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Venezia e si condensa in una variegata ¢ stimolante

partecipazione di quegli artisti, dei loro antenati, dei
loro simili e confratelli, negli antichi Granar della 5Sere-
nissima, alla Giudecca, in coincidenza con la XLIV
Esposizione internazionale d’arte della Biennale.
La sintesi delle arti ¢ un’aspirazione antica, dal futuri-
smo al dadaismo, nelle moderne avanguardie, ma lo era
stata anche nelle classiche dimensioni del nostro Rina-
scimento. In aggiunta, Fluxus, al principio degli anni
Sessanta, ne ha determinato l'irruzione nel presente,
ncllo spicciolo quotidiano, superando e agitando Patteg-
giamento dei pionieri pop, inglobando, di qua e di la
dall’Atlantico, le energie artistiche pin eterogenece, pas-
sando dall’opera fine a se stessa al gesto decisivo e
aggressivo che investe la creativita del singolo per farne
un'operazione collettiva, pressoché acefala, ma non ano-
nima.
Tra le avanguardie del secondo dopoguerra, il movimen-
to Fluxus ¢ certamente quello che ha avuto maggiori
conseguenze ¢ nel quale forse ancora si riconosce un

Il moto di Fluxus si arresta per una stagione a

gran numero di giovani contemporanei, specie nella
schiera di coloro che alla pittura o alla scultura hanno
opposto quello che oggi si definisce “the object”. A volte
mi viene da sorridere quando penso che Alexander
Calder usava chiamare un suo “stabile™ o un piccolo
“standing-mobile” con lo stesso nome: “the object”,
specie s¢ penso che quello era il tipo di oggetto pid in
carattere con il movimento.

“Ubi Fluxus ibi motus™ ¢ il titolo fluente che Achille
Bonito Oliva ha voluto imprimere a questa mostra da lui
pensata e curata ¢ che comprende oltre un centinaio di
artistl di grosso rilievo nelle vicende dell’arte contempo-
ranea. Sono percio lieto che il Consiglio direttivo della
Biennale abbia deciso, su mia proposta, di porla sotto il
patrocinio dell’istituzione e sono lieto di accoglierla tra
le iniziative di questa Biennale e non senza un significa-
tivo confronto con la mostra “Ambiente Berlin™ che la
Biennale presenta nel padighone centrale.

Cricrcaanrd Carandenite

i1



consolidates into a multi-faceted and stimulating

event involving irs artisis and their forebears and
confréres to be held in the venerable granaries of the
Serenissima in the Giudecca, comtemporancous with the
Biennale's XLIV Intermational Art Exhibition.
The synthesis of the aris is an ancieni aspiraiion of the
modern avant-gardes, ranging from Futurism to Dadaism,
but it was also included in the classical dimensions of the
ltalian Renaissance. Furthermore, Fluxus, at the start of the
Sixties, brought it with a bang into the present, inlo the
simple gquotidian  reality, overcoming and upsetting the
stance of the Pop pioneers, embracing the most divers
artistic forces from both sides of the Atlantic, as the focus
shifted from the work as an end in itself to the decisive and
aggressive gesture whose impact on individual creativity
turned it into a colfective, practically acephalous — but not
AHONYIMOWS — Operalion.
Of the post-World War Il avami-garde movements, Flixus
is certainly the one that experienced the farthest-reaching
consequences, and also happens to be the one with which a

l l'HH.'-:H.!f stops its motion for a season in Venice, and

great number of comtemporary young can identify — perhaps
even still today, especially among the ranks of those who
cemtrasted painting and sculprure with what is today de-
fined as “the object”. At times it makes me smile to think
af how Alexander Calder used to refer to one his “stabiles”
or small “standing mobiles™ with this very same name: “the
abject” - all the mare so when I think that that was the type
of object most in keeping with the movement.

“Ubi Flueus ibi motus™ s the flowing tiffe that Achille
Bonito Oliva has chosen to impress upon this exhibition,
which he conceived and orpanized. It includes more than
one hundred artists who figire greatly in the story of
contemporary art. Thervefore, I am pleased thar the Bien-
nale Organizing Committee has approved my motion to
present it under the auspices of the institution, and I am
pleased 1o include it among this Biennale's initiatives, one
thai s not lacing in comparative value with respect to the
“Ambiente Berlin® exhibirion that the Biennale will present
i the main pavilion.

Criowvanni Carandente



Ubi Fluxus ib1 motus

Achifle Bonito Ofiva

Floaes verso i1 Duerniila

pingere Fluxus verso il XXI secolo significa saper

interpretare il suo spirito antistoricistico. Da qui la

decisione di invertire la storia, le date e il percorso
della mostra: non dal 1962 al 1990, ma dal 199 al 1962,
In tal modo non esistono pregiudizi favorevoli verso
padri nobili o il passato. E il presente che diventa il
punto di partenza capace di dare il passo allo spettatore
che, dal suo presente, ripercorre le tappe di una creati-
vitd inesauribile che indietreggia con le sue tracce verso
il tempo della sua fondazione, 11 metodo critico assecon-
da la mentalita dell’arte. Di un’arte che non ama crono-
logic o lidealitda di un percorso lincare che non esiste
fuori dai percorsi accidentati della storia. Dal presente
al duraturo presente dell’arte. Un atteggiamento che
non ama il partito preso della storia come processo
garantito e garante dei flussi e dei moti della creazione.
In tal modo la storia diventa il flagrante regresso verso
il passato, a partire dall’hic ¢t nunc dello spettatore che
forma la propria esperienza attraverso il nomadismo del
suo corpo deambulante, negli spazi temporali della mo-
stra, fatta di oggetti e di eventl.

FLOZUS
= FLUX

FLEXU S LEMLSTLoXisi L UXUSFLUXUSFLUXUSFLUXUS

Andare verso il Duemila significa dunque adempiere a
un nuovo compito, quello di evitare la sopraffazione del
tempo. In sincronia con la mentalitd del gruppo Fluxus
che ha sempre aggirato il pericolo di un’arte impositrice
dei suoi esclusivi tesori di bellezza formale sull’inerte
condizione dell’esistente.

{.a bellezza defla newrralitag

Fluxus significa avere la sensibilita veloce di interpretare
i nuovi modi di produzione dell’arte e anche quelli di
rifletterli criticamente. Significa che 'arte in situazione
trova ¢ affonda le proprie radici in movimenti, figure
artistiche e anche in una filosofia dell’arte che parte da
lontano e porta lontano: Duchamp, Picabia, Cravan,
Schwitters, Balla ecc. Dimostrando come 1l problema
dell’assemblaggio e del recupero dell’oggetto quotidiano
nella sfera dell’arte non € un problema attinente sempli-
cemente alla cultura del postmoderno, che rintraccia nel
riciclaggio del guotidiano la possibilita della sopravvi-
venza culturale, Le opere qui presentate sono Peffetto
di un atteggiamento mentale estremamente puntuale.

FLUXUS
FLUXUS

Trd



Da sinistra: Dick Higgins, un’amica, Daniel Spoerri, Alison Knowles ¢ Ay-o.
(Da Flrous ec Valise ¢ TRanglE, n. 3, marzo 1964).

. giusto partire naturalmente da Marcel Duchamp il
fondatore del procedimento che viene definito “ready-
made”, Ovvero la possibilita di creare arte attraverso il
prelievo dell’oggetto quotidiano, lo spaesamento e la
sua rifunzionalizzazione in termini di contemplazione
estetica nello spazio della galleria o del museo. Lo
spiazzamento” dell’'oggetto determina la nascita di un’
“aura”, di un senso nuovo che permette all’oggetto di
viaggiare ad altri livelli e di attraversare la fantasia dello
spettatore imprimendo su di essa nuove cifre e nuove
possibilita,

Il ready-made di Duchamp apre l'arte contemporanea
verso nuove possibilita, introduce nell’arte un quoziente
concettuale che permette all’artista di considerarsi de-

14

miurgo, colui il quale con il gesto del prelievo, con
'impero del suo sguardo pud sottrarre alla inerte oriz-
zontalita del quotidiano un elemento per elevarlo nella
sfera verticale dell’arte.

Tale premessa permette dunque di verificare il percorso
che 'oggetto artistico ha realizzato nel corso dei vari
decenni, dai primi ready mades di Duchamp fino a oggi.
Dunque un secolo di arte realizzato attraverso una sorta
di mistura tra prelievo dello sguardo ¢ manualita e che
arriva fino alla fine degli anni Ottanta, in piena epoca
post moderna, a dimostrare come gli artisti hanno lavo-
rato di anticipo anche rispetto all’attualiti politica e
sociale,

Il panorama presentato in questa mostra tende a eviden-



ziare in primo luogo il bisogno dell’artista di sostenere
un linguaggio separato dalla vita e dal soggetto che lo
promuove, Ogeetto significa dunque non soltanto ele-
mento prelevato dal quotidiano, ma anche, naturalmen-
te, una filosofia dell’arte che chiede al linguaggio artisti-
co di non essere mimetico, una sorta di nflesso condi-
zionato della vita stessa. L'arte in guanto oggetto &
sempre uno scarto, una sorta di soglia laterale che
I'artista abita con la sua creazione e su cui individua la
possibilitd autonoma di far lievitare il suo gesto fantasti-
co. Il gesto evergetico che l'artista mano a mano ha
realizzato nel corso di questo sccolo, tende via via a
caricarsi di valenze simboliche, a uscire dalla semplice
possibilita dello scandalo per approdare a una comples-
sitd, a un senso della costruzione che non significa
adesione a un pensiero geometrico ¢ necorazionale, ma
piuttosto al bisogno che 'artista sente di attraversare il
quotidiano ¢ di ordinarlo secondo un’idea di leggera
progettualita,

Questi artisti, infatti, non inseguono l'utopia positiva
dell’arte, ovvero la possibilita di costruire un modello
capace di trasformare 11 mondo, ma piuttosto di realiz-
zare un piccolo ordine collegato all’opera realizzata, ¢
capace dunque i essere semplicemente un modello di
s¢ stesso. L'umilta dell’'oggetto sta proprio in questo,
una poetica che non si serve di materiali colti o di generi
artistici accademici, ma piuttosto capace di attraversare
il quotidiano, di prelevare 'inerte quotidiano per collo-
carlo in una sorta di assemblaggio, di cortocircuito che
eleva 'elemento e 1l dettaglio a frammento, a tassello di
una costruzione mentale. L'oggetto in definitiva & ['ap-
prodo del soggetto creativo, dell’artista, a una dimensio-
ne separata dalla propria biografia, proprio perché con
grande umilta egli individua nell’arte la propria possibi-
litd espressiva. Inoltre ¢ anche un ancoraggio per lo
sguardo dello spettatore verso una costruzione capace di
sollecitare mm lul un nuovo senso delle cose. Ma questo
senso non capovolge il senso del quotidiano, non lo
combatte, ma semmai individua un interstizio, un luogo,
quello di un'utopia negativa, ovvero direttamente colle-
gata allo spazio fisico abitato dall’'opera da cui I'artista
parla e su cu lo spettatore puo niflettere.

In definitiva attraverso i territori dell’arte si dimostra
come l'artista contemporaneo con diverse attitudini pud
guardare il mondo, ma senza sentire il bisogno di mani-
polarlo. Prelevare 'oggetto quotidiano, assemblarlo in
un ordine linguistico diverso da quello suo iniziale, non
significa certamente porsi in termini di conflitto con le
cose, ma in termini di complesso erotismo, capace di far
lievitare attraverso un uso inedito 'inerzia delle cose e
creare un campo di intensita legato dunque a una realta
che non s1 pud nmuovere, che non si pud cancellare, ma
solo guardare e salvaguardare.

Salvaguardare diventa il compito dell’artista Fluxus di-
retto verso il Duemila, oltre la fine del XX secolo,
segnato ormai dalla “finis Russiae”. Questa fine riman-
da al crollo delle ideologie e dei parametri esterni che
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hanno, come un ready-made assistito, sostenuto la lunga
marcia delle avanguardie verso il “sol dell’avvenire”. Il
gruppo Fluxus ha sempre operato fuori dall’assistenza di
qualsiasi protesi, politica ¢ ideologica. Ha sempre costi-
tuito la zona ecologica dello sperimentalismo internazio-
nale, puntando sulla fondazione di uno spazio di energia
linguistica, non sull’accumulo delle conquiste tecniche o
sul catalogo dei materiali.
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FLUXFLEET READY TO DELIVER

Hlustrazione tratta da Flaoes oo Valise ¢ TRanglE, n. 3, marzo 1964,

Anche rispetto al lavoro degli artisti del nouveau réali-
sme gli artisti Fluxus hanno segnato il superamento di
una mentalita tesa a produrre un estetismo diffuso sulle
cose, Tutto sommato hanno contrastato una vocazione
allora imperante, quella legata a una speranza, in qual-
che modo nobile, di riscattare la volgaritd quantitativa
del reale mediante linnesto di una modica quantita
qualitativa di ordine formale. Ancora una volta "affer-
mazione di una mentalitd ¢ di una nozione nobile di arte
¢ capace di diffondere, come profumo, un’atmosfera
estetica nel caos produttivo del mondo.

Prima di Fluxus Parte ha sempre cercato di spingere
Iarte verso di sé, di attirare gli eventi verso la frontiera
linguistica della creazione estetica, intesa come riserva
muscografica di riscatto ¢ di consegna della cronaca alla
storia.

Ancora il prevalere della poesia sulla prosa del mondo.
L'accento posto sulla dinamica verticale del momento
creativo, L'oggetto qunl:iulium:- come metatora del pas-
sageio dal disordine precedente all’ordine successivo,
dettato dalla forma artistica. Action painting, new-dada,
pop art ¢ nouveau réalisme costituiscono ancora la
polaritd di una mentalitd che investe la propria fiducia
nel valore della progettualita ¢ del progresso linguistico
¢ storico. Tutti dentro ideologia di quel darwvinismo
linguistice che ha segnato Pevoluzionismo dell’arte con-
temporanea, come produzione di forme tese verso il
riscatto della negativita della storia mediante I'elabora-
zione di linguaggi ancora basati sul principio di dialetti-
ca.

Fluxus applica invece 1l principio sano di contraddizione,
imphicante confronto ¢ non concihazione, E questo me-
diante una strategia intensiva di recupero dell’oggetto

Ity

come realta e non memoria metaforica; partecipante a
una cucina combinatoria che approda alla cosa formale,
Con Fluxus "arte si sposta verso la vita ¢ porta la vita
stessa verso interstizio di una diversa posizione in cui
non esistono miserid ¢ nobilta ma la newtralitg di un
armistizio senza vincitori ¢ vinti, la fondazione di un
momento in cui utto si oggettiva, arte ¢ vita, forme di
esistenza, nella presenza dell’opera.

Partire da Duchamp non significa rimanere dogmatica-
mente fermi alla sua poetica. Partire significa ¢ implica
invece spostamento ¢ modificazione, fuori dalla lineariti
di una dea di progresso implicante fedelta. La profonda
infedelta di Fluxus ha determinato lo sviluppo di una
ecologia dell’'arte che ha guardato e guarda ai due termini
antitetici, arte ¢ vita, fuori dal gioco delle preferenze,
come ¢lementi ¢ cose partecipanti alla fine della cosa,
Costficare arte ¢ vita diventa Uimperativo di un gruppo
che non ama anagrafe della nascita ¢ della morte, Né
dell’arte, né della vita, Tale possibilita, giocata sull’affer-
mazione ¢ sulla negazione, ¢ fomentata dalla scelta, tra
occidentale ¢ onentale, della neutrahta wsaita dall’ordi-
ne binario ¢ approdata a un terzo termine, non concilia-
to ma autonomo ¢ determinato dal valore combinatorio
degli oggetti ¢ dei generi artistici intesi come cosa; senza
verarchia tra alto e basso, pittura ¢ scultura, disegno ¢
pittura, opera o evento. Da qui anche la preferenza
verso circuiti in bilico fra ufficialita e alternativita, mu-
seo ¢ officina.

Ecco apparire un nuovo spazio fisico ¢ mentale: la
bellezza della newrralita, affermazione di una forma lenta
che non ama la superbia del rigore o la geometria della
pura coerenza, Oul la bellezza nasce dal fatto che non
esiste sopraffazione della novita o eleganza della citazio-




ne. Se esiste durata dell’opera, questo € dovuto a una
durata etica del fare che non significa improvvisare ma
sgmmai salvaguardare.

Fluxus vuole salvaguardare arte e vita, senza sopraffare
nessuno dei due termint. Costruendo il territorio di una
nuova neutralita, in cui non esistono recindg dell’arte per
I'arte o muri della politica. Qui si vuole neutralizzare la
superbia dell'arte e la volgarita della vita con forme
costruite,

[l carattere duraturo della forma artistica implica un
senso della costruzione che non vuole essere cancellato
dall'opera successiva, né duplicare metaforicamente la
realta esterna. L'arte € quel movimento ambivalente che
gioca SU presenza ¢ assenza, contatto ¢ separazione,
erotismo ¢ distacco, atteggiamenti non contrastanti ma
complementari, per affermare la diversa relazione con la
realta.

“Non si pud sfuggire al mondo cosi bene che attraverso

I'arte e non ci si pud legare maggiormente come attra-
verso arte” (Goethe). Questo atteggiamento designa la
posizione di Fluxus, condizione filosofica che inizial-
mente sembra prendere le distanze dalle cose ma poi le
adotta per costruire un ordine formale che designa la
nuova realtd seppure attraverso una contaminazione di
essa. L'ordine formale adottato non gioca sul puro
accumulo, sulla presentazione di una casualita di assem-
blaggio che duplica metaforicamente la disseminazione
quantitativa del mondo esterno. L'opera assume la ca-
denza fenomenologica contraddetta da un corposo ordi-
ne che la sostiene, Non il senso dell’accumulo ma quello
di una necessaria compenetrazione, seppure abitata da
relazioni impreviste.

L'imprevedibilitd formale dell’'opera viene amplifi-
cata dalla consistenza dei materiali, talvolta dalla
voluta improponibilita degli accostamenti, e anche
dalla e¢laborazione dei nessi che si spinge al limite

-\."t_, '.-l.'. o

Immagine tratta da Flooes ooV TRE, n. 2, febbraio 1964,

|7






dell'incastro ¢ della geometria,

L'oggetto non ¢ un puro volume messo in evidenza ma
e¢lemento di una composizione che ne sfida la opaca
corposita a favore di un mnsultato dove tutto vienc
piegato a un nuovo ordine formale. Quest'ordine natu-
ralmente non produce una sublimazione dello splendore
specifico ai singoli elementi, ma gioca a tramutare 1
singoli significati in un unico ¢ trashigurato significante.
Da qui il connotato di involontaria metafisica, la forza di
astrazionce di queste opere tese indul‘.r't‘aiimn:ntl: alla fon-
dazione di un nuovo ordine di bellezza

L'ordine di bellezza che presiede nasce dalla condensa-
zione dell'opera nella sua temporalita, residuo di un
atteggiamento culturale che si assume tutte le responsa-
bilitd di una tradizione tipicamente europea.

In questo senso la memoria postmoderna perde il suo
carattere edonistico della semplice citazione per acqui-
stare la complessitd di una memoria storica certamente
non abitata dalla leggerezza e dal desiderio di liberarsi
di se stessa ¢ del proprio passato. Cosi l'opera darte
diventa il deterrente di oggettiva resistenza che lartista
perpetra nei niguardi del proprio presente, a favore del
proprio presente. In quanto capace di produrre durata
in uno scenario che sembra abitato dalla intercambiabi-

ita del soggetto e dell'oggetto. 1l soggetto, in questo
caso l'artista, ¢ colm il quale ha coscienza di poter
fondare attraverso la fenomenologia dell'opera un me-
todo, un atteggiamento in questo senso mentale, capace
di salvaguardare la propna specificitd anche attraverso
Popacita dell’oggetto.

Un ogeetfo di complessitg abita l'opera di Fluxus, proma-
nante dalla evidente consistenza dei vari elementi ¢ dal
tangibile ordine formale, che non li trattiene semplice-

mente insieme ma li intreccia in una composizione
duratura,

Ecco che la contaminazione non ¢ la pura coincidenza
di un gioco combinatorio, ma piuttosto 'effetto di un
bisogno di complessita capace di eludere ogni semplifi-
cazione. L'opera non & retta da un ordine semplice ma
da un processo di astrazione che non ¢ mai preventivo
bensi contestuale all’evidenza fisica dell’opera. Perché
I'oggetto non si pud eliminare, né pud diventare I'effetio
di una parvenza, piuttosto piegato a un uso fantastico
che da una parte ne riconosce la presenza tautologica ¢
dall’altra ne sfida I'apparente passivita d'impiego.

Da qui l'uso talvolta ironicamente monumentale, 1l suo
trasferimento in una diversa scala, il suo impiego inverti-
to tra chiuso ¢ aperto, la sua collocazione decontestualiz-
zala. Non csistono oggetti privilegiati, quanto a ricorren-
za o affettivita, piuttosto stati di necessita che ne deter-
minano ['uso a seconda del risultato da raggiungere,

La forma tende piuttosto a coniugare gli elementi per
sollecitare un doppio processo di conoscenza, uno speci-
fico riguardante I'opera, e I'altro pii generale riguardan-
te le sue relaziont col mondo.

La nuova relazione non ¢ stabilita attraverso la semplice
differenza prodotta dall’inedito accostamento, quanto
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Christo, impacchettamento di un edificio pubblico, ottobre 1961,
(Da Fhoos oo VTRE, n. 1, gennaio 1964).

piuttosto dalla fondazione di un metodo formale reso
ancor pit evidente dall’attinenza dei materiali col mon-
do esterno. Tale attinenza evita la facile sorpresa ¢ lo
stupore conseguente, diventa un ulteriore tratto di sfida
per I'artista che si allontana e nello stesso tempo rientra
in gioco con le cose mediante la loro adozione che
meglio permette la verifica del nuovo ordine formale.
L'arte non &€ mettere ordine nel mondo ma suggerire
metodi di aggregazione capaci di sviluppare processi di
conoscenza interna ed esterna, interiore ed esteriore.
['opera non & il frutto di irrigidimento e di paralisi che
essiccano ogni sedimentazione, piuttosto pratica di ap-
propriazione fuori dal principio del possesso, fondazio-
ne di un metodo capace di dare un metodo anche alla
vita dell’artista,

Questo non significa costringere artista repressivamens-
te dentro la logica della poetica, dentro la coerenza
metalinguistica dell'opera, ma scmmai stabilizzare la
leggerezza dell'essere dentro 'evidente consistenza del-
l'opera e attraverso essa.

Questa non & fatta di accumulo, oggetto seppure forma-
lizzato accanto ad altri oggetti quotidiani. L'ordine che
senza rigidith governa Popera si assume il compito di
stabilire un confine tra due universi che vivono insieme
ma nello stesso tempo sono governati diversamente.,

[I metodo di Fluxus non sublima lo spazio nella pura
evocazione del tempo ma accetta lingombro dell’'ogget-
to nella sua spessa fisicita, valorizzandola per accosta-
mento ad altre fisicitd certamente non affini per uso ¢
destinazione.

Perché I'arte, muovendosi in un panorama meno artico-
lato ¢ omogeneo di merci, non riconferma il valore d'uso
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dell’'oggetto quotidiano, il suo essere 0 essere stato
passibile di consumo; quanto piuttosto il valore di impie-
go fantastico che Partista ne pud ottenere mediante il
procedimento di contaminazione.

L’artista & colui che adotta una sorta di processo radio-
attivo per contaminare e adottare 'oggetto quotidiano,
gia di per s¢ avvelenato dalla sua appartenenza storica.
Un'altra storia, pin trasfigurante investe ora loggetto
gquatidiano, in quanto impossibile da riprodurre cultural-
mente. Ora I'oggetto conserva la sua vischiosita e anche
spesso il suo decoro, ma viene piegato e adottato per un
uso trasversale, che solo 'artista ne pud fare.

Ma Fluxus non pensa cosi di riscattarsi o di niscattare la
storia, quanto piuttosto di innescare processi formali
capaci di produrre nel presente atteggiamenti di resi-
stenza resi evidenti ¢ lampanti dalla costruzione della
macchina, dal suo funzionamento interno fatto di rela-
zioni di singoli elementi governati dall'idea della com-
plessita ¢ dell’unitd nello stesso tempao.

Governare la complessita attraverso la costruzione di un
metodo linguistico diventa ora I'assunto: non duplicare
pateticamente la complessita dell’'universo tecnologico,
quanto piuttosto quella del rapporto tra individwo e
societd, tra il singolo ¢ 'apparato normativo. Una rispo-
sta comportamentale mediante la produzione di una
forma chiusa e duratura, che chiude con la mentalita del
nostro secolo e spinge lMarte inevitabilmente verso il
Duemila,

Dove la bellezza, per essere veramente alla portata di
tutti, deve assumere il carattere della neutralita.
L’emblema leonardesco “Ubi fluxus ibi motus™ spinge
I'arte fuori dal Rinascimento occidentale e la porta



verso una geoprafia cosmica che non conosce confini
territoriali, ma la necessitd antropologica di non incon-
trare nemici, scparazione tra artista ¢ spettatore, tra
arte ¢ vita,

Flicus come Fluxus

E dal dadaismo che nasce una linea sintetica dell’arte
come opera dlirruzione nel presente quotidiano, al di
fuori delle strutture che organizzano il normale lavoro
artistico. Secondo un’improvvisazione che ¢ metodo e
tentativo di modifica delle abitudini sociali.

L’evento artistico si sviluppa secondo una libera aggre-
gazione di gesti, che partono all’inizio da un semplice
canovaccio nel quale l'unica imtenzione costante ¢ la
rottura del gesto quotidiano inteso quale gesto sempre
funzionale ed economico, cioe rispondente a un fine.
L'evento rompe il binomio causa-cfictto, perché riesce a
promuovere nel corpo sociale Pirruzione di gesti non
economici ¢ afunzionali, disinteressat, o con ['unica
finalita di portare alla superficic zone rimosse e fantasic
non vissute, appartenenti all’inconscio.

Alla conoscenza specialistica e settoriale I'arte sinfetica
oppone la coscienza globale ¢ profonda che scardina la
specificitd del linguaggio artistico per sconfinare nel
luogo totale della creativita, Tra le neoavanguardie il
gruppo Fluxus & quello che ha lavorato per una strategia
globale, tesa a rifondare a livello antropologico I'espe-
rienza artistica. Arte come Fluxus, cioé come flusso ¢
diarrea, movimento inarrestabile della concretezza di un
evento o di un oggetto.

La rappresentazione artistica diventa il momento foca-
lizzante della dialettica tra I'lo dell’artista e 'oggettivita
del mondo, dove il mondo — paradossalmente — ¢ la
polarita privilegiata perché costituisce lo spazio esisten-
ziale da cui nasce 'urgenza dell'opera.

Arte appunto come luogo totale in cui la creativith non
tende piit a individuarsi secondo la nozione di lavoro
artistico, ma a espandersi con voluta infedelta alle atri-
tudini riconosciute dalla societa all'uomo-artista.

La tattica pud consistere nella proposta diretta della
stessa fisicita dell’artista o degli oggetti impiegati, esibi-
zione effimera del soggetto o dell’oggetto, per affermare
una nozione non d'informazione asettica ma di comuni-
cazione.

La qualita di effimero riguarda non solo la presentazio-
ne calda del corpo (che per la sua cvidenza tenta di
scardinare la separatezza teatrale con il pubblico), ma
anche 'uso dell’oggetto che viene impiegato per sempli-
ce associazione, quasi come un utensile. La durata del
gesto tende a pareggiare il tempo fisiologico di forma-
zione dell’'opera e il tempo di fruizione della stessa.
Cosi Fluxus si ¢ mosso come un fronte mobile di
persone € non come un gruppo codificato di specialisti,
seguendo pin che la tattica di sperimentazione di nuovi
linguaggi la strategia del contagio sociale: la possibilita
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di creare una serie di reaziom a catena, onde magneti-
che al di sopra e al di sotto dell’arte.

L’arte agisce all'interno di un sistema dove le separazio-
ni geografiche e le diverse matrici culturali spesso deter-
minano una frantumazione della comunita artistica. Per-
ché gli artisti costituiscono un’invelontaria comunita,
anzi una comunita concentrata che si contrappone al
resto della societa, quanto a scelte ideologiche e a
comportamento individuale.

Prima di Fluxus esistevano una serie di comunita artisti-
che, divise per paesi, ¢ al loro interno ancor pie divise
per poetiche. Le divisioni geografiche corrispondono
spesso anche a divisioni di mercato, a contesti sociali
che si contrappongono tra loro in base alla maggiore o
Minore aggressiviti.

Fluxus ¢ il primo movimento che supera tali steccati,
Rompe le divisioni ¢ la frantumazione dell’arte, chia-
mando intorno a s¢ artisti americani, europei, giappone-
si, coreani, al di la delle distanze geografiche ¢ culturali
Rinunciando a considerare la poetica come comune
denominatore, Fluxus ha chiamato a raccolta artisti i
diversa estrazione culturale e provenienti da poetiche
diverse.

Alla frantumazione della comunita artistica voluta dal
sistema, Fluxus risponde con la concentrazione ¢ con
Iaffermazione di un’unica comunita, in cul fluidamente
entrare ¢ uscire. La base di tale incontro non & estetica
ma etica, 'intenzione cioé di dare all’arte un contenuto
rinnovato attraverso il quale essa possa trovare un
rapporto con la vita. L'oggetto o 'evento quotidiano
non sono loggetto o l'evento dell’happening, non é
Iimprovvisazione cosmetica che abbelhsce lo spazio ur-
bano entro cul avviene Pazione.

Lazione Fluxus non ¢ soltanto un’affermazione interdi-
sciplinare dell’arte, come avviene nell’happening, ma il
tentativo di svelare una qualita che gia 'evento e l'og-
getto quotidiano hanno in s€: la qualita del quotidiano,
Perché il quotidiano non € il livello basso dell’arte, ma ¢
lo spazio reale, M'unico possibile per vivere con ¢ senza
I"arte. Percié Fluxus significa il salutare passaggio dalla
poesia alla prosa, da una condizione aulica dell’arte a
uno stato che funziona da messa a fuoco sulla realta.

Il passageio dall’estetico all’etico avviene attraverso la
riduzione della nozione di lavoro artistico, inteso come
claborazione di strumenti specifici che riguardano arte,
Cio avviene mediante introduzione di un atteggiamen-
to interdisciplinare che promuove un tipo di arte non
pitl rapportabile alle sue categoric o ai suoi parametri
tradizionali.

Non si parla pia di pittura, scultura, poesia o musica, ma
di evento che ingloba dentro di sé tutte le discipline
possibili e tutti gh stili. Alla base esiste una posizione
ideologica, che ¢ quella della cleptomania, la liberta di
assumere un mondo come materiale permanente ¢ tota-
le in tutti 1 suoi aspetti, per realizzare un gesto o
un'opera d’'arte.

Lo scardinamento di ogni aspetto specialistico dell’arte



non significa parodia dell’arte, ma anzi sconfinamento ¢

fashinns apertura che crea un flusso, un movimento, attraverso il

. quale I'arte acquista il movimento della vita. La premes-

with the sa di tutto cid & costituita dalla coscienza del mondo
mm'ﬂﬂmfﬂrt come valore, di una qualita della vita. Fluxus vede la vita

(Mo Modol)  jon evosuitves diniomals, DuSingssmen. lawyers -—8hest L attraverso un'ottica ¢ uno sguardo di 360 gradi che gh

PR ey permettono di avere una visione circolare ¢ totale delle
cose. La circolaritd non riguarda soltanto le cose nella

No. 556,248. . Patented Mar, 10, 1896, 1,/ ficicitd. ma anche I'assunzione di dati culturali che
. non appartengono al contesto dell’arte della cultura
occidentale. La nozione del tempo trova una sua ascen-
denza nella cultura orientale dello Zen, per il quale il
tempo & una fitta rete di attimi che si susseguono
orizzontalmente in maniera incessante ¢ continua.
Il tempo & una dimensione aperta e discontinua che non
qualifica soltanto i gesti pid significativi ma anche quelli
pil anonimi ¢ quotidiani. La cultura occidentale ci aveva
abituati a considerare il tempo come misura del pensie-
ro umano, come dimensione che scandiva il proprio
fluire in sincronia con la storia € non con la pura
cronologia dei fatti.
Infatti la storia occidentale raccoglie soltanto eventi e
date storiche, misurate col parametro della loro eccezio-
nalita, della loro capacita di uscire dal livello medio dei
fatti quotidiani. Alla visione verticale del tempo tipica
della cultura occidentale, la cultura orientale ne oppone
una tutta orizzontale, adatta ad accompagnare la vita
quotidiana in ogni sua condensazione, anche al di sotto
di un suo accadimento eroico.
Attraverso Cage, Fluxus assume tale ottica e per questo
accoglie nello spazio dell’arte ogni oggetto ¢ ogni gesto
possibile, Ora il tempo dell’arte rispetta quello orizzon-
tale della vita: 'ogeetto ¢ Foggetto, il gesto ¢ il gesto.
Il quotidiano, ciog, non & soltanto la dimensione di
partenza, ma anche la dimensione d'arrivo dell’arte; se
'arte non & pin celebrazione dell’eccentrico, non € pii
passaggio dalla poesia alla prosa, e se invece ¢ afferma-
zione del gia esistente, essa diventa passaggio da una
prosa (la vita) a un’altra (I'arte).
Per Fluxus 'arte & il passaggio, ¢ il processo che porta
la vita da un grado di esistenza all’altro.
Cuando nel 1962 51 tenne a Wiesbaden il “Fluxus Inter-
nationale Festspiele”, tutti gli artisti partecipanti realiz-
zarono opere o eventi che puntavano non tanto sulle
loro qualita estetiche quanto sulla loro intensita e deter-
minazione di affermare il quotidiano.
[l quotidiano contiene non soltanto "accadimento inten-
zionale ¢ intelligente, ma anche il caso, il fortuito,
I'incomprensibile ¢, in definitiva, anche 1l hvello di
idiozia,
Tutto questo & il quotidiano, la vita ramificata a frantu-
mata in una fattualitd accidentale. Su questa fattualita
Fluxus agisce con un atteggiamento fenomenologico, per
cui il mondo ¢ 1l mondo della vita ¢ Parte & arte totale.
Maciunas, Paik, Brecht, Vautier, Filliou, Vostell, Chiari,
Simonetti, Patterson, Schmit, Andersen, Ono, Kosugi,
Knowles ecc. hanno costituito una pattuglia mobile,
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dislocata geograficamente in posti differenti, ¢ hanno
operato costantemente con un atteggiamento interdisci-
plinare. L'uscita dell’arte dar suoi ambiti specifici ha
significato anche la sua uscita dai canali istituzionali,
gallerie ¢ musei.

Ogni spazio ¢ diventato 1l luogo possibile dell’evento
artistico. All'aperto o al chiuso gli artisti hanno agito
mediante 'impiego di materiali ¢ linguaggi provenienti
da diverse aree, associando mezzi ¢ strumenti tra loro i
pii disparati. Tale atteggiamento interdisciplinare e il
suo esercizio in spazi alternativi hanno permesso a
Fluxus di anticipare ricerche che si sono sviluppate negli
anni successivi, dall’arte concettuale al comportamento,
Ma stabilire Fluxus come antecedente linguistico signifi-
ca riportarlo m un ambito circoscritto ed estetico, dal
quale egli ha cercato di uscire, attraverso il collegamen-
to di artisti affini tra loro non per poetica ma per
posizione verso la vita,

Per questo Fluxus, flusso, diarrea o marea, ha operato
principalmente per dissotterrare P'energia latente del
mondo, fisica ¢ mentale, Le contraddizioni linguistiche
all'interno del gruppo servono proprio a non permettere
di parlare di gruppo, ma di una continua messa in
sifuazione.

Una visione del tempo, filtrato e rallentato dall’assun-
zione dell’ottica dello Zen, permette a qualsiasi oggetto
¢ a qualsiasi gesto di varcare la soglia dell’arte. Se la
sedia ¢ la sedia, bere un bicchier d’acqua ¢ un bicchier
d’acqua bevuto da un uomo. Questo significa che il filtro
dell’arte non deve rendere simbohico il quotidiano, ma
dare a questo una segnalazione ¢ una concentrazione
che il sistema sociale non da.

Il sistema sociale tende a valorizzare soltanto il tempo
della produzione economica, nel quale oggetti e gesti
sono significativi soltanto se produttivi economicamente.
[ gesto non funzionale, disutile e disinteressato, € scar-
tato dalla logica del sistema. Con Fluxus 'oggetto &
assunto nella sua afunzionalitda, nel suo apparire feno-
menico, ¢ il gesto viene compiuto anche se viene prodot-
to per distruggere I'oggetto. La distruzione dell’oggetto,
violino, pianoforte, & contraria all’idea tradizionale del-
I'arte che tende a rendere funzionale 'oggetto attraver-
s0 la sua conservazione ¢ il suo uso, il suono,

Ma il suono pud significare anche il rumore prodotto
dal pianoforte o dal violino sfasciati, dai colpi ripetuti
dell’artista che lacera 'oggetto o appallottola intorno a
un microfono un foglio di carta. Il suono non ¢ solo i
codici della musica, ma anche il rumore della vita che
cosi diventa musica. La distanza tra larte e la vita &
sottilissima, dipende soltanto dalla coscienza linguistica
dell’artista che compie il gesto.

Forse per questo l'opera iniziale di Fluxus si ¢ rivolta
prevalentemente verso la musica, Uarte pin astratta e
invisibile. Attraverso essa ¢ possibile mettere in situazio-
ne, ciog in collegamento, circostanze, oggetti e persone
separati tra loro.

La musica non dipende dal suono, ma dalla volonta
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dell’artista di considerare tale, dopo Cage, anche il
silenzio. Non esiste frattura o distanza, ma continuiti.
Non esiste gerarchia tra i fatti, ma un onizzonte di fati
¢ di strumenti da cui continuamente attingere. Tale
parcggiamento, perseguito da Fluxus, nasce anche dalla
volonta di rendere I'arte pil accessibile e democratica.
Scardinare ogni specializzazione significa abbattere il
privilegio ¢ il potere di coloro i quali fanno del proprio
sapere specializzato una professione.

Essere contro il professionismo, per Fluxus, significa
trasgredire ogni pretesa fedeltd ai mateniah o alle teeni-
che che, attraverso il loro uso ripetuto, costituiscono il
marchio di riconoscimento dell*artista da parte del mer-
calo,

Attraverso 'uso interdisciplinare del linguaggio, attra-
verso la considerazione che tutto & contemporaneamen-
te pittura, scultura, poesia, musica, significa sfuggire
all'immediato riconoscimento del mercato ¢ alla sua
strumentalizzazione.

Forse Fluxus tende, attraverso Iarte, all’architetrura so-
ciale, inlesa come un processo di dinamica permancnte
che entra in ogni circostanza della vita ¢ dell’organizza-
zione sociale. La scelta dell’evento, dell’azione effimera,
vuole proprio spostare 'arte dal suo essere produzione
di oggetti a produzione d'esperienza, che si :-.vilur:ru
simultancamente tra i due poli costituiti dall’artista ¢ dal
pubblico. Il pubblico tradizionale, che assiste a una
mostra © a uno spettacolo, ¢ chiamato anch'egli a
compiere un lavoro, che & quello della contemplazione,
Se¢ 'arte non ¢ pin un lavoro, inteso come gestione di un
apparato di strumenti specifici e pmfcqsiunali. allora
anche la fruizione del pubblico si modifica ¢ diventa
partecipazione,

Apparentemente anche nell’happening sembra che esi-
sta una partecipazione del pubblico, un’uscita dal suo
ruolo passivo, Ma esiste una differenza profonda tra
I'happening ¢ 'evento Fluxus.

L'happening ¢ un accumulo quantitativo di oggetti ¢
gesti che trova attraverso la loro dissociazione, il loro
essere messi in relazione inedita, la sua qualita estetica.
Solo da questa dissociazione nasce il suo aspetto artistico.
L'evento Fluxus, invece, parte dalla coscienza situazioni-
stica che la realta ¢ gia spettacolo. Ogni oggetto o gesto
quotidiano ha in questo la sua qualita ¢ non necessita di
essere relazionato in maniera incdita. Nell'evento Flu-
xus ogni oggetto o gesto ¢ esibito in sé, nella sua
grammatica ¢lementare, senza il rafforzamento di altri
oggetti 0 gesti che lo accompagnino.

L'happening tende sempre a un'espressivita della messa
in opera del gesto, tende cioé a sottolineare il passaggio
dell’'oggetto o dell’azione dal suo uso quotidiano al suo
uso artistico. L'evento Fluxus invece, tende solo a sotto-
lineare il passaggio dell’oggetto ¢ del gesto da un grado
di esistenza all’altro.

11 pubblico allora non assiste alla mistificante trasforma-
zione della vita in arte, ma all'evidenziamento dell'esi-
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stenza dei due livelli: arte e vita. Perché se fosse vero
che il gesto creativo dell’artista trasforma la realta in
qualcos’altro (I'arte), in questa maniera si privilegia la
polarita costituita dall’artista rispetto a quella del pub-
blico che ancora siede tra la vita. Invece il pubblico
dell’evento Fluxus vive un rapporto paritetico con I'arti-
sta, in quanto questi non pretende di realizzare alcuna
trasformazione, ma vuole solo affermare i dati dell’esi-
stente, cosi come il pubblico stesso, con la sua presenza,
afferma 'esistenza dell’artista ¢ del suo gesto.

Allora la partecipazione avviene attraverso uno scambio
alla pari tra pubblico ¢ artista, nel quale il pubblico
rafforza la propria coscienza del quotidiano e artista
afferma attraverso di essa la possibilitd di tutti di passare,
anche il pubblico, dalla parte di chi promuove T'evento.
I'evento non ha bisogno di uno spazio flagrante e
istituzionale per avvenire, non necessita sempre della
presenza del pubblico. Pud avvenire che lo spazio, entro
il quale l'opera agisce, sia aperto ¢ non circoscritto.
Quando Fluxus realizza una serie di francobolli postali,
francobolli Fluxus, attraverso i quali affrancare invio di
lettere ¢ cartoline, allora lo spazio non ¢ pia control-
labile.

Esso diventa lo spazio della comunicazione sociale, che
avviene appunto attraverso la posta, dilatabile all'infini-
to, estensibile oltre qualsiasi confine geografico, cultura-
le e linguistico.

Cosi Fluxus istituisce il viaggio come promozione di
rapporti intersoggettivi, riduzione delle distanze e colle-
gamento tra loro di realtd diverse. Fluxus tende a
coprire ogni attivith ¢ ogni necessith, pud intervenire
sulle situazioni apportando continui livelli di creativita e
di energia, in un mondo che sembra sempre pio destina-
to all’entropia e alla scomparsa.

Tutto & possibile, ogni materiale ¢ permesso, anche 'uso
della parola. La parola organizzata in pensiero, secondo
un sistema di riflessione che pud aiutare, come nel caso
di Flynt, a promuovere una conoscenza dell’arte e della
sua realta.

La conoscenza nasce sempre da un'esigenza politica, da
una tensione all'investigare ghi strumenti ¢ i fini dell’agi-
re umano che permetta un allargamento della coscienza
€ un suo giusto rapporto con la realti.

Fluxus ¢ un modo di conoscenza ¢ una costante presa di
coscienza dei livelli plurimi della vita, una sorta di
rvoluzione permanente, che non s'attesta mai sulle pro-
prie posizioni € sulle proprie u:-nquntc. ma che anzi
utilizza il proprio agire non per circoscrivere la presenza
¢ lintervento, quanto per espanderh e dilatarli non
nell’'acquisizione formale di norme ¢ nuovi linguagei,
bensi per produrre un’arte che ¢ reale soltanto quando
produce modelh di comportamento alternativi rispetto
al sistema.

Tale modello, proposto come contagio sociale, & sicura-
mente un uso Fluxus della liberta, una liberta hiberata.



Ubi Fluxus ibi Motus

Achille Bomto Oliva

Fluxus Toward the Year Two Thousand

to grasp the growp’s anti-historicist spinit. Hence the
decision to invert the history, the chronology, and the
iinerary of the exhibition: not from 1962 ro 1990, but
instead from 1990 1o 1962,
In this way prejudices favoring noble fathers or the past do
not exist. ft is the present that becomes the point of
departure able 1o set the pace for the viewer who, from his

Tr.r push Fluxus toward the Twenty-first century means
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own present reviews the stages of an inevhaustible creativity
that backiracks toward the time of its foundation.

The critical method confirms the mentality of the art — an
art that does not take to chronologies or the ideal concept
of a linear course that does not exist outside of the irregular
courses of history, from the present to the enduring present
of art. An attitude that does not take to the decisions made
by history as the guaranteed and the guaranteeing process
of the fluves and the movements of creation. In this way
history becomes a flagrant regression to the past, starting

"

Lo stendardo di Fluxus sventola sul Fluxshop ¢ la Mail Order Warchouse {(Fluxhall) al 359
di Canal Street a New York nei primi anni Sessanta. (Foto Peter Moore).

26



with the hic et nunc of the viewer as he shapes his
experience through the nomadism of his body deambulating
in the temporal spaces of the exhibition, made up of objects
and events. To go towards the year Two Thousand thus
means to carry oul a new task, that of avoiding defeat by
time. In tune with the mentality of the Fluxus group, which
has always skirted the danger of an art that imposes us
exclusive treasures of formal beauty on the inert condition
of the present.

The Beauty of Neutrality

Flixus means to have the swift sensitivity to interpret new
means of artistic production as well as critically to reflect
them. It means that art in situazione finds and puts down
its own roots in movements, artistic figures, and even in a
philosophy of art that starts from afar and leads afar:
Duchamp, Picabig, Cravan, Schwitters, Balla, etc. - de-
monstrating how the problem of the assemblage and the
recovery of the quotidian object in the sphere of art is not a
problem that concemns simply the post-modem culture,
which perceives in the recycling of the quotidian an oppor-
tunity for crudtural survival. The works presented here are the
result of an extremely meet menial attitude,

It is correct to depart naturally from Marcel Duchamp: the
founder of the process defined as “ready-made”. That is,
the possibility to create art by drawing from the guotidian,
decontextualizing i, and giving it a new function in terms of
esthetic comtemplarion within the space of the gallery or
museum. The dislocation of the object determines the
creation of an “aura”, a new meaning that allows the object
to travel to other planes and to penetrate the viewers
imagination, impressing on it a new identity and new
possibilities.

Duchamp’s ready-made opened wp new possibilities for
contermporary arl; it introduced a conceptual quotient into
art that made it possible for the artist to consider himself a
demiurge, he who with his gesture of extraction and with the
authority of his gaze can remove one element from the inert
horizontality of the quotidian and elevaite it to the vertical
sphere of art.

This premise thus makes it possible to verify the itinerary
that the artistic object has completed in the course of the
past decades, from Duchamp’s first ready-mades up to
today. Thus it represents a century of art caried out
through a sort of mixture between what the gaze draws on
and manuality, that reaches to the close of the Eighties, in
the full of the posi-modern era, to demonstrate ow artists
have worked in anticipation of their political and social
reality.

The panorama presented in this exhibition tends to highlight
above all the artist’s need to uphold a language inde-
pendent of the life and of the subject that prompts it. Thus,
object means not just the element extracted from its every-
day context but also, natwrally, a phifosophy of art that
requires that the artistic language not be mimetic, a sort of :
reflex conditioned by life itself. Art inasmuch as object is Il Fluxshop di Hans Sohm a Markgroningen
always a cast-off, a sort of lateral threshold that the anist in Germania. (Foto Peter Moore, 1976),




Mike Bongiorno e John Cage a Lascia o raddoppia, spetiacolo in cui Cage vinse cingue
milioni di lire rispondendo a domande sulla micologia,

occupies with his creation and in which he identifies a
free-standing opportunity to let his act of fantasy ripen. The
subversive gesture that the artist has steadily made over the
course of this century tends progressively to assume sym-
bolic values, to leave befuind the mnp!'f occasion for scan-
dal and to achieve a certain complexity, a sense of stnucture
that does not mean adherence to a geometric and neo-
rattonal idea, but rather to the antist’s perceived need to
pass through the quotidian according to an idea of light-
handed projectuality.

Indeed, these artisis are not in pursuit of the positive utopia
of art, that is, the chance to construct a model capable of
transforming the world, bui rather they seek to achieve a
small-scale order linked 1o the accomplished work, and
thus capable of being simply a model of itself. The modesty
of the object lies precisely in this, a poetic that does not

make wse of sophisicated materials or of academic artistic
genres, but rather one that is able to pass through the
quotidian, to extract the inent guotidian and set it within a
sort of assemblage, a short circuit that elevates the elemeni
and the detail 1o the status of a fragment, a puzzle piece of
a mental construction. The object, after all, is the creative
subject’s - the artist’s - poimt of arrival in a dimension
separate from his own personal experience, precisely be-
cause he very humbly identifies in ant his own expressive
potential. Furthenmore, it is also a mooring for the viewer's
gaze upon a consiruction that is able to suggest to him a
new perception of things. But this perception does not upset
the sense of the quotidian, it does not clash with it bur if
anything points out an interstice, a place: that of the
negative utopia, one with direct links to the physical space
inhabited by the work, from which the artist speaks and on
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which the viewer may medilate.

In the end, it is through the terrain of art that it can be
demonsirated how the comtemporary artist may view ihe
world with different attitudes, but withowt feeling the need
to manipulate it. To take the quotidian object, to assemble
it in a linguistic order that differs from iis original order,

certainly does not mean to take on the things in terms of

conflict, but rather in tenns of a complex eroticism capable
of activating the things' inertia through an original use of it
and creating a field of intensity thus linked to a reality that
cannot be removed, that cannot be cancelled, just observed
and safeguarded.

To safeguard becomes the task of the Fluxus artist projected
toward the vear Two Thousand, bevond ihe end .:.1_,|" the
Twentieth century, now marked by the “finis Russiae”. This
end refers to the collapse of ideologies and the external
parameters that have, as an “assisted ready-made”, sus-
tained the long march of the avani-gardes toward the “sun
of the future”. The Fluxus group has always operated
outside of the assistance of any prosthesis whatsoever,
whether political or ideological. It has always formed the
ecological zone of international experimentalism, concen-
trating on the establishment of a space of linguistic energy,

not on the accumulation of technical achievements or on
thie catalogue of materials.

With respect to the antists of the Nouveaw Réalisme current
as well, the Fluxus artists marked the transcendence of a
mentality that seeks o produce an estheticism spread over
the .r.'!u.ragf In effect, they contested what was then a reigning
vocation closely tied up with a somehow noble hope of
redeeming the quantitative vulgarity of the real through the
introduction of quality in a modest gquantity of formal
order. Once again the affirmation of a mentality and a
noble notion of art is able to spread, like a perfume, an
esthetic atmosphere over the productive chaos of the world.
Before Fluxus, ant always sought to push art toward itself,
lo attract events to the linguistic fromtier of the esthetic
creation, understood as museographic reserve of the re-
dempiion and deliverance of current events to history.
Again, poetry prevails over prose in the world, The accent is
placed on the vertical dynamic of the creative moment. The
quotidian object is posited as a metaphor for the shift from
the previous disorder to subsequent order, dictated by the
artistic form. Action Painting, Neo-Dada, Pop Art, and
Nouwveau Realisme still make up the extremnes of a mentality
that places its faith in the value of the project and linguistic

Waolf Vostell prepara un televisore per la sepoltura,

Yam Festival, fattonia di George Segal, MNew Jersey,

1963,
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and historical progress — all within the ideology of linguistic
darwinism that marked the evolution of contemporary an,
as the production of forms aimed at redeeming history’s
negatvity through the formulation of languages based on
the dialectical principle.

Fleais instead applies the salutary principle of contradic-
tion, smplving confromiation and not conciliation. And this
makes use of an infensive strategy of recovery of the object
as reality and not as metaphorical memory; it is an ingre-
diemt of a combinatory cuisine that arrives at the formal
thing.

With Flicus ant shifts toward life and leads life itself toward
the interstice of a different position in which poverty and
nobility do not exisi, and there is instead the neutrality of
an anmistice without victors and the vanguished, the foun-
dation of a moment in which all becomes concrete, art and
life, form and existence, in the presence of the work.

To start with Duchamp does not mean 1o siop dogmatically
at his poetic. Rather, “to start with” means and implies a
shift and modification, outside of the linearity of an idea of
progress that invelves fidelity. The basic infidelity of Flius
gave rise to the development of an ecology of art that
concerned and concerms two antithetical terms, art and life,
excluded from the game of preferences, as elements and
things participating in the end of the thing.

To thingily art and hite becomes the imperative of a group
that has no use for birth and death registry offices — neither
art'’s nor life’s. This possibility, playing on affirmation and
negation, is fomented by the choice, between western and
eastern, of a newrality that has emerged from ithe binary
arder and arrived at a third, unreconciled erm, autono-
mous and determined by the combinatory value of the
objects and the artistic genres understood as the thing:
without hierarchy between high and low, painting and
sculpture, drawing and painting, work and event. Hence
derives the preference for channels poised between official-
dom and informality, museum and workshop.

Here there appears a new physical and mental space: the
beauty of neutrality, the affirnation of a loose form that
has no use for the arrogance of rigor or the geometry of pure
colterency. Here beauty arises from the fact that an over-
whelming novelty or elegance of quotation does not exist, If
@ curatten aof the weork exists, this s due (o an ethical
duration of the gesture, which does not mean improvisation
but if anmyihing safecuarding.

Flxus wants to safeguard art and life, withowt overwhelm-
ing either of the two terms, building the termitory of a new
newtrality in which no enclosures of ant for art exist, nor
political barrieres. Here, what they seek is to neutralize the
armogance of an and the vulganity of life by means of
construcied forms.

The enduring character of the antistic form involves a sense
of construction that refuses to be cancelled by the sub-
sequent work, or metaphorically to duplicate the external
Una Bag Piece di Yoko Ono reality. Art is thar ambivalent movement that plays on
al dth Street Theatre di New York, 1965, presence and absence, contact and separation, eroticism
(Foto Peter Moore). and detachment — attitudes that are not in conflict with




each other; rather they are complementary and affirn a
different relationship with reality.

“One cannot escape the world so well as through ant nor
can one make any stronger ties with it as through ant”
(Goethe). This attitude describes the position of Fluxus, a
philosophical condition that initially appears to take its
distance from things, but then embraces them to consirict
a formal order that describes the new reality, even if
through its contamination. The formal order embraced is
not based on pure accumulaiion, the presence of a random
assemblage that metaphorically duplicates the guantitative
dissemination of the external world, The work asswmes the
phenomenological cadence contradicted by a full-bodied
order that sustains it = not the sense of accumulation, but
that of a necessary compenetration, even if inhabited by
unforeseen relationships.

The formal unpredictability of the work is enhanced by the
consistency of the materials, at times by the deliberate
mfem:b.!fu}r of the ;u.r.l'ﬂpmmﬂﬂs and even by the elabora-
tion of nexuses forging its way to the limits of the interlock-

ing and of geometry.

The object is not a pure volume set in evidence, but rather
an element of a composition that chalfenges the composi-
tion's opaque full-bodiedness in favor of an effect where
everything is subjected to a new formal order. Narally,
this order does not result in a sublimation of the specific
splendor to the single elements, but it plays on transforming
the individual signifieds into a single and transfigured
signifier, leading to these works' characterization of invol-
wntary metaphysics, their power of abstraction, which are
doubtlessly aimed at the foundation of a new order of
beauty,

The dominant order of beawty arvises from the compression
af the work to its own temporality, the residue of a cultural
attitude that assumes all the responsibility for a typically
European iradition.

In this sense, the postmodern memory loses its hedonistic
character of simple citation to acquire the complexity of an
historical memeory certainly not inhabited by superficiality
and the desire to be free of itself and of ifts own past. Thus,
the work of art becomes the deterrent of objective resistance
that the artist is guilty of with regard (o his own present, and
in favor of his own present, inasmuch as he is able to
produce duration in a scenario that seems to be inhabited
by the interchangeability of object and object. The subject -
in this case, the artist — is he whe s aware of being able to
establish, through the work's phenomenology, a method, in
this respect a mental stance, that is able to safeguard its
own specificity even through the opacity of the obyject.

An object of complexity inhabits the work of Fluxus,
springing from the clear consistency of the various elements
and the tangible formal order, but not simply holding them
together and instead interweaving them into an enduring
E.'{JH‘EP'{J.'EH!'-I'?F.E.

So, contamination is nol @ pure coincidence in a combina-
tory scheme, but rather the effect of a need for complexity
able to evade any simplificavion. The work is not upheld by

|
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Pagare venli centesimi per un concerto:
uno dei pin grandi piacen di Fluxus,

Fluxhall, New York, 1964,



a simple order, but by a process of abstraction that is never
preclusive of, but rather comtextual to, the physical evidence
of the work, because the object cannot be eliminated, nor
can it become the effect of an appearance, subjected to a
fantastic use that on one hand recognizes its tawiological
presence, and on the other challenges its apparent passivity
of application.

Hence derives the occasionally ironic monumental fashion,
its conversion to a different scale, its inverted application
between closed and open, its decontextualization, Privileged
objects — in terms of recurrence or sentiment — do not exist;
instead states of need determine their use depending on the
desired resull.

On the other hand, the form tends to conjugate the ele-
ments to prompt a double process of awareness, one that is
specific and concerns the work, and another more general-
ized one that concemns the work’s relationship to the world,
The new relationship is not established through the simple
difference produced by the original grouping as much as by
the establishment of a formal method made even more
explicit by the materials’ connection with the external world,
This connection eschews the facile surprise and conseguent
astonishment, and becomes vet another element of chal-
lenge for the artist who takes his distance from, but ar the
same time enmters back into the game, with ifiings by
embracing them which makes it easier 1o verify the new
formal order.

To make art is not to bring order to the world but rather to
suggest methods  for ageregation that are capable of
developing processes of internal and external, interior and
exterior, awareness. The work is not the fruit of the stiffen-
ing and paralvsis that dry up any sedimentation, but rather
a practice of appropriation that excludes the principle of
ownership, the establishment of a method that is able o
bring method to the life of the artist as well.

This does not mean forcing the artist to enter the logic of
the poetics, the metalinguistic coherency, of the work, but if
amyvthing to stabilize the fighiness of being within and
through the explicit consistency of the work,

The work is not made up of accumulation; it is an object,
even if formalized, alongside other quotidian objects. The
order that without rigidity gpoverns the work assumes the
task of establishing a borderline between two universes that
live together but at the same time are governed differently.
The Fluvus method does not sublimate space in the pure
evocation of time, but accepts the encumbrance of the
object in ity dense physicality, emphasizing this last by
juxtaposition with other physicalities that are clearly unre-
lated in terms of use and destination.

Because art, moving within a framework that is less special-
ized and homogencous than that of goods, does not recon-
firm the quotidian olject’s use value |, its being or having
been subject to consumption; as much as to the contrary its
virliee i imaginative applications that the artist may obtain
through the contamination process.

The antist is he who embraces a sont of radioactive process
to conmtaminate and embrace the gquotidian object, already
in dtself poisoned by its historical appuntenance. Another
maore transforming history now envelops the quotidian ob-
ject, inasmuch as it is impossible to culturally reproduce.
Now the object conserves its torpidity, as well as often its
decorum, but it is subjected to and adopted for a transver-
sal wuse that only the artist may carry oul.

However, Fluus does not thus attempr o redeem dtself or
to redeem history as much as to set in motion formal
processes that are able to produce in the present attitudes of
resistance made evident and striking by the construction of
the machine, its internal functioning made up of the rela-
tionships of individual elements governed by the idea of
complexity and unity at the same time.

To govern complexity through the construction of a linguis-
tic method now becomes the task at hand: not to duplicare
pathetically the complexity of the wechnological universe as
miuch as that of the refationship between the individual and
sociely, between the single and the regulating body: a
behavioural response through the production of a closed
and enduring form, that has done away with the memtality
af our centiry and pushes art inexorably towards the vear
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Twe Thousand, where beauty, to be really within the reach
of all, must take on a newtral character.

The Da Vinciesque motte “Ubi Fluus ibi motus” nudges
art away from the western Renaissance and leads it towards
a cosmic geography that does not recognize territorial linnits,
but instead recognizes an anthropological need fo not
encounier enemies, the separation between artist and
viewer, between art and life.

Fluxus like Fluxus

Dadaism can be considered the source of a synthetic line
of art that attempts constantly to break inte the area of the
present time of daily life and to remain at a distance from
the structures that are usually used to organize all of the
normal business of art. It considers improvisation both a
method and an attempt to modify habitual social be-
haviour.

The art event finds its development in a free aggregation of
gestures that in tumn find their own beginning in an ex-
tremely simple plot in which the only constant is the
disruption of quotidian gesture insofar as quotidian gesture
is functional and economical and thus at the service of
specific finalities. The event disturbs the relationship be-
tween cause and effect since it forces the body of society to
accept the disturbance of gestures that are anti-economical
and non-functional — gesiures that if not disinterested are
interested only in bringing repressed areas of experience and
unlived fantasies out of the unconscious and inte our areas
of awareness.

Synthetic art leaves specialized and sectorial knowledge
alone and deals instead with a profoundly global con-
scipusness that desiroys the specificities of art inguistics in
order 1o possess ifself of the total area of creativity. And
among the neo-avani-gardes, the group that has worked in
terms of a plobal strategy is the Fluus Group. Its intent is
to find a basis for art experience at a level that might be
called anthropological. Art is Fluxus — art is flux and
diarrhea, a movement that cannot be arrested and that has

the concreteness of an olbject or an event.

The representations of art become a moment of focalization
of the dialectic relationship that exists between the ego of
the artist and the objectivity of the world, and the world,
paradoxically, is the more privileged pole since it constitutes
the existential space from which the necessity for art arises.
Art is thus a total space in which creativity no longer tends
to find its outlet in single works of art; with willed infidelity
it expands owwards towards the attitudes that society
recognizes in the ariist as an individual,

The tactics in this way of making art can even consist of the
direct and unmodified use of the physical person of the
artist or the objects he uses — an ephemeral exhibition of
either the subject or the object — and this is a manner of
affirming a notion of communication rather than a notion
of information.

The idea of the ephemeral, moreover, is to be found not
only in the live presentation of the body {which tends, by
virtue of its evidence, to dislocare all theatrical separations
between artist and public) but also in the use of the object,
The object is used in terms of simple association almost as
though it were an wtensil. The duration of the gesiure tends
to equate the physiological time of the formation of the
work with the time in which the work is to be used or
perceived.

Fluxus, then, has to be understood as a mobile front of
individuals and not as a static or well-codified group of
specialists, and what they are up to is more a question of a
strategy of social contagion than of a tactic of experi-
menting new languages. They are interested in the possibility
of creating a series of chain reactions in a flux of magnetic
waves both above and below an.

Art functions in a system in which geographic separation
and different systems of cultural referents frequently deter-
mine a lack of homogencity in the art community. And the
artists do in fact represent a sort of involuntary community,
even, perhaps, a concentrated communily that exists in
opposition to the rest of society in terms of both ideological
choices and individual behaviour.
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Yoko Ono davanti al suo Moming Prece
su un tetto in Chrstopher Street. 1965, (Foto Peter Moore).




Before Fluxus there existed a whole series of artistic com-
munities divided up according to the countries to which
they belonged and divided again internally in terms of
various  poetics.  The geographic  divisions, moreover,
frequently respond to the divisions of the market and to
social contexts that find a relationship to one another on
the basis of their greater or lesser aggressivity.

Flious is the first movement to go bevond such obstacles. It
destrovs the divisions within art and is a mecting place for
Americans, Europeans, Japanese and Koreans., Flcus fas
no respect for either peographical or cultural distances. Not
even poetics is considered a common  denominator for
Fluxus and it includes artists of different cultural extraction
and of different poetic denomination.

The system demands the disaggregation of the art commu-
nity and Fluxus responds to this by defining itself as a single
and concentrated community into and our of which one
can move with all the freedom one desires. And the basis
for this community is ethical rather than esthetic and ils
intention is to renew the content of art so that art may once
again be able to find a relationship to life. The object or the
quotidian event is not to be confused with the object or the
event of the happening; they are not to be confused with
cosmetic improvisations that beautify the wrban space in
which the action takes place.

Fluxus actions are considerably more than an affirmation
of the principle of inter-media in an, as is the case for
happenings. They represent an attempt to reveal a quality
that the event or the quotidian object already possess within
themselves — the very quality of being quotidian. The
quotidian is no fonger considered the lower limit of art, it is
real space and thus the only space in which it is possible (o
five either with art or without it. Fluxus is thus a salwary
transition from poetry to prose, from art as bombast to a
state in which art can concenirate on focusing onto reality,
The shift from esthetic to ethical points of view is achieved
by reducing the importance of the notion of the work of the
artist insofar as the work of the artist is understood to be the
elaboration of specific instruments that are concerned with
art and nothing else. Fluxus works on the basis of an
intermedia attitude that promotes a kind of art that no
longer has any relationship to traditional parameters or
caregorics.

Fluxus no longer talks abowt painting, sculpture, poetry or
music; it is concerned with events that include all possible
disciplines and all possible styles. At its basis there is an
ideclogical attitude of kleptomania, the assumption of the
right to use any and all aspects of the world as total and
permanent material.

This destruction of the specialistic aspects of arl is not to be
considered a parody of art; it is rather a question of opening
things up so as to create flux and movement so that art may
be able 1o acquire the movemenit of life itself. The premise
for all of this is the consciousness that life and the world
have a value.

The Fluxus view on life runs through a full circle and its
vision is a fotal vision. And the circle it runs through is

Henry Flynt suona il violing
mentre Peter Moore brucia una pellicola,
Mew York, 1972, (Foto Peter Moore).



Immaging tratta da Décolfage n. 3, dicembre 1962

concerned not only with the physicality of things but also
with an awareness of cultural data that lies ouiside the
context of art in western culture. Its notion of time finds one
of its sources in oriental Zen where time is understood 1o be
a tight network of moments in incessant and confintous
horizontal movement. Time is an open and discontinuous
dimension that confers value not only upon significani
gesture, but also upon the most anonymous and quotidian
gestures. Occidental culture has given us the habit of
thinking of time as the measure of human thought, as a
dimension that synchronized the rhythm of its flow to
history and not to the pure chronology of event.

Western history, in fact, is a canon of dates and events
selected entirely in terms of their exceptionality, entirely in
termy of the extent to which they distance themselves from
the median level of quotidian event. The typically vertical
vision of time in western culture finds its contraposition in
the horizontal vision of time in the east — a vision of time
capable of accompanving daily life in all of its manifesta-

tions, even the manifestations that are below the level of
what we consider heroic.

Fluxus assumed these points of view from John Cage and is
thus able 1o open the space of art so as to allow it to receive
any olject and any event at all. In this way the time of ant
now respects the horizontal time of life itself: the object is
an object, a gesture Is a gesture,

The guotidian becomes not only the point of departure for
art but also s point of arival. If ant is no longer the
celebration of the eccentric, it is no longer the shift from
poetry fo prose; since it is an affirmation of what already
exists it becomes a shift from ome kind of prose (life) 1o
another {art).

For Flixus, art is the shift or the process that takes life from
one level of existence to another.

When the “"Fluxus Imernational Festspiele” was held in
Wiesbaden in 1962, all of the artists who participated
reglized works or events that depended not so much upon
their esthetic qualities as rather upon their intensity and
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their determination fo grasp the guotidian.

In addition 1o the things that take place as a resull of
intention and intelligence, the quotidian also includes
chance, the fortuitous, the incomprehensible and undefined,
even a level of idiocy.

All of this is the guotidian — life in all of its ramifications,
life as a series of disconnected facis determined by chance.
Fliws faces up to these facts phenomenologically and this
the world is the world of life and art is towal art.

Maciunas, Paik, Brechit, Ben Vautier, Filliou, Vostell, Chia-
ri, Simonetti, Patterson, Schmit, Andersen, Ono, Kosug,
Knowles, and all the others have formed a mobile squadron
that performs its actions in many different places, and they
have always maintained an attitude of intermedia. The
departure of art from iis specific fields has also meant the
departure of art from its specific institutional channels, the
galleries and museums.

Every space has become a possible locus for the art event.
Ouidoors or indoors, the artisis have wsed materials and
langueages that come from differemt areas and created
associations between the most disparate means and instri-
ments.

This intermedia attitude and its use in alternative spaces
has permitted Fluxus 1o anticipate researches that have
begun more recently — researches that range from concep-
fual ant to behaviowral art. But 1o falk abouwt Fluxus as
linguistic antecedents of other forms of art would mean to
pull it back into a circumscribed esthetic ambience from
which it has always tried to escape by drawing together
artists whose affinities are a gquestion not of poetics but of
attitudes towards life. For this reason, Fhous as flux,
diarrhea, or tide has given its principle attention to the
revelation of the physical and mental energies that lie latent
within the world., The linguistic contradictions within the
group serve in fact to keep us from speaking of a group and
to make us concern ourselves with a situation that is
constantly establishing itself,

The Fluxus vision of tme, filtered and slowed down
through the assumption of a Zen point of view allows any
object and any event to enter into the category of art. If a
chair is a chair, to drink a glass of water is a glass of water
drunk by a man. This means that the ant filter is not fo
render the quotidian something symbolic, s purpose is to
give the gquotidian a concentration and an imporiance
refused to them by the social system.

The soctal system tends 1o give value only 1o the time of
economic production. Objects and gestures are significant
only if economically productive. The non-functional ges-
ture, useless and disinterested, is discarded by the logic of
the system. With Flius the object is accepted in all of its
non-functionality, as a phenomenological occurrence and a
gesture s performed even if s purpose is lo destroy the
object. The destruction of an object, a violin or a piano is
contrary to the traditional idea of art that tends to render
the object functional through its conservation and its use, its
sournd.

But sound can also be the noise produced when a piano or

a violin is smashed, when the artist repeatedly strikes an
object or when he wraps a sheet of paper around a
microphone. Sounds are not only the codes of music; even
the noise of life can become music. The distance between
art and life is extremely thin; it depends entirely upon the
linguistic awareness of the artist as he performs his gesture.
This perhaps is the reason for which the initial phase of
Fluxus was mainly concerned with music. Music, after all,
is the mast abstract and least visible of the ans. Through
music it is possible to create a sitwation — a connection
between circumstances, objects and persons that are in-
dividual and separate.

Music depends not upon sound but upon the will of the
artist, after Cage, to think of even silence as music. There is
only continuity, no fractures, no distances. There is no
hierarchy of facts, there is only a horizen of facts and
instruments 1o be wsed continuously whenever there exists
the desire. This way positing evervthing at the same level for
Fluxus grows out of the desire to render art more accessible
and democratic. To break apart specialization means 1o
destroy the privifege and the power of those who wm their
spectalized knowledge imo a profession.

For Fluxus, to be against professionalism means to perform
@ transgression upon every pretension of faith to matenials
or technigues that, through repetition, become the trade-
mark for the artist with respect 1o his market,

Through the imermedia use of language and through the
consideration that everything is at one and the same lime
painting, sculpture, poetry, and music it becomes possible to
escape from the immediate recognition of the market and
its means of exploitation.

It is possible that Fluxus passes through art in order to be
able to approach some process of permanent dynamics
within every circumstance of both life and social organiza-
fion.

The decision to make use of the event and of ephemerous
action means to displace the emphasis of art away from the
production of objects and towards the production of ex-
periences, experiences that inciude both the pole of the artist
and the pole of the public. The traditional public for a show
or a spectacle is called upon to do the job of comtemplation.
But if ant uself is no longer the job of controlling an
apparatus of specific and professional instruments, in that
case the role also undergoes a change and the public
becomes participant,

There is also an appearance of participation on the part of
the public insofar as happenings are concerned; here too it
would seemt that the role of the public is no longer a passive
one. But there is a profound difference between happenings
and Fluxus events, The happening Is a quantitative accu-
mudation of objects and gestures that discover an esthetic
quality through a process of dissociation that puis them inio
new and unusual relationships. It's the process of dissocia-
tion that gives them their quality as an.

Bur with Fluxus the event finds its souwrce in a situationistic
awareness that reality is afready a spectacle. Every object or
quotidian gesture contains this quality within itself and has
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no need of finding new and strange relationships. In the
Fluxus event, every object and every gesture is exhibited on
its own and in terms of s own elementary grammar
withowt any need of being reinforced by the other objects or
gestures that accompany i,

The happening tends towards a form of expressivity that
depends upon the fransformation of the gesture info @ work;
this is to say that it tends to underline that passage of the
object or the action from the status of something guotidian
tor the status of something artistic. The Fluxus event, on the
ather hand, tends only to underline the passage of the object
Jrom one level of existence 1o another.

The public, therefore, is not called upon to wimess the
mystificatory transformation of life into art; it is called upon
to simply take notice of the fact that the o do in fact exist;
life and art. If were true that the creative gesture of the artist
transforms reality imto sometfing else {art), in this way there
would be a confirmation of the privilege of the artist since
the artist would still remain within the realm of art and the
prblic would remain owside in the realm of life.

But with the Flus event, the relationship of public and
artist is a relationship of equality insofar as the artist makes
no pretension of creating any sort of transformation and
desires simply to affirm the givens of existence just as the
public through its presence confirms the existence of the
artist and his gesture.

Participation thus takes place in ferms of an exchange

between equals; the public reinforces its own knowledge of

the quotidian and the artist affinms the possibility of the use
of such knowledge in such a way thar evervone, including
the public, can belong to the side of the equation on which
the event is produced.

The event has no need for any flagrant or institutional
space and even the presence of the public can be dispensed
with, It can also happen that the space in which the work

takes place be a space that is open and in no way
circumscribed. When Fluus issues a series of flux stamps to
be used for the mailing of letters and post-cards, space is no
longer something that can be controlled. The space of the
work becomes the space of social communication and can
be dilated owt to the infinite and extended bevond all
geographical, cultural or linguistic limits.

The Fluxus ip is thus a promotion of inter-subjective
relationships; it reduces the distances berween  different
realities and creates connections between them.

Fluxus tends to deal with every form of activity and every
necessity, i can intervene in situations and offer them
continuous levels of creativity and energy — all of this in a
world that seems destined more towards entropy than
towards withering away.

Fvervthing is possible, every material is permissable, even
the use of the word., The word is organized into thought
according 1o a system of reflection that is capable, as in the
case of Flvnt, of promoting a knowledge of art and s
reality.

Knowledge alwavs grows out of a political need, owt of the
need to investigate the instruments and the ends of human
acticn in order to enlarge awareness and its proper relation-
ship ro realitv. Fluxus s a mode of knowledpe and a
constant attempt to achieve an awareness of the many
levels of life, a kind of permanent revolution that never
comes to rest on iis positions or conquesis, but that chooses
instead to use is forms of action not (o circemscribe
presence or intervention, but rather to expand and dilate
them noi info the formal acquisition of norms and new
languages but rather into the production of an an that is
real only when it produces models of alternate behaviour
with respect to the system. This model, which is proposed as
a form of social contagion is surely a Fluwus use of liberty,
a liberated liberty.

Crianni-Emilio Simonetti, Ugo Nespolo ¢ Ben Vautier
al concerto Fluxus dell’aprile 1967 al Teatro Gobetti di Torino.
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Fluxus ‘
[’arte come sovversione

individuale

(rine I Maggio

straordinario. Malgrado le tragedie che ci lasciamo

alle spalle, il bilancio che ereditiamo, pur contrad-
dittorio, & largamente positivo. Grandi cambiamenti so-
no avvenuti. Gl wvomini sono pin liberi e quindi pia vivi.
“Ubi Fluxus ibi motus” vuole essere la rilettura di uno
dei percorsi di questo secolo, certo quello che amiamo
di pin, che nel suo divenire ha contribuito 1in modo
importante al profondo modificarsi dello “stato di cose
presenti”, ¢ non solo nello specifico suo proprio, la
storia dell’arte.
I futuristi, all'imzio del secolo, s1 proposero, inventando
¢ reinventando tutti 1 linguaggl possibili, un radicale
cambiamento sul passato. Tutto fu rimesso in gioco.
Esemplare fu la decisione dell’allora gia famoso Giaco-
mo Balla che, nel 1908, in un negozio di via del Corso a
Roma, mise in vendita tutte le sue opere, esponendo
uno striscione con la scritta: “lIl pittore Giacomo Balla &
morto, qui si vendono le opere del fu Giacomo Balla.”
I futuristi, scriveva Gramsci nel 1914, “hanno avuto la
concezione netta e chiara che 'epoca nostra, 'epoca
della grande industria, della grande citta operaia, della
vita intensa ¢ tumultuosa, doveva avere nuove forme di
arte, di filosofia, di costume, di hinguaggio”, e ancora
che questa nuova concezione del mondo ¢ “nettamente
rivoluzionaria, assolutamente marxista™.
L’abbaglio politico di Marinetti che si dichiard fascista &
costato al futurismo una censura fatta di silenzio ed
emarginazione, durata decenni, ma che nulla pud toglie-
re storicamente alla validita di quelle proposte ¢ all’in-
fluenza che quelle proposte ebbero sullo sviluppo delle
ricerche successive. Da Marcel Duchamp a Dada, da
Cage a Fluxus. Anche se va chiarito che influenza non
pud significare paternita, perché pur grandi rimangono
le differenze di obiettivo che distinguono i futuristi da
Duchamp, Duchamp da Dada e Cage, e Cage da Fluxus.
Per questo ¢ riduttivo parlare di Fluxus come di un
movimento neofuturista o neodada o neo-Cage.
Fedele [YAmico scriveva in un suo saggio su Adorno
che “a rivisitare 'arte moderna con occhi spregiudicati
c'¢ il caso di scoprire aspetti e possibilita attuali delluo-
mo, che altre forme di conoscenza si lasciano sfuggire”.

S i avvia verso il suo decennio conclusivo un secolo

Fluxus evidenzia la scoperta di questi aspetti ¢ insieme
le possibilita esistenti di affermarh. Fluxus nasce come
reazione, come abbandono, come negazione di una
realtd che ¢ la realta della superindustrializzazione, del
supersfruttamento, del superconsumismo, del superim-
perialismo. Nasce come negazione di una realta che ha
alle sue spalle le stragi scientifiche di Auschwitz e
Hiroshima ¢ ha di fronte a s€ le ancor piu sofisticate
stragi vietnamite. Evidenzia la realti-spettacolo  del
mondo, ¢ la possibilita di affermare la propria estraneita
allo spettacolo, la propria differenza.

La difterenza ha voluto dire per Fluxus volare alto al di
sopra delle miserevoli bagarres di chi sceglie consape-
volmente il totale asservimento a regole ¢ strutture che
tutta la storia intelligente di questo secolo ha tentato di
cancellare. Giocare con le idee, non porsi alcuna finalita
se non quella di far vivere la vita esaltandone tutte le
possibilita creative ¢ stato ed ¢ 'affermazione di un’atti-
tudine impareggiabilmente sovversiva rispetto a un mon-
do caparblamente passatista.

Fluxus sfugge alla possibilith immediata di controllo.
Contribuisce all’eccezionale scossone che tra il '60 ¢ il
"0 il mondo riceve.

Collettivo romanticamente cosmopolita, realizzd in alcu-
ni momenti della sua storia, ¢ per la prima volta,
un’unione d’intenti armonica tra “diversi” per cultura e
origine nazionale, rendendo globalmente ¢ fisicamente
visibile la fusione tra cultura occidentale ¢ orientale gia
sublimemente realizzatasi nel fare di Cage,

Ma la storia pud concedere al massimo delle liberti
provvisorie. E cosl, oggl, sembrerebbe che la grande
abbuffata rivoluzionaria degli anni Sessanta abbia ormai
consumato tutti i pasti possibili dell’illusione ¢ della
delusione. Non ci resterebbe che passeggiare malinconi-
camente in questo cimitero di sogni perduti, scrutando
al massimo se tra le rovine non si ritrovi ancora intatto
qualche fiore d'utopia.

Silenzio dunque, e in fila per due...

Chi non ha saputo o non sa resistere al buio richiamo e
al primo schiocco di dita, si rimette in riga, trasforman-
do cosi il desiderio possibile in utopia ¢ l'utopia in
mestiere per sopravvivere. Ci mostra soltanto il limite di
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un’‘esperienza, non la sconfitta di una possibilita.
Fluxus & stato “un momento importante di evidenziazio-
ne del conflitto tra ‘il possibile e il reale™, come scriveva
H. Lefevbre nella sua Critigue de vie quotidienne, “con-
flitto pilh 0 meno cosciente tra la teoria e la pratica, tra
il sogno ¢ la realta; conflitto che ¢ causa d’inquietudine
¢ di angoscia, come tutte le contraddizioni irrisolte e che
sembrano insolubili”,

Ma anche se oggi, come sempre, il tam-tam del dominio
chiama a raccolta i suoi fedelissimi, noi sentiamo che la

sua apparente tronfia ritrovata sicurezza non ci spaventa
piu. Il re ¢ nudo. E questo, si, per sempre.

Siamo pit liberi, ¢ quindi pih vivi. Accreditare gli amici
che ci hanno preceduto in questo secolo, o 1 protagonisti
a noi contemporanei ai quali ci siamo accompagnati per
un tratto di questa non irrilevante novitd, a noi pare
largamente sufficiente per costringerci ¢ costringere a
una pit approfondita riflessione ¢ a un ricordo che non
vuole essere solo nostalgia.

Name June Paik, Zen for Wind (Da Décollage, n. 3, dicembre 1962).
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Fluxus
Art as a Private

Form of Subversion

Gino Di Maggio

n extraordinary century is now embarked on its final
decade. Despite the tragedies that we will be leaving
hind, the balance that will be camed forward,

though contradictory, s by and large positive. Grear
changes have taken place. Men are freer and therefore more
alive.
"Ubi Fluxus ibi motus” secks to offer a reinterpretation of
one of the ltineraries of this century, cerm:}nf}» the most
loved one, which as it developed r:r;r.-t.fnhe-:nrf! i an impor-
tant way to the ;.'rrfjl_,l'":‘:rur!.rf changes in the “state of present
things ", and not just in is own specific realm, ant history.
The Futurisis, at the start of the cemtury, set about a radical
change from the past, through the invention or reinvention
of all the idioms possible. Everything was newly brought
into question. Giacomo  Balla (who was then already
famous) set the example by deciding in 1908 1o sell alf his
works at a store on Via del Corso in Rome; the banner
sirefched across the storefront read “Giacomo Balla is
dead, on sale here are the works of the defunct Giacomo
Balla”
“The Futurists = wrote Gramsci in 1914 = had the clear
and singular idea thar our epoch, the epoch of large
industry, the large working people’s city, intense and tumud-
tweous life, had 1o have new forms of an, of philosophy, of
customs, and of language”, and again that this new idea of
the world is “singularly revolutionary, absolutely Marxist”.
Marinetti’s political blunder of declaring himself Fascist
cost Futurism decades of public censure reflected in silence
and exclusion, but which cannot detract from the historical
validity of their proposals and the influence that these
proposals had in successive developments in oant, from
Marcel Duchamp 10 Dada, or John Cage 1o Fluxus. This,
even if it must be clearly stated that influence cannot mean
paternity, because theve is still a wide gap between the
abjectives of the Futurists and Duchamp, Duchamp and
Dada and Cage, and Cage and Fluvus.
For this reason it is reductive lo speak of Fluxvus as a
Neo-Futurist, Neo-Dada or Neo-Cage movement,
Fedele [DVAmico wrote in an essay on Adoro that “to
review modern art with impartial eves offers the chance to
discover facets and real possibilities of man that other
forms of knowledge overlook™.

Fluxus demonstrates the discovery of these facets and at the
same time the existing possibility of affirming them. Fluoous
arises as a reaction, as renunciation and as rejection of a
reality that is the reality of superindusirialization, superex-
ploitation, superconsumerism, superimperialism. It arises as
the rejection of a reality that has left behind it the systematic
camage of Auschwiiz and Hiroshima to look at the even
more sophisticated carnage of Vietnam. Flixus exposes the
reality-show of the world, and the opportunity to affirm its
own position outside of the show, its own difference.

For Fluxus, being different meant flving high above the
squalid contests between those who consciously choose total
subservience o ndes and structures that all intelligent
history has tried to cancel. To play with ideas without
sefting any goals except that of living in the full exaltation of
life's creative possibilities was and is the affirmation of an
attituce of unmatched subversion with respect 1o an obsti-
nately passéist world.

Fluxus slipped bevond the immediate reach of control. It
contributed to the extraordingry shock that the world re-
cetved berween 1960 and 1970,

A romantically cosmapolitan collective, at some poims in
fis history and for the first time ever, it achieved an
harmaonic unity of aims between “differemt folks”, in terms
of cultural make-up and nationality, rendering wholly and
physically visible the fusion between oceidental and oriental
creltures that had already been sublimely achieved in Cage'’s
waork.

But fistory may concede at most conditional release; this,
today it would appear that the great revolutionary feast of
the Sixties has offered its fill of all the possible repasts of
ilusion and disappointment. Al that is left us is to swroll
sadly through this cemetery of lost dreams, and carefully
scan the ruing for what might .!’J-{* an intact flower of wtopia,

Silence, therefore, and line up in pairs..

Whaoever could not or cannot resist the dark call, ai the first
snap of the fingers, will fall in; thus potential desire will be
transformed into wopia and wopia inte the trade of sur-
vival, It demonstrates only the bounds of experience, not the
defear of a chance.

Fliws was “an importanmt moment showing the conflict
between ‘the possible and the real™, as H. Lefevbre wrote
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in his Critique de vie quotidienne, “a more or less
conscious conflict between theory and practice, between
dream and reality; a conflict that is the cause of torment
and anguish, like all contradictions that are unresolved and
seem insofuble”,

But even if today, as always, the demon's tam-tam calls to
muster his ever-faithful, we feel that his plain, puffed up,
regained security no longer frightens us. The king is nude.

And this, yes, once and for all.

We are freer and therefore more alive. To give credence to
the friends who came before us in this century, or the
contemporary heros with whom we walked together for a
piece during this not insignificant change, to us seems quite
sufficient to force us into a deeper reflection and a memory
that is not just nostalgia.

Dick Higgins, Danger Music, “Fluxus Festspiele” Wiesbaden, 1962
(Da Décallage, n. 3, dicembre 1962).
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Rimozione di ostacoli

Creanni Sassi

ertamente la foglia che galleggia gettata nella

corrente ci segnala la direzione, evidenzia la velo-

citd, ci trasmette i sussulti e le asperita di un
navigare quasi mai lineare e tranquillo ma continuamen-
te obbligato a superare impedimenti, rallentamenti, bur-
rasche, deviazioni.
Il flusso delle idee & stato spesso costretto in melmose
paludi, deviato dai continui e sistematici ostacoli ideolo-
gici che le forze conservatrici costruivano sul suo percor-
s0, a volte bonificandolo, immettendolo con violenza in
monotoni canah, con ['evidente scopo di modificarne
I'esuberanza ¢ di sedarne la vivacita.
Nel tratto poi che corrisponde al nostro secolo, forse
per la piatta morfologia del terreno ¢ per le mutate
condizioni ambientali, il flusso si € trovato in una situa-
zione insopportabile ed ¢ stato costretto a chiedere
aiuto alle energic pi vive che possedeva.
Queste forze dirompenti hanno iniziato a far saltare
ponti, a demolire viadotti, a distruggere dighe ¢ argini in
vere ¢ proprie azioni di guerrigha con 'obicttive di
consentire alle idee di scegliere liberamente il loro
Percorso.
Questa sistematica rimozione di ostacoli costituisce ap-
punto la dominante delle tendenze artistiche del secolo,
percorso da continue ondate di sussulti normalizzatori
alternati a spinte mnovatrici verso l'inesauribile ricerca
di una possibile modernita. Artisti, intellettuali, liberi
pensatori solitari o complici dei movimenti delle avan-
guardie storiche si sono assunti il compito spesso ingrato
di aprirc varchi alle spinte pii vivaci, tese a costruire

scenari inusitati e laicamente innovativi,

Negli anni Sessanta Fluxus si ¢ trovato su questa lun-
ghezza d'onda con grande energia, radicalizzando le
sollecitazioni delle precedenti avanguardie ¢ tracciando
nuovi percorsi all’inesauribile mercato delle idee.
Folgoranti intuizioni hanno consentito di gettare le basi
¢ costruire nuovi strumenti adatti a comprendere le
spinte trasformatrici interne al corpo sociale, mentre
tenaci forze connettive - tuttora impegnate nella loro
attivita — hanno informalmente ridisegnato la geografia
¢ gl scenari del mondo intero.

Presentare Fluxus oggi al grande pubblico significa dun-
que fornire un repertorio di intuizioni e di poetica che
forse potrebbe essere utile alle nuove generazioni per
mettere a punto gli strumenti necessari ad affrontare la
complessita del reale. Da un lato si tratta di rendere
omaggio al lavoro di una generazione, rimosso ed emar-
ginato per ragioni prevalentemente di ordine politico;
dall’altro si tratta di verificare se 'energia di Fluxus
possa ancora avere forza dirompente ¢ in quale misura
oggi | componenti del movimento siano ancora in grado
di rimuovere gl ostacoli che rallentano la corsa.
Ultimo e non per minore importanza, lo stato di virulen-
Za oggi necessario a riavviare il motore dell’elaborazione
teorica per uscire dall'imbarazzo delle ideologie. Impa-
rare a rivedere le cose da un punto d'osservazione libero
da modelh e guardare i1l mondo con atteggiamento laico
nel continuo sforzo di modernizzarlo, questa e per me la
lezione di Fluxus.




Removing the obstacles

Gianni Sassi

leaf floating in the stream, there where it fell,
A;re.r?m'mtv indicates the direction of the curent,

hows its speed, transmits to ws the jerks and
rugeedness of a vovage that is hardly ever linear and
smooth, but continually forced to overcome impediments,
slow-downs, tumultuous deviations.
The flow of ideas has often been sgqueczed imto miry
swamps and deviated by the comtinual and systematic
ideclogical obstacles laid in its path by the consemvative
forces, which at times perform an act of reclamation, by
violently funneling it into monotonous channels, with the
clear purpose of killing its exuberance and stifling its vivac-
iy
Then, in the reach that corresponds to our century, perhiaps
because of the featurclessness of the terrain and the
changed environmental conditions, the flow found irself in
an unbearable situation, and was compelled to summon
the most powerful forces it could muster to come to its aid,
These explosive forces stanted Mowing up bridges, demaolish-
ing viadwcts, destroving dvkes and levees in oreal guerrilla
acts with the aim of allowing weax 1o freely choose their
COUrse,
This systematic removal of the obstacles precisely describes
the main feature of the cennuy’s artistic movemenis, be-
sieged by incessant waves of normalization alternated with
thrusts of innovation in the inexhaustible purswit of a
feasible modermnity. Artists, intellectuals and free-thinkers,
alone or a party 1o the avant-garde movements took on the

often thankless task of opening the way for the liveliest of
stimuli to create unuswal and laically innovative scenarios.
During the Sixties, Fluxus found iiself on this wavelength,
and put great encrgy into radicalizing the proposals of the
foregoing avant-gardes and paving new roads to the inex-
haustible market of ideas.

Dazzling insights made it possible to lay the foundations
and devise new tools for understanding the stimuli for
change inhierent to the social body, while tenacious connec-
tive forces sell ar work even now have in an informal way
redesigned the geography and the scenarios of the entive
wirld,

Therefore, 1o introduce Fluous to the broad public today
means to provide a reperiory of insights and poetics that
.i"H'ﬂ}i' i'-H‘ S I"I-'l:'J'I_'!.' renve .f;!{" Hlf_.i' ;H.i"]'l:'q.f !‘..'ﬂi‘ﬂlrﬂg REHE:'MH'-U”.‘E J'-n'!
perfecting the tools needed to face today’s complex reality.
Cn one hand, homage must be paid to the work of a
generation; on the other, it remains to be seen if Floous®
energy still retains its explosive force and to what extent
today the movement's components are still able to remove
the abstacles that slow their progress.

Last bt not least, the stare of virndence that is today needed
to start up the mechanism of the elaboration of theories in
arder 1o get clear of the ideological predicament; 1o learn to
see things in @ new light, from a vantage point that Is free
af models, and to wake a lavman’s view of the world in the
constant effort to remodernize ii: this is for me the lesson
imprarted by Flioous.

George Brecht,
ek, a Flaggame.
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Arman

Arman, MNieea, 1928,
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FORMES, OBIETS, MOUVEMENTS
por Jocques Brizset

Rarement pont-gux-dner philssophique, sur lequel s'oveniurent rdgullibre-
mant, evet plis ou moins de bonbeur, lex condldels & la devsibma parile
du baccalovrbal, avra, comme oelui des ropports entre Mapece & le tempa,
trouwd, en art, des applications aussl immédiotes &t avisl dvidandes.,
Dans un lobleau, immaobile, la durée est déjd confenuve ne serali-ce que parce
que & lableaw &3l erpace. &f ne seroil-ce que parce que peindre &3 un ache.
Da plut, l& mowvemant qui @ donné naissance ou fobleaw, le geite qul retombe,
une lois 'oewvre achevée, e reproduil, se perpéive, aves chagque ipectaieur.
Revenons 4 Paul Kles :
¢ Celul qui regarde un tableow doit inserire ton acte dans le tempd, apir
w dong la durée. L'l est ainsi fait, quil ne verse dans le champ de fa vue
w qu'un frogment aprés l'autre, et doit abandonner I'ancien pour le nou-
® WBiu. »
Enfin, il ne 1'agi pas 4 sevlement d'une servilude physiologique, mals d'une
nécessiié asthétique, Car, pourrions-nows ajouter : « L'espril est ainsl fail
qu'll ne wwpperte pas Pimmabilité. »
Les livres d'art, qui nous présentent d'abord Pentemble d'un tableau, puls
en lsolent une sdria de défails, reproduisent en cela la démarche naturalie
du wislleur qui pénglre dans vre galerie de peinture o la parcourt d abard
rapldement, jelant un coup d'ceil d'ensemble sur chacune des folles, puis
revient & collas qui ent refenu son alfention, lourne aulows, s'en approche,
recule, change perpélucllement d'ongle de vue, El lorsqu'll 3¢ laisse enfin
tember JUF UR canapl, pour contidérer, zans plus bouger« le clov de "expo-
sition w, on pevl, sans grand risque d'erreur, parier sur la fofigue de ses
jambes, plutdt que sur ses dispositions contemplafives,
Filmer uvn tableav ne seroil, & ce compte, qu'une olleation délicate dertinde
& lul dpargaer <ot fatigue. Désormais c'est le speciatevr qul, conforfable-
mend | natallh dan son favtewil, voit le tobleau s& déplacer, Clent phai commade.
Et, d'auire parl, que le soleil fourne avioor de la terre ou la terre aviour de
soleil, le jour ne 2'en live pas moins.
Mali, bien sdr, les chotes ne sonl pes oussi simples. Privé de 10 liberid de
cholx, ¢ da la jole des décovveries, le spectateur devient one prode.
Cet angle de vue, ce délail quion lui présente, n'est sans doule pas celei
qul aurait altird. Ce rythme, dans le déroulement de la vislon, lui e1t imposd,
an mime bempd qu'd toule une salle.
La ravers a 1a médaille. Carfes, quidé, contralnt, bousculd, au barcd, |l qubll
wne volenhd quil n'est pos la sienne. Mais, en mime femps que son libre
arbiire, s'abolit la distance qui le séparait de "ceuvre, ceife « distance d'un
regard » dont parle Joe Bousquet (distance qu°élargissaient encora la fatigue,
la distrastion, la diffieulté de se concentrer). Mis en contact Immédial avec la
tableaw, précipité dedans, il le revil. Etat 3ans doute peu praplee & 'exercice
da sed faculids crillques, mals favorable gux Joles esthétiquas,
Sevlament, Il faul blen la dire, la volonté avec loquelle Il se confond alnsl
n est plud celle dv peinire, mals celle du cindaste, A lo coulsur & aux formes
sa sonl ajouibes des valewrs nouvelles ; le rythme, ef des dquivalences, des
analegles, des contrastes nés de la durde, qui s¢ combinent Indisialublemant,
& ceux qul se priseniaient déj& dans 'eeuvre eriginale, Pour que le film soil
& son tour une ceuvre, pour quil dispose de cefle pulssance contralgnants
Mp;ﬂﬂhﬂmﬂunﬁnﬂnmm'um
unkgue. servir efficocement le peintre, il fout que ls cindaste e domine,
af sa serve de lul, comme l& peintre s'est Jéjd asservl ot qu'll prilendall
exprimar, Un film rlolish & porfir d'use cuvie picdurale, sl une orbollon

ou second degré. Son dquilibre et fovjours de compromis. Av bout de cefte
dquivoque, on arrive jout droll & d'excellents films réalisds 4 portir de maw-

wais tobleoux, ou asentie]l ne résidercil pai dans les imoges. mols dons e
qui te passe entre les images.

Mais, sl e cinfaste &lail peialre.. ou le peinire cindasbe...

Il w5t wrai que les artistes accueillent de plus ov molna bonne gridce Fintrusion,
indvitable. de la dorée dans leur ctuvre. Cerfaing fobleaux, peut-dire, se
woudralent hors du tempa.

A d"aulres, ao confraire, elle ne sullil pai. iln veulent faire de levr tableay
un événement, une danse, une fuile,

Pour suggérer le mouvement, outre d'auires moyens, plus sublils, (lo compe-
sition, la faciure..) les peinires disposalent d'un expédient bien simple :
représenter des abjels ou des perionnages én mouvemant, des nuages &irds
par un venl qu'on devine, aux gestes inachevés, aux équilibres instables
gue le spectateur su sent abligé de porfaire,

Excluant towle valewr qui ne soit puramaent plastique, 'arl obsirall se woif,
naturellement, privé de cette commoditd, Mows n'irons pas le regretter! En
revanche, s'offrent & lul des passibilitds nouvelles de comblner la dynamisme
interne des cevvres avec le mouvemont, qua 'euvire bouge effectivement,
ou que ses formes se modifient au gré de la perspective. Et, de nouveaw,
le cinima parait &re Faboulissament naturel” d"une telle démarche.

Pour copler le mouvement; le peintre Arman a cholsi vne aulre voie,

Des objet qu'll projette sur la foile (liges, boules, chapelets) y laissent leur
empreinie, la troce de lewr trojedolre.

Qu'on approuve ou non un fel processus de crdoflon (qul, pour faire appel
aux loh de la bolbtigee. n'en dépend pol moina de la volonkd humaine
Les gestes des jovcwrs de pelonque ne sergienl-illi pas colovldsl) on weit
alsément comblen il pouveil séduire va cladasie. Pour le coup, le mouvement
a'Bait ples vne novvells dimension arbitreirement ajoslde par le flm 4 on
tableau, mais Noeywre elle-méme, &n traln de se créer, iponlandément, Tem-
blait-il.

Aw moment de meftre en forme les matérioux que |"avals amassés en un mais,
I"Etwde oux Sons Animés de Pierre SCHAEFFER, m'a deand "sccasion d'une
seconde expérience, Pourquol, dans ma rechercha d'un syttbme de mantage,
dans mon ‘effort pour mailriser la durde, ne pas m'appuyer sur un rythme,
U det structures musicales!

On parle beaucoup « d'objet sonore o & inkdrieur du Groupe de Recherches
Musicaler. w Objets animés »! Ce pourrail dtre la fitre d'une exposition
d'Arman |

Mes compétences musicales ne me parmatiralent pas de tenter, sans impru-
dence, un paralitle enire les deux démarches, Y'observeral sevlement que,
dans los deux cas, le créateur s'affores da dominer une réalllé en mouvement,
sans lul Impoter de défarmations arbliralres. mals en assemblant les objets
(sonores ou viswels) qul la composant dans une construction basée sur une
connohsance oussl préclss que possible de leur nature ef des lais qul les
régissent,

Farréte 16 des considérefions, peuvi-3ire hasardeuses, en souhaitanl que
le trks bref essoi que ["al intitulé « Objets animds » réalisé & parfir d'une
@uvre plaurale, of monlé ensuite sur une musiqus N B8 res-
sanis pat trop de cethe friple origine, & n'all pas besoln de lanl de phrass
pour 3a justifier.
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Arman, Le Plein, Parig,
ottobre 1960,
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Christo

Christo, 1989,

(Folo Catharina Gabrielsson).
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PROJET DU MUR PROVISOIRE DE TONNEAUX
METALLIQUES

(rue Visconti, Paris VI)

Entre la rue Bonaparte et la rue de Seine, la rue Visconti,
a sens unique, longue de 140m., a une largeur moyenne de
3m. Elle se termine au numero 25 & gauche et au 26 a
droite.

Elle compte peu de commerces: une librairie, une galerie
d'art moderne, un antiquaire, un magasin d'électricité, une
épicerie . .. ,a l'angle de la rue Visconti et de la rue de
Seine le cabaret du Petit More (ou Maure) a été ouvert en
1618. Le poéte Saint-Amant qui le fréquentait assidOment
y mourut. La galerie de peinture qui remplace la taverne
a heureusement conservé la facade, la grille et I'enseigne
du XVII éme siécle” (p 134, Rochegude/Clebert Promenades
dans les rues de Paris, Rive gauche, édition Denoél).

Lle Mur sera élevé entre les numeros 1 et 2, fermera
completement la rue a la circulation coupera toute com-
munication entre la rue Bonaparte et la rue de Seine.

Exclusivement construit avec les tonneaux métalliques
destinés au transport de |'essence et de [‘huille pour voi-
tures, (estampillés de marques diverses; ESSO, SHELL, TO-
TAL, BP et d'une contenance de 501. ou de 2001.) le Mur
haut de 4m., a une largeur de 2,90m. 8tonneaux couchés
de 501., ou 5 tonneaux de 2001. en constituent la base.
150 tonneaux de 501. ou 80 tonneaux de 2001. sont néces-
saire a |'éxécution du Mur.

Ce ,rideau de fer” peut s'utiliser comme barrage durant
une période de travaux publics, ou servir a transformer
définitivement une rue en impasse. Enfin son principe peut
s'étendre a tout un quartier, voire a une cité entiére.

CHRISTO
1961, Paris, Octobre

Ce projet a été realisé le 27 juin 1962 de 21 & 22,30 h. et
presenté par galerie J.
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Christo, Wall of Ol Barrels - Iron Curtain, 1962,
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Diter Rot

And | open my mouth, and | teach you, saying,

1.

2.

3.

Shitshi shi shi shit hi shitsh:

hit hits itshi sh tshitshit.

Shitshi shi shit hits itshi:

hit hitshi sh tsh tshitsh ts itshit.

Shitshi shi shi shit:

tsh tshi shits itshits its itshi.

Shitshi shi shit hitsh ts itshit hit hitshi shits
itshitshitshi: it hits itshi sh tshits.

. Shitshi shi shi shitshit:

tsh tshi shits itshit hitsh.
Shitshi shi shi shit hi shits:
shi shit hitsh tsh tsh.

. Shitshi shi shi shitshitshi:

it hits itshi sh tshits hit hitshits it hit.

Shitshi shi shit hitsh tsh tshitshits its
itshitshitshi’ hits: shi shitsh-ts its itshits it hitshi.
Shitshi shi sh, hits its itshi shitsh tsh, hit
hitshitsh tsh, hit hitsh tsh tsh tshits it hits itshits
its itshits, shi sh tshi!

Mat. 5: 1-9
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Notations 1974

Chvind Fahlsirém

When I read reviews like Lazlo's, it
appears to me that critics see my work
largely in terms of its success or failure
as propaganda art. Apparently it is dif-
ficult for them to accept that - even
though my sympathies are clear - my
work is about certain facts, events and
ideas, rather than for or against them,
If T were only, or mainly, interested in
educating the viewers, [ would create
simple structures, and use other media
than hand-made art. | see myself as a
witness, rather than as an educator.

As a witness | am increasingly con-
cerned with the emotional impact of
facts and events in the world. In a
sense, | am continually creating operas,
where the “music” of form, colour, var-
iability, ete. often intentionally confuses
and overpowers the factual “libretto”,
Also, like in opera, the music remains.
The words of the libretto are absorbed

in a couple of hearings. Similarly the
writing on my Colimns is quickly regis-
tered. But the endlessly varying laby-
rinth of the colour-helds can be ex-
perienced over and over again (even
though probably they are still “tinted”
by the factual dimension).

I have also been making hundreds of
improvisations in order to find shapes
that are both interesting as such, and
“unnatural” to the factual content and
to the space needed for the facts. These
clashes result in forms that, at best, may
have something of the surprising beauty
of tropical fish.

In addition to this, in my last works (the
two Chile-paintings and Latin American
Puzzle) the historic facts have largely
been supplanted by “facts™ taken from
poems by Sylvia Plath and Lorca.

The loss of Chile cannot be expressed
merely by depicting a succession of

Oyvind Fahlstrom, ESSO-LSD, 1967,
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events. In Latin America, trade im-
balance, forcing aid stipulations, mono-
culture, denationahzation, ete. are not
dry text-book facts, but conditions that
involve immeasurable suffering and de-
gradation.

Those that view the musical and poeti-
cal dimension of my work as an evasion,
or as an opportunistic sugarcoating of
seripus conditions, I would remind of
the scene in Tosca, where torture goes
on off-stage. Meanwhile, on stage, Puc-
cini’s bel canto flows, this seemingly
tasteless, juxtaposition illustrates a
basic paradox in the art of all times.
The search to create a fusion of insight
and pleasure. To formulate the terrify-
ing shortness of life and the terrible
shortcomings m a world where we
struggle o experience and o create
happiness.



Ray Johnson

Something in the sensibllity of the times
responds to these mischievous paste-ups,
and their vibration outlives that of many
a more ponderous claimant to our attention,

- John Russell
The Sunday Times

Ray Johnson 1s the Antithesis of most
people's idea of an American srtist, Hils
work 1s modest inscale and entirely un-
portentous, (It can be alsc very funny, by
the way: sim?ly to think of his "Bridget
Rileyt!a Comb" of 1966 puts me, for one, in
a good hwnour), Vhen obher arbtists ware
planning their careers, move by move, Ray
Johnson mailed his work to friends, as a
frees pift, or "exhibited" it for ten
minutes, on the back of a lorry, to anyone
who happened to pass by,

He pioneered more than one of the avant-
garde attitudes which are now standard
practice: in particular, he was among the
first to think of art as an on-going
process of human exchange rather than as
a marketing operaition, He has a secret
celebrlity: all ‘over lorth America you will
find, somewhere on walls no matter how
circumsapecl, a4 message from Ray Johnson,
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210 PRIAPEIA

runle el ort des chizars, dissenz, ot foireuz, - Pelerionz, -
Le Direclenr des Estomaes, &c., &c.  Piron, M. de
‘Malesherbes, Pére Kircher the Jesuit, Rabelais,
Géroalde de Verville f Le Moyer de Parvenir ), and the
Cent Wonvelles Nonvelles, all treat the matter ; which
is further expounded in the Ménoires de I'Aeademie
de Troyes. OF English writers [ will merely mention
the names of Swift, Smollett ¢ Humplry Clinker ;
and The Advertures of an Atom ), Sterne ¢ Sentintental
Fonrncy J, and Somerville ¢ The Officious Messenger )
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Piero Manzoni

Picro Manzoni, Linea M. 11,65, scatola

h 21.9% o 5.8 cm. dicembre 1959; Linea AL
110, scatola h 22.2 x o 5.8 cm. novembre
1959; Linea M. 5,63, scatola h 206 <9 5.8
cm, dicembre 1959 Linea M. 10,75,

scafola h 205 % 3.8 cm. novembre 1959
Linea infinita, scatola b 15 <o 4.8 cm, 1960.




Prero Manzomi, Seatala i 076, 4.7 =64
cm; Scatola n. 00X, 4,7 % 6,4 cm; Scarcla n.
g2 4704 eme Seadeda o, 07 4. Txh4
Crm.
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Piero Manzoni, Libretio assepni | Carta o
awtenticita 1961; busta in pelle contenente
un libretlo di assegni numerati,

di cui 13 talloncim lirmati e datati, 1 busta
contenente 8 fogh di bolling lirmati

72 17 cm, in busta di pelle di foca nera
8.5 % 195 em,




DIAS

Crusiav Meizger

Gustay Metzger,
Woll Vostell, Al Hansen.
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DESTRUCTION IN ART
SYMPOSIUM

SEPT O9TH & 10TH
AFRICA CENTRE

SUNDAY 11TH 10AM-10PM (PUBLIC DAY) ADMISSION FEE 10s
DETAILS & INFORMATION FROM:

THE SECRETARY, BM/DIAS, LONDON WC 1

(DOCUMENTATION EXHIBITION,BETTER BOOKS,SEPT-0OCT
IIAM-8PM)
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Jean Tinguely

Mew York, 17 marzo TUGRI,

Jean Tinguely, Homage fo New York,

MOMA,
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Happenings or Dance Happenings
or Happening Theater

or Theater Happenings or Collage Events
or Situations and All the Various Things
They Have Been Called...

Henry Martin

“If one cannol pass this work on 10 one’s
children in the form of a piece of
‘property’, the attitudes and values it
eémbodies surely can be transmitted. And
like s0 many quite acceptable but passing
facets of our lives, this art can be
considered as a semi-intangible entity,
something to be renewed in differemt
forms like fine cooking or the sgasonal
changes, which we do not put into our
pockets, but need nevertheless.™

(Allan Kaprow, Envirormenis, Assemblages
ard Happenings)

The artists and chroniclers who have
written from a Fluxus or Fluxus-related
point of view generally start from a long
way back and rove freely through a very
wide field. George Maciunas® Fluxus
family tree finds forbears for Fluxus in
the Homan circus, Medieval fairs,
church processions and the “super mul-
timedia spectacles”™ held at Versailles
by the Kings of France; Al Hansen in A
Primer of Happenings and Time/Space
Art speaks of Happenings that evoke
the air of Fontainblean Wood and he as
well refers back to Caligula’s predilee-
tion for staging real events (including
murder and torture) and to Leonardo
da Vinor's contnibutions to the Renais-
sance and Barogue tradition of great
scenic machines for balls and fétes; Ken
Fricdman and Jean-Jacques Lebel find
it necessary to think back to Heraclitus
and his notion of the world as a fabnc
of constant change. Dick Higgins' Pose-
face prefers mainly to roam through the
present and the more recent past —
weaving a hefty and common-sense way
through the various phases of Dada and
Surrealism and frequently tipping his
hat and winking his ¢ye at the inven-
tions of Marninetti, Bragagha, and
Futurist theater — but he likewise
gquips on thirteenth-century Turkish
culture, which “did Duchamp seven
hundred years ago”. Fluxus thus seems

sometimes to posit itself as the modern-
day reference poimnt for a submerged
and different history, as though the his-
tory of permanent forms were somehow
an unspeakable falschood, a story
about the veins of the body but
monstrously forgetful of the blood that
courses through them. There is an echo
here of Marcel Duchamp’s insistence
that the truly wonderful things of an
age are unpreservable and never of a
nature that allows their storage in
muscums. The new art of the Sixtics —
which at its beginnings seemed a rea-
sonable definition for all of it — was
very much fascinated by such a point of
view and was widely convinced that the
continued viability of art would prove
to be dependent upon the artisis” ability
to ¢nter into a greater and more con-
scious involvement with the energies,
complexities, and fluidity of life itself.
Formal hermeticism seemed no longer
o serve real purposes, or scemed al-
ready 1o have opencd the door for a
great deal more than the second and
third generations of the abstract ¢x-
pressionists were capable of frunfully
developing. The “gap” between art and
life was an ever-present issue. The
archetypal question about a work of art
is to ask what it means (which is to ask
what one can do with it and where one
can place it in one’s life), and the
archetypal criticism of a work of art is
to say that one doesn’t understand it
(which is to deny its possession of
availability); and perhaps the gap be-
tween art and life is the distance be-
tween the feasible interpretations of
the meanmmg of a work. That gap had
surely grown enormous by the end of
the Fifties or the beginning of the Six-
ties if the school of critics headed by
Clement Greenberg could argue of
Jackson Pollock that his work was all
about paint and the flatness of the pic-

ture plane, whereas others, ke Serge
Giuilbaut, can feel that the hidden sub-
ject of Pollock's work was the vaporiza-
tion of Hiroshima in the energies re-
leased by the atom bomb. Pollock,
morcover, 15 far from an arbitrary refer-
ence, since he was much on many
peoples” minds. He had achieved an
unprecedented level of emphasis on the
work of art as process rather than as
object, and his reliance on chance and
accident was ecasily on a par with the
Dada experiments of Hans Arp. Pre-
senting itsell as the work of a mind
afloat in a sea of shifting variables, his
painting cried out to be “betrayed” and
superseded on the basis of principles
that it itself had stated. George Brecht's
essay on Chance Tmagery deals exten-
sively with Pollock, and photos of Pol-
lock at work on a canvas spread out on
the floor are included by Allan Kaprow
in his book on Envirenments, Assen-
Blages and Happenings, One can remem-
ber too, more generally, that the Hap-
penings of the Gutai Group in Japan
were at first an extension of their own
particular versions of action painting,

Fluxus and Happemngs often find
themselves mentioned in a single
breath. Jean-Jacques Lebel remarks:
“Anvone who recognizes the formi-
dable libidinal, polytechnical, multi-
directional and often ‘delayed-action’
uprising of the Sixties — and especially
the people who lived this experience —
can hardly be surprised [at seeing]
Fluxus and Happenings grouped as a
subject of a single manifestation. After
all, Fluxus and Happenings were con-
temporancous — Happenings surfacing
slightly earlier — and a good many
artists swam happily in both of the cur-
rents of this great single stream. The
difference, finally, if there is a differ-
ence, lies less in their programmatic
intentions — relatively fluid and chang-
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ing for both — than rather in the per-
sonal, emotional, geographic and lin-
guistic affinities that have managed, or
nol, to draw certain individuals to-
gether,” But to wonder why Happen-
mgs and Fluxus are so frequently re-
membered together is also to ask why
sa hittle stress s given o the relation-
ship that existed between Happenings
and a very large part of the rest of the
art of the period: especially Pop Art
and Nowveaw Réalisme and much of
the new dance of the 1960s. Happen-
ings also struck the fancy and enjoved
the passionale creative participation of
certain op and minimal artists. Jim
Dine and Claes Oldenburg had an un-
derground fame as makers of Happen-
ings and environmental situations long
before bemng propelled o their sub-
sequent status as official art world stars,
and Robert Rauschenberg's “combing
paintings” were recognized as working
with the same sensibility o multiple
focus that made Happenings scem #
necessity. It is almost painfully simple
to conclude that Happenings and
Fluxus are so frequently referred to
together since they have the further
kinship of now standing out as the parts
of the Sixties that have most succeeded
in maintaining their recognizability as
unorthodox and disruptive forms of
energy, questioning art, its defintions,
and its pertinence to life while still
continuing o create it, almost para-
doxically or by default. They are the
parts of the Sixties that have proved
most impervious to art history and
shown the most general resistance to
whatever the force it is that collapses
vital and energetic forms of art and
mvestigative thought into successions of
styles and varying nuances of high-class
merchandize. They have preserved the
visibility of their insistence on the need
for new ways of coping with a new and
different world in which the truth of
experience and real buman need is all
too readily submerged by an always ris-
ing tide of conventional fictions and
stereotyped hopes. Dick Higgins pre-
faced Postface with the words: “On a
good day, somebady is shot, somebody
15 cold, somebody can’t find work,
somebody doesn’t care, somebody has
contempt for somebody’s hunger. The
central problems of the moment are
based on this fact. The question is how
should or does art mirror this fact... It
is necessary to have an art which
creates a tough, uncompromising, revo-

lutionary mentality capable of express-
ing, handling., and extending scientifi-
cally the great tendencies of our times.™
It is true that talk about bridging the
gap between art and hife may sometimes
sound like an anxious ploy for the pre-
servation of art, a last-ditch maneuver
for halting its demise on the part of
minds with an @ priori allegiance 1o art
and frightened stiff by the growing
specter of therr possible irrelevance.
But the words just quoted really ought
to show that it was quite the other way
around: it was the business of living
that seemed to grow opague and that
seemed o require new tools for the
purpose of tapping new cnergies, new
insights, and new commitments,

Une of the hirst European Happenings
wis organized in Venice in 1960 as a
part of Jean-Jacques Lcbel's Anw-
Proces, and Alain Jouffroy has de-
scribed these events as a rebellious ex-
pression of anguish, suffering, and dis-
content in the wake of the French in-
volvement in the Algerian War, In the
summer of 1967, Carolee Schneemann
presented a Happening in London at
the Round House as a part of the
Congress of the Daalectics of Libera-
tion, which was billed with the partici-
pation of Gregory Bateson, David
Cooper, Mircea Eliade, Allen Gins-
berg, Paul Goodman, Ronald Laing,
Herbert Marcuse and Paul Sweeey as
“the greatest intellectual event of the
decade”. Stokely Carmichael and Mi-
chael X likewise showed up. Buckmin-
ster Fuller was elsewhere in town,
delivering lectures on the rules for fu-
ture existence on “spaceship carth™ at
the London School of Economics. A
poster for the Dialectics of Liberation
announced: “All men are in chains.
There is the bondage of poverty and
starvation: the bondage of lust for
power, status, possessions.. A reign of
terror is now perpetrated and perpet-
vated on a global scale... In the affluent
societies it is masked. There children
are conditioned by violence called love
to assume their position as the would-
be inheritors of the fruits of the carth...
[For the rest, terror is not masked. It is
torture, cold, starvation, death... The
whole world is now an irreducible
whole... The propertics of this whole
world system force us to submit to the
fatality of Vietnam, the starvation of
the third world... Culture is against us,
cducation enslaves us, technology kills
us...” During Carolee Schneemann’s

B

Happening, greased and painted half-
naked people were hauled into a
darkepned arena in lorries and laundry
bins laden with trash and were then
dumped on the floor amid piles of re-
fuse. Bodies tangled and toved with
streamers of debris, crawled and
slithered along the floor, examined the
shape and confines of the space in
which they moved, at some times slowly
interwining or ritwally groping in one
another’s directions while strafed with
spotlights to sound-tracks of urban
noise and rattling machine-gun fire as a
film projected images of erotic intimacy
interspersed with flashes of the Pope
preaching at Easter from the balcony of
sl Peter’s and with footage of bomb-
ings, burning and torture in Vietnam.
One might wonder then if Happenings
can be thought of as generally finding
their roots in the same sort of energies
that fed the growth of the radical politi-
cal and social consciousness, or of the
radical critical instinct, that so much
typified the Sixties. This seems like a
reasonable question, or an interesting
hypothesis, but the answer isn't clear.
The Round House Happening was pre-
sented to an audience that didn’t much
care about art and its possible ther-
apcutic importance, and even a few of
the anti-establishment psvehologists
who had organized the affair were non-
plussed and diffident, when not exactly
hostile. The two weeks of rehearsal,
training and preparation for the Hap-
pening were not withoul moments of
active harassment, and Carolee
Schneemann remembers the atmos-
phere surrounding the performance it-
self as “testy and aggressive”, Final exit
from the performance area at the end
of it all — limp bodies again hauled off
in heaps like trash — seemed like
having been rescued: “a relief from
heckling and catcalls.” Happenings per-
haps were a parallel development to
the rise of political awareness in the
Sixties, a parallel as well to the 19608
lust for the psychedelic exploration of
self, but if they were part of some
general revolutionary upheaval, it re-
mained a revolution that never fully
understood itself, or that never
achieved an awareness of how its sepa-
rate parts might inter-relate, nourish
and modify one another. But Happen-
ings themselves were largely an art of
juxtapositions — like collage, environ-
ments, and assemblage — and the
Round House Happening as a whole



Claes Oldenburg, all'esterno della Judson Gallery, trasporta 1 materiali per UVenvironment The Stecer, 1960,

might be thought of as having jux-
taposed itself to a qualitatively different
if not actually alien situation to a
situation, at any rate, to which its rela-
tionship could not be entirely clear,
surcly not idyllic. The juxtaposition was
certainly more dramatic, but essentially
no different from the situation that pre-
sented itsell when Allan Kaprow filled
the lovely midtown Manhattan garden
of the Stable Gallery with hundreds and
hundreds of old rubber tires. Two parts
of the world that needed, no matter
how abstrusely or bizarrely, to take a
bit more cognizance the one of the
other were suddenly and unexpectedly
face to face.

The function of art, inclusive of Hap-
penings, is simply to formulate, identify
and satisfy needs, bringing them into
visibility and making them a part of
experience without too much worrying
about how to define them, or how to
place them in a general context —
without much worrying about their use-

fulness, This holds from the artists
point of view and no less so from the
point of view of the spectator. Ars gratia
grity can continue 10 be a motto and a
principle no matter how radically that
gap between art and life may reduce
amel grow slim. And when the gap s
shm cnough, the observance of ths
principle can itself be seen to be a way
of contributing to life’s enhancement.
We can learn to make a space in our
lives for events, experiences, emolions
and sensibilities that can contribute 10 a
sense of integrity and fullness and that
otherwise, and mistakenly, we might
consider to be gratuitous. Ars gratia artis
15 the principle of pure and unremitting
rescarch. From greater awarcness of
the inherent intelligence of the physical
body to the use of chance technigues
for the discovery of social and intellec-
tual tabus, from raffles and Easter cgg
bunts m ratlway statons to random col-
lections of objects brought in by visitors
to an otherwise non-gxistent exhibition,

[¥s]

Fromm stores that sell poems (o events at
which the only thimg required of an
audhience 15 that they get up and leave,
from cxplorations of possible meta-
phors hidden in day-to-day banality to
the use of the mails as a theater of
scmi-autonomaous imagery (referring re-
ally 1o whole decades of work on the
part of Ray Johnson and his New York
Correspondence School), the necds dis-
covered by the artists who have worked
with Happenings and alhied forms of
expression have in fact been incredibly
various, even il something, finally, does
seem 1o connect them, What maost
seems at stake is a particular quality of
altention, a quality of attention that
perhaps opens out into an ability to live
in the world without pretending to un-
derstand 1t exhavstively, attempting in-
stead to be alive to everything unigue.
Unigue fact and unique juxtapositions
and the umiqueness of the ways n
which they change. The age of the ency-
clopedists is long dead and gone, the



range of available knowledge is simply
too wide for any individual mind to be
able to cope with all of it. We live
simultancously In far too many places
— thanks simply, though not exclusively
nor even primarly, to our television
scts — to be able to pretend that the
any one place where at any particular
present time we happen to find our-
selves is the whole of the world that we
have to consider. But we must likewise
know that never being totally anywhere
is hardly a pleasant or comfortable
position in which to spend our time. So
Happenings and alhed forms of theater
or non-theater have tended to construc
themselves as situations in which we
can learn to move freely back and forth
from one point of reference to another
— rather like practicing the exercise of
our individual free will, always knowing
that there is nothing it wouldn’t be a
shame to neglect, though vet again as-
surcd that we won’t be punished for
whatever we happen not to see, since
there is always something else. It's not
at all like being at a play where one is
alrad of nussing a phrase that makes a
central point. Consider this evening of
performances that took place at the
Café Au Go Go in New York in the
carly Sixties. Alison Knowles was off in
a corner at a work bench with a cooking
range where she was chopping carrots
and onions and celery and plying
various spices in the course of prepar-
ing a cauldron of delectable bean soup
to be served to all the spectators and
performers at the end of the evening.
Her hinely cabbrated quictism was the
putcci Cmimr.rpmatt to a far more
vigorous event in which Al Hansen led
a group of performers and some of the
audicnce through actions that left them
almost entirely covered with ketchup
and strips of toilet paper. But she was
also a complement to an event in which
Robert Filliou came out from the wings
of a tiny stage, sat down on a stool, and
did absolutely nothing until, after about
a quarter of an hour, he got up and left.
A quarter of an hour was more or less
the tme it took for hecklers o grow
ashamed of themselves and 1o subside
into thinking about the virtues of silence.
Ay-0, perbaps at a different cutting
bench that he didnt necessanly share
with Alison Knowles, was busy prepaning
shees of raw hish. Rather than a single
I-Iapp::nmg. this may in fact have been an
evening of a number of isolated but more
or less simultaneous events; but that dis-

tnction doesn’t really seem germane.
Earlier theoretical discussions of Hap-
penings brought up endless questions
about what the form “should be”, about
the level of participation to be required
from the audience, about the possibility
of totally eliminating the very idea of an
audience n favor of situations where
everyone present was actively involved
in fﬂ]!uwmg a score of procedures and
actions on which he or she had been
previously well imformed, about the
contrary possibility of scores for actions
and situations simply to be watched,
perhaps pointed out or randomly incli-
cated, if not randomly provoked, in the
streets. Al Hansen, however, was
capable of secing that the fertility of
the notion of the Happening — the
fertility of establishing a certain mode
of intense but diffuse and shifting at-
tention — lay partly in all the creative
ways it might be misunderstood: "Hap-
penings have a reputation for hq..mg i
orcat deal of energy and promise, has
been misunderstood and misinterpreted
in wonderful ways, perhaps giving us a
much broader range of very powerful,
exciting, experimentally rich theater
than would have been available had
there not been this confusion as to what
a Happening was.” Dick Higgins could
remind us that the most important
Happenings we are involved in are our
lives.

The Fluxus artists are known more for
“events” than for Happenings, and the
purest, most mimimal events have prob-
ably been the work of George Brecht and
Bob Watts, though Watts tended more to
deal with situations of sudden  hilarity
and surprise, like the event where the
curtain of a stage goes up to reveal the
members of an orchestra with  instru-
ments in hand and each behind a music
stand that bears a score: the orchestra
director raises his hands and gives his
cue, and the players all strike matches
and set their scores on fire. George
Brecht, on the other hand, once did an
event where the stage curtain rose to
reveal nothing but the empty stage itself
with a straight-backed wooden chair in
the maddle of it. The curtain staved open
for only a few seconds — long enough
perhaps to imply the imminent appear-
ance of an actor — and then dropped
closed again. Brecht defines the level and
intensity of attention that we ought to be
able to give to anything. The score for
one of his events is a tiny white card, less
than an mch square, that says:
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raining

pissing
Another, even simpler, reads:

EC(i

® at least one egg
Or, agam:

STOOL

on a white stool
a black-and-white-striped cane
oranges in a paper bag
Reading through the Water Yam box in
which he has collected about a hundred
of these scores takes us through these
situations, these events, one by one,
allowing us to give each of them
whatever amount of time we may hap-
pen to find necessary, Brecht himself
has sometimes made objects based on
these scores, at other times he has per-
formed them o concert situations, at
other times again they have been per-
formed and presented by others. Surely,
too, there are times when he “per-
forms” them on his own, entirely alone.
And it's important to consider that
these works, these events, could not
possibly ocecur in solation, They are
necessarily a part of some larger con-
text which the artist hasn't chosen to
define, and which vanes from case 1o
case, and as part of that larger context
they are simply some single moment or
aspect of reality that we are asked
momentarily to consider, as intensely
and completely as possible, relieving
the moment itself from banality and our
minds from the habit of dull and sight-
less disattention. Brecht formulates an
attitude that is infinitely extendible.
And if we wonder why we need his help
— since what he asks us to do is 50
obvious and simple, and so obviously
salutary as a principle of elementary
mental hygiene — we might just as well
wonder why we need the Haiku poets,
or the Ten Commandments, or the
Declaration of Human Rights,

Motes

' This title quotes a phrase from Al Han-
sen's A Primer of Happersings and Tine/Space
Art, New York, Somcthing Else Press, 1965,
Other works quoted include:

Dick Higgins, Fosifoce, New York, Some-
thing Else Press, 1964,

Allan Kaprow, Eavirorments, Asserblages
artd Happenings, New York, Harry Abrams,
1965,

Jean-Jacques  Lebel, “Happenings™, in
Charles Dreyfus, Happenings and Flhuoows,
Paris, Galerie 1900-2000, 19589,

Carolee Schneemann, More than Meat Joy,
Mew Paliz Documentext, 1979,



Al HHI’ISEEII I devoted the seventies to get back into Europe
I devoted the eighties to be coming familiar
with the art scene in diverse european capitals.
Copenhagen, Oslo, Basel,Miinchen, Wien, Verona,
Malms, Napoli, Paris, London, Amsterdam, Berlin,
I devote the nineties to operating in far flung
capitals in far flung countries. The african

continent is first Cairo + Alexandria in Egypt,
Melindi, Mambasa, Narobi and the Masai next.

Al Hansen,
(Foto Grovanni CGiovannetti).
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Reuben Gallery: ¢ Below dere o Show (1959 -

This is & close-up of Al Hansen's ¢ Hep Amazon, s Her thighs revalved
with & display motor ai a rate of (roughly} one revolution per minute, She bres-
thedd throwgh a torn ventilidion tube. Her evies Dashed in bright colars, Part of her
exhiaust system sncleded o broken tolet sead,  Her voree was thad of o vacuum
cleamer.

All her component parts retained their own identity and integridy, They
were nol reduced Lo mere componenis as in {the Whitman piece. And vet, overall,
she had a strong personality.

Thiz was, for me, the strongest work in the show.

(i}



Car Bfesg

Can ONE
(no kphis on)

l. Enter car.

2. Toot hom Ix.

3. Count to forty.

4. Toot hom 2x.

5. Slam door 1x.

Toot hom 1x.

Open and close glove com-

partmaent,

8 Toot hormn 3x.

9. Slam door 2x.

10, Toot hom 1x,

11. Raise and lower window
[or roverse),

12, Count to forty.

13, Long horn blow,

14. Open and close glove com-
partment.

15. Exit car, go two cars away
and tap on hood 3x.

16. Reenter car.

17. Blink lights 2x.

18. Toot homn 1x

19. Blink lights 1x.

20. Lights on.

21. Count to five.

22, Lights off.

23. Toot hom 1x.

24. Play with lights—interior
an, oulside off, etc.—for
n time,

25, Start motor,

26. Toot hormn 2x, and race
motor,

27. Blink lights 3x.

28, Maotor off.

Canr Five

1. Drive around others 4x.

2, Position yourself with
ather cars.

3. Slam glove compartment
2x.

ol

T

8. Blink lights 2x.

8. Improvise with lights and
hom for a time.

10. Count to twenty.

11. Slam door 2x.

1%. ?I-m glove compartment
x.

13. Repeat from 3 through
12; do this 2x. Leave out
BI

14. Drive suddenly up over
the dunes and into the
L

Cark Two
(no Lghts on)
1. Knock on hood 2x.
? Enter car.
3. Toot hormn 3x.
4. Count to fifteen.
5 Toot hom Ix.
6. Slam door Ix.
7. Toot hom Ix,
8. Count to ten.
9. Dpen and elose glove com-
partment 2x.
10, Toot horm Ix.
11. Slam door Ix.
12. Toot horn 2x.
13, Raise and lower window
(Or roverse),
14. Toot horn 3x.
15, Count to twenty,
16. Exit car, walk around it
twice, reenter.
17. Open and close glove com-
partment.
18, Toot hom 4x.
19. Blink lights 1x.
20. Count to filteen.
21. Play with lights.
22. Count to ten.
23. Toot hom 1x.
24. Start motor.
25. Bhink hights 2x.
26. Race motor.
27, Toot ham 1x.
28. Blink lLights 3x.
29, Slam door 2x.
3. Race motor again.
31. Matar off,
32. Blink lights 2x,

Car Mg

1. Circle a car 3%, and enter
VOur car.
2. Blink lights 3x.
3. Slam door 1x.
4. Blink interior lights 2x.
5. Count to forty.
6. Slam door 2x.
7. Blink lights 3x.
& Toot hom 2x
9. Count to twenty.
10. Blink hights 2x.
11. Toot hom 1x.
12. Slam door Ix.
13. Go talk to anyone for a
minute or two,
14. Reenter car,
15. Blink lights 5x,
16. Toot horn 2%,
17, Blink interior lights 1x.
18, Count to sixly,
18, Leave car, join audience
and observe remainder,

e

Car Turee

1. Enter car.
2. Drive 100 yards away and
face car towards main

Eroup.

3. Blink lights Ix.

4. Blink interior lights 2x.

5. Blink parking lights 1x.

6. Light cigarette.

7. Blink lights 2x.

B Advance 10 wards to
group.

9. Toot horn 3x.

10. Blink lights 1x.

11. Slam door 2x.

12, Lower and raise windows
¥x.

13. Advance 20 vards to
Eroup.

14. Repeat list from 6 to 13.

15. Repeat entire list to 13.

16. Blowing horn trium-
phantly, retum to posi-
tion in group.

17. Toot hom 1x

18. Blink lights 2x.

19. Slam door 3x.

20. Count to 20.

21. Toot hom 2x.

22, Blink lights 3x.

23. Slam door Ix

24. Blink lights 5x.

Canr Eicur

Enter car.

Blink lights 2x.

Toot hom 1x.

Blink lighta 3x.

Toot horn 3x.

Slam door 1x.

Exit car, mount roof,
Keep sharp lookout and if
one car runs into another,
enter your car and ram

O3 O N LR £ 0 e

9. If the driver attempts to
escape, run him down.
10. Return to position in

Eroup.

11. Roll up windows and lock
doors 50 no one can pre-
vent you from finishing

piece.

12. Blink lights 2x.

13. Slam door 2x.

14. Open and close glove
compartment.

15. Count to forty.

16. Hesist arrest,

17, Slam doors 1x each.

18. Roll down windows.

19. Toot hormn 3x.

20, Give yourself up to the
proper authorities,

——

Car Fous

1. Sit atop car.

2. Rap on roof with palm.

3. Enter car.

4. Count to forty.

5. Get in back seat.

6. Count to thirty.

7. Exit car, knock with
palm of hand 1, 2, or 3x
on hoods of any four cars.

B. Heturmn io car and enter
it

9. Blink lights 4x.

10. Blink interior lights 2x.

11. Count to ten.

12, Blink lighta 4x.

13, Toot horn 1x,

14, If a ear drives into a tree,
pircle enr and tree toot-
ing horn raucously.

15 Return to place.

16. Improvise for a time be-
ing sure to have various
amounts of silence be-
twern evenits

17. Set fire o your car.

Car Six

1. Enter car.

i Yell ln:-:ll;r

Toot hom 1x.

Count to twenty.

Toot hom 2x.

Slam door 1x.

Repeat list 4x.

Back car up twenty feet
or a0, do a figure eight.
Exit car,

Repeat list 1-8.

Dirive your car into an-
other without hurting oc-
cupants,

13. Back up, stop.

14. Get out of car.

15. Run away.

Can Sgven

1. Enter car through win-
dow

2. Toot hom 2x.

3. Count to sixty.

Toot hom 1x.

Count to eighty.

Toot hom 1x.

Slam door 1x.

Start and race motor.

Toot horn 2x.

10, Slam door 1x.

11. Count to fifty.

12, Toot hom 1x.

13. Repeat list from 2; change
all hom toots to light
blinks.

14. Improvise for a time.

15, Leave car and observe.

e i

— e (—
L=

Smamme




Dick Higgins

il

Slacked Deck (1858, performed 19600 - |

The first entirely electronic opers, ao far as | know, was Slscked Deck,
with music by Richard Maxfield (1927-1967) and with s « libretto s by myself.
The « libretio § was actually a system of evenis cued by lighting situations and
olherwise unsequenced. The working materials given fo the performers built up
objectivized or generic characters, ¢ personse. » whe, unlike normal characters in
s drama. could reveal themselves in a siale of slasis and did nol depend on Uheir
sctions in & narrative situation or soquence. This last was suspended, so 1 called
these works (Slocked Deck and the later pieces | wrole esing (he same form) ¢ su-
spension dramas 3 Any narrative was in the mind of the viewer. As a form it
worked oul o be an excellent medium for socinl satire,

Here Florence Tarlow (my origrinal ¢ Tantastick bird 3) is being The Smis
ling Waman, a pérsons whom I barrowed from Stalinist « socialist realism » plays




Allan Kaprow

Allan Kaprow, Ceca-Cela, Shirley Cannonball?, 1960, happening,




HOUSEHOLD

A Happening commissioned by Cornell Universiiv.
Performed Mayv 1964, There were no spectators al
this event, Those taking part in o attended a prelimi-
nary meeitng where the Happening was drscussed
erried paerts distributed,

Sefling !

A lonesome dump out in the country. Trash heaps
all around. some smoking. Parts of dump enclosed
by old, red tin fence, Trees around rest of L.

Seguence of Eoents

[. 11 am. Men build wooden tower on a trash
mound. Poles topped with tarpaper clusters arc
stuck around it.

Women build nest of saplings and strings on an-
other mound. Around the nest, on a clothesline,
thev hang old shirts,

LI. 2 pm. Cars arrive, towing smoking wreck,
park outside dump, people get out.
Men and women work on tower and nest.

[I1. People circle dump, out of sight among
trees and behind tin wall, wait.

Women go inside nest and screech.

Men go for smoking wreck, roll it into dump, cover
it with strawberry jam.

[V. People's voices call “Hev! Hev! Hev!™ all
around dump.

Men go Lo women, put on shirts, squat down and
watch them.

People very slowly start coming in toward car, still
calling “Hey! Hey!”

Women screcch,

V. Women go to car and lick jam.

Men destrov nest with shouts and cursing,

People, coming in, start to pound pots and blow
police whistles in slow unison,

VI. Men return to women at wroeek, vank them
away, eat jam with fingers, slap white bread all
over sticky stuff, eat with their mouths.

Women scream at men, “Bastards! Bastards'”
People advance, banging and whistling.

VI, Women destrovy men's poles and tower.
laughing, velling “*Watch this! Watch this'"”

Men cat bread.

People advance, banging and whistling.

VIIL. Women go to heaps of smoking trash, call
SWOEL-S0NEY CoOme-ons 1o men.

Men fan out, ereep low to ambush women.

People advance, banging and whistling,

I[N, Women jump men, rip off shirts and fling
them into smoking trash. run to men's tower
moundd.

Men roll on ground laughing loud: “Hee! Hes!
Hee! Haw! Haw!"™

People advance. banging and whistling.

M. Women take off blouses, wave them overhead
like hankies. cach singing own Hock 'n” Roll tune
and twisting dreamvlike.

Men hurl red smoke flares into smoking trash heap.
People circle smoking jam-car, become silent, squat
down. eatl jam sandwiches.

A1 Men go to wreck, take sledge hammers from
people, pick up battering log, begin to demolish car,
Women wateh from a distance and cheer men for

every smash.
People eat silently and wateh.

Al Men jack up car, remove wheels, set fire 1o
it, sit down to watch, light up cigareties.

People hight up cigarettes, watch car burning.
Women run out of junkvard, waving blouses, gaily
calling “Byve! 'Bye! G'bye! 'Bye!” They get into
cars, drive awav with horns blaring steadily till
out of earshot.

Xl Evervone smokes silently and watches car
until it’s burned up
T'hen they leave quietly.
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D’une Biennale (1960)

a Pautre (1990)

Jean-Jacques Lebel

Arene! Oui, aréne. Licu d'une tragédie
sociale wvécue en temps réel ou se
jouent plusicurs roles a la fois - la Béte,
le Picador, le Matador, I'Artiste — et on
le Public, assoiffé de meurtre rituel, de
spectacle sanglant, doreilles, de queues
et méme (a en croire L ' Histoire de Deeif
de Georges Bataille) du plus magique
des organes, celui de la vision. L'aréne
est le lieu diinseniption du secret, d'ap-
parition de 'imaginaire (peint, dessing,
sculpté, collé, filmé ou écrit) et il n'était
nullement question de Pabolir par le
truchement des happenings ou  des
events, mais, au contraire, d'en éjecter
les imposteurs, les robots et les burean-
crates pour le rendre 4 sa destination
premiére, celle denclos sacré.

e ce genre d'événement libidinal, il
reste des souvenirs ultra-subjectifs el
des reportages particuliérement  ten-
dancieux (selon le role et la place qu'on
assumait dans aréne) et, surtout, des
cffets secondaires, a long terme, qui
continuent d'agir aprés coup. Clest le
cas du happening dont les différents
impacts s¢ font encore sentir bien au-
dela du demi-monde artistique. Mais la
bévue régne. Quicongue évoque, i pro-
pos des happenings et de Fluxus, 'abo-
lition de Part, s¢ met le doigt dans ozl
jusqu’au coude (il est vrai gue la mass-
médiatisation reléve davantage du fist-
fucking que de la diffusion d'informa-
tions).

Qu'on le reconnaisse une fois pour tou-
tes, il niétant pas question de détruire
Fart lorsque vers 19535, 4 Osaka, les
peintres du groupe Gutal ont prolongé
Paction-painting par des tableaux-ac-
tions; lorsque, vers 1958 aux USA, mon
ami Allan Kaprow a jeté les bases du
happening; lorsqu'en 1960, & Venise
(dans le cadre de I'Anti-Procés) nous
avons monté le premier happening en
Europe; lorsqu'en 14961 et "62, i New-
York et Wiesbaden, Maciunas langait

les activités de Fluxus, Il s'agissait plu-
tot d'arracher 'art aux institutions offi-
ciclles et mercantiles gqui I'étranglaient.
On voulait subvertir les grammaires
surmoigques et les commandements
wéologiques. Avee Fluxus, 1] sagissat
darracher la musique & Facadémie, aux
“orchestres nationaux”, aux salles de
concert soporifiques afin de ouvrir sur
la wie, sur les nouveaux terribodres A
musicaliser. L'inoubliable happening du
grand John Cage, toute une nut de
1974 (dans les irremplacables halles
Baltard, détruites par la spéculation im-
mobilicre, supprimées par le criminel
urbanisme municipal et gouverncmen-
tal) restera, pour nous, plus guunc
ceuvre de génic, Fembléme d'une autre
fagon de voir, d'écouter, de vivre,

L'idée-foree de I'épogue ctait “I'élargs-
sement de la conscience™ au sens ol en
anglais, on disait des substances halluci-
nogénes quielles étaient “consciousness
expanding”. La perception hallucinatoi-
re a dailleurs toujours existé — ainsi
que Grilles Delenze vient de le souligner
dans “le Pli, Leibniz et le Barogque™ -
mais il fallait bien proclamer I'ouvertu-
re ¢t Pinachévement de I'ceuvre pictu-
rale, musicale ou poétique comme fon-
dement du processus de production.
C'est ce que firent les happenings, Flu-
xus, le Free Jazz, ainsi que les ceuvres
majeures du cinéma underground (je
pense a certains films “accélérés” de
Jonas Mekas, de Bruce Conner, de
Taylor Mead et, beaucoup plus tard, de
Mam June Paik, on la pratique dadaiste
du montage aléatoire & grande vitesse
subvertit la structure du récit cinémato-
graphique et le statut du spectateur
passif). Par ailleurs, la prétendue “con-
traciction™ entre happening et peinture
n'a jamais existé que dans les théses de
quelques universitaires bornés. La plu-
part des principaux autcurs de happe-
nings (Fahlstrom, Oldenburg, Dine,

75

“Laréne Ctait devenu le terme approprié
pour désigner la toile (3 la longue la toile
fut laissée de edtd pour produire des
happenmgs).” {(Harold Rosenberg)

Pommereulle, Kudo, Vostell, pour ne
citer queux) n'ont pas ¢u a faire de
retour & la peinture, pour la bonne
raison qu'ils ne Pavaicnt pas quittée.
Harold Rosenberg est mort trop o1
pour s¢ rendre compte que la toile
n'avait été laissée de cOté que passagé-
rement, le temps des essentiels voyages
hors-circuit, en territoire mental non
encore cartographié (toujours la “pro-
menade du schizophréene™ av-dela des
himites du langage). Le concept de flux
ou  d'événement-en-train-de-se-dérou-
ler est incompatible avec les contraintes
de la fixité et de la finitude, mais pas
avec la pluralité de 'étre. La concomi-
tance, dans plusicurs biographies, du
happening ¢t de la peinture, n'est pas
plus “absurde™ que la concomitance —
vitale, dynamigue, Structurelle - de la
poésic ¢t des arts plastiques, ou bien du
théitre et des arts plastiques, chez les
précurseurs de importance de Schwit-
ters, de Arp, de Picabia, d’Artaud et
bien d’autres encore. Micux vaut en
finir pour de bon avec toute illusion
concernant “Uunmité du moi”, Funivocité
des pulsions et I'unidimensionnalité du
désir.

Pour ¢¢ qui est le Fluxus, il y a un
danger de mort qui consiste a en faire
une chapelle, un groupuscule fermé,
une sorte de parti avec tout ce gue cela
comporte de burcaucratic ¢t de menta-
lit¢ paranoiaque (c'est le syndrome de
la “forteresse assiégée” bien connu des
historiens du Stalimsme). Cette mentsa-
lité stalinienne est contraire & lidée de
flux puisqu’elle arréte, fixe et referme
ce qui, par définition, doit étre ouvert,
fluide, de mouvement. Hélas! Clest ce
Stalinisme-ld qui régit certaines manifes-
tations Fluxus qui se voudraient orthodo-
xes el qui sont en fait académiques et
mortiféres. Espérons que la manifesta-
tion vénitienne organisée par D Maggio,
Bonito Oliva et Sassi ne ressemble en




FUNERAL CEREMONY OF THE ANTI-PROCES

Performed in Venice on July 14, 1960.

A cocktail is served at the Palazzo Contarini-Corfi,
home of the musician Frank Amey. About 150
people attend; they were asked to come in formal
dress and to bring white flowers. At 6 p.M. they are
ushered into a great, ancient funeral hall, at the
center of which the body lies, covered with a gold-
embroidered drape and flowers, and surrounded by
lit church candles. The ceremony begins.

A -man enters, his face under a black cape covering
his eyes: the executioner. He kills the body with a
large butcher's knife and as he does so, the choir of
widows sings a hymn in Latin, cries, and screams,
Then Lebel reads a violent page of the Marquis de
Sade about death and love. Complete awed silence.

SPLEEN DE RIGUEUR

Then American poet Alan Ansen reads a few lines
of Huysmans. Eulogy is ended while a man behind
a small metal curtain masturbates. Others pray.

Then body is carried*down steps of palace into the
street by Amey, Ansen, and Lebel, people follow
slowly. Outside, pedestrians take their hats off
thinking it's a real funeral. Body is taken to awaiting
gondolas, is put in front of first gondola covered
with fowers. Other people take speedboats, about
forty-five people board gondolas and slowly advance
up Grand Canal. The boats make a circle. Hymns.
Body is thrown into water (like in the navy), also
flowers. It was a sculpture by Jean Tinguely. The
Anti-Proceés manifestation was dead and buried.

Les organisateurs de [’ Exposition Anti. Procés

de 1enise vous convient aux funerailles de la

eﬁﬂﬁé de Tinguely

Le cortege s’ ebranlera ¢ 18 % 30 precises an Palazze

Contarini . Corfit, Darsoduro 1057, le 1f juiller 1960.

PLEURS - FLEURS et COURONNES
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ricn & un enterrement stalinien, officiel
ou non, Bon nombre d'entre nous, en
venant & Venise, leur faisons confiance
et espérons ne pas etre dégus.

Jajouterai une remarque qui vaut non
seulement pour ceux qui figurent sur la
fameuse charte de Maciunas (en tant
que précurseurs ou gu'auteurs de hap-
penings et d'events, i des dates plus ou
moins exactes): le concept hérachtéen
de flux, & partir dugquel une multiplicité
de mouvements a bifurqué d'avec l'i-
déologie dominante de I'époque, est un
concept qui est trés loin d'avoir dit son
dernier mot, non s¢ulement en art, en

musique ou en philosophie, mais aussi

en politiqgue. 11 serait malhonnéte
“d'oublier” qu'a I'ere dite “technologi-
que” et “planétaire”, Etat ¢t Parti con-
stituent des archaismes désuets qui, par
leur nature méme, font obstacle au
mouvement de la société vers des mo-
des de vie novateurs. Maciunas, le fon-
dateur de Fluxus, était quant & lui par-
faitement conscient de linterconnexion
des pulsions artistiques et sociales. I
naurait certainement pas vu d'un mau-
vais ceil le formidable retour en force et
en beauté du mouvement Dada - singu-
ligrement de Duchamp, de Preabia, de
Satie, de Schwitters - qui a exercé di-
rectement et indirectement une intluen-
ce puissamment hibératrice sur les cou-
rants radicaux des années 60 ¢t 70, Une
certaing dadaisation de la vie sociale
est peut-étre une des réponses les
moins bétes que puissent donner lag-
gravation de la crise du capitalisme #
ceux et celles qui ne veulent pas en étre
victimes.

Il a été remarqué - dans la préface
d’Edouard Jaguer a la récente exposi-
tion de Joseph Cornell (Galerie 1900-
2000, Paris) - combien les coffrets 4
magi¢c (rejetons ludiques des valises-
musées de Duchamp) fabriqués dans
les années 1940-50 ont préhguré les
boites Fluxus des anndées 1960-70. 11
faut donc compter Cornell, avee Russo-
lo, Duchamp et Cage, parmi les inspira-
teurs directs de Fluxus,

Cicongue  (rejeonnait le formidable
soulevement pulsionnel, polytechmigue,
multidirectionnel et souvent “i retarde-
ment” des années 60 — et, a plus forte
raison, quiconque I'a vécu - ne pourra
s'étonner de e que solent réunis dans
une méme mantfestation les Happe-
nings ¢t Fluxus. Aprés tout, les Happe-
nings et Fluxus étaient contemporains =
avee une légére précédence des Happe-
nings — et bon nombre d'artistes ont

plongé & la fois dans les deux courants
de ce méme fleuve. En fin de compte,
la différence, si différence il v a, réside
moins dans lintentionnalité program-
matique - relativement changeante et
floue, des uns ou des autres — que dans
les  affimités  affectives, personnelles,
voire géographiques ou  linguistiques,
qui rapprochaient ou non les individua-
lités.

Si ce fleuve-ci fait suite, en quelque
sorte, & l'inondation! Dada - elle-méme
tributaire de la radicale “averse de café
noir” jetée par Victor Hugo sur ses
lavis — sans parler des collages, frotta-
ges, assemblages et mixages dus aux
grands inventeurs de ce siécle, on peut
constater autour de nous! L'extréme
vitalit¢ de ces flux subversifs qui ont
changé de nom, de forme, de direction
mais pas d'intensité. Oui oserait préten-
dre que l'art, la musique, le cinéma, le
théiitre ou la politique de demain n'en
seront pas, a leur tour, affectés positi-
vement?

Il suffit de regarder ¢t d'écouter certai-
nes performances, certaines produc-
tions théatrales, certains groupes Rock,
certains vidéo-clips, sans parler de ce
fameux vidéo-art domt on parle beau-
coup (mais a qui la Télévision, mono-
polisée par les pouvoirs, ne laisse pas le
moindre espace vital) pour v déceler le
mode de perception hallucinatoire que
les happenigs, Fluxus et le cinéma Un-
derground ont mas en circulation dans
les années 6l),

Il est effarant de constater gu'ayvant
débuté, dans sa phase d'aprés-guerre, i
Osaka, et ayant fait le tour du monde i
la maniére d'une boule de feu libertaire
incontrolable, le mouvement des hap-
penings a mis trente-trois ans pour tra-
verser la mer de Chine et se manifester
a Pékin. Clest parce que stalinisme et
maocisme ont été synonymes dacadé-
misme et d'imbécillité et que ces dicta-
tures-ka ont le micux résisté au vent de
liberté fertilisatrice gqui commence tou-
jours @ souffler sur les arts avant de
balayer I'ensemble d'une societé. Nous
apprenions donc par la presse, en fé-
vrer 1959 (trois mois plous tard = c'était
le Printemps de Pékin — deux cent mille
manifestants réclamaient liberté d'ex-
pression ¢t démocratie réelle. Une fois
de plus, le soulévement des artistes
s'est avéré prémonitoire, Hélas! La ré-
pression sanglante exercée par 'Armée
Rouge — une fois de plus! — vy a mis un
terme, provisoire bien sir) qu'une ex-
position  pékinoise  regroupant 250
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uvres de plus d'une centaine d'arti-
stes chinois non-officiels avaient ey des
démélés avec la police. Parmi ces
ceuvres, un phallus géant, suspendu au
plafond entre une poitrine géante et
des gants chirurgicaux gonflés d'air, un
triptyque sur Mao, etc., les “autorités”
(sic) ayant fait retirer certaines ceuvres
pour “obscémité”™ (sic). Selon les agen-
ces de presse, “plusieurs artistes ont
tenté d'organiser des happenings en dé-
pit de linterdiction gqui ¢n avait été
faite™ (cf. Le Monde du 7 février 1989).
Unge artiste de vingl-six ans nomméc
Xiao Lu a été arrétée et détenue pen-
dant trois jours pour avoir tiré deux
balles de fusil dans une de ses sculptu-
res composée de deux cabines télépho-
niques. Selon le Herald Tribune (11 fé-
vrier 1989), Mademoiselle Xiao, mon-
trant les trous de balles, déclara que
ceci faisait partie de son art et se plai-
gnait d'avoir ¢1¢ mal comprise. “Ca sent
mauvais”, aurait dit un visiteur de Pex-
position devant un poisson mort dans
des algues sur un matelas en plastique.
“Un artiste vendait des crevettes = pro-
testant ainsi contre la commercialisa-
tion de 'art, au dire d'un critique. Un
autre se lava les pieds en public. Des
préservatifs et de Margent furent gelés
sur le sol et un homme 4 moiti¢ nu s'est
assis sur des oeuls.” En effet! Ce qui
importe, en Chine comme partout ail-
leurs, ce n'est pas que des jeunes arti-
stes se réferent explicitement aux Hap-
penings ou bien a la révolte radicale
des dadaistes, c’est que toute censure,
meéme la plus policiere, soit en fin de
compte voudée a 'échee. La “Raison
d'Etat” invoquée par les ayatollas, les
colonels, les grands ou les petits “timo-
niers”, pour juguler les arts, finit tou-
jours par mordre la poussiére, Qu'ils s¢
le disent: emprisonner Sade pendant
vingt-huit ans n'a servi & rien! 5a pensée
est, deux siécles plus tard, plus forte
que jamais. Aucune société - gu'elle se
prétende & tort “démocratique”, “socia-
liste™ ou “communiste™ (slogans publi-
citaires dérisoires) = ne peut, sauf a
¢louflfer, faire 'économic d'un travail
de recherche et de réflexion sur sa pro-
pre finalité, consciente ou inconsciente.
{est en cela que I'art est irremplacable.
Peut-on se contenter de ce gue les “au-
torités” permettent d'exposer a Pékin
ou de ce que le marché de Part laisse
circuler dans les musées et les paleries &
Paris, New-York, Londres, Berlin ou
Milan? Peut-on accepter que I'ensem-
ble des courants de pensée et des mou-



I funerali della Chase di Jean
Tinguely, Palazzo
Contanni-Corfh, Yenezia,

14 lugho 1960, L assassinio,
Riprodotti da Jean-Jacques
Lebel in grés con la
collaborazione del ceramista
Franco Buccr.

I Fumnerale.

Frank Amey, Al Hansen,
Jean-Jacques Lebel e

¢ ™assassing” trasportano
il cadavere.




vementis contradictores dune épogue
soit réduit au s¢ul produil commercal
standardisé d'un an officiel?

Qu'il ait fallu attendre 1990 pour gu'u-
ne grande (mas inexhaustive ) mamfies-
lation sl CONSACree, 4 Yenise, a un
courant artisigue si fertile, cela en dit
long sur la capacité¢ de refoulement et
de censure quexercent les instances di-
tes “culturelles”, gqu'elles solent minis-
teniclles, instiutionnelles ou  (comme
on dit) “privés”, 1l n'est pas indifférent
que ceci ant liew précisément i Venise,
lieu ou s'est déroulé le 14 puller 1960 le
premicr  happening  curopéen.  Cesl
done tout & Nhonneur de D Maggio,
Bonito Oliva et Sassi, avjourd’hui, de
faire micux connaitre les ocuvres, et les
wlées de ceux des années 60 qui oni
enfreint les lois du marché, gqu ont
refusé de se soumettre a4 la pourriture
surmédiatisée et surcommercialisée fai-

sant fonction de culture dominante.
Tandis que les plantes s'¢lévent pour
déplorer la défaite par l'industrie cultu-
relle du “cinéma diftérent”™, du “théatre
différent”, de la “littérature différente”™,
VOICT une preuve paradoxalement vitale
de haute dissidence. Furcur des idéolo-
gues de lart-pret-a-porter, des adora-
leurs d academismes ¢t des planifica-
teurs de la castration! Allégresse des
nomades! Joussance des vovanis! Cete
réunion a non seulement le ménte de
-:In.,"_u.n!:u;r des traces de |:|q'1;1-p|:1':in_'_',- Ry 111
Fluxus evems, et de montrer des tra-
VAUX annexes, contemporains de ces ac-
tons, mals surtoul de continuer i po-
SeT, envers el conire Lo, I';,."'l. Lll.l‘l,,!h“‘l.'l'l'lh
de fond gue Pindustrialisation forede et
Passujetiissement massil tendeni & no-
ver dans un assourdissant vacarme meé-
diatique el admmstratif. Ces queshons
ne sont pas nouvelles mais, @ trop les

ignorer, 'idée méme de culture est en
train de perdre sa pertinence. En voici
quelques-unes: quelles somt les fon-
ctions de 'art dans la So¢été Marchan-
de? Qui gere quoir? Qui onente ¢l con-
trode  les  mouvements artstiques?
Ou’est-ce que la libené d'expression? A
quelle dialectique obeissent les pulsions
créatives? La “nouveaute - réclle ou
imaginaire a-l-¢lle un sens en an?
Avee quels eniteres qualitants Ia “va-
leur” d'une production artistique peut-
clle étre mesurée? Que devient la pen-
see mythigue quand Fart disparait (par
suite de réification ou d'étouffement)?
Comment s'instaure le discours totali-
taire? Qu'en est-il, icl, en 1990, de celte
“libert¢” dont les gouvernants et leurs
publicitaires nous rabattent beaucoup
trop les oreilles? Quelle place nous est
assignée dans Narene? Est-ce bien A
que nous desirons?

La Chose viene caricata sulla gondola per i funerali in laguna.
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Jean-Jacques Lebel

Jean-Jacques Lebel, Gianni Sassi ¢ John Cage,
Amencan Center, Pangi, 1985, (Foto Fabrizio Garghett).
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Légende

Jean-Jacques Lebel

Clest Phistoare d'une rose figuiére qui
asperge de ses jus citronnés une banane
au temps des cerises (scrait-ce la “ré-in-
carnation” ludique de Flora, d"Ompha-
le, de la Venere Cloacina, de Bethsa-
bée, de Danaé ou de I'Olympia?). Non,
c'est historre de Vo2l de faucon ver-
sant les larmes d'Eros sur le (vran) objet
dard du Regardeur atin d’obtenir une
helle patine. Non, ¢'est Phistoire du
miracle de la Rrose g transforma La
Jertme qui pisse (gravée par Rembrandt
en 1631) en Mariée mise @ nu..., adepte
et doublure, en quelque sorte, de 'ocu-
vre fondatrice de Part conceptuel: Fon-
iaine (1917), Non, <'est histoire du
Grrand Schisme Dada, une des bifurca-
tions philosophiques, sociales, eroti-
ques et artistiques les plus fertiles en
rebondissements depuis la  révolution
copernicienne ou 'mvention du cinéma
(I'image en mouvement), Non, c'est
Mhistoire du complot  insurrectionnel
tramé en permanence, a travers les si¢-
cles, par une tribu de voyants visant i
dadaiser les rapports de production et i
subvertir la sociéi¢ du spectacle (mem-
bres fondateurs de ce comité clande-
stin: Rrose S¢lavy, Udnie, Anna Bliime,
MNadja, Molly Bloom, Lady Day, la Pre-
sidente, Jeanne-Marie et Alice, Mr. Te-
ste, Mr. Antipyrine, quelques transfo-
zes de la Makhnovehina et de la Colon-
ne Durruti, certains descendants rhyzo-
matiques du Divin Marquis, Bird and
Prez, the Paregoric Kid et quelques
aulres).

Bref, ¢'est Nhistoire d'une heroine de
légende qui, & instant ol je vous parle,
releve sa minijupe pour mouiller ses
lavis d’Eros. Elle chantonne d’une voix
de mezzosoprano (peut-¢ire pas la sien-
ne), out of the blue:

“TARROSE SELAVY!

Mixage des flux. Montage clectronigue
pulsionnel. Odeurs. Torrents d'images

concassées, refocalisées, décomposées,
surmultipliées & Dinfini. All that jazz. |
Time flies. Quelques années plus tard
nous retrouvons notre héroine en train
de jouer le role principal, celui de la
Prima Donna invisible, dans le chef-
d'oeuvre de Jean Eustache, Une sale
tistedre. Encore le théme de la doublure
el des glissements de terrains, la porte
cochére de Cadaqués s'¢tant muée en
porte de WC d'un bistrot parisien. Film
“maudit”, bien sir, parce que génial,
mais ¢ role occulte ne lui déplait pas.
On limagine — mais on ne la voit jamais
directement - en train de dé-voiler,
peauliner, rincer ses mstruments rituels
{avec un curicux mélange eau de vie /
cau de rose), les agitant bien avant de
s'en servir. Une vieille carte postale -
signée ©. Lestin (envoyée de Niort le
T1.12.1907 4 19 h 30) - avait déja mon-
iré une ancétre de Rrose Sélavy en plei-
ne action derriére la porte, faisant lace
4 deux regardeurs dont un accroupi sur
le sol (comme dans Une sale hisioire), A
part Rembrandt, des dizaines d'autres
témoins oculistes (grands peintres ou
dessinatcurs  anonymes) avaient  déja
croqué ou “filmé™ en gros plan de sem-
blables scénes d’amour, notre heroine
n'est donc pas tombée du ciel, elle a cu
des précurseurs.

Rrose, en quelques sorte, opére la
synthese de plusicurs mythes, mais ¢l-
¢ le fant ouvertement, au grand jour,
sans s¢ préoccuper des lois du marché
el de la réglementation aberrante de
I'incustrie culturelle. Et ceci non scu-
lement parce qu LHOOQ mais aussi
parce que, éléve de Nietzsche ¢t de
Stirner, ¢lle ne se fait aucune illusion
quant a la “hberté d'expression™ oc-
troyée par les institutions. Etant don-
nes la chute d'eau er le gaz d'éclairage -
sans oublier la Brovewse de chocolar
qui a ses partisans enthousiastes - her
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kness are not cold, just wet and sticky.
Fau er gaz a tous les éages, voyez-vous
{ou plutdt non, vous ne vovez pas),
c’est bien beau et bien bon, encore
faut-il que le jet lancé par la fewille de
vigne femelle atteigne son “objectif” et
actionne quelque  dispositif complexe
d'échange. Mouvement transformation-
nel des flux. Cear n'est pas du délire ou
plutdt si, mais du délire qui respecte 1a
logique interne du mythe. Les indica-
tions de mise en scéne figurent explici-
tement dans le titre de la version gravée
(en 1904) de Fomiaine:
L ROBINET REVOLUTIONMATRE
“RENVOTD MIRIFIOUE"

Ce premicr. ready-made signé allait, en
effet, révolutionner histoire de Iart de
la pensée, en réalisant pour ainsi dire le
projet commencé per Cinorgione dans
La Tempite: inclure le regardeur dans
la structure, L'image devient action, le
plan devient séquence,

Autrement dit la fontaine qui vient de
s¢ [aire innonder, innonde 4 son wour.
Un peu comme si Danaé, trempée par
la diluvienne Pluie d&'Or {the Golden
Shower) venue d'en haut, operait un
retour & lenvoyeur, mtéréts compris,
en braquant son “robinet révolutionnai-
re” sur I'amant jupiterien. Classique si-
tuation spéculaire de arroseur/arrosé
qui met en marche de multiples muta-
tions permettant — comme dans tout
récit mythologique - de passer d'un
*etat” a4 Uautre, d'un sexe a autre,
d'une époque i lautre. Les jeux inter-
dits = les amours des dieux - ont pour
seule lon le jen desprit, poussé a lextré-
me, des dédoublements, renversements
et rebondissements. Exemple tiré d'A-
némic Cinéma: RROSE SELAVY et moi
extintons les ecchimoses des Esquiraix
aus mols exguis. Elle saccouple, la ma-
chine célibataire. Le portrait de Rrosc
Sélavy et de son double qui est présenté






11 tient done compte des mots de passe
et des images codées, Ce portrail ma-
chinique pivote autour du “renvoi miri-
fique”, principe de base et moteur de la
pulsion amoureuse comme de la pul-
sion artistique. 31 Eros ¢'est la vie, quel-
le meilleure méthode d'action existe-t-
il? L'autoportrait de Rrose s'adresse @
ses “cllibataires, méme” — regardeurs
el regardeuses — co-auteurs de la mise &
nu de cette fluidique Mariée. Diésor-
mais, les échanges de regard, le travail
des regards, les effets concrets des re-
gards constituent 'axe principal de la
mise en image.

Rrose n'est pas a la portée de n'importe
qui. Elle a horreur des m'as-tu-vue hyste-
riques ¢t des doctes dinosavures institu-
tionnels. Seuls les visionnaires hors-séric
ont quelqu’espoir de toucher au but.
Rrose a ses mitiés et ses détracteurs,
ses amants el ses ennemis, comme tou-
tes les déesses de 'Olympe, mais, & la
différence de ses collégues, clle en pisse
de rire. On se souviendra peut-étre gue
Madame le Deéputé Cicciolina, pour
épater la bourgeoise et fhidéhser sa
clientéle (électorale), avait, 1l v a quel-
ques années, terminé son numéro de
cabaret en urinant sur le public et, de
ce fait, avait été inculpée d'outrage aux
bonnes mocurs. Ce remake populiste et
hilare de La fermme gui pisse sur la plage
— peinte par Picasso en 1965, exposée
au Musée National d’Art Moderne de
Paris {ce qui ne risque pas d'arriver au
portrait de Rrose!) — était trop simpli-
ste, trOp MONOSEMIQUe pour S INSCrre
dans la grande tradition du ready-made
institu¢  par Fonteine. A Cicciolina il
mangue, précisemment, I'esprit de Rro-
se. L'Encyclopédic Da Costa Pavait ja-
dis qualifi¢ d’huamour.

Vous flites pourtant prompts, & mini-
stres de la mort, & crier au scandale du
fait que cette vedette de cabaret ait
mouillé son public, alors que les fuites
radioactives, rejetées quotidiennement
dans I'atmosphére par les “accidents”
des centrales nucléaires, sont aulre-
ment obscénes et présentent un danger
tout de méme plus grave pour I'huma-
nité. Si, déja, la Cicgiolina vous a exa-
spéré, tas de robols pressurisés sous
vide, prosternés devant vos ayatollahs
médiatiques, dans quel élat allez-vous
metire ¢n voyant Rrose? Vous allez
trouver ce portrait “trop  explicite”,
“trop irrévérencicux”, “trop vulgaire”
etc... et vous eussiez préféré, en tant
gu'investisseurs attentifs a 'indicateur
de tendance, que ce probléme de “ren-

voi mirifique™ ne fit méme pas posé!
L'idée que Rrose puisse jouer & sa gui-
se¢ de son “robinet révolutionnaire”
vous horripile. Votre idéal féminin,
c'est sur, ressemble bien davantage a la
Mitme poulhasse nue peinte par Re-
noir = “ga se vend bien an Japon!™ -
qu'a la Maride du Grand Verre ou 4 sa
copine Udnie. 1l eut été plus conforme
aux régles de 'académisme d'avant-gar-
de d'exposer & cette Biennale de Veni-
se, comme a toutes les autres, toujours
le méme grand prix de peinture décer-
né par lnstitut Mondial de la Castra-
won a toujours le méme tableaw: le
portrait de Leo Castelli par Jean-Ga-
briel Dommergue. Certes, Pautopor-
trait de Rrose nemprunte pas les mé-
mes canaux et ne vise pas le mémes
honneurs. DVailleurs, lourd est le cata-
logue du Salon des Relusés oo hgurent
toujours non sculememt Fomntaine, Allé-
gavie de genre (Portralt de CGeorges Wa-
shingtonr), With My Toungue in My Cheek
el Torture morte, mais aussi La ferme
au perroguel de Courbet et POlvinpia de
Manet, Ulvsses de Jovee et le Tropigue
du Cancer de Miller. La compagnic est
excellente. Amusons-nous & noter, ¢n
passant, que les inguisiteurs furibonds
qui censurérent Fontaine, Alfegorie de
genre et Ulysses sont loujours au pou-
voir 4 Washington. La croisade que
méne le senateur d'extréme droite Jes-
s¢ Helms contre des photographies de
Robert Mapplethorpe ¢t une sculpture
d’Andrés Serrano qu'il juge “obscénes”,
demontre la pérenmité de la pudibonde-
ric militante. Si personne n'a reniflé
d'odeur de parenté - méme lontaine -
entre la sculpture de Serrano, un cruci-
fix trempé dans un bocal d'uring, ¢t
Fontaine, c'est peut-&tre parce que cette
derniére fut présentée hornizontalement,
disconnectée de toute plombene, com-
me un embléme formel et non pas ex-
crémentiel. L'importance des déchets
est apparue massivement avec le dadai-
sme  (Merzbau) et le néo-dadaisme
(Junk Art) mais elle était sous-jacente
depuis le XIX siécle. N'oubliez pas, 6
amateurs d'art éclairés, que ce ne fut
pas un peintre mais un poéte qui inven-
ta la premiere technmigque nouvelle de
I'art moderne: la giclée. Il sappelait
Victor Hugo et “finissait” ses superbes
lavis d'encre fluctuante avec des “aver-
ses de café noir”, vers 1850, Précurseur
essentiel,

Sachez, mesdames ot messieurs, que si
le Roi et la Reine sont entourés de nus
vites, ce n'est pas par hasard. On se
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croirait dans le salon d'un bordel, per-
sonne n'a encore décidé avec qui
monter. Sacha Guitry disait que “le
meilleur moment en amour, ¢'est quand
on monte Pescalier”, mais le Nu, lui,
redescend: “A gu le tour?” Cadence
infernale. Vivement dimanche qu'on
puisse sallonger dans Uherbe ¢t faire
du naturisme a 'abri de tous le regards
saufl d'un seul, celui qui épie la chure
d’'eau de Uexposante a travers la cha-
touniére spécialement percée a cet
effet. Etes-vous allés, vous aussi, veri-
frer sur place, & Philadelphie, s1 la porte
na quun trou et a quelle hauteor?
Tout a été¢ minuticusement pensé et
mis en place. Le rituel n'est pas quotid-
ien mais hebdomadaire (tel confesse).
En attendant, Why New Sneeze?

Y aurait-il quelgue chose de pertinent &
ajouter a la Tour de Babel édihiée, en
diverses langues et jargons, autour du
Marchand du Sel? Je ne me hasarderai
a glisser sous la porte que cecn: le texte
passé napergu d'un télégramme envoyé
de Perpignan en 1959 (en pleine perio-
de de prétendue “abstinence™ qui fut,
en réalité, la periode de préparation
secrete d'Erane donnés ¢t qui pourrail
lai servir de légende). Il ne sagit pas
d'une simple boutade {comme Pean de
bafle) m d'une “clel de lecture™ (car les
enigmes de I'Eau de voilerte ou de la
vieille porte cochére de Cadaqués re-
stent intactes), Ce télégramme signé el
daté du 4.5.1959 dit ceci:

“FAIS SOUS MOI”

Toul un programme. Too good to be
true? Et pourquoi donc?

En fait, cet aphorisme télégraphique
précise quelque peu le Profumo (not
Sir John, il puttaniere ministro della
Regina) de ce qui se passe de l"autre
coté de la porte cochére, fendue de
I"'abscéne chatoumere. Jamais dans
I'histoire de 'art, dans aucune Toilette
de Vénus, scéne d’odalisque, de
Suzanne ou de Bethsabée au bain, dans
aucune composition de Giorgione, de
Tintoret, de Titien, de Cranach, de
Courbet, de Goya, de Manet, de Pi-
casso ou de Bellmer, P'mvitation faite
au regardeur de franchir la barriére n'a
été si directe, si franche. Avec Erame
donnés o chute d'eaw et le gaz déclairge,
le regard désirant et son “renvoi miri-
fique” accomplissent un saut qualitatif.
La métaphore est abolie au profit d'une
reconstitution minuticuse des faits. Le
travail du regard de Pinvité n'est pas un
adjuvant de la mise en sceéne, il en est le
sujet méme. Comment ¢a se regarde



cette chose 1a qui se passe dans 'herbe,
éclairée par le bee auer? En quoi ga
consiste le regard du désir et le désir
d’&tre regardée?

Les théologiens ont raison, c'est la que
tout bascule. L'offrande passionnelle,
cela n'est pas pardonnable. Une fois
consommée U'offrande, il n'y a plus de
retour @& la norme possible, Le regard
est souverain, Un intégriste polonais
qui s¢ ballade en jupe longue (mais
sans vollette noire) - le méme qui
frappa d'interdit un film de Godard
montrant la Sainte Vierge nue et en-
ceinte — ne 'y est pas trompé quant é la
dangercusité du regard dévoilant.
“Lladultére dans le coeur - préchait-il
en 1980 - est commis non seulement
lorsque 'homme regarde avec les yeux
du désir une femme qui n'cst pas son
¢pouse, mais justement parce qu'il re-
garde ainsi une femme. Méme s'il re-
gardait de cette fagon sa propre
épouse, il commetirait pareillement
Vadultére par le coeur.” Le Saint Pére
aurait-il rédigé son homéhe aprés une
visite seeréte du Philadelphia Museum

Telegramma di Marcel Duchamp
a Robert Lebel, 1959 ¢ cartolina postale.

of Art? Qu'aurait été la réaction de
Savonarole devant Etani donnés, lui qui
avant de périr sur le biicher avait
haineusement fait briler et détruire des
tableaux de nus et autres “oeuvres li-
cencieuses”? Sauf a faire re-toucher les
fevilles de wvignes (rajoutées) que les
restaurateurs de la Chapelle Brancacci
viennent @ peine d’enlever i 'Adam et
i I'Eve de Masaccio, et & couvrir tous le
monts de Vénus du monde d'un rideau
de fumée, comment ce Pape compte-t-il
s’y prendre pour isoler des regards les
nymphes chastes ou en rut, les Mava
vestida o desnuda, les odalisques
camouflées ou perverses, les Venere
dormiente o spalancate, les Eves
pudiques ou impudiques qui s'¢talent
dans les musées oo elles attirent les
toules? Aux heures de grande influence
“I'adultére par le cceur™ se pratique
avee elles 4 un rythme infernal!

Heurcusement, malgré les progrés tech-
nologiques accomplis dans le domaine
de I'espionnage et du terrorisme d'état,
le contréle absolu des regards en est
reste au stade de proget, dans les réves

des gouvernants paranoiagues,

En posant nu pour le remake d'Adam
et Eve de Cranach - filmé dans Ciné
Sketch de Picabia — et en prélevant des
morceauy choisis ready-made chez
Courbet ou Ingres, le Marchand du Sel
opere un découpage ¢t un ré-assem-
blage de certains points de vue de la
grande peinture rétinicnne qu'il a fait
sicns, non sans les avoir affranchis de
leurs fonctions purement métaphorigues.
Certains intégristes fanatisés con-
sidérent qu'une femme au visage dé-
couvert est une femme entiérement
nue. Oue diraient-ils en voyant "ab-
solue intimité que nous dé-voile cette
Marice mise @ nu par ses célibataires,
meme? Notre héroine a-t-¢lle une
chance de sortir indemne de la civilisa-
tion de l'image édulcorée? N'en dé-
plaise aux gérants de 'Art World - /e
Pére Lachaise et la meére iy M, réincar-
nations du Génie des Carpathes et de
sa “scientifique™ chére moitié — Rrose
n'a pas l'intention de renoncer a pren-
dre son pied avec ses Moules Midlic.

A suivre..




Carolee Schneemann

Carolee Schncemann, 1988,
(Courtesy Emily Harvey Gallery,
foto Wilfnid Rowif).
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1963

Carolee Schneemann, Fowr Fur Cutiing

Bosards,
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Alln pagina scguente: Carolee
schncemann, Mear Joy,
Carolee Schneemann “Festval de la hibre expression™,
Eve Body, 1963 Parigi, 29 maggio 1964,







CAROLEE SCHNEEMANN FLUXUS

fluxus can be lots of fun when the boys let you on their boat

sometimes they throw you off the boat

you have to be NEAT all your words games philosophy

and things you make have to be NEAT (except for wolf and claes
they can smear their pages its o.k.)

if you dont wear underpants or show your pussy you get pushed
over the side (except not by jean-jacques philip larry or ben)

in england the boys gave me the fluxus boat to steer we

traveled with water ropes bricks milk shoes and blood

when i came home george wrote a bad letter about my crimes
operatic political sexual metaphoric motors caressing mess and
showing iy pussy i could always sneak onto the happenings boat
it was bigger with louder music and open all night

nitsch and muhl came there with their dead pets

it used to be fun making things with alison takako and yoko

it was o.k. if we rowed but not to steer

i dont know if charlotte's embrace of all of us was flux-us or not

sometimes no one can read labels in the dark

fluxus from the far east moved by neon light and ironed wedges right into

canal street i never saw them fighting for a window seat

gino and francesco always said we could all play together
that is because those italians dont want to listen

to two popes in one life time




Carolee Schoneemann,

Lp to and Including Her Limits,
“Trackings", Basel Art Fair,
13-20 giugno 1976.



Wolf Vostell
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Wolf Vostell, 9-No-dé-colllages, happening. Wuppertal, 1963. (Foto Ute Klophaus)
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Wolf Vostell, Your, happening
in Great Neck, New York, 1964,
(Fowe Peter Moore).
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Musik ohne Musik

Eckart Rahn

Von Musik soll dieser Beitrag handeln,
die mit oder ohne Anwendung her-
kimmlicher Kompositionsprinzipien,
mit oder ohne Benutzung her-
kémmlicher Instrumente, mit oder
ohne Interpreten im herkimmlichen
Sinne, mit oder ohne Emnbezichung des
Zufalls, aleatorischen, indeterminierten
oder mmprovisatonschen Elementen,
sowie mit oder ohne Einbezichung des
Publikums als bewubten oder auch un-
bewubBten Ausfihrenden gemacht wird.
Uber Musik, in der der Komponist
chenso zum Awus- oder Auffithrenden
werden kann, wie der Aus- oder
Auffithrende zum Komponisten, Uber
“offene”™ Musik also, in der nichts ver-
boten, dafir aber alles erlaubt ist.
“Music as music can”.

“Die Kunst hat i neueren Zeiten un-
gleich weitere Grenzen erhalten.” {Got-
thold Ephraim Lessing)

Schon seit einigen Jahren finden sich
Begriffe wie “Fluxus” (internationale
Kiinstlergruppe, der beispielsweise
George Maciunas, Nam June Paik,
Joseph Beuys, Emmett Williams, La
Monte Young, George Brecht, Jackson
MacLow, Dick Higgins, Benjamin Pat-
terson, Daniel Spoerri, Jean-Pierre
Wilhelm, Sylvano Bussotti und Toshi
Ichivanagi angehdren oder angehor-
ten), “Neo-Dada in der Musik”,
“Event”, “Action Music”, “Musical En-
vironment” und “Happening” in jeder-
manns Munde, ohne daB viele wissen,
was sie denn nun eigentlich meinen —
oft sind sich nicht einmal di¢ Leute, die
diese Begriffe peprigt haben, iiber die
Bedeutungsinhalte ihrer Wortschapfun-
gen im klaren. Die Konfusion findet
sich iiberall: Bei den Musikern, die ja
Interesse daran haben, mit dem, was sie
gelernt haben; auch weiterhin auszu-
kommen, bei den Kritikern, die ja

Interesse daran haben, mit dem, was sic
gelernt haben, aoch weiterhin auszu-
kommen, und, am schlimmsten natiir-
lich, beim Publikum. Ordnung in das
Chaos der neuesten (wie soll ich sic
sonst nennen?) Musik zu bringen, ist
unmaghch — zu schr ist alles im Fluls
begriffen. Und aullerdem: Wie sinnlos
st ¢85 doch, cetwas zu defimeren, das
sich selbst alle Freiheiten einrdumt und
sich dadurch gegen jede Festlegung
wehrt., Begniigen wir uns, anstelle nur
Verwirrung stiftender Definitionen,
damit, dalB ¢s sich hier um Musik hand-
elt, die... siche obhen.

“All the things that are... are musical.”
{Richard Crashaw)

Die musikalischen Revolutionen haben
bisher immer das vorhandene Material
beibehalten, wenn sie es auch kom-
plizierten und in andere Ordnungen
brachten. Heute aber wird das gesamte
“musikalische Erbe”™ nicht nur des
Abendlandes, sondern ebenso das aller
tbrigen bekannten Musikkulturen dber
Bord geworfen, und es weicht, Kennzei-
chen jeglicher manierisiischen Kunst,
der grenzenlosen Fretheit auf der einen
und der engsten Beschriankung auf der
anderen Seite, schrankenloser Emotion
auf der einen und dubBerster Redu-
Zicrung auf der anderen  Seite.

*.habe... ‘nichts mit Musik zu tun'’. Ob
das nun aus Unverstindnis oder aus der
Blickenge gestriger Avantgarde gesagl
wird — dagegen Argumente vorzubrin-
gen, lohnt sich nicht, es seil denn, man
wirde sich zu der absurden Annahme
entschlicBen, Komponisten kdnnten
kompositorisch etwas betreiben, was
nicht Musik wiire.” (Herbert Eimert)

“Jedes von einem Komponisten in einer
bestimmten historischen Situation kom-
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ponierte Werk ist als "Musik' zu akzep-
tieren.” (George Helke)

“Zum Beispiel ist die Frage, ob die
jingste Musik dberhaupt noch Musik
sei, objektiv bedeutungslos. Denn wel-
chen Musikbegnff, der mcht subjekbiv
wiire, konnte man fiir solche Frage als
verbindlichen Ausgangspunkt neh-
men?” (Jens Rohwer)

“Jedes, mit der Absicht, Musik entste-
hen zu lassen, bewubt organisierte oder
crkannte Ercignis ist Musik.” (Eckart
Rahn)

Der Text von George Brechts “String
Quartet™ lautet: “shaking hands”, Es ist
cinmal so aufgefithrt worden, dab die
vier Herren des Streichquartetts in
tblicher Aufmachung mit Instrumenten
auf das Podium traten, sich die Hinde
schiittelten und wieder abtraten. Was
ist das? Musik? Absurdes Theater?
Oder beides?

Es ist Musik! Erstens schon durch die
Ziglsetzung des Autors, der ndmlich,
¢in Musikstiick zu komponieren, und
gweitens durch die optische Wirkung
der Auffiihrung aufs Publikum. Vier
Herren, deuthich als “Musiker™ dentifi-
zierbar, in einer Konzertveranstaltung,
und sie filhren ein Stick auf, dessen
Bezeichnung es emdeutig zum “Musik-
stiick™ stempelt. Aber ist diese Kom-
position  dberhaupt ein “Streichguar-
tet™?

Hier wird schon viel Symptomatisches
deutlich: Auf der einen Seite das radi-
kale Sprengen aller bisher der Musik
gesetzten Grenzen, auf der anderen die
Beschrinkung auf das Allernotwen-
digste, das erforderlich ist, um e¢in
gewisses QOuantum an Information zu
vermitteln. Askese und Schrankenlosig-
keit reichen sich die Hand.

Wenn Adorno schon in Weberns Musik



gine “Tendenz zuom Verstummen™
notierte, so wird er hier das Verstum-
men hinden. Die Komposition “Danger
Music Number Six” von Dick Higgins
besteht nur aws ithrem Titel. Musik?
Aber es erklingt ja nichits? Dennoch
weist die im Titel des Stiickes verwen-
dete Vokabel “Music” eindeutig daraal
hin, dal man ¢ hier mit Muosik zo tun
hat — mit Musik zum Lesen oder viel-
leicht auch mit Musik zum Dran-
denken, wenn man spazierengeht.

“Man weicht der Welt nicht sicherer
aus als durch dic Kunst, und man ver-
kniipft sich nicht sicherer mit ihr als
durch die Kunst.,” (Johann Wolfgang
von Goethe)

In Gyorgy Ligetis, “kollektiver Kom-
position”, betitelt, “[he Zukunft der
Musik”, funktioniert dagegen die Stille.
Ligeti, der einen Vortrag iber “Die
Zukunft der Musik™ halten sollte,
agierte nur mittelbar auffihrend. Er
beobachtete, benutzend eine Stoppuhr,
cine Tafel und mehrfarbige Kreide, das
Publikum, das, thn wicderum beo-
bachtend, den Vortrag erwartete und
daber, wenn auch unbewulit, durch
seine mannigfaltigen Reaktionen selbst
ein Musikstick auffihrte, eben eine,
“kollektive Komposition™.

Dieter Schnebel: “Es ist nimmer ge-
hewer in der Musik. Das Argerhiche in
thr aber ist ein Mal dessen, daB es auch
anderswo und insgesamt nicht stimmt.”
Verquere Musik in ¢iner verqueren
Welt? Adorno (schon wieder Adorno)
hat geschrieben, daB heutige Musik
durch die Erfahrungen von Auschwitz
und Maidanek gegangen sein miisse.
Wenn dicser Satz stimmt, dann entsteht
chen Musik, die dazu zwingt, “die
Augenbrauven hochzuziechen™. Kunst
dieser Art hat nicht nur einen auleror-
dentlichen dokumentanschen Wert in
soziologischer Hinsicht, sic bewirkt
auch Tieferes: “Erregen durch Schock-
wirkung und Anreiz zur Entritselung.
Dabei kann es geschehen, dall sie zum
Verstaunen verfithet und zu heilloser
Verrditsclung” (Gustavy René Hocke)).

*Es gibt im 20 Jahrhundert keine Reife
der Kiinstler mehr.” (Heinz-Klaus
Metzger)

Die Reaktion des Hirers (kann man
noch mit dem engen Begriff “Horer”
operieren?) auf solche Musik beruht
meistens daranf, dal er skandalisiert

ist. Dazu aber gibt es Kritiker, die nicht
bereit sind cinzusehen, dal ihr konven-
tionelles Musikwissen ihnen nicht
immer weiterhilft. Und wer lernt schon
gerne um? Es bleibt also dabei: Was,
gemessen mit den zur Verfiigung ste-
henden Kriterien, schlecht abschneidet,
ist auch schlecht. Dabei kommt es
schon fast dem Gemeinplatz gleich,
wenn man abermals darauf hinweist,
dall da oft versucht wird, Liter in Me-
tern zu messen., Vor drei Jahren
bezeichnete Wolf-Eberhard von Lewin-
ski die Musiker, die er bei den “Fluxus-
Festspiclen Neuester Musik™ 1962 in
Wiesbaden Kennenlernte, in der Ham-
burger Tageszeitung “Die Welt” als
“Abfallmusiker”. Er durfte es noch.
Heute verdffentlicht Lil Picard regel-
miBig ithre Kunstberichte in der
“Welt”, und ecben dieselben Leute kom-
men weit besser dabei weg. Nicht ein-
mal mehr vom “Experiment”, das ja
immer ein wenig Abfilliges in sich
birgt, ist mechr die Rede, sondern
schlicht von Kunst. Und niemand hat
mehr etwas dagegen. Was der Bauer
nicht kennt, das frilt er nicht? — der
Volksmund schemt recht zu behalien.
Lingst ist der Schrecken verflogen, der
1962, als dieser Artikel schon hiaue
geschricben und verdffentlicht werden
miissen, die Musikkritik nach den
Fluxus-Festspielen - Wiesbaden und
Drisseldorf erregte.

“Sie wollen dir weismachen, das Reich
der Kunst sei von einer Grenze umge-
ben. Aber, Menschenskind, die Kunst
hat keine Grenzen.” (Charlie Parker)

Unsere heutigen Musiker, zeigen
Zustiinde und Prozesse. “Sie photo-
graphieren die hoffnungslose Welt”
(Max Bense). Indie dafiir mogen die
zahllosen Kompositionen scin, die
unter dem Aspekt der Unauffiihr-
barkeit geschricben sind, Nicht etwa,
weil sie schwierig seien, weil die Kom-
pomisten gedacht hitten: “Was schert
mich Seine Geige, wenn der Genius
aber mich kommt” (Ludwig van
Beethoven), sondern weil das Material,
das sie bieten, fiir sich noch keine
Musik zu provozieren vermag., Nur
noch durchs Lesen der oft kiirglichen
Partitur gewinnen sie ein wenig Leben,
aber musikalisches? La Monte Youngs
“Prano Piecce for David Tudor Nr. 37
besteht pur aus dem Satz: “Most of
them were very old grasshoppers™. Al-
lein durch seine Existenz ist das (noch)
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kein Musikstiick. Es wird zur Musik,
wenn der Auffithrende musikalische
Potene, investicrl, um ctwas ginzlich
Meues entstehen zu lassen. Wenn
jemand dieses Stick in der Art cines
bereits bekannten auffiibret, kann sich
der Komponist von der Auffithrung dis-
tanzieren: Es ist dann nicht La Monte
Youngs Stick. Denn hiitte er etwas be-
stimmies komponieren wollen, so hiitte
er es getan. Der Satz steht fir die
Aufforderung, alles bereits Vorhan-
dene auller acht zu lassen. Der
Zuhorer, der mit fir ihn villig un-
bekannter Musik konfrontiert wird,
erlebt die Verlagerung des Komposi-
tuonsvorgangs im Augenblick der
Auffithrung mit, den “Prozel der
Formwerdung” (Irmin Schmidt). Der
Autor liefert kein fertig komponicrtes
Stiick mehr, nicht einmal mehr das
Maternial fur die Authithrung, sondern
nur die Maoglichkeit, ein neues Musik-
stiick entstechen zu lassen.

“la, rief der Vortragende, es licge im
Wesen dieser seltsamen Kunst, dall sie
jeden Augenblick imstande sei, von
vorn zu beginnen, aus dem Nichis, bar
jeder Kenntnis ihrer schon dur-
chlaufenen Kulturgeschichte, des durch
die Jahrhunderte errungenen, sich neu
zu entdecken und wieder zu erzeugen.
Dabei durchlaufe sie dann dieselben
Primitiv-Stadien wie in ihren histo-
rischen Anfingen, und kdnne auf
kurzer Bahn, abseits von dem Hauptge-
birgstock ahrer Entwicklung, einsam
und unbelauscht von der Welt, wunder-
lichste Héhen absonderlichster Schin-
heit erreichen.” (Thomas Mann)

Authentische Musik als Dokument
ciner Zeit scheint mir kaum noch
anders moglich zu sein. Wo alles
zerstort wird, kann nichts Fertiges mehr
geliefert werden, Der Gedanke an 30
Starfighter-Abstirze, die man hiitte
vermeiden kdnnen, verweist die
Hoffnung auf Melodie in eine Traum-
welt fern aller Realitit “Engagierte™
Musik, soll sie Entsprechung der Zet
scin, in der sic entstand, kann nicht
mehr “Hoch auf dem gelben Wagen™
simgen, im Bewubtsen, dall “der Unfall
im Auto mit vorbeifihrt™ (Wolf
Vostell).

Einer Musik ohne diesen Realitiits-
bezug fehlt es an Aunthentizitiit, und sei
¢s, daB der Realititsbezug nur insofern
vorhanden ist, als Musik den Hoérer
einen Zeitraum bewuBter, erleben 1iBt.



Hier liegt der Grund, warum heute so
oft dem Sinn emnes Instrumentes wider-
sprechende Aktionen mit ihm aus-
gefithrt werden: Emne absurde Aktion
weckt den Beobachter durch die da-
durch ausgeldste Schockwirkung, Und
je aufgestirter man ist, um so intensiver
erlebt man die Zent. Es gilt, dem Kun-
stkonsumenten die Augen zu 6ffnen.

“Fiir die Neue Kunst ist noch kein Ver-
braucher da. Er mull geschaffen wer-
den.” (Kasimir Malewitsch)

Die dsthetische Basis dieser endlich
cinmal wirklich “neuen” Musik ist nicht
nur einfach, sondern auch durchaus
einleuchtend. Analogien zu anderen
zeitgendssischen Kinsten sind sofort
erkennbar: Der Weg von der Abstrak-
tion zum Neuen Realismus, in dem die
Dinge nicht abgebildet, sondern soliert
von der gewohnten Umwelt gezeigt
wernden, findet seine Entsprechung in
der Musik. “Musique concréte” wird
Zur “musique pure’.

“Uns wird viel groBerer GenuB aus der
Kombination der Gerdusche von
StraBenbahnen, Automobilen und der
geschiftigen Masse als aus dem
Wiederhiren der Eroica oder der Pa-

storale.” (Luigi Russolo)

Was in der konkreten Musik, im An-
schiull an die Bandaufnahme, verfrem-
det, gemischt mit anderem, kurz, was
“verarbeitet” wurde, wird nun verselb-
stindigt gelten gelassen — im Sinne
eings extremen Bruitismus. Ein Beispiel
mag das verdeutlichen: Alte Musik
hitte das Motiv “Tirknarren™ mit Hilfe
von Instrumenten nachgebildet, Musi-
que concréte hitte das Tarknarren auf
Band genommen und mit mehr oder
weniger komplizierten technischen
Manipulationen eine “Etidde aus Tiir-
knarren” produziert, heute nennt ein
Komponist ein Stiick einfach “Tiirknar-
ren”. Aber ist Tirknarren Kunst?

Woll Vostell: “Als Kunst sehen, was ich
als Kunst sechen will.”

“Wozu einfaltig hinter uns schauen 1m
Augenblick, da es notwendig st die
geheimnisvollen Tiren des Notwen-
digen zu durchbrechen? Wir preisen
die bunten und polyphonen Brandun-
gen des Getriebes in den modernen
Grofstidien, die nichtliche Vibration
der Arsenale und Baustellen, die
Bahnhdfe, die Hittenwerke, dic

Briicken, die Lokomotiven. Der Menge,
den groBen Industriebetrieben, den
Ziigen, Ozeandampfern, Panzerkreuz-
ern, den Automobilen und Flugzeugen
dic musikalische Seele schenken.” (Fi-
lippo Tommaso Marinetti)

“Der Flugplatz als Konzertsaal”, das
war ¢ine der Szenen aus Wolf Vostells
Happening “In Ulm, um Ulm und um
Ulm herum”. Das Publikum das mit
Bussen zu emnem Militir-Flugplatz in
der Niahe Ulms gebracht wurde, be-
wunderte aus unmittelbarer Nihe die
pebindigte Kraft der modernen Diisen-
trichbwerke, und fast alle, die ich nach
thren Eindriicken fragte, bestitigten
mir, dall sie auch ohne die im Titel
dieser Szene provozierte musikalische
Assoziation sofort an ein musikalisches
Phianomen gedacht hiitten. Hier werden
musikalische Elemente nicht mehr im
Kontext emer “Kom”-position verar-
beitet, sondern die Realisation einer
einzelnen Idee wird zum Stick, das
dann, durch die gedankliche Reaktion
des Publikums, in die Realitit ver-
woben wird.

“1 think the difference is in the me-
chanical sounds of our time. Like the
sound of the airplane in the Forties was
a rrrrrrroooooaaaaaaahhhhhhhhb-sound.
hh-jet-sound. It's the mechanical
sounds of the era: the sounds are differ-
ent and so the music is different. [ trust
everything will turn out allright.” (Jim
McGuinn)

Was hier an kompositorischer Leistung
vorhegt, 15t so leicht nicht zu beur-
teilen. Immerhin ist der Einwand ma-
olich, dall es der Organisation eines
Happenings nicht bedurft hitte, um
einen derartigen Effekt zu erzielen.
Wenn aber dadurch dem Publikum die
Augen geofinet werden und es beginnt,
dic Realitit als Happening, als Kunst
aufzufassen und umgekehrt, dann ent-
fallt die Notwendigkeit, Happenings zu
veranstalten. Sie hitten dann allerdings
thren Sinn erfillt.

“Plitzhich, eines Tages, schien es mir
klargeworden, dab dic Entfaltung der
Tonkunst an unseren Musikinstrumen-
ten scheitert.,” {Ferruccio Busoni)

Ein Komponist schreibt kein in sich

fertiges Stiick mehr, das eine, mehrere
oder viele Moglichkeiten zur Auffith-
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rung in sich birgt, sondern er stellt vor-
fabriziertes Material zur Verfiigung.
Und oft nicht einmal mehr das. Es
bleibt der musikalischen Potenz des
Auffihrenden dberlassen, ob aus dem
Material cin (gutes) Stiick wird, oder
ob es beim Material bleibt. Der Auffih-
rende kann unter Umstinden mehr
kompositorische Arbeit leisten als der
Komponist,

Mauricio Kagel berichtet tiber eine
Auffithrung des "Poem fiir Tische und
Binke” von La Monte Young: “Auber
der physischen Behandlung des Instru-
mentariums und einem Zeitplan fiir die
Einsitze ist fiir die Darbictung nichts
weiteres bestimmt. Die Dauer wurde
auf 15 Minuten und die Zahl der
Ausfihrenden auf 6 festgelegt. Dic
Mitwirkenden (mahmen) sechs hohe
und schwere Staffeleien und schleiften
diese, leicht umgekippt, langsam in ent-
gegengesetzter Richtung durch den
Raum. Eine Ebbe und Flut grofter
Lautstiirke war das Resultat, so etwa
wie eine Mischung von tief filtriertem
Rauschen mit unmdoglicher Flatter-
zunge von Blasinstrumenten, Dies war
wirklich ¢ine echte Brettlmusik, ¢in un-
gcheures akustisches Erlebnis, das
durch den seltsamen Anblick nicht
gestort wurde. Die Einformighkeit — die
Staffeleien wurden nur immer gezogen
und selten von den sechs Ausfithrenden
gleichzeitig — machte sich in der neun-
ten Minute bemerkbar; etwas spiiter
wurde es sogar unertriglich, um am
Ende — viclleicht durch die an-
dauvernde Monotonie — wieder an
Interesse zu gewinnen. Ob dieses Poem
von La Monte Young die Voraus-
setzungen eines Musikstiickes besitzt,
steht hier nicht zur Debatte, aber die
Dwurchfithrung dieser Neuerungen halte
ich fiir notwendig. Vielleicht kénnte
man den Autor eines absoluten Man-
gels an Kompositionsleistung beschul-
digen, und micht zuletzt, weil der
bezaubernde Klang nicht von ihm de-
finiert war.”

Kagels Einwand 15t allzulewcht zu wider-
legen: Klang bedarf in solcher Musik
keiner Definition. Neuweste Musilk
wehrt sich gegen Festlegung, wehrt sich
dagegen, als Monument ihrer selbst von
spiteren Generationen reproduziert
werden zu konnen — darin sehe ich
thren Verdienst.

Kagel schreibt, das Erlebnis werde
durch den “seltsamen Anblick”™ nicht
gestort, Kann man La Monte Youngs
Musik noch mehr milverstehen? Der



Anblick, die absurde Aktion, mit nicht
zur Musik gehorenden Gegenstinden
dennoch Musik zu machen, 15t un-
abdingbarer Bestandteil dieses Stiickes.
Und speziell in dieser Auffihrung ist
cing Definition des Klanges kaum mo-
glich gewesen, da doch ein “Poem fir
Tische und Binke” mit Hilfe von Staf-
feleien aufgefihrt wurde.

“*Man bringt Musik hervor, die so ist,
als gabe es sie nicht mehr — Musik
nach dem Ende von Musik.” (Dieter
Schnebel)

Solche Musik st Zeitdokument, ohne
dadurch zum Monument zu werden.
Zeitdokument nicht nur im soziolo-
gischen Sinne, sondern auch im abso-
luten: Dokument der Zeit, in der sie
entstand. Sie ist nicht reproduzierbar,
allenfalls durch Film und Tonband kon-
servierbar. Die Spannung im Augen-
blick des Entstehens einer Musik, die
keiner kennt, ist unwiderbringlich ver-
loren. Sie 15t Improvisation im kon-
sequentesten Sinne. Wo keine Zeit ist
fiir Monumente, ist nur noch Zeit, dig
sich selbst dokumentiert, indem sie zu
Musik gerinnt. Wer erkennt, dab
“Musik keine Aufgaben hat als die
threr schénen und nutzlosen Existenz”
{H.H. Stuckenschmidt), braucht keing
mehr zu machen. Dalk er dadurch die
Schlinge nur noch fester zuzieht, ist ein
weiteres: Wenn einer die zu Musik ge-
wordene pure Zeit akzeptiert, hat er

Da Hans Sohm, Happening &
Flrevus, catalogo della mostra al
Kolnischen Kunstverein,
Coloma, 1970-71.

einen neuen Musikbegriff geschaffen,
den es abermals zu ersetzen gilt.

Nam June Paik: “Das Klavier ist ein
Tabu; ¢s mull zerstort werden!”
Wohin das fihrt? Stuckenschmidt
ahnte ¢s, als er 1955 in dieser Zeat-
schrift schrieb: “Da es sich als unmd-
glich erwiesen hat, Musik fir jeder-
mann zu schaffen, sollte man sich um
ihren Gegensaltz bemiihen. Eine Musik
gegen jedermann, den Kreis poten-
tieller Liebhaber bewult auf den
Nullpunkt einengend, wire ein viel-
leicht paradoxes, aber psychologisch
und dsthetisch gleichermalen interes-
santes Ziel. Sie wiire vorzustellen als
objektiv “hiblich’, unertriaglich dis-
sonant, panischen Schrecken ver-
breitend, in ihrer abstolenden Kraft
unabhiangig von Milieu, Tradition,
nationalem, lokalem und subjektivem
Geschmack”,

Das Ergebms: Nam June Paiks “Creep
into the vagina of a living whale!”™ —
Musik, die dazu angetan ist, dem unbe-
darften Musikkonsumenten das Gruseln
zu lehren. Paik, der dhnlich wie Cage
mit Tudor, mit der amerikanischen
Cellistin Charlotte Moorman die Welt
bereist, das Repertoire 1im Gepick,
komponiert Musik mit zwer Seiten: Die
schockierende, durch thre Widerwirtig-
keit faszinierende und die poctische,
zarte, unhdrbare, die sich in Sticken
wi¢ dem von Fermaten und Wieder-
holungszeichen umgebenen Haupt-
“Satz” “Count the waves of the Rhine™
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manifestiert. Dick Higgins, Prototyp
des cleveren Amerikaners, sicht in der
Musik nur einen Teil seines Schaffens:
vieles tendiert zum Theater hin und zur
Literatur. Seine Musik, es gibt eine
serie von “Danger Musies”, 1st ironisch,
oft einfach lustig, oft einfach nicht
auffithrbar. Higgins komponicrie ¢cinen
ganzen Band “Non-Performance
Pieces”. Seme “Danger Music Number
Four” lautet: “28 + 23 = 51", Fallt
Ihnen etwas cin? Und dic “Danger
Music Number Five” von Dick Higgins
15t “by Nam June Paik”. Das ist Musik,
die sich hoffend gibt auf di¢ Inspiration
derer, die sie auffihren mochten.
George Brecht und La Monte Young
schreiben so meditative Sticke, so re-
signierte Musik, daB erst hier der oft
zinerte Satz von der stenographischen
Musik paBt: Brechts “Organ Piece”
lautet “Organ”. Fillt Thnen etwas ein?
Und La Monte Youngs Komposition
“Two Sounds” besteht aus eben diesen
beiden Wortern, Fillt Thnen etwas ¢in?
“This piece is little whirlpools out in
the middle of the ocean.” La Monte
Youngs “Composition 1960 Nr. 157 st
Musik, die man sich nur vorstellen
kann. Wie schr sich da Musik vom
Horen entfernt hat und sich als ab-
strakter Begriff verselbstindigt hat,
kann man daraus ersehen, dalb Dick
Higgins cine Komposition “Music for
the Ear” nennt. Musik fiirs Ohr mul
erst dann so genannt werden, wenn si¢
nicht mehr selbstverstindlich ist.




Mutations of the Vanguard

Pre-Fluxus, During Fluxus, Late Fluxus

Henry Flynt

1. Introduction

Fluxus, as it s remembered today, grew
out of an an of insignificant and sifly
gestures due mainly to George Brecht. It
took shape as a club for {art)ificial vaude-
ville — vaudeville which might require
nvedos and a grand piano as props. It
turned also to the production of diminu-
iive objects exemplifving an esthetic of
grunginess; aoften these objects were meant
for mechanical manufacire. In the Siv-
ties, Fluxus was treated as marginal in
comparison with the big artisis of the day
fa number of whom had had fleeting
connections with Flueus). In the Eighties,
due to the efforis of René Block and of
Sthverman/Hendricks, Fluxus aclieved
statwre as “fust ant”, suitable for legitimaie
musenm shows,

The founder of Flious, George Maciunas,
began the magazine which would become
the Fluous vearbook or vearbox after his
AG Gallery closed in 1961 From 1961,
Maciunas was a fan of academic cultire
and moderate modemism  (pre-Barogue
music, Musorgsky, Pierre Schaeffer). In
American slang. Maciunas was a stone
squiare, Bue by mid-1963, Maciunas had
shifted to a position of hostility to respect-
able cultvre — on a basiz of radical unpre-
fentiousness which was supposed 1o ac-
cord with Left politics.

Maciunas’ preference for unpretentious-
ness was received by the art world as
harless — and merely had the effect of
making Fluous marginal, But Maciunas
and [ led iwo demonstrations against
Stockhausen in 1964 which were a differ-
ent matter. I did not think the demonstra-
tions were Fliews events; but they are
remembered as such today. The demon-
sirations shocked the avant-garde, splic-
ting Fluxus and reverberating in the livera-
tire on Fluxus, In 1965, Maciunas puh-
lished my far-Left pamphiet calling for a
reconstruction of culture which would

eliminate high ant and bowrgeois enter-
tainment. This pamphles, ironically, was
claimed by Flious while being poincedly
gnored by L

In the process of transforming Floos into
a reiterated museum exhibin, there has
been an asionishing amount of manipula-
tiont of Fluxus history — all out of propor-
fion, one would think, 1o the weight of the
subject, All radical claims — aside from
mere unpretentiousness — have been
stripped  from  official Fluxus. Also, a
genuine Fluxus offshoot such as the
Neoists- has been blocked from official
Flivus because ity members are under-
grounders rather than money artisis.*

But the manipulation of Fluws history
ivalves deeper matters than this. As 1
said, Fleves was inspired by the work of
Ciearge Brecht - the earliest began in laie
1961 by 1963, Maciunas had crvstallized
what s known today as Flous, One
manipulation of history has been o ex-
tend Floaes back before these evenits, not
cnly 1o appropriate the La Monie Young
circle and the John Cage circle, bur 1o
imply that Firxus is the only offshoor of
Cage, and to imply that Flous is virteally
the same thing as the tadiion of the
avant-garde. Maciunas has even been
given credit for orgamizing the appear-
ances of the Young circle at his AG Gal-
lery, and for organizing the contributions
fo Anthology. Yer Young had begun re-
ceiving contribulions for what was sup-
posed 1o be Beatitude East before e met
Maciunas; and [ know personally that the
appearances of Young's colleagues at AG
were el Macinnas' choices. (s on re-
covd that Maciunas was contemptuous of
the presentation [ did. )

! have been asked 1o begin this survey with
Cage, because some of his students be-
came fornding members of Fluxus — and
to uncover the phase of the New York
avant-garde which immediately preceded
Fluxus, and which has been submerged by
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Fluxus expansionism. That I will do. Bus
! wilf write abowt the avant-garde, and
about the Cage and Young phases, be-
canse they are important in themselves.
They are not where Fluvus begins,

{ consider that the avani-garde staried
with the writer Marinetti (First Futurist
Manifesto, Paris, 1909). The avant-garde
i a pronounced curiosily in bwentieif-
certery Enrope. Marinetti, presupposing
the rofe of the antist as the master of stvle,
sensibility, and uwseless experience = and
intowicated with continual technological
change and mass politics - called for the
eracicarion of all inherited culture. At the
samte time, hte called for a culture of noise
and absurdity. The Dadaists introdicced
anciher twist cduring World War I Fleeing
to Switzerland to escape the first global
war, they amnounced that the war re-
vealed Europe’s civilization to be merde.
Somehow, then, the carryving owt of imper-
tinent and insignificant gesiures by difes-
tanfes was going to seitle accounts with
the failed civilization,

A remarkable fearre of the avant-garde
was ity abifity fo atiract representation
from every position on the political spec-
rrum: Fascist, bourgeois-liberal, Com-
ratindst, This suggests that the avani-garde
expresses sommething stubbornly ingrained
it mendern Evrope.

Skipping past Duchamp (whom I con-
sider overrated ), and action painting, we
come (o another twist, Senal music -
which is more like constructivisrn than
Dada - begins to be thought of as avans-
garde: presummably because iis elaboration
of musical technigque, in analogy with
scientific development, is caried fo a
point which seems outlandish. For the
first time, then, technical elaboration and
artificiality are accepled as avani-garde.
This prepares the way for Cage, a figure
who is supposedly infinitely radical for-
mally — withowt any artistic aims beyond
ritisic and withour any political aims.



Henry Flynt, 1988,
(Courtesy Emily Harvey Gallery,
toto Wilfrid Rouff).

100



Yves Kiein poses a different problem. His
career peaked at the same time that Ca
became well-known, 1958-62. Klein's
showing of an empty pallery,® his one-note
symphony, his use of nude models as
paintbrushes were all important notches
in the avant-garde’s belt. But when a body
of work consists entirely of publiciry
stunts, it diverges from the thoughtful
quest which I wish to write abour,

Klein and the New Realists could be
taken as the start of another development
which looms beside the events | will write
abowt. Beginning in the Sivies, high an
was permanently affected by the avani-
garde. Another name for this development
is concepiualism,® art with an idea. It has
become obligatory for high art to have a
radical gimmick. But this is problematic:
the radical gimmick is belied by the ar-
IS5 wtter careerism; the gimmick is in-
cluded because it is a professional require-
ment. In the nineieenth century, the artist
had to provide the collector with a thrill of
uninhibited sex. While the artist still has
that role today, priority has shified to the
provision of a thrill of radicalism,

It is a eritical commonplace to focus on
the early avani-garde, and 1o view it in
exclusively sociological terms. One can
then debunk it as a scandal, a cataclysm
for dilettantes, for rentiers Ve well:
and the early avani-garde’s democratic
claims were a fie - it was élitist, presup-
posing the continued importance of bour-
geois culture in order io thumb a nose at
i But this critique fails to grasp thar all
high art must now employ avami-garde
Restures, And equally important, what of
those whom the avant-garde was a
thoughtful quest? I shall explain thar the
avant-garde allowed extraordinary new
tdeas and possibilities to be formulated. It
this is not a truism, then it is because the
art world has chosen not to emphasize
these aclievements.

The following definition of avant-gardism
Beneralizes the developments, from the
carly twentieth century to Maciunas,
which I wish to write about,

Avant-Gardism

To make ant formally more difficud, in
analogy with scientific advances.

To subvert or discard ant forms on the
grovunds that they are socially obsolete,
To disintegrate ant through attitude (inten-
frene ).

To attempt to anificially produce ingenue-
OUS expenence.

To pass beyond an, in favor of new intel-
lectual enterprises or the program of a

radical society in which a sensibility is
realized in life.

Fluus historicizing, by assimilating earfier
and collateral developments 1o Fhos,
suppresses the main achievements of the
avant-garde, or else garbles them. Cage's
circle approached music in a heavily com-
putational way, and emphasized refine.
ment to the point of preciousness. Fluxus
was not Cage’s only offshoot; nor was if
the only sponsor of posi-Cage concerts,
The 1960-62 New York avami-garde -
actually the Young circle - was markedly
“conceptual” in a sense related to my
concept art. None of these features — the
refinement, elegance, intellectuality — was
affirmed by Maciunas’ program for
Fluxus. At the same time, the € age and
Young circles had nothing of the demand
fer palitical reconstruction of culture, or
for unpretentiousness, which Maciunas
mcorporated in Floas., Meanwhile, all
high ant incorporated avant-garde ploys;
and other tendencies besides Fluxus
sought the political reconstruction of cul-
fure. (i’s not my problem, by the way,
whether Bewys was Fluvws or had his own
RIOVENEnE. )

Despite the importance of keeping the
differemt schools separate, it is true that
they run together in a period as short ay
Jour vears, and that a number of fieures
begin as Cage followers and end as Ma-
cinas colleagues, Moveover, in the forr-
mative years, the schools had a theme in
commaon. A screaming claim o be new
(along with an attempr 1o dictate the
definition of the terms “new™ and “avani-
garde”) was made by one or more com-
manding figures in each school So the
process of capturing and redirecting the
nodion of newness was central to the
schools in guestion.

The strength of the claim of newness, and
also its limitation, was that it was highly
parochial. Sex (and violence) in art — for
centurtes a concomitant of art’s bohemian
role — was not counted as new by the
leaders. What was demanded was a
thoughtful inteni, free of pandering.
Avant-garde meant a thoughtful, cerebral
unravelling of art - a search for artificially
ngenuous experience. Aside from the in-
dividual achievements of the avant-garde,
its blanket use of the term “new” in this
way is dated when it is compared with the
clerent acclaim for a Cindy Sherman or
Shemie Levine, say. The claims of new-
ness were parochial from @ number of
standpoints. By what right is an insignifi-
cani gesivre ever cafled new? And then we
have Maciunas' 1964 lewter 1o Tomas

1]

Schmit on Fluxus objectives and ideology.
Maciunas seems to picture a performance
of Brechi’s Exit
WORD EVENT
® EXIT
G. Brecht
spring, 1961
as amounting to a realization of world
revolution. Well, ironically, this esthetic of
inconseguentiality did undercur East
Evropean regimes = the ones which Ma-
citnas supported. But Maciunas® placing
of Exit on the same level as revolution
was notf only wacky, bus demeaning,
The frantic competition 1o be the newest
has to be recognized as sincere in order 1o
understand what people did at the time fn
question. Official modern art wag
sincerely dismissed as mere pomposity by
the circles in question. And the avam-
garde was conducted in a messianic way,
Each leader sought to consolidate the
group which was defined as the dernier
cri - while suppressing those cansidered to
be laggards. In 1960-61 in New York, the
rode of solidifying the new wave was as.
sumed by La Monte Young. The main
swceess of this crusading was to convert
Maciunas from a stone square to a rather
slapelash extremist. Then, by 1962, Ma-
ciunas began the crusade o solidify the
avani-garde under his exclusive comirol.

2. Pre-Fluxus: the Young Circle

Toward the end of the Fifties, music ac-
gquired an avant-garde role which it had
not previously had, Modern classical
music had a prestige with the cultural
public which it subsequently lost. That
very eminence might seem to disqualify it
as avant-garde. But the point was that
musical composition required an expertise
comparable fo scientific training, The
European notions of laws of music and
scientific progress in music were iaken
sertowsly. Babbit, Xenakis, Stockhausen,
Cage, and their colleagues were engaged
in a frantic race to field the most radical
music - rather like the race to the moon,
Against this background, scores of Cape's
such as Music Walk (1958) seemed at
the time to be so original - and so arifi-
ctal — that they might have fallen down
from Mars.

Cage initiated a nusic of calculated ran-
domness with e.g. Music of Changes
(1951). He supported his approach with
an esthetic of indifference which he
ascribed to Zen. His compositions, and
thase of his colleagues, presupposed a
quasi-scientific analysis of music as noth-



PARAGRAPHS, QUOTATIONS, AND LISTS

kicking a can, walking, eating a banana, kissing,
urinating, tight shoes, pipe-smoke, splinter-ache,
branch-shadows, water running, newsprint, itch

Donald O'Connor. Walter 0'Keefe, Laurence Olivier.
Nancy Olson, Vivienne Osborne. Maureen 0'Sullivan,

suitcase events, bathtub events, gallery events,
outdoor events, refrigerator events, bumping-into-
something

"Art is not the most precious manifestation of life,
Art has not the celestial and universal value that
people like to attribute to it, Life is far more
interesting," ( Tristan Tzara )

cowbird., blackcap. bluebird, reedbird., stork.
All emotions allowable, even boredom,

"Nature creates all bkings without erring....It is

calm and still....It tolerates all creatures equally,...
Therefore it attains what is right for all without
artifice or special intentions., Man achieves the height
of wisdom when all that he does is as self-evident as
what nature does." (The I-Ching, or Book of Changes)

ebony, deodar, lime, savin, elm, pine, larch,

Spring, 1961
G, Brecht




ing but a collection of sounds defined by
frequency, amplitude, duration, and over-
tone specirum (Silence. p. 80). As Cage
to indeterminacy in the late Fifties,
his music assumed a structural artificiality
unlike anything in the past. The score was
produced by a process which could not be
inferred by the performers unless the com-
poser divilged it. Performers had to carry
owl a sort of computation, involving free
choice, in order lo ascertain what sounds
they would make. In the course of this
process, a single sound’s  beginning and
its length were determined in different and
wuncannected patierns. What the audience
heard, finally, was an exiravagarnt sound-
assermblage which could not be re-per-
formed and which gave no clue as fo ity
intentional organization.
Cage was not shy about taking a crusad-
ing role. He redefined newness in such a
way that the preceding avant-garde was
rendered passé. “This decision aliers the
view of history[!], so that one is no longer
concerned with tonality or atonality...”
(Silence, pp. 68-69.)
As Cage purswed his esthetic, music be-
came an attitude of listening. which could
fuust as well be directed 1o environmenial
sounds. There had been his silent piece in
three movements, 4° 33" (1952) = which
was performed as a piano piece, but could
have been performed by any ensemble. So
4" 33" prefigured compositions in which
the performers’ role was indistinguishable
from the audiences’,
Cage'’s pronouncements in the period in
question seemed fo say that only fistening
and the environment were necessary for
music, that composers and professional
instriementalists were passé. At the time, |
ook this as encouragement (o question
the very legitimacy of an.® Also, Cage’s
Juniors acknowledged and echoed these
dicta. And yet Cage remained a pro-
fessional compaoser, he encouraged others
to be professional artists, and his students
became career professionals. Relative to
the wssues | am stressing in this survey,
seemingly extreme proclamations which
are noi acted on (and in hindsight, were
not even meant) are very trouwbiing. I am
sure thay Cage has been, by his lights, a
sincere person - an industrions person
whe bore up under a lot of ridicule. What
are we o make, then, of the presence of
intimations of the end of art in the stances
of career artists, intimations which twm
ouwt to be nothing of the son? In Cage's
case, it does not appear possible to argue
that he was moving foward a break-
through in 1960 from which he sub-

seguently retreated. But this problem in
arfisis’ biograplies will appear again in
this review,

Some of Cage's students in the Fiftees
became charter members of Flous. Jack-
son MacLow began transferring Cage’s
chance procedures to poetry - yielding a
more computational or artificial concrete
poetry. In 1958, Cage taught a composi-
tion class at the New School for Social
Research, whaose story has often been told.
Participants included Allan Kaprow, Dick
Higeins, Jackson MacLow, Al Hansen,
George Brecht, Toshi Tehivanagi, Scon
Fivele, Richard Maxfield.

There were post-Cage developments in
New York in 1959, Allan Kaprow's 18
Happenings in Six Parts, for example,
was presented at the Reuben Gallery, 61
Fourth Avenue. Happenings - a sort of
plotless theater - had been prefigured by
the “concerted action”™ which Cage had
presented ai Black Mountain College in
1952,

Another 1959 event at the Rewben Gallery
was George Brecht's show, “Toward
Events”. Brecht evidently was directly in-
fluenced by Cage, but immediately moved
beyvond Lﬁg:s exclusive emphasis on
music. | do not find Brecht sympathetic,
becanse his work s deliberately and re-
lenilessly prosaic. Nevertheless, Brechi's
factual importance in these developments
is undeniable; and 1 will return to him
when f reach varly Fluxs,

Already in 1959, though, there &5 an an-
ticipatory development which must be
mentioned. Musical scores begin to ap-
pear which consist of short verbal texts.
There is, for example, Brecht’s Time-
Table Music (Swmmer 1959).° This piece
is performed in a railway station by sep-
arated who use the station’s
timetables to determine when 1o make
sounds - withowt declaring to passersby
that a performance is occurring.

After I became involved in new music, |
remember walking through Harvard Yard
and seeing a man positioned at the comer
of a dormitory, seemingly attentive, but
not visthly doing anyihing. The thought
occurred 1o me that he might be partici-
faxding it @ mew music performance whose
existence was not announced. Well,
Brecht’s Time-Table Music is such a
plece. Cage had pointed owt that we are
surrounded by invisible electromagnetic
broadeasts. But at that time it seemed that
we were also surrounded by sounds that
might or might not belong 1o composi-
tions, and by actions that might or might
not be controlled by unannounced per-
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formance plans.,

Ar whar point is o certain that structure or
purpose exists? In 1960, that seemed to
dissolve o the nondescript  swrround-
ings. That contribeted to my sense that we
were abowt to pass bevond all culture
which officially existed.

Let me mention that Dick Higeins also
has a published one-paragraph text score,
Constellation No. 1, which s from July
1959,

There is another point in Brecht to which
I wish to respond, and 1 prefer to do so
here, even though & means getting ahead
af sy story. Inoan Grterview published in
Art and Artists, Ocraber [972 Brech
saiel: "I pose this as a problem for any-
body who thinks they're making ant, or
anfi-art, or non-ari: fo make a work
which cannor possibly be considered art.”
Well here is a cheap solution: “If a con-
radiction cannot be ar, then this sen-
tenice is not art or not true.” To give a
serions solution is beyond the scope of this
£ssay.

Just afier Cage became publicly promi-
nent as the leader of the avami-garde,
artists of an entirely different order of
radicalism appeared in the New York
area, and worked as colleagues for a brief
but intense period. The careers of such
dominating fipures as La Monte Young,
Robert Morris, Walter De Marla, and
Yoko One stemm from this miliew. This
group of artists was recruited and led by
La Monte Young,

Young had moved 10 New York from the
San Francisce area in late 1960, at the
same time as a number of other artists:
Diane Wakoski, Robert Moms, Simone
Forti, Walter De Maria, Joseph Byrd, Terry
Jennings. In California, Young had
worked with dancer Ann Halprin. It was
at her school that he delivered his Lecture
1960: in which he declared that newness
was the only valie he wanted in an.
Young had already been in touch with a
nuwmber of New York figures before he
arrived in New York: and again, a group
of Californians moved East with him, At
the same time, Young's work was excep-
tionally distinguished, and it focused the
thertes which occupied the artists around
him. So i was that overnight, Young be-
came the commanding figure. {(fackson
MacLow must be mentioned as a co-or-
panizer. )

Young luced a series of concerts in
Yoko Ono's loft at 112 Chambers Street,

as follows:

December 1960 T, Jennings



music and- POETRY
of
HENRY FLYNT

two concerts
at
Yoko Ono's studlo
i12 Chambers St.
top floor

Saturday, Feb., 25 at 8:30 p.m.: experimental concer?
Jazz, Flynt=musle, or poetry will be Improvised
by Henry Flynt and possibly others
Informal = do not crowd near performer(s)

Sunday, Feb., 26 at 2:30 p.m.

Jazz
by Henry Flynt, plano; La Monte Young, fenor
saxophone; Joe Kotzin, flute; Simone Morrls,
vocal; Walter De Merla, drums; and others

Flynt=muslic
by Slmone Morris, vocal; La jonte Young, piano
(and vocal); Henry Flynt, saxophons (and wvocal);
and others

compositions and poetry
by Henry Flynt (tlitles and performers to be
announcad)

possibiy axhlblts of scores, readlngs from writings
on his work, playing of recordings, by Henry Flynt

It may be necessary for some to sit on the floor.

1,00 donat!lon

This Is #3 In the series presented by La Monte Young. #l wil|
be Joseph Byrd (March I & 5). Other evenings wiil Ineclude
music: George Brecht John Cage Walter De Marla Lucla Dlugoszewskl
Bob Dunn Dlick Higgens Dennls Johnson Richard Kaxfleld Toshlro
Mayuyzuml Terry Rlley David Tudor Christian Wolff La Monte Young
poetry: David Degner Hans Helms Terry Jannings Jackson Mac Law
Yoko Ono Dlane Wakoskl James WariIng

plays: Jackson Mac Low PhlI| Reys

machinery: Bob Meérris

somethingelise: Bob Morrls SImone Morris

others to be arranged

Noe publle announcements. |f there are names to be added }o the
mallilng list, please send them to La Monte Young

Apt. I=G

119 Bank Street

No Yo 1, N. Y,




January 1961 T. Ichivanagi

February 1961 H. Flyne
March 1961 1. Byrd
April 1961 J. MaclLow
April 1961 R. Maxfield
May 1961 L. Young
May 1961 & Forli
June 1961 R. Morris
June 1961 1. Lindberp

Performances continned after this at
One’s loft, but net under Young's spon-
sorship.

Subsequently, after Young had met George
Maciunas through Richard Maxfield,
Maciunas offered his AG Gallery, at 925
Madison Ave., as a venue for a series of
everings devoted to artisis selected by
Young and MacLow. Today, the series
fisted here is remembered as “the” AG
Gallery “concens”. But that iy false: Maci-
unas had other, square series running in
his gallery at the same time — featuring
such composers as Musorgsky, {(Draw a
siraight line and follow i, Musorgsky!)

May 1961 R. Maxfield
June 4, 1961 J. Cage
Jure 10, 1961 T, Ichivanagi
June 11, 1961 8. de Hirsch
June 17, 1961 I Macl.ow
Jurie 18, 1961 £, Higgens
Jrne 24, 1967 I Bynd
June 25, 1961 J. MaclLow and others

fincluding Bob Morris)

July 2, 1961 L. Young
July 9 1961 L. Young
July 15, 1961 H. Flyne
July 16, 1961 H. Flyne
July 17-30, 1961 Yoko Ono

(show of pairtings)
July 23, 1961 W. De Maria
July 30, 1961 Ray Johnson

Young also had been invited by Chester
Anderson to guest edit an issue of Beat-
tude East. So it was that Young as-
sembled, in 1961, the manuscripts which
- dafter various mishaps — he, MacLow,
and Maciunas would print and release in
1963 as An Anthology.

Young, and his fricnds T. Riley and T.
Jennings, were jazz musicians whe had
entered modern music while plaving jazz,
And Young was already deeply interested
in Indian music. At that time, there was a
social separation beiween “classical
music” and jazz which is difficelt to con-
ceive today. Classical music, after all,
made a claim of absolute, science-like
intellectieal superiority, and superiority of
sensibility. So the fact that Young and his
Jriends brought a proficiency in jazz, and
a vision of how jazz might be extended, to

“the” avant-garde (the “classical” avani-
garde — what an oxymoron!) was a major
socio-culiural redirection,

This happened at the time when Omelie
Colernan and Don Cherry had Just been
acclained as the first avant-garde within
Jazz, Coleman and Chenry were treated
much as Time magazine ireated Cage:
ridictled as charlatans and at the same
tine welcomed and lionized. So we are
back to the social meaning of the avant-
garde phase. Evidenely the appearance of
the artist who lacks conventtonal skills
ared 15 incomprehensible to the public is
an obligatory rite of passage for every
tradition existing in the shadow of
Ewropean modernism.

As I have sald, Young had announced
that newness was the only value to be
admired in ant. For Young, Cage, Paik's
theatrics, and the Evenis and Happenings
which were current in 1960 were already
history. Cage had overthrown Stock-
hausen'’s definition of newness as serial-
iseny now Yeoung overthrew Cage's defini-
tien of the new as extravagent confusion.
Young told me that Happenings were
comy; and we agreed in conversation that
all apera and all dance, for example, were
weartifess because their premises were in-
herently cormy, Young declared in favor of
prodenged monotony moart — the posilion
which would later be called minimalism.
Tonal music cowld be rehabiflivaied as the
maost radical: if a single fifth was sus-
tatned for three hours, for example. For
Halprin, Youne had recorded music with
wrvaryingly loud, dense friction sounds
which were entirely nonmusical by rexe-
benok standards. This somatically compel-
ling music charged the silence which fol-
lowed it in a new way. [t made Slock-
hausen and Cage seem fike so much note-
SRR,

In 1960, Young wrote a series of composi-
tions consisting partly or entirely of a shon
text — sometimes a single semtence. Evi-
dently, isolaied text scores had been com-
posed earlier by Brecht and Higgins, But
because of the member and relationship of
Young's compositions, and because of
their character, they crystallized a new
genre. Young's preces wenl beyond the
boundartes of music; and they manifested
a sort of fantasy - paradovical and self-
referential — which was philosophically
challenging. Peaple called the works litile
pieces; but Young asked thar they be
called word pieces. This genre was imme-
eiately taken up by Young's associates.
At the beginning of 1961, Young an-
nounced that he rejected the notion that
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each of a composer’s warks had to be
different from iis predecessors. He
planned to compose 29 compositions
throughowt 1961 which simply repeated
Composition 1960 # 10. The family of
composifions was premiered n an avani-
garde concert which I organized ar Har-
vard on March 31, 1961. Roberr Moris
assisted Young in performing his picces;
also Mowris exhibited his Box with the
Sound of Its Own Making Mearris hiad
planned 1o perform his Water Sculpture,
buet 1 had naively asked permission for i,
aned it had been forbidden.

Young had been threatening io present the
mosi avani-garde pieces in the world, |
remember when he told me over the 1ele-
phone how the works were to be listed in
the program. As he dictated, he came 1o
Composition 1961 # 8 dated April 2,
1961 He was going to perform 22 com-
positions before they were composed. In
logical terms, hie was going to follow a
riele which he had planned, but whick edid
ne vet exist, From the point of view of the
convertionalist explanation of the exist-
ence of abstractions, Young was introduc-
g time travel at the level of whether
given abstractions existed or noi. 1 have
afready mentioned deontic dissociations
in works of Cage and Brecht: now Young
made an extraordinary addition to them,
Young's compositions were performed
after the inmtermission. | remember being in
the balcony, and observing a building
greard watching the performance. He was
staring with the most extreme expression
af shocked incomprehiension I had ever
seen. And vet there was no pandering or
publicity stunt here: there was a thoughiful
break with the past which would not go
away. (And for the guard, the distinction
which Morris made in his writings be-
mween arndly mental ant and art that pro-
vides experience did not apply.)

After the concert, Young sat at the plano
and began to play the compressed, repeti-
tive Horace Silver-like jazz which would
be the basis of duets T would record with
him in 1962,

A few vears later, Young's interest in
ethnic music and in sustained musical
experience would lead him to improvised
saxophone performarnces accompanied by
drones and hand drons. These perform-
ances, on which John Coltrane was per-
haps the mast important single influence,
were inmmensely refined and ecstatic. They
were one of the outstanding accomplish-
ments of new culiure in the Sixiies. Here,
as throughowt his work, Young showed
himself 1o be at the farthesi remove from



Compositions

by
La MMonte Young

May 1O & May 20 £:30
at

Yoko Opo's studio
112 Chambers St.

Composition 1960 to Bob Morris (Cctober LU60)
Composition 19561 (January 1, 1961)
Compesition 1961 (January 14, 1961)
Composgition 1961 (January 27, 1961)
Composition 1961 (February %, 1961)
Compozition 1961 (Pebruary -, 1961)
Composition 1961 (March 7, 19561)
Lompnsition 1661 (March 20, 1961)
Copposition 1961 (Apcil 2, 1961)
Composition 1961 (April 15, 1961)
Composition 1961 (Apcil 28, 1961)
Composition 1961 (May 11, 1961)
Composition 1961 (May 24, 1961}

Composition 1061 { juoe 6, 1961)
Compesition 1061 ( June 19, 19&61)

intermission

Cemposition 1961 (July 2, 1961}
Compos: tion 1061 (july 15, 1961)
Composition 1961 FJuly 8, 1G61)
Composition 1961 #1£ (August 10, 1961)
Compogition 1961 (August >3, 1961)
Compcsition 1961 (September 5, 1961)
Composition 1961 - (September 1G. 1261)
Compositicon 1961 .. (Cctober 1, 1%61)
Composition 1961 ¢ (Cctober 14, 1961)
Coaposition 1961 (October 27, 1961)
Compogition 1961 (November &, 1961)
composition 1961 40 (November L, 1861)
nomosition 1961 7, (Neccaber 5, 1061)
Compesition 1941 #086  (December 15, 1651)
Commaition 1961 ¢ (Degember 31, 1661)

nerfomers: La Monte Young Qoberct Dunn




the Flius esthetic. It has therefore done a
great  disservice, obscuring what Young
has to give, to pigeonhole him as a Floos
COMMPOSEr.

Robert Moz i3 the artist whose proper
role in this survey &5 hardest to judge.
Early in 1961, Young told me that Morris
was the most avant-garde besides himself.
That makes it necessary to take note of
Morris here. As for the work of Morris
that | saw at the time, | ceniainly saw thai
it was "modernigque”; but the real lesson
was that the criterion which made it the
most new was simply parochial. Walter
De Maria, with whom Morris has always
been patred, was active then too, of
COUTSE,

The Morris known o the art world roday
is a textbook example of a progression
from art student to fledgling exhibitor and
instructor to world-class artist. Momis’
oewvre seemingly poses the same problems
as that of any famous conceptual artisi.
At the center of the work is the pursuit of
success; the work is eclectic, while having
@ recurring avami-garde guise (which
means in fact that the work embodies
considerable waste). Also, Morris” work is
loaded with connections to the philo-
sophical pundits of the day.

Reviewing Morris” 1960-62 work for this
essay, 1 find it 1o have contained elerments,
perhaps net publicly known now, which
were paithbreaking. The work does help 1o
make understandable the climate of radi-
calism in 1961, Morris, having chosen to
be a scuwlpior, tntroduced the physical iffu-
sion imto “concepiualism” {as it is called
now = net then). And Project for Sculp-
ture adverted to iterated divisibifity. Inter-
view, in addition to the aims Morris had
Jor i, moved art in the direction of an
expenience staged secretly for a single sub-
Ject.

Momis' written numinations are also no-
table. A lewer to La Monte Young of
September 8, 1960, has stimulating things
to say about (using jargon for brevity)
logic, phenomenology, psychedelic ex-
perience, the question of newness. (Morris
is mech better when his ideas “float™ —
without being ticd 1o fashionable aca-
demic pundits.) Here, for the first time 1
know of, Morris hints that anti-art (“Ant-
Artica”) may be the best. The letter ends
with a proposal which became Make an
Object 1o Be Lost A /96 tew, M.D.-
Ry, moves that art is moving in a direction
in which the idea s primary and the
physical object is only @ support for the
idea. The anticipation of what years later
would be called “conceptualism™ is ob-

viowes. Blank Form, which is known 1o
today'’s critics, makes ari depend on my
assumption of an atiitude (as well as
announcing what is now called minimal
scrlpiure ).

Two of Momis® pieces in early 1961 were
Tomorrow 8 am W 12 pm and To be
looked at in a state of shock; nearly
anything in a state of shock Here Morris
adverts directly to modalities of experience
in ntitled aed wnsigned phrases.

Momis evidently put Iis submission o
Beatitude (An Anthology) through
several stages. Interview and M.D.-Rx
were withdrawn = the latter, Morris savs in
a fetier to Anderson, because fie wanited 1o
revise it or discard i completely. At ane
poini, Morris' title page had the heading
“anti-ant”. Al that finally gt inte An
Anthology was the ritle page, with anti-
art deleted.

Evidently, Morris has permanently
suppressed some of this work. The over-
views of his work which are available 10
the public disperse the 1961 works wiich
are known into his long career as a “gal-
lery concepiualist ™. Somehow, this makes
them tired.

Did Momis go through e phase whose
outcome should have been the abandon-
ment of his ant career (or ele of his
avarmi-garde posiire)? Was there a con-
scious reversal of direction? (Maurice
Berger's Labyrinths, p. 28 sugeests that
Maorris went throwgh a moment of deowd
about ant which was resolved by making
gquasi-Duchampian arl.) By 1962-63,
Momis® carcer was underway, and his
letters to me defended ant from my cn-
tigue of i. On the other hand, a letter to
Young of December 5, 1960 expressed
comtemypi for those artists eager lo pro-
mote themselves and get famous. What
biographers are not telling us, and what
we need to know, is whether the eminent
careers that we see are mere residuals
from deliberately abandoned break-
throvughs - residuals in which the break-
throughs are recycled as mere gestures.
Let me now place myself in these events.
When | amived at Harvard in 1957 to
sty mathematics, | was a beginning
connposer with a background in classical
violin, | met some new-music practi-
tioners, amd began working in this genre
(without real conviction). Alse, | made
transfers of new-music techniques to
drawing/painting. and to poetry (inde-
pendently of MacLow), My ceniral inter-
est, throughowt, was philosophy. While a
student, 1 moved from logical positivism
to a wunique and extreme philosophy of
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“beliefless empiricism”. (From attempting
a Carmapian, parsimomiouns reconsinic-
tion of physics, for example, | moved 1o
the position that the scieniific determina-
tion of reality was a delusion.) This is
important for this essay, because my
philosophical stance would be the basis of
all of my subsequent endeavors. In parti-
cular, | began thinking abowt transferring
the principle of avant-gardism from art to
mictfemaltics.
Early in 1960, | lefi Harvard 1o write a
maonograph on my phifosoply, continuing
tor lve at Harvard Square. The turning
point in my early approach (o an came
when [ visited Young i December 1960, §
Mad begien Bistening to jazz and American
ethtic music, and {8 was exciling 1o meel
musictans swch as Young and Jennings
who had a jarz standpoint while being ar
the leading edge of new music, During this
visit, Young read me his 1960 word
[
| immediately began to compose word
pieces, reflecting Young's, while ai the
same ftime drawing in my philosophical
and mathematical preoccupations. (These
pieces were dexstroved and exist now only
as reconstructions. Examples: Wrtten on
a Mabius sirp: “The msiructions for this
connposition are on the other side of this
strip. " Written under a line segment:
“Each poimt on this line is a composi-
fon.”) I became engrossed in the com-
petition o be newest as Young conceived
it and crusaded for it. Also, Young's jazz
standpoint confirmed my rejeciion of
maodern music’s  quasi-scientific  claims,
and encouraged me to redirect my musi-
cal efforts to extensions of ethnic music.
During my Februwary 25, 1961 perform-
ance at Yoko Ono'’s lofi, | asked the
audience o » a comest. If I liked
the contest, the audience would com-
pete and whoever won would get to per-
form on a clamp and rubber band (which
I had picked up and announced made an
msirumenit). Stmone Morns (now Simone
Forte) saicd: “Let the contest be who can
think up a good contest the quickest.” |
accepted this as a good contest, She said:
“fowin" She gov to play the instrivmenn,
witich she treared fﬁ{c a kazoo. Feeling
that she had somehow cheated, | paced
the floor trying 1o discern the trick. Finally
[ annonnced that her contest violated one
of the Eﬂm‘lﬂfﬂ of logic announced by
Russell.”
As I said, | had begun to think about
transferring the principle of avant-gardism
from ant to mathematics. Also, | noted
that much of the new music seemed like



|7 TIME-TABLE MUSIC ‘

For performance in a railway station.
The performers enter arailway station and obtaintime-tables.

They stand or seat themselves so as tobevisibleto each oth-
er, and, when ready, start their stopwatches simultaneously.

Each performer interprets the tabled time indications in terms
of minutes and seconds (e.g. 7:16 = 7 minutes and 16 sec-
onds). He selects one time by chance to determine the total
duration of his performing. This done, he selects one row or
, column, and makes a sound at all points where tabled times
within that row or column fall within the total duration of his
performance.

Leargt Breca
Summer, 1959

Each lecture = demonstration
will be followed by a period
of discussion and a repast of
hors' d'oeuvre and wine, Entry
contribytion of $3 will help
to publish FLUXUS magazine.
For reservations write to AG
925 Madison Ave. New York
or call BU 8-4220

EVENIRES 7.00 P.AL

1-MAR.25

The rich polychromic paletie
of diversifiod and conlrasto:d
concrete sowmkis inomediewal
'i-. T E [ i:|';.l_r|:--'|:|1[.'|L|:m
will e discussed ad domon=
cirated, A bl , thigarlo, rehoe,
vl o genntia, shavm Sordun,

krinnbeorn, dulciane, recorder &

ok werll e fdpsenprsirotoed =
Lol iy E;.-r-!,-.,.-
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2- APR.16

Discussion & demonstration by
records of musical concretism
from Moussorgsky till magnetic
tape will compri se experiments
of Moussorgsky with sprach-
stimme & noises, Schinberg’s
& Berg's perfection of sprach-
stimme realism of dodecaphony
& full instrumental concretism
from Webem, Varese to Cage,

Berio,Stockhausen,Brooks etc,

3- MAY 14

Discussion &demonstration of
concrelism in ils most recent
stage of development will com-
prise magnelic tape music of
the French’Groupe de Recher-
ches Musicales’ ,German Kaln
electronic studio ltalian Milan
studio di Fonologia, American
private sludios in New York,
San Francisco,Toronto & other
studios in Europe and Japan.



research i structure - so much so thai
performance of the music n concerts
seemed anticlimactic and peripheral.
Then, my thinking on a philosophy-of-
mathematics issue must be noted. I ac-
cepted that formalism, was the most
credible official picture of the nature of
mathematics.® The outcome was that after
returning from my visit to Young in 1960,
[ began in Januwary 1961 to compose
“mathematics systems” consisting of
proof-trees which were notationally and
logically anomalous. These directly antici-
pated my concept art - of which more
helow.

After my February 25, 1961 concert and
the March 31, 1961 concert, [ increasingly

began to challenge the artworld's premises
theoretically. My peers professed alle-
giance to Art seermingly just because it was
an official institution. In the climate of
compelitive newness, that seemed absurd,
Much of the new ant gained its status
solely from being classified as Art. Quiside
the art context, the “works” would simply
be ignored. As a critical examination of
what we were doing [ gave a leciure on
newress in Young's apartment on June 3,
1961, Here I argued directly against the
thesis that newness could be a work's sole
value. (Young, 1 argued, had simply im-
posed a particular siyle - important, but
parochial - and called it newness. )

The next step, then, was fo throw gway

the crurch of the label “An”, and o
crystallize unprecedented, richly
elaborated activities around unprece-
dented purposes. Since this perspective
amownts to demanding onginal discover-
ies beyond all existing professions, I would
not have been bold enough to atterpt this
without the inspiration of my philosephi-
cal extremism. At the time of my AG
Gallery appearances and afterwards,
Muaciunas condemned me for this very
reason. On Januwary 18, 1962, he wrate:
“Also met... Helms who (very much like
Flynt) is absurdly arrogant and with pre-
tentions towards world shattering original-
ity and genius bordering on mega-
lomania™ (letter to Dick Higeins, in

' Wrelationships®, a categori zation _ i
.. the composer) on the sounds while |istening: to them, that is,

ESSAY: CONCEPT ART F'FEB‘H’ISIUHAL VERSION )

“Concept art™ s first of all an art of which the material is
"concepts", as the material of for ex. music Is sound, Since
"eoncepls" are closely bound up with language, concept art
is a kind of art of which the material is language. That is,
unlike for ex. a work of music, in which the music proper (as
opposed to notation, analysis, a.s.f) is just sound, concept
art proper will invelve language. From the philosophy of lan=
guage, we leam that a "concept" may as well be thought of as
the Intesion of a name; this Is the relation belween concepts

. . and language. The notion of a concept Is a vestige of the no-
~:/ | tion of a platenic form (the thing for which for ex. all tables
“* have In common: tableness), which notion is replaced by the

notion of a name objectively, metaphysically related to its
intension{so that all tables nowhave in common their -object-

~Ive relation to 'table'), Now the claim that there can be an

objective relation belween a name and it5 irtension is wrong,
and (the word) 'concept', as commonly used now, can be dis-
credited (see my book, Philosophy Proper). If, however, it
Is encugh for one that there be a subjective relation between
a name and its Intension, namelythe unhesitant decision as to
the way one wants to use the name, the unhesitant decisions
to affirm the names of some things but not others, then 'con-
cept' s valid language,and concept art has a philosophically
valld basis.

Now what is artistic, aesthetic, about a work which Is a body
of concepts 7 This question can best be answered by telling
where concept art came from; | developed it In an attempt to
straighten out certain traditional activities generally regarded
as aesthetic. The first of these is “structure art", music,
visual art; a.s.F.; in which the Important thing Is "structure®
My definitive discussion of structure art can be found in"Gen-
eral Aesthetics":here | will just summarize that discusslion.
Much structure art I5 a vestige of the time when for ex, music
was believed Lo be knowledge, a science, which had Important
things tosay In astronomy a.5.f.. Contemporary structure artists,

: ~ on the other hand, tend to claim the kind of cognitive value

for their at that conventional contemporary mathematicians

- claim for mathematics. Modem examples of structure art are

the fugue and tetal serial music. These examples illustrate
the important division of structure art into two kinds accord=-

1ng to how the structure is appreciated. In the case of a fugue,

one is aware of its structure in listening to it; one Imposes
iﬁtiluitjﬁt intended by

| has an Nassociated)artIsic sinicture experiencetin the case
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of total serial music, the structure s such ljia:_' this ﬁmrrnt i
' be done; one just has to read an “analysis™ of the music, def-

inition of the relationships, Now there are two things wrong '
with structure art. First, its cognitiva pretensions are wtterly ~
wrong., Secondly, by trylng to be music or whatever (which -

have nathing to do with knowledge), and knowledge represented
by structure, structure art both falls, is completely boring, as
music,and doesn’t begin to explore the aesthetic possibilities
structure can have when freed from trying to be music or what

ever.The first step In stralghtening out for ex, structure music =~

Is to stop calling It "music", and start saying that the sound
is used only to camry the structure and that the real point Is
the structure==and then you will see how limited  impoverl shed,
the structure Is. Incidertally; anyone who says that works: of
struclure music do occasionally have musical valve just does-
n't know hew good real music (the Goll Dance of the Bacule;
"Cans on Windows" by L.Young;:the contemporary American
hit song "Sweets for My Sweets", by the Drifters} can get.
When you make the change, then since structures are concepts,
yvou have concept art. Incldentally, there is another, less Im=

portant kind of art which when stralghtened out becomes con- =

cept art: art invalving play with the concepts of the artisuch
as, In music, "the score™, "performer vs, listener™, "playing
a work ™. The second criticism of structure art applles, with.
the necessary changes, to this art. . ]
The second main
antecedent of structure art is mathematics. This is the result.
of my revolution in mathematics, which Is written up definl=
tively In the appendix; here | will only summarize. The revolu-

tion occured First because for reasons of taste | wanted to de-

emphasize discovery Tn mathematics, mathematics as discov-
ering theorems and preofs. | wasnt good at such discovery,
and it bored me. The first way | thought of to de-emphasize

discovery came not [ater than Summer, 1960;it was that since :
the value of pure mathematics s nowregarded as aesthetic ra- -

ther than cognitive, why not tryto make up assthetic l‘_]'ll‘ﬂﬂ!fﬂh
without consldering whetlrer they are true. The second way,

which came at about the same time, was to find, as a philos- ©
~-opher, that the conventional claim that thearems and proofsare -

discovered [s wrong, for the same reason | have all ready given

that 'concept’ can be discredited. The third'way, which came =~
in the Gall-winter of 1960, was to work In unexplored reglons:

of formalist mathematics. The resulting mathematics still had
statements,, theorems, proofs, but the |atter weren't discovered

in the way they traditional ly were.Now exploration of the wider o

_possibilities of mathematics as revelutionized by me ténds to

- lead beyond what it makes sense o call "mathematics®y the ' fi
 category of "mathematics”, a vestige of Platonism,Is an fun= -

e
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Henry Flynt, Concept Art i 2, in An Anthology, 1963,
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Fluxus Codex, p. 112},

By July 1961, | had detached the stnic-
wre-play of the new music from concernt
performance, and had merged it whith my
proposal of avani-garde mathematics.
Noting that mathematics was traditionally
claimed to have esthetic value, | also
required esthetic delectation in the new
genre. | gave the new genre the label
concept art, writing the essay of that tile,
and relabelling several of my pieces from
carly 1961 as “concepi ant”, Like the other
contributors o Beatitude East or An
Anthology, I submitted this material to
Young in 1961,

When T explain to people thar T originated
concept art, they say: “Ch, now I under-
stand, everybody had been doing concepr
art, then you invenied the label jor "
Well, that is exactly wrong. | invented the
label for my benefit, for something which
was andd remained” tnigue to me: namely,
object-critiques of logic and mathematics
based on my “belicfless empiricism”.

A decade later, Germano Celant provided
a key critical appraisal of my concept art.
In his importamt Le livre comme travail
artistique (1972), he said: “{Flynt’s] pro-
duction is concermed with showing that
presuntptions in mathematics, music, and
philosophy are often incorrect... [His
work | tackles the indeterminate and arbi-
trary nature of mathematical concepts
and operative siruectures” (from the 1981
transtation). This was excepiionally per-
ceptive. fromically, Celant’s essay did not
recognize (in 1971) that possession of the
concept art fabel had become highly com-
pelifive.

The first "publication” of pieces labelled
concepd arl was in my four-page “An-
thotogy of Non-Philosophical Culiural
Works ", which | mailed out in September
1961 {as proved by the covering letter with
Young’s copy). First book publication of
my concept art essay and three concepi-
art pieces was, as mentioned, in An An-
thology. Only vears later, c. 1967, was
“concept” varted 1o “conceptual”, and
used generically for all “idea” an.

I haven't described my role in the March
31, 1961 Harvard concen. ! listed myself
as “possibly Henry Flymt". My position
was that my Febrmary 25 performance
fiael already shown that [ was the maost
avant-garde. If the works by the other
participants at the Harvard concert chal-
fenged my claim io be the most avani-
garde, then | would create a work on the
spot which would top theirs. Despite the
remarkable character of Young's com-
positions, I did not feel sufficiently chal-

lenged by them o retaliate. So I presenied
no work in the concers. My participation
was a nonappearance because of the
insufficient newness of the other par-
ticipations. Because | was insufficiensly
challenged by the Harvard concent, shorily
thereafter | held a concert in my mind in
which I challenged mvselfl with Forti's
contest and vanants of Young's deontic
dissociation. (The only documentation
was an account which I wrote - later
destroved. )

All this will help 1o explain my fourth
1961 concept-art compaosition: 'Work
Such That No One Knows What's
Going On (hereafier WSTNOKWGO), [
have noted different aves of deontic disso-
ciation in the work of Cage, Brecht and
Young. The point of WSTNOKWGO
was fo achieve satration of deontic dis-
sociations. Instead of a text score, there is
the bracketed remark: “One has to guess
if this work exists and if it does what it is
like."

I must say that while this piece was, and
is, a key work, it only promises saturated
deontic dissociations - it does not estab-
lish them. Thar is why Young's realization
af the piece - which he used in the Febru-
ary 9, 1962 once concert in Ann Arbor —
was perfunctory. (In fact, Young copied
the picce erroneously, missing the poing
that the “body text” is an external remark.
! heard the tape of Young's performance
on February 9, and there, hie said: “This
plece is only a trle, " Well, that was about
right.) WSTNOKWGO was published n
1963 in Dimension 14,

As [ said, I evolved out of the avant-garde
to a perspective of initiating new intellec-
tal modalities, as | would later call
them. This amounied 1o demanding oni-
ginal discoveries beyond all existing pro-

fessions. Authentic concept art, then, was

my first result. Other of my works from
this period which were directed 1o new
intellectual modalities were: Exercise
Awarcness-States (called Mock Risk
Games in reconstruction); Representa-
tion of the Memory of an Energy Cube
Organism; Exhibit of & Working Model
of a Perception-Dissociator,

The most convenient source for this mate-
riaf is my book Blueprint for a Higher
Civilization. fn all candor and faimess, |
st say (as [ do in the “Iniroduction” in
Blueprint) thar these 1961-62 works were
somnething like bluffs. They did not estab-
lish alternate realities as inescapable. [
have been working ever since to replace
these bluffs with achieved discoveries. (Al-
ready preliminary results are in Blueprint
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but they fall far short of what | presented
recently in 1o no. 41, for example.) Bur
that is way off the topic of this essay.

My critical reconstinution of genres did not
stop with displacing from art 1o new intel-
lectwal modalities. | also undertook 1o
examine the prima facie function of art as
objectified expression and entertainment,
Given the dismaniding of form and mradi-
tion that had been camied owr by the
avani-garde, | began o have reservations
of principle about how entertainment is
supposed to fullill its purpose. My belief-
less empiricism had discredited the cogni-
tive claims that were made for high arnt {or
edifving entertainment). The -:m,g' SUHCCESS
possible to entertainment, then, was that
of pleasing subjective taste or penchant
Bt here was the difficulty: how could
another person's production maich my
subjective taste better than experiences
which I “created” - once we had gotien
past entertainment’s pragmatic function
of regimenting people? | argued that enter-
tainment should be replaced by a new
maodality of appreciation of private ex-
perienice. (My term for this was “ve-
ramusernent” and later “brend ")

Uniike those artists who have used “anti-
art” gesiures as the material of ant careers,
my critigue of art - while hopelessly
utopian - was colerent and eamest, |
destroved most of my early artwork, which
is why [ have had to note that so many
timmes here, | gave repeated lecivres on my
theory 1o andiences drawn mainly from
the New York avant-garde. And | con-
vinced Tony Conrad and Jack Smith to
Join me in demonstrating for the demoli-
tion of museums and symphony halls ar
MOMA, the Metropolitan Museum, and
Phitharmonic Hall, on Febrary 27, 1963
I sent out a press release on these activi-
ries. We did nol receive any news cover-
age. Donald Barthelme, however, wrote a
parody of my press release which was
published in The New Yorker, October
12, 1963 ("Marie, Marie, Hold on
Tight™).

What needs to be undersiood today is that
the most radical artists of the time - some
of wham are world-class artists today -
attended one or more of my anti-art lec-
fres fin some cases comesponding with
me regarding my case againsi art). John
Cage attended my July 5, 1962 lecture on
Ave. D in New York, bringing Virgil
Thomson with him. The record must
show that even though 1 thought 1 was
extrapolating Cage’s own views, he dis-
playved no affinity for my theses [ found
myself showing on my 1961 “An-



thology™ to show him, what I meant by
brend {as I later called it). Of course, this
was [nawthentic because the recipes for
private experience therein were objectified.
My lecture of February 28, 1963, was
given in Walter De Maria's studio. Young,
Waolff, De Maria, Mormris, Macl.ow, Diane
Wakoski, Serge Tcherepnine, etc., ar-
tended. Morris" and De Maria’s reactions
o my presentation are on record in their
letiers fo me.

Basically, my peers had irrevocably com-
mitted to carcers as professional artists.
As for the issue of the subjective inauthen-
ticity of borrowed forns and objectificd
entertainments, they had no affinity for
my theses. They responded with justifica-

tions of social pasiimes on a common-
sense level. (As if they had never heard of
the avant-garde, or, for thar mateer, of
their own work in 1900-61.)

In summary, my anti-ar theory of 1962-
a3 received a heaning from the best-pre-
pared audience one conld have wanted.
Indeed, for me the audience’s work was a
Justification for my views., And their life-
styvles were more bohemian than  aca-
demic — so that they were not at risk of
losing  institutional staius. And yet the
evidence is that, aside from whether they
wanted to undersiand, they didn't under-
stand. | have to think that this sharmp bur
inconclusive confrontation was a waier-

garde”. Once and for all it emerged that
the success-track avant-garde existed as a
professional artists' career strategy. The
avani-garde was not an unconditional
quest for the unprecedented and the in-
genuous — excepl for the isolated in-
dividual who chose 1o take it that way.
Chnly one person echoed my ideas approv-
f.l{g.!’_v i 1963 George Maciunas, who was
then starting Fluos in Burope.

Naote. There can be achievemenis in art
witich are “new” in the degree 1o which
they differ from what has pone before
{fnventiveness), but which are not avani-
garde becanse the transgression of high-
cultiral norms (s net their point. My anii-

shed in the career of the netion of “avani-

art theory opposed all art and enteriain-

e ———

nﬂ.urad" blhm. Huwnrk In. mathematics leads to the new

] ,-Hﬂnuf [ art" of which stralghtened out traditlonal
- mathematics 165 as discoveryl s an untyplcal, small

e, ; --u'{mﬁglh@ developed part.

" 1'can now return Lo the question of why concegt art is "art”
Why Isn’t it an absolutely new,or at least a non=artistic, non=
~aesthetic activity 7 The answer|s that the antecedents of con-
cept art are’ commonly regarded as artistic, aesthetic activi-
" ties; on a deeper level, interesting concepts, concepls en-

: - joyable in themselves, especially as they occur In mathemat-

les, are commonly said to "have beauty® By calling my ac-

- bivity ®art®, therefore, | am simply recognizing this common

- usage, and the origin of the activity in structure art and math-
. ematics, However: it Is confusing to call things as Imrelevant
0 as the emotional enjoyment of (real) music, and the [ntellec-

1 Zad tual enjoyment of concepts,the same kind of enjoyment. Since

" concept art Includes almost everything ever sald to be "music”,
v gt least,which Is not music for the emotions, perhaps It would
be better to restrict 'ant’ to apply to art for the emotions, and
~recognize my activily as an Independent, new activily, irele-

vantto art (and knowledge).

- - Transformations = Concept Art Version of Colored Sheet
~ - MusicNe.l  3/14/61 (10/11/61)

5 The Tttial object:a sheet of cheap,thin white typewriter paper

Transformation of the Initial obj. (obj.1) into obj. 2:socak the
initial obj. In inflammable liquid which does not leave solid
resldue when bumed; then burn it on horizontal rectangular
while fireproof surface - obj. 2 Is ashes (on surface)

Transformation of object 2 Into obj. 3: make black and while
photograph of obj. 2 In white light {image of ashes’ "rec-
tangle" with respect to white swrface (that 15, of the reglon
(of surface, with the ashes on it) with bounding qdu: par-
allel to the edges of the surface and intersecting the four
points In the ashes nearest the four edges of the surface)

. must ;::ﬂlr cover ﬁm filml; develop ﬂlmu obj. 3 is the

Transfermation of obj. 2 and obj. 3 into obj.4: melt obj. 3 and
cool in mold to form plaktic doubly convex lens with small
curvaturetake color photograph of ashes'rectangle inyellow

light using this lens; develop film = obj.4 15 color negative
Transformatlon of obj.2 and ob).4 Into ob].5: repeat last

transformation with obf, 4 (instead of 2), using red light
- obj. 5 1s second color negative

Transformalion of obj. 2 and ob].5 Into obj.6: repeat last
transformation with ob]. 5, using blue light - ob). & Is third
color negative

Transformation of obj. 2 and obj. 6 Inta ob],7: make lens from
ob]. & mixed with the ashes which have been being photo=
graphed; make black and white photograph, In white light, of
that part of the white surface where the ashes’ rectangle
was; develop film - ob].7 1s second black and white negative

Transformation of obj. 2, obj. 6, and obj. 7 into the final obj.
{obj, B): melt, mold, and cool lens used in last transfor-
mation to form negative, and make lens from obj.7; using
negative and lens In an enlarger, make two prints, an en-
largement and a reduction - enlargement and reduction to—
gether constitute the final object

Concept Art Version of Mathematics System 3/26/6H&/19/61)

An "element™is the facing page (with the figure on it) so long
as the apparent,percetved, ratio of the length of the vertical
line to that of the horizontal |ine (the element’s "associated
ratio") does not change.

A "selection sequence” s 2 sequence of elements of which the
first is the one having the greatest associated ratle, and
each of the others has the assoclated ratio next smallerthan
that of the precading one. (To decrease the ratle, come to
see the vertical line as shorter, relative Lo the horizental
line, one might try measuring the lines with a ruler to con-
vince oneself that the vertical one is not longer than the
other, and then trying Lo see the lines as equal in length;
constructing similar figures with a variety of real (measured)
ratlos and practicing judging these ratios; and so forth.)

[Observe that the order of elements In a seleclion sequence

mynﬂhﬂumﬂuinmlmmmsﬂm
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Henry Flynt, Concept Art n. 3, in An ,-Im.‘r::h:!m 1963,
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ment indifferently. It might have been
more palatable if I had been clearer on

the diversity of aims in art.
3. During Fluxus: the Maciunas Group

I first met Maciunas at the AG Gallery in
June 1961 in the company of Young and
MacLow. The three were planning evenis
in the series which I surveyed in the pre-
vious section.
After it had been settled whom Young and
MacLow wanted in the series, Maciunas
proposed to include the Columbia Univer-
r3 Leuning and Ussachevsky.
Young and Maclow asked Maciunas,
why do you want to include these
squares? Maciunas said: “Because | want
to have something in the series that re-
flects my own tastes.”
As of mud-1961, Maciunas' preference in
art was for a reasonable, academic maod-
emism. Contact with Young and hix col-
leagues must have impressed on Maciu-
nas that he had to plunge into the avani-
garde in order (o gel to the fore. At the
same lime, as is clear from Maciunas’
successive plans for the vearboxes, Maciu-
nas remained academic, for want of a
better word, for another year or two.
Conversion fo the avant-garde unleashed
in Maciunas a fondness for practical
jokes, and an anal fivation, which were
alreacdy a part of his personality. Bur in
finding @ way, under pressure, to like the
avant-garde, Maciunas apprefiended the
avant-garde as a plunge into the dregs. So
it was that on becoming the impresario of
the post-Cage movement, Maciunas con-
Jigured that movement around a toilet
motif {(for one thing). Maciunas’ postcard
to Young of July 3, 1962 says that he has
designed the Floos prospecius as a tight
roll for rectal insertion, and that he will
package it in an enema box. This more or
less reswmed the Dadaist intert in the
avant-garde,
The work of the Cage and Young circles
had often been elegant, cerebral, exalted -
withowt having been in the least pompous
or academic. In no way did the work
necessarily signal debasement. Maciunas
did not a the cerebral and the
exalted. He tumed toward jokes and vul-
garity. Increasingly, the public welcomed
this, relieved at being allowed 1o escape
from formidable art. All this was crucial
in shaping and establishing the Floas
esthetic,
Muaciunas' conception of a cultral move-
ment which only accepted the dregs had o
beneficial side. Maciunas consented fo

publish material which was sober, but yet
so extreme that no periodical with “stand-
ards”, no “serious” avani-garde, would
have accepied it.

In another conversation with Maciunas at
AG in June 1961, Maciunas’ admiration
for the Soviet Union came wup, | began 1o
tawnt Maciuras to the effect that the cul-
tire of the Soviet Union was a tradition-
alism imposed by police methods. Maciu-
nas replied that in the Twenties, the Soviet
Union had had the most radical culture
in the world. Well, that ix se; Rodchenko
and others said that they were going to
create a state without @ past as a total
anwork, while eradicating everything thar
had hitherto been considered ant. Maciu-
nas blamed the Soviet retum to tradition-
alism on Stalin and his peasant constin-
ency. Afterwards, MacLow told me that
Maciunas had written to Khushehev, tel-
ling i that the Soviet Union was alead
of the capitalist countries in “all fields
excepd art”; now it needed to catch up in
art, This was my first encounter with
Maciunas' fanciful leap in which loyalty
to the Soviet Union was reconciled with
neo-Dada: on the grounds that this re-
vived the Soviet stance of the Twenties.
As I tum 1o the chronology of Flxus, |
showld say that 1 had no involvement in
the Fluxus concerts and art editions. My
account of these events is necessarily sec-
antel-hand. Also, I shall not atiesmpt o
review, ar even mention, every Fluous art-
ist. Complete lists of the principal Fluxus
artisis may be found in published Flous
compendiums.

In 1962, while emploved by the US Army
in Wiesbaden, Germany, Maciunas
elaborated his project of becoming the
impresario of post-Cage and neo-Dada
art. He began mailing proposals for post-
Cage concerts and for the publication of
annual anthologies and of various artists’
complete works. The proposals for the
armnal anthologies have been reprinied in
detail. Maciunas was certain that the
noveliies of the day - formalism, con-
cretism, 12-tone, chance procedures -
were absolutely morally superior and con-
contitardt to revolutionary society. Ths,
his anthologies roamed the world and the
past, finding the technigues of Cage (if
not Stockhausen) in all times and places.
The anthologies were planned as boxes
presumably because of the increasing role
of musical scores which could not be
bound in a book.

At the same time that Maciinas was
circulating these proposals, Wolf Vosrell
began décollage; and the mail art “Yam
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Festival” took place in the New York
ared.
The first announced Floos festival of
took place in Wiesbaden in
r 1962: the "Festival of Very
New Music”. An interview with Benjamin
Patterson in The Stars and Stripes an-
ticipating the festival, had appeared on
August 30, 1962 (entitled “Way Way Way
Ot ™).
Wiesbaden was followed by Fluxus festi-
vals in six other European cities early in
1963, At this point, the Fhous partici-
pants consisted of European artists who
fit the post-Cagelneo-Dada mold, namely
Schrit, Rov, Bewys, Filliow, Vawtier, and
Spoerri; Paik, who had come to Gennany
to pursue modern music; the Americans
Williams and Patterson, living in Ger-
many; and Higeins and Knowles, who
were visiting Europe.
It was ai the Dusseldorf “Fhogfestival”,
February 2, 1963, that Maciunas threw
copies of his Flixus manifesto into the
audience, Maciunas’ esthetic program can
be considered as fully evolved at the point
when he abandoned his academic inten-
tions and the moderate modernists. At this
point, his program was quite a mélange.
He picked up the slogan of realistic art
from the Cage circle and the Klein circle.
He wanted to elevate the useful arts above
the fine arts = and believed that this prior-
ity was charactensticafly non-European,
He esporsed a docirine of functionalism
and efficiency which was quasi-Bauhaus.
After I became an economisi, | realized
that the notion of efficiency is highly prob-
lemaric for a socialist. Maciunas' notion
was one of cost- effectiveness which could
be achieved omly by highly orginal and
expert permugation of materials at a fixed
technological level,
Continuing, Maciunas admired the early
Soviet avant-garde. At the same time, he
had a nationalisifc interest in showing
that East Europeans cowld produce up-
to-the-minute moderm art. There was an
irony heve: East Ewropeans affiliating with
Western modernism might well be anti-
Conmmunist. Maciunas also had a notion
of democratizing art by eliminating the
need for virwosos. This last point had an
gronic relation to Maciunas® position on
desien. Maciunas insisted that only an
expert could produce approprigtely inte-
grated design solutions; at the same time,
he was not interested in technological ad-
vance in useful products, and probably
resented the applied-science expertise re-
quired for such advance, By 1964, Maciu-
nas spoke of spreading a mechanically



manitfactured do-ir- art as a fran-
sition which would io the phasing oul
of art in a socialist society.

When the yearbaxes appeared years later
as Fluxus 1, erc., were not packages
of theoretical arti and new-music
scores, bui rather packages of jokes and
puzzles. In this respect, Maciunas had
committed totally to art in the manner of
George Brecht {and Watts and...); and
had established a format in which to
assemble and disiribute it. That is to say,
the actual business of Fluxus became neo-
Dada vaudeville and art multiples. Bui
there was another side to Maciunas in this
pertod, and that was his radical line.
Re-examining the Fluxus News Letters

and the Maciunas corespondence, I no-
tice that Maciunas did not talk radicalism
to his favorite artists, who were “apoliti-
cal”, Maciunas’ that Fluoas
would abolish art and make the world
o Ry el secteryri o
ﬂu?nﬂr of Flwows would conduct anti-art
demonstrations; that project was adapted
from me. Also, | seem to have spurred
Maciunas to incorporate his critical en-
dorsement of Soviet society into the
Flwaus outlook.

Beginning in May 1963, Brecht and Watis
put on the public "Yam Festival” - a
Jestival of post-Cage work - in New York.
In a 1972 interview, Brecht was satisfied

1o have this event classified as Floous, But
those who are interested in the grittiness of
history will want to know that in April,
1963, Brecht mailed out which
said: “After April | will be unreachable by
Fhows.” In mid-1963, Maciunas wrote io
Warrs from Europe, begging Waris not to
continue “Yam" separately from Fhous.
Maciunas was desperate to unite the
whole post-Cage movement under his
command.

In the Fall of 1963, Maciunas returned to
New York. A preliminary event called
Fluxus was presenied in New York in late
1963 the “entertainment” at the Conven-
tion of Perfume and Aromatic Essence
Engineers and Manufacturers.

Henry Flynt, Concept Art n.
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At this time, an East Asian contingent of
Fluxus came together in New York:
Ichiyanagi, Ono, Ay-o, Paik, Kosugi,
Kubota, Shiomi.

Fhows and big art emerge as separate
tracks, with individual artists such as (-
denburg crossing from one to the other. In
December 1963, Brecht and Wans and
Morris and De Maria exhibited together in
a show called “The Hard Center” at the
Thibauwt Gallery on upper Madison
Avenwe, In reviewing the record, I was
swrprised al the number of Morris® links
with Flous after he withdrew from An
Anthology {eg December [, 1964, a
Morris event was synchronized with a
Fliwews eveni) = given that Morris' disaffil-
iatien with Flous was what made  his
present eminence possible,

Meanwhile, Maciunas was delivering
various Flws publications. In 1963,
Maciunas published, from Europe, the
first edition of Breclht's Water Yam, and
Youngs Compositions 1961. In 1964,
Maciunas began a newspaper, ccV TRE
which continued Brechi’s ¥V TRE

In April-May 1964, the long-promised
“New York Flioaes Festival” took place:
the “12 Fhous Concerts™ held ar 359
Canal Streel, the blding in which Ma-
ciunas and Higgins had lofis,

Let me mentien that oV TRE no. 3
(April 1964) comtained the documenta-
tion of my February 1963 anti-art cam-
paignt in New Yok, It also contained
“Primary Study", my “proof that language
does not exist” (to describe it loosely for a
casual audience)." Already distressed by
my anti-art position, Floos members
complained that “Primary Study” was the
last straw. In fact, “Primary Study”™ ex-
hibited the insight which has propelled all
afmyml.'{myﬂhdrg-mdmmﬂqrny

merciless perceptions of vulnerability owt-
ward and not onte myself). In the

Eighties, the question of the existence of
language was made fashionable in aca-
demic philosophy by wo of my Harvard
acquaintances, Krpke and Albrivion. But
Maciunas had already been more percep-
tive in 1964 than today'’s academics: he
admitted to me that 1 had shown thar the
existence of language camnot be proven in
language.

Maciunas and 1 led our first demonstra-
tiowr aimed against Stockhausen on April
29, 1964, This eveni occurred between
mwo of the principal Fluus concerts, no. 5
and no. 7. I was not aware that Maciunas
was giving his own concerts when he was
not picketing Stockhausen.

In mid-1964, I quarrelled with Maciunas.

The reason may have been that Maciunas
told me that the Soviet Union wanted no
advice from me on what their cultural
policy showld be. Then, after we had not
spoken for weeks, Maciunas called me
“out of the blue” and asked me fo join
him in picketing Stockhousen again on
September 8, 1964.

My point was to protest an ideology of the
superionity of classical and modem (Le.
European) music which has become fur-
tive roday, bt which was declared prowd-
ly in the nineteenth and early twentieth
centuries. (See, for evample, musicologist
Theodore M. Finney's A History of
Music.) Stockhausen was the leading ex-
ponent of this ideology, at least in the
Fifties, with his feciures, his jowrnal Die
Reihe, ere. On the other hand Stock-
hawsen was problematic as an occasion
Jor public consciowsness-raising. Although
well-reported in Time magazine and else-
where, Siockhausen really only reached a
tiny élite. And for thar élite, he was a
dashing radical. (When | asked Le Roi
Jones - now Amin Baraka - to picket
Stockhausen, he said: “Bwt he's a radi-
cal.” As we will see, more than half of
Flaes felt the same way.) Leonard Bern-
stein might have been maore suttable for
owr protest inasmvech as he was “Mr.
Classical Music” 1o the American public.
But in 1964, he was away on sabbatical

I accepred Maciunas® proposal to pickel
Qriginale withowr even asking what the
piece was. That was problematic too be-
cause Originale turned out to be a
chaotic, circus-like affacr (an imitation of
Cage's Theatre Piece i was said), and
e point of protest against senious-music
snobbery was lost on the public. On the
other hand, if we had picketed Kontra-
Punkte, the point would equally have
been lost on the public, because interest in
the piece was so limited.

I was told long afterward that Maciunas
picketed Originale because of his jealousy
of Charlotte Moorman’s “"New York
Avant-Garde Festival®”, which, by the
way, was more prominent than Flucus.
Also, it was said, Mactunas was hitiing at
those Flius members whe participated in
Moorman's festival."

Long after the evens, several Originale
performers have claimed that they took
twms in the picket fine. (And Harold
Schonberg asserted veliemently in his re-
view in The New York Times on Sep-
termber 9, 1964 that the demonstration
was part of the show.) I know of only one
who did, Allen Ginsberg. Picketer Marc
Schieifer (subsequently Sulayman Abdud-
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lah) told Maciunas that he would quic
unless Ginsbery was allowed fo rake a
turn in the line. To the best of my
memory, claims by other Originale per-
formers to have been in the picket line are
Jabrication (Ginsbery was the only inter-
loper Maciunas told me abour).

For Stockhausen Against Stockhausen
M. Bauermeister Ay-o
D. Behrman onrad
R. Breer Flyne
R.D. Brown Maciunas
L. Einsenhauer Naito
V. Gaeta Schileifer
A. Ginshery Vautier
(. Ciraves

G, Harris

0. Higgins

A Kaprow

M. Kirby

Q. Klwver (now O, Adomao)

P. Leventhal

A. Lucier

J— J.Hﬂff.ﬂll-"

C. Moorman

M. Nevhaus

NJ. Paik

M. Strider

J. Tenney

Maciunas’ first, 1965, Floos hisiory chart
explicitly explains that a mumber of Fluoous
artists have been expelled from Flus.
These include Higoins, MuacLow, and
Paik, who were Qriginale performers. In
the lirerature of Fluxus, these expulsions
have been portraved as the result of the
Originale affair = although it seems clear
that Maciunas had addiiional grounds for
the expulsions. Also, chroniclers of Flius
such as Higgins and Henry Martin have
portraved the Originale affair as the
(first) death of Fluxus

As examples of the music which classical-
music snobbery excluded and misjudged, 1
had in mind classical Indian music; or
Japanese ceremonial and theater music;
or the panoply of traditional African mu-
sics; or African-Americans such as Robert
Johnson and Buddy Guy, Chuck Berry
and Bo Diddley, John Colirane and Oy-
nette Coleman, and others oo numerous
o mention, But classical-music snobbery
was never publicly defeated intelleciually,
Only Stewart Home, in The Assault on
Culture, wrate about the second demon-
stration sympathetically (having nothing
to go on except our leafler). What hap-
pened instead was that “classical and
modern”™ music were simply abandoned,
while the centrally manipulated commer-
cial form of American ethnic music,



rockn'roll, spread to the UK and wli-
mately swept the field, As this commercial
music with African-American rools went
through many generations of success, ifs
character changed drastically from the
more or less straight-forwardly ethnic
music if had been.

Returning o Flioas as such, Maciunas
was able, in 1964-05, to produce various
major Fluyus publications. These in-
cluded Kosugi's Events, the US editions
of Water Yam, Fluxus 1, Robert Watts,
Fluxus 2, and Fluxkit Ar the same time,
it became apparent that Maciunas' ap-
proach o publishing was limited 1o un-
derfunded, amatenr enterprises. If Maciu-
nas had originafly meant 1o offer an alter-

[—-n—n_- s - - — -

in the hala,

of its hala.

Concept Ari: Innperseqgs

mative to Universal Edition or to Peters,
that was now oui of the guestion.
Moreaver, although Maciunas pro-

pounded that radical art should be mass

produced, only a few of the Flixus boxes
were actually completed, and they were
hand-collated, and varied from one
anather. As with William Morris, Maciu-
nas' vision of craftsmanship for the
masses vielded, rather, a new commerce
in rare abjects.

Dick Higeins, dissatisfied with Maciunas’
delay in publishing a work of his, started
his own publishing howse, Something Else
Press. Vostell's décollage, Moorman's
Avani-Garde Festival, and Higeing' Press
plunged Maciunas inte an agony of

(May = July 1961}

A "h¥lpoint™ iff whatever is at any point in space, in the
fading rainbow halo which appears to surround a small
bright 1ight when one looks at it through glasses fagged
by having been breathed on, for as fong as the paind B4

An "init"point™ iff a halpoinl in the initial vaguee outer ring

An "inn-persiég” iff a sequence of sequences of halpeints
such that all the halpoinis are on onelinitial) radius of a
halao; the members of the first sequence ane initpoints;for
each of the other sequences, the first member { a "conse-
quent™is got from the non=first members of the preceding
sequence (the "antecedents' by being the inner endpoint
of the radial segment in the vague cuter ring whenthey

are on the segment, and the other members {if any) are
initpoints or first members of preceding sequences; ail
first members of sequences other than the last appear as
non=first members, and balpoints appear only once as
nan=-first members; and the |ast sequence has one member,

Indeterminacy

A Motally determinate innperseq) iff an innperseq in which
one is aware of (specifies) all halpoints,

An Tantecedentally indeterminate innperseq! iff an innperseg
in which one is aware of (specifies) enly each consequent

and the radial segment beyond it,

A "halpointally indeterminate innpersed iff an innperseq in
which one 15 aware of (specifies) only the radial segment
in the vague outer ring, and its inner endpoint; as it pro=

gresses inward,

Copyright by Henry A.Flynt Jr. , 19861

Jealousy, What must have especially upset
Muaciunas s that Moorman's and Hig-
gins' operations were more prominent and
professional than Fluxus,

The Originale demonstration had shown
that hectoring Stockhausen could not
communticate my cultural politics to the
public. I had a new outlook which made
sense only when it was stated in terms of
the cultral program which 1 favored for
Marxist movements and regimes. So it
was it Maciunas and I agreed 1o pro-
duce Communists Must Give Revolu-
tionary Leadership in Culture (hereafrer
CMGRLIC). The pemphlet was written
in late 1964 and printed early in 1965.
Maciunas' section of the pamphlet was
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Tha creep ia a person who is failing to become a mature adult by devia-
ting in the direction of "weirdness", and "weakness." He lacks the kind of
agsertiveness and sophistication required for the adulthoed ideal. He is un-
self-confident, He lacks poise, and is awkward. He is unstylish, He holds
back from the things which for scciety have sophistication-proving signifi-

cance. He is regarded by mature adults with condescending scorn, amisement,
or pity.

Are you a
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Then you will be interested in

A lecture:

THE IMPORTANT SIGNIFICANCE OF
THE CREEP FERSONALITY

Critique of the adulthood ideal,
Creepiness as the prototype of a "aclution" to the ques-
ticnable aspects of the adulthood ideal,

Also
The New Concept of GENERAL ACOGNITIVE CULTURE

L 2
Henry é'y Wt

Tuesday, May 15
Adams House, Upper Common Room
8:30 p.m.

Admission Free
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Henrv Flynt, Leciure, studio di Walter De Maria,
Mew York, 28 febbrao 1963, (Foto Diane Wakuski).




devoted to his design theories. Mositly it
concermed his prefabricated building sys-
tem, which was his response o Soviet
prefabricated housing - and which was
his greatest enthusiasm creatively. (Re-
member that he elevated applied aris
above fine ans.) As Maciunas explained
his system o me, [ realized that he meant
to make the structural walls our of sty-
rofoam and the curtain walls owt of trans-
fucent plastic. 1 told him that the lay
prblic would not appreciace this unfess he
mcluded samples of the materials with the
pamphiel. As a result, he chose 1o pring
the pamphiler in broadsides, fold i, and
sandwich it between building material
samiples. When secured with a thick rub-
ber band, the package was meant to be
matlable withowt packaging (like a pose-
card). Needless 1o say, the Postal Service
dicd not cooperate (nor did bookstores).
Ax in so many cases, Maciunas’ disregard
of regulations led his “efficient” design to
be terribly awkward. Also, assembly of the
pamphiet was by hand and was quite
awhkward.

Turning to the content of the pamphie,
Maciunas and I made one overwhelming
mistake, We formulaied our ideas as a
proposed policy for the Sovier Union. We
made the same mistake thar Bahro made
in The Alternative - we thought that
actually existing socialissne was here fo
stay. 8o, we ired lo accommodate §. n
this comnection, Maciunas™ motive and
my motive were guite different. Maciunas’
enthiusiasm  for Russia was a kind of
nadionalism which, §f seemed, would have
been the same irrespective of the political
system prevailing there.

My motive for appealing 1o the Sovier
Union was quite differens. In fact,
CMGRLIC guestions the genuineness of
the Soviet Union’s socialism, precisely be-
cause of their policy of promoting tradi-
tional bowrgeols cultire. Nevertheless, |
wanted o cooperale with actually existing
soctalism — and | remember why, Com-
munism had engaged large populations
and was publicly perceived as the cutting
cdpe of the Left. Remember Cuba, the
Chinese Cultural Revolution, the Vietnam
war? Marx never said anything about ab-
staining from strugeles perceived as pro-
gressive becanse they fell short of perfec-
tion. A revolution must unfold ac the level
of understanding of large populations. [If
the masses can be so wrong that it is better
te rerin ont the sidelines for an entire
ceniury, then much of the notion of prog-
ress which underdies moderm society iy
called into guestion.

Let me say something else about
CMGRLIC. One should not assume that
one knows what CMGRLIC savs if one
fas only seen the title. The pamphlet does
not endorse the cultural policy of official
Compmunism; it overthrows that policy on
every front. Unfortunately, | wrole the
pamphler in the hectoring sivle expected in
those days from a “militant”. Bur if one
can get past that, then there are many
separate points in the pamphler which, |
think, are defensible (or at least ineres:-
gk

1§ st say also, though, that CMGRLIC
embodies a second major misjudgment.
And this misjudgment is bound up with
Maciunas’ design theary and his notion of
efficiency. We accepted that the early
Soviet artistic avane-garde really did have
a sensible vision of the sociey of the
future. Tronically, the Soviet avant-garde
fras,  since 1905, become immensely
fashionable in the West. lis popularity has
not vet been diminished by the “death of
Secialistn”. There s alse an enthusiasm
for Dziga Vertov which disregards his ob-
vienes fereedvs,

Thre trowble is that by endorsing the Soviet
avant-garde, Maciunas and I were agree-
ing that the culture of socialism should be
Spartan and mechanistic. Lenin had de-
fined socialism as Soviet power plus elec-
trification of the whole country. The
Soviet culteral vanguard defined the so-
cialist wiopia as the diciaorsiip of the
machine. Soviet architects designed “com-
munities of the fumre” wiich were noh-
tng more nor fess than fabor camps. In
hindsight, this advocacy of the mechani-
cal and the Spartan was an idealization
of nst-and-smokestack production in the
circumstances of Russian backwardness,
If there is ever again o question of
governmental culivral policy for an ad-
vanced noncapitalise economy, then the
prablem will have to be rethought from
the beginnig.,

An ironic result of CMGRLIC was that [
got a reputation as a fifelong dogmatic
Marxisi — that is, among people who were
not actually interesred in my politics and
wirer didd not follow my wriings. The fact
is that by the end of 1967 I had
completely repudiated the notion that the
USSR had a wropian destiny. Tronically,
all of my published non-Marnist political
writings to date have had Fluows-con-
rected publishers.

Flrus was rich in ideology in the Sivies.
In 1965, after publishing CMGRLIC
Maciunas isswed two Flows manifestos
an “Fluoamusement”.* These manifestos
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gave final shape to the Flous esthetic,
The strident politico-revolutionary phrases
in Maciunas® 1963 Fliwns manifesto were
albisent. The tapic now was the opposition
of élite, expensive art and cheap,
democratic art. There s nothing about
gali-art in the 1965 manifestos. Rather,
Maciunas envisioned the goal to be an
exclusively amareur an. I never discussed
these manifesios with Maciwnas, so [ have
na Idea how they were positioned relative
to the manifesto he had published for me.
Hen Vautier wsed the first “Plcamase-
ment” manifesio on a postcard which he
designed.

A response to Maciunas® manifesios, and
to his reasons for promoting antists such
as Brecht, has come from Stewant Home
in Art Strike Handbook, po 73 “Flrocus
hoped 1o make ant more ‘democratic’.
One of the ways in which this was 1o be
done was through the production of
simple scripts which in theory anvone
cowld perform... While almost anvone is
tndeed capable of performing these scripts,
as soon as one asks the guestion what sort
of person would want o engage in such
an activity, it immediately becomes ap-
parent that this ‘democratic art” represents
the interests of avant-garde elements
within the cufturally powerful fraction of
tite bourgeoisie. The Fluas scripes rely for
their impace on their transgression of the
newmis of bowrgeois high culture (a feature
characteristic of all avani-garde art) and
although simple to perform, the aesthetic
systert they are based on is ar war with
popular taste, While bourpeois aesthetes
whter loak for formal innovaiion in culture
= rather than content or ‘mearning’ - can
appreciate such democratic” gesiures, a
profetarian would find the idea that such
arn activity was worth pursuing ridiculous.
Thus although on one level Fluos seripis
mvite parteipaiion, the intelleciual radi-
tient from which such activities have
grown is alien to popular tasie and fnevi-
tably prevenis popular participation.”
Well, this does not settle the issue of the
wltimate coniributton of the avani-garde
ar of Flious - but it needed 1o be said,
Heoe is due to be disappointed, though,
becanse “proletarians™ have proved not to
be an enduring constituency, and are
abandoning their “natwral” preferences.
So it is that Fluxus artist Milan Knizak is
now President of the Czech Navional An
Academy. Erc. etc. — T won't dwell on the
JreHnf.

As [ mentioned, Maciunas published «
diagram of Flias history in 1965, which
he followed in 1966 with the Expanded
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I PROPOSED PROPAGANDA ACTION
FOR NOV FLUXUS IN N.Y.C. (dunng May - Nov. period)

{'irrwhg dovbk purpese: aclion q?---ﬂ.if wha! M Ffr,nf gescribes as seriows cvifore "
£ oclon for floxvs)
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Arts Diagram in Film Culture, and in
1973 with the most inclusive diagram,
Maciunas’ academic bent resurfaced here,
as it did with his Learning Machine of
1969 Maciunas wanted to classify every
possible artistic permutalion on a map
wihich ranged vertically over fime; and
horizontally, over a spectrum from a) re-
actionary/voluptuous fo z) radical/
ascetic. By flartening “all possible art™ in
this way, he lost the connections of signif-
fcance between particilar works. (f have
fried to restore some of the connections in
this essay.) At the same time, the last two
diagrams implicitly endorse radical/
ascetic as the best, positioning it as the
rightmost column  (variously subtitled
anti-art and conoclasm).

! must now say more about Ben Vautier,
ar Ben as he is known. Ben first heard
abowt Fluxus ar the "Misfiis Festival” in
London in October 1962, (Ben's letter to
FliovusiMaciunas of August 25, 1966 says
that he orsanized the First Fluos concert
in Nice in July 19611) Starting even before
his cormtact with Flueus, Ben made an art
carcer oul of, among other works, signs
mocking art as a vehicle of egomania.
Ben has been making cursive white-on-
Mack and Black-en-white acrylics, for ex-
amiple, for decades.

When Ben received Maciunas' Expanded
Arts Diagram of 1966, he wrote to Ma-
CIUNAS, GRROGURCING & SIrong anii-art posi-
tion dating from 1963, From the letier, we
learm that Ben construed Macinnas’ two
Flugamusement manifestos as anti-ar.
(The manifestos don't say that - evidernily
Ben inferred from the privileged position
of anti-art on the Arns diagram.) Ben
demanded in this letter or shonly there-
after that Maciunas place him on the
Arts diagram in the anti-art columin.

As I have said, my anti-art and brend
theory had been noted in Fluxus News
Letters nos. G and 7 and in ccV TRE no
3. It was alvo noted in Ben's Tout no. 9
of 1965, In 1967, I gave my theory finaf
form in the manuscript Art or Brend?. In
fact, I made the fasi revision becanse | no
lemger wanted to tie the theory to Marxist
language: instead, | cast the move 1o
brend as a private devetion, so to speak,
or as the practice of an ideal society.

In the same vear, Ben circulated his May
5, 1967 rext L'art n'est plus nouveau.
Then, in February 1965, Ben published an
issue of Tout  headlined: “Ben aban-
donne Pant”. In Oclober 1968, Macinnas
published my Down with Art! pamphilet,
which contained “Art or Brend?” together
with letters, a press release, and Ben's text,

In the same years, a version of Ben's text
transtated into English appeared in Arts
in Society, vel. F no L

T prevent serious misconceptions, | must
say that my anti-art theory was a philo-
sopfical arewment that if raste is subjec-
tive, then nobody is more able than me o
create an experienice Lo my taste. (So that
tite artist is in the same false position as
the fashion designer wlo says: “wear my
clothes 1o be yourselll”) T was serious
enough about this to have destroved my
carly artworks in 1962: and thereafter |
did net produce art. As for Ben, he has
been a carcer antist who has wsed “anti-
art” slogans in a quasi-Dadarst way, as o
source of content for the arworks from
which he earns a living. Ben's position, if
I understand it is that he s an “honest
fiypocrite ™

So there was, in Fliwws or parallel 1o
Fluus, an outpouring of positons in the
mud-Sixties witich was prefigured in 1963
- and which had Cage as a lineal prece-
dernt. In fact, a bloc was formed in the
Onginale demonsiration - Flynt, Maciu-
nas, Ben - which held together i that the
three of ws passed through the political
critigiee of culinre to anti-art as the end of
crultural histony, (Again, to make sense of
this, ore must reenember Rodchenko, ) All
of our manifestos received modest public-
ity at the time. (CMGRLIC was frans-
lated twice; Ben's text appeared in Arts in
Society; etc.) Bur on the whole, the art
wenld  disregarded the message. Maciu-
was, Bew's, and my texts continued o be
printed, but nothing substantial was
added. Maciunas and Ben continued 1o
work as antists; while [ devoted myself
entirely to nonartistic purswits, Maciunas,
withowr ever examining his miscalcula-
itons, slowly abandoned his political-cul-
tral posture.'t Also he gave up s hope
af “returning” 1o the USSR to become 1s
master designer. As for the Fluvus major-
ity, it stubbormly stuck to its agenda of
vaudeville and packaged jokes - and
Maciunas and Ben continued to be active
here. Clearly Macinnas and Ben gained
same salisfaction from the vaudeville-
arl-fokes clul which I didn’ share.

Ar this junciure, the avani-garde process
whiclh {1 am swrveving culminates and
ends. The generation in guestion began
with Cage'’s purely formalist radicalismm -
which seemed to have ami-an fints. It
passed into a Leftisi, programmatic per-
spective of culture. And it arrived at an
wnconditioned proposal of brend (Bew:
godt, pencihant) as the end of ant history.
[ can imagine someone saying, since art is
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an important mode of knowing and com-
munication, how can it ever become ob-
sefete? This guestion s simply heedless
soward the swccessive lessons of the avani-
garde which prompied the brend theory
flessons which I have tried to delineate in
this survey). For ws, all high art, for ex-
ample, was seen in the shadow of Stock-
hausen's “scieniific music”. lis message,
so far from being uplifting or even neutral,
wis a message we were better off without.,
Criven that the anti-ant discussion culmi-
nared in 1968, and was sidelined there-
after, one may consider 1968 1o have been
an end to the entire avani-garde. After
arte or more well-considered anii-art theo-
ries are publicly avaidable, then to con-
tinwe with an art of transgressive gim-
micks is mere commercialization. From
this standpoint, subsequent invocations of
the avant-garde are merely high ant’s nos-
talgia, or advertiserments for common
maodern art,

As for Fluxus, after 1968, it proceeds by
elaborating the vaudeville and the pack-
aged jokes (that is, wuntl two decades
later, when it shows as legitimate art). A
performance of Brechi’s Drip Music -
witich originally was supposed (o shock
the werld (if not 1o make the revelution)
— recurs as a compelsion, and finally as
nostalgta. Whife Flioos' popedarity grows
steadily, it falls away from the latest thing
it art, e general, what is chronologically
new no longer traces back to the inten-
tions of Marineti,

There is stull a chronology 1o finish.
Another of Maciunas® enterprises, begin-
airtg i the late Sivies, was to renovate
loft buildings in downtown Manhattan as
artists” co-ops. This led to the emergence
af the SaHo neighborliood.

fn 1970, the New York area Flous pre-
sented the Fluxmass, fn 1970-71, Maciu-
nas and Yoke Ono and Joln Lennon
collaborated to present a Flodest featur-
ing Lennon and Ono.

fn 1978, while Maciunas was il with
cancer, e married Billie Hutching in the
last Flivus ceremony of fis life. By this
fime, all fantasies that Maciunas belonged
in the Sovier Union or in the organized
Lefi had evaporated. Maciunas® death
may be taken as marking the end of
vintage Flious.

By this tme, also, a second generation of
artists, and even a third generation, had
Joined Fluxus. These included René
Block, fean Dupuy, Peter Frank, Ken
Fricdman, Jon Hendricks, Lary Miller,
Sarah Seagull, Peter Van Riper, Yasunao
Tone, Yoshimasa Wada.



Tuesday, September B, & 8:00 P.M. Judson Hall {57th, Street east of Seventh Avemnus),

X O B ER T
S TOCEK EAUS EFIINT
CONGCEIRIT"!

"lazz [ Black music] Is primitive... barbaric... beat and a few simple chords... garbage... [or words
to that effect]" Stockhausen, Lecture, Harvard University, fall 1958

RADICAL INTELLECTUALS:

OF all the world's cultures, aristocratic European Art has developed the most elaborate doctrine of
its supremacy to all plebeian and non-European, non-white cultures. It has developed the most
elaborate body of "Laws of Music® ever kKnown: Common-Practice Harmony, 12-Tone, and all the
rest, not to.mention Concert etlguette, And its contempt for musics which break those Laws is imit-
less. Alfred Einstein, the most famous European Musicalogist, said of "Jazz" that it is "the most
abominable treason™, "decadent®, and so forth. Aristocratic European Art has had a monstrous
success in forcing veneration of itself on all the world, especially in the imperialist period. Every-
where that Bach, Besthoven, Bruckner and Stockhausen are huckstered as "Music of the Masters”™,
®*Fine Music", "Music Which Will Ennoble You to Listen to It", white aristocratic European sup-
remacy has mwhed. its greatest success Is In North America, whose rulers take the Art of West
Europe’s rulers as their own. There Is a Brussels Evropean Music Competition to which musicians
come from all over the world;—why is there no Competition, to which European Musicians come, of
Arab Music? (Or Indian, or Classical Chinese, or Yoruba, or Bembey, or Tibetian percussion, or
Inca, or hillbilly music?)

STOCKHAUSEN AND HIS KIND

Stockhausen Is a characteristic European-North American ‘rullng-class Artist. His magazine, The
Series, has hardly condescended to mention plebeian or non-European music at all;but when it has,
as on the first page of the fourth number, it leaves no category for it except "flIght music’ thatcan
be summed up by adding a.question-mark after ‘music’ *, Stockhausen's doings are supported by the
West German Govemment, as well as the rich Americans J. Brimberg, J. Blinken and A. Everstt.
If there were a genuine equality of national cultures In the world today, if there were no discrimina-
tion against non-European cultures, Stockhausen couldn®t possibly enjoy the status he dosy now.
But Stockhausen’s real importance , which separates him from the rich U,S.cretins Leonard Bernstein
and Benny Goodman, Is that he Is a fountainhead of "ideas" td shore up the doctrine of white pluto-
cratic European Ant's supremacy, enunciated in his theoretical organ The Series and elsewhere.

BUT THERE 1S ANOTHER KIND OF INTELLECTUAL

There are other Intellectuals who are rest|ess with the domination of white plufocratic European
Art, Maybe they happen fo like Bo Diddley of the Everly Brothers, At any rate, they are restless
with the At maintained by the Imperialist governments. To them we say: THE DOMINATION OF
WHITE PLUTOCRATIC EUROPEAN ART HOLDS YOU TOOD IN BONDAGE! You cannot be intel-
lectually homest IF you believe the doctrines of plutocratic Ewropean Art's supremacy, those "Laws
of Art".' They are arbitrary myths, maintained ultimately by the repressive violence that keeps op-
pressed paoples from power. Then, the domination of patrician Art-which is aristocral-plutocrat in
origin, as Opera House etiquette alone shows - condemns you to be surrounded by the stifling <cul-
tural mentality of social-climbing snobs. It binds you to the most parochial variety of the small mer-
chant mentality, as promoted by Reader's Digest - "Music That Enncbles You to Listen to it*, Even
worse, though, the domination of imperiaiist white European plutocrat Art condemns you to lve
among white masses who have a sick, helpless fear of belng contaminated by the "primitivism" of
the colored peoples’ cultures. Yes, and this sick cultural racism, not "primitive™ musics, Is the real
barbarism. What these whites fear is actually a kind of vitality the cultures of these oppressad
peoples have, which Is undreamed of by their white masters. You fose this vitality. Thus, nobody
who aguiésces to the demination of patrician European Art can be revolutionary culturally - no matter
what else he may ba.

Volantino AACI,
prima parte, 8
settembre 1964,
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Henry Flvnt, Ben Vautier,

e Maciunas, Takako Sano
picchettano un concerto di
Stockhausen, New YWork, 1964,

(Foto Peter Moore)
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Within fluxus group there are 4 calegories Indicated:

1) Individuals sctive In simllar activities prior to formation of Huxus collective, then becoming active
within Muxus and still actlve up to the present day, (only George Brecht and Ben Vautier M1l this
cabegory );

2 Individuals active since Lhe formation of fluous and still active within Muxus;

1) individuals active independently of fluxus since the formation of fuxus, but presently within Fuws;

47 individuals acilve within Neomws $ince the formation of fluxus bt having since then detached themgelves
on lollowing mollvadloni:

a) anticollective attitude, excessive Individualism, desire for personal glory, prima dona complex
[ Mac Lew, Schail, Willlams, Nam June Palk, Dick Higging, Kosugl),

k) spporunlsm, Joining rival groups offering greater publicity { Palk, Kosugl,

¢) competitive aiitude, forming rival operations { Higgins, Knowles, Palk).

These categories are indicated by lines leading in or out of each name. Lines leading away from the Flucus

column indicate the approximate date such individuals detached themselves Irom Huxus,

[
'5'
)
=
E
e
(5]
umEmul i
GAG L) 3
SPUEE INES % MILLH KNI IA ——
SPIEE JONES Y LA Ko
- "'.zz. EiE ANDERSEN
! [
%%_ JOE JENES
CHICES fHadidi
wielL L0 6L BIBOLH
- = '{b CECRCE BRECHT
= 3 "l GECEGE MAGHMAY
5 Bw 4 = BN Vg Tl
= 4E - | EopEAT waTTy
= Em | o gt — FEFF BERRLR
= 3% % | SR RO ——— Al TEgaY DOX
= pd % ALTE0N ENpwL [ — — L 00 B L ——
-] 'E ] BEM LA P T IO —— FE{oLiel |Lof AF Bliy-
o CEGRCE BRECHT! | M Sl i s Aninf g BasaL
.% BEN WAL TIER —— Jalrfim WAl Low - DOLeLE wiEp CiwTia -
- TOuD DD Toan g fLmal —t WREE Gl
E Lk WsSWTE VoD (DML TT WL LG

TER Bf MARSA WOWRY FLYWT
IR EURAL BIMPLIEITY BAY JOSNTON
ROBEET MOERIS

LILMONE UCREIS

WED MEIEY THLATHL,
CviWTS L ORILCTE

HAIEY §

MEDFH BLUY §
STANLLY BRUAHAN
WALTEE DI MANEE
RAY JDHES0N
ARTHUE KBRCEL
TaKE Sk B0 8T
RODERT MGRRIG
TOMA S SEMBIT
EURLTT WiLhiaug
LA RGHTIE YOLRNG

INELPERDENTS

CRISEFFE CHLAR
i BTN IACY PRI CORNER
LUCHA GLUSOTEWSKS
JOAN RIGALED
TCI5HE BEHIWRRALI
FILRAE WERCUEE
T R ML

SRR WA WL
g velanl kimln
] AILLLE FARILEFF

3 ETE
o E

a3

Ll
W - JACKSON WAL Lo
':F—"-'l' CalE MGG
b | IIBLRT FILLIGW
EEE BRIOK i

CWMETT WILLELWE

wiiRAAL THEATRE

8
- " i Kkl JUNE PRI
= ar = E Belk HICCIN
i B £ YR

w ¥
e :E;; WaLF VOSTOLL

WILUAL THIEATRSEAL EFFCCTS EEE ALLAN KAFRDW BERGT &F WL IATREASG

Syl TARLITY OF LeBILATED ACTE i L CLAET GL00NBLES

FYNTROTNG STRUC TURAL CoMPLEDITY 23 o pmg

WETURD §F WA 3-3 BOBERT WMIT hAN

Was AL BANSEN

wEEkLAILLE S CaRDEN

LFOCTACLELY

BARGOUL TRIATRE

| 263

George Macwinas,
Fleoaes Diagrarm, 1966,
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BEEN ABANDONNE L'ART

Suite de la 1™ poge)

IL HOUS A DECLARE :

5 tewt ewt ert, H delt Bire
poanible de remplacer la el
TOUT par n'importe quel aurrs
mat pann altérer le vens da la
phrase. Clart comme si 'art dcla-
tait &t 8 multipliait sn  des
millions de delinitions dilféranten
domt aucuns ne werait Bl plus ni
moine veale quiune eviee, s
vaiii  quelgues-unes : Towt om
Art, la Virdtd et Art, la nan
Am, Towt ext Prétention, I'As
ert a'importe quoi, ETC. awt Am.

L'uns deas premiéres  réalisa-
tions ds la notom TOUT EAT
ART o pris corps dera la ready
made da Marcel Duchamp, H'im-
porte guel objet devemail @uvee
ek, il sulfedt % ejecter

FINTEMTION.

Pourtant, I'muvre da Duchamp
reste conventionnelle o e dif-
Férencle pau d'une muves clags
tigue, dans lo mesure ou Il 2'agh
d'uns plice phytigee, B e -
grnee d wne vigesture, 4 une date,
d'ung  pratantion ertimte. (Ls
pop art, ls mouvess réalinme, ehy.,
sont hedonisotion o lo vulger-
sation du ready mads, je n'en
parlaral done pail,

L& VIE EST ART ;

Elargiuemert of définition dé-
fends par Jobhn Cags #f e
didgiples, main ici, aw départ, la
sitwation et lowvise, car dama la
realisation on ne peut 1éparer le
mobiles de Partizts, da |'@muvee

qud ke veuwk YIE. 5 la wis ewt -

ART, la prétention da I'artiste &
voulalr ls montrer erf o suml,
Et i cette prétention n'existe pas
doens Memvvee communiguée, o
‘et pen la YIE gus nown men-
teg "artiite maby waiguemant o
rellet da vom ambition artintigws.
Ja dirai midms qua lo pritestisn,
Fagreuivird, 'ambitian, wont, par
rappart & |'suvrs, hl-uul'.mlp plus
vivantes. Alnal, lergque "effeciue
ung partition de Coge ou aua
ie regards DRIP MUSIC ds G,
Bracht, jo ne pesm m'empbohar
&y penssr #n  tost  gqu'mures
d'aridle of mon pox an tant i
YIE.

En fait, 'art n'est poun la wis
o moing que cette YIE goil vérind,

LA YERITE EST ART:

Camt la divulgation sa bas
qu'murre dev mobiles gus I'artiste
& pour orer. Clest-d-dire waa

introspection of une communica-
tion de ssm olob weal devent la
geste da la crdabion. Claat la
reponse gu'ill denme & lo guention
= Paurgusi eii-te qua juo croe ' »,
Je congois par snample, la rég-
Feation de LA YIRITE EST ART
par wne pikce de thédtre dom
laquelle ['auteur wlendrait Jur
scéng denmer les rolpons  pour
lerquellea il Fait du thédire, non
pon e raliens pwperficiellen mani
bea redsomy probondes, o ert-g-dire
wpiwr lo glere s, stc. Co qul
ext impartant ot que LA YVERITE
EST ART changs sk, cor ls
natien de créatlon pour cerfaing
veccompagne touvent de justifi-
cotiont inutiles ot fousses (Fort
pour l'art, 'harmonle, o beaw,
whe.l.

LE HOMN ART:

Cert levtitude sctualle de
Marcel Duthamp ot da guelgues
outres qui, apres la = ready
made », ne pouvant revenic &
Festhétiquas of & hédoniams de
I'sbjet, main roujours & lo recher-
che du nmowvesu pour sotisfaire
lewr pretention, lour dge, ont
pensk guiil e Aouveaw de
declarer gus la crestion artishi-
que ne lea inbdrpiin plun ou pan.
En realite iy 'y intargriant Begg-
toup & wuMa peur dfablic leur
Ego dans ls domaing du MHOM
ART lemcors du wiylel,

L'ART EST PRETEMTIONM -

Est wne offiteds moing hype-
crite que le MOM ART. Clext
prendrg comglincs qua la priten-
tion et I'élémant moteur do Bara
de tout acts da crdatien, o et
opurer pleinement ot |usqu‘au
bout certe Prétantion, Cert-d-dire
jurqu's refuser daccoupler cette
préteation & une muves phyrigus.
ila prétantion suliit & elle-mimal,
I citwrei comme anample ma
pitca = Regacdan-mal cela suif-
fir=, La démarcha ds la PRE-
TEHTION ert trda preche de cells
de L& VERITE EST ART.

L'ART E5T MIMPORTE QUOI :

Iy & suisi cown gui, Pout ea
odmgitent qua TOUT EIST ART
ne rejettent pan leur pietet J'ee-
fintes mais edoptent una affifuds
tatalicte anven |'muvie o ack. lia
chaitiront par anemple une Farma
quelconque, un rond, & décide-
rant de ne folrs qua des ronds,
tor cela ou awire chess revigmt
oy mime. Clont la con d'aprin
mad du trevell 'Olivier Momet
et dy cortalmy minimal astea

LA MORT EST ART:

Clent & co risuliel qu'eil armis
vé, sprin 10 em de riflexionn
ol tiques, loa Guipet. Din sns
pendant lesquels 6 & aysbemali.
quemant dcorta bawres len Farmen
d'art, Aucuna dcrivaitsil, ne peut
otteindre son but, lon Guiyet o
et Frouve mort, le 10 Juillet
1949, & CHIMARA, on Albanis,
La wveille, il aveit dcrit la phrods
wusvanty « LA MORET EST ART
A COMDITION QU'ON MEURKE »,

LART EST IMUTILE ¢

Lorigque Henry Flyat maniferts
devamt lo Murde d'Ark Modama
da Maw York, en portant unm
étritanu =« Dimolish serioun art »
il vegit d'uma prise da position
pelitiges comtre 1'art bouwrgesis.
Lerique par contre, je manileite
en disant gue FARET EST INUTILE
aver dws aHiches, & la Fandation
Mawght, c'est Lo résulvat da la
raflanisn suivante ¢ 51 TOUT
EST ART, ET 51 L'ART DOIT
ETRE TOUJOURS HOUVEIAU,
COMBATTRE L'ART M AYAMT
PAS ITE FAIT, JE LE COMBATS
M TANT QU EUYRE DART.
MOM ATTITUDE EST DOMC
ART,

CONCLUSION :

5i Coege dit =LA YIE EST
ART w, ol Dothemp odir = LA
COMPETITION ARTISTIQUE ME
MIINMTERESSSE PLUS =, i Flyne
dir = IL FAUT LUTTER COMTRE
L'ART =, #f e diz I'ART C'EST
L& YERITE, toutes ces déclaras
tigns &t réalizations existent ani-
quement parce gque lgurs créa-
tewri [égeTiten comma toun les
ertigted) cherchamt du meuf pour
jeuar o Jow da Part. (Etre diffé-
rents den awteeal,

Maix paur trouwrar du  neuf
dame lep circonptancey octuslle
ou towk arf arf, ces creotsun
remettent &n cause la régle du
jew. Cleak comme mi In Jew de
l'art sceeptait Foum les coups ¥
compris celal de pormettrs 0w
tesrurt d'enayer darrdter e e,

et e oen de LA YERITE
EST ART, LA PRETEMTION EST
ART, la HON ART, I"ART AMO.
HYME, I'ART I5T PASTICHE.

Mais le sulelde de 'art art-il
possible F Il ¥y & ouml cowx
qui ne fomt pan de I'ark. Mon
marchand de vin qui vemd des
porte-bouteillen, Uépicier qui »
mari o fille, legent immakilies
du treisidme gul st madt,

BEN DOUTE DE TOUT
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Another notable happening in the an
world in this period is that the career of
Joseph Beuys peaks. It seems generally
agreed that while Beuys was [finked 1o
Flwas, he had his own movement and in
that respect extended well bevond Flos.
The same may be said for the video artist
Nam June Paik.

4. Late Fluxus

Late Flioaes extends through the Eighties
to the presemt. Fluxus shows become
popidar in leading galleries in which each
artist s represented by a large, unique,
handmade piece. This phase was pre-
figiured by the "Happenings & Flions”
exhibiion at the Kdlnischer Kunsiverein
in 1970. The format became fully estab-
lished ar the 1981 Wiesbaden “Flhons™
show, and by subsequent shows curated
by René Block

During this period also, Jon Hendricks,
under the sponsorship of collectors Gilbert
and Lila Silverman, edited massive codi-
fications of the Fluoos movement. This
increased the atiraction of Fluxus for
dealers and curators.

As an epigraph for these devefopments, we
may quete Lucy Lippard: “._temporary,
cheap, invisible, or reproducible art has
made linle difference in the way ant and
artists are econormically and ideclogically
exploited™ (in Sol LeWilt ed. Alicia
Lege. p. 27). Indeed — excepr that we
dort't need 10 hear any more abowt the
artist being innocent and sacrificial,
Today, we can see several branchings in
the cowrse of art which is shown as
Fluxus. Let me fllustrare, withowt irving to
be comprehensive. La Monte Young and
Marian Zazeela, have shown recemt
sound-light collaborations in Fluyus
shows. In my opimion, this senously con-

fuses the appreciation of their work. Ben
Vautier is a charter member of Flios
whose present work is relatively uniform
with his carlier work. Yoko Ono has be-
come active again, making bronze edi-
tions of selected carly works. Benjamin
Patterson ix a charter member of Fluus
whio persists with the Flieas esthetic, but
who has translated it imto farge, wnique,
handmade pieces. Joe Jones also has per-
sisted with the Fluxus esthetic, while
translating of 1o new media. Dick Higgins
and Alison Knowles are charter members
af Flivvus whe continwe to show under
Flixus auspices, but whose work no
longer manifests a Fhows esthetic. Al
Hansen, Charlotte Maorman, and
Carolee Schneemann are comtemporaries
of Maciunas who now show with Flios,
but who did not have a career in Flus.

THE POINT IS NOT GOOD ART
-- FULFILLMENT IN FANTASY--
BUT A NEW MODE OF LIFE
WHICH ALLOWS FULFILLMENT

IN ACTUAL LIFE.

SENSIBILITY WHICH IS

NOT SUPPORTED

BY THE MODE OF LIFE

Motes

' disregard Maciunas' earfier plan for a Li-
thuanian magazine.

*This is not in any way to endorse the Neoists,
Cf. Satie’s Reliche (1924).

‘A rerm which probably connects back 10 my
concepd art, but has an i 1 meaning.
“Alvo, Maciunas in 1962 and Ben Vautier in
196508 seem o have seen anii-art implica-
tiens in Cage.

“First published in Kulchur, no, 3.

IS MERE ESCAPE.

"The Viciows Circle principle. Her contest is
defined by invoking a class of conlests (o
which it “already”™ belongs. Today's mathe-
maticed logicians {e.g. Barwise) might find her
comtest legiiimite.

“Granting that the set of theorems was not
recursive in the official view.

*Until the work of Christer Hennix, beginning
in the Seventies, which is the only other work |
have endorsed as concept art,

1238

Nty selections were printed sideways to indi-
cate that they had no connection with Flus.
"That is probably true. Maciunas continued
long aftewards to retaliote against  Fliooes
members who worked with Moorman

BCE my “veramusement” from ccV TRE no.
3, fic.

B classify Maciunas' 1966 Vietnam War flag
as a peliiical siatement, not as a paradigm for
the future's art,
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Av-o, Dance of Sonata Erik Savie,
Hud=on Hall, 19635,
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Eric Andersen

Enc Andersen, Video Installation, Roval
Academy of Fine Arts, 1964,
[ Folo Sisse Jarmer).
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Eric Andersen constantly changes to
new positions and at the same time
negates or reinterprets the very prem-
ises of the change itsell. The absurd,
the paradoxical, contradictions and in-
consistencies are wrned mto practise
and presented with an irresistible con-
sequence.

If anything appears that could be re-
sarded as certainties, these are immedi-
ately dissolved through imnumerable
semilogical and analytic approaches.
His works offers a muludimensional
outlook, where any orientation seems
at the same time to cancel and to con-
firm any other orentation.

In 1960-61 Eric Andersen worked with
ordinary and accidental occurrences
and full audience participation, as in
(pus 37:

I. Ask the audience to leave the con-
cert hall.

2, Tell the audience outside that in the
concert hall a sinus Irequency wall be
played on a tape recorder with a
volume so low that nobody will be able
to hear it And that the duration of the
frequency in minutes will correspond to
the number of people in the audience
and in seconds to the number of the
frequency.

3. Perform the announced action and
ask the audience to reenter the concert
hall.

During the same years he worked with
tape editing, time lapse and other simi-
lar manipulations as well as complex
processes that are generated during the
performance itself (Thorvaldsens Mu-

scum, 1961). Other works from this pe-
riceed involve polarities such as distrac-
tonfconcentration, overloading or abun-
dance as in Handy Art (1961).

This work consists of 2 5m x Zm wall,
pamted mm fluorescent magenta, with
shelves, preces of wood, all different
kinds of electric tools for woodwork
and a gun with accessories,

A manual suggests how a supervisor
should disorient the audience to the
extent that nobody will know for sure
how to approach the many items on the
wall. The supervisor will do thas
through an interference that cannot be
explained and according to a set of
directions that can hardly be remem-
bered. The incongruity and lack of
communication appearing through this
work will most likely have the con-
scquence that Handy A will never be
touched — just ke most other exhibated
artworks.

However, one thing 1s sure: the mterac-
tion of the supervisors and the audien-
ce will form an accidental circumambu-
lation around ordinary regulations.
During these vears scandals occurred
over and over again. Cpus 51 by Eric
Andersen caused a tremendous scan-
dal. The following score was performed
by The Damsh Radio Symphony Or-
chestra:

| HAVE CONFIDENCE IN YOU;
ABCDEFGHUELMNOPORSTUVWXY L

The score furthermore imdicated what
mstruments to play and for how long.

The musicians could play whatever they
considered to be contained by the con-
fidence of the composer. Any two per-
formances of Oprs 51 will appear as
different as any other two cmilmlrj,r or
accidental occurrences. Especially since
Ernic Andersen never uses the same
Opus number for the same work twice!

The "CO-QF"

As previously mentioned the works by
Eric Andersen and Arthur Kﬁ;‘.n::k:.,
have a number of similanities. However,
differences are obvious as well. Kepeke
“treats” the audience; in other words
the audience becomes a Kopeke Treat-
mert. He mungles with the spectators,
hands over small presents or shects
with suggestions about what to do. He
reads to them, demonstrates phenom-
ena or asks questions like: “Was st
das?”

Kapcke's work always points in a cer-
tain direction and very often clues can
be found within the work,

Eric Andersen bases his work on the
fact that pmp]q. ire present anyway, He
presents a circumstance and 1s happy to
participate on the same level as every-
hody else, His work doesn’t insist on a
specific structure. On the contrary, the
work attempts to absorb all incudents
that can be recognized or observed.
Common Lhdrnili.-[l..-l'l‘.sflli.h for most Co-
penhagen Intermedia Work, however,
were long durations, extreme audience
participation, a complete lack of con-
finement of the single work and a lack
of lasting orientation in the perform-

| AM SORRY, BUT HOW CAN
| TELL YOU A VERY NICE

STORY, WHEN ) DB KAVK
@NLy TKD™ FEW LBPPFRS o




ance space. The participants were con-
fronted with the indeterminate and un-
defined, but at the same time with an
infinite number of implications. The
notion and perception of the oceur-
rence became ephemeral themselves.
One of the last works in which Eric
Andersen and Arthur Koapeke col-
laborated was the project called
Bikuben, which also included George
Brecht. The project was a proposal for
physical structures o appear in 284
years and 201 days, The Art Library
Mikalai Church (Knud Pedersen) was
the entreprencur. The Art Library
made a deposit of Dkr. 10 in the
saving bank Bikuben, and Bikeben made
a guarantee that the sum of Dkr, 6,059
million could be collected by the heirs
after 284 vears and 201 days.

Kopcke suggested as his project a build-
ing constructed by polarized mirror
glass mounted in internal frames of
transparent acrylic plastic. The building
will appear as mirrors from the outside
and transparent glass from the inside.

Eric Andersen’s proposal suggested a
construction that consists of 10,000 mil-
lion units that will constantly change
place in relation to each other and form
all kinds of shapes. while it travels
around on the surface of the globe. His
project is a result of an extensive inter-
disciplinary rescarch in science and
theories of science and technology.
Cieorge Brecht suggested a special de-
sign for love rooms as a public facility
to be imstalled an 20 locations i Copen-
hagen. The love room will among other
things be equipped with a library with
films, dias, a store of fragrances, books,
projectors, tape recorders and all kinds
of conveniences. The tloor in the love
room will consist entirely of mobile
units.

Whether these projects will remain im-
aginary or turn into physical obstacles
in the year of 2253 will probably be
determined by chance operation.

Fopilogie
Eric Andersen’s Opus 46 consists ot one
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sentence: “This sentence should not be
read by more than one person at the
same tme.”
The work was originally projected as a
film to be shown in a public cinema.
This subtle remark was turned into a
pammting by Arthur Kepcke, He wrote
the sentence on a canvas and colored
each letter. Due to uniform spacing of
all letters the painting became a semi-
otic presentation, deliberately disre-
garding the semantic ntention. Hardly
anybody who appreciates the poly-
chrome qualities of this painting ever
notices that it contains a sentence.
This collaboration between Eric Ander-
sen and Arthur Kopcke has now been
turned into a multiple by Nordjyvllands
Kunstmuseum and can be purchased as
a paper shopping bag (e.g. for carrving
artbooks — fill with own imagination),
an everybody object, a painting, a con-
cepl, a paradox, an ephemeral transi-
tion, a strong audience participation,
mavbe Fluxus.

Marianne Bech

Eric Andersen con Arthur Kopcke

¢ Aase “Tut” Kapcke,

Intermeddia Performance, Majudstillingen.
Charlottenborg, 1964,



[a rivoluzione siamo noi
Un socialismo libero
e democratico

Joseph Bewys

Buona sera alle signore ¢ ai signori
presentil Sono lieto di essere qui insie-
me @ vol, non Ento per un mio perso-
nale compiacimento quanto perché n-
tengo utile ¢ importante che tutti noi s
impari a parlare di queste cose.

Alcuni di voi potrebbero trovare sor-
prendente che una persona come me,
solitamentle impegnata in campo artisti-
co. si confronti con una tematica di Ii]’Hi
politico, come quella che ¢ oggetio del
nosiro  dibattito. Posso capire come
molta gente non abbia pit fiducia in
concett di questo tipo. Posso addintiu-
ra immaginarne i commenti: “Ci nsia-
mo con la storia della democrazia, del
socialismo ¢ della libertia, La solita vec-
chia storia!”

Mi domando se democrazia ¢ Demo-
crazia cristiana siano la stessa cosa.
Ouando si attraversano le strade di Ro-
ma, si leggono ovungue slogan di que-
st Lipo.

Ma torniamo al tema del nostro dibatti-
to. M chiedo per quanto ancora possa
durare questo gioco. Per quanto ancora
la gente continuera a volare per i partits
¢ per i loro rappresentanti, ovwero per
concetti vueoti di sigmificato ¢ di conte-
nuto? Per guanto lempo ancora la gen-
te continueri a credere nel cosiddeto
“parlamentarismo™ Queste sono e
gquestion cruciali, Vorrel anche aggiun-
gere che concetn come “democrazia” ¢
“socialismo”, anche s¢ ormai imvisi alle
coscienze della gente, che sembra aver
perso ogni intime interesse a questi
slogan vuoti di contenuto, sono, almeno
sul piano teorico, concetti di estrema
Importanza.

Credo perd che in tulto ¢id manchi un
concetto fondamentale; manca il con-
cetto di “liberta”. Non che di tale con-
cetto non si sia parlato € discusso a
sufficienza. Lo si ¢ fatto fin troppo. Ma
mai nel senso che intendo o e che



andrd a specificare nel seguito.

Ho Iimpressione che si sia totalmente
trascurato il fatto che democrazia e
socialismo siano realizzabili solo par-
tendo dal concetto i liberta, Ed & in
nome di questa hberta, fatto intellettua-
le e di pensiero, che mi sento autorizza-
to a parlare in vostra presenza, facendo
tesoro di quanto ho potute apprendere
¢ wverificare attraverso la mia diretta
esperienza lavorativa. Parlerd, quindi,
dei miei problemi di artista e di inse-
gnante. Del pensiero umano, della
creativitd e dell’economia.

La libertid attiicne essenzialmente al
campo del diritto ¢ della costituzione
democratica. Ma interessa anche la vita
economica: come comportarsi “frater-
namente” in campo economico?

Vado ora a fissare sulla lavagna questi
concetti: democrazia, fraternita, sociali-
smo, uguaghanza. L'uguaghanza, gque-
sto ¢ il concetio giusto da cui partire.
Si tratta, in pratica, dei tre grandi ideali
della Rivoluzione Francese: liberta,
uguaglianza e fratellanza, Tre concetu
che wvanno a ricollegarsi, secondo un
ordine di priorita ben specifico, al con-
cetto di creativita umana, nell’ambito
della scuola, dell’'universitd ¢ della cul-
tura in generale.

Vorre: far presente che 1o parlo essen-
zialmente nell’'ottica della mia esperien-
Za artistica, ¢ gquindi dell’arte. E del
resto, non ¢ forse vero che gquando
'vomo vuole attuare una rivoluzione,
ovverd, gquando decide di cambnare le
condiziom del suo malessere, deve ne-
cessariamente dare inizio al cambia-
mento nella sfera culurale, operando
nelle scuole, nelle universita, nella cul-
tura, nell’arte ¢, in termini pit generali,
in tutto cid che attiene alla creativita?
Il cambiamento deve iniziare dal modo
di pensare ¢ solo da quel momento, da
quel momento di liberta, si potra pen-
sare a cambiare il resto. E nel pensicro
che risiede il nucleo del cambiamento
da cui far scaturire Passe portante della
democrazia e della Costituzione demo-
cratica.

Mi sono proicttato troppo avanti nel
tempo; sto parlando di un futuro ¢ di
condizioni ancora del tutto inesistenti.
Ho gid accennato al vero significato del
termine “democrazia”. Non quello che
usano i partiti politici nei loro slogan
propagandistict, bensi nell’accezione pil
reale del termine: “potere del popolo™.
Dobbiamo mirare a un sistema che con-
senta al popolo, vale a dire a tutti gh
individui residenti in un dato paese, di

dare il proprio contributo alla realizza-
zione di una costituzione realmente de-
mocratica. Questo deve essere il nostro
obicttive. La democrazia deve essere
costruita, ¢ non dai partiti, non dal
dominio prevaricante di una minoran-
#za, ma dal contnibuto ¢ dalla partecipa-
zione di tutti 1 cittadini.

Oueste linge rappresentano i diritti fon-
damentali. Un esempio di diritto fonda-
mentale sono le leggi che regolano la
proprieta terriera.

(Indicando i disegne.) L'asse democra-
tico ¢ molto mportante. Ogm rivendi-
cazione di libertdy deve avere dei limiti
al fine di salvaguardare ¢ garantire la
liberta dell'intera collettivity. lo riven-
dico liberta per la scuola, liberti per
universita, liberta per ghi artisti, liberta
d'opinione, libertd di critica, liberta di
stampa, hberta antenna ece. Tultt
spazi che non fanno parte del mondo
cconomico, bensi dell’ambito informati-
vo ¢ culturale-formativo di un pacse.

Il popolo dovrebbe avvalersi a pieno
del potere che possiede, ma di cui sem-
bra non avere coscienza, per costruire
una vera democrazia. E siamo cosi ve-
nuti al tema centrale del nostro incon-
tro.

Il popolo continua ad agire secondo il
sistema della delega: votando, in sua
rappresentanza, persone proposte da
partiti. E cosi facendo, rinuncia volon-
tariamente al suo diritto di cogestione
politica e al suo diritto i avtodetermi-
NAZIONS,

Se qualcuno, n sala, avesse domande
da porre su quanto detto finora, lo
pregherei di farlo subito in modo da
non dover rilornare su questi punti.
Vace dafla sala: Vorrel sapere cosa sigri-
ficano queflfe lince sull'asse cenirale,

Mon ne ho ancora parlato, ma come ho
detto, questa & la Costituzione che pro-
viene dal popolo, in conformiti al prin-
cipio che vuole restituiti al popolo tutti
i poteri attualmente detenuti dallo Sta-
to. La Costituzione s1 suddivide, a sua
volta, in diritti fondamentali, anch’essi
determinati dal popolo, Questa linea
sta a significare, appunto, un diritto
fondamentale, come, ad esempio, la li-
berta di stampa ece. Oppure il diritto
che regola la proprieta terriera. Oppure
la questione della proprietd dei mezzi
di produzione. O la questione della pa-
ritd tra womo ¢ donna. O ancora la
gquestione dell’esercito ¢ degh arma-
menti. Nel nostro paese esercito si
chiama “Bundeswehr™.

Ma la questione fondamentale & - per
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dirla brevemente - la gestione del red-
dhito nazionale nella societd democrati-
ca. Questo ¢ il punto. Sappiamo che
una grossa fetta del reddito nazionale
pubblico viene risucchiata da operazio-
ni prive di senso, che non vanno certo a
favore della collettivithi. E giusto che
una minoranza, un governo, decida co-
me gestire 1l denaro pubblico? O non &
forse questa una decisione a cui do-
vrebbe partecipare Uinsieme della co-
muntta? Tanto pa che il denaro che
costitwisce i1l reddito nazionale di un
paecse e, di fatto, il frutto del lavoro di
tutta la collettiviti. E guindi assurdo
che una minoranza sia chiamata a deci-
dere, da sola, della gestione economica
di un paese.

Visto che siamo giunti a parlare di
“cconomia”, ¢cco un simbolo che sta a
significare  'unitd  economica fonda-
mentale: Uimpresa di produzione. Il
reddito nazionale & la somma di quanto
prodotto dalla collettivita  nell’ambito
del processo di produzione, 11 diritto,
mvece, non produce valori economici.
Né tanto meno il sistema  scolasti-
cofeducativo che, al contrario, dipende
dal sistema economico per il suo stesso
sostentamento. Il plusvalore nasce in
quella che, in termini economici, viene
definita unita di produzione. (Traccia
una freccia e souo scrive “plusvalore™.)
Dra dove scaturisce il plusvalore? Credo
di poter affermare che il plusvalore na-
sce dalla creativita umana. Volendo ri-
correre a una formula, potremmo scri-
vere: plusvalore = creativitd; creativiti
= reddito nazionale.

Crutinso  (dalle sala):. N plusvalore ha
aocresciuto | profitt, non ha acerescivto il
reddito nazionale.

Esatto. Ho gid detto della mia tendenza
ad anticipare 1 tempi. [l mio discorso si
riferiva a un sistema che ancora non
esiste. Non abbiamo mai sperimentato
un concetto “pulito” di democrazia, di
socialismo ¢ di liberta, perché viviamo
in Stati unitari in cui questi conceiti
sono male applicatl, ¢ per di piu in
condizioni di poca trasparenza.

MNei nostri cosiddetti “Stati unitari” (e
per guesto i disapprove e credo che
altrettanto debbano fare gli altri) questi
concett vengono trattatn in modo del
tutto irrazionale. Ma questo fenomeno
non potra durare per sempre., Il plusva-
lore dovrda smettere di arricchire sola-
mente i capitalisti ¢ dovra tornare alle
origini, ovvero al popolo, dalla cui crea-
tivita ¢ stato generato. Ovviamente una
parte del plusvalore dovra essere rein-
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Joseph Beuvs, Urbis, Roma, 1972
Lavapgna realizzata nel corso dell’azione politica agli “Incontn mternanonali d'ane™.
Gesso su ardesia, 95 % 129 em. (Foto Cleto Polcina).
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vestita in considerazione del rapido in-
veechiamento delle strutture economi-
che.

Nel seguito della discussione si chiariri
percheé, parlando di rivoluzione, 10 sia
partito dal concetto di creativita. 1
marxismo ha tentato, in modo estrema-
mente unilaterale, di far scaturire la
rivoluzione dal sistema produttivo. Noi
dobbiamo modificare questa logica fa-
cendo scaturire il movimento rivoluzio-
nario dal pensiero, dall’arte ¢ dalla
scienza,

MNon intendo con guesto sminuire la
valenza dell’analisi marxista. Marx ¢i ha
fornito un’analisi geniale della situazio-
ne del suo tempo, vale a dire dell™esi-
stente”. La sua analist manca, perd, di
respirg prospetiico ner confronti di una
societd nuova, anche perché, cosi fa-
cendo, sarebbe potuto incorrere nei ri-
schi della contraddizione.

Il grovane Marx, pur essendo partito
dal concetto di liberta, ne ha poi trascu-
rato la successiva evoluzione analitica.
La sua formazione culturale, squisita-
mente cconomica, lo ha portato a dare
risposte esclusivamente economiche a
tutte le istanze nvoluzionane. Ma non
¢ riuscito a sintetizzare un modello ni-
voluzionario né un modello di trasfor-
mazione sociale.

A questo punto, rifacendomi al concet-
to di arte, voglio affermare, ¢ in toni
decisamente radicali, che solo larte
pudr essere rivoluzionaria, seguita, al
sccondo posto, dalla scienza. Ripren-
dendo un concetto gii esposto in prece-
denza, posso affermare che la rivoluzio-
ne pud scaturire solamente dalla liber-
ta, da un modello radicale di liberta,
dall’arte. Qualcuno ha obiettato (indi-
cando il pubblice): “e¢ dalla scienza.”
Giusto, Ma voglio spicgare perché, a
mio avviso, la scienza si limita a occu-
pare il secondo posto in questa scala di
valori rivoluzionari.

Qual ¢ il rapporto che umisce Marte al
concetto di liberta? A questo punto si
mpone una digressione sullestetica.
Anche la scienza, ovviamente, ¢ creati-
vi. Ma facciamo un passo indietro ¢
riveniamo  al concetto di libertd, Lo
scienziato & libero nella misura in cui &
likero di autodeterminare il suo pensie-
ro. Ma questa libertd finisce nel mo-
mento stesso in cui il pensiero deve
subordinarsi alle esigenze della logica:
il vincolo del pensicro logico rappre-
senta dungue il limite intrinseco del
concetto scientifico.

Schiller, essendo un esteta, ha afferma-

to qualcosa di estremamente giusto: la
liberta, nella sua forma pil pura e asso-
luta, la s1 pud trovare soltanto nellatti-
vitd ludica.

L'essere umano &, per sua natura, sogget-
to a molieplici condizionamenti esterni;
ne ¢ un esempio lo stesso bisogno di
assumere la posizione eretta. [ bisogni gli
vengono imposti dall’ambiente stesso che
lo circonda. Ma, grazie alla sua liberta,
F'uomo & anche in grado di modificare le
condizioni del mondo esterno.
Torniamo ancora un attimo indictro ¢
cerchiamo di comprendere guale sia
Pessenza della libertd umana. Per fare
questo, dobbiamo approfondire la no-
stra conoscenza del concetto di “arte” e
del concetto di “scienza”, perché & qui,
m gquesti due concetti, che risicdono le
basi dell'umana creativita,

Lo scignziato ¢ in grado di intervenire
sulle condizioni di un ambiente sfavore-
vole - guardiamo oé che avviene in
campo leenologico — e di modificarle, [
cosi che Galileo ¢ Einstein hanno con-
tribuito alla crescita dell’'umana cono-
scenzi. Entrambi hanno fatto uso della
loro libertd, Ma in nessun caso si ¢
trattato di hiberta assoluta.

La scienza, nel modificare le condizioni
ambuentah, $1 pone come elemento ri-
voluzionarno. Ma s tratta effettivamens-
te di liberta nel senso pieno della paro-
la? La libertd scientifica ha il suo limite
nella imprescindibile esigenza di pen-
siero logico.

Voghamo un modo nuovo di imterveni-
re sull’'ambiente ¢ modificarlo, un mo-
do in cui P'vomo possa avvalersi, in
modo pieno e radicale, della sua liber-
ta. Esattamente come avviene nel cam-
po dell’arte. E a questo proposito vor-
rei citare ancora una volta Schiller
quando afferma: “Solo 'uvomo che gio-
¢a, libero da vincoli della logica, sensi-
bile solo ai richiami del bello e dell’e-
stetica, solo 'vomo che si autodetermi-
na ¢ un uomo libero.” Questa €, a mio
avviso, la libertd assoluta.

Ritengo che Schiller sia il massimo rap-
presentante degh esteti. Egli ntiene che
Fuomao s uomo solo nel gioco, e che
solo nel gioco sia libero. E, come tale,
vero uomao! L'arte intesa quindi in sen-
s0 ludico: € questa l'espressione pii
raclicale di libertd assoluta,

Amelio (dalla sala): Posso fare una do-
manda? Lei parla di scienza, ma si riferi-
sce forse a wna scienza in particolare?
Esiste forse una scienza di tipo capitalisti-
col?

Su questo punto tornerd in seguito.
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Vorrel prima parlare della scienza ocei-
dentale in generale. Invece di “scienza”
potrei usare il termine “conoscenza”.
Intendo parlare della conoscenza in ge-
nerale, senza alcun riferimento  alla
scienza  capitalistica, medievale o dei
tempi moderni. Quello stesso concetto
di scienza che risale al tempo di Plato-
ne € che pud senza dubbio definirsi di
matrice occidentale.

All'interno di questa scienza, lo scien-
ziato & libero di decidere del suo pen-
siero ¢ del tupo di approccio con cui
affrontare un determinato problema,
ma la sua hiberta si arresta dinanzi alle
esigenze e ai vincoli della logica.

Dalla sala: Non sono fle leget della logica,
ma fa siruttura classica defla societa, che
blocea la liberia scieniifica.

Cuella & una limitazione ulteriore. Vor-
rei parlare in primo luogo dei fonda-
menti teorici della conoscenza e solo in
un secondo tempo della classificazione
che la nostra socicta ha dato  della
scienza. Cominciamo con P'analizzare il
concetto di iberta. Ho gia detto come
“necessitd” e “libertd” si scontrino ogni
volta che lo scienziato st trova a doversi
confrontare con le leggi della natura.
Lo scienziato dispone, infatti, di un am-
pio potenziale di liberta ¢ di autodeter-
minazione che, di norma, utilizza fino
al punto d'mcontro/scontro con le esi-
genze della logica. Mi domando se lo
scienziato sia consapevole della metodi-
ca insita nel concetto di scienza.
Vorrel ora passare ad analizzare, in
termint ovviamente genenicl, tl concetto
di conoscenza. Come gia ho sentito af-
fermare dalla sala, attualmente abbia-
mo a che fare con un concetto molto
preciso di scienza, Si tratta di un con-
cetto estremamente limitato, riferito al-
l¢ sole scienze naturali, o scienze esat-
te. Un concelto, cioé, positivistico, ma-
terialistico ¢ atomistico.

Nel dire cid bisogna anche aggiungere
che Pattuale concetto di scienza ha una
valenza estremamente I.':IHI'.':‘!]'EIJE. Certo
non riferibile a tutti i problemi dell’uo-
mo, perché basata prevalentemente sul-
le leggi della materia. E cid che si
riferisce alla materia non pud, necessa-
riamente, riferirsi alla vita.

Da fncontre con foseph Bewys, Palazzo Ta-
verna, Incontri Internazionali d'Arte, Ro-
ma, 12 aprile 1972, orc 19.
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~ George Brecht, Swircase, 1959,
Collezione Reinhard Onnash, Berlino.

In alto ¢ a sinistra: George Brecht,
Redemprion Dome, 1959, Collezione
Eeinhard Onnash, Berlino.



Something
about Fluxus

{reorpe Breche

Mow that Fluxus activities are occurring
in New York it's possible for statesiders
to get some understanding and, rela-
tively, some misunderstanding of the
nature of Fluxus. (A report on last
year's Fluxus activities in Europe, Dick
Higgins' Postface, is to be available this
summer.) From my point of view the
individual understandings of Fluxus
have come from placing hands in Ay-o0's
Tactile Boxes, from making a poem with
Diter Rot’s Poemn Machine published in
the Fluxus newspaper, from watching
Ben Vautier string Alison Knowles-on-
the-blue-stool to objects in the room
and to the audience in Kosugi's Anina
Fiis

The misunderstandings have scemed o
come from comparing Fluxus with
movements or groups whose individuals
have had some principle in common, or
an agreed-upon program. In Fluxus
there has never been any attempt to
agree on aims or methods; individuals
with something unnameable in common
have simply naturally coalesced to pub-
lish and perform their work. Perhaps

this common something is a feeling that
the bounds of art are much wider than
they have conventionally seemed, or
that art and certain long-established
bounds are no longer very useful. At
any rate, individuals in Europe, the US,
and Japan have discovered each other’s
work and tound it nourishing (or some-
thing) and have grown objects and
events which are original, and often
uncategorizable, in a strange new way:
Alison Knowles, Bean Can: Early Red
Valentines, Early Mohawks, Long Yel-
low Six Weeks, English Canterburys...
Bean's I[nsulated Boot Foot Wader
(Suspenders extra)... Ich bean ein Star-,
gin Kino-Star-... The US bean crop
would make enough bean soup o run
Niagara Falls for three hours...

Bob Wait's Bor of Rocks marked with
their weight in kilograms.

Tomas Schmit’s Zykius; the performer,
surrounded by a ring of bottles, pours
water from one bottle into the next,
until all the water has evaporated or
been spilled,

Ben Patterson’s Twe Movements from
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Svmpdrony s 12 the audience stands in
line. One person at a time sits at a stool
across the table from Ben, who whis-
pers: “Do vou trust me?” Ben puts
yesses on one side of the room, noes on
the other. The lights go out. Waiting;
possibly tensions. Then, the smell of
coffee, ground-coffee-rain, in the air,
dusting over the tfloor. Medaghia d'Oro.
Ben Vautier's Bewle of Dirty Water, the
street Composition Lie Down on Your
Back, Total Art Sculpture Pick up Any-
thing at Your Feet, Total Art Poetry Jusi
Say Anyvihing...

Draniel Spoerri’s Optique moderne: col-
lection of unknown spectacles, with Du-
fréne’s useless notes,

Dick Higgins' lectures, like “The day
begins, After a time the day ends. The
day begins., After a time the day ends.
The day begins..” (repeated the num-
ber of times that a day appears in a
common span of time)

Emmet Williams FPiece for La Monte
Young - “Is La Monte Young in the
Audience?”

Brooklvn Joe Jones’ chair, switchboards




on the arms. Lower the white translu-
cent hat over your head, and flip the
switches. Lights here and there, and
sounds from peripheral radios on, off,
news, static, twist music, commercials...
George Brecht's Bead Puzzfe. "Your
birthday.”

La Monte Young, Composition 1964, n.
2: “Build a fire in front of the
audience...”

Av-0's Exit Evenis: the audience leaves
the performance room through a nar-
row hall, over a large mirror on the
floor, or over a bed of upward-pointed
nails, with foot-sized gaps in the bed, or
through rows of taut, knee-high strings.
Nam June Paik’s Zen for Film. (See it,
then go to vour neighborhood theater
and see it again.)

Henry Flynt's professional anti-culture
and down-withs (paying culture a sort
of inverse compliment), making Alison
Knowles’ bean-sprouts seem even love-
lier.

Whether you think that concert halls,
theaters, and art gallenies are the natu-
ral places to present music, perform-
ances, and objects, or find these places
mummifyving, preferring streets, homes,
and railway stations, or do not find it
useful to distinguish between these two
aspects of the world theater, there is
someone associated with Fluxus who
agrees with you, Artisl, anti-artists,
non-artists, anartists, the politically
committed and the apolitical, pocts of
non-poetry, non-dancers dancing,
doers, undoers, and non-doers, Fluxus
encompasses opposites. Consider op-
posing it, supporting it ignoring it,
changing your mind.

May 1964, first published in Flioas News-
aper no. 4. June 1964, °

Alla pagina precedente, in basso:
George Brecht, Name Kit ¢ Ball Puzzle.
{(Foto Ennico Cattanco).
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Creorge Brecht, Warer Yam
af Everts Sceves Bov, 1962

Ihe Fluxus edition of Waler Yam,




A CHRISTMAS PLAY

N SMOEING EVENT

Amange lo obserce a MO SMOKING sign.

TIME-TABLE EVENT
9 occur [n a rallway station

o dasagh Gomell @ hoking Atime=tLable i1s obtained.
8 5% paling i'-t-lirln Uime Indleation Is Interpreted
Empty wnow—coversd Feld, bosted horizom nomintes and secondt [ 7:16 equalling,
sn ghiring Grovgh the mist. In the nesr for example, 7 minetes and 16 seconds),
digtance 1 bathtub |led s Ma slde, cpen This determines the duralion of Lhe evenl,
toward i
FIRST CHILD: Do you sow that dirk Agurs ety VoA
bt L T
SECOND CHILD: (Doan not speak. ) . —
® plasing
CHAIR EVENT
THREE CHAIR EVENTS
on & while chair
_— i
INCIDENTAL MUSIC i s
flag ® Vallow chalr.
 Occurremce, )
rl“ Plang Fll’“lp AN SPENET
any pumber playable successively or simultamecualy, In any & On (o near) & white chalr,
nrder and comblnation, with one anciher and with siher plecss, Decurrance,
black
1.
Theplano seat is Ulted on (13 base and brought Lo rest agalnst el spwcins] colors o 1o
3 part of the planc,
2.
‘Wooden blacks.
A single bhock is placed Intlde the plana. A Block i3 placed
upon this Block, then & third upon the second, and 30 forth,
singly, wntil at least one block fails from the column, 3
1, el CANDLE-PIECE FOR RADIOS
Photographing the plamo situation. ‘i
i, 1. Thase are about ome dnd one=hall times as many radion
Three dried peas of beans are dropped, one afler another, onto n4 performees, The radios ane placed abow the room and furmed
the keyboard, on ot lowest volume. A stack of lastrctlon cards From &
shalflled master-deck I5 dealt, (ace-up, al each radle,
5, o~
The plane seat it suitable aranged, and the performer seats 2. The roos lights e lomed oul. (Blikdiy) Candled e
himaail, 2 E L lighted and given 1o Ihe povformers, sach of whom places
s et candle by each of the inslivcilon card stacks Aler dodng
o this, sach performer linds himuall ok a radio, He perfamms the
Potmm, VAL, 5. e Instructions given on the Lop card, places the cand 3t the
bottom of Lhe deck, and praceeds e anclher, unocouped, radis,

THREE YELLOW EVENTS

yellow
yullow ®
wol oo

yillew
Boud

® b L

THREE TELEPHOWE EVENTS

& Whea the telephons rings, it |3
allowed o continus ringlng, wstl] it staps,

YWhen Lhe telephans rings, the.receiver
I5 [fted, then replaced,

®  When the telephons rings, it |s answered,

3, Each performer, then, finds himsell performing & cand In=
$truction and going 1o anolher radie, He does this wnlll he
Finds either thal & card |5 ueieadable, or thal the candle &
& radio 13 out cospletely. In either event, ke tuns ofl thal
radin, and, when no moss sadios are awallable, rebums (o hily
sal,

CONCERT FOR ORCHESTRA

e, | % F
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CHAIR EVENT

echt, Chair Everst, 1966

Cicorge Br

corge Brecht, Chair Evens,

atioe Oy
manilesto, 1967,

Al
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L'orchestra Fluxus, sexione fiati,
nella ripresa di Cvver for Winds
da Clowdd Scissors i Cieorge
Brecht, New York, 1965,

{Foto Peter Moore)

Creorge Brecht in Drp Music al
r}l:'llJ!,ll.r- {"11”1..'].'1' i Mew
Brunswich, 1963,

{Foto Peter Moore)




George Brechr, Cmitfed.
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André Thomkins, disegno della Denng
derl nexdi, 1974,

George Brecht, Donna dei nodi, progetto,
1974, Caollezione Nicola Incisetto, Napoli.

Alla pagina precedente: Ben Vautier,
MNam June Paik e George Brecht durante
il Fliex Harpsichord Concert a Berlino,
1976. (Foto Larry Miller).
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immagini sacre
ritratti

monumenti funehri
militari

ogeetti di decorazione
tipografica
conversation picce
pittore di solitudini
pittore di rovine
bambocciante

di mendicanti
pittura di genere
fiori frutta e pesci
lazaroni

battaghe

pittoresco

pittura di cavalletto
pittura di costumi
pittura di piccole storie
pacsaggisti

MArine

archeologia
classico

orientalisti
preraffaelliti
nazareni

romanticl
naturalismo
caricatura

stili storici
fiorentino

egizio

gotico

dorico

eclettico
modernismo
bisanzio
architettura del ferro
architettura del cemento
restauro

atticismo

jugend

secessione

florcale

deco

divisionismo
puntilismo

barbizon
IMpressionismo
fotografia
scapigliatura
fauve

sintetisti
intimisti

varieti

réclame
illustratori
liberty

futuristi
vorticisti
suprematisti
rayonnisti
razionali
funzionali
cubismo ermetico
papier collé
cubismo fisico
cubismo istintivo
cubismo scientifico
mictafisica

dada

purismao
astrattismo
design
precisionismo
LESto ¢ Segno
bBrrul

calligrafia
tachisme
informale

action painting
cspressionismo astratto
geometria lirica
spazialismo
nucleare

cobra

FCStO ¢ SCEnG
art brut
calligrafia
tachisme
imformale

action painting
espressionismo astratto
geometria lirica

spazialismo
nucleare

cobra

nuova figurazione
nuovo realismo
neo dada

pop art

fluxus

lettrismo
sitLazionismo
pocsia concreta
poesia visiva

arte programmata
arte cinetica
gestalt

optical art
2ruppo zero
evento
happening
AZIONISITO
strutture primarie
arte didattica
support surface
pittura

art and technology
distruzione in arte
danger art

funk art

arte povera

arte conceltuale
land art

mail art

scrittura

guertilla art
glamour art
contextual art
neo dada

pop

fluxus

lettrismo
SItuAZIONISmMo
poecsia concreta
poesia visiva
prﬂgrammata
cinetica

optical
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sy Alla pagina seguente: Emmett Williams,
Phlllp Cﬂrner Waoll Vostell, George Maciunas, Ben
Patterson nella performance Piano Activities

di Philip Corner, Wiesbaden, 1962,
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Willem de Ridder

Willem de Ridder, Paper Constellaions, Amsterdam, 1963,
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The history of Fluxus in the Nether-
lands is the history of Willem de Rid-
der. He was one of the Dutch per-
formers in the world premiere of
Maoving Theater no. 1 that took place n
the streets, the canals, bridges, bars,
cellars and other places of Amsterdam.
It was on the Sth of October 1962 that
this first Fluxus Event introduced works
of the Newest Music in Holland. An
exhibition of Wolf Vostell in Gallery
Monet was opencd by this event thal
brought amongst others Tomas Schit,
Mam June Paik, Dick Higgings, Alison
Knowles, Emmett Williams and Wolf
Vostell to Amsterdam. De Ridder
handed Paper Consteflations (PK's) 10
the audience. They soon started throw-
ing the crumpled paper balls about,
hitting cach other on the head and
burning them on the street. That way
they created PR music.

It was not the first time that de Ridder
presented his PKs. He was involved in
PK fashion, PK architecture, PK traffic
and PK theater. He had already created
many Fisual Music works and was the
co-founder of the Mood Engineering
Socicty (with most of the young Dutch
composers of the time), He had in-
vented Wer Paintings to be improved by
any critic and was an active member of
the Organization for the Prevention of
Art Manifestations.

As soon as he came in contact with
George Maciunas he started to pro-
mote Fluxus in the Netherlands. The
cultural climate was (as everywhere in
the West) compartmentalized. Fluxus
did not fit anywhere since it combined
all disciplines. Most Fluxus works
scemed like gags. It involved artists
from all over the world, but it was not
clear if it was music, poetry, painting,
sculpture or what? De Ridder made 1t
worse by trving to sell it as Recreation.
The only person in Holland that shared
his vision was Wim T. Schippers, the
creator of uninteresting art and a-dy-
namical works.

In 1963 de Ridder started a Fluxus
Gallery Amstel 47 and presented The
Piano for AN Senses of Nam June Paik.
That same year he organized two
Fluxus Festivals in the Hypokriterion
Theater in Amsterdam and a private
space in The Hague (Bleijenburg 16).
George Maciunas, Tomas Schmit, Peter
Brotzman and others were there 1o per-
form the works. Together with Wim T,
Schippers he founded the Association
for Scientific Research in New Methods

of Recreation (AFSRINMOR Inter-
national). This association organized
the “March through Amsterdam”™. Big
posters all over the oty announced this
event. Press and television were present
at the point of departure, where 6 par-
ticipants (in rows of 2) started to walk.
AFSRINMOR organized that same
year a giant PR with police convoy driv-
ing through Amsterdam and a third
Fluxus Festival in De Kleine Komedic
Theater. Tomas Schmit and Emmett
Williams came 1o Amsterdam to per-
form 14 works together with de Ridder
and Schippers, For the first time some
works by Wim T, Schippers were in-
cluded. Dutch Television hilmed the en-
tire congert, but when developed all the
film came out black, By the end of 1963
VARA Television presented a 35
minute program produced by de Ridder
and Schippers. Fluxus, Zero, Pop Art,
AFSRINMOR, PK's, Op Art and Nou-
veau Réalisme were presented for the
first time in Dutch media. The next day
some newspapers commenied that the
whole show was probably a hoax and
that the producers made names hike
*La Monte Young”, “Andy Warhol”
and “George Maciunas™ up themselves.
In 1964 the Society for Party Organiz-
ing LTD (SPO) was founded to create
Total Theater Events. One could de-
cide to play the role of audience or be
an actor and influence the plot of a
SPO play. Schippers and de Ridder also
founded the Society for Exhibition Or-
ganizing for any musecum that had no
idea what to do next, but also for
people who wanted something ¢lse in
their private homes. George Maciunas
asked de Ridder to become the chair-
man of Fluxus in Northern Europe.
The result was the European Mail
Order House, where Fluxus works
could be ordered through a catalogue.
D¢ Ridder performed some of his
works in Fluxus Festivals in Copen-
hagen, Stockholm and other European
cities.

De Ridder and Schippers produced the
last issue of a Dutch national art news-
paper Kunst van Nij. Gallery Amstel 47
still showed Fluxus works and Ben
Vautier amongst others had a show
there. The 5PO produced several home
exhibitions, AFSRINMOR sold un-
known projects to big industry and by
the end of 1964 two Flux Festivals were
organized in Rotterdam and The
Hague. Eric Andersen, Arthur Kepcke
and Ben Vautier came over to perform.
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e Ridder invited several of his friends
to help perform on stage. For the first
time works by Misja Mengelberg and
Bob Lenz were performed.

Some museums started to get interested
and even the industry liked what was
happening. The result was that de Rid-
der was asked to create a PR environ-
ment for Proost & Brandt (a paper
company). They used it in an inter-
national trade fair, The Municipal
Muscum of The Hague exhibited many
huge £K's in the entrance hall, together
with a rotating tulip field by Wim T.
Schippers. At the official opening of
the exhibition de Ridder announced
that he would step out of art altogether.
As long as Fluxus was anti-art it would
end up as art anyway. Together with
Wim van der Linden he started a film
company Dodgers Syndicare that would
produce only Sad Movies.

From that moment all art imstitubions
were avoided and the word art was
never used anymore. Art ontics were
not invited and the name Fluxus
(meaning a conlinuing succession of
changes) was sometimes hidden to dis-
tract art lovers, D¢ Ridder founded
with Peter 1. Muller Hitweek, a weckly
yvouth paper, whilst Wim T, Schappers
involved himself with TV entertain-
ment. Some people realized that Fluxus
was still the predominant ingredient in
their products, but the art world lost
interest. Hiweek became quickly a very
popular publication.

To make matters worse de Ridder
started a modern dance ensemble An
Bears Power and travelled the country
with a Fluxus Festival that was named
“Honk Honk It's the Bonk”, Soon he
became co-founder of two big multime-
dia centers in Amsterdam that were
named Fantasio and Paradiso. It coin-
cided with the hippy explosion, so many
Fluxus projects could be realized there.
Soon there were about 150 similar clubs
all over the country. A prestigious prize
for revolutionizing newspaper design
was refused. The paper changed con-
tinuously. Even the name changed to
Witheek and then to dloha. Layout
changed all the time, imaginary projects
were announced regularly. Fantasio be-
came a total theater completely created
by the audience. People came from all
over the world to be part of it.
Together with Germaine Greer, Heath-
cote¢ Williams, Jim Haynes and William
Levy, de Ridder became part of the
first European sexpaper, SUCK. The



same group organized the First Erotic
Film Festival in Amsterdam. After the
second “Wet Dream Film Festival™ de
Ridder and Levy produced the Wer
Dream Book about these events. Alter
some experiments with Feed Back
Theater he moved o Hollywood to
produce his first radio shows, The bom-
bardment of images at a faster rate had
made the population practically blind.
Eecaders hpped through books and ma-
gazines with the speed of television. It
was hime for “Physical Radhio™, All s
experiments were transmitted on Dutch
National Radio. One of the highlights
was a show in which he masturbated
together with the listeners, trying to
have orgasm simultaneously. It was so
successful that it was repeated,

He produced Finger, a reader-written
sexpaper from Beverly Hills, It sold so
well that he founded God, a sex ma-
gazine made entirely with articles and
photos by those readers who dared o
#o all the way. He produced the first
Sound Magazine and tried out Guided
Walks. Test persons walked with over-
sized headphones and sizeable cassetie
players roamed through Beverly Hills
following recorded nstructions. Crod
caused a sensation and an uproar. De
Ridder and his partner Prince Maximil-
ian Lobkovicz di Filangieri (with
family) had 1o escape to the Nether-
lands. There he produced Grided Radio
which brought thousands of car drivers
on the road following directions in the
middle of the night. The listener was
the actor in a total theater.

De Ridder and hos partner moved to
[taly from where they produced reader-
written magazines (some with sound-
track) for America and radio experi-
ments for the Netherlands. In a special
feature on Dutch television de Ridder
announced his decision to return to
Art. A series of “Radio Art™ transmis-
sions caused active listener participa-
tion. The “Sonor Theatrum” intro-
duced listening as state. A theater
audience with portable radio’s ex-
penenced a 3D Radio Drama”. The
first Walk was introduced. Travellers
with a walkman and 3 cassettes needed
3 days to experience well-known places
quite differently. He was invited to be-
come puest of honor for the Holland
Festival and was offered a retrospective
exhibition in the Museum of Modern
Art in Groningen.

He installed a Berlin Walk, the Grear
Maotor Touwr in Beverly Hills, cooperated

in several projects with Post Porn Mod-
ernist Annie Sprinkle, introduced Music
Speak, transmitted alternative lip sync
soundtrack for popular TV sitcoms, in-
vented Walkiman Musical Scores, Cas-
sette Directed Theater Play and fun Fair
attraction  Flnes-o-lewm  Walk-o-rama.
He demonstrated The Arom Club,

caused a cassette movement with the
Radiofa Safon, imtiated the Al Chenrix
Haclio Seres (monthly plays sent to over
M) radio stations in America, Canada
and Awustraba) and became a Master
Story Teller (telling stories of up 1o 6
hours to fascinated awdiences), Cur-

: L i o
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Willem de Kidder, Euwropean Mail-Order Warehowse/Fliosfiop, 1965,

rently de Ridder cooperates with An-
drew McKenazie (The Hafler Trio) to
create Spiral, the first ever monthly
audio-information service. Every two
maonths Spiral will also publhish an en-
velope with book, Compact Disc and
loose leal illustrations. The creation of
a complete fun fair, including a Senor
Theatrum 1s under way., He 15 involved
in telephone entertainment together
with Cora, sings and plays in
FNTCORA and conducts workshops
about the Universal Principles (do what
you love to do and the Unmiverse takes
care of the details).

Riscostruita nel 1984 per il Contemporary Art Museum di Houston, Texas,
Collezione Gilbert ¢ Lila Silverman. (Foto Rick Gardner).
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Robert Filliou




Robert Filliou’s
Whispered Art

History

|

wihtispered:

it all started a 17th of January, one
million years ago.

a man took a dry sponge and dropped
it into a bucket full of water.

who thal man was is nol important.
he is dead, but art is alive.

I mean, let's keep names out of this.
as | was saying, at about 10 o'clock, a
I7th of January, one million years
ago, a man sat alone by the side of a
running stream.

he thought to himself:

where do streams run to, and why?
meaning why do they run,

or why do they run where they run.
that sort of thing,

personally, once | observed a baker at
work.

then a blacksmith and a shoemaker.
at work.

and 1 noticed that the use of water
was essential to their work,

but perhaps what 1 have noticed is
nol important.

norrmal voice:

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th the 30th the

31st.

of January,

thus time goes by,

2

whispered:

it was winter, one hundred thousand
years ago.

more exactly on the 17th of February.
a man bent to the ground, and took a
handful of snow.

who that man was is not important.
he is dead now, but art is alive.

I mean, let’s keep names out of this.
bending to the ground, then, on the

I7th of February, one hundred
thousand years ago.

a man took a handful of snow.

he held it 1o his ear.

he squeezed the snow hard.

he heard...

iry il some Lime,

take a bottle of vinegar in your right
hand

in your left hand take a picce of chalk
let a few des of vincgar fall on the
piece of chal

and see what happens.

but perhiaps what you see is not
important.

narmal voice:

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
lh::l 25th the 26th the 27th the 28th
and, every 4 years

the 2‘.i'th.r:IIf "

of February,

thus time goes by,

3
whispered:

a 17th of March, 10,000 years ago.

a man bought himself a bottle of beer.

who that man was is not important.
he is dead now, and again, but art is
alive.

I mean, let’s keep names out of this.
a man, then, on a 17th of March,
10,006 years ago.

bought himself a bottle of beer.

he opened i,

he drank the contents.

now, he thought, the bottle is empty.
or is it?

that is, he asked himself,

is there really nothing in the boutle?
my wife also, when she walks in the
fog, ofien wonders what is fog.

and when she looks at the clouds she
wonders what are clouds.

or 50 she tells me.
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but perhaps what my wife tells me is
not important,

normal voice:

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th the 3hth the

3lst.

of March.

thus time goes by,

4
whispered:

1LONEY vears ago.

on a 17th of April,

a man went o the butcher and
bought a fresh bone.

who that man was is not important.
he is dead now, again and again, but
art 15 alive.

I mean, let’s keep names out of this.
s0 the man I'mugﬂl a fresh bone.

on the 17th of Apnl, 1,000 yvears ago.
he bailed it

for an hour or so, he boiled the bone.
when he took it out, its aspect, he
thought, was not the same.

you yoursell can verify it:

spread glue on your floor

next to it spread tar

next to it spread fruit jelly

next o it spread biscuit paste

now look at what you've done

but perhaps what you have done is
not important.

normal veree!

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 2h

the 3ith.

of April.

thus time goes by,
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5

whispered:

In the month of May, 500 years ago.
on the 17th of May, to be precise.

a man walked to a park.

who that man was is not important.
he is dead now, again, agam and
again, but art 15 alive.

I mean let’s keep names out of this.
a man, then, walked to a park, the
I7th of May, 500 years ago.

he pulled a coin out of his pocket,
he pushed it into the ground.

then he ook the coin out.

he looked at the print left in the earth.

he thought a long time.

then decided he could buy nothing
with it.

my daughter, likewise, tried to cut a
malch with a pair of scissors,

first she put the match between the
tips of the two blades.

then she put the match at the top of
the angle formed by the two blades.
although her age is not yet 3, she...
but perhaps what my daughter’s age 15
not impaortant.

normal voice:

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 25th
the 29th the 30th

the 31st.

of May.

thus time goes by.

6

whispered:

it was the 17th of June, 400 years ago.
a man took a rubber ball and threw it
in the water.

who that man was is not important.
he is dead, now again again again and
again, but art is alive.

[ mean, let's keep names out of this.
50 that man, on the 17th of June, 400
years ago, took a rubber ball and
threw it in the water.

he fished it out,

with a knife he made a few holes into
the rubber ball.

he threw it back in the water,

the ball sank.

you also, when at the grocer’s.
observe his scales.

it indicates the price as well as the
weight of the thing you bought.

how?

what did you buy?

how much did it weigh?

what did it cost?

but perhaps what it cost is not
important.

nowmmal voice:

anyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29h

the 30th.

of June.

thus time goes by,

a
witispered:

on the 17th of July, 300 vears ago.

a man decided to take s
temperature every mornimg until the
end of the month.

who thal man was is not important,
he is dead now, again again again
agam and again, but art is alive,

[ mean let's keep names out of this.
now then.

it was 300 years ago, on the 17th of
July.

a man decided to take his
lemperature every morning until the
end of the month.

he noted it down on a chart.

at the end of the month, he thought.
Fll plot my temperature line on the
chart.

and ['ll find out something about my
health,

here is for your own observation and
reflexion:

measure the surface of your body.

Is it superior or inferior to 1 and 1/2
square meters?

what atmosphene pressure does it
withstand?

your body, that s

but perhaps what atmospheric
pressure your body withstands is not
important,

normal vedce:

anyway the 17th goes into the 18th
then the 19th then the 20th ;

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th the 30th

the 31si.

of July.

and so time goes by.

8
whispered:

200 years ago, on the 17th of August.

a man dived into the sea to a depth
of 10 to 15 feet.
who that man was is not important.
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he is dead now, again again again
again again and agam, but art s alive.
[ mean, let’s keep names out of ths.
50, Oon A summer day,

a 1Tth of August, 200 vears ago.

a man dived into the sea to a depth
of 10 1o 15 feet.

he tried to breathe.

he found it difhicult, and tried to
guess why.

if yvou prefer the movies,

go see a film,

take an orchestra seat,

when the film is over, go up to the
balcony,

see the film a second time,

where did you find the temperature
warmer?

downstairs or upstairs?

though perhaps what vou find is not
important.

norn voice:

amyway the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th the 30th

the 31st.

of August.

thus time goes by.

9

whispered:

1) years ago

a 17th of September.

a man grabbed a hammer and went
down to the basement of his house.
who that man was is not important.
he is dead now, again again again
again again again and again, but art is
alive.

I mean let’s keep names out of this,
a man grabbed a hammer and went
down to the basement of his house.
a 17th of September

100 years ago.

he got a piece of anthracite.

then a piece of charcoal.

he put them side by side.

with the hammer

he hit the anthracite

then he hit the charcoal.

then he compared the results.

as for vou if vou wish,

light a candle

put some four in the palm of your
hand

blow the flour unto the flame of the
candle.

do you hear anything?

but perhaps what you hear is not
impaortant.



morrmad voice:

anyway the 17th goes into the 18th
then the 19th then the 2ith

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th

the 30th.

of September.

thus time goes by,

10

wihrispereel.

10 years ago

preciscly, on the 17th of October

a man caught a frog.

he 15 dead probably, but art 1s alive,
I mean let’s keep names out of this,
the 17th of October, 1 said, 10 years
ago.

a man caught a frog.

he held it in his hand.

he looked at it closely and wondered:
can the frog hear noises.

he looked for the frog's ears on its
head.

a friend of mine

whose eyesight is perfect

likes to read the morning newspaper
by holding in front of it a shorteighted
man’s eyeglasses

and, in the evening, he reads the
newspaper by holding in front of it a
longsighted man’s eyeglasses.

he says he finds it fun.

but perhaps what my friend finds fun
is not important,

normal voice:

anyway, the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th the 30th

the 31st.

of October,

thus time goes by,

11

whispered:

3 years ago, the 17th of November,
a man stood at the bottom of a
staircase.

who that man was 15 not important.
he may be dead already, but art 15
alive.

[ mean, let’s keep names out of this,
all nght.

the 17th of November, 5 years ago,
a man stood at the bottom of a
staircase.

he counted his heartbeats for |
minute.

then he ran up the steps of the

staircase,

when he got to the top again he
counted his heartbeats.

you too, in the fall,

can measure up the height of a small
tree,

wait until the following spring.
measure the trée once more.

has it grown during the winter?
do you know why?

but perhaps what vou know is nat
important.

narmad voice:

anyway, the 17th goes into the 18th
then the 19th then the 20th

the 21st the 22nd the 23rd the 24th
the 25th the 26th the 27th the 28th
the 29th

the 30th.

of November.

thus time goes by,

12

whisperee:

the 17th of December, 1 year ago,

a man took a dry sponge, and
dropped it into a bucket full of water,
who that man was is not important.
he will dig soon, but art is alive.

I mean, let's keep names out of this,
as | was saying, a 17th of December,
1 year ago,

a man took a dry sponge, and
dropped it into a bucket full of water,
he waited 5 seconds.

then he took the sponge out.

he pressed it

he saw...

never mind what be saw,

what do you conclude?

only what you conclude is important,

normal voice:

but please keep in mind that the 17th
of December is followed by the 18th
then the 19th then the 20th the 21st
the 22nd the 23rd the 24th the 25th.
of December,

that on the 25th of December Jesus
was horn.

or s0 the christians say.

the jews deny il.

the moslems are of two minds about it
the buddhists don’t care.

nor do the communists and the
atheists,

as for the artists =

well what the artists believe is a new
story.

As registered on twelve 3-minute records
for juke-box

[6H&




Robert Filliou, % Weeks of Research,
Wide White Space Gallery, Anversa, 1971,
(Courtesy Wide White Space Gallery),
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Dick Higgins
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A Child’s History
of Fluxus

Dick Higgins

Long long ago, back when the world
was voung - thatl is, sometime around
the year 1958 - a lot of artists and
composers and other people who
wanted to do beautiful things began 1o
look at the world around them in 4 new
way (for them).

They said: “Hey! = coffee cups can be
more beautiful than fancy sculptures, A
kiss in the morning can be more dra-
matic than a drama by Mr. Fancypanis.
The sloshing of my foot in my wet boot
sounds more beautiful than fancy organ
music.”

And when they saw that, i turned ther
minds on. And they began to ask ques-
tons. One question was: “Why doces
everything | see that's beautiful like
cups and kisses and sloshing feet have
to be made into just a part of something
fancier and bigger? Why can’t T just use
it for its own sake?”

When they asked guestions like that,
they were inventing Fluxus: but tus
they didn't know yet, because Fluxus
was like a baby whose mother and
father couldnt agree on what to call it
— they knew it was there, but it didn't
have a name.

Well, these people were scatiered all
over the world. In Amenca there were
George (George Brecht) and Dick
(Dick Higgins) and La Monte (La
Monte Young) and Jackson (Jackson
MacLow) and plenty of others. In Ger-
many there were Wolf (Woll Vostell)
and Ben and Emmen (Ben Patterson
and Emment Williams) who were visit-
ing there from America. and there was
another visitor in Germany too from a
very little country on the other side of
the world, from Korea - his name was
Nam Jun¢ Paik. Oh there were more
too, there and in other countries also,
They did “concerts” of everyday living;
and they gave exhibitions of what they
found, where they shared the things
that they hiked best with whoever would

come. Evervihing was atself, it wasn't
part of somecthing bigger and [ancicr.
And the fancy people didn't like this.
because it was all cheap and simple,
and nobody could make much money
out of it

But these people were scattered all
over the world. They sometimes knew
about each other, but they didn't see
each other much or often. And they
spoke different languages and had
different names for what they were
doing. even when they were doing the
same thing. It was all mixed up.

Well, La Monte had a pal another
Creorge, George Maciunas: his name
looked strange but sounded casy
enough - “Ma-choo-nuss ™. And George
Maciunas liked to make books. So La
Monte said, “Let’s do a book of our
kind of thing.” And his Iriend Jackson
agreed. And they did it La Monte col-
lected the things for the book, and

Dick Higgins.,
Crraphis, 1961,
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George Maciunas put it onto pages,
and after a while, they were able 1o
take it to a printer and have 1t printed.
They called the book An Anthology
which is a fun word for a collection. No
fancy name. Not “A Fluxus Anthology”,
because Fluxus things weren't named
vet, Just An Anthology, It was a beauti-
ful book and you can still buy it and
look at the beautiful, simple things in it
— ideas and piles of words and ways for
making your own hife more wonderful,
Well. it costs money 1o make books,
and if you spend your money on one
thing you can’l -.ru,m,i it on another.
Gieorge Maciunas had rented a beauti-
ful big room in the fanciest part of New
York City, and there he had an art
gallery where Fluxus kinds of things
were shown and shared or allowed 1w
happen. But when there was no money
to pay for all that, once the book was
done. George Maciunas had to give up
his AG Gallery, as he called it; and he
decided 1o go to Germany. With him he
took some big boxes all chockablock
full of leftover things that La Monte
and the others had collected. but which
didn’t fit into the Anthology.
George Maciunas’ wdea was to get to-
gether with the people in Germany who
were doing the same kind of thing, and
to do something like a book and some-
thing like a magazine — it would be
printed every so often, and it would
always change, always be different, al-
ways be really itsell. It needed a name.
30 {n.urw.. Maciunas chose a very funny
word for “change” - Fluxus. And he
started taking Fluxus things 1o the
printers in Germany, 1o make his ma-
gazine, To let people know about this
kind of book, he decided to give some
Fluxus concerts there, so the news-
papers would write about them and
people would find out about his books.
So in September 1962 the first of the
Fluxus concerts happened in a little city
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where George Maciunas was living, i
Wigshaden, Germany (vou say that -
“Vees'-bodd-en™). Dick went there
from New York, with Alison (Alison
Knowles) his artist wife, and they took
with them lots of pieces by other Amer-
ican people who had been finding and
sharing Fluxus kinds of things.

The concerts certainly did get writlen
about! They were on television too,
Poor George Maciunas mother! She
was an old-fashioned lady, and when
the television showed all the crazy
things that her son George was doing at
the Fluxus concerts, she was so embar-
rassed that she wouldnt go out of her
house for two weeks because she was so
ashamed of what the neighbors might
say. Oh well, yvou have to expect that
kind of thing. Actually some of the
neighbors really hked the Fluxus con-
certs. The janitor at the muscum where
the Fluxus concerts were happening
liked them so well that he came 1o
cvery performance with s wife and
children.

By and by other muscums and public
places wanted Fluxus concerts too. 5o
Fluxus concerts happened next in Eng-
land and Denmark and France. And
new picces kept being found or done -
Fluxus people (we called them “flux-
people™) sent things from Japan and
Holland and all kinds of places. Fluxus
zot famous.

And then Fluxus began to get copied.
Fancy people began copying Fluxus
things and ideas. But they tned to make
fancy things out of them - and that
changed them. When teacups were re-
placed by mulhons of teacups they
weren't simple any more, so they
stopped being Fluxus., That was always
the difference: they stopped being art
of life. You could always tell the real
Fluxus thing from the fake ones be-
cause the real ones stayved simple, while
the fake ones had fancy names attached
ta them.

Once fame began to happen George
Maciunas and the other Fluxus people
had to figure out what to do next to
keep Fluxus fun and working for every-
body. George liked to be the boss; but
he was smart enough to know that he
couldn™t be boss and tell the Fluxus
artists what to do, because they'd quit
and they were mostly better artists than
he was. So he became the chairman
instead. That meant that he couldn’t
tell people what they had to do, or what
they must nor do if they wanted to stay

part of Fluxus: mstead he could tell the
world what Fluxus was, and anyone
who wanted (o do that kind of thing
wias Fluxus. That was smart because it
meant the Fluxus people didn’t break
up into gangs that disagreed, the way
lots of artists” groups did before that.
They stuck together o do Fluxus kinds
of things, even when they were also
doing other kinds of things at the same
time.

Twice George Maciunas forgot this
Onee, in the winter of 1963, Dick and
Alison went to Sweden and gave Fluxus
CONCECris; but there was no money 1o
buy tickets so George Maciunas or Ben
or Emmett could come 1o Sweden, So
Dick (that's me) and Alison gave the
concerts with new Swedish Fluxus
people there. George got very angry
and told Dick and Alison they couldn’t
be Fluxus people any more. Butl so
what: nobody pad any attention 10
that, because Dick and Alison were
doing Fluxus concerts of things by Ben
and Emmett and George (Brecht) and
Bob (Watts) and the Japanese Fluxus
people and s0 on, It was fun and it was
Fluxus, which was what counted.

In 1963 George Maciunas came back to
America, He opened a Fluxus store and
gave Fluxus festivals. The German
Fluxus people came to visit; so did the
artists’ groups before that. They stuck
together to do Fluxus kinds of French
ones. Invitations began to come from
fancy places — museums and colleges;
but the Fluxus people were oo smart (o
get involved with those. They would
have lost their freedom. So the colleges
and museums got the fake Fluxus
people and things (and they still have
them, maosily). You could tell the fakes
because they weren't themselves: be-
cause of ther famous names. The real
things were much cheaper, and this
confused the fancy folk. But oh well.
But by 1965 some of the Fluxus people
themselves began to get famous. This
would have been okay, except that
George Maciunas didn’t know how to
handle them anymore. He kept trying
to be boss. He got very very angry when
a group of Fluxus people decided to
join some artists who weren’t Fluxus
people in a big performance that was
kind of a circus, called Originale (“Or-
ce-ghee-noll-eh”). Maciunas and his
friend Henry Flynt tried to get the
Fluxus people to march around outside
the circus with white cards that said
Originale was bad. And they tricd to say
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that the Fluxus people who were in the
circus weren't Fluxus any more. That
was sillv, because it made a split. |
thought it was funny, and so first |
walked around with Maciunas and with
Henry with a card, then 1 went inside
and joned the crcus: so both groups
gol angry with me. Oh well. Some
people say that Fluxus died that day - |
once thought so myself — but it turned
out | was wrong.

Why was | wrong? Becaue Fluxus
things still needed doing and Fluxus
people kept on doing them. Maciunas
kept printing Fluxus things - cards and
pames and ideas — and putting them
into little plastic boxes that were more
fun than most books. [ made little
books that were really Fluxus, though
they didn’t have that name on them.
And every so often there were flux-
CONCErts.

And there still are.

A lot of time has gone by now. As [ write
this it is almost 1980, George Maciunas
died last vear of a long and hornble
iliness. But he knew before he died that
his mistake was forgiven, that all the
Fluxus people were together again = they
came together for concerts, for New
Years' parties, for many things like that,
And when Macinas was dying, they
came together to his house to help him
finish up a lot of s Fluxus boxes and
works before he died. When Maciunas
wenl into the hospital for the last ume,
his doctors sad, “We don’t know why this
man is stll alive”, But the Fluxus people
knew. Being friends and sharing simple
things can be so very important.

And though Fluxus is almost twenty
years old now - or maybe more than
twenty, depending on when you want (o
say it began - there are still new Fluxus
people coming along, joining the group.
Why? Because Fluxus has a life of its
own, apart from the old people in it. It
is simple things, taking things for them-
selves and not just as part of bigger
things. It is something that many of us
must do, at least part of the time. So
Fluxus is mside you, 15 part of how you
are. It 1sn’t just a bunch of things and
dramas but is part of how you live. It is
beyond words.

When vou grow up, do you want to be
part of Fluxus? 1 do.

From Dick Higgins, Horzons: The Poetics
ard Theary aof the fnfermedia, © 1979 and
1954,
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Av-o, Joe Jones ¢ Al Hansen
provano due strumenti musicali
costruiti da Joe Jones per la
Johnny Carson TV di New York
{e mai usati dall'emittente
televisiva), (Foto Peter Moore).
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Joe Jones nel suo studio di Asolo. (Foto Gisela Scheidler).
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Joc Jones, Circle Series, 1974, (Foto Gisela Scheidler).
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Milan Knizak

Milan Kmzak.
(Foto Giovanm Giovanmett).
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Milan Knizak, Staree of the
Chair with Pants, 1964,
(Foto Fabrizio Garghetti)
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Dall'alto: Milan Knizak, Spread Table,
1964, ¢ 2 Cours, 1964, (Foto Fabnizio
Carghetli).




Milan Knizak, Stance, 1963,
(Foto Fabrizio Garghetti).
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Alison Knowles

Wit is Flicns?

I'm not ready
o answer this
{illﬂh!jl'lr'.l

Afison Knowles

o

Alison Knowles, 1988, (Courtesy Emily Harvey Gallery / foto Wilfrid Rouff).
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THEIDENTICAL LUNCH

Alizon Knowles,
The Identical Lunch, 1965,
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Alison Knowles,
fook of Bean, 1967,
(Foto Peter Moornc ).
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Alla pagina seguente: Ben
Vautier, Joe Jones, George
Maciunas ¢ Alison Knowles,
Fluxall, Mew York, 1964,
(Folo Peter Moore).

In basso: Wonnded Furniinre
di Alison Knowles con Yasunao
Tone, Fluxfest, 1953,







Arthur Kgpcke

Arthur Kepcke, Copenhagen, 1964, (Foto Gregers Nielsen).
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Arthur Koepcke made paintings, draw-
ings, collages and wrote poems from
the late Forties. At hirst he was n-
fluenced by the works of Kurt S¢hwat-
ters. Kasimir Malevich and the Russaan
Futurists, followed by Informal and
Tachistic perspectives,

He glued and attached objects o his
paintings, parallel to the Nouveau Ré-
alistes. He “treated” his fnend Oto
Olsen’s paintings by adding found ob-
jects, such as mirrors, picces of paper
or fabric, hair ¢tc. 10 the naturabstc
artworks, He produced a number of
works “on licence”, among these by
Spoerri.

Kopcke worked with accumulations and
disposed objects sprayed with silver
paint and pamtings made up by powder
and objects w0 be well shaken and
mixed. And he made a number of para-
doxical objects c.g. Piece No. 24: “In a
box install an ¢lectric bulb so it works
but the following: do you close the
lid of the box the hght goes on = do
you open the hid the light gocs oul
(system B. Kragh-Jacobsen).”

Words and fragments of sentences be-
came parlt of the visual objects. His

rebuses and readingwork-pieces [orm
plays with and visualisations of ambigu-
ity or proverbs. The phrase in Danish:
“Stol pd den danske kvinde ', means:
“You can trust the Danish woman™ -
visualised by Kopcke with a drawing of
a chair on (= sted pal in Danish) top ol
a (Danish) woman,
A more senal process 15 indicated n
Piece No. 14: “Close eyes [ open window
Open CYCs il davhght 15 not satis-
factory close eves again | close window
and try another window.”
The works have playful hints and impli-
cations — they can be read as one thing,
or read and performed as quite
another. Or accepted as plain generos-
ity as m Flece No 92 {one of his “pre-
sents” )i small cellophane bag contain-
ing an ordinary rubberband, seven
small nails and one pin 1o close en-
velopes. Ready o use.
He points towards a poimt and his
works are always deeply rooted n
ethics concernming Lile & Arl. In a con-
stant restlessness he reflects on the ab-
surdity and the principle of chance n
life.
Two basic principles permeate all the

I l"‘i-:'!l

works by Arthur Kepeke: "Fill with own
imagination” and “..& C." {and con-
tinue). These principles are at the same
time friendly, humonstic requests and
serious appcals: Use your own imagina-
tion in an infinite process,
His Piece No. 1, "Music while you
work”, that was performed during the
festival in Nikolai Church, is a complete
fusion of music, poetry and visual art:
Prepare a record with scolch tape and
play back the record, while a lot of
persons make different actions/work on
stage. When the pick-up is stopped by
the tape all performers should run to
the record plaver to start the music
again. The piece is over when the ac-
tions/work has been limshed or when
the record is over.
This piece could represent what was
very characteristic for “Fluxus Flux-
orum” and “Festival of Misfiis™ the
annulment of the barriers between
music, poetry, visual arts or - anything.
From then on Arthur Kepcke's work
became Fluxus and he participated in
most major evenlts in Europe until his
death in 1977,

Muartanne Bech

Arthur Kopcke, Misic winle vou work, 1966



Takehisa Kosugl

SQUTH NO.3 ( MALIKA ) ORGANIC MusIC
iders S (0, U, T, H) as Breath by oneself or have something breathed

1. Performer considers letters as (s) for the number of time

sound and pronounces the let erfrongiios s which you have decided

(ta),(ud,i8), e1). ders S (00T H) as ‘ Each number Mwn breath -in -hoid -out.

: -mmsnmﬂﬂﬂd Instruments may be used incidental
forms H#M‘!NE:;:IH 5mn‘lﬂh b
performs 2 movement T.Kosugi
letter.

S performed as:
-{?I:i:q:lfu - of each letter either
with sound or action- letter by
2) muitiple Wﬁnﬂ:;:nr action.
si:ng.llie performer of Swith H.T..
B S S, U with 0, T with UH e
4]3nntimﬂln performance with S follo
Eﬂrmﬂ g p;-hmﬂ!ﬁdh- with a pause
I

forms mhiﬂﬂd any

cEaTRE WOS©

e
geep walki™® wart)

1 Kosud!

of these
Aumber of times. DISTANCE FOR PIANO to David Tudor
T. Kosugi. August 21 L1965 Performer positions himself at some dis-
L i t;mhmng:fpianuﬁmwﬁlchhslwu
m-i “l“ﬂ
TENDER MUSIC  (for solo conductor) }ﬁ directly by any pant :ﬁ:ﬂ hndm:rmh':tpi:;
_ manipuiate otherobjects to uce
1. T]_Ep over some ﬂh]FEl xéfb- on piano through th::m.Fuf:::r nmdsfu:ﬂ
2. Tip back same object é.:e,» W sounds at points of the piano previously
3, Slant some object _ A i determinad I:rhim,..hs::i:tanti.':] may move
4, Slant back same ubjer:l_ o fv.} piano to change distance and direction to
5, Tip over the slanted object g .ﬁﬁ,‘ directions of the performer
6. Slant an object that has been Lipped -@h & :

T"h ..'
Conductor performs these & manipulations sugi, August 21,1965

with any number of objects,in any desired
direction, according to any score, time-
table or other useful timing system, but
always keeping distance from the objects.
This piece can be used to conduct another
piece (music, dance etc.)

T. Kosugi, August 1965




SOUTH No.3 ( MALIKA )

The chamber may be made of a large cloth bag with
door and windows made of zippers.

with sound or actig ofeach letter either

multiple 4,
single oarerformance of each |gyger g

4.\ o _
;ﬂ-luﬁ;rfan"r;mr considers § (0,U,T, H) a s §
I'Eal',l‘uj,mjp;na';:””ﬂll the letters 3¢ {ﬂs E s
2. Performer cons; 2 | am
forms for actione o', S (0,U, T, H) r- : indows.
Pﬁfnrms:::::;ﬁ: actions to soung l:: p E Enter into a nha_.:rn:er :mhd'lﬁ:
etter to the shape of each g ; E:;_“;:I!m ’: ® (the body through each window.
; r = . hamber.
-{hl? Piece may hpgrfom -_‘ E" Go out fram the ¢
) single pﬂwu as: =
=
.

MICRo| T-Kosus

Any of these fo
number of ”m;m! may be fepeated any

Wrap a live microphone with a very large
sheet of paper, Make a tight bundle.

T. Kosugi, August 21,1965 Keep the microphone live for another 5 minutes

____-_-_-_-_——'_'_‘_'—-—-

T. Kosugi
MUSIC FOR A REVOLUTION

Scoop out one of your eyes 5 years from now and

do the same with the other eye 5 years later. = o ot
©L hﬁhq'ﬁ%
*ﬁ' ’Cg #.
T.Kosugl AP D
W ¥
oY 9 Rt
‘-.;#" ﬂi’\lﬂﬁ
e, g et
— o &
ki MUs)e “::; 3
Smog; ;
Smakipg Vent o
ng in Y in o
'tﬂ-!‘ug; USag fe "HH; Ten

' swal| A

= 1. Performer puts hands close to eardrums, | 00 not groy ™ the roj)
E then puts hands far away from eardrums,.He

= repeats this many times slowly or qquickly.

|

H"‘“"\-.___ . b'wmﬂng_
2. The performer carries some material to a

sounding object,covering the object tightly
with the material.He then carries the cover

over to the starting point. Performer repeats
this many times.

3. The performer opens and closes adoor (a
shutter, a windew, a sliding door, etc.,) Takchisa Kosugi,
He repeats this many times quickly or Katiss Evaios
slowly. Any sounding condition or moving Mew York. 1962-64.
condition may be provided behind the door.

EAR DRUM EVENT




Dall*alto: Takehisa Kosugi,
interspersions, 1979-87;
fmterspersions Part A, 1979.87.

Alla pagina seguente:
Takchisa Kosugi,
Melodies 1, 2, 1984-87.
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Shigeko Kubota

Shigeko Kubota, Duchampiana,
Nuele Descending a Staircase, 1976,
{Foto Peter Moorg).

Nu Descendant un Escalier

Alla pagina seguente:
Shigeko Kubota,
Adam and Eve, 1990.










Alla pagina precedente:

suigeho. Kubota Shigeko Kubota, Bicycle Wheel, 1983,
Meta-Marcel, Window Snow, 1976 i (Foto Peter Moore).
(Foto Peter Moore).




La Monte Young

La Monte Young, 1957,




Lecture 1960

La Mornte Young

first delivered it as part of a course in contem-

porary music which Terry Riley and 1 gave at the
Ann Halprin Dancers’ Workshop, Summer Session
1960, Kentfield, California. The lecture is written in
sections, which are separated below. Each section origi-
nally was one page or a group of pages stapled together,
Any number of them may be read in any order. The
order and sclection are determined by chance, thereby
bringing about new relationships between parts and
consequently new meanings. Three sections of the lec-
ture were originally published in Kwlchur 10, Summer
1963. The entire lecture was published in Tilane Drama
Reiew, New Orleans, 1965; and in La Monte Young,
Marian Zazecla, Selected Writings, Munich, 1969,
The following pages have been reproduced from the
original typescript.

Thiﬁ lecture was written in the summer of 1960, |

I was talking to Diane. We were discussing her methods of

composing chance poems. She would write each image on
a piece of paper as it came to her mind, in one sitiing, put
it in a paper sack - shake them around a little and then
take them owt — allowing them to form the poem from the
order in which she drew them.

I had read some of them and enjoved them very much. |
told her how much I liked them. Just at that moment I felt
like saying that the most important organizing factor was
the unconscious mind. [ said it. She said, ves, I always get
a siory for each poem. I was upset. | said 1 felr that the
poem was being orpanized unconsciously as she wrote down
the images and that, if she had a story in mind before she
put the images in the sack, | doubted very much that they
would support the structure of her story when she ook them
out and that it seemed to me she was defeating her own
purpases by composing with chance. She said, oft no. 1
don’t have a story in mind. "I like these poems because they
tell nte stories.”

In the same letter that he talked about his
cat, Terry Jennings said:

Dennis might be floating — —

the Colorado river going away

in a Kyak —— some people
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Composition 1960 #10
to Bob Morrls

Draw a straight line
and follow 1t.

La Monte Young
QOctober 1960

Compasilion 1160 *'T
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at the Javanese group said that.

Once [ ined lots of mustard on a raw
turnip. | liked it better than any
Beethoven | had ever heard.

The summer | lived in San Francisco Terry Jennings wrote
me in one of his letters, “Have you ever seen any pictures of
Amtarctica? | saw a book of color pictures of the sea and
ice and mountains and cliffs. Colors 1 hadn't seen before
for water and ice. Down there the explorers (in certain
places above hidden crevasses) could hear ice breaking and
falling underncath their tents all the time and the sounds
waordd get louder during the day and softer at night.”

[ have noticed that T am inconsistent,

In his lecture, Indeterminacy, John Cage mentions going to
a concert and finding that one of the composers had written
in the program notes that he felt there was too much
stffering in the world. After the concert John Cage said to
this composer that he had enjoved the music bur he didn't
agree will fus statement abowt oo much suffering in the
world. The composer said, “What? Don’t you think there is
enough?” to which Cage replied that he thought there was
just the night amount. Later, in a letter, Dennis Johnson
wrole to me, “"Do you think there is too much Evil in the
world? John Cage thinks there is just the rvight amount. |
ifink there s too much world in the Evil. ™ Some time after
Dennis” fetter [ remembered that Richard Huelsenbeck had

contributed another permutation to that sentence, At one of

thase Dada lectures he gave in Berlin, he had made the
staterment that the war had not been bloody enough.

I used to walk abour the new eating One time Terry Riley
said, “Yeah, even the cooks'll get rebellious. We'll walk into
a hamburger stand and order something 1o eat. In a few

minutes the cookll give us some salt. Just sali. The one of

us will say, ‘What? Is this all?’ And the cook’ll answer,
‘Whatsamanter, don't cha like static eating?’”

andarchy

When | asked Diane to write down Dennis’ statement abot
his having written Maxfield’s Sine Music many times,
Denrnes said, "What for? Are vou going to give another
concert?”

I wish [ eould remember what Tery Jennings old us abowt
that spider that is found in Amarctica. It was when Terry
visited New York. We were having dinner and | started
asking him about what kinds of animals and plants lived in
Antarctica. Fle said that the scientists had discovered a
spider that stays frozen most of the vear around. It seems
like he said, “abowt eleven months of the year”, Then, when
the warmer weather comes, the spider thaws out and comes
te life - for about a month. He also said that maybe the

La Monte Young, Dorman Sines, fattoria di
George Segal, Yam Festival, 1963, (Foto
Peter Moore).

La Monte Young.

Prane Fieoe for Daved Tudor No. [
Mew York, 1960
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spider lives to be many years old. I think he said, “Mavbe a
hundred or a hundred and sixty years old.”

One of my favorite poets is Po Chu-i. He lived from
772-846. This poem is translated by Ching Ti.

The Harp

I lay my harp on the curved table,

Sitiing there idly, filled only with emotions.
Why should I trouble to plav?

A breeze will come and sweep the strings.

When Karlheinz Stockhausen gave a lecture at the Univer-
sity in Berkelev, he talked of some work he had been doing
with television. He seid he tried 1o let the new medium, the
television machine, inspire the form of the composition. Ai
this point someone in the audience said (o his neighbor,
“But I thought music was supposed to be for people.”

Last vear on one of the occasions that I was in Los
Angeles, several of us were ar my grandmother’s house
listening to electronic music by Richard Maxfreld which he
frad just sent me from New York, As we were listening my
grandmother, who has never been particularly good at
keeping things straight, asked Dennis Johnson, “Did you
write fhis?” referring o Maxfield’s composition, Sine
Music. Dennis replied, “Oh, many times.”

Before we gave the first noon concert of contemporary
music which I conducted at the University of California at
Berkeley, [ asked Dennis Johnson if he would write some-
thing about his composition, The Second Machine, which
we were doing on the program because | planned 1o
comment on cach piece, Dennis wrote:

“Spin the needle three times. If it ever falls off. don’t bother.
Cheating is all right, as much as comforiable. I don’t know
how many possibilities, and see if [ care. The scores are
fire-and water-proof. Play on either side or the edge, if vou
et tired, and don’t call me for information while ['m
burning old scores. May be plaved under water.”

At the end he signed his name, Dennis Johnson,

The only honest way of making a living is 1o be a thief.

It is often necessary that one be able
to ask, “Who is John Cage?”

COnce when Richard Maxfield, Dennis Johnson, and I were
talking abowt Christtan Wolff at Richard’s apartment in
New York, Dennis said, “He's only a wolf in a gilded cage.”
More recently, Richard and [ were discussing how original
Christian Wollf had been and how many of his ideas had
been ahead of everybodyv. Richard said, "Perhaps what
Drennis showld have said was that ol is onlv a cage
around a gilded wolf.” When I told these stories to Diane
she said, “They both seem to be wrong. Dennis should have
said, ‘He'’s only a gilded wolf in a cage’, and Maxfield

2IM)

Flane Plece for David Tuder #1

Bring a bale of hay and & bucket
of water onte the stage for the
plane to eat and drink. The
performer may then feed the pianoe
or leave 1t to sat by itzelf. IT
the former, the piece iz gver
after the plang has been fed. If
the latter, 1t i1s over after the
Plano eats or decldes notrs.

Lz Monte Young
Cotober 1G60

Flano FPlece Tor David Tudor #2

Open the kevboard cover without
maxzing, Irom the operaticn, any
sound that ls audible to you,
Try as many tlmes as you like,
The plece 15 over either when
you succeed or when you decide
to atop trying. It is not
necessary to explaln Lo the
audience. 3imply do what you
do and, when the plece 18 over,
Indicate it in a customary way,

La Monte Young
fetober 1960

Filatio Plece for David Tudor #3

most ol them
were very old grasshoppers

La Monte Young
November 1%, 1560
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should have said, John is only a gilded cage around a
wolf."" After Diane and [ had decided what evervbody
meant and should have said, I concluded &t didn’t really
maiter anyway since the whole senies of stories simply
amounted to a study in tarnish.

Every word | say contributes to the lie of an.

I have finally begun to hear from Dennis Johnson again.
Teny Riley wrote me from San Francisco: guess what? -
Dennis is here — he came in new years eve — we wenl out
to Ann Halprin's yesterday and Dennis did some real good
things like take a shower in her shower while her litdle girls
looked on and went down the road and borrowed an
onion from a neighbor and siuff like that -

In another letter Tery Jennings wrote,

“The cat is in the middle of time. His tail

sometimes hits the sky (just the low parts below the
branches). He lies down a lot.”

I recently completed Compositions 1960 Numbers 2
Through 3.

Composition 1960 # 2 reads:

“Build a fire in front of the audience. Preferably, use wood
although other combustibles may be used as necessary for
starting the fire or controlling the smoke. The fire may be
of any size, but it should not be the kind which is
associated with another object, such as a candle or a
cigarette lighter. The lights may be turned out.

“After the fire is bumning, the builder(s) may sit by and
watch it for the duration of the composition; however, le
(they) should not sit between the fire and the audience in
order that its members will be able 1o see and enjoy the fire.
“The composition may be of any duration.

“In the event that the performance is broadeast, the micro-
phone may be brought up close to the fire,”

Composition 1960 # 5 reads:

“Turn a butterfly {or any number of butterflies) loose in the
performance area.

“When the composition is over, be sure to allow the
butterfly to fly away outside.

“The composition may be any length, but if an unlimired
amount of time is available, the doors and windows may
be opened before the butterfly is tumed loose and the
composition may be considered finished when the butterfly
flies away.”

Some time after the pieces were finished I sent copies
around to some of my friends. After a few weeks, Tony
Conrad wrote back from Denmark that he enjoyed the fire
music very much, that he thought the sounds of a fire were
very lovely and that he had even, himself, once considered
using the sounds of fire in @ composition although he had
not at that time been prepared to write anything like
Composition 1960 # 2. He said, however, that he didn't
understand Composition 1960 # 5. In my answering letter
I wrote, “Isn’t it wonderful if someone listens to something

he is ordinarily supposed to look ar?”

When Dennis Johnson and I were staving at Richard
Maxfield's apartment in New York, we discussed the
amount of choice that a composer retained in a composi-
tion that used chance or indeterminacy. We generally
agreed that the composer was always left with some
chaices of ane sort or another. At the very least, he had to
decide whar chances he would take or whar he would leave
fo indeterminacy in his composition. Some time after
Dennis and [ had both left New York he visited me from
Los Angeles. He brought me a copy of his then new
composition, The Second Machine, which we were going
to do on a program of contemporary music at the Univer-
sity in Berkeley along with Cage’s Imaginary Landscape #
4 for Twelve Radios (which Dennis was conducting),
Richard Maxfield's Cough Music, and Vision, a piece of
my own. A short time after he had arrived at my apartment
in Berkeley Dennis mentioned that he had been thinking of
what we had discussed in New York and that he had
discovered a piece which was emtirely indeterminacy and
left the composer.owt of it. I asked, “What is it?” He tore
off a piece of paper and wrote something on it. Then he
handed it 1o me. It said, “LISTEN."

When I sent copies of Composition 1960 Numbers 2
Through 5 to some of my friends, | received different
comments from all of them concerming which ones they
liked or disliked with one exception. Almost all of them
wrote back to me saying they liked Number 5 which
consisis quite simply of trning a butterfly or any number
of butterflies loose in the auditorium. Diane agreed that it
was a very lovely piece and said it would seem almost
impossible for anyone not to like it. At any rate, | had
hoped to perform cither Composition 1960 # 2 which
consists of building a fire in front of the audience, or
Composition 1960 # 5 the butterfly piece, on whatever
program came up next. Thus, when the time arrived to do
another noon concert of contemporary music at the Uni-
versity in Berkeley, 1 told a friend who was communicating
with the director of the noon concerts that I would like 1o
do either Composition 1960 # 2 or # 5. The next day he
phoned and said he had asked the director. The director
had said that both pieces were absolutely owt of the
gquestion. | was shocked. [ could easily understand any-
one’s concem for a fire in the auditorium, but what could
be wrong with a butterfly? Well, Composition 1960 Num-
bers 2 and 5 were banned from the auditorium and we
performed Composition 1960 # 4 instead.

Sometime afterward Diane received a letter from Susan,
who was visiting in New York. At the end of the letter she
wrote, I saw a Doy in the park today running, quite
terrified, from a small yelfow bunterfly.”

Diane suggested that perhaps the reason the director of the
noon concerts al the University would not allow me to
perform Composition 1960 # 5 on the third concert of
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La Monte Young con Yoko Ono, New York, 1960-61.

contemparary music that we gave was that he thought it
wasa 't music. Composition 1960 # 5 i the piece in which
the butterfly or any number of butterflies is tumed loose in
the performance area. | asked her if she thought the
butterfly piece was music to any less degree than Composi-
tion 1960 # 2 which consisis of simply building a fire in
fromt of the audience. She said, “Yes, because in the fire
piece af least there are some sounds.” | said that 1 feli
certain the butterfly made sounds, not only with the motion
of its wings bur also with the functioning of its body and
that unfess one was going to dictate how lowd or soft the
sounds had 1o be before they could be alfowed into the
realms of music that the buwterfly piece was music as much
as the fire piece. She said she thought that at least one
ought to be able to hear the sounds. | said that this was the
usual attitude of human beings that evervthing in the world
should exist for them and that | disagreed. | said it didn’t
seem o me al all necessary that anvone or anyitling shouid
have to hear sounds and that it (s enowgh that they exist for
themselves. When I wrote this story ot for this fecture |
added, "If vou think this attitude is too extreme, do yvou
think sounds should be able to hear people?”

Often 1 hear somebody say that the most important thing

about a work of art is not that it be new but that it be good.
But if we define good as what we like, which is the only
definition of good I find useful when discussing art, and
then say that we are interested in what is good, it seems 1o
me that we will always be interested in the same things (that
is, the same things that we already like).

I am not interested in good: I am imterested in new — even
if this includes the possibility of s being evil.,

One night Diane said, “Mavbe the busterfly piece should
begin when a butterfly happens to fly into the auditorium.”

My Composition 1960 # 9 consi