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I I moto di Fluxus si arresta per una stagione a 
Venezia e si con<le11sa in una varicgata c stimolar1tc 
partecipazionc di qucgli artisti, dci loro antenati, dei 

loro simili e confratelli, negli antichi Granai della Sere­
nissima, alla Giudecca, in coincidenza con la XLIV 
Esposizionc intcrnazionale d'arte della Biennale. 
L1 sintesi delle arti e un'aspirazionc ant ica, dal futuri­
smo a l dadaismo, nelle moderne avanguardie, ma lo era 
stata anche nelle classiche dimensioni dcl nostro Rina­
scimento. In aggiunta, Fluxus, a l principio dcgli anni 
Scssanta, nc ha determinato l' irruzione nel prcsentc, 
ncllo spicciolo quotidiano, superando c agitando l'attcg­
giamcnto dei pionieri pop, inglobando, di qua e di la 
dall'Atlantico, le cncrgic anistichc piu ctcrogcncc, pas­
sando dall'opcra fine a se stessa a l gesto decisivo e 
aggrcssivo chc investe la creativita del singolo per farnc 
u~'operazio11e- collettiva, pre,ssoche acef(t)a, 111a non ano· 
111n1a. 
Tra le avanguard ie del secondo dopoguerra, ii movimen­
to Fluxus e certamente quello che ha avuto maggiori 
consegucnze c nel quale forse ancora si riconosce un 

gran numero di giovani contemporanei, specie nella 
schicra di coloro chc 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 sc pcnso chc qucllo era ii tipo di oggctto piu in 
caranere con ii movimento. 
"Ubi Fluxus ibi motus" e ii titolo flucntc chc Achille 
Bonito Oliva ha voluto imprimere a questa mostra da Jui 
pensata e curata e che comprende oltre un centinaio di 
artisti di grosso rilievo nelle vicende dell'arte contempo­
ranea. Sono percio lieto che ii Consiglio direttivo della 
Biennalc abbia dcciso, su mia proposta, di porla sotto ii 
patrocinio dell' istituzione e sono lie to d i accoglierla tra 
le i1liziativc di questa Bie1111ale e 0011 se11za t111 significa­
tivo confronto con la mostra "Ambiente Berlin" che la 
Biennale presenta nel padiglione centrale. 

Giova111li Cara1rlle1rte 

I I 



Fl1Ltt1s stops its 11JOtio11 for ti set1so11 i11 Vc11icc, 1111tl 
consolida1es in10 a 11111l1i-face1ed and s1im11/ating 
eve/I/ involving i1s artis1s ll/U/ their forel)ears and 

confreres to be held in the venerable granaries of the 
Serenissi111a in the Giutlecca, co1ue111poraneo11s wi/11 the 
8ie111wle's XLlV lmenwlional Art Erhibi1io11. 
The symhesis of 1he arts is an ancient aspiration of the 
111(}(/en1 t1'1t1111-g111tlcs, r1i11gi11g fro111 Ft1t111is111 10 Dt1tlt1is1t1, 
bw it was also included in li1e classical di111ensions of the 
Italian Renai~sa11ce. F11rthen11ore, F/un1s, at 1/re stan of 1/re 
Sir1ies, bro11glu ii wi1h a bang imo the present, imo the 
si111ple q1101iditm reality, overcoming 11ntl 11pset1ing the 
sf(mce of 1/re Pop pioneers, e111l)racing the most dii'ers 
artis1ic forces jro111 both sides of 1/re Atl111uic, as 1he focus 
shifted from the work as (Ill end in i1self 10 the decisive 11ntl 
aggressive gesmre whose i111pact on individual creativity 
111111ed it into a collective, prac1ically aceplwlo11s - bw not 
a11011)1111ot1,~ - 011erario11. 
Of 1/re pos1-IVorld l'Var II avant-garde movements, Fl1tr11s 
is ce11ai11ly 1/re one thm c.>pcriencetl the farthes1-reaching 
consequences, 11nd 11/so happens to be the one with which a 

grem number of contemponny yo1mg c11n itlemify - perhaps 
even .will today, especially among the ranks of those who 
contras1ed paiming and sc11/pture with what i~ today de­
fined as "the object". At times it makes me smile to think 
of how Alexander Calder used to refer to one his "stabiles" 
or s111all ''sta11di11g 111obiles" \Vit/1 tl1is 1.:ery sa111e 11a111e: "tl1e 
object '' - all tl1e 111ore so 1vl1e11Jt/1i11k1l1<1t 1/1a1 •vas 1/1e t)pe 
of object 111os1 i11 kec1;i11g •vit/1 1/1e 111ove111e11t. 
"Ubi F/iu·11s ibi mows• is the flowing title that A.chi/le 
Bonito Oliva has chosen to impress upon this 1<>.ltibitio11, 
which he conceived and oiganized. It includes more than 
one lmndred artists who jig11re gre111/y in the s101y of 
comempormy art. Therefo1·e, I am pleased that the Bie11-
11t1lc Orga11izi11g c~o111111ittec lras (IJJprovctl 111y 111otio11 to 
prese111 it 1111der 1l1e auspices of the i11sti1111ion, and I am 
pleased to include it among this Bien11ale's initiatives, one 
tl1at i.~ 1101 la<.'"i11g i11 co1111,arative va /1ce ,,,;111 res1,ect to t/1e 
"A111/Jie11te Berli1111 exl1ibitio11 1/1a1 1/1e Bie1111t1le ~vilf 1,rese111 
i11 1/1e 111ai11 /)(lvilio11. 

Giovanni c~1randente 
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Ubi Fluxus ibi motus 
Achille tJoniro Olil'a 

1~1rix1tS verso ii Drlet11ila 

S pingere Fluxus verso ii XXl sccolo significa saper 
in1crpre1are ii suo spirito antistoricistico. Da qui la 
dccisione di invertire la storia, le date e ii percorso 

della mostra: non dal 1962 al 1990, ma dal :1990 al 1962. 
In tal modo non esist0no pregiudizi favorevoli verso 
padri nobili o ii passato. E ii prcscnte che diventa ii 
pu11to di partenza C<lpace di dare ii p<lSso (tllo spettatorc 
che, dal suo presentc, ripcrcorre le tappe di una creati­
vita incsauribilc chc indictreggia con le sue tracce verso 
ii tempo della sua fondazione. II metoclo critico assecon­
da la mentalita dell'arte. Di un'arte che non ama crono­
logie o l'idealitil di un percorso lineare che non csiste 
fuori dai pcrcorsi accidentali della storia. Dal presente 
al dl1raturo presente (lell','trte. Un artegg.ic·11ner1to chc 
non ama ii partito prcso dclla storia come proccsso 
garantilo e garante clei f/ussi e dei moti della creazione. 
In tal modo la storia diventa ii Oagrante regrcsso verso 
ii passato, a partire dall'hic et nune dcllo spcttatore chc 
forma la propria cspcricnza attraverso ii nomadismo del 
suo corpo deambulante, negli spazi tempornli della mo­
stra, fatta di oggetti e di eventi. 

Andarc verso ii Duemila significa dunque adempiere a 
un nuovo compito, quello di evit<1re la soprnffozionc del 
tempo. In sincronia con la mentalitil del gruppo Fluxus 
che ha sempre aggirato ii pericolo d i un'artc impositrice 
dei suoi esclusivi tesori di bellezza formale sull'inerte 
condizione dell'esistente. 

Lll bcllczzt1 dcllt1 11e111mlitl1 

Fluxus significa avere la sensibilitil veloce d i interpretare 
i nuovi modi di produzione dell'arte e anche quelli d i 
riOetterli criticamente. Significa chc l'arte i11 si1t((lzio11e 
trov<t e affonda le proprie radici in movimcnti, figure 
artisticl1e e a11cl1e i11 t111a filosofi<.1 (lell'arte cl1e parte <l<.1 
lor1ta110 e port:• lo11tano: Ot1cha111p, Picabia, Cra,1a11, 
Schwittcrs, Balla ccc. Dimostranclo come ii problema 
dell'assemblaggio e del recupero clell'oggetto quotidiano 
nclla sfcra dcll'artc non c un problema attinente sempli­
cemcnte alla cuhura dcl postmodcrno, che rintraccia nel 
riciclaggio del quotidiano la possibilitii della soprnwi­
venza cuhurale . Le opere qui prcscntatc sono l'effetto 
di un atteggiamento mentale estremamente puntuale. 

FLUXUS~ 
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Da sinistra: Dick Higgins~ un'amica, Daniel Spoerri, Alison Kno,vlcs e Ay-0. 
(Da Fluxm cc Valise e TRa11g/£, n. 3. marto 1964). 

E giusto partire naturalmente da Marcel Duchamp ii 
fondatore del procedimcnto che vienc definito "ready· 
made". Owero la possibilita di crcarc arte attravcrso ii 
prelievo dell'oggetto quotidiano, lo spaesamento e la 
sua rifunzionalizzazionc in termini di contcmplazione 
estetica nello spazio della galJeria o dcl museo. Lo 
spiaz2amcnto· 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 
spettatorc imprimendo su di cssa nuove cifre e nuove 
possibilita. 
II ready-made di Duchamp apre l'arte contemporanea 
verso nuove possibiliti1, introduce nell'arte un quoziente 
concettuale che permette a ll'artista di considerarsi de· 

14 

miurgo, colui ii quale con ii gesto del prelievo, con 
l' impero del suo sguardo puo sottrarre alla inerle oriz· 
zontalita del quotidiano un clemcnto per clevarlo nella 
sfera verticale dell'arte. 
Tale premessa permette dunquc di vcrificarc ii percorso 
che l'oggetto ar1is1ico ha realizzato ncl corso dei vari 
dcccnni, dai primi ready mades di Duchamp fino a oggi. 
Dunque un secolo di arte realizzato altraverso una sorta 
di mistura tra prelievo dello sguardo e manualita e che 
arriva fino alla fine degli anni Ouanta, in piena epoca 
post moderna, a dimostrare come gli artisti hanno lavO· 
rato di anticipo anche rispelto all'attualita politica e 
sociale. 
II panorama presentato in questa mostra tende a eviden· 



ziare in primo luogo ii bisogno dell'artista di sostenere 
un linguaggio separato dalla vita e dal soggetto che lo 
promuove. Oggeuo significa dunque non soltanto l'ele­
mento prelevato dal quotidiano, ma anche, naturalmen­
tc, una filosofia dell'arte che chiede al linguaggio artisti­
co di non essere mimetico, una sorta di rinesso condi­
zionato della vita stessa. L'arte in quanto oggetto e 
sempre uno scarto, una sorta di soglia laterale che 
l'artista abita con la sua creazione e su cui individua la 
possibilitit autonoma di far licvitarc ii suo gcsto fantasti­
co. II gesto cvcrgetico che l'artista mano a mano ha 
realizzato ncl corso di qucsto secolo, tende via via a 
caricarsi di valenze simboliche, a uscire dalla semplice 
possibilitit dello scandalo per approdare a una comples­
sita, a un senso della costruzione che non significa 
adesione a un pensiero geometrico e neorazionale, nla 
piuttosto al bisogno chc l'art ista scntc di auravcrsare ii 
quotidiano e di ordinarlo secondo un' idea di leggera 
progettualitit. 
Questi artisti, infatti, non inseguono !'utopia positiva 
dell'arte, owero la possibilitil di costruire un modcllo 
capace di trasformare ii mondo, ma piuttosto di realiz­
zarc un piccolo ordine collcgato all'opcra rcalizzata, e 
capace dunque di essere sempliccmente un modello di 
sc stesso. L'umiltit dell'oggetto sta proprio in qucsto, 
una poetica che non si serve di materiali colti o di generi 
artistici accademici, ma piuttosto capace di anravcrsarc 
ii quotidiano, di prelcvare l'inertc quotidiano per collo­
carlo in una sorta di asscmblaggio, di cortocircuito cbe 
cleva l'clcmcnto c ii dettaglio a frammcnto, a tasscllo di 
una costruzionc mcntale. L'oggctto in definitiva e l'ap­
prodo del soggeno crcativo, dell'artista, a una dimensio­
nc separata dalla propria biografia, proprio perch6 con 
grande umiltil egli individua nell'arte la propria possibi­
lita espressiva. Inohre e anche un ancoraggio per lo 
sguardo dello spettatore verso una costruzione capace di 
sollecitare in lui un nuovo senso delle cose. Ma questo 
scnso non capovolgc ii scnso def quotidiano, non lo 
combatte, ma semmai iodividua un interstizio, un luogo, 
qucllo di un'utopia negativa , owcro dircttamcntc colle­
gata allo spazio fisico abitato dall'opera da cui l'artista 
parla e su cui lo spettatore puo rinettere. 
In definitiva anraverso i territori dell'arte si dimostra 
come l'a.rtista contemporaneo con diverse attitudini puo 
guardare ii mondo, ma senza sentire ii bisogno di mani­
polarlo. Prelevare l'oggetto quotidiano, assemblarlo in 
uo ordinc linguistico divcrso da quello suo iniziale, non 
significa certamente porsi in termini di connino con le 
cose, ma in termini di complesso erotismo, capace di far 
licvitarc attravcrso un uso inedito l'incrzia delle cose e 
creare un campo di intensita legato dunque a una realtit 
che non si puo rimuovere, che non si puo cancellare, ma 
solo guardare c salvaguardare. 
Salvaguardare diventa ii compito dell'artista Fluxus di­
retto verso ii Duemila, oltre la fine dcl XX sccolo, 
scgnato ormai dalla "finis Russiae". Questa fine riman­
da al crollo delle ideologie e dei parametri cstcrni chc 

IT CIIEK!THEQUE 85E. 4ST. 
a=EVERY SUNDAY8PM~ 
~PBBtPlltttV4\&:;:: 

1111 :r-e>:.E:O C>l.W"C> "' t SH IGEKO KUBO'i'll : 
~ SEE VAGINA PAINTING! (Q) 

• ~~mll'!l lfl l;1lmi~~~~~ : 
· G tra t;J ~ 00 El:! ii5115 IJiJ I!;> 15 ~J 

: FREDERICK UIBERMAN = 
., rnrn~ w~~~urnm : = GIUSEPP~ CHIARI 1 

II ll~U~~lr!&i!>l!~ • = VVILLE:M DE RIDDER = 
~ JAMES RIDDL"E 11 
~ 1 YlBIETJ PBOGB.IM • 

hanno, come un ready-made assistito, sostcnuto la lunga 
marcia delle avanguardic verso ii "sol dell'awcnirc". II 
gruppo Fluxus ha sempre opcrato fuori dall'assistcnza di 
qualsiasi protesi, politica e ideologica. Ha sempre costi­
tuito la zona ecologica dello sperimentalismo internazio­
nalc, puntando sulla fondazione di uno spazio di energia 
li11guistica, non sull'accumulo delle conquiste tecnicbe o 
sul catalogo dci matcriali. 
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FLUXFLEET READY TO DELIVER 

Jll1.1s1razionc 1ratta da f'/1,,,rus cc Valise e TRt11i.gl£, n. 3, n1arto 1964. 

Anche rispetto al lavoro degli artisti del nouveau reali­
smc gli artisti Fll1xus l1a11no scg11aro ii st1pcramcr1to di 
una mentaliti1 tesa a produrrc un este tismo diffuso sulle 
cose. Ttrtto son1n1;1to har1no cor1trast~1to t111i1 vocazione 
allora impcrante, quella legata a una spcranza, in qual­
che modo nobile, di riscattare la volgarita quantitativa 
del reale mcd iante l'inncsto di una modic.a quantit11 
qualitativa di ordirtc for1r1alc. A11cor<1 t111a volta l'affel'­
mazione <Ii t111a n1cr1talitii c di t1r1a 11ozio11c r1ot>ilc di a rte 
c capace di diffondcrc, come profumo, un'atmosfcra 
estetica nel caos produttivo del mondo. 
Prima di Fluxus l'arte ha sempre cercato di spingere 
l '~lrte verso di sC, (Ii a tl irarc g.li cvcnti \'Crso lt1 frontiCr(1 
li11guistica della creazio11e e.stetic.a, i11te·S<t co111e risen1a 
museografica di riscatto c di co11seg.11a dclla cronac:1 alla 
storia. 
Ancora ii prevalere della poesia sulla prosa del mondo. 
L'accento posto sulla dinamica verticalc del mornento 
creativo. L'oggctto quotidi;u10 come metafora del pas­
saggio clal clisordine preccdcntc all'ordinc successivo, 
dett:1to <lttlla forn1:1 arti:\tiC(l. Actio11 pa i11ri11g, ne\v·da<la, 
pop art e nouveau rcalisme costitu iscono ancora la 
polarita di una mentalitit che investe la propria fiducia 
nel valore della progett ualita c dcl progrcsso linguistico 
e storico. Tutti dent ro l'ideologia d i quel danvi11is1110 
li11g11istico cftc fta scg£1:-110 1•evoluzio11isn10 <lclFilrtc C0£1· 
temporanea, come produzionc di forrne tesc verso ii 
riscatto della negativiti1 clella storia mcdiante l'elabora­
zione di linguaggi ancora basati sul principio di dialctti· 
ca. 
fluxus applica invece ii principio sano di contraddizionc, 
implicante confrontO e non conciliazione. E questo me­
d.iante una strategia intcnsiva di rccupero dell'oggctto 
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co111e realta e 11011 111e111oria 111elaforica; partecipartte a 
l111a l't1ci11t1 co111bi11t1t(Jrit1 cl1e approda alla cosa fo1111c1/c. 
Co11 Flt1XllS l'arte si sposta verso 1;1 \1it<l e porta la \1ita 
stessa verso l'interstizio di una diversa posizione in cui 
non esistono 111iseri11 e 11obilti1 ma la 11e111ralitil di un 
armistizio senza vincitori e vinti, la fondazione di un 
1110111cnto in cui tt1 tlO si oggcttiva, artc c vita. formc <Ii 
esiste11za, rtclla prcscnzia dell>o1)era. 
P:1rtirc <1~1 _Dt1cl1a1np non signific.a rin1~ar1crc <log111atic.a­
mentc fcrrni alla sua poctica. Partirc significa e implica 
invece spostament0 e modificazione, fuori dalla lineariti1 
di una idea di progresso implicante fcdeltil. La profonda 
infedclti1 di Fluxus ha determinato lo sviluppo di una 
ecologia tle//1t1rte clle lta guardato e gt1arda ai due ter111i11i 
antitet ici, (1rte e vita, fuori dal gioco dellc preferenze, 
come e lemcnti e cose partecipanti alla fine della cosa. 
Cosifict1re t1rte e vitt1 diventa l'imperativo di un gruppo 
che non ama l'anagrafe della nascita e dclla morte. Ne 
dell 'arte, ne de lla vita. Tale poss ibilita, giocata sull'affer-
111azi()11c c st1lla 11cgiazio11c, C fon1c1ltata dalla scclt:1, tria 
occi<ientale e orie11t~1 le. <lellt1 net1 1ralit~t tiscitit <litll'ordi­
ne binario c approdata a un tcrzo tcnnine, non concilia­
to ma autonomo c detcrrninato dal valore combinatorio 
degli oggetti c dei gene ri artistici intesi come cosa; senza 
gerarct1ia tr<t alto e basso, J)iltttr<t e sct1lturc:t, diseg110 e 
pittur(1. opera o cve11lo. Da <1t1i ancltc la prcferc11za 
verso circl1iti irt bilic<) fra ufficialitA e <alternativita, mt1· 
seo e officina. 
Ecco apparire un nuovo spazio fisico e mentale: la 
bellezza de/la 11e111ralita, J'affcrmazione di unafon11a lema 
che non ama la superbia dcl rigore o la geometria della 
purn cocrenza. Q ui la bellezza nl1sce dal fatto che non 
esiste sopraffazione della novitil o eleganza della citazio· 



ne. Se esiste durata dell'opera, questo e dovuto a una 
d11rata etica del fare che non significa improvvisare ma 
semmai salvaguardare. 
Fluxus vuole salvaguardare arte e vita, senza sopraffare 
nessuno dei due termini. Costruendo ii territorio di una 
nuova neutralita, in cui r1on csistor10 reci11ti dell'artc per 
l'arte o m11ri della politica. Qui si vuole neutralizzare la 
superbia dell'arte e la volgarita della vita con forme 
costruite. 
II caratterc duraturo della forma artistica implica un 
scnso dclla costruzionc che non vuole cs.~crc canccllalo 
dall'opera successiva, ne duplican~ metaforicamente la 
realta esterna. L'arte e quel movimento ambivalente che 
gioca su presenza e assenza, contatto e separazione, 
crotismo c distacco, attcggiamenti non contrastanti ma 
complemcntari, per affermarc la divcrsa rclazionc con la 
real ta. 
"Non si puo sfuggirc al mondo cosl l>coc chc attraverso 

...... . 

·.~ 

l'arte e non ci si puo legare maggiormente come attra­
verso l'arte" (Goethe). Questo atteggiamento de.signa la 
posizionc di Fluxus, condizione fi losofica che inizial­
mente sembra prendere le distanze dalle cose ma poi le 
adotta per costruire un ordine formale che designa la 
nuo,1a realtft seppure attravcrso una cor1tami11azionc di 
es.~a. L'ordine formale adottato non gioca sul puro 
accumulo, sulla prescntazionc di una casualita di assem­
blaggio che duplica metaforicamcntc la disscminazione 
quantitativa del mondo csterno. L'opera assume la ca­
denza fcnomcnologica contraddetta da un corposo ordi­
ne che la sosticne. Non ii senso dcll'accumulo ma quello 
di una necessaria compenetrazione, seppure abitata da 
relazioni impreviste. 
L'imprcvcdibilita formalc dell'opera vi.enc amplifi· 
cata da lla consistcnza dci materiali, talvolta dalla 
voluta improponibilitit degli accostamenti, e anche 
dalla clabofazionc dci ncssi chc si spingc a l limitc 

•• 

lmn1aginc tratta da Flu.xus cc V TRE, n. 2, fcbbraio 1964. 
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dcll' incastro c dclla gcometria. 
L'oggctto non c un puro volume mcsso in evidcnza ma 
elemento di una composizione che ne sfida la opaca 
corposit~ a favore di un risultato dove tutto vicnc 
piegato a un nuovo ordine formalc. Qucst'ordinc natu· 
ralmcntc non produce una sublimazionc dcllo splcndorc 
specifico ai singoli clemenci, ma gioca a cramutarc i 
singoli significati in un unico e trasfigurato significantc. 
Oa qui ii connotato di involontaria mctafisica, la fo17,a di 
astrazionc di qucstc opcrc tesc indubbiamcntc alla fon­
dazionc di un nuovo ordine di bellezza. 
L'ordine di bcllczza che presiede nasce dalla condensa­
zione dell'opcra nella sua temporalita, residua di un 
atteggiarncnto culturalc che si assume tulle le rcsponsa­
bilitU tli t1nt1 tradizione tipican1ei1tc curo1lca. 
In qucsto scnso la memoria postmoderna pcrdc ii suo 
carattcrc cdonistico della semplice citazione per acqui­
starc la cornplcssiti\ di una mcmoria storica certamcnte 
non abitata dalla leggerezza e dal desiderio di libcrarsi 
di se stcssa e del proprio passato. Cosi l'opera d'artc 
divcnta ii dctcrrcnte di oggettiva resistenza che l'artista 
pcrpctra nci rigua rdi del proprio presente, a favore dcl 
proprio prcsentc. In quanto capace di produrre durata 
in uno scenario chc scmbra abitato dalla intercambiabi­
lita del soggetto e dell'oggetto. II soggetto, in qucsto 
caso l'anista, c colui ii quale ha coscienza di potcr 
fondarc attravcrso la fcnomcnologia dcll'opcra un mc­
todo, un attcggiamcnto in qucsto senso mcntale, capacc 
di salvaguardarc la propria specificita anche anravcrso 
l'opacita dcll'oggctto. 
Un oggeuo di complessita abita l'opera di Fluxus, prorna­
nantc dalla cviclcnte consistenza dei vari clcmenti c dal 
t:tngibilc orclinc formale, che non Ii tratticne semplice· 
mente insiemc ma Ii intreccia in una composizionc 
duratura. 
Ecco chc la contaminazionc non c la pura coincidcnza 
di un gioco combinatorio, ma piunosto l'cffctto di un 
bisogno di complcssitii capace di eludere ogni scmplifi­
cazionc. L'opcra non c rctta da un ordine semplice ma 
da un proccsso di astrazione che non e mai preventivo 
bensl contestualc all'evidenza fisica dell'opcra. Perche 
l'oggctto non si puo eliminare, ne puo diventare l'cffctto 
di una parvcnza, piuttosto piegaco a un uso fantast ico 
chc da una partc nc riconosce la presenza tautologica c 
dall 'altra nc sfida l'apparente pas.~ ivitii d'impicgo. 
Da qui l'uso talvolta ironicamente monumentale, ii suo 
trasferimento in una divcrsa scala, ii suo impiego invcrti· 
to tr<• chiuso c apcrto, la sua collocazione decontestualiz· 
zata. Non csistono oggctti privilegiati, quanto a ricorrcn­
za o affettivita, piuttosto stati di nccessita chc nc dctcr­
minano l'uso a seconda del risultato da raggiungcrc. 
La forma tcndc piuttosto a coniugare gli elementi pe r 
sollecita rc un doppio processo di conoscenza, uno spcci­
fico riguardante l'opera, e l'altro piu generalc riguardan­
tc le sue rclazioni col mondo. 
La nuova rclazionc non c stabilita attravcrso la semplice 
diCfcrcnza prodotta daU'incdito accostamento, quanto 
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piuttosto dalla fondazione di un metodo formalc rcso 
ancor pi\1 evidente dall'attinenza dei materiali col mon­
do estcrno. Tale attinenza evita la facile sorpresa e lo 
stuporc conscguente, diventa un ulteriore tratto di sfida 
per l'artista chc si allontana e nello stesso tempo rientra 
in gioco con le cose mediante la loro adozione chc 
meglio permette la verifica del nuovo ordinc forroalc. 
L'arte non e mettere ordine nel mondo ma suggcrirc 
mctodi di aggregazione capaci di sviluppare processi di 
conosccnza interna ed esterna, interiorc ed esteriorc. 
L'opcra non e ii 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 signirica costringere l'artista repressivamen­
tc dentro la logica della poetica, dentro la cocrcnza 
metalinguistica dell'opera, ma scmmai stabilizzare la 
leggerczza dell'essere dentro l'evidente consistenza del­
l'opera e attravcrso essa. 
Questa non e fatta di accumulo, oggetto seppurc forma­
lizzato accanto ad altri oggetti quotidiani. L'ordine che 
senza rigidita governa l'opera si assume ii compito di 
stabilirc un confine tra due universi che vivono insiemc 
ma nello stesso tempo sono governati diversamente. 
II metodo di Fluxus non sublima lo spazio nclla pura 
evocazione del tempo ma i1ccetta l'ingombro dcll'oggct­
to nclla sua spcssa fisicita, valorizzandola per accosta­
mento ad altre fisiciti\ certamente non i1ffini per uso c 
destinazione. 
Perche l'arte, muovcndosi in un panorama meno artico­
lato e omogeneo di merci, non riconfcrma ii valore d '11so 
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dell'oggctto quotidiano, ii suo essere o essere stato 
passibilc di consumo; quanto piuttosto ii valore di impic­
go fontastico che l'artista ne puo ottenere mediante ii 
procedimento di contaminazione. 
L'art ista e colui che adotta una sorta di proccsso radio­
attivo per contaminare e adottare l'oggetto quotidiano, 
gia di per sc awclenato dalla sua appartenenza storica. 
Un'altra storia, pii1 trasfigurante investe ora l'oggetto 
quotidiano, in quanto inipossibile da riprodurre cultural­
mente. Ora l'oggetto conscrva la sua vischiosita e anche 
spcsso ii suo dccoro, ma vienc piegato e adottato per un 
uso trasvcrsalc, chc solo l'artista ne puo fare. 
Ma Fluxus non pensa cosl di riscattarsi o di riscattare la 
storia, quanto piuttosto d i inncscare processi formali 
capaci di produrre nel presente atteggiamenti di rcsi­
stenza resi cvidcnt i c lampanti dalla costruzionc dclla 
maccllir1a, dal st10 funzio1la111ento interno fatlo di rela­
zioni di singoli elementi governati dall' idca della com­
plcssita c dcll'unita ncllo s tesso tempo. 
Governare la complessit11 attravcrso la costruzionc di un 
metodo linguistico diventa ora l'assunto: non duplicarc 
pateticamente la complessita dell'universo tecnologico, 
quanta piuttosto quclla del rapporto tra individuo e 
socicta, tra ii singolo e l'apparato normativo. Una rispo­
sta comportamentale mediante la produzionc di una 
forma chiusa e duratura, che chiude con la mentalit!1 del 
nostro secolo e spinge l'arte inevitabilmente verso ii 
Dt1e111ila. 
Dove la bcllczza, per essere veramente alla portata di 
tutti, deve assumere ii carattere della neutralita. 
L'emblema leonarde.sco "Ubi fluxus ibi motus" spinge 
l'arte fuori clal Rinascimento occidentale e la porta 



verso una geografia cosmica che non conosce confini 
territoriali, ma la necessiti1 antropologica di non incon· 
trare nemici, separazione tra artista e spcttatore, tra 
artc e vita. 

Flinus come FliLrus 

E dal dadais1110 cl1e nasce u11a li11ett si111e1icl1 dell'arte 
come opera d'irruzionc nel prcscntc quotidiano, al di 
fuori dclle strutture che organizzano ii normale lavoro 
artistico. Secondo un' improwisazione che i: metodo e 
tentativo di modifica dcllc abitudini sociali. 
L'evento artistic-0 si sviluppa secondo una libera aggre­
gazione di gcsti, cite partono all'inizio da un semplice 
canovaccio nel ql1ale l't1nica intenzione costa11tc C la 
rottura del gesto quotidiano inteso quale gesto sempre 
funzionale ed economico, cioe rispondente a un fine. 
L'evento rompe ii binomio causa-effctto, perche riesce a 
promuovcrc ncl corpo sociale l'irruzionc di gcsti non 
eco110111ici e aft1nzion<1li, <tisinteressati, o co11 l't111ica 
finalita di portare alla superficie zone rimosse e fantasie 
non vissute, appartenenti all'inconscio. 
Alla conoscenza specialistica e settoriale l'arte si111e1ica 
oppone la coscienza globale e profonda che scardina la 
spccificita del linguaggio artistico per sconfinare nel 
luogo 101ale de.Ila crcativita. T ra le neoavanguardie ii 
gruppo Fluxus e quello che ha lavorato per una strategia 
globalc, tesa a rifondarc a livello antropologico l'espe· 
rienza artistica. Arte come Fluxus, cioc come flusso e 
diarrea, movimento inarrestabile della concretezza di un 
evento o di un oggetto. 
La rappresenrnzione ar1istica diventa ii mornento foca­
lizzante della dialettica tra l'Io dell'artista e l'oggettiviti1 
del mondo, dove ii mondo - paradossalmente - i: la 
polarita privilegiata perche costituisce lo spazio esisten­
zialc da cui nasce l'urgcnza dcll'opcra. 
Arte appunto come luogo totale in cui la creativita non 
tcnde piu a individuarsi secondo la nozionc di lavoro 
artistico, ma a espandersi con voluta infedelta alle atti· 
tudini riconosciute dalla societa all'uomo-artista. 
La tattica puo consistere nclJa proposta diretta della 
stessa fisicita dell'artista o degli oggetti impiegati, esibi· 
zione effimera dcl soggetto o dell'oggctto, per affcrmarc 
l111a 11ozione 11on d'informazio11e asettic~t ma di con1l1ni· 
cazione. 
La qualita di effimero riguarda non solo la presentazio· 
ne ca Ida del corpo ( che per la sua cvidenza tent a di 
scardinare la separatezza tcatralc con ii pubblico), ma 
anche l'uso dell'oggetto chc vicne impiegato per scmpli· 
cc associazione, quasi come un utensile. La durata del 
gesto tende a pareggiare ii tempo fisiologico di forma· 
zione dcll'opera e ii tempo di fruizione della s tessa. 
Cosl Fluxus si e mosso come un frontc mobile di 
persone e non come un grupp-0 codificato di specialisti, 
seguendo piu che la tattica di sperimentazione di nuovi 
linguaggi la strategia dcl contagio socialc: la possibilita 

di creare una serie di reazioni a catena, onde magneti· 
che al di sopra e al di sotto dell'arte. 
L'artc agisce all'intcrno d.i un s istcma dove le scparazio· 
ni geografichc e le diverse matrici culturali spes.50 deter· 
minano una frantumazione dclla comunita artistica. Per· 
che gli artisti costituiscono un' involontaria comunita, 
anzi una comunita concentrata che si contrappone al 
rcsto della societa, quanto a scclte ideologiche e a 
co111porta111e11to individl1ale. 
Prin1a di Flux11s csistc,1a1lO t111a scric di contunita artisti­
che, divise per paesi, e al loro interno ancor piu divise 
per poetiche. Le divisioni geografiche corrispondono 
spesso anche a divisioni di mcrcato, a contesti sociali 
che si contrappongono tra loro in base alla maggiorc o 
111inore aggressivita. 
Fluxus i: ii primo movimento che supera tali steccati. 
Rompe le divisioni e la frantumazionc dell'artc, chia· 
mando intorno a se artisti americani, europei, giappone· 
si, coreani, al d i la delle distanze geografichc c culturali. 
Rinunciando a considcrarc la poetica come comunc 
de110111inatore, Fluxus ha cl1iamato a raccolt(1 artisti <ii 
diversa estrazione culturale e provenienti da poetiche 
diverse. 
Alla frantumazione della comunita artistica voluta dal 
sistema, Fluxus risponcle con la conccntrazionc c con 
l'affer111azio11e di l1n'l1nic<1 co111u11itit, in cui fll1idan1ente 
c11trare c uscirc. L"" base di talc ir1co11tro 11011 C cstctica 
111<1 etica, l'intenzionc. cioe di dare <.tll1<.1rte tin co111ent1to 
rinnovato attraverso ii quale essa possa trovare un 
rapporto con la vita. L'oggetto o l'evento quotidiano 
non sono l'oggetto <> l'evento dell'happening, non e 
l' improvvisazionc cosmetica cite abbellisce lo spazio ur­
t)~lnO cntro cui avvic11c l'az.ionc. 
L'azione Fluxus non e soltanto un'affermazione intcrdi­
sciplinare dell'ane, come avviene nell'happening, ma ii 
tentativo di svelare una qualita che giit l'evento e l'og­
gctto quotidiano hanno in sc: la qualita dcl quotidiano. 
Perche ii quotidiano non c ii livello basso dell'arte, ma e 
lo spazio rcale, l'unico possibilc per vivcrc con e scnza 
l'arte. Percio Fluxus significa ii salutare passaggio dalla 
poesia alla prosa, da una condizione aulica dell'arte a 
uno s tato che funziona da mcssa a Cuoco sulla .rcalta. 
JI passaggio dall'estetico all'etico awiene attraverso la 
riduzionc dclla nozionc d i lavoro artistico, inteso come 
elabor<1zio11e <ti strt1n1e11ti specifici che rigt1(tr(lar10 l'arte. 
Cio awiene mediante l'introduzione di un attcggiamen· 
to interdisciplinare che promuove un tipo di arte non 
piu rapportabile alle sue categoric o ai suoi parametri 
t rad izio1lal i. 
Non si parla piu di pittura, scultura, pocsia o musica, ma 
di evento che ingloba dentro di se tulle le discipline 
possibili e tutti gli stili. Alla base esiste una posizione 
idcologica, che e quclla della cleptomania, la liberta di 
assumere un mondo come matcrialc permancnte e tota· 
le in tutti i suoi aspetti, per realizzare un gesto o 
ur11opera d1arte. 
Lo sca.rdinamento di ogni aspetto spccialistico dell'arte 
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non significa parodia dell'arte, ma anzi sconfinamcnto e 
apertura che crea un flusso, un movimemo, auraverso ii 
quale l'arte acquista ii movimento della vita. L1 premes­
sa di tutto cio e costituita dalla coscienza dcl mondo 
come valore, di una qua Ii ta della vita. Fluxus vedc la vita 
attraverso un'ottica e uno sguardo di 360 gradi che gli 
permettono di avere una visione circolare e totale delle 
cose. La circolarita non riguarda sohanto le cose nella 
loro fisicitit, ma anche l'assuniione di dati culturali ehe 
non appartengono al contesto dell'arte della cuhura 
occidentale. La nozione del tempo trova una sua ascen· 
dcnza nella cultura orientate dello Zen, per ii quale ii 
tempo e una fiua rete di auimi che si susseguono 
orizzontalmente in maniera incessante e continua. 
II tempo c una dimensione aperta e discontinua che non 
qualifica soltanto i gesti pill significativi ma anche quelli 
pill anonimi c quotidiani. L1 cultura occidentale ci aveva 
abituati a considerare ii tempo come misurn del pensie­
ro umano, come dimensione che scandiva ii proprio 
fluire in sincronia con la storia e non con la pura 
cronologia dei fatti. 
Infaui la storia occidentale raccoglie soltamo eventi e 
date storiche, misurate col parametro della loro eccezio­
nalita, della loro capacita di uscire dal live llo medio dei 
fatti quotidiani. Alla visione verticalc dcl tempo tipica 
delta cultura occidentale, la cultura orientate ne oppone 
una tutta orizzontale, adatta ad accompagnare la vita 
quotidiana in ogni sua condensazione, anche al di sotto 
di un suo accadimento croico. 
Attraverso Cage, F'luxus assume talc ottica e per qucsto 
accoglic nello spazio dell'arte ogni oggetto e ogni gesto 
possibile. Ora ii tcmp-0 dell'artc rispctta quello ori.zzon· 
tale della vita: l'oggeno e l'oggetto, ii gesto c ii gesto. 
JI quotidiano, cioc, non e soltanto la dimensione di 
pttrte1lza, n1a a11cl1e la di111ensione <i'arri\'0 dell'arte; se 
l'arte non e pi(1 celebrazione dcll'eccentrico, non e piu 
passaggio dalla poesia alla prosa, e se invece e afferma­
zione del gia esistente, essa divcma passaggio da una 
prosa (la vita) a un'ahra (l'arte) . 
Per Fluxus l'arte e ii passaggio, e ii processo che porta 
J(t vita d~t l1n gr<1do di esistenz.a <lll'altro. 
Quando net 1962 si tcrme a Wiesbaden ii "Fluxus Inter· 
nationale Festspiele", tutti gli artisti panecipanti realiz­
zarono opere o eventi che puntavano non tanto sulle 
loro qualitil estetiche quanto sulla loro intensita e deter­
minazione di affermare ii quotidiano. 
II quotidiano contiene non soltanto l'acc;1dimento inten­
zion~)le e intellige11tc, n1~1 anct1c ii caso, ii for111ito, 
l'incomprensibile c, in de finitiva, anche ii livello di 
idiozia. 
Tutto qucsto c ii quotidiano, la vita rami(icata a frantu· 
mata in una fattuali ta accidentale. Su questa fauuali ta 
Fluxus agiscc con un atteggiamento fcnori1enologico, per 
Ctli ii n1ondO e ii n1or1dO dell''t \1ita C l'artc C artc totalc. 
Maciunas, Paik, Brecht, Vautier, Filliou, Vostell, Chiari, 
Simonetti, Patterson, Schmit, Andersen, Ono, Kosugi, 
Knowles ecc. hanno costituito una pattuglia mobile, 



dislocata geograficamente in posti differenti, e hanno 
operato costantemente con un a tteggiamento interdisci­
plinare. L'uscita dell'arte dai suoi ambiti specifici ha 
signific.ato anchc la sua uscita dai canali istituzionali, 
gallerie e musei. 
Ogni spazio e diventato ii luogo possibile dell'evento 
artistico. All'aperto o al chiuso gli a rtisti hanno agito 
mediante l'impiego di materiali e linguaggi provenienti 
<la diverse aree, associando mczzi e strumenti tra loro i 
piu disparati. Tale atteggiamento interdisciplinare e ii 
suo csercizio in spazi a llcrnativi hanno pcrmcsso a 
Fluxus di anticiparc ricerche che si sono sviluppate negli 
anoi successivi, dall'arte concettualc al comportamento. 
Ma stabilire Fluxus come antecedente linguistico signifi­
ca riporlarlo in un ambilo circoscritto ed estetico, dal 
quale cgli ha cercato d i uscirc, altravcrso ii collegamen-
10 di artisti a ffioi tra loro no.n per poetica ma per 
posizione verso la vita. 
Per questo Fluxus, flusso, diarrca o marea, ha operato 
principalmente per dissouerrare l'energia latente del 
mondo, (isica e mcnta.lc. Le cootraddizioni Jinguist iche 
all'interno del gruppo servono proprio a non permeltere 
di parlare di gruppo, ma di una continua messa i11 
sittlazio1te. 
Una visionc del tempo, filtrato c rallcn1a10 dall'assun­
zione dell'ouica dello Zen, permeuc a qualsiasi oggeuo 
e a qualsiasi gesto di varcarc la soglia dell'a rte. Se la 
scdia c la sedia, bere un bicchier d 'acqua c un bicchier 
d 'acqua bevuto da un uomo. Queslo significa che ii filtro 
dell'arte non deve rendere simbolico ii quoticliano, ma 
dare a qucsto una scgnalazionc c una conccntrazione 
chc ii sis1cma socia lc non cli1. 
II sistcma sociale tcnde a valorizzarc soltanto ii tempo 
della produzione economica, nel quale oggetti e gesti 
sono significativi soltanto se procluttivi economicamente. 
II gesto non funzionale, disutile e disinteressato, e scar­
lato dalla logica del sistema. Con Fluxus l'oggetto c 
assunto nella sua afunzionalita, nel suo apparire feno­
menico, e ii gesto viene compiuto anche se viene prodot­
to per distruggere l'ogge1to. La distruzione dell'ogge1to, 
violino, pianoforte, c contraria all'idea tradizionalc del­
l'arte cite tende a rendere funzionale l'oggelto altravcr­
so la sua conscrvazionc c ii suo uso, ii suono. 
Ma ii suono puo significare anche ii rumore prodouo 
dal pianoforte o dal violino sfasciati, dai colpi ripetuti 
dell'artista chc lacera l'oggcuo o appallouola intorno a 
1m microfono un foglio d i carta. JI suono non c solo i 
codici clella musica, ma anchc ii rumore della vita che 
cosl diventa musica. La clistanza Ira l'arle e la vita e 
so1tilissima, clipende soltamo dalla coscicnza linguistica 
clcll'artista chc compic ii gcsto. 
Forse per questo !'opera iniziale di Fluxus si e rivolta 
ptcvalentcmcntc verso la mt1sic~t, l'artc pil1 astratt<.l e 
invisibile. A1traverso cssa c possibiJc mclte rc in situazio­
ne, cioe in collegamento, circostanze, oggelti e persone 
separati tra loro. 
La musica non dipende dal suono, ma dalla volontil 

NOW YOU'RE AS' GOOP 
AS' NEW. 

A LINE 
1088 
MILES 
LONG 

Immagine 1ra11a d•t Flu.atS cc VTRE. n. I, 
genn3io 1964. 

23 



lmmagJnc lr3tta da f"/amu « 11 TRE. n. I. 
gcnn•io 1964. 

24 



dell'artista di considcrare tale, dopo Cage, anchc ii 
silcnzio. Non csiste frattura o distanza, ma con1inuitr1. 
Non csistc gcrarchia tra i fatti, ma un orizzontc di fatti 
c di strumenti da cui continuamcntc attingcrc. Talc 
parcggiamcnto, pcrseguito da Fluxus, nascc anchc dalla 
volonta di rcnderc l'arte piu accessibile e dcmocratica. 
Scardinare ogni spccialiizazionc significa abbattcre ii 
privilcgio e ii potcrc di coloro i quali fanno dcl proprio 
sapcrc spccializzato una professionc. 
E.~scrc contro ii profcssionismo, per Fluxus. significa 
trasgrcdirc ogni prctesa fedelta ai materiali o allc tccni­
chc che, attnwcrso ii loro uso ripetuto, costituiscono ii 
marchio di riconoscimento dell'artista da partc dcl mcr­
cato. 
Attravcrso l'uso inte rdisciplinare dcl linguaggio, attra­
verso la considerazionc che tutto c contcmporaneamcn­
tc pittura, sct1lci1ra, pocsia, musica, signific,1 Sfl1g&irc 
all' immcdi:110 riconoscimento del merca to c alla sua 
stru mental izzazione. 
Forse Fluxus tendc, attraverso l'arte, all'archite1111m so­
cialc, intcsa come un processo di dinamica pcrmancntc 
che cntra in ogni circosianza della vita e dell'organiua­
zionc sociale. La scclta dell'evento, dell"azionc cffimcr.i. 
vuolc proprio spostare l'arte dal suo csscre produzionc 
di oggetti a produzione d'esperienza, che si sviluppa 
simultancamcntc tra i due poli costituiti dall'artista e dal 
pubblico. II pubblico tradizionale, chc assistc a u nu 
mostra o a u110 spettacolo, C chian1ato i\ncl1'cgli u 
compicre un lavoro, chc c quello della contcmpl:izionc. 
Se l'artc non c piu un lavoro, inteso come gcstionc di un 
apparato di strumenti specifici c professiona li, allora 
anche la fruizionc del pubblico si modifica e clivcnta 
partccipazionc. 
App11rentcmcnte nnchc ncll'happcning scmbra chc esi­
sta una partccipazione del pubblico, un'uscita dal suo 
ruolo passivo. Ma csiste una differenza profonda trn 
!'happening e l'evento Fluxus. 
L'happcning c un accumulo quantitativo di oggetti c 
gcsti chc trova attraverso la loro dissociazionc, ii loro 
esserc mcssi in relazione inedita, la sua qualit~ cstctica. 
Solo da questa dissociazione nascc ii suo aspetto anistico. 
L'cvento Fluxus, invece, parte dalla coscicnza situazioni­
stica che la realta e gia speuacolo. Ogni oggctto o gesto 
quotidiano ha in questo la sua qualitil e non ncccssita di 
csscrc rclazionato in manicra incdita. Ncll'cvcnto Flu­
xus ogni oggetto o gesto c csibito in sc, ne lla sua 
grammatica clemcntare, senza ii rafforzamcnto di altri 
oggctti o gcsti chc lo accooipagnino. 
L'happening tcndc sempre a un'espressivitil dc lla mcssa 
in opera del gcsto, tende cioe a sottolincare ii p:1ssaggio 
dell'o~ctto o dell'azionc dal suo uso quotidiano al suo 
uso arustico. L'evento Fluxus invece, tcndc solo a sotto­
linearc ii passaggio dell'oggetto e del gesto da un grado 
di csistcnza all'altro. 
II pubblico allora non assiste alla mistificante trasforma­
zione dclla vita in arte, ma all'evidenziamento dell'esi-

stenza dei due livelli: arte e vita. Perche se fosse vero 
che ii gesto creativo dell'artista trasforma la realta in 
qualcos'altro (l'arte), in questa maniera si privilegia la 
polaritii costituita dall'ar1is1a rispctto a quclla del pub­
blico che ancora sicdc tra la vita. lnvcce ii pubblico 
dell'e\<ento Fluxus ' 'ive un rapporto paritetico con l'arti­
sta, in quanto questi non prctendc di rcalizzare alcuna 
trasformazione, ma vuole solo affcrmarc i dati dell'esi­
stente, cosi come ii pubblico stesso, con la sua presenza, 
affcrma l'csistenza dell'artista c dcl suo gcsto. 
AIJora lcJ partecipazior1c avvicrlc attr;.1vcrso tino scambio 
alla pari tra pubblico c artista, ncl quale ii pubblico 
rafforza la propria coscicnza clc l quoticliano e l'artista 
afferma attraverso di cssa la possibilita di tutti di passare, 
anche ii pubblico, dalla parte di chi promuo,•e l'cvento. 
L'cvcnto non ha bisogno di uno spazio nagrantc e 
istituzionale per awcnirc, non necessita sempre della 
prcsenza del pubblico. Puo awenire che lo spazio, entro 
ii quale !'opera agisce, s ia apcrto e non circoscritto. 
Quando Fluxus realizza una Serie di frnncobolli postali, 
frnncobolli Fluxus, anravcrso i quali affn111care l'invio di 
lcttcrc e cartoline, allora lo spazio non I:: piu control­
labile. 
Esso diventa lo spazio della comunicazione sociale, che 
awicne appunto attraverso la posta. dilatabile all'infini-
10, estensibile o ltre qualsiasi confine geografico, cultura­
le e linguistico. 
Cosl Fluxus is1i1uisce ii viaggio come promozione di 
rapporti intersoggettivi, riduzionc dcllc distanze e colle­
gamento trn loro di rcalt 11 diverse. Fluxus tende a 
coprire ogni attivita c ogni ncccssita, pui> intervenire 
sulle situazioni apponando continui livelli di creativitii e 
di cncrgia, in un mondo chc scmbra sempre piu destina­
to all'c11tropia c alla sco111parsa. 
Tutto c possibile, ogni materialc c pcrmesso, anche l'uso 
della parola. La parola organizzata in pensiero, secondo 
un sistema di rinessione che puo aiutare, come nel caso 
di Flynt, a promuovere una conoscenza dell'arte e della 
sut1 realtft. 
La conoscenza nasce sempre da un'esigcnza politica, da 
una tensione all'investigare gli strumcnti e i fini dell'agi­
re umano che permetta un allargamento dclla coscicnza 
e un suo giusto rapporto con la realta . 
Fluxus e un modo di conoscenza e una costante presa di 
coscicnza dci livelli plurimi delft\ vita, tJnta SOrl~l di 
rivo/11zio11e fJtn11a11e111e, cl1c llOn s'attcsl;.1 nlai Stille pro­
prie posizioni e sulle propric conquistc, ma chc anzi 
utilizza ii proprio agire non per circoscrivcre la presenza 
e l' intervento, quanto per cspanderli e dilatarli non 
nell'aequisizione formale di norme c nuovi linguaggi, 
bensl per produrre un'arte chc c rcalc soltanto quando 
produce modelli di comportamcnto alternativi rispetto 
al sisteoia. 
Tale modello, proposto come comagio socialc, e sicura­
mente un uso Fluxus della libcrta, una liberta liberata. 
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Ubi Fluxus ibi Motus 
Achille Bonito Oliva 

Fluxus Toward the Year Two T housand 

T o p1tsh Fl1a11s toward the Twe11ty-first cenlllry means 
to grasp the group's anti-historicist spirit. He11ce the 
decision to i11vert tlte ltistOT)\ the chro11ology, a11d the 

iti11erary of the erhibitio11: not from 1962 to 1990, but 
instead from 1990 to 1962. 
Jn this way prejudices jtll'Ori11g noble [miters or the past <lo 
not exist. It is the present that becomes the point of 
departure able to set the pace for the viewer who, from his 

ow11 present reviews the stages of 1111 inexhaustible creativity 
that backtracks toward the time of its fou11datio11. 
The critical method co11finns the mentality of the art - an 
art thm does 110t take to chronologies or the ideal concept 
of a li11ear course that does 11ot exist outside of the in·egular 
courses of history, from the presem to the e11d11ri11g present 
of art. A11 111tit11de that does not wke to the decisions made 
by history 11s the guamnteed and the g11ara11teei11g process 
of the f/<Lres and the movements of creation. In this way 
history becomes a flagrant regressio11 to the past, starting 
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with the hie ct nunc of the viewer as he shapes his 
experience through the 11omadism of his body de11mbula1i11g 
in the temporal spaces of the e.d1ibi1io11, made up of objects 
and events. To go towards the year 1ivo Thoustmd thus 
means to cany Olil a new task, that of t1voidi11g defeat by 
time. 111 tune with the mentality of the Fluxus gro1tp, which 
has always skirted the danger of <m mt t/1111 imposes its 
exclusive treasures of formal beauty 011 the inc11 co11ditio11 
of the present. 

The Beauty of Neutrality 
Fluxus mea11s 10 have the swift se11sitivi1y 10 i11te1pret 11ew 
mea11s of artistic production tis well as critically to reflect 
them. It mea11s that art in situazione finds a11d puts dow11 
its 0'"'' roo1s i11 111ove111e111s, artistic /igtircs, (1111/ eve11 i11 a 
philosophy of art that starts from afar a11d leads aft1r: 
Duchamp, Picabia, Cmva11, Scl11vi11ers, Ballt1, etc. - de· 
mo11strati11g how the problem of the assemblage a11d the 
recovtl)' of the quotidia11 object in the sphere of an is 1101 a 
problem that concen1s simply the pos1-moden1 c1tl111re, 
which perceives i11 the recycling of the quotitli<m an oppor­
tr111i1y for c11l111ral s11rviv<1l. 'f11c 1vorks tJrese11tetl l1ere tire 1/1c 
result of a11 extremely meet mental attitude. 
It is correct to depart naturally from Marcel Duchamp: the 
fo1111der of the process defined as "ready-made". That is, 
the possibility to cre(lle art l1y drawing from the quotidit1n, 
<feco111ext11aliii11g it, t111tl givi11g it a 11e1v fi111ctio11 i11 ter111s of 
esthetic co11templatio11 within the space of the galle1y or 
museum. The dislocation of the object determines the 
creation of 1111 "aura'; a new mea11ing that allows the object 
10 travel to oihe1· planes and to penetrate the viewer's 
i111agi11atio11, i11r1Jressi11g 011 it (1 11e•v itie111it)' a11tl 11e~v 
possibilities. 
Duchamp's 1·etuly·m<ule opened up new possibilities for 
co/l/empormy art; it introduced a co11cepttwl quotient i1110 
art that made it possible for the artist to consider himself a 
demiurge, he who with his geswre of e.<1rac1ion and with the 
t1111/1ority of l1is gaze ca11 rc111ove 011e ele111e111 fro111 tire i11e11 
horizo111<1/ity of the quotidia11 and elevate it to the vertical 
sphere of art. 
This premise thus makes it possible to verify the itinerary 
that tire artistic object has completed i11 the course of the 
past dcct1des, from Duchamp's fi1~1 ready-mades up to 
today. 11ws ir represents a century of art canied 011t 
1J1ro11gl1 t1 sort of 111irt1.1re betlvee11 l''''''' 1/1e gaze tlra~vs 011 
and ma11uality, that reaches to the close of the Eighties, i11 
the full of the pos1-moden1 en1, to demo11s1m1e how artists 
have worked i11 amicipation of their political mu/ social 
reality. 
The panorama prese111ed in this e.rhibition tends to highlight 
above all tire arrist's 11ce<i to uphold a i<111g11age i11tle· 
pendent of tire life mu/ of rhe subject that prompts it. Tims, 
object 111et111s 1101 j11st tlte e/e111e111 e.."4:tractetl fro111 its every­
day co111ex1 but also, 11a111rally, a philosophy of <irt that 
requires that the mtistic lt111g11age not be mimetic, " sort of 
reflex co11tlitioned by life itself Art i11asm11ch as object is 
always a cast-off, a sort of lateral thre.shold that the anist 
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occ11pies with Iris creation tmd i11 which he i1le111ifies a 
free-sta11di11g opportunity 10 let his act of fa111asy ripc11. 711e 
sub••ersi>·e gesmre that the artist has steadily made over the 
COltrse of this ce11111ry 1e11ds progressfrely 10 11ss11me sym· 
bolic w1l11es, 10 lea>'e behi1ul tire simple occasio11 for scan· 
dal 1111d 10 aclrieve a certain complexil); " sense of srn1c111re 
that does 1101 111ea11 lldlrcre11ce 10 a geomeoic 1111d 11eo­
r111io11al i<lea, bt't ra1/1er 10 1/1e artist's /Jl!rceivetl 11eetl to 
pass tlrro11glr the q11otidit111 llccordi11g 10 a11 idea of light· 
lra11ded projecrualiry. 
ltrdeetf, these artists are 11ot itr pursuit of tire positive 111opia 
of art, tlrat is, the chance to co1istn1c1 a model capable of 
tro1isfon11ing the world, 1>111 rotlter they seek 10 achieve a 
small-scale order linked to tire accomplished work, and 
1lr11s capable of bei11g simply a model of itself. Tire modesty 
of tire object lies precisely i11 this, a poetic that does 1101 

make 11se of sophisticated materials or of academic artistic 
genres, b111 rtllher one that is able 10 pass tlrrouglt the 
qt101idia11, 10 e.ttract 1/1e i11ert qi101idia11 011d se1 it 1t•itl1i11 a 
sert of llssemblage, a slt0rt circuit that elevates tire elcmem 
a11d tire detail to tire sta/l/s of a frog111e111, a puzzle piece of 
a 111e11111I co11stn1ctio11. Tire object, afrer all, is rlrc creative 
subjccr's - rite artisr's - point of arrival in a di111c11sio11 
se1><tra1e fr<J111 l1is OlVtz 1Jerso11<1l eJ.:perie11ce, 1>recisely be­
cat1se lte very l111111bly ide111ifie.~ i11 art /tis o~v11 expressive 
pc1e111ial. F11rtlren11ore, ir is also a mooring for rite viewer's 
gaze 11pc11 a co11s1n1c1ion tlrat is able ro suggest to him o 
11ew perception of 1/ri11gs. 81111/ris pcrcep1io11 does 110111pse1 
1/re sense of tire q1101idia11, ir docs 1101 claslr wirlr it but if 
anything points out 011 imerstice, a place: tlrat of tire 
nega1ivc ulopia, one witlr direct links to tire physical space 
i11/rabited by tire work, fronr wlriclr tire ortisr speaks and 011 



lvlriclr tire vielver 111ay 111edi1a1e. 
In the end, it is through tire tent1i11 of t111 t/r(lt it C(l11 be 
demo11stra1ed how the co11temporary artist may view the 
world with different a1ti111des, bw without feeli11g the 11eed 
to manipulate it. To take the quotidian object, to assemble 
it in a linguistic order that differs from its origi11al orde1; 
certai11ly does 1101 111ea11 to take on the 1hi11gs i11 te1111s of 
co11flic1, blll n1tlrer i11 terms of a co1nplex eroticism capable 
of activati11g the things' inertia through a11 origi11al use of it 
and creating a field of i11tensity thus linked to " reality that 
cannot be removed, rlwr can1101 be C(l11celled, just observed 
and safeguarded. 
To safeguard becomes the wsk of the Fl1a11s artist projected 
t0>vard the year Two Tho11sa11d, beyond the end of the 
T•ve11tie1/r ce1rtl11)1, 11olv 111arkc<l by tire "fi11is Rr1ssiae11

• TJ1is 
end refers to the collapse of ideologies a11d the extenial 
parameters that have, as an "assisted ready-made': sus-
1ai11ed rite long march of the avtmt-ganles toward the "su11 
of tire fu111re''. The Fluxus group has always operated 
outside of the assista11ce of a11y prosthesis w/1111soever, 
whether political or ideological. It h"s always formed the 
ecological zo11e of i111er11atio11t1l e.r1Jerir11c11tt1lis111, co11ce11~ 
1ra1i11g 011 the es1ablish111e111 of a space of linguistic energy, 

... ~· . ..,~ .... 

.. 
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11ot 011 the accumulation of technical achieve111e11ts or 011 
the catalogue of mate1ials. 
With respe,·t to the t1rtists of tire Nouveau Realisme "'"e111 
as well, the Flr<rus artists 111arked the 1ra11sce11dence of a 
me111a/i1y 111111 seeks 10 produce a11 es1he1icism spread over 
rite tlti11gs. 111 effect, they contested what was tlte11 a reigning 
vocation closely tied up with a somehow noble hope of 
redeeming the qtttmtitative vulgllrity of tile real tltro11g/1 tltc 
introd11ction of q11(1/i1y ill (t 1110dest quantity of fonnal 
artier. 011ce again the affinnatio11 of a memality and ll 
noble notion of llrt is able 10 spread, like a pc1f11me, 1111 
esrltetic atmosphere over the productive chaos of tile world. 
Before FltLtus, art always sought 10 push art toward itself, 
to aum,·t evems 10 tile linguistic frontier of the esthetic 
creation, 1111ders1ood as museograpltic resen•e of rite re­
demption a11d delivcr1111ce of c11n·e1t1 events to ltisto1y. 
Again, poetry prevails over prose in tire world. Tile acce/I/ is 
placed 011 rite ve11ical dynamic of 1/te creative moment. Tile 
quotidian object is posited as a metaphor for tire shift from 
the previous disorder to subsequent order, dictated by tlte 
artistic fonn Actio11 Painting, Nco·Dada, Pop Art, a11d 
Nouveau Re(llisme still ntake up rite extremes of a mentality 
tlwt plt1ces its faith i11 tlte value of the project and linguistic 

\VoJf Vostell prcpara un tclcvisore per 1 ~1 sepol1ur~, 
Yaol Festival, fattoria di George Scg<il. Ne"' Jersey. 1963. 
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<md historical progress - oll witlri11 tire ideology of linguistic 
darwinism that 111arked tire e>•o/111ion of co111e111poro')' ""' 
as the produetion of fonns aimed at redeemi11g lristOl)"s 
negativit)' 1/rrough the fon1111/ation of /a11g11ages base</ 011 
1/re tliolecticol pri11ciple. 
Flt<r11s inste<1d applies the sa/11tm)' pri11ciple of commtlic-
1io11, ;,,,pf)1i11g co11fro11ta1io11 <t11(/ 1101 co11cilia1io11. A11d 1/1is 
makes use of <m i11te11sive slmtegy of recovc1)' of the object 
<1s reality and not as metapl101ical memo1)'; it is <111 i11gre­
die111 of a combinatory cuisine that anives at 1he formal 
thing. 
IYit/1 Flitr11s art shifts towllrd life mid lellds life itself toward 
tire i11ters1ice of a differe11t position i11 which poverty and 
nobility do 110/ ais1, and 1here is i11s1ead the neutrality of 
Q11 an11istice without •·ie1ors and the l'o11quished, 1he fo1111-
tla1io11 of a mo111e111 i11 which all becomes concrete, Qrt and 
life, form a11d aistcncc, in 1/rc prese11cc of the work. 
7'o srnrt with Duchamp tloes not mean to stop dogmatically 
tit /tis J>Oefic. Ra1/1er, "to Sl<1rt •vit/1" 111e1111s a11d i111plies a 
shift and modiftcatio11, 0111side of the li11eari1y of an idea of 
progress that involves fidelity. 71ie lx1sic infidelity of F/1a11s 
cave rise to the deve/op111e11t of t111 ecology of arl 1/w1 
co11ccn1c1/ 1111d l'011cen1s t'vo a11ti1/1cric11/ 1en11s, art 011d life, 
e.rcludetl from the game of preferences, as e/eme11ts anti 
things participating ill the end of the 1/1ing. 
To 1hingify art and life becomes 1/ie impemtivc of a group 
1ha1 has 110 use for bi11h t111d death registry offices - neither 
t1rt's nor life 's. Tflir possibility. 11lt1yi11g on affin11atio11 a11d 
1regatio11, i~t fo111e111ed b)1 1/1c c/1oice, bct•\'ee11 l\1es1en1 a11d 
et1sten1, of " 11c111mlity tlw1 has emerge</ from the bi11a1)' 
or<ler 1111tl 111rive1/ (ti ti tl1ir(/~ 1111rcG·o11(:iletl 1e1111, t11110110· 
111011s t111d determined by the combi1111101)' value of tile 
objects f111t/ 1he (lrtis1ic genres wu/erst()(J{/ as the 1/ting: 
wi1ilou1 ltierarclty between hig/1 anti low, pt1i111ing and 
sculp111re, drawi11g and pai111i11g. work a11tl event. Hence 
derives tlte preference for clumnels poised berwee11 official· 
c/0111 0111/ i11fon11alif)~ 11111se11111 a11tl '''orksl1op. 
Here 1/tere appears a 11e>v pltysical and 111e11tal space: the 
beauty of neu1ralit)\ 1/te offin11atio11 of a loose form that 
hos 110 use for 1/te orrogo11ce of iigor or 1/ie geome1ry of pure 
coherency Here beauty alise1; from the fact that 011 over­
wlre/111i11g novelty or elega11ce of quof(l/ion does 11ot e.rist. If 
a dum1io11 of tile work e.tis1s, this i.i due to a11 e thical 
dural ion of tile ges/1/re, wlliclt doe.i 1101111et111 improvisation 
but if <111y1lti11g safeg11arcling. 
Fl1<t11s wants 10 safeguard art and life, wi1hou1 ovenvltel111-
i11g either of the two ten11s, b11iltli11g 1/te tenitory of a 11ew 
ne111rality in ..-/iich no enclosures of art for on exist, nor 
poli1ical barricres. Here, .. -flat 1/iey seek is 10 11e111rali2e tile 
arrogance of art and the v11/gari1y of life by means of 
cons1n1cted fon11s. 
The e11d11ri11g cltaracter of the artistic form involves a sense 
of G'o11stn1c1io11 that refuses to be ctmce//ed by the sub· 
seq11e111 work, or me1aplroric<1lly 10 <l11p/icate 1/te ex1enwl 
ret1/ity. Art is 1/u11 t1111bivalen1 111ovcme111 that plays 011 
prese11G'e mu/ absence, contact a11d septirtt1io11, eroticism 
a11d detachmelll - t111i111des 1ha1 are 1101 i11 co11f/ic1 with 
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each other; rather they are complementary and affinn a 
different relationship with reality. 
"One ca111101 escape the world so well as thro11gh art 11or 
ca11 011e 1r1ake a11y s1ro11ger ties •vit/1 it as 1/1ro11gl1 a11" 
(Goethe). 111is a11i111de describes the position of Fliu·11s, a 
philosophical condition that i11i1ially appears 10 take its 
distance from 1hi11gs, bw then embraces them to construct 
a formal order that describes the new reality, even if 
thro11gh its co11tamina1io11. The fon11al order embraced is 
1101 based 011 p11re {tcc1111111/t11io11, 1/1e 11rese11ce of a rt111tlor11 
assemblage that metaphorical/)' d11plicates the q11a111iwtil'e 
dissemi11atio11 of the exten111/ world. The work ass11mes the 
phe110111e11ological cadence comradicted by a full-bodietl 
order that s11stai11s it - 1101 the sense of accw1111/i11io11, bw 
that of a necessary compenetratio11, l~•e11 if i11/wbiu:d b)' 
1111forcsee11 relt11io11sl1ips. 
The fom1al 1111predictability of the work is enlumced by the 
co11sis1e11cy of the materials, at times by the deliberate 
infeasibility of the j1<rtapositio11s, and even by the elabora-
1io11 of nexuses forgi11g its way to the limits of the interlock­
ing a11d of geometry. 
Tire object is 11ot a p11re \:o /11111e .'>et i11 evitle11ce, /J111 rt1tl1er 
a11 elemefll of a composition that challenges the composi-
1io11's opaq11e f11/l-bodied11ess i11 favor of a11 effect where 
everything is subjected to a new Jonna/ order. Naturally, 
this order does 1101 result in a s11blimatio11 of the specific 
splendor to the single elements, but it plltys on tra11sfonni11g 
the individual signifieds i1110 a single tuul tra11sfig11red 
signifier, lc11t/i11g 10 these works' charac1eriztuio11 of invol-
1111tary metaphysics, their power of abs1rac1io11, which are 
tlo11b1/essly aimed at the foundation of a new order of 
beauty. 
111e domintmt order of bet1111y arises from the compression 
of tlte ~vork to its Ol,111 tc1111Jortility1 1/1e resi1/11e of ll <,"11/111rt1/ 
altitude t/t(tt assumes all the respo11sibili1y for a typical/)' 
European traditio11. 
!11 this se11se, the postmoder11 memol)' loses its hedonistic 
character of simple citatio11 to acquire the co111plexity of a11 
historical memory ccrtai11/y 1101 i11ltabited b)' supetficiality 
a11d the desire 10 be free of itself a11d of its ow11 past. Tims, 
the work of art becomes the deterrent of objective resistance 
that the artist is guilt)' of with n'!Jard 10 !tis own prese111, a11d 
in favor of his own prese111, inasmuch as he is able to 
produce duration i11 a sce11ario that seems to be inhabited 
b)' rite i111ercltangeabilil)' of object and object. 11te subject -
i11 this case, the artist - is he who is lllvare of bei11g ttblc 10 
establish, through the work's phenomenology, a 111etltod, i11 
this respect a me111al sta11ce, that is able to safeg11ard its 
own specificity evc11 through the opacity of the object. 
A11 object of complexity inlwbits the work of Fli<rus, 
spri11gi11g from the clear consiste11cy of the vadous elements 
a11d the ta11gible fon11al order, but 1101 simply holding them 
together and instead i111enveavi11g them i1110 a11 e11d11ri11g 
co111posi1io11. 
So, co111t1111i11a1io 11 is 1101 a f)t1re coi11cide11ce i11 a co11rbi11a-
1ory scheme, but rather the effect of a need for comp/exit)' 
able 10 evade any simplificatio11. The work is 1101 uplteld b)' 
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a simple order, but by a process of abstraction that is never 
preclusive of, btll rather co111ex111al 10, tire plrysical evidence 
of tire work, because tire object cannot be eliminated, nor 
can it becon1e tire effect of an appearance, subjected to a 
fantastic 11se tlrat on one /rand recognizes its ta11tological 
presence, and on tire otlrer clralfenges its apparent passivity 
of application. 
Hence 1/erives tire occasionally ironic mo1111mental faslrion, 
its conversion to a dijfe,-ent scale, its i11ve11ed application 
between closed and open, its deco11te.rtrwliu11ion. Privileged 
objects - in tenns of rec11rrence or semimem - do not e.xist; 
instead states of need determine tlreir 11se depending on tire 
desired res11/1. 
On tire otlrer /uuul, tire form tends 10 conjugate tire ele­
ments 10 prompt a double p,-ocess of awareness, one that is 
specific and concerns tire work, mu/ <mother more general­
ized one that concems tire work's relations/rip to tire world. 
Tire new relations/rip is not established tlrrouglr tire simple 
difference produced by tire oiiginal grouping as m11clr as by 
tire estab/islrmem of a fonnal method made even more 
explicit by tire materials' connection witlr tire external world. 
Tlris connection eschews tire facile s11q>rise and consequent 
astonishment, and becomes yet another element of clral­
lenge for tire a11ist who takes Iris distance from, but at tire 
s<1111e 1i111e e11ters b<1ck i1110 tlte ga111c, 1vi1/1 t/1i11gs by 
e11l/Jrt1ci11g tl1e111 tv/1ic/1 111akes it easie1· 10 •.:erify 1/1e 11e•v 
fonnal order. 
To make an is not to bring order to tire world but rather to 
s11ggest met/rods for aggregation tlrat are c<1p11ble of 
developing processes of imernal and extenwl, imerior and 
e.rterior, awareness. 17ie work is not tire fiuit of the stiffen­
ing anti paralysis tlwt dry up any sedimentation, bra rather 
ll practice of appropriation that excludes the principle of 
ownership, tire eswblislrment of a method tlrlll is able to 
bring 11ietlrod to tire life of tire artist as well. 
This does not mean forcing tire a11ist to enter tire logic of 
1/1e poetics, tire 111ctali11g11istic col1erc11c>~ of 1!1c 1vork, b111 if 
a11ytlri11g to stabilize the liglrmess of being within and 
rlrrough tire explicit consistency of tire work. 
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Tire work is not made up of acc11mulatio11; it is an object, 
even if fonnalized, alongside other quotidian objects. Tire 
order that wit/row rigidity govents tire work assumes tire 
task of establislri11g a borderline between two universes that 
live together bw at tire same time are govenzed differently. 
171e Ffttr11s met/rod does not sublimate space in the pure 
e•'OC(lliOn of time, bw accepts tire encwnbrance of the 
object in its dense plrysicalit)\ emplwsizing this last by 
jztttaposition with other plrysicalities that are clearly 1111re­
fated in tenns of use and desti1u11ion. 
Because <111, moving within a framework tlrat is less special­
ized (llu/ homogeneous than that of goods, does not recon­
firm tire quotidian objet·t's use value' its being or !raving 
bee11 si1bjec1 10 co11s11111p1io11; tis 11111c/1 tis 10 tl1e co111ra1y its 
value in imagi1wtive applications tlrat tire <zrtist may obtain 
through tire co111amination process. 
Tire lll1ist is Ire who embraces a son of mdioactive process 
to contaminate and embrace tire quotidi<m object, already 
in itself poisoned by its lristorical appu11etu111ce. Another 
more tr<msfonning lristo1y now envelops tire q11otidian ob­
ject, inasmuch as ii is impossible to cufluralfy reproduce. 
Now tire object conse1ves its torpidiry, as well as often its 
deconzm, bw it is subjected to and adopted for <1 trtmsver­
sal 11se 1/1a1 011/y 1J1e t1rtis1 111a>1 ct111)' 0111. 
Ho1vcver, FltL'Ctts tioes 1101 1/111s 1111e111pt to re<iee111 itself or 
10 1·etlee111 /1is1ory tis 11111cl1 a.~ 10 set i11 11101io11 fon11t1/ 
processes rlwt lire <1ble 10 produce i11 tire presem aflit11des of 
resistance 11wde evident and striking by tire constnzction of 
tire 11wclrine, its imernllf f1111ctioning made up of tire rela­
tionships of individual elements govented by tire idea of 
co111ple.\·i1y 1111cl 1111i1y ''' 1!1e s<1111c ti111c. 
To govenz complexity tlrrouglr tire co11stn1ction of a linguis­
tic method now becomes tire task at !rand: not to duplicate 
pathetically tire complexity of tire teclrnological universe as 
much as that of fire re/atio11slrip betwee11 tire individual and 
society, between tire single and tire reg11fllting body: a 
belraviouml response tlrrouglr the production of a closed 
and enduring fonn, that has done away with tire memality 
of our century llnd p11slres arr inexorably towards fire year 
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Two Thousa11d, where beauty, to be really within tire reach 
of all, must take 011 a 11eutral character. 
The Da Vi11ciesque mono "Ubi Fltaus ibi mows" nudges 
art away from the western Re11aissance and leads it towards 
a cosmic geography that does not recog11ize territorial limits, 
but instead recog11izes an anthropological need to 1101 
enco1l1tter e11e111ies, tire se1)aratio11 be11veer1 artist a11d 
viewer, betwee11 art and life. 

Fluxus like Fluxus 

Dadaism can be considered the source of a synthetic line 
of art that attempts co11stantly to break into tire area of tire 
present time of daily life and to remai11 at a dista11ce from 
the stn1ctures that are usually used to orga11ize all of the 
nomial business of art. It considers improvisation both a 
method and an auempt 10 modify habitual social be­
J1avioi'r. 
Tire art eve111 finds its development i11 a free aggregatio11 of 
gestures that in 1un1 find their own beginning i11 a11 ex­
tremely simple plot in which the 011/y con~ta111 is the 
disn1ption of quo1idia11 gesture i11sofar as quotidian gesture 
i~ fu11ctio11al a11d eco11omical a11d thus at the service of 
specific finalities. The eve111 disturbs the rela1io11ship be­
tween cause a11d effect si11ce it forces the body of society 10 
accept the disturbance of geswres that are a111i-eco11omical 
a11d 11011-fu11c1io11al - gestures that if 1101 disinterested are 
i111eres1ed only in bri11gi11g repressed areas of experience mu/ 
u11/ived fa11tasics 01,t of 1/1e ''11co11.~<.~io11.~ a11tl i11to 011r <1reas 
of aware11ess. 
Synthetic art leaves specialized and sectorial k11owledge 
alo11e a11d deals instead with a profoundly global co11-
sciousness that destroys the specificities of 011 linguistics in 
order to possess itself of the total area of creativity. And 
among the 11eo-avan1-gardes, the group 1/r<11 has worked in 
tenns of a global stmtegy is the Fluxus Group. /rs i111e111 is 
to find a basis for art experie11ce <11 a level that might be 
called anthropological. Art is Fluxus - art is jlta and 
diarrhea, a moveme111 that ca111101 be arrested and that has 
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the concreteness of an object or an event. 
111e represen1a1io11s of art become a 1110me11t of focalization 
of the dialectic relationship that exists between the ego of 
the artist anti the objectivity of the world, and the world, 
paradoxically, is the more privileged pole since it constitutes 
the e.tistential space fro111 wlriclr tire necessity for art arises. 
Art is tlrus a total space in which creativity no longer tends 
to find its outlet in single works of <111; with willed infidelity 
it expands outwards towards tire altitudes that society 
recognizes in the artist as <m individual. 
The tactics in this way of 11wki11g art can even consist of the 
direct and rmmodified use of the plrysical person of tire 
artist or the objects he uses - an ephemeral exhibition of 
either the subject or tire object - and this is a manner of 
affinning a notion of communication rather than a notion 
of i11fon11a1ion. 
The idea of tire ephememl, moreover, is to be found not 
011/y in the live prese111a1io11 of the body (which tends, by 
virltle of its evidence, to dislocate all tlreatrical separatio11s 
between artist and public) but also in the use of tire object. 
Tire object is used in terms of simple association almost as 
though it were w1 utensil. The dumtion of the geswre tends 
to equate the plrysiological time of the formation of tire 
lVOrk lvit/1 rlze 1i111e i11 ,,,J1icl1 tire 1vork is to be 11se<i or 
fJercei,1etl. 
Fh«us, tlren, lws to be understood as a mobile from of 
individuals <md 1101 tis a static or well-codified group of 
specialists, and what tlrey <Ire up to is more a question of a 
strategy of social co111agio11 1/um of a tactic of experi­
menting new languages. They are interested in the possibility 
of creating 11 series of chai11 reactions in a flu< of 11wg11etic 
waves both a/1ove a11d below m1. 
An f11nctio11s in a system in which geogmplric separation 
and different >ystems of cultural referents freque111/y deter· 
mine a lack of ho111oge11eity in the art community. A11d the 
artists do i11 fact represe111 a sort of involtmtary commwrity, 
eve11, perl1aps, '' co11ce111ratetl co111111r111i1y rltat exists i11 
opposition to the rest of socie1y i11 ten11s of both ideological 
choices and individual behaviour. 
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Before Fluxus there existed a whole series of artistic com-
1111111ities divided up accordi11g to tire coumries to which 
1/wy belo11ged and divided agai11 imernally i11 1en11s of 
various poetics. Tire geographic divisions, moreove1; 
freq11e111ly respond to tire divisions of tire 11rarket a11d to 
social contexts that find a rela1io11slrip to one (11101/rer 011 
tire basis of their greater or lesser aggressivity. 
Fl11xus is the first movement to go beyond such obstacles. It 
destroys tire divisions wi1/ri11 art and is " mecti11g pi<Jce for 
A111erica11s, £11ro1x:a11.$, Jt111a11ese a11tl Kore1~11s. Fl1tr11s l1as 
110 respect for either geograplric(ll or cultural dist(l11ces. Not 
eve11 poetics is co11sidered a commo11 denominator for 
Fluxus (/lid it i11cl11des a11is1s of diflerent culwral ex1rac1io11 
and of different poetic denomination. 
Tire system dem{l11ds tire dis11ggregation of tire art commu­
nity and Fluxus responds 10 this by defining itself 11s a single 
a11d concentrated conm11111ity into and out of which one 
can move with all the freedo111 one desires. And the basis 
for this community is ethical rather than esthetic and its 
i11te11tio11 i~· to re11elv tl1e co11te111 of art so th11t art 111ay 011ce 
again be able to find a re/11tionship to life. Tire object or the 
quotidian l'Vent is not to be confused with tire object or the 
event of the happc11i11g; thly 11re 1101 to be confused with 
cosmetic improvisatio11s that bem11ify tire 11rb(l11 space i11 
which tire action wkes pi<Jcc. 
Flrinis actions are considerably more tlum an affirmation 
of tire principle of inter·media in 1111, 11s is tire case for 
lrappe11i11gs. Tirey represent a11 al/empt to rei,eal a quality 
that tire event or tire q11otidia11 object already possess within 
themselves - the very quality of bei11g quotidian. Tire 
quotidian is no longer co11sidered the lower limit of art, it is 
real space a11d thus tire 011ly space in which it is possible to 
live either with art or wi1ho111 it. Flrv:us is thus a salutary 
tra11si1io11 from poetry to prose, from art as bombast to a 
state in which a11 ca11 co11centr11te on focusing 01110 reality. 
The shift from csthetic to ethical poillls of view is achieved 
by reducing the i111porta11ce of tire notion of the work of the 
artist i1isofar as the work of tire artist is understood to be tire 
elaboration of specific i11strumems tlrat 11re co11cer11ed with 
art and 1101/ring else. Flrv:us work~ 011 the basis of 011 
intennedia a11i111de that promotes a ki11d of art that 110 
/011ger has any relationship to traditional parameters or 
categories. 
Flrv:us no longer wlks abolll painting, sculp111re, poetry or 
music; it is co11cen1ed with events that include all possible 
disciplines and all possible styles. At its basis there is an 
ideologicltl at1it11de of kleptomania, tire assumption of tire 
riglrt to 11sc any and all aspects of tire world as total and 
tJen11a11e11t 111a1erial. 
This destn1c1io11 of tire specialiitic aspects of art is not 10 be 
co11sidere<i a parody of art; it is rather a question of opening 
tirings up so 11s to create flux and movement so that art may 
be able to acquire tire movement of life itself 71re premise 
for all of this is tire co11scious11ess that life and tire world 
J1ave a val11e. 
The Flrv:us view on life nms tlrro11glr a full circle a11d its 
vision is a total vision. And tire circle it runs tlrro11glr is 
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co11cen1ed 1101 only with the physicality of thi11gs but also 
with a11 aware11ess of cultural data that lies outside the 
co11text of art i11 westen1 culture. Its nation of time ft11ds one 
of its sources i11 oriental Zen where time is understood to be 
a tight network of mome/l/s i11 i11cessa111 and continuous 
horizontal movement. Time is an open and dircominuous 
dimension that confers value not only upon significant 
gesture, but also upo11 the most anonymous a11d quotidian 
gestures. Occide111al culture has give11 us the habit of 
thi11ki11g of time as the measure of human thought, as a 
dimension that synchronized the rhythm of its flow to 
history and 1101 10 the pure chronology of event. 
Westen• history, in fact, is a canon of dates and events 
selected entirely in tenns of their exceptionality, emirely in 
tcnns of the extent to which thly distance themselves from 
the media11 level of quotidian eve/l/. The typically vertical 
vision of time i11 westen1 culture finds its co111rapositio11 in 
the horizontal vision of time in the east - a vision of time 
capable of accompa11yi11g daily life in all of its ma11ifes1a-

tions, even the ma11ifestatio11s that are below the level of 
what we consider heroic. 
Fluxus assumed these poims of view from Joh11 Cage a11d is 
thus able 10 ope11 the space of art so as 10 allow it to receive 
a11y object a11d any eve111 at all. In this way the time of art 
11ow respects the horizonwl time of life itself: the object is 
an object, a gesture is <t gesture. 
The quo1idia11 becomes 1101 only the poim of departure for 
art bw also its point of arrival. If art is 110 lo11ger the 
celebra1io11 of the ecce111ric, it is no longer the shift from 
poetry to prose; since it is an affin11atio11 of what already 
exists it becomes a shift from 011e ki11d of prose (life) to 
another (art). 
For Fltaus, art is the shift or the process that takes life from 
one level of existe11ce to a1101hcr. 
When the "FltLrus International Festspiele" was held in 
IViesbade11 in 1962, all of the artists who panicipated 
realized works or l'VCIUS that depended 1101 so much upon 
their csthetic qualities as rather upon their intensity and 
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their determination to grasp the q1101idia11. 
In addition to the things that take place as a res11/1 of 
imemion and i111ellige11ce, the quotidian also includes 
cha11ce, the fortuitous, the i11comprehe11sible and undefined, 
eve11 a level of idiocy. 
All of this is the quotidian - life i11 all of its ramifications, 
life as a series of disco1111ec1ed facts deten11i11ed by c/umce. 
Fluxus faces up to these facts phe11ome11ologically a11d thus 
the world is the world of life 1111(/ art is tow/ art. 
Maciu11as, Paik, Brecht, Ben Vawier, Filliou, Vostell, Chi11-
ri, Simonelli, Pa11erso11, Schmit, A11derse11, 0110, Kosugi, 
Knowles, a11d all the others have fanned a mobile squadron 
that perfon11s its actions in ma11y different places, and they 
/rave al•vays 111tii111t1i11ed a11 a11it11dc of i11tent1cdia. 1'he 
departure of art fronr its specific fields has (I/so metmt the 
departure of art from its specific institutional cha1111els, the 
galleries and nruseums. 
Every space has beconre a possible locus for the art event. 
Outdoors or indoors, the anists have used materit1/s and 
languages that come from tlifferem areas a11tl created 
associa1io1is l>et•vee11 1!1e 111os1 dispart11e 111ct111s a11d i11stn1 .. 
n1e111s. 
This i111en11edia a11i111de 1111d its use i11 altenwtive spaces 
has pen11i11etl Fluxus 10 a111icipate resetirches that have 
begu11 more recemly - researches that ra11ge from co11cep-
111al llrt 10 beh(tvio11r(tl art. 8111 to talk about Flr<rus as 
li11guistic a111ecede111s of otlrer fonns of art would me1111 to 
pull it l)ack i1110 a circumscribed esthetic ambience fronr 
which it has ttlways tried 10 escape by drawing together 
artists whose 11ffi11i1ies tire a question not of poetics bw of 
auitudes towards life. For this reason, Flr<rus tis f11<r, 
diarrhea, or title has given its principle 1111e11tio11 to the 
revelation of the physical a11t/ memal energies that lie latent 
withi11 the world. The linguistic contradictions within the 
group serve i11 fact to keep us from speaki11g of a group anti 
to make us co11cen1 ourselves with a situation that is 
constantly establishing itself. 
The Fluxus visio11 of time, filtered anti slowed down 
through the assumptio11 of t1 Zen poi11t of view allows any 
object anti any eve111 to e111er i1110 the category of 1111. If a 
chair is a chair, to drink a glass of water is a glass of water 
dnmk by a man. This mea11s that the art filter is not to 
render the quotidian something symbolic, its purpose is to 
give the quotidian a co11ce11tratio11 a11d a11 importance 
refused to them by the social system. 
The social system te11tls to give value 011/y t(I the time of 
eco11omic production. Objects a11d geswres are sig11ifica111 
011/y if eco11omically produetive. Tire no11-fimctio11al ges­
ture, useless t111tl disi111erested, is disa1rtled by tire logic of 
tire system. With Fhaus tire object is accepted i11 all of its 
11011-fu11ctio11ality, as a phenomenological occun·e11ce a11tl a 
gesture is perfon11etl eve11 if its purpose is to destroy the 
object. 11re tlestntctio11 of a11 object, a violi11 or a pia110 is 
co11trary to the tratlitio11a/ idea of art that te11ds to render 
the object fimctio11al through its co11servatio11 and its use, its 
sou11tl. 
Bw sou11tl ca11 also be tire noise produced whe11 a piano or 

a violi11 is smashed, whe11 the artist repeatedly strikes an 
object or whe11 he wraps a sheet of paper around a 
microphone. Sounds are 11ot 011/y the codes of music; eve11 
tire noise of life ca11 beco111e n1usic. The dis1a11ce between 
art and life is extremely 1hi11; it depends e11tire/y upon the 
li11guis1ic aware11ess of the anist llS he perfonns Iris gesture. 
This perhaps is the rellSOll for which tire i11itial phase of 
Flr<rus was 11rai11/y co11cer11ed with music. 1\1usic, after all, 
is the most abstract a11d least visible of the arts. Through 
11111sic it is possible to create a sitt1atio11 - a co1111ectio11 
between circumstances, objects a11tl perso11s that are in­
dividual a11d separate. 
1\1usic depe11ds 1101 upo11 sound but upo11 the will of the 
artist, after Cage, to think of eve11 silence as music. 71iere is 
011/y co11ti1111ity, 110 fractr1res, 110 dista11ces. Tl1ere is 110 
hierarchy of faets, there is only a lro1izo11 of facts a11d 
i11s1111me111s to be used co11ti11uously whenever there exists 
the desire. This way positing everything at the same level for 
FlrLrus grows 0111 of the desire to render an more accessible 
and democratic. To break apart specializatio11 means to 
destroy the privilege and the power of those who run1 their 
specialized k11owletlge i1110 a professio11. 
For Fil<r11s, to be against professionalism means to perform 
a tm11sgressio11 upon every prete11sio11 of faith 10 materials 
or tech11iques that, through repetitio11, become the tratle­
mllrk for the artist with respect 10 his market. 
Through the intermetlia use of la11gullge anti through tire 
considera1io11 that l'Verythi11g is at one and the same time 
pai11ti11g, sc11lpt11re, poet!); and music it becomes possible to 
escllpe from the immediate recog11itio11 of the market a11tl 
its mea11s of exploitation. 
It is possible that FltLrus passes tlrrouglr art i11 order 10 be 
able to approach some process of perma11e111 tly11tu11ics 
within e1,ery circumstance of both life a11tl social organiza­
tion. 
The decision to nrake use of the eve111 a11d of epltemero11s 
actio11 111ea11s to tlispfoce tire emphasis of art away from the 
production of objec1s a11d towards tire produc1io11 of er­
pcrie11ces, experie11ces that i11clude both tire pole of the artist 
tmtl tire pole of tire public. The traditional public for a show 
or t1 spec1t1cle is clllletl upon to do the job of co11templatio11. 
Bw if art itself is 110 longer the job of co111rolli11g an 
{lpparaws of specific llntl professional i11stn1me111s, in that 
case the role also undergoes " chllnge tmtl tire public 
becomes participllnt. 
There is lllso "" appellr/lnce of participation 011 the part of 
the public i11sofar as happenings are concerned; here 100 it 
would seem that the role of the public is 110 longe1· a passive 
one. But there is a profound difference between happe11i11gs 
turd FlrLnlS events. The happening is a quantitative accu­
m11/(lli011 of objects a11tl gestures that tlisco1,er a11 esthetic 
quality through a process of tlissociatio11 that puts them into 
new a11tl wwsual relationships. It's tire process of dissocia-
1io11 that gives them their quality llS art. 
But with Fl1<rus the event finds its source i11 <• situationistic 
awarene.t~ that reality is already (/ spectacle. £.,ery object or 
quotidian ges111re co11tai11s this quality within itself and has 
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no need of finding new and strange relationships. In the 
Fluxus evem, every object and every gesture is exhibited on 
its o~v1r a11d i11 1e,.1t1s of its Olv11 ele111e111ti1y gra111111ar 

wi1ho111 any need of being reinforced by tire other objects or 
ges11,res 1J1it1 11cco1111Ja11y it. 
The happening tends towards ll form of expressivity that 
depends upon the tmnsfonnation of the gesltlre into ll work; 
tlris is to say that it tends to underline thllt passage of the 
object or tire action from tire status of something quotidian 
to tire swtus of something artistic. Tire Fl1Ltus event, 011 the 
otlrer hand, tends only to underline the passage of the object 
from one level of existence to tmother. 
The public, therefore, is not called upon to witness the 
mystificatory tm11sfo1111Mio11 of life into an; it is called upon 
to simply take notice of the fact that the two do in fact exist; 
life and an. If were true that the creative gesture of the anist 
transfonns reality into something else (an), in tlris way there 
would be " co11finnatio11 of the p1ivilege of the llrtist since 
tire anisl would still remain within t/1e realm of art mu/ the 
public would remain o/l/side in the realm of life. 
8111 witlr tire Fltaus evem, tire relationship of public and 
anist is t1 relationship of equt1lity i11soft1r as the artist makes 
110 pretension of creating any sort of transformation and 
desires simply to affirm the givens of existence just llS the 
public through its presence co11fin11s the existence of the 
aitisr and his geswre. 
l'articipation thus takes place in tenns of tm exclumge 
between equals; the public reinforces its own knowledge of 
tire quotidian and the a11ist affirms the possibility of tire use 
of Stcclr k11QJV/cdge i11 Slll"ll (l IV(lY //l(l( CVCl)1()11C, i11cltt<ii11g 
the public, can belong to tire side of the equation 011 which 
the c>ve111 is produced. 
111e eve111 h(IS 110 need for any fl<tgm111 or i11stit111io11al 
space and even tire presence of the public ct111 be dispe11sed 
witlr. It ca11 also happen thllt tire sp{/ce in which the work 

takes plllce be a space that is open and in no way 
circumscribed. When Flt<r11s issues a series of jlt<r Sf(lmps 10 
be used for the maili11g of leuers a11d pOSt·C(lrds, space is 110 

longer something tht11 c(l11 be co11trolled. The space of the 
1vork beco111es 1/1e SfJtt<.:e of social co1111111111ica1io11 t111cl ca11 
be dilated 0111 10 the infinite and extended lx.')•01ul (II/ 
geogmphical, culwml or li11g11istic limits. 
71te Fl1<rus trip is thus a pro111otio11 of imer-subjective 
relt11io11ships; it reduces the 1/isu111ces between differc111 
l'ealities t111tl cret1te.'I co1111ec1io11s be11vee11 1/1e111. 
Flittus tends to deal with e•·ery fonn of activity a11d eve1y 
11ecessit)1, it Cltll i11/e1ve11e i11 siltlttliOlt~ t111t/ Ojfer tl1c111 

continuous levels of creativity t111d energy - till of this in tt 
world that seems desti11ed more tow(lrds e111ropy than 
towards withering away. 
Eve1)1t/1i11g is 11ossible, et't!I)' 111t11erit1l i.'I 1>er111i.~stible, eve11 
the use of the word. The word is organized into thought 
accordi11g to {/ system of rejlectio11 thllt is cap(lble, as i11 the 
case of Flynt, of promoting a knowletlge of art and its 
reality. 
Knowledge tilwt1ys grows 0111 of 11 political need, ow of the 
11eetl to i11Fes11g11re 1/1e i11s1n1111c111s c111d tire e11cls of /111111a11 
ac1io11 i11 Ort/er ro e11/11rge 11,v11re11es.~ 1111ll its fJrQfJt!r rela1io11· 
ship to reality. Fl1a11s is a mode of knowledge and a 
co11stft111 1111e1111Jt t<J <tl·lric, .. c f111 au1arc11ess of 1/1e 111a11y 

levels of life, a kind of pcrmanen1 rcvolu1ion that never 
comes to rest on its positions or conquests, but that clrooses 
instead to use its forms of action not to circumscribe 
1>rese11ce or i111eri:e11tio11, 1>111 ra1/1er 10 l!.).JJt111tl t111tl 1/il111e 
1/1c111 1101 i1110 1/1e JOr111t1l acq11isitio11 oj· 11on11s a11(/ 11e''' 
lt111g11ftges b111 rfttl1c1· i1110 1/1c /Jrot/11c1io11 of 1111 flrt 1/1t1t is 

real only when it produces JJlOdels of altematc behaviour 
with respect to tire >ystem. This model, which is proposed as 
a fonn of social co111agio11 is surely a FltLnts use of liberty, 
a liberated liberty. 

Gianni·En1itio Sin1onet1i. Ugo Ncspolo c:: 13cn Vautier 
al co11ccr10 r:·iuxus dell'aprile 1967 ~11 Tcatro Gobctti di ·r ori1to. 
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Fluxus 
L' arte come sowersione 
individuale 
Gi1ro Di 1\1t1ggio 

S i awia verso ii suo decennio conclusivo ml sccolo 
straordinario. Malgrado le tragedie che ci lasciamo 
alle spalle, ii bilancio che ereditiamo, pur contrad­

dittorio, c largamcnte positivo. Grandi cambiamcnti so­
no avvenuti. Gli uomini sono pi11 liberi e quindi pi11 vivi. 
"Ubi Fluxus ibi motus" vuole essere la rilettura di uno 
dei percorsi di questo secolo, certo quello che amiamo 
di piu, che nel suo divenire ha contribuito in modo 
importan1c al profondo modificarsi dello "s1a10 di cose 
presenti", e non solo nello specifico suo proprio, la 
storia dell'arte. 
I futuristi, all'inizio del se.colo, si proposer<>, invenlando 
e reinvcnrnndo tulli i linguaggi possibili, un radicale 
cambiamento sul passa10. Tuuo fu rimesso in gioco. 
Esemplare fu la decisione dell'allora gii\ 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: "II pittore Giacomo Balla e 
mono, qui si vendono le opere del fu Giacomo Balla." 
I futuristi, scriveva Gramsci ncl 1914, "hanno avu10 la 
concezione 11etta e chiara che l1epoca 11<>stra, l'epoca 
della grande industria, della grande citta operaia, della 
vita intensa e tumultuosa, doveva avere nuove forme di 
arte, di filosofia, di costume, cti ling\1t\ggio", e ancora 
che questa nuova concczionc dcl mondo e "nettamente 
rivoluzionaria, assolutamente marxista". 
L'abbaglio politico di Marinetti che si dichiaro fascista c 
costato al fu1urismo una ccnsura fatta di silcnzio ed 
cmarginazionc, durata deccnni, ma chc nulla puo toglic­
re storicamente alla validita di quelle proposte e all'in­
fluenza che quelle proposte ebbero sullo sviluppo dellc 
riccrchc successive. Da Marcel Duchamp a Dada, da 
Cage a Fluxus. Anchc sc va chiarito che influcnzi1 non 
puo significare paterni1il, perchc pur grandi rimangono 
le diffcrenzc di obiettivo che distinguono i futuris1i da 
Duchamp, Duchamp da Dada e Cage, c Cage da Fluxus. 
Per questo e riduttivo parlare di Fluxus come di un 
movi.mento neofuturista o neodada o nco-Cagc. 
Fedele D' Amico scrivcva in un suo saggio su Adorno 
che "a rivisitare l'arte modcrna con occhi sprcgiudicati 
c'e ii caso di scoprire aspetti e possibilitil attuali dcll'uo­
mo, chc a ltrc formc d i conosceoza s.i lasciano sfuggire". 

Fluxus evidenzia la scopena di quesli aspetti e insieme 
le possibiliti1 esistenti di affermarli. Fluxus nasce come 
reazione, come abbandono, come negazionc di una 
rcalta che e la realta della superindustrializzazione, del 
supersfruttamento, del supcrconsumismo, del superim­
perialismo. Nasce come negazione di una realtil che ha 
alle sue spallc le stragi scientifiche di Auschwitz e 
Hiroshima c ha di fronte a sc le ancor pi11 sofistica1e 
s1ragi victnamite. Evidcnzia la realti1-spettacolo del 
mondo, e la possibiliti1 di affermare la propria es1raneiti\ 
allo spettacolo, la propria differenza. 
La differenza ha voluto dire pe r Fluxus volare alto al di 
sopra delle miserevoli bagarres di chi sccglie consape­
volmcnte ii 1<>tale asscrvimento a regolc e s1rutture che 
tutta la storia intclligente di qucsto secolo ha tentato di 
cancellare. Giocare con le idee, non porsi alcuna finalita 
se non quella di far vivere la vita csaltandonc tuttc le 
pos.5ibilita creative c stato ed e l'affcrmazione di un'ani­
tudine impareggiabilmente sowersiva rispetto a un mon­
do C(tparbiame-11te passatista. 
Fluxus sfugge alla possibilita immediata di controllo. 
Contribuiscc all 'cccczionalc scossone che tra ii '60 e ii 
'70 ii mondo riccvc. 
Collettivo romanticamente cosmopolita, realizzo in alcu­
ni momenti della sua storia, e per la prima volta, 
un'unio11e d'intenti arn1onica tra "diversi,, per cultura c 
origine nazionale, rendcndo globalmente c fisicamentc 
visibilc la fusione tra cultura occidentale e orien1ale gii1 
sul>limemen1c rcalizzatasi ncl fare di Cage. 
Ma la storia puil conccdere al massimo dellc liberta 
prowisorie. E cosi, oggi, sembrerebbe che la grandc 
abbuffala rivoluzionaria degli anni Sessanta abbia ormai 
consumato tutti i pas1i possibili dcll'illusionc e dclla 
dclusionc. Non ci rcstcrcbbc chc passcggiarc malinconi­
camcnte in questo cimitero di sogni pcrduti, scrutando 
al 11lassin10 se- tra le rovi11e 0011 si ritrovi ancora i11tatto 
qualche fiore d'utopia. 
Silcnzio dunquc, e in fila per due ... 
Chi non ha saputo o non sa resisterc al buio richiamo c 
al primo schiocco di dita, si rimcttc in riga, trasforman­
do cosi ii desidcrio possibile i.n utopia c !'utopia in 
mcstierc per sopravvivcrc. Ci mostra soltanto il limite di 
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un'esperien.za, non la sconfitta di una possibilita. 
Fluxus e stato "un momento importante di evidenziazio­
ne del conflitto tra 'ii possibile e ii reale"', come scriveva 
H. Lefevbre nella sua Critique de vie quotidiemze, "con· 
Oitto piu o meno eosciente tra la tcoria e la pratica, tra 
ii sogno e la realta; conflitto che e causa d'inquietudinc 
e di angoscia, come tutte le contraddizioni irrisolte e che 
sernbrano insolubili". 
Ma anche sc oggi, come sempre, ii tarn-tam del dominio 
chiama a raccolta i suoi fedelissimi, noi sentiamo che la 
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sua apparentc tronfia ritrovata sicurezza non ci spaventa 
piu. II re e nudo. E questo, sl, per sempre. 
Siamo piu liberi, e quindi piu vivi. Accreditare gli amici 
che ci hanno preceduto in questo seeolo, o i protagonisti 
a noi contemporanei ai quali ci siamo accompagnati per 
u11 tratto di questa non irrilevante novitA, a noi pare 
largamentc sufficiente per costringerci e costringere a 
una piu approfondita riflessione e a un ricordo che non 
vuole essere solo nostalgia. 
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Name June Paik, Ze11 for Wind (Da Decollage, n. 3, dicembre 1962). 
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Fluxus 
Art as a Private 
Form of Subversion 
Gino Di Maggio 

Afe.xtraordinary centwy is now embarked 011 its final 
ecade. Despite the tragedies that we will be leaving 
hind, tire balance that will be earned fonvard, 

though contradictory, is by and large positive. Great 
changes have taken place. A1e11 are freer and therefore more 
alive. 
"Ubi FltLtus ibi 1110111s" seeks to offer a rei111e1pre1111io11 of 
one of the iti11ermies of this ce111ury, certainly tire most 
loved one, which as it de•'eloped co11trib111ed i11 a11 impor· 
taut way to tire profound changes in tire "siote of present 
1/1i11gs'~ a11tl 1101 j11st i11 its 01v11 SJ'Jecific rt:tt/111, t1rt /1is101y. 
111e F11t11rL~ts, at 1J1e st<111 of 1/1e ce111111y, set t1bo111 t1 rt1tlic11/ 
clumgc from tire past, through tire i11ve111io11 or rei11ve111io11 
of all rile idioms possible. Evel)'tlri11g was newly brought 
i1110 question. Giacomo Balla (who was then already 
famous) set tire example by deciding in 1908 to sell all his 
lvorks t11 11 store <''' Vitt tie/ Corso ;,, 1<0111c; 1/1e bt11111er 
stretched across tire s1orefro111 read ''Giacomo Balla is 
dead, 011 sttle here are the works of r/re defimct Giacomo 
Balla". 
"Tire Fu111ris1s - wrote Gramsci i11 1914 - fwd the clear 
(11ul singular idea that our epoc/1, 1/1e epoch of large 
i11d11Stl)', 1/1e large •vorki11g peo1>le's cit)', i111e11se tt11cl tr111111/. 

111ous life, had to hm'e new forms of m1, of philosophy, of 
customs, and of ltmb1wge'; and again that rhis new idea of 
the world is "singularly revoh11io11al)1 absolwe/y Marxist ". 
fl1ari11e11i's political b/1111der of declaring himself Fascist 
cost F11rurism decades of public censure refleeted in silc11cc 
n11<l e.rc:/11sio11, bltl ivlrit·/1 c11111101 detract fro111 1/1e l1is1oric.·a/ 
validity of their proposals (me/ the i11flue11ce rh{lf these 
proposals fwd in successive developments i11 an, from 
M(trCel D11champ ro Dat/(1, or John Cage ro P111.x11s. This, 
even if it must be clearly slated that i11fl11e11ce C(1111101 mean 
1>ater11ity, bect1t1se 1/1ere is still ti •vi<ie g<1p bet1vee11. t/1e 
objectives of the F11111ris1s t111d Duclwmp, Duchamp (/II(/ 

Dada and Cage, and Cage and Flta11s. 
For this reason it is reducrive 10 spe(1k of Fh<rus llS 11 

Neo-F111111is1, Neo-Dada or Neo·Cllge 111oveme111. 
Fedele D'Amico wrote in (I/I essay OJI Adorno that "10 
review modern (111 with impartial t'}'CS offers the clu111ce to 
discover f11ce1s and real possibilirie.s of man that orlrer 
forms of knowledge overlook". 

Flt<rus dcmo11strates the discove1y of these f<1cets and at the 
same time the existing possibility of llffin11i11g rhem. F!tix11S 
arises as a reaction, as re111111ciario11 and as rejection of 11 
realiry thar is the rettliry of superi11dus1rializatio11, superex­
ploi1a1io11, stt/Jerco11s11111eris111, SllJX!ri111peria/is11r. It <irises as 
the rejec1io11 of (1 reality that has left behind it tire >ystemlltic 
carJ1age of Auschwitz and Hiroshimtl 10 look ttl 1/1e even 
more sophistic(lfed carnage of Viet/Ill/II. Fhixus exposes the 
relllity-slrow of tire world, l111d the oppor11111iry to affin11 its 
OIYJl f)OSitiOJl OlttSitle of tl1e Sl10\V, ii,~ 0 1'1/l tliffere11ce. 
For Fluxus, being differe111 111e11111 flying high above the 
squlllid contests between those who co11scio11sly choose rota/ 
subsen,ie11ce to ntles and structures r/rat all i11tellige111 
history has tried ro cancel. To play with ideas withow 
se11i11g any goals except that of living i11 the fit!/ exalllllio11 of 
life 's creative possibilities w(1S and is the affin11atio11 of 011 
at1i111tle of 1111111111c.:l1e,J s11bversio11 1vi1/1 respect to '''' obsti­
nately passeist world. 
F/1ix11s slipped OC'}'011d the immediate reach of co111rol. It 
co11trib111ed 10 the ex1raordi11al)• shock that rile world re· 
ceived between 1960 1111d 1970. 
A rc>111<111ticc1/ly cos111opolit1111 collective, tit sor11e JJOi11ts i1r 
its l1iSIQJ)I (I/Iii f<>r 1/1e first ti11re C''CI~ it· t1cl1ieL'Cll (lit 

lwn11011ic unity of aims between "differe111 folks", in 1e1111s 
of c11/111ra/ make-up and 11atio11ali1y, rendering wholly and 
physically visible the f11sio11 between occide11r(I/ (//Id orie11wl 
cultures that had already been sublimely (1Chieved i11 Cage~· 
ivork. 
8111 ltiSIOY)' Jll(IY COJICC<lc at 11lOSI COll(/itio11al release; t/111.~. 
today it wo11/d appear tlwr the great revo/111io11my fells/ of 
the Sfrties has offered its fill of all the possible repasts of 
illusio11 mu/ disappoi111me111. All th(lt is left 11s is to srroll 
sadly through this cemetery of losr dreams; and C(lrefi1lly 
scan the r11i11s for what might be (Ill i11u1c1 flower of utopia. 
Sile11ce, t/1erefore, (111</ li11e 111> i11 p ttirs ... 
Whoe•·c1· could 1101 or C(1111101 resist the dark Ctlil, (If the first 
Sll(lj) of the fingers, will fall in; 1h11s po1e11ti(I/ desire will be 
transformed i1110 utopia (111(/ wopia imo the trade of sur­
vival. It de111011stratcs 011/y tile bounds of experience, not the 
defeat of a chance. 
f°ltt.\"llS ivas ,.,(Ill i111po11(1111 11101r1e11t SllOl\1i11g t/1e C011flic.:t 

between 'the possible (Ille/ the re(1/"; (IS 11. J.,efe11bre wrote 
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in Iris Critique de vie quotidienne, "a more or less 
conscious conflict between theory and practice, betwee11 
dream and reality; a conflict that is the cause of tom1e111 
a11d a11guish, like all co11tradictions that are u11resolved and 
seem i11soluble". 
But even if today, as always, the demo11 's tam-tam calls to 
muster his ever-faithful, we feel that his plain, puffed up, 
regained security no longer frightens us. Tire ki11g is 11ude. 

A11d this, yes, once a11d for all. 
We are freer a11d therefore more alive. To give crede11ce to 
the friends who came before •IS i11 this ce/l/ury, or the 
contemporary heros with whom we walked together for a 
piece during this 1101 i11sig11ifica111 change, to us seems quite 
sufficient to force us i1110 a deeper reflection and a memory 
that is not just 11ostalgia. 

l)ick Higgins, Danger J\f,1sic, "Fluxus Fe$tSpiele'' \\iiesbaden, 1962. 
(Da D..'collage, n. 3, diccmbrc 1962). 
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Rimozione di ostacoli 
Gian11i Sassi 

C
ertamcnte la foglia chc galleggia geuata nclla 
corrcntc ci segnala la dirczione, cvidcnzia la vclo­
citA, ci 1rasmeue i sussulti e le asperita di un 

navigare quasi mai lineare e tranquillo ma con1inuamen-
1e obbligato a superare impedimenti, rallentamenti, bur­
rasche, deviazioni. 
II tlusso delle idee e slato spesso cos1re110 in melmosc 
paludi, dcvia10 dai continui e sistematici ostacoli idcolo­
gici che le forze conservatrici costruivano sul suo pcrcor­
so, a volte bonificandolo, immellendolo con violcnza in 
monotoni canali, con l'evidente scopo di modificarnc 
l'esuberanza e di sedarne la vivacitit 
Nel 1ra110 poi che corrisponde al nostro secolo, forse 
per la piana morfologia del terrcno e per le mu1a1c 
condizioni ambicntali, ii flusso si e lrovato in una si1ua­
zione insopporiabilc ed c stato costrello a chicderc 
aiu10 allc encrgic piu vive che posscdcva. 
Ques1c forzc dirompen1i hanno iniziato a far salrnrc 
ponli, a dcmolire v~ad<Hli~ a dislru~ere dighe c ar~ini i~ 
vcrc c propnc az1on1 dt guerngha con l'olnc111vo dt 
consentirc allc idcc di sceglierc libernmentc ii loro 
percorso. 
Qucs1a sis1cma1ica rimozione di os1acoli cos1i1uiscc ap­
punto la dominante delle tendenzc ar1istiche dcl secolo, 
percorso da continue ondate di sussulti normalizzatori 
alternati a spintc innovatrici verso l'inesauribilc riccrca 
di una possibilc modernita. Artisti, intellclluali, liberi 
pensatori solitari o complici dei movimenti dcllc avan· 
guardie storichc si sono assunti ii compito spesso ingra10 
di aprirc varchi allc spin1e piu vivaci, Iese a cos1ruirc 

scenari inusita1i e laicamente innovalivi. 
Negli anni Sessan1a Fluxus si c lrovato su questa lun­
ghezza d'onda con grande energia, radicalizzando le 
sollccitazioni delle precedenti avanguardie e 1racciando 
nuovi percorsi all'inesauribile mcrcato dclle idee. 
Folgoranti intuizioni hanno consentilo di gellare le basi 
e costruire nuovi s1rumenti adalli a comprendere le 
spinle trasformatrici intcme al corpo sociale, mentre 
tenaci forze connenivc - lullora impegnate nella loro 
allivita - hanno informalmcn1c ridisegnato la geografia 
c gli seenari del mondo intcro. 
Presentare Fluxus oggi al grandc pubblico significa dun­
que fornire un rcperiorio di in1uizioni e di poetica che 
forse potrcbbe essere u1ile alle nuovc gcnerazioni per 
mcnerc a punto gli strumemi neccssari ad affrontare la 
complcssi1a del reale. Da un lato si 1ra11a di rendere 
omaggio al lavoro di una generazione, rimosso cd emar­
gina10 per ragioni prevalcntcmcnlc di ordine politico; 
dall'ahro si tralla di vcrificarc sc l'cncrgia di Fluxus 
1'oss;1 ar1cora avere forza diror111>cr1tc c i11 ql•ale misura 
oggi i componenti del movimcnto s iano ancora in grado 
di rimuovere gli os1acoli che rallentano la corsa. 
Uhimo e non per minorc importanza, lo s1a10 di virulen­
za oggi necessario a riawiare il motorc dcll'claborazione 
teorica per uscirc dall'imbarazzo dcllc idcologie. lmpa­
rare a rivedere le cose da un pun10 d'osscrvazione libero 
da modelli e guardare il mondo con at1eggiamen10 laico 
nel continuo sforzo di modcmizzarlo, ques1a e per me la 
lczione di Flw.-us. 



Removing the obstacles 
Gianni Sassi 

leaf floa1i11g i11 1/te stream, 1/tcrc where ii fell, 
cer1ai11/y i11dicMes 1he direc1io11 of the cun-e11t, 
J1o•vs i1s s1>eed, 1rt111s111its 10 11,~ t/1e jerks a11d 

n1gged11ess of a voyage 1/ra1 is hardly ever linear and 
smooth, b111 co111i1111ally forced to overco111e i111pedime111s, 
slolv·<IO•v11s, 11111111lt1101ts <leviatio11s. 
Tire flow of ideas lras often been squeezed i11to miiy 
S1va111ps '''''' de'1iate<I b)' 1/1e l'0111i11111il t111tl sys1e111t1tic 
ideological ol>swc/es laid i11 its patlt by the co11se1va1h·e 
forces, wlriclt at rimes petfonn a11 act of reclt111uuio11, by 
viole11tl)1 fi11111eli11g i1 i11to 11101101011011s cl1t11111els, 'vit/1 1/1e 
clear pwpose of killing its exubem11ce a11d stifling its viw1c­
ity. 
Tlte11, in 1/re reach that corresponds to our cc111t1'); perhaps 
because of the fea1ureless11ess of the re1rai11 a11d the 
changed e1wiro1111wmal co11ditio11s, the flow fou11d itself i11 
till 1111beartil>le .•:i-i11111tit}JI. (Ill(/ \V(lS COJllJ>elletl to SllllllllOll 

the most powerjitl jinn-.' it could muster 10 come to its aid. 
711ese e.rplosive forces s111r1,·1l l>f<)11·i11g ''I' /1riclges, cle111olisl1-
i11g vit1<l11c1s, <ies1ro)1i11g t/)1k('S 1111cl lertfeS i11 real g11ern'llt1 
t1c1s 1vi1/1 1/1c ai111 <'f 11/!01vi11g i1/c •t"1 ... 111 j i-eely c/1oose 1/1eir 
co11rse. 
711is ~yste11wtic removal of the obstacles precisely describes 
1/1e 111ai11 fet1t11re of 1/1e ce111111}',S artis1ic 111ove111e111s, be­
siegctl by incessant waves of 11ormaliza1ion alternated with 
thn1s1s of innovation in 1he inexhaustible pursuit of 11 

feasible moderniry. Anisrs, i111ellec11wls (UUI free-thinkers, 
alone or a pany to the 111111111-g11rde 1110vcmc11ts rook 011 the 

often thankless task of opening rhe way for 1he liveliest of 
s1i11111/i 10 create 111111s11t1l t111d lt1ict1ll)1 i1111ovt11ive sce11t1rios. 
During the Sitties, Fhtn1s found itself 011 this wm,elength, 
and pw gre11t energy i1110 ratlicalizi11g rhe proposals of the 
foregoing ava111-gardes anti paving new roads 10 the inex­
/u111s1ible marker of ide11s. 
Dazzling insights 11wtle it possible 10 lay rhe fou11da1io11s 
tmd devise new tools for 11ndersta11di11g the srimuli for 
clumge inherent to the social body, while te1111cious connec­
tive forces still tit '''Ol'k eve11 11olv l1t1vc i11 t111 i11for111t1l •vt1) 1 

redesigned the geogmplty and 1/re scemirios of the emire 
lVOrl</. 
"f11erefore, to introduce Fltu11s to rhe broad public today 
means IO provide " reperto1y of insights and poetics that 
'''''Y i11 so111e '''''>' sen1e 1/1c It/J t111(/ co111i11g ge11ert11io11s i11 
pc1fec1i11g the tools 1ieetled to face today'.t complex reality. 
On 011e lumd, hom11ge must be pt1id to the work of 11 
ge11ert1tio11; 011 1/1e otlrer, it re111l1i11s to be see11 if Fl1Lt:11s' 
ene1gy still retains its e.xplosive force and 10 what ex1e111 
toda)' 1/1e 111ove111e111 :\' co1r11>011e11ts <ire still t1l>le to re1l1ove 
tile obstacles thal slow their progress. 
Lasr but 1101 leasr, 1/re stare of 11ir11le11ce 1ha1 is today needed 
to start up the meclwnism of the elt1bOr(lli011 of theo1ies in 
order to get clear of the ideological predict1me111; 10 leam 10 
see things in a new light, from (t vt1111t1ge poi111 that is free 
of models, and to take a l11y111a11 's view of 1/re world in tile 
co11sta11t effon 10 re111oder11ize ir: this is for me the lesson 
im1Jt11ted by 1'11tn1s. 

George Brecht. 
/)t.>ck. « f·/t,i:gauu:. 



K•rnmeNpl• I • OO••etdorf S•mttflO t6. Junl 1062 23 Uhr 
-----'----~----------------:_c_c.:.;;. ----· ·---- ··---

NEO·DADA in der Musik - ---- ·------·----·--------------------------------

Vorspruch: Jean-Pierre Wilhelm ------....---------------·- --·---·--·'------------------------

PROO RAMM: 

t. One.for Vlolln Solo N•m• June P•fk ---- ·'---------·-2:..:!~~~ George Brecht ·-:---:---,----------------·-----·····------- --
3. Sonata qu•1I uni ftnt••I• N•m• June P•llt 
•· N•d mu1lc .Do ll 1oura11t• 

- Antworten an 
L.. Monte Young -
O•l•••n von C. C11parl 

5. Compoaltion Anonrm• - -··-----

···-----·----------Name June P1lk 

P•r•lt.le AutlOhrun.oen von 
----------------~ -------------Komp on is ten Titel lnte,..pret1.n. ---·--- ·------------- --,---,----------·--· 

$yl'l•no B"•otll P•il1. piece 62 C. C•• P•l'I - ----·- - . . 
Jed Curtl1 S•inl Anthony'• 

-----· ------ ----
Dick Htooln• 

- .. 

61uet 
' --· ... ·-· 

O.tngtr Music 
Stl'Ul:IUl'tl 

Tothl l1ctlly•n•ol Vlolln Piece 
- -- -···-· •• + • ••• ··-------- --·- -·· • 

Jackson Moc low -----· - _.._._ __________ _ 
G1oro• M1ch1na1 

POliltn ----pi•no piece 
to• NO 8 
for NO 12 ----------------- ·- ···- -· Name June Palk 

Benj1mln Patter1on 

••• 
• B•o•t•ll•• 
americ•ln11• 

Papler Mu1lk 

J ed Curll• ---- ----· -·- ~-·-··,--------

J f'llmm 
J . O. Frll1ch ·-------- - .. -.. -··- ------w. t(lrctioA•••,. 

Georoe Maclun•• 
H. v. Al•m•nn -----·---- ----

H•m• June Palk 
f,.. R•dd•tn•nn 
Tom•• Schmit 
Uot1:lng 

_____ __,Bonk. ___ ____ _ 

Alv•rmenn 
$ctln•fdel' 
W•t1lln• 
SchtOdor u. • · etc. --------------·----·---------- ··- -·· OIJl\lrbanc• A. Fal ..,on116rfer 

·--~---~-------------'r.om _.:~•mon•". _ _______ ttenj•mln P•11•1"90.,n'----
Ol•t•r Schntbel Vls1bfe Composition 

for Cond\lclor 
---v·.-,,-.~11------------.KlEENEX" 

H. R1ddtm1nn - -----
decolll •Q• Vo•tell ----------------- --------- --- -----l a Mont• Young For Flynt 566• Nome Jun• Palk u. 11. etc. 
ck1n1 ot de•ttl J . O. frltt t h - ---------------- ---·-· · ·- ··-~-·------------·.;.. _____ _ 

6. tmllt gently 
---or elude pl1tontqut NO S Name June P1lk . .....:_._:...:...______________ -------

45 



Arman 

Arman, Niua, L928. 
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FOl\MES. OBJETS, MOUVEMENTS 

0.foif,._,, .... ~...._.- ,. ....... ,.........., .__ ................... ,.......,.. ... , . ., .... -,_..,....,....,,... .......... ~---...... .. ... .... 
,.,_ ..,._ .... - - A M ,._ """' ,..,, 
~ .................. ~ ....... . _ I I .... •I ........ 

Ror.m•"' pont-011x-4t1u phiJosophlque.. sur l«fu•I , ·oven.tvrcl'\I rf:gvlHllN• 
1n1M. •••< phn " Mol11s de bonhcur, lti co.l'tdkS04 • lo dev1diitM ,.rtle 
du Nc.colourffl, ovro, COfN'M «hti cf.ts roppons • ....,.. l"upo«i et le temin. 
tl"Ollri. tA 011, du oppQcoHo•s ousSI im..U~ d ow»I ""4tMa. 
Oo11s '"' tobf.to.,, tn.tM>l>ie. lo dur& est a;a <Ofllt.au. ne s.en1il-<-• qve per<• 
qvo co tabko.,. at cspo<c. ct nc scroit-cc que poru qu-e pcindre eit 11n odc. 
0. phn. le mou•cmtntq\li o donnf ruoJsson<:cot.ttobtcou. k9ttto q\11 rcJombc, 
un• fols l'or1.1vre oche't'ft-. t.e rcproduiJ. se per~e. ovc< choq1o10 1pcctotc11r. 
RovcMll'IS O '•"' Klee : 

• Cclwr 4u; ttiordc "" tobl-eou doit insc1irt:. SOd cr<te dont le umps, 01lr 
• do~t to dutlf!. l'ceit est oi.tui foit, qu'il nc verse da111 le c/Nmp de to vuc 
• q11'1111 (totmtlll oprts l'outtc, ct doic obondonMr l'ol'Kkit p,ot;r It nov-­

" '(((IU, -
fnf'ln, 11 nt i'ogll pas lb seul~m~nt d 'unc servitude physlologlque, moh d'unt 
nfc•»ll6 t sthf Uq1,1cr. Car. po1,1rrion.s-no11s ojoulctr : (( l.'csprlt tst olnsl folf 
qu'll no supporto pos l'lmmob1Ut6. » 
l.•• llvr1s d'orl, qui nous prfscntcnl d'obotd l'ensetnble d 'un tobltov, pvl1 
en lsolent vn• strle de dfloil.J:, rcproduisenl en ccilo lo dtmorcho noturcllt 
du vl1!1eur qui pfntlre dons une golcrie de pelntvre et lo porcoul'I d'obord 
ropld1ment, letont un coup d'ceil d'e.nscMble: sur chocvne dot tolle1, pul1 
revltnl b coellu qui ont retcnu son attention, tovme outouc, 1'1n opproch1, 

' r«ulc. chon9t pcrpCtvcUcmcnt d 'on9lc de vue. El lorsqu'll st lolsst tnf'ln 
tomb1r 1ur un c;onopi, pour consldtroer. sons plus bovgcr« It do11 dt l'txpo­
silioa •· M ,.111, sons grond risqvc d'et'ff.ur, potler sur lo fotlgut dt su 
lomks, pl11t4ot q11e s11r s.es d ispos.iti.oru conlemplolives. 
fltmtr""' lo.bleou ne s.eroil, ~ ce compte. qu'vne olteftfiotl, tt•Hcolt dt1tln6c 
• kll 6po.t9ntr cett. foHgu~ Ohormois Cal le Spedofevr qvl, <Ofliol'lob4 .. 
menl IMtolM doAt 1o0111 fo11te•il voit le tobleo.u se dl9to«r. Cat ptv1 COl'IWl'!Ode. 
EJ, d'o~re port, qve le sofeil lovrne ovtoor de lo tern OU lo ltrre OWtovr du 
10l1il, It lovr ne •'•n Ii•• pcu molns.. 
Mots. blen iOr, Its choses ne sont po.s 011Ui simples. Priv4 d• so llbt,,. de 
chol>r.11de1G lol• du dko1,1wr1u. le s~doieur dtvitnl 1;1ne prok. 
Cet •"ti• do v1;11, et: d4toil ~u·on lui pt"fset1te, a'esl soM doute pos c1l11i 
q11l l'ourGJI ottlN. Ct ryttune, dons le de.roulement de lo Yls~n. lul HI lmpos•. 
'" mfme t1m,.. qu'O route vl'le s.olle. 
Le ,...,," o so M•dolllt. Ctrles. guide, controlnt. bo1;1scut•. 011 btrcf. II s1;1bU 
unt volonlf qu1 n'est po.s lo stenne. Mots. en mfme t•Mps que .t0n llbN 
orl>ltr•, i'obofU lo distonce qui le stporoit de l'ceuvr., cette « dltton<• d'1;1n 
regard» dont porle Jot Bousqvct (distonc;e qu'flor9lssoltnt encore lo follgut, 
lo dhtro<tlon, lo dlfflculti de se: concentrer). Ml• tn c;onlod lmm6dlol ovtc le 
tobltou, ptic;lpll6 d1don1, ii le revit. Etot sons doute peu proplce b l' txorclct 
de tu fac111!61 crlllques, mols fovorobte Qt.IX Joles esth•llqu1s. 
S•ul• mtnl, II foul bltn le dire, lo volont6 ovec loq11tlft U •• COl'lfond olnsl 
n'1,at plu:a <•II• d11 pelntre, mol.1 c;elle du dneoste. A lo coul•ur 11 ov• form., 
•• tOfll 0)01;1t6n d•• vol11;1n nouvelle• : le rythme, et des 6q11lvol1ncts, du 
onol09I•, du controstu nU de 1<1 d11r4e. q11l se comblnent lndluolvbltmtnt, 
a couxqul •• pr6sentolent d•JadOM l'ceuvre orlgl.nole. Povr qt.It It Alm soil 
b IOft f04,lr t.IM auvrt, pour q11'JI db-poff de cc.'lte pvls1onct COflfN11l9nonlt 
doftf I• perlolt. tovtu cu voJeun dolvent se fondre do.na une compotJl'°6 
ut1lq11e. l"ovr sortlr cffko<:1-ment Je pelolre., JI foul que lt dn'°'-tt It domolne, 
1-t •• 11rtt do lvl, comm• le pc.iAtre s-'est dfta oue,..... <• qu"N p"9endolt 
exprim.er. Uft NM rfoJM b portl.r d"une Cbl•n: pidvrak. tJt UM ""'°"°" 
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au second degre. Sol\ 6qwltlbrt t;St toul~rs de COMpromls. Au bout de cette 
lqvh'Oqut, on ortive to.t droll b ct•ex«tlenb All'l'lt rffUsh b portlr dt mo...­
voil tobleo11lC. OU l°-.Mnrid M r&JderoU pGI dent la l.mo9e1. mob do.n1 c• 
qvl st pcw.e titlre tts IJ'l'IOfts. 
Mob. sl le dl'to.it. Boil pel11ltt-. ov It ptJn1,.. di.Wt•-
11 e:st fl"Oi que les orth1«t occveUleM de pl\tl ov ntOlru bonM 9ric:1- l'lntrvslon,. 
f.n4v1Nble.. de lo durie doru kur OCl.JVrt, CtrtGlru lobltovx. peul-Br.. se 
'l'Oudrol•l'lt ho" du temps. 
A d'oulre.s. ou c;onlroire, eJte Ae suMI pos. Us vtwle.nt faire de l111r totiJeou 
un ,,..l'ICMl-nl, une donse, une fuite. 
Pour suggft'tr It mQllVemenl, outre d'outres moy1n1., plus subtlls, (fo compoo 
sltloft, lo fodure .. ,) lcs peinlres dhpo1ol1nt d'un 1.1Cp6dlen1 tilen simple : 
repfisenter des objels ov des pers.onnogts '" mouv1m1nt, dts n1.Jo9tt 'llrfs 
por un vent qu'on devlne, oux gestes lnochtv6s, Ot.IK 6qullltim lnitoblu 
que le sp.edoleur se sc.nt obll96 de por(olrt. 

E•<:luont touic voleur qui ne soil puremcnl plo.stlquo, l'ort obstroU so volt, 
noturellement, privC de cctte commojfll6. No\ls n'lron1 pos lo rt9r.ncr! En 
rtvonc.ht. s'offrent G lul des posslblli16s nouvtlltl d t comblnt r It dynomhm• 
lnltr1't det ceuvres ovec le mouvtmtnt, qve l'~111i<re bouge e.ffectlvemtnl, 
ou que ses lormes se modlflent ou gr• de to penpe<ll••- Et, de nouveau, 
It clnimo poroit ilrc l'obou1iuement noturer' d'11nt 11111 d•morche. 

Povr c;opler le mouvement. le pclntre Armo.n o dlolsl une oulre voie. 
Oe.s objeh. qu'll projcttc sur to tolle (ll9e1. bout.,, dlopelth) y loluen.t le:11r 
e.mp~flte. lo troc. dt levr troj«tolre. 
Qu'on OPP"tO\IVe ov non vn tel prOC1-$$vJ 4• crioHoft (qvl, f.!Ovr foire oppel 
oux Joh dt lo l>olhdqve. n'ea dfpend pm MOlu do ~ ~1• huft'loiae.. 
Lu 9utu des Jo-evrs de ~a.nqve ne s.erele•t-Us pu <OlcvtUl) Oii VOif 
o;1•m.tnt comb&tn II pouYOil sUVi~ vn d•M.ite. '"r ft covp, Se ~'¥itl'Mftl 
a'4td pllff UM: IKIVY'l:llt dl.tMmlon orbffrofrtlMftt ofovt4• por le &Im b un 
loblcou. moil l'Clt'CN~ el~m.lme. en tl'<llln do " crffr, sponloMmtnf, M• 
blo,t-11. 
Av mom1-l'tt de mett·re en forme les mot•rioul( caue J'ovoJJ omouf1 en un molJ, 
rt«vdc flflJC Sofls Mimis de Pierre S.(:HAtffEk, m' o donn4: 1•occoston d'vM 
s1<:ond11x.p4irl1n<:e. Pourquol, dons MO rec;Mrche d'un sytt6me de ft'IOl'lloge, 
dO.M mon 'efl'ort pour moilriser to dur41, /'It pd.I m'oppvyer 1ur vn rythme. 
svr dti strudures mu1icolesf 
On parfe beou<:oup « d'oblct son.ore• b l'lnt•neur du Gt0up.e de l<edler<het 
Musltoru. « Objcts onlm4s »I Ce pourroll fir• It titre d'vl'lt exposllloft 
d'Armonl 

Mis comp•ttnces mualcoles nt me permtttrol•nl pOJ de ltnl1r, sons lmpru · 
denc;e, un porolllle enlre les dtux d4mor<h•t.. J'otl••rv• rol seulemel'lt que, 
dons Its doux cos, le crfoteur s'efl'orce de domln1r vne 1"601116 en mouvemenl, 
1on1 lul lmpos•r de dMormotlon1 orbllrolr11, Molt tn ouemblont 1 .. obJets 
(10nort1 011 vlsuel1) qui lo compoMnt dons 11nt cion1lr11dton bosk sur ut1e 
COflnolsionce oussl pr4dse que po»lblt dt ltur notvrto et des loit qui les 
riglutnt. 
J'orratt Lt. du CONid4roHon1, pt-vt.ffre ho.sordeusu. on touholtont que 
It Iris brtf euol qve j"oJ lntJlul6 c Otilets onll'Ms • r6oU1t 6 portlr d'une 
a:uvr• pldVrole, ct monl4 ens-uite SI.Ir vne mvslqv• pmdslOJtlt:, ne M ru-
141111 pG$ trop de Gift• triple °"91M. 1-1 ,_•011 pot buoln do lelfll de pht'GMS 
po11r St jdititr. 
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Arnlan, Le Plci11, Parigi, 
ouobre I %0. 



Christo 

Oiristo, 1989. 
(Fo10 C~uhari1ta Oabric:lssoo). 
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PROJET DU MUR PROVISOIRE DE TONNEAUX 
MET ALLIQUES 

(rue Visconti, Paris VI) 

Entre la rue Bonaparte et la rue de Seine, la rue Visconti, 
a sens unique, longue de l 40m., a une lorgeur moyenne de 
3m. Elle se termine au numero 25 a gauche et au 26 a 
droite. 

Elle compte peu de commerces: une librairie, une galerie 
d'art moderne, un ontiquoire, un mogosin d'electricite, une 
epicerie ... ,,a l'ongle de lo rue Visconti et de lo rue de 
Seine le cabaret du Petit More (ou Maure) a ete·ouvert en 
1618. Le poete Soint-Amant qui le frequentait assidument 
y mourut. La galerie de peinture qui remploce la taverne 
a heureusement conserve lo foc;ode, lo grille et l'enseigne 
du XVII eme siecle" (p 134, Rochegude/Clebert Promenades 
dons les rues de Paris, Rive gauche, edition Denoel). 

Le Mur sera eleve entre les numeros 1 et 2, fermera 
completement lo rue a lo circulation coupero toute com­
munication entre lo rue Bonaparte et lo rue de Seine. 

Exclusivement construit ovec les tonneaux metolliques 
destines au transport de !'essence et de l'huille pour voi­
tures, (estampilles de marques diverses; ESSO, SHELL, TO­
T AL, BP et d 'une contenonce de 501. ou de 2001.) le Mur 
haul de 4m., a une lorgeur de 2,90m. 8tonneoux couches 
de 501., ou 5 tonneaux de 2001. en constituent lo base. 
150 tonneaux de 501. OU 80 tonneOUX de 2001. sont neces­
soire a !'execution du Mur. 

Ce .,rideou de fer" peut s'utiliser comme borroge duront 
une periode de trOVOUX publics, OU servir 0 transformer 
deflnitivement une rue en impasse. Enfln son principe peut 
s'etendre a tout un quortier, voire a une cite entiere. 

CHRISTO 
1961, Paris, Octobre 

Ce projet a ete realise le 27 juin 1962 de 21 a 22,30 h. et 
presente par galerie J. 

so 
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Christo, Woll of Oil°""'" · lro11 Cunain, 1962. 
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Diter Rot 

And I open my mouth, and I teach you, saying, 
1. Shitshi shi shi shit hi shitsh: 

hit hits itshi sh tshitshit. 
2. Shitshi shi shit hits itshi: 

hit hitshi sh tsh tshitsh ts itshit. 
3. Shitshi shi shi shit: 

tsh tshi shits itshits its itshi. 
4. Shitshi shi shit hitsh ts itshit hit hitshi shits 

itshitshitshi: it hits itshi sh tshits. 
5. Shitshi shi shi shitshit: 

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

shi shit hitsh tsh tsh. 
7. Shitshi shi shi shitshitshi: 

it hits itshi sh tshits hit hitshits it hit. 
8. Shitshi shi shit hitsh tsh tshitshits its 

itshitshitshi' hits: shi shitsh·ts its itshits it hitshi. 
9. 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 

S2 



Oyvind Fahlstrom 



Notations 1974 
Oyvi11d Fahlsrrom 

When I read rcvic,vs 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 - e'•en 
though my sympathies arc clear - my 
\\'Ork is about certain facts, events and 
ideas, rather than for or against them. 
If I were onl}', or mainly, interested in 
educating the vie,vers. I \vould create 
simple structures, and use other media 
tha11 hand.n1ade art. I see n1yself as a 
\\

1it11ess, rather than as an cduc•1tor. 
As a \vitness I an1 increasingly con· 
cerned \vith the cn101ional impact of 
focts and events in the world. In a 
sense, I am continually creating operas, 
\vhe.re the "n1usic11 of form, colot1r, var~ 
iabili1y, etc. often intentionally confuses 
and ovcrpo\\•ers 1he facrual "libretto". 
Also, like in opera, the 1nusic rcrnains. 
The words of the libreuo arc absorbed 

in a couple of hearings. Similarly the 
writing on my Colum11s is quickly regis· 
tered. But the endlessly varying laby· 
rinth of the colour-fields can be ex· 
perienced over and over again (even 
though probably they arc still ''tinted" 
by the factual dimension). 
I have also been making hundreds of 
improvisations in order to find shapes 
that arc both interesting as such, and 
"unnatural" to the faclual content and 
to the space needed for the focts. These 
clashes result in forn1s that, at best, n1ay 
have something of the surprising beauty 
of tropical fish. 
In addition to this, in my last works (the 
two Chile-paintings and La1i11 America11 
Puzzle) the historic facts have largely 
been supplanted by "f~tcts'' taken fro1n 
poems by Sylvia Plath and Lorca. 
The loss of Chile cannot be expressed 
merely by depicting a succc.ssion of 

Oyvind Fahlstrom, ESSO·L.SD. 1%7. 
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events. In Latin A.merica, trade int· 
balance, forcing aid stipulations, mono· 
culture, denationalization, etc. are not 
dry tcxt·book facts, but conditions that 
involve immeasurable suffering and de­
gradation. 
Those that view the musical and pocti· 
cal dimcnsio11 of my work as an evasion, 
or as an opportunistic sugarcoating of 
serious conditions, I would remind of 
the scene in Tosca, where torture goes 
on off-stage. Meao,vhile. on stage., Puc­
cini's bcl ca11to flows~ this seemingly 
tasteless, jux1aposi1io11 ill l•Strates a 
basic paradox in the art of all tin1es. 
The search to create a fusion of insight 
and pleasure. To formulate the terrify­
ing shortness of life and the terrible 
shortcon1ings in a \vOrld \vhere \VC 

struggle tc) experience and to create 
happiness. 



Ray Johnson 

Something in the sensibility of the tbnes 
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 is the ·Antithesis of most 
people's idea of a.~ American artist. His 
work is modest inscale and entirely un­
portentous . (It can be also very funny, 'by 
the way : simV,lY to think of his "Bridget 
Riley's Con1b ' of 1966 puts me, ·for one, 5.n 
a e;ood hu.'1\our). When other artists were 
planning their careers, move by move , ?.ay 
Johnson mailed hts work to friends, as a 
free gift, 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 part:tcu!ar, he was among the 
first to thin!( of art as an on- going 
process of htunan exchange rather than as 
a marketing operation. He has a secret 
celebrity : all ·over Horth Arnerica you will 
find, so111cwhere on walls no 111atter how 
circumspect, a message front Ray Jotmson . 

SS 

... PRfAPE!A 

,. I ' .J, ,.,,; . .. ., .. '" .... •'/":., ... ., _ ,, .;,.,;,. .... -I'( • (. ( "'·fl,$• ........ ,,.s .. ~.:;t, ... ..... ~ .... , .. '·~·•••"·Mt 

L" Dir,eltitr du E$lon1acs, &c., &c:. Piroo, tit. de 
\J:i.lc:sherbcs, P~rc JZirchcr lhc jest1it, Rabelais, 
DCtoo.ldc de Verville( Le /.foym d' P1111·,11ir J.nnd the 
Cenl No1111,llcs No11v,J/,$, all treat the matter j \\'l1ic:h 
is fu(thcr cxpouutlcd in the ftfln1oires de l'Att11fc111ie 
de Troyts . 0£ English \vritcrs J ,\·ill mer~1>· rocotion 
the nan1es of S\vi(t, Sn1ollett (lf11n1pl•ry Cli"*''; 
and TlreAdvtulur'.s 0J a11 Alo111), Sterne(Senti1ltt11lal 
Jo11r11ey), and Somerville (Tltt Officious ~/t$St11gtr). 
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Piero Manzoni 

Picro t.1:tntoni. U"a ~I. 11.65. scato1a 
h 21,9xo 5.8 em. dicembrc 1959: W"'1 M. 
J, 10, $Ca1ol• h 22.2 x o 5.8 cm, nOYembrc 
1959: li1"'1 M. S,6J. sca1ola h 20.6xo 5.8 
cm, dicembre 1959: liMa M. 10,75, 
sca1ol• h 20,5 x o 5.8 cm. novcmbrc 1959: 
Li11-tt' infi11it11. salola h 15 xo 4,8 cm, 1960. 
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Pieto ~1antor1i. Scarola"· 076. 4,7X6,4 
cm; .Scatola "· ()()8, 4,7 x 6,4 cn1: SC'n1ola 11. 

042. 4.7 x 6.4 cm: Scmola 11. ()(}J. 4.7 x 6.4 
cm. 

r 
' 

SS 

-

Picro ~ianzoni. LIM·110 asS«11i I Cana di 
1J11te111ici1i; 1961; bul!tt:1 h1 J>Cllc oon1cncntc 
un libretto di a.S~fni nun1cra1i, 
di cui 13 U1lloncin1 firn1ati c datoti, 1 l>usta 
OOOICllCOIC 8 fog.Ii di IX>llini lir111:\l i 
7 x 17 cn1. in t>ul't:1 di 1x:llc di f()(':i nera 
8.5x 19.5 c1n. 



DIAS 
G11Jtav 1\1e1zger 
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Gustav Mc1zger. 
\Volr VOSlCU, Al Hansen. 



DESTRUCTION IN ART 
SYMPOSIUM 
SEPT STH & 1DTH 
AFRICA CENTRE 
SUNDAY 11TH 10AM-10PM (PUBLIC DAY) ADMISSION FEE 10s 
DETAILS & INFORMATION FROM: 

THE SECRETARY, BM/DIAS, LONDON W C 1 

(DOCUMENTATION EXHIBITION, BETTER BOOKS,SEPT-OCT 
llAM-8PM) 



Jean Tinguely 
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JC(ln T ingucly. l/011111~t;e 10 Ne.' ' York, 
~10~1.1\ . Nc'v York. 17 n1arzo 1960. 



Happenings or Dance Happenings 
or Happening Theater 
or Theater Happenings or Collage Events 
or Situations and All the Various Things 
They Have Been Called ... 1 

f/e111)' Marti1t 

"I( one cannot 1>ass this '-''Ork on 10 one's 
childr~n in the ror111 of a piece of 
'1>roper1y·, the attitudes and \!afues it 
embodies surely c:1n be 1rans1ni11cd. 1\nd 
like so n1any c·1uitc a<."<:eptabl~ but passing 
facets of our lives. 1his art c:1n be 
considered as a sc1ni·in1angiblc entity. 
son1cthiog 10 be rcne\vcd in diffcrc111 
forms Jikc fine cooking or the sc<1sonal 
changes, 'vhich '''C do not put into our 
JX>Ckc1s, but need nevertheless." 
(Allan K~1prO\v, E11viro11111e111.s, r l W1111blt1ges 
lltlll f/(1p1x:11i1~c:,:J) 

·rhe artists an<I chroniclers '''h<> have 
\vrittcn fro1l'I a Fluxus or fluxus-rclated 
point of view generally sian from a long 
\Vay back and rove freely through il VCI)' 
\Vidc field. George Maciunas' Fluxus 
fanii ly tree finds forbears for Fluxus in 
the Ron1an ci rcus, Medieval f:t i rs, 
church processions and the "super 111ul· 
timedia spectacles" held at Versailles 
by the Kings of France: Al Hansen in A 
Primer of Happc11i11gs and Time/Space 
An speaks of Happenings 1ha1 evoke 
the air of Fo11tainblcau \Vood and he as 
well refers back 10 Caligula's predilec­
tion for staging real events (including 
murclcr and torture) ancl to l_conarclo 
cia Vinci's contributions 10 the Rcnais· 
sancc anct Bar(>quc tradition of great 
scenic n1achincs for balls and fCtes; Ken 
Friedn1a11 and Jean.Jacques Lebel fi11d 
it necessary to think back to 1-Jeraclitus 
an<I his notion of the \vOrld as a fabric 
of constant change. Dick Higgins' Post· 
face prefers mainly 10 roam through the 
present and the more recent past -
'vcaving a ltcfty and co1nmon·sc11sc \vay 
Jhrough the various phases of Dada and 
Surrealism and frequently tipping his 
hat and '"inking his eye at the inve11· 
tions of l\-1arinetti, Bragagl ia, ttn<I 
Futurist theater - but he likewise 
qu ips on thirtcenth·centur)• ·1·urkisl1 
culture, \Yhich "'did Duchamp seven 
hundred years ago" . Fluxus thus seems 

son1ctin1cs to posit itself as 1he n1o<tcrn· 
day reference point for a subn1crgc<I 
an<I d ifferent history, as though 1l1e his· 
1ory of per111anent for1ns '"ere son1Chl)\v 
an u11speakable falschoo<J. a Slory 
about the veins of the l>ody but 
monstrously forgc1ful of the blood 1ha1 
cot1rscs through thcn1. There is an echo 
here of ti.1arccl Duchan11>'~ insistence 
that the trul}' \VOndcrful 1hings c.>f an 
age are unprcse1vablc ancl llC\'Cr of a 
na1ure that allo,vs their storage in 
n111sct1n1s. 1'he 11c\v art <>f the Sixties -
\\•hich at its beginnings secn1ed a rea· 
S(>nable definition for all of it - \Vas 
' 'Cl)' much fasci11atcd by suc.h a point of 
vie\\' and \vas \Yidcly convinced th~·11 the 
continued viability e,)f ar1 \VC>uld pr(>VC 
t<> be clepcnclcnt u1>on the artistsi ability 
to enter into a greater an<I 111orc con­
sciOu$ involventent \Vith the energies, 
complcxi1ies, and nuidi1y or life itself. 
Forn1al hern1cticisn1 scc1ncd no longer 
to sen•c real purpose."'), <>r sccmccl al· 
ready to have opened the door for a 
great clcal n1orc than 1hc second an<J 
thircl generations of the abstract ex· 
pressionists \vcrc capat)le of fruitfully 
de\1eloping. TI1c-11gap" bet,\1ccn art an<I 
life \vas an cvcr·present issue. The 
archetypal question about a \\'Ork of art 
is t<> ask \Yhat it ntcans (\vhicll is to ask 
\vhat one can clo \vith it and \vhcrc one 
can place i t in onc1s l ife), and tl1e 
archetypal criticisn1 of a \VOrk of art is 
10 say that one doesn't under.>iand it 
(which is to deny its 1>0sses.~ion or 
availability); and perhaps the gap be· 
t\\'Ccn art and life is the distance be· 
t\\'C-en 1hc feasible interpretations of 
the meaning of a work. That gap had 
surely grown enormous by the end of 
the Fifties or the beginning of the SLx· 
ties if the school of critics headed by 
Clement Greenberg could argue of 
Jackson Pollock 1ha1 his work was all 
about paint and the na1ness of the pie-
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turc plane, \vhcrcas others, like Serge 
Guilbau1, can feel that the hidden sub· 
jcct of Pollock's work was the vaporiza­
tion of Hir<>shin1:t in the energies re· 
leased by the a1om bon1b. Pollock. 
111c.)rcovcr, is far from an arl>itr4'1')' rcfer­
c11ce . since he \vas n1uch on n1any 
peoples' minds. He had achieved ;111 
unprecedentecl level Qf en11>hasis on the 
\vork of art as procc..o;..; r:tthcr than as 
object~ and his reliance on chance and 
accidc11t \\'~·,s easily on a par \Vith the 
Dada cxpe1·i111e11ts c>f ll;_~ns Ar1>. l're· 
senting itself as the \vork of a nlind 
afloat . in a sea of shifting \lariablcs, his 
painti11g cried ot1t to be "betrayed" and 
superseded on 1he basis of principles 
1l1at it itsclflta<I stated. Gc-orge Brecht's 
essay e,)n ('11t111t~e /111(1gc1)i <lcals cxtcn· 
sively wi1h Pollock, and photos of Pol­
lock at \vork on a canvas spread out (>n 
the Ooor <ire inclucled by Alla11 Ka1>rO\\' 
in l1is book on E1111iro11111e111s1 Asse111· 
blt1ges a11tl 11ap1Je11l11gs. One can ren1cm· 
bcr t(>(>, n1<>re generally, that tlte l-la1>· 
l>cni11gs of the Gutai Group in Japan 
\VCrc at first an extension of their <>\vn 
particular versions of action painting. 
Fluxus and Happcni11gs of1e11 fin<I 
themselves mentioncc1 in a single 
breath. Jean-Jacques Lel>el remarks: 
''Anyone \vl10 recognizes the formi· 
dablc libidinal, polytcchnical, n1t1lti· 
directional and often '<lelaye<l·action' 
uprising of the Sixties - and espcci<tlly 
the people who lived this experience -
can hardly be surprised (at seeing) 
Fluxus and Happenings grouped as a 
subject of a single n1anifc.station. After 
all, Fluxus and 1-tappcnings \VCre con· 
ten1poraneous - Happenings surfacing 
sl ightly earl ier - and a good m;my 
artists swam happily in bo1h of the cur­
rents of this great single stream. The 
difference, finally, if there is a differ· 
cncc~ lies less in their programn1atic 
intentio11s - relatively fluid and chang· 



JUn Dine. all'C$l¢n10 della Judson Gallery, traspona i nlateriali per !'environment 11,e f/Ol'-Se, 1960. 
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ing for both - than rather in the per­
sonal, emotional, geographic and lin­
gois1ic affini1ies chat have n1anag,ed~ or 
not, tQ dra\v c.crtain individuals to· 
gc1hcr." Uu1 to 'vondcr 'vhy l-la1>1>cn­
ings and Fluxus arc so frequently re· 
n1c1nbe red together is t'lso to ask \vhy 
so little stress is given 10 the rcl~'tion­
ship 1ha1 existed between Happenings 
and a VCI)' large f>art C>f the rest <.>f the 
art of 1hc (>Crio<I: cs1>eciall)• J)op Art 
and Nouveau RCalisn1c ~tnd 111ucJ1 (>r 
the ne'v dance <>f the 1960s. Hc1ppcn· 
ing..o; also struck the fanC)1 an(I cnjt)ycd 
the passiona1c creative participa1ion <-)f 
certain O(> and n1inin1al ft rtists. Jin1 
Dine and Claes O lclcnl)urg Jtad a11 un· 
clergro11ncl fan1e as n1akers of Hap1>en­
ings and c11viro11n1ental sitoations long 
before being propelled 10 their sub­
sequent s1~·1tus as offici:1I art \vorld stars. 
and R<.)bCrt Rauschcnbcrg•s "combine 
painting.~'' \VCrc recognized as '''Orking 
\vith the san1c sensibility to 1nt1ltiplc 
focus that n1:1dc Happenings sccn1 a 
necessity. lt is aln1ost 1>ainfully si111plc 
to concluclc th<tt lit11>pcnings and 
Flt1xus arc so frequently referred t<> 
together since tltcy have the further 
kinship of 110\v standing out as the parts 
of the Sixties that have n1ost succeeded 
in n1:iintaining tltcir recogni1....;1bilit)' as 
un<.)rthc>dox and (lisruptivc for111s of 
cncrg)', questioning art. its <lcfintions, 
ancl its pertinence t () life \Vhile still 
continuing to create it. aln1os1 para­
doxically or by default. They are 1he 
parts of the Sixties that have proved 
n1ost impervious t(> art his tory and 
sho,vn the 1nost general resistance to 
\vhatever the force it is that colla1>ses 
vital and energetic forn1s of art and 
investig;·,1ivc thought into successions of 
styles and varying nuances of high-class 
n1erchan<li:t,e. They have presen1cd the 
visibilit}' of their insistence OJt the neecl 
for llC\\' \Yays of COJ)ing \Vith a llC\V (lll(I 
different 'vorld in 'vhich the truth of 
experience and real hun1a11 need is all 
100 readily submerged by an always ris­
ing tide of conve11tional fictions a11d 
stereotyped hopes. Dick Higgins pre­
faced Post/ace 'vith the \vords: "On a 
good day, somebody is shot, somebody 
is cold, son1ebody can' t find \vork, 
somebody doesn' t care, somebody has 
contempt for somebody's hunger. The 
central problcn1s of tl1c 111on1ent are 
based o.n this fact. The question is ltO\v 
shotild or docs ar1 n1irror this fact ... It 
is necessary 10 have an art 'vhich 
creales a tough, uncompron1ising, revo-

lu1ionary mentality capable of express­
ing, handling, and cxtc11cling scicn1 ifi­
cally 1l1e great tendencies of our tin1cs.'' 
II is true that rnlk about bridging 1he 
g~tp bet,vecn art ~•nd life n1ay sontctin1cs 
SC)11ncl like an anxious 1)10)' for 1hc 1>re­
scrvatic.)n of art, a last-ditch n1a11cuvcr 
for hailing its demise on 1he part of 
n1inds 'vith an a 1>riori allegiance 10 art 
and frightcnc<I stiff l)y the g.r<>,ving 
SJ>CCter of their (>OSsil>IC irrclC\':lOCe. 
But the '''<>rcls just c1uotcci really ought 
to sho''' 1hat it 'vas qui1e 1hc otllcr ' "ay 
ar<'>11ncl: it \vas the business of living 
tl1at sccn1ccl to gr<.)\V opac1uc an<I that 
secn1cd to rcc1uire nc\v tools for 1hc 
purpc)$C of trtpJ>ing ne\v cnergic-s. nc\v 
insights. a11cl ne'" con1n1itn1cnts. 
One of the first European J-la1>i)cni11gs 
\vas organized in Venice in l 960 as a 
part of Jean-Jacques Lebcl 's A111i­
f'roci:s, and Alain Jouffroy has dc­
sc.ribccl these events as a rebellious ex­
pression of anguisl1, suffering, an<I ctis­
contcnt in the- '"'1kc of the French in­
v<>lvcn1ent in the ;\lgcria11 War. In the 
sunlnlcr <)f 1967, Carolee Schnccn1ann 
llresentccl a Happc11ing. i11 Londo11 t=1t 
1hc J"lound I louse as a 1>art of the 
O>ngress of the Dialcctic.-s of Libera­
tion} \vhich 'vas billed \vith the 1>artit .i· 
pation of Gregory Bateson, Davi<I 
Coo1>cr. Mircca Elia<le~ Allen Gins­
berg, Paul GO<"><.h11an1 Ronalcl Laing. 
1-lcrl)crt Marcusc <1n<I Paul S'''CCZ)' as 
"the greatest intellectual cvcn1 of the 
decade" . Stokely Carmichael and M i· 
chael X likewise showed up. Ouckmin­
stc.r Ftaller \vas elSC\\•hcrc in to,vn, 
delivering lectures on the rules for fu­
ture existence on "spaceship earth" at 
the London School of Economics. A 
poster for the Dialectics of Liberation 
anno11nced: "All 1t1en are. in chains. 
There is 1he bondage of poverty "nd 
starvation: the l)ondagc of ltist for 
po'ver, status! possessions ... A reign <>f 
terror is nO\v pcrpetratecl and perpet­
uated on a global scale ... In 1hc amucn1 
societies it is ntaskcd. "J'hcrc childre11 
arc conditioned by violence c.1lled love 
to assun1e their position as the '"ould­
be inheritors of the frui ts of the eartlt ... 
F<)r the rest, terror is not n1asked. It is 
torture, cold, star,•ation, death ... The 
\Vholc ' vorld is no'v an irrcd11cible 
whole ... The properties of this whole 
\vorld systen1 force us 10 sub1nit to tltc 
fata lity of Vietnam, the s1arvatio11 of 
the third \VOrld ... Culture is against us. 
education enslaves us, 1cchnology kills 
us ... " During Carolee Schneema11n's 
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Happening, greased and painted half­
nakcd people were hauled into a 
darkened arena in lorries and laundl)' 
l>ins Jac.ien \vith trash and \Vere then 
dun1pccl on the Ooor an1id piles of re .. 
fuse. Bodies tangled and toyed with 
strcan1crs of debris, cra,vled and 
slitl1erecl along tl1e floor, cxanlincd the 
shape ancl confines of the space in 
''•hich they n1(>vcd, at son1c tin1es slo,-.•ly 
intcnvini11g or ritually groping i11 one 
;:1nothcr·s dirccti\)ns \vhile strafccl 'vith 
s1><)tlights to s<">11nd ·tracks of urb<1n 
noise and rattling 1nachine-gun fire as a 
fihtl projected in1ages of erotic intin1a<..;1 

in1crsper.;cd with flashes of the Pope 
1>reaching at Easter fron1 the balcony of 
S1. Peter's and with footage of bomb­
ings. burning aod torture in Vietnan1. 
One might wonder then if Happenings 
can be 1hough1 of as generally finding 
their r<)<>tS in the san1c sort of energies 
that fe(I tl1e gro,v1h of the radical politi­
cal an<I social conscio11s11ess, or of the 
radic<tl critical instinct, that so n1uch 
typified 1hc Sixties. 'J'his secn1s like a 
reasonable <1ucs1ion, or an interesting 
hypothesis: but the ;.'tnsi.vcr isn't clear. 
Tlte Rou11d l·l<>use H;.•ppening \vas prc.­
se.ntecl to an au<lience tltat <lidn't n1ucl1 
care about art anct i1s 1>ossible 1her­
ape1Jtic in11>c) rtance, an<I C\' Cll a fe,v of 
the an1i-esrnblishmcn1 psychologists 
\vho had organized the affai r \\'Crc 11011· 
plussed and <liffident1 '"hen not exactly 
hosti le. ·r11c l\VO '"eeks of rehearsal, 
lr;lining and preparation for the Hap-
1>ening '"ere 1101 \vithout 1non1cn1s of 
ac ti,•e hara ss n1ent , ancl Caro lee 
Schneen1ann rcn1embers the atmos· 
phcre surrou11ding the perfor111ance it­
self as "testy and aggressive". Final exit 
fron1 the performa11ce arc-a at the end 
of ii all - limp bodies again hauled off 
in l1eaps like trash - scented like 
!laving been rescued: "a re lief fronl 
heckling and catcalls.n liappcnin,gs per­
haps '"ere a parallel de"elt)pment to 
the rise of political a'varcncss in the 
Sixties, a parallel as well to 1hc 1960$' 
lust for 1he psychedelic exploration of 
self, but if they 'vcre part of son1c 
general rcvol11tionary i1pheaval, it re-
111ained a revolution tha1 never fully 
u11<lcrstood itself, or tl1at 1tevcr 
achieved an a\varcness of 110,v its sepa .. 
rate parts 111igl1t inter-relate, nourish 
and n1odify one another. But Ha1>1>en­
ings thcn1seJ,res '"ere largely an ar1 of 
juxta1>ositions - like collage, envirc>n· 
ments, and assemblage - and the 
Round House Happening as a whole 



CIHes Oldenburg, <'1IJ'cs-1eroo dcll:l Judson Gallery, 1raspor1;t i n1011eri;11i per l'cnvironn1cn1 1'1te .~treet, 1960. 

n1ight be thought (>f as having jux­
taposed itself to a qualitatively different 
if not actually al ien situati<.)n - to a 
situat ion, at any rate, t() \vhich its rela­
tionship could not be entirely clear, 
surely not idyllic. ·rhe jux1aposi1ion '"as 
certainly n1ore dran1~'tic. but es.scnt i;:-11ly 
no di fferent f ro1n the ~itua1io11 that pre­
sented itself when A llan Kaprow filled 
the lovel)• n1i<lto,vn Manhattan garden 
of the Stable Gallery with hundreds and 
ltundrecls <)fold rubber t ires. T\vO l>arts 
of the \VOrld 1l1~tt needed, no n1attcr 
ltO\v abstrusely or bizarrcly1 10 take a 
t>it n1orc cognizance the one of the­
other were suddenly and unexpectedly 
face 10 face. 
The function of art, inclusive of Hap­
penings, is simply 10 formulate, identify 
ancl sa1isfy nccds1 bringing then1 into 
visibility and n1aki11g then1 a 1>art of 
experience '''itl1out tOO rn11cl1 \VOrrying 
about hO\V to define 1hen1, <>r ho''' to 
place them in a general con1ex1 -
\vithout n1uch '''orrying about their use-

fulness. ~T'his i10Jds frc.)n\ the artist's 
point of vie\v and n<.) le$$ S<.) fr()n1 1l1c 
pt.lint of vie'" of the spectator. Ai~ gratit1 
t111l,· ca11 continue to be a 1110110 an<.I a 
principle no matter hO\\' radically that 
gap bct,veen art and l ife 111ay tcdticc 
ancl gr<)\v slin1. An<.I \vhc11 the g:;tp is 
sli111 enough, the observance of th is 
1>rinciplc can ilself be seen to be a ' vay 
of contributing 10 l ife's cnhancen1cnt. 
\Ve can learn to n1ake a s1>ace in 011r 
l ives fc>r cvc11ts, experiences, cn1<>ti<>ns 
and sensibilities that can con1ril)ute to a 
sense <.)f integrity ancl fullness :tncJ that 
othcr"\visc, and n1istakcnly, '"e 111ig_ht 
consider to be gratui tous. Ars grt11ia anls 
is the princi1>le of pure and unrcn1itting 
rcscarcl1. Fron1 ,greater a' varenc-ss of 
the inl1erent intelligence of the physical 
body 10 the use of chance techniques 
for the disco''C1)' of social an<I inte llec­
tual rnbus, from raffles and Easier egg 
hun1s in rai l,vay s1a1ions to randon1 col­
lections of obj ects brought in by visitors 
to an othef\vise non-existent exhibition, 
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fron1 stores th<lt sell 1>oc111s to events at 
which the only thing required of an 
audie11cc is 1hat they get up and leave, 
from explorations of possible meta­
phors hidden in day-to-day banality 10 
the use of the n1ails as a theater of 
scn1i ·at11onon1<.)US in1agcry (referring re· 
ally 10 whole decades of work on the 
part of Ray Johnson and his New York 
Correspondence School), the needs dis­
covered by lhe artists \vho have '"orked 
\\'itl1 Happenings and allied f<>r1ns of 
expression have in fact been incredibly 
V<,rit.)US, C\1cn if son1c1hing, finall)1, cloes 
sccn1 to co11nect thc111. What 111os1 
scents at stake is ;t particular <1 t1ality of 
a1tcn1ion, a qualil)' of attention that 
1>crhaps opens out into an abil ity 10 live 
in 1J1c \\1orlcl \Vithout pretencling to un­
derstand it exhaustively, at1en1pting in· 
stead to be al ive to evel)11hing t111ique. 
Unique fact and unique juxtapositions 
and the uniqueness of the \vays in 
which they change. The age of the ency­
clopedists is long dea<I and gone1 the 



range of available kno1Vlcdge is simply 
too \vidc for any individual 1nind to be 
able to cope 1Vith all of it. We live 
sin1ultancously in ft1r t()() many places 
- thanks simply, though not exclusively 
nor even primarily, to our television 
sets - t<> be able l<> prctencl that lhe 
any one- place ,.,·here "' a1ly particular 
prcscn1 ti1ne \VC happen to find our­
selves is lhC \VhOIC C) f the \\'QTld that \VC 
have to consider. Out '"c n1ust likc,vis:c 
kno'v that never being totally anY'''hcrc 
is hardly a pleasant or comfortable 
position i11 \Vhich to spend our ti111c. So 
Happenings and allied forms o f 1he;11cr 
or non-theater have tcndecl to construct 
1hcmsclvcs as situations in 'vhich 'vc 
can learn 10 move freely back and forth 
fron1 one point of reference to another 
- rather l ike practicing the exerc.ise of 
OllT individual free 'viii, al,vays knO\\•ing 
that there is nothing it 'vouldn't be a 
shan1e to neglect. tl1ough yet <•gain as· 
surc<l that 've '''On't be punished fc.)r 
\vhatever 've happe11 not to see, since 
there is always something else. It's not 
at all like being at a play \vhcre one is 
afraid of ntissing a (>hrase that n1akcs a 
central point. Consiclcr this evening <>f 
perforn1anccs that took 1>lacc at the 
Cafe Au Go Go in New Y(>rk in the 
early Sixties. Alis:<>n Kn<)\vlcs \Ya$ off in 
a C(>rncr ~tt a 'vork l>t.::nch 'vith a cooking 
range '''here she '''as chopping c~trrots 
and <>nions and celery and J'lying 
various s1>iccs i11 the coul'SC of 1>rcpar­
ing a cauldron of <lclcctal>lc !>can soup 
to be servc(l t<.) all the spectators and 
per(orrners at tl1e end of the evening. 
Her finely calibrated quietisn1 \vas the 
perfect countcr1>oint to a far 111ore 
vigorous eve11t in 'vhich Al Hansen Jed 
a group o( 1>erforn1ers and so111e of the 
audience through act ions that left then1 
almost entirely covered with ketchup 
and strips of toilet paper. But she was 
also a c<>n1plcn1cnt to an eve11t in \vhich 
Robert Filliou can1c out front the 'vin.gs 
of ;.t tiny stage1 S..'\t do,vn on ,., stool, and 
<lid absolutely nothing until, after ab-Out 
a quarter or an hour, he go1 up an<l left. 
A !JUitrtcr of an l1our 'vas n1orc or Jess 
the tin1c it t(>Ok for hecklers to gro''' 
ashan1e(I of thcn\SClves and to subsi(le 
int(> thinking about the virtues c)f silence. 
Ay-o, J)erhaJ)S at a differe11t cu1ti11g 
bench 1ha1 he didn't necessarily share 
\vith Alison Kn<)'vles, '"as l>usy preparing 
slices of r.iw fish. Rather than a single 
1-lappcning, this rnay in fact l1avc been an 
evening of a nuntbcr of isolated but 111orc 
or less si1t1ultaneous events; but that dis-

tinction doesn1t really scent gernlane. 
Earlier theoretical clisc\1ssions of Hap­
pening.< brought up endless questions 
about what the form "should be", about 
the level of participation 10 be required 
from the audience, about the possibility 
of totally eliminating the very idea of an 
audience in favor of situati<>ns '''here 
C\'eryonc prc..~c11t '""S active!)' involve(! 
in follo,ving a score of procedures and 
actions (>n \vhich he or she had been 
previc.)usly 'veil infc)rme<I, about the 
contrary 1>ossibilit)' of score:\ f(>r acti<>nS 
and situations sin1ply to be '"atche<l, 
perhaps poinlecl <>ut or ra11dontl)1 incli· 
cated, if not randonlly 1>rovoked, in the 
streets . Al Hansen1 ho'''ever, \\'as 
capable of seeing that 1hc fertil ity of 
the notion of the Happening - the 
fertility of establishing a certain mode 
o f intense but diffuse and shifting at­
tenti<>n - lay partly in all the creative 
'vays it n1ight be. n1isundcrstood: " Hap­
pening.5 have a reputation for being a 
great cleal of energy ar1d pr<)111ise

1 
has 

been n1isunderstood and nlisinterprcted 
in 'vondcrful '"ays. perhaps gi\1ing us a 
n1uch l>r<">aclcr range of very p<>,vcrful. 
exciting, cxpcrin1cnt~1lly rich 1hcatcl' 
lll••n 'voulcl llave l>cc11 avail;'lblc ha<-1 
there not been this confusion as t<) '"hat 
a Happening '"as.'' Dick I-fig.gins could 
ren1in<I tis that the n1ost in1portant 
1-fappcnings '"'c arc involvc<J in ~1rc our 
lives. 
'I'he Fluxus artists arc kno,vn nt<>rC for 
"events" than for J·lap)'.X!nings, anct the 
pure-st, n10St n1inin1:)l events have prob­
ably been the work of George Brecht and 
Bob Walls, though \Vans tended more to 
deal 'vitl1 situations of sudde11 hilarity 
ancl surprise, like the even1 \\•here rhc. 
curtain or a stage goes up to reveal the 
111cn1bers <>f ~111 <>rchcstra 'vith instru· 
111ents in hand and e-acl1 behind a n1usic 
stand t1tat bears a score: the orchestra 
direc1or raises his hancls and gives his 
cue, ;·ind the players all s trike matcl1cs 
ancl set their SC<)rcs (>n fire. George 
Orechtt on the other hand, once did an 
event \vhere tl1e stage curtain rose to 
reveal nothing but the empty stage itself 
'vith a straigl1t-b~'ckecl \\'Ooden chair in 
the n1idcllc of it. 'fhc curtain sla)rc<I open 
fc.>r (>nly a fe\'' seconds - long enough 
pe1·haps to irtlJ)ly the inlntincn1 a1>l>Car­
t1ncc of an acto r - and the.n dropped 
c:.losccl again. Brccl1t clefines the level a11d 
intensity of attention that '''e ought to be 
able t<) give to anything. ·rhc score for 
one or his events is a tiny '''hite card, less 
than a11 inch square, that says: 
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raining 
pissing 

Another~ even si1tlJ)ler, reads: 
EGG 
• at least one egg 

Or, again: 
STOOL 
on a 'vhite srool 

a black-and·\\•hitc-scriped cane 
oranges i11 a paper l>ag 
Reading through the Water Yam box in 
which he has collected about a hundred 
of these scores takes us through these 
situati<>ns. these events, one by one, 
allov.•in,g us to give each of thcn1 
'"hatcver an1oun t ()f tin1e \Ve nlay hap­
pen to find necessary. llrcch1 himself 
l1as so111etin1es ntacle objects based on 
the-Se scores, at Other limes he has 1>er­
formcd then1 i11 co11cert situations~ at 
other ti1ncs agai11 they ha"e been per· 
formed and presented by others. Surely, 
too, there arc tin1e.s 'vhe11 he " J)Cr· 
fornts!' then1 on his o'vn, entirely alone. 
1\ncl it's in11,ortant to consider that 
these \V<>rks, these events, could not 
possibly occur in isolati<)n. They are 
nccessaril)' a part of son1e larger con 4 

1cxt 'vhich 1l1c artist hasn't chosen t<> 
c.lcfine, <in<I '"hich v;'lrics fr<>n1 c-asc to 
case: and as part of that larger context 
thC)' arc sin1ply son1e single 1tlon1ent or 
aspect of reality that '"e arc asked 
n10111cnt;.lril)1 to consider. as intensely 
;:ind con1pletcly tis 1>ossiblc, relieving 
the n1on1cnt itself front l,analiry all<I our 
nlinds fronl the ltal,it of dull and sight­
less disauention. Brecht formulates an 
attitude that is infinitely extendible. 
And if 've \\•onder \\•hy \\'C need his help 
- since 'vhat he asks us to clo is so 
obvious an(t sirnple, ancl so obviously 
salutary as a. (>rinciple of elcn1entary 
n1cntal hygiene - 've 1night just as \\'Cll 
\\

1onder ' vhy \YC need the Haiku poets, 
or the Ten Commandments, or the 
Declaration of 1-lunlan Rights. 

No1e.s 
1 ·rhis ritle quotes a phrase fron1 Al l·lan­
sen 's ;f Pri1ner of fl<1ppe11i11gs <111tl Ti1net.5poce 
Art, Ne'" York, Somc1hing Else Press, 1965. 
Other '''orks. quoted inc.ludc: 
Dick Jiigsins, 1•011fiite, Ne,.,. York, Some· 
thing Else Press. 1964. 
Allan Ka1>CO\\'. E1n·iro1111u!11ts, Assc111l>lages 
t11ul llt11>1>eniug~·. NC\V York, Jolarry 1\brams. 
1965. 
Jcan-J3c<1uc.s Lebel. '"f<lappenings'', in 
Ch:1rlcs Dreyfus, Ha1>1Jenings and Fltt.(tts, 
J'>aris, Galerie 1900·2000, 1989. 
Carolee Sch11een1an11, /If ore 1lru11 /l•leat Jqy, 
Nc'v Pallz Docun1e11rcx1, J979. 
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I devoted the seventies to get back into Europe 
I devoted the eighties to be coming familiar 
with the art scene in diverseeuropeancapitals. 
Copenhagen , Oslo, Base~ , Mi..inchen, Wien, Verona, 
MalmO, Napoli , Paris, London, Amsterdam, Berlin, 
I devote the nineties to operating in far flung 
capitals in far flung countr ies. The african 
continent is first Cairo+ Alexandl"ia in Egypt, 
Melindi, Mombasa, Narobi and the Masai next. 

Al HanS<)n. 
(Foto Giovanni Giovannetti). 



Reuben G;:aller'}': c &low 'l..cro > Sho"' <1959) .. s 

1'his is a clocre-up of Al ll:u~n·s c llep 1\rnawn. 1 lltr lhighs re,·oh'td 
\l 'i1h 11 displ11y molor ~t a rate of (l'(lughly) one re\·olulion 11er minute. She br..-a· 
tbecl tl1rough" torn ''t'nt il:1lion tube-. lier ~y\'ls flashec.I in bri~ht \-Ol<1 1'l!;. P:1rt of lier 
exh:tu.";l li.ys,1ern inrluded a broktn toilet St;11. lier ' '<'ice \\~S tluil of a v:1C1u.11n 

.:leaner. 
1\ ll l1er rom()()nent pa.rlil retained th~ir o"'n id('rtlity :tnd inttgr-ily. Tlte)' 

" '<'re not reduced lo mere ('(llltponwls as in the \\'hitm:ul 1>i~. ~\nd ret. o,·enll. 
iohe had n sl.rong per.;o~lil)'. 

Tltii• '''ai>. for me, the strongest \\'Ork in the shoYt. 



CARB(eeE 
CAa Os1 
(no litht1 on) 

1. Enter air. 
2. Toot hom Ix. 
3. Count to forty. 
4. Toot hom 21. 
6. Slam door Ix. 
6. Toot horn lx. 
7. O~nandcloscglovecom-

partment, 
8. Toot horn 3x. 
9. Slnm door 2x. 

10. Toot horn Ix. 
11. Raise And lower wlncloY.-

(or reverse) . 
12. Count to forty. 
13. Long horn blovo, 
14. Open a.nd CIO$E! glO\'e com­

J)f.rtment. 
15. Exit car, go t¥>·o cars aYt'4)' 

and tap on hood 3x. 
16. Reenter car. 
17. Blink lighta 2x. 
18. Toot horn Ix. 
19. Blink lights Ix. 
20. Ugh"on. 
21. Count to fi\·t. 
22. Ughts oil. 
23. Toot hom Ix. 
24. Play with lights-interior 

on. out.side oil. etc.- ror 
a time. 

25. St,art 1notor. 
26. Toot horn 2x, and race 

motor. 
27. Blink light• 3x. 
28. Motor off. 
CAM F1vg 

1. ori .. ·e around others 4x. 
2. Po1ition your.self with 

other cara. 
3. Slam glo\'e compartment 

Zx. 
4. Toot hom 4x, 2x. 
S. Blink ligh" Ix. 
6. Toot hom Ix. 2x. 
1. Start •nd race motor. 
8. Blink liahta 2x. 
9. Improvise with lights and 

hom tor a time. 
10. Count lo twenty. 
11. Slam door 2x. 
12. Slam glove C'Ompartment 

11. 
13. Repeat from 3 through 

12; do this 2x. Lea\'e out 
9. 

14. Orivo suddenly up over 
the dunes and into the .... 

CAJt Tu·o 
(no lighu on) 

1. Knock on hood 2x. 
2.. Enter rar. 
3. Toot hom 3x. 
4 . Count 10 fifteen. 
5. Toot hom l x. 
6. Sltlm door Ix. 
7. Toot hom 3x. 
8. Count to ten. 
9. Open and close glove C'Om· 

p;)rtment 2x. 
10. T oot horn Ix. 
II. Sl•m door Ix. 
12. Toot horn 2x. 
13. Raise an<l lowar window 

(or rcvcr&c). 
14. Toot hom 3x. 
15. Count to t"'·enty. 
16. Exit car, w11lk around it 

twice, ~nter. 
17. Open•nd close gloveoom· 

partmenL 
18. Toot horn 4x. 
19. Blink light• lx. 
20. Count to fiftttn. 
21. Play wilh figh.._ 
22. Count to ten.. 
23. Toot horn Ix. 
24. Start motor. 
25. Blink light& 2x. 
26. Rac-e motor. 
27. Toot hom l x. 
28. Blink lights 3x. 
29. Sl"m <foor 2x. 
30. Race motor ognin. 
3 1. Motor oil. 
32. Blink lights 2x. 

C AR N1Nt: 

1. Circle n car 3x, nnd cnt.cr 
}'O\lt Cllr. 

2. Blink ligh" 3x. 
3. Slam door lx. 
4. Blink interior lights 2x.. 
5. Count to forty. 
6. Slam door 2·x. 
7. Blink lights 3x.. 
8. Toot-horn 2x. 
9. Count to t...,'t:nty. 

10. Blink lighta 2x. 
11. Toot horn Ix. 
12. Slam door Ix. 
13. Go talk to anyone for a 

minute or two. 
14. Reenter c.nr. 
IS. Blink liJ;:ht$ t;x. 
16. Toot horn 2x. 
17. Blink interior lights lx. 
18. Count to sixty. 
19. Leave c.ar, join Audience 

and observe reml'inder. 

CA* THRtE! 

l. Enter car. 
2. Dri\'e lOOyarda:a,;·ayand 

face car '°"'"&l'ds ms.in 
group. 

3. BJink lights Ix. 
" · Blink intt-rior light.s 21. 
5. Blink parking lighta 11. 
6. Light cigarette. 
7. Blink lights 2x. 
8. Advance 10 ya rds to 

group. 
9. Toot horn 3x. 

to. Blink lights lx. 
11. Slam door 2x. 
12. Lower and raise windows 

2x. 
13. Advance 20 yarda to 

~roup. 

14. Repeat list from 6 to 13. 
15. Repeat entire list to I3. 
16. Bloy;•ing horn t.rium· 

phe_ntly, rttum to posi· 
tton in group. 

I 7. Toot horn Ix. 
1& Blink lights 2x. 
19. Stam door 3x. 
20. Count to 20. 
21. Toot hom 2x. 
22. Blink lights 3x. 
23. Slam door Ix. 
24. Blink Lights 5x_. 

CAil EICHT 

1. Enter car. 
2. Blink lighta 2x. 
3. Toot horn Ix. 
4. Blink lights 3x. 
6. Toot horn 3x .. 
6. Sls_m door Ix. 
7. Exit car. mount roof. 
8. Keep sharp lookout and if 

one car runs into another, 
t:nter )'Our car and n.m 
him. 

9. If th6 dri"·er attempts to 
esupe, run him down. 

10. Retum to position in 
group. 

11. JjolJ up windOW$ and loc-k 
doors so no one can pre• 
vent )'Ou from 6.nishing 
piece. 

12. Blink lights 21. 
I3. Slam door 2x. 
14. Open and close glove 

compartmenl 
I6. Count to forty. 
I6. Resist arrest. 
17, Slam doors 1 x each. 
18. Roll down windows. 
19. Toot horn 3x. 
20. Give your$elf up to the 

proper authorities. 
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C A1l FOUR 

1. Sit atop car. 
2. Rt .Pon roof with palm. 
3. Enur car. 
4. Count to forty. 
5. Ctt in bock .... 
6. Count to thirty. 
7. E x.it car, knoc:k with 

poJm of hand I, 2, or 3x 
on hood• or Any four eon. 

8. Return to ctr and enter 
it 

9. Blink light• <x. 
10. Blink Interior lights 2x. 
11. Count to ten. 
12. Blink lights 4x. 
I3. Toot horn Ix. 
14. I{ a C4r drivt-s into a. tree, 

cirelo t4'r and tree toot­
ing horn raucously. 

15. Return to place. 
16. Improvise for a tirne be· 

in.c sure to h&\'C "'arious 
a.mount.a or silence ))e. 
, ..... ffn eventt. 

17. Set fire to )-Our cer. 
CAa Srx 

l . Enttr ca,r. 
2. Open windowa. 
3. Ytll loudly. 
4. Toot hom lx. 
5. Count to twenty. 
6. Toot hom 2x. 
7. Slam door IX.. 
8. Repeat liat 4x. 
9. Back car up twenty feet 

or 301 do a figure eighL 
10. Exit car. 
11. Re1>eat lilt 1-8. 
12. Drive your cor into an· 

ot.her without hurting OC· 

cupante. 
13. Back up, atop. 
14. Getoutofcar. 
IS. Run away. 
CA• S1v1w 

I. Entt:r car throuch win· 
dow. 

2. Toot horn 2x. 
3. Count to ti.1.ty. 
4. Toot hom tx. 
S. Count to tishty. 
6. Toot hom tx. 
7. Slam door Ix. 
8. Sttirt and race motor. 
9. Toot hom 2x. 

10. Slam door Ix. 
II. Count to fifty. 
12. Toot hom Ix. 
13. Rcpeat liat (rom 2i change 

all hom toota to light 
blinkt. 

14. Jmprovi.se for a time. 
15. Lta\•e car and observe. 



Dick Higgins 
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Slacktd Duk 0958. P<rlo"nod 1960) ·I 

nt fil"lt enlirtly e&eclronk opera. !O far u I know. "u Sl«k~d Dttk. 
willl mmk by Richard ~bxf1t&d (19'17·191>7) and wit.h • c libretto> by my9tlf. 
11lt c librtlto t na &dully a &>'.Stem of evt:nCI coed by lirftlilti Jitm.tioftS aad 
O(Jwnrrile 1111Uequmted. TM worki.q mWbk «ivtn I• t.be performm Hilt up 
•Jtd.iviatd • ~ dia.radtts. c pmiout. > wht.. alike aormal ch:arac:ttr1 U. 
a druaa. C1Mld r«eal: ~h."fS in a ata&e .t ttm and did llitl depend on their 
adioal in a n&mti\'e litoaliCIP or MqoeMe. 'lllil lall wu sasprt:Ddtd. !iO 1 al~ 
theee worb ($tot.kit.ti Dttk and the la.tu piecel I WT«e us:mg the same form) c S&I· 

Sptn&iotl dfanut. > ;\ny IW'l'atiort WM in the mind of the \iewfer. As I form it 
worktd out to be all txc:dlent mediiam for to(:ial a tire. 

l:t~ F1ortnee Tari()\\' <m)' origlMI c fantutl.ck bird>) ii being The $mi· 
lln.« Woman, a PtrtOtl• who.m I borro-.·ed fl'(lnl StaUnillt c llO(i.ali.'lt realism> plaf'I. 



Allan Kaprow 

Allan Kaprow, C«a·Cola, Shirley Ca1111011ball?, l960, hap1>ening. 
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HOl lSEHOl.I> 

,\ Nllpf)fninp tommis<ioned by Cornell Uniwr.<itv . 
Performed iWay 1.964. There were no spectators at 
thi.< <'<'<'nt. Tho.'«' takin11 part in it attended a pn>limt · 
11c11'.\' 1neetr1t}.? u·hi'n> the l-/appeni1tp tt:a:.. di.'t4:t1:i:-1•,f 

(1nd p<1rt.~ distrib,,ti'cl. 

~'Wtti11~ : 
.·\ lonesome dump oul in the <·ountry. Trash lwaps 
all around. som~ smoking. Parts of dump enrlo"1'<1 
by old. rNI tin fc·ncr. Trees around rest of il . 

Seq11e11<·e nf r:i'l!nt.• 
I . 11 ,, .~1. ~'1<•1) hllil<I , .. ,ooden l<>IA't•r 011 a tr;,sl1 
n1011nct. l'olcs lOJ>JX'<I 1,1.•itl1 t.arpaper <'lt1sters •-tr<• 
~lll<.~k t"1rour1d it.. 
\.Von1(·n l)t1il<I nest of sapli1lgs a1)<I strir1gs or1 :ln · 
other mound. Around the nest. <>n a clothcsli1w. 
tit('~' t1ar1g ol<t sl1irts. 

1 I. 2 !">,,\t, Cars ~lrri,•e, l<)\ving sr11oking \Vr('("k. 

park outsidr dum1>. 1>eople get out. 
1'~ e11 a11<I " '0111cr1 \vork Ort tower ar1d nest. 

111. Pt'Ople circlt' dump, oul of sight amon;? 
trees and behind tin wall, wait. 
\Vomen go inside nest and screech. 
1\-len go for smoking wreck. roll it into dump. cov~r 
it v"ittl stra,vbcrry j<tnl. 

IV. People"s voices <'all "'Hey! Hey! II~)'!'" ;111 

nro\111<1 'lun11). 

~f<:rl g<> l() "'t>1nc•11, J>Ut c>11 sl1irts. s<1l1nt cfl)\\'ll n11cl 
\V;lt(:}l lllC'lll. 

l>c·ople ''Cry sic,,,.,~, stnrt c·<)nting in l<>''"'rcl t·ar. still 
calling "Hey! Hry! 00 

\\10 1nc·11 S<~r<.., ·C"l1 . 

\·. \\19merl go to <":ar :'tr1ct lic·k jarr1 . 
~1en <.lcstro~' nest wittl shouts ~lncl c·t1rsirtl!. 
l'C'oplc. conli11g in, start to pot111<I (>Ots ilnfl tl lct\\' 

polic<' \vl1istles in slo''' unison. 
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\ f l . :\'1('1) rCl\IFll t.O \VOJY'l('Jl :tl \\' fC'<'k, ~1ank thc•m 

<.t\vay. <'at jan1 \•;itlt fir1gers. sl:11) \vl1it<• l>rc•acJ all 
ov(."r ~ti<'k}' st11ff. C'at \vi tlt tltrir n1ot1tJll:;, 

\Vomen scream at men. ''Bastards! Basta rds~·· 
f>('O~> lc :1ctvnn<·<'. l>a1lc;ir1g C11ltl \\'l1istling. 

VI I. \Vonwn dcstro~· men's poles and ww<·r. 
laughing. yelling "Watch lhis! Walch this:· · 

Nl<.•tl <..'<tt l.>r<'<tcl. 
J><•opl<• a<t\'ctll<'<'. t1ar1ging ar1cl \\•l1istling. 

VI I I. \\"omen go to heaps of smoking trash. <"all 
sv.•cct-song~r <·on1t>-011s to ntC'tl . 

Nlt•n fan <>ut. cr<..'C'p low to an1busl1 wo1l1c11. 

J>coplc a<lvance. ba1"lgirtg ar1<t \Yltistlirtg. 

IX. Women jump men. rip off shirt.• and Ring 
tl1cn1 i1"1tO sn1okir1g trasll. rurl l<) 1l1cr1 ·s l<>'''t.•r 

ITI<>lllt<I. 

Men roll on ground l;iughing loud : "Hee! Hee! 
Hee! Haw! Haw:·· 

l)co1>lc acl\ro111c<_'. l><t11~i11g a11d \vl1istling. 

X. \.\ .. <1111cn t.ctk<• <>ff l>louSl'S. wav(' tlt('m ovcrl1c.a(l 
lik(• l1c111kit:.s. t·~tcl1 sir1gi11j! <'>'''11 l{c>ck '11' J{oll t1111c 
:\ nd t '"'is ti 11g (t rc;'tr11 ~'Ii ke. 
wlcn hurl r('(! smoke flare; in lo smoking trash lwa1>. 
l'<.,,OJ>lt• t·irclt• srr1okir1g jar11·car. b<.>com<.• silc11t. SQU<at 
cto,vr1, eat jan1 sar1clv.,irl1cs. 

XI. Men go to wn>ek. take sledge hammers from 
peo1>le, pick up battering log. begin to demolish car. 
\Vomen watch frorn a distance and cheer men for 
every srnasl1. 
l'copl<: ~al si lently and watch. 

XII. Men jack ur> car. remove wheels. set fir<' to 
it, sit down to watch. light up cigarettt>s. 
People light up cigarettes. watch car burning. 
Women run out of junkyard. waving blouses. gaily 
calling "Bye! 'Bye! G'bye 1 ' Bye!" They get into 
cars. drive away with horns blaring swadily till 
out of ei1rsl1<>l. 

X 111. l·:vcry<>Jt<-' smokes sil<"nt.l~r .tlnd wat.ctll~ l'''r 
lllltil it 's llllrn'~'t up 
Then they leave quietly. 



' 
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D'une Biennale (1960) 
a l'autre (1990) 
Jean-Jacques 1""'1bel 

ArCnc! Oui, arCnc. Lieu d'unc tragCdie 
socialc vecue en tCfl1J)S rCc.I oU SC 

jouent plusieurs rOlcs a ltt fois - la BCte, 
le Picador, le Ma1,1dor. l'Arcistc - ct ot) 
le Public, assoiffe de n1curtre rituel, de 
spectacle sanglant, d'orcillcs, de qttcucs 
ct n1Cmc (ft c11 croirc L 'lfistoire cle l'ceil 
de Georges Oarnille) du plus magique 
des organc-s, cclui de 1~, vision. l.'arCnc 
e.'t le lieu <.l' inscri~>tion du secret, d'a1>· 
pari1ion <le l'in1aginaire (J)eint, <lcssinC, 
sculptC, C()JIC, filntC ou Ccrit) ct i i n'C1ai1 
ntillcnlcnt question de l'al>olir 1>ar le 
truchcment des happenings ou des 
events, n1ais. au contrairc. <l'cn Cjccter 
les in1p(>stcurs, les T(ll><>tS e t Jes bureau· 
crates pour le rcndrc fl sa destination 
prcn1iCrc~ cclle. cl'cnclos sacrC. 
De ce genre d~evenen1ent libiclinal, ii 
rcstc des sou,•cnirS ulcra-subjectifs c1 
des reportages 1>articuliCrcn1cnt tcn­
dancicux (scion le r61e ct la place qu'on 
assun1ait dans: l'arCne) et, surtout~ des 
effets scco11daircs, a lc>ng tcrn1c, qui 
con1inucn1 d:agir apres coup. c ·cst le 
cas du hclppcning dont Jes diffCrcnts 
irnpacts sc fon1 encore scntir bic11 au­
dela du demi-monde artistiquc. Mais la 
bevue rcgne. Quiconque evoquc. ii pro­
f)OS des happenings ct de Fluxus, !'abo­
lition de l'art, sc n1et le doigt (!ans l'reil 
jusqu'au C<>udc (ii est vrc·1i c1ue la nlaS..~· 
1nCdiatisation rclCvc-davantagc clu fist­
fucking que de la cliffusion cl'i11forn1a­
t ions). 
Qu'on le reconnais.se une fois pour tOll­
tcs, ii n'Ctait pas question de dCtruirc 
l'an lorsquc vcrs 1955, :) Osaka, lcs 
1>eintrcs du groupe Gutai ont prolongC 
!'action-painting 1>ar des tableaux-ac­
tions~ lorsque, vcrs 1958 aux USA, n1on 
an1i Allan Kapro''' a jc1C lc.s bases du 
happening; l<>rs<1u'cn 1960, ft Venisc 
(dans le cadre de l 'Anti-Proces) nous 
avons 111ontC le pren1ier happening en 
Europe; lorsqu'cn 1961 et '62, 11 Ncw­
York ct \Viesbadcn, ~taciunas lan!iait 

les activitcs de Fluxus. 11 s'agissait plu­
tOt d'arracher Part a11x ins1itu1ions offj. 
cielles et n1ercan1ilcs qui l'Ctranglaienc. 
On voulait subvcrtir lcs gran1n1aircs 
s11rn1ciiques et Jes con1nlanclcn1ents 
idcologiqucs. Avec Fluxus, ii s'agissait 
d1arracher la 1nusiquc a l'acadCn1ic, aux 
.. orchcstres nationaux'', aux salles etc 
conc.-c.rt S<)pori(ic1ucs afin de-l'ouvrir sur 
la vie, sur lcs nouveaux tcrritoircs :'t 
n1usicaliscr. l,..'inoublial>le ha1>1>e11ing du 
grand John Cage, toute une nuit de 
1974 (dans les irrempla~ables halles 
Balcard. dCtruite.s 1>ar la speculation in1· 
mobilicrc. supprimccs par le criminel 
url,;1nisn1e 111unicipal ct go11vcrncn1cn­
tal) restcra, 1>our nous, 1>lus qu' unc 
oouvrc de gCnie. l'cn1l>ICn1e c1'unc a111re 
fo.,~on de voir, cl'Ccc>11tcr, cle vivre. 
L'idce-force de l'cpoque ctait ''l'clargis­
sen1cn1 de la conscic11cc" au sens <)\1, en 
anglais, on dis.:'l.it des sul>stanccs halluci­
nogCncs c1u'elles Ctaien1 .. co11sciousness 
cxpanding'1• La perception hallucinatoi­
rc a d'aillcurs 1oujours cxis1C - ainsi 
quc Gilles Dclcuzc vicnl de le S<>uligner 
dans "le l'li, Leibniz ct le Baroque" -
1t1ais ii fallait bien proclan1er J'ouvcrt11-
re ct l'inachCvc-n1ent de l'oouvrc pictu­
ralc, 111usicale ou poCtiquc con1n1c fon­
den1cnt du processus de production. 
C'est cc que firent les happenings, Flu· 
xus, le r:rce Jazz, ainsi que lcs reuvrcs 
n1ajcurcs clu c.inC111a underground Ge 
pense fL certains fi ln1s "accCICrCs" de 
Jonas f\<fekas, cle Bruce Co1111er, de 
'J'aylor Mead ct, bcaucou1> ,,tus tard, de 
Nan1 June l)aik, ol1 la pratique cladai·s1e 
du ntontagc alCatoire ~1 grandc vitcssc 
subvcrtit la structure clu rCcit cinCn1a10-
graphiquc et le statut du specrntcur 
passif). l)ar ailleurs. la prCtcnduc ·1con­
traclicti<>11 .. cntre happening et pcinture 
n'a jan1ais existe que dans les thCses de 
qucl<1ues universitaircs bornCs. L.,1 plu­
part des principaux autcurs de happe­
nings (Fahlstrom, Oldenburg, Dine, 
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"L'arCnc ttait dcvcn\1 le tcm1c appro1>tiC 
pour dCsigncr la toilc (a la longue la toile 
fu1 laissCc de c6tC pour produirc des 
happcnin~)." (Marold Rosenberg) 

Pommcreulle, Kudo, Vostell, pour nc 
citer qu'cux) n'ont pas ct1 it faire. de 
retour a la peinture, pour la bonnc 
raiso1l qu'ils nc J'avaicnt pas quittCe. 
Harold R<>senberg est n1<>rt tro1> tOt 
pour se rcndrc comptc quc la 1oile 
n'avait Ct6 laissCc de c6tC ((UC passagC­
rentent1 le 1cn1ps des essc111icls voyages 
hors-circuic. en territoire 111cntal non 
cnc(>rc car1ographiC (toujours la .:pr<>· 
111cnadc du schizo1)hrCnc'1 au-clela dc.s 
Jin1itcs du langagc). Le concept clc nux 
ou (I' CvCncn1e1lt -cn-train-de-sc-dCrou­
lcr est incon1pa1iblc avcc les contraintcs 
de la fixitC ct etc. la finitudc. n1ais pas 
avcc la l)luralitC clc l'Ctre. La concon1i. 
tancc, dans plusicurs bit)graphics, du 
happening cl de la pc.inturci n'cst pas 
pll1s .. al>surde'' que la concon1ita11cc -
vit:1Je, <lynan1i<111c, structurcllc - de la 
1>t>Csie ct des arts plastiqucs, ou l>ien clu 
theatre ct des arts plastiqucs, chcz lcs 
prCcurse\1rs de 1~in1port<1nce cle Sch,\•it­
tcrs, etc Arp, de Pic:.1l>i;·1, cl'A.r1aud et 
bicn d'autrcs encore. Micux vaut en 
finir pol1r <le bon ~'vcc toute illusion 
conccrnant " l'unicC du n1oi", l'univ<>cite 
des pulsions er l'unidin1ensionnalitC du 
dCsir. 
l)our cc qui est le F'll1xus, ii y a un 
danger de n1or1 ((Ui consistc :?l en faire 
unc chapcllc. un gr()Upuscule fer11lC, 
unc sortc de parti avcc tout cc quc ccla 
co111po1·1e de bureaucratic et de n1cnta­
l itc parano'iaque (c'est le syndrome de 
la " fortcrcsse assiCgee,, bien connu des 
hiSl(>ricns (fu Stalinisn1e). Ccttc menta­
litC s1ali11ie1111e est contrairc i• J•idCc de 
flux puisqu'clle arrCte, fixc ct refcrn1c 
cc qui, par dl:finition, doit Ctrc 011vert, 
tluidc, de n1ouvc1ncnt. 1-IClas! C'est ce 
Stalinisnlc-IH (jui rtgil ccrtaincs n1anifcs· 
lations FhL-<us <1ui se \•oudr.1ient orthodo­
xes ct (1ui sont c11 fait ac..1.dCn1i(1uc..~ c1 
n1or1ifCres. EspCrons que ''' n1anifcsta­
tion venitienne organisCc par Di M.aggio, 
Bonito Oliva ct Sassi nc rcsscmblc en 



FUNERAL CEREMONY OF THE ANTI-PROCES 
Performed in Venice on July 14. 1960. 

A cocktail is served at the Palazzo Contarini-Corfu, 
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 lvlarquis de 
Sade about death and love. Complete awed silence. 
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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 hat.~ off 
thinking it's a real funeral. Body is taken to awaiting 
gondolas, is put in front of first gondola covered 
with flowers. 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 
Oowers. It was a sculpture by Jean Tinguely. The 
i\nti ·Proces manifestation was dead and buried. 



rien fl un cnterrement $talinien, officiel 
ou non. Bon no1tlbrc d 'entrc nous, en 
venant a Venise, leur faisons confiancc 
et esperons ne pas etre de~us. 
J'ajouterai une remarque- qui vaut non 
seulcment pour ceux qui fig11rcnt sur la 
fameusc char1e de Maciunas (en 1ant 
quc prccurscurs ou qu'autcurs de hap­
penings et cl' events, a des dates plus 011 
moins exactcs): le concept hcraclitccn 
de flux, a partir duqucl une multiplicitc 
de n1ouvements a bifurc1uC cl'avec l'i­
dcologic dominante de l'epoquc, est un 
concept qui est trC.s loin d'avoir dit son 
dcrnier mot, 11011 sculen1ent en art, en 
n1usique ou en philosophic, rnais aussi 
en politique. II serait malhonnete 
'"d'oublier11 qu'fl l'C.re dite "technologi­
quc" et "planC:taire", Etat cl Parti con­
stituent des archalsn1es dCsuets qui, par 
leur nature rneme, font obstacle au 
mou,•emcnt de la socictc vers des mo· 
des de vie novateurs. Maciunas, le fon· 
datcur de Fl11.:<"us1 Ctait quan1 fl lui par­
faiten1ent conscient de 11interconnexion 
des pulsions artistiques et sociales. II 
n'aurait certaine1ne11t pas vu cl'11n 111au­
v:1is ceil le formidable retour en force e t 
en beautC du mouvcn1en1 Dac.1a - singu· 
licrement de Duchamp, de Picabia, de 
Satie, cle Sch\vitters - qui a exercC cli­
rcctcn1cn1 cl indircctcn1cnt unc i11llucn­
ce puissan1n1cnt libCratricc sur lcs co11· 
rants radicaux des annCcs 60 ct 70. Unc 
ccrcainc dada'isation de la vie socialc 
est pet1t-Ctre unc clcs rC1>onscs lcs 
n1oins bCtcs c1uc puisscnt <Jonncr !'ag­
gravation de la crisc du c.a1>italis1nc fl 
ce-ux e t ce lles <1ui ne ve11lent pas en C1re 
vic1 in1es. 
11 a CtC rcmarquC - dans. la prCfacc 
d'Edouard Jaguer ft la rCcentc exposi­
tion de Joseph Cornell (Galerie 1900-
2000, Paris) - combien les coffrets 11 
magic (rcjctons ludiqucs des valises­
musees de Duchamp) fabriqucs dans 
les anneCS 1940-50 Ont prefigure ICS 
boites Fluxus des annces 1960-70. II 
faut do11c con1pter Cornell, avcc llusso­
lo, Duchanlp ct Cage, parn1i lc.s ins1>ir:-t­
teurs directs de Flu,us. 
Quiconque (re )conn a it le f<.lr111idable 
sou!Cvcn1e11t pulsionncl, polytechni<1uci 
111ultidirec1ionnel et souvcnt "fl rctarcle­
nlcnt" <les annCes 60 - c t, ~' pl11s forte 
raison, quiconque r a ve.cu - llC pourra 
s'Ctonner de cc que soi.ent rCunis <fans 
une mCn1c n1anifcs1a1ion lcs 1-lappe· 
nings ct Fluxus. Aprcs tout, lcs Happe­
nings e t Fluxus Ctaicnt con1e111p<>rains -
avec une lcgcrc precedence des Happc-
11ings - e t bon non1bre d 'artistes ont 

plonge a la fois dans ks dcux courants 
de cc mamc fleuve. En fin de compte, 
la difference, si difference ii y a, reside 
moins dans l'intci11ionnalitt program· 
ntatiquc - rclativc1ncnt changeante ct 
flouc, cles t•ns 0\1 des atitrcs - quc dans 
lcs affinitCs affectivcs, personnellcs, 
voire gCographiquc,s ou linguistiques, 
qui rapprochaient ou no11 les individua­
litcs. 
Si cc flcuve-ci fait suite, en quclque 
sorte , a l'ino11dation! Dada - e1le-n1Cn1e 
tributairc de la radica lc "avcr.sc de cafC 
noir" jetee par Victor Hugo sur scs 
lavis - sans parler des collages, frolla­
gcs, asscn1t>lages et n1ixages dus a11x 
grands invcntcurs de cc si~cle, on peut 
coostatcr a t1tour <le nous! L'extrC1ne 
vitalitC de ces flux subversifs qui ont 
change cle no1n, de for111c, de direction 
mais pas d'intensit~. Qui oserait preten­
c.lre c1ue rart, la n1usique, le cin6111a1 lc­
theatre 0 11 la politique de den1ain 11'cn 
scront pas, a le11r tour, a ffectC.s positi­
ven1en1? 
JI suffit de regarder ct d'ccoutcr ccrtai­
nes perforntanccs: cer1aincs produc­
tions theatrales, cenains groupcs Rock, 
ccrrains vidCo-cli1>s, sans pal'ler de- cc 
fan1cux viclC<)·:trt c.tont on 1>arle beau­
coup (ntais ft qui la ~rCICvision, n1ono· 
polisCc par lcs pc)uvoirs, nc Jaissc pas le 
111<.linctre espacc \•ital) 1>our >' dCcclcr le 
n1odc d e perception hallucinatoirc que 
les J1appenings, Fluxus ct le cin6n1a Un .. 
derground o nt n1is en circula ti<)n dans 
lcs annCes 60. 
II est effarant de cc.lnstater <1u·a)1an1 
dCbu1C, dans sa phase <l'apr~s-guerre, a 
Osaka~ e t ayant fait le tour du nlondc t1 
la n1anii!re cl'une l>0ule cle fc.u lillertairc 
i11contr6lable~ le n1ouve1ncnt des hap· 
penings a mis trentc-1rois ans pour tra· 
verser la n1cr de Chine cl sc manifester 
a Pekin. C'est parcc que Stalinisme et 
11lao·is11lc ont CtC- synonyn1cs d 'ac.ad'C­
n1isn1c e t cl1in1becillite e1 que ccs dic1a­
turc.s-l<.t ont le n1icux rCsistC au vcn1 de 
lil>CrtC fertilis.;11ricc q11i co111n1ence tou­
jot1rs ~• soufOer sur les arts :1vant cle 
balayer !'ensemble d'une socictc. Nous 
apprenions done par la pressc, en fc­
vrier 1989 (1rc)iS 111o is plus 1ar<I - c'Ctait 
le Printe n11>s de PCki11 - deux cent n1illc 
nlanifcstants rCcl::tn1aicnt libcrtC cl1ex­
pression et democratic rcclle. Unc fois 
de plus, le soulCvenlcnt cles artistes 
s'cst avere premonitoire. Hclas! La rc­
prcssi<>n sanglante cxercCc par I' Arn1Ce 
Rouge - une fois de plus! - y a mis 110 
tern1c, provisoirc bien sUr) q\11une ex­
position pckinoise regroupant 250 
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<euvrcs de plus <l'unc ccntainc d?arti· 
sics chinois non-officiels avaient eu des 
dcmcles avec la police. Parmi ces 
c::cuvres, un phallus g~ant, s11spcndu au 
plafond entre une poitrine gC-antc Cl 
des ga11ts chirurgic.a.ux gonfles c.t ~air, un 
triptyquc sur Mao, etc., Jes ·1at1torilCs" 
(sic) ayant fair retirer certaines <euvrcs 
pour "obsccnite" (sic). Scion les agen­
ccs de prcsse, "plusieurs .artistes ont 
tenre cPorganiscr <lcs happeni_ngs en dC­
pit de )'interdiction qui en avail e te 
faite" (cf. le Monde du 7 fevrier 1989). 
Urle artiste de \•ingt-si.x ans nomn1ec 
Xiao Lu a ete arretee et detenuc pen­
dant trois jours pour avoir tir6 dcux 
balles de fusil clans une de ses sculptu­
res composec de dcux cabines tclepho­
niques. Selon le Herald Tribune (II fe­
vrier 1989), Mademoiselle Xiao, mon­
trant les trous de balles, declara que 
ceci faisait partie de son art ct sc plai­
gnait d'avoir etc mal comprise. "<;a sent 
n1a11vais11

, aurait dit un visitcur de !'ex­
position dcvant un poisson mort c.lans 
<les algues sur tin n1atelas en plastiquc. 
"Un artis te vcndait <lcs: crevettcs - pro­
testant ainsi COJ1trc la con1111ercialisa~ 
tion de !'a.rt, au dire d 'un critic1ue. Un 
autre sc lava les 1>ieds en public. Des 
prCservatifs ct de )'a rgent furent gel6s 
sur le sol e t un hon1111e a nloitiC nu s'cst 
assis sur des: reufs." C:.11 cffct! Cc qui 
int1>ortc, c-n Chine con11t1c 1>artout ail~ 
let1rs, cc. 11!est pas que clcs jeuncs arti­
stc-s sc rC.fCrcnt cxpliciten1c111 aux lia1>­
pcning.s ()U bicn £t la rCvolte radicalc 
clcs cl;.1cla·is1es1 c'cst que toutc censure, 
n1en1e la plus policiCre, soit c11 fin de 
co1nptc vou6e ~l 1'6chce. La "Raison 
cl'Etat" invo<1uCc par Jes ayatollas, Jes 
colonels. Jes grands 011 Jes petits "tiino­
llicrs", pour jugulcr lcs arts: fin it tou­
jours par n1or<lrc la poussiere. Otl'ils se 
le disent: emprisonner Sade pendant 
ving1-huit ans n'a servi a ric11! Sa pensee 
est, dct1X siCcles plus tard, plus forte 
quc jan1ais. At1cu11c sociCtC - qu'elle se 
prCtende a tort ;'dCnlocratiquc", "socia­
liste ., ou "con1n1uniste': (slogans publi­
c itaircs (le;!risoircs) - ne pet1t, sauf a 
<:to11ffcr, fa ire l't:conon1ic d 1u11 travail 
de recherche et de reflexion Sur Sa prO· 
prC fina litC, conscicntc ou inconscicnte. 
Cest en ccla q11c ltart est irre111pla~ablc. 
Pcut-on sc contcnter de cc que !es ''at1-
toritCs1' pcrn1cttent d'cxposer ft Pekin 
ou de cc c1uc Jc rnarchC de l'art laisse 
circtiler dans les 111usec.s e l lcs galcrics il 
Paris, Nc\v· York, Lonclrcs, Berlin ou 
Milan? Pcut-on accepter quc !'ensem­
ble des courants de pensee et des mou-
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vcn1cnts contradictoircs d'une epoque 
soit r~duit at1 scul produit commercial 
standardis~ d'un art o£ficiel? 
Qu'il ail fallu attendre 1990 pour qu'u· 
nc grandc (mais inexhaustive) manifes­
tation soi1 oonsacrCc. a Venlsc. a un 
cour:tnt ar1is1iquc si Ccrtilc, ccla en dit 
long sur la capacit~ de rcfoulement ct 
de ccr\~urc qu·cxcrccnt les ins1ances di­
tes "culturcllcs"', qu'cllc.s soient n1inis­
tCricllcs. ins1i1u1ionnelles ou (comme 
on dit) "1>rivcs''. II n'cst pas indifferent 
quc ccci ait l ieu prCcisCn1cnt a Ve11ise, 
lieu ou s'cst dcroulc le 14 juillct 1960 le 
premier hn1>1>ening curo pecn. C'cst 
done tout :t l'honncur (IC Di Maggio, 
Bonito Oliva ct SHssi. aujou1·cl'hui. de 
faire n1icux C()nn:titrc lcs reuvrcs. c t lcs 
id~cs de ccux <lcs :'nni:cs 60 qui ont 
cnfrcint lcs lois du n1archC1 qui (>nt 
refuse de sc soumenrc a la pourriturc 
surm4Sdia1isec ct surron1mercialisCc rai-

sant fonct ion (IC cul1urc don1inan1c. 
Tundis que les pluintes s'elcvent pour 
deplorer la defoitc par l'industrie cultu­
rcllc du "cin<:n•:t dirr<:rcnt ... du .. 1hC31re 
different'·. de la "lim!rature difffacnte'", 
voici unc prcuvc p:•radoxaleme11t vitale 
de hautc dissidence. Fureur des ideolo­
gues de ran-prct-~·porter, des adora· 
1curs d 'acadcmismcs et cles planifica­
teurs de la castr:11ion! AllCgressc des 
no111adcs! Jouissuncc lies voyants! Ccttc 
rCunion a non scu1en1cnt le rnCrite de 
de gager des 1 r:tccs do happenings ou 
Fluxus cv1.1nts, c1 de 111t1ntrer clcs trit­
vaux annexes. contcn1r>0rnins <le ces ac-. 
l ion~. n1aiS SUflOUI cle C<>nt inucr fl PQ· 
scr. envcl'$ cl con1rc t<lUI. lcs quest ions 
de (t)n<J quc l'in"tustri~1 l is:ttion f<>rCCe ct 
l'assujctti:sscn1cnt n1nssif tc ndcnt ii no­
ycr d:in.s un nssourdi!tsan1 vacarn1c n1e. 
diatique et administratif. Ccs questions 
nc so111 pa~ nouvcllcs n1ais. rl trop fcs 

ignorer. l'id~e memc de cullurc est en 
train de pcrdrc su pertinence. En voici 
quclquCS·UllCS! <1uellcs SOlll lcs fon· 
ctions de l'art duns la Socicte Marchan­
dc'! Qui g~rc quoi? Qui oricnte Cl con. 
tr61c lcs nlOU\'Cmen1s ar1is1iques? 
Quest-cc quc la libcne d'cxprcssion? A 
quellc dialcctiquc ol><!issent les pulsions 
CrC3th·es? La "llOUVCOUte"' - reelle OU 
intaginairc - a·t·clle un sens en art? 
Avcc qucls cri1~rcs qualita1irs la .. ,,a­
lcur" (l°unc J)r<.)<fuction llrtistiquc pcul· 
cllc Care 111csur.;c·1 Ouc <le,1icn1 la pcn­
scc mythique quand l':irt d isparait (par 
suite de rcificati()n 1)11 d 'ttouffcmcnt)? 
C()l11111Cllt s'in:>lrturC IC diSCOUr$ l<)tali­
l<1i rc'/ Qu'cn cs1-il. ici, en 1990, de ccttc 
.. libcr1C" clout lcs gouvcrnants cl lcurs 
publici1uircs nous r::1t,a1tcnt beaucoup 
trop lcs orcilles? Ouclle place nous est 
assignee dans l'arcnc'? Est-cc bien 9A 
quc n0\1~ dCsirons? 

La Ch<:M vk:nc cark::11a s.ulla gondola per i funerali in lag_una. 
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Ugende 
letm·lacques Lebel 

C'c.')t l 'histoire cl'unc rose figuic1:re <1ui 
aspcrge de scs jus citronnCs une bananc 
au temps cles ce rises (scrait·ce la '"rC·in­
carnation" ludique <le Flora, d'On11>ht1· 
le, de la V enere Cloacina. de Dc1hsa­
bee, de Danae ou de !'Olympia?). Non, 
c'cst l'histoirc de J'(eil <le faucon ver· 
sant lcs la r1t1cs d'Eros sur le ('•rai) objct 
clarcl clu Regardeur afin d'ol>tenir tine 
belle patine. Non, cicst l 'histoirc du 
111iraclc cJe l a Rrosc qt1i t ransforn1a L.11 

fe111111e t/lti JJisse (gravCe par Rcntl>ran<lt 
en 1631) en A1ariCe 111ise il 1u1 ... , adcpte 
cl doublurc, en quelquc sorte. de l'o:u· 
vre fonclatrice de P~lrt conceptucl: Fo11· 
ltline (1917). Non, c'cs1 l' his1oirc du 
Grand Schismc Dada. t111e des bifurca· 
lions philosophiques: socialcs. eroli· 
<1uc.s ct ar tistiques les plus fcrtilcs en 
rebondissements depui~ la rC\1olution 
copcrnicicnnc c>u l'i11vcntion <lu c.in6111a 
(l' in1agc- c-11 o\ouvc111c111}. Non, c'cs1 
l'histoirc du complot insurrectionncl 
tran1C en pcrn1ancncc. a travcrs lcs siC-­
clcs, p~1r unc tribu de 'VO}'~tnts vis.ant :\ 
dada·iser ICS ra1>pOrlS de f>rOduCliOn Cl :i 
sul)vcrtir la sociCtC <lu s1>cctaclc (n1c111-
brcs fonda1eurs de cc comi1c clande­
s1in: Rrose Sclavy, Udnie, Anna Blume, 
Nadja, M olly Bloom, Lady Day, la Pre­
sidente, Jean11e-Marie et Alice. ~fr. ·1~e­
s1c, Mr. i\nl ipyrinc, quclqucs l rnnsfu· 
gcs <le la Makhnovchina et de la Col<.>n· 
nc Durruci1 ccrtains descendants rhyzo­
n1ati<1ucs du Divin Marquis~ Bird and 
1>rez, the Pareg<>ric Kid c t quelque..~ 
au1res). 
Brcf, c'est Pltistoire d'u11e hcroinc de 
ICgende qui, a r i11stant o l1 jc vous 1>arle. 
releve sa minijupe pour n1ouiller ses 
Javis d'Eros. Elle chanto11ne d'unc voix 
de rnczzosoprano (pcu1-c1rc pas la sicn­
ne), ou1 o f lhe blue: 

"J·A.RROSE SELA VY! " 
Mixagc des flux. tvfontagc clcctr<>nic1ue 
pulsionnel . Odeurs. Torrems d 'images 

concassCes, refocalisCes. <ICco1ltposees, 
surn1ultipliecs ft 1•infini. All that jazz . .. 
Tin1e Oic-s. Quelqucs annCcs plus 1ard 
nous rctrouvons no trc hCr<>inc en train 
de j ouer le role principal, cclui de la 
Prima Donna invisible. dans le chcf­
d'o:uvrc de Jean Eustache, One S(l/e 
l1ist<1ire. Encore le thCn1c <le la <loublore 
ct <lcs glisscnlcnts <le terrains. la porte: 
cochCre de Ca.daquCs s'Ctant n1uCc c11 
p<>rte de \VC cl'un bistrot parisien. Filnt 
··n1auclit'', bicn sfir1 parce que genial~ 
n1ais cc rOlc occultc nc lui <ICplait pas. 
O n l'in1aginc - nlais on nc la voit jan1ais 
<lirecte11lc11 1 - e n 1rain de dC:-vo ilcr, 
pcaufincr, rinccr scs instruments ritttcls 
(avcc un cu ricux met.-1ngc Catt <le vie I 
cau de rose )i lcs agitant t>icn avant <le 
s'cn scrvir. Unc vicille carte- p<.)Stalc -
signCc C. lcs1i11 ( envoyCc de Niort le 
11.12.1 907 ii 19 h 30)- avail dcjii mon­
trC unc ancCtrc de Rrose ~\'(lat)' en J)ICi· 
ne actiOn derriCre la J)<)rlc, faisa111 face 
it <lcux rcgardcurs dont un accroupi sur 
le sol (co n1111e <l~111s U11c sale l1istoire). A 
part Rcn1branclt, des clizaines d'autrcs 
t6ntoins oculistcs (grands pcintrcs ou 
<lcssinatcurs anonyn1cs) avaicnt <lCja 
croque ou "fi l111e'' en g.ros plan de scn•­
blablcs scC11cs d'ant()ur, notrc hcrofnc 
n'cst done pas 10 111bCc du cicl, cllc a cu 
<Jes prCcurseurs. 
Rrosc, en c1uclc1ucs sortc-, opCrc la 
synthC5;C de plusicurs n1ythes, 111ais cl­
lc le fail ()t1vcrtcn1cnt, ttu grancl jo11r, 
sans sc prCoccupcr des lois d u n1archC 
ct de la rCglcn1entat ion atJCrrante <le 
l' in<lust ric cult11relle. El ccci non scu · 
lemcn1 parcc qu'LHOOQ mais aussi 
parcc que, CJCve de Nietzsche c t <le 
Stirncr, clle ne sc (ait auc11ne ill\1sion 
quant 3 la " libcrtC d'cxprCSSionn OC· 
t royCc par Jes institut ions. Eta111 tl<Jtt· 
11Cs la c/1t11e <l'eatt e1 le gaz 1l'Cclairage -
sans ()Ublicr la Bro}·e11se tie cl1ocola1 
qui a ses part isa ns c nthousiastcs - he r 
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kncs..o; arc no t cold1 just '"et t111<I sticky. 
Ea11 ct gaz ti 1011s !es Ctages, ' 1oyez-vous 
(c)u plutOt 110 11, vous nc VO)'CZ pas), 
c'cst bicn bcal• ct bicn bon, e11corc 
fau1-i l que le je1 lance par la feuille de 
t.·ig1re fe111e/le attcignc son "obje.ctif' ct 
ac1ionnc quelquc disposi1if complcxe 
<l"Cchangc. rvtouvcnlcnt tra11sforn1ati<>n-. 
ncl de,s flux. Ccci n 'c.o;t pas clu clClirc ou 
plutOt si. 111ais du <IClire <1ui rcs1>CClC la 
logiquc iittcrnc du n1ythc. Les inclica. 
tions de 111isc en scene figurent cxplici· 
ten1ent dans le titre <le la version gravCe 
(en 1964) de Fon wine: 

UN l{OUINl!'l' k CVOl.lFrlONNAI RE 
"RENVOI ~111~1FIQUI! .. 

Cc prcn1ic'r. rc.ady-nta<lc signC. allait, en 
cffct, rCvolut i<>nncr l'histo ire de rart de 
la pcnsCc, en rCalisant p<.)ur ainsi d ire le 
1>rojct co1nn1cncC per Giorgione clans 
L1i '/'e1111J21e: inclurc le regardcur clans 
la structure. L1in1age devient t1ction. le 
1>lan <IC\fiCnt s6qucncc. 
Autrc111ent dit la fontaine <1ui vicnt <le 
sc faire i11nondcr, inno11<lc ~1 S(>n tour. 
Un peu co111n1c si Danae, trcn1pCc par 
la di luvienne Pluie d'Or (1hc Golden 
ShO\\'cr) venue cl'en haut. opcrai1 un 
rctour ~1 l'cnvc)ycur, intCrCts cc)n1pris1 

en braquant son "robinct l'Cvolutionnai­
rci• sur J'an1ant jupitcricn. Classic1uc-si­
tuation sp6culaire de l'arroscur/;1rr<>sC 
qui 1l'ICl en n1archc de n1ulti1>lcs n1uta­
tions pern1cttan1 - con1nlc dans tout 
rc!cit n1ytl1ologique - <le passer d'un 
''Ctat" ~I rautrc, d'un scxc ~'t l'autrc, 
cl'unc Cpoque :\ l'atttre. Les jcux intcr­
clits - lcs a111(>urs cles clieux - ont 1>our 
sculc Joi le jeu d'cspri1, pousse a l'ex1re­
n1c, des dCdoublcn1cnts, rcn"crsen1ents 
el rebondissc111c111s. Exemplc lire d'A· 
mimic Cinema: RROSE StLAVY e1 moi 
esti11ro1ls /es ect:lri11roses tics Esq1Ji11tatL\' 
111L\· 11ro1s e.r1111;s. Elle s'accouple, la n1a­
chinc cClibatairc. l.e 1>ortrait <le R.rosc 
Selt1vy c1 de son double qui es1 prcscntc 
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ici ticnt done compte des mots de passc 
et des image.s codecs. Ce portrait ma­
chiniquc pivotc autour du ''renvoi n1iri­
fiquc", (>tincipc. de. base-et n1oteur de la 
1>ulsion an1ol1reuse con1n1e de la pul­
si<>n artistiquc. Si Erc.)S c 'cst la vie, qucl­
le n1eillcure n16tho<le cl!action existe· t· 
ii'! L'autoportrait de Rrosc s'adrcssc ii 
scs ·'cClibataircs, n1Cn1c" - rcgardcurs 
Cl regardeuses - CO·a\1teurs <IC la n1ise 3 
nu clc ccttc flu id iquc MariCe. DCsor­
n1ais, les Ccl1anges de regard, Jc travail 
des rcgarcls, Jes effets concrets cfcs re­
ga.rd s co.nstitucnt l'axe principal de la 
n11se e.n image. 
Rrosc n'est pas a la portee de n'importe 
qui. Elle a l1orreur des m 'as-111-vue hystC.· 
riqucs ct des doctes dir1osaurcs institu· 
tionnels. Sculs les visionnaircs hors-sCric 
ont quclqu'espoir <le toucltcr au but. 
Rrose a ses inities et ses <IC.tracteurs, 
ses a1nan1s e t ses e nne mis, con1me tOt•· 
te.s Jes dt!esses de FOlyn1pc, 1n<1is, ;, la 
diffCrcncc de scs <:o ll~gucs. clle en 1>isse 
de rire. On sc $<>uvicndra pcut-Ctrc que 
Ma dan1e le DCpu1e Cicciolina , ()Qur 
epater la bourgcoisc Cl fidcl iser Sit 

clientclc (elcctornle), ttvait, ii ya qucl­
qucs annCes. te rn1inC son numCro <le 
cabare t e n urinant sur le pt1l>lic c t, <le 
cc fait, avait CtC incul1>Cc d'otitragc aux 
bon nes n1<£urs. Cc rcn1akc populis tc ct 
hila rc de L(t fe111111e (/lti JJisse sitr /11 fJlt1ge 
- pcinte par Picasso en 1965, cxposcc 
au MusCc Natio11al d' Art ~1odernc de 
Paris (ce qui ne- risquc pas <l'arrive r a u 
portrait de Rrose!) - etait trop simpli­
ste , tro p n1on<..)SCn1iquc pour s'inscrirc 
dans In grandc tradition du rcad)•-n1adc 
instituC par /7011tai11e. A Cicciolina i i 
n1anque, prCcisen1me nt, )'esprit <le Rro· 
sc. L'En(,1•clopcdic Da Costa l'avait ja­
d is qualifiC d 1hua111our. 
Vous fi1tc.s pourtant pro1npts, 6 mini· 
stres de la ffi()rt, a c rier au sc.·andale du 
fait quc ccue vedeue de cabaret ait 
n1o t1illC son pul,lic, a lo rs quc lcs fui tcs 
radioactivcs~ rejctC:es quotidiennen1ent 
dans l'atn1osphCrc par les '·acci<le nts" 
des ce ntralcs nuclCaires, sont au1re­
n1cn1 ol,scCnes et prC.se11ten1 tin danger 
to ut d e rnCmc plus grave pour l'hun1a­
nitC. Si, dCjit. la C icciolina vo11s a exa­
spCrC, tas de robots pressurises sous 
vidc, prostcrnCs dcvant vos ayatollahs 
mCdiatiqucs, dans qucl Ctat allcz-vous 
mettrc en voyant R rosc? Yous allcz 
trouver ce portrait •rtro p explic.itc", 
'"trop irrCvCrcncicux", " tro1> vulgaireu 
e tc ... , e t vous eussiez p rCfCrC, e n tant 
qu'invcstisscurs a ttcntifs i'1 l'indicatcur 
de tendance, que ce probleme de "ren-

voi n1irifiquc" ne flit n1~n1c pas posC! 
L'idCe que Rrosc puisse jotier ;, sa gui­
se de son " robinel revolut io1111airei• 
\ 1ous horripile. Votre idCal f6n1inin, 
c'cst s i1r, rcssen1l, le b icn clavantage it la 
NiCn1c r>ouffiassc ll\IC pcintc par l~c­
noir - .;~a sc ven<I bicn au Japon!'~ -
qu'ft la Af(lriee <lt1 Gn111<i Jle1re o u ~1 sa 
copinc U<l11ie. II cut C1e plus conforn1e 
aux rCglcs de PacadCnlisn1c d 'avant-gar­
dc d'CXJ>OSCr a <:c11e Biennalc de Vc ni­
sc, comn1c it toutes lcs ~•utres, toujo t1rs 
le n161ne grand J)ri.x <le pcinturc dCce r­
nC p:lr l'Institut Mondial tie la Castra ­
tion i\ IOujours IC meme lablcau: le 
portrait de Leo Castelli par Jean-Ga­
brie l D<>n11ne rgue. Ccrte.s. l'autopor· 
trait de Jlrose n'cn1prunte pas Jes n1C­
n1cs can~1ux c t 11c vise pas le n1Cn1cs 
honncurs. o~ailleurs, lour<I est le cata ­
logue du Salon de$ Refus~s oil figurent 
1oujours non set1lcn1cnt Fo11t<1i11e, ,,..1//C­
goric tic genre (Portrait tic Georges IVa­
sl1i11g101r). IVit/1 J\'fy 10 1111gr1e i11 1\1)' Cheek 
c t Tont1re 111orte, 111ais aussi La fe111111e 
t111 J'crroq1re1 <te Courbet e t 1~01)·1111>in de 
Manet, Ulys.rn.< de Joyce et le 1iopiq11e 
t/11 Cancer de Miller. La compagnie est 
cxcellcnte. An1usons·nOltS ;, no ter, e n 
pass~1nt , que Jes in(1uisitc urs fu ribonds 
qui censurCrcnt J":o11tai11<:. A llegorie 1/c 
ge11re ct Ul)1sses sont toujours a u pou­
voir 3 \Vashingto n. La croisa(IC que 
nlCne le scnatcur d 'extrCnlc droite Jes­
se Helms contre des photographies de 
Robe rt Mappletl1orpc ct unc sculpture 
d'AndrC-s Scrra110 qu'il jugc "obscCnes"~ 
dcn1t)ntrc la pCrcnnitC de l~l pudil>0ndc­
ric n1ilitan1e. Si pcrsonne 11'a re niflC 
d'odcur de parcntC. - nlC111c lonta inc -
e ntrc la sculpture d e Serrano, un cruci­
fix trc1npC dans tin bocal d'urine, c t 
Fo111ai11c, e'est petit·Ctre parce que cette 
derniCre fut prCscntCe horizontalen1e nt, 
disconnec1ec de toute plombe rie, C<>m· 
n1e un en1blCn1e forn1el ct non pas ex­
c rCn1entiel. L'intp<>rtance des <ICchets 
est apl?arue n1assiven1ent avec le ctada'i­
sn1e (~1erz.bau) ct le nCo-dadaisn1e 
(Junk Art) mais elle etait sous-jacente 
<lepttis le XIX siecle. N'otibliez pas. 6 
:-1111atcurs d'art Ccla irCs. quc cc nc fut 
pas un pcintre n1ais un poete qui in\re n· 
ta la prcn1i~rc tcct•niquc nouvelle de 
l'art modernc: la giclcc. II s'appelait 
Victor Hugo et .;finissai1'· scs supcrbes 
lavis d 1cncrc fluc tua nte avcc des '·avcr­
ses cle caf6 noir'', vers 1850. Pr6curseur 
csscntie l. 
Sachez, 1nesdames ct n1cssieurs, <1ue si 
le l?.oi et la 1<ei11e sont e11toi1rCs <le 1u1s 
vites, ce n'es t pas par hasard. On se 
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croirait dans le salon d't111 bordcl, pcr­
sonnc n'a encore dCcidC avcc qt1i 
montcr. Sacha Guitry disait quc ;.le 
n1cillcur 111on1ent c11 an1ot1r, c'cst quand 
o n n10 11tc l 'c.scalicr·~, n1ais le t\ 111, lui, 
rctlcsccnd: "A qui le tour'?" Cadence 
infcrnale . Vive n1cnt <lin1anche qu:o11 
puissc s'allongcr dans l'hcrbc c t fa ire 
Clt1 naturisn1c it l'abri de tOUS le rcgar(IS 
sauf ct'un seul, celui <1ui Cpie J,t c/1111e 
tl'e(t11 de l 'ex1>0S~1ntc· f1 travcrs la cha· 
t<>uniCrc spCcialcment pcrcCc ;, cet 
effe t. E te-s-vous a nes. \10US aussi, veri­
fier stir pl~1ce, f1 J>hiladclphic, si la porte 
n'a qu"un tro11 et it quelle hauteur? 
Tot1t a CtC- nlinutie t•sen1ent pense. ct 
mis e n place. le rittte l n'es t l)as quotid­
icn nlais J,ebdon1adaire (tel confcssc ). 
En a tte ndant, J11/1y Not .~11eeze? 
y aurait-il quelque cl1ose de pertinent a 
ajouter ii la Tour de Babel edifiee, en 
diverses langues ct jargons, :iutour du 
Marchand du Sel? Jc ne me hasarderai 
~1 glisscr sous la portc quc ccci: le tcxtc 
passC inapcrgu d'un tCICgranlmC c nv<>y6 
de Perpig.nan en J 959 (en pleine perio­
dc: c..lc prc!te nduc ''abs tinence" qui fut 1 

en rcalitc, la periodc de preparation 
sccrCtc d~ 1; 1a111 tlo1111Cs e t qtti pourrait 
lui servir de legcndc). II nc s·agit pas 
d 1uoc s ir11ple bo utade (con1n1e 1>ea1t (/e 
/Jaffe) ni d'unc "clef de lecture"" (car lcs 
c nign1cs de l'Ea11 (/e voilette ou de Ja 
vicillc porte cochcre de Cadaqucs rc­
slcnt intactes). Cc tclegramme signe ct 
d:ue du 4.5.1959 dit ceci: 

··FAIS SOUS MOI .. 
Tout un programme. Too good to be 
true? Et pourquoi done? 
En fait, cet aphorisme 1elegraphiquc 
precise quelque pcu le Profumo (not 
Sir John, ii punaniere ministro dclla 
Regina) de ce qui se passe de l'autre 
cote de la porte cochl:re, fendue de 
!'obscene chatouniCre. Ja mais dans 
l' histoirc de l1art, dans aucune. 1'oilcttc 
de Venus, scene d"oda lisqu e, de 
Suzanne Oll de BethsabCc au bain, dans 
a ucune con11,osition de G iorgione, d e 
Tintore t, cle Titien. de C ranach, de 
Courbet, de Goya, de Manet. de Pi­
casso ou de Bc:lhner, l'invitati<>n faitc 
au rega rdeur <le francl1ir la barriCre n' a 
CtC s i d irccte, si franche. Avcc Eta111 
tlo1111es l(l cl1111e (/'ea11 CJ le gaz <l'eclairage, 
le regard dCsirant e t soil 1;rcnvoi nliri­
fique" accomplissen1 un saut qualitatif. 
La n1Cta1>l1orc csl abolie au profit d'unc 
reconstitution nlinutieuse de-s faits . Le 
travail du regard tie l'invitC n'est pas un 
adjuvant de la misc e n sce11e, ii e n est le 
sujet meme. Comment ~a se regarde 



cette chose Iii qui se passe dans l 'herbe, 
cclaircc par le bee auer? En <1uoi ~a 
consis1e le regard du dcsir e1 le dcsir 
d'Ctrc rcgardCc? 
Les 1heologicns on1 raison, c'es1 lil que 
loul basculc. L 'offrandc passionnelle, 
ccla n'esl pas pardonnablc. Unc fois 
C<.)nson1n1Cc l'offrandc, ii n1y a plus clc 
rctour it la norn1c possible. 'Le regard 
est souvcrain. Un int6,gristc polonais 
qui sc ballade en jupc longtie (n1ais 
sans voilc11c noire) - le men1c qui 
frappa d'in1crdit un film de Godard 
montran1 la Sain1c Vicrgc nuc ct en· 
ccinte - nc !f/y est pas trompe <1u:int a la 
dangereusi1c du regard dcvoilant. 
"L'adt1ltCrc dans le cccur - prCchait-il 
en 1980 - est comn1is non seulen1ent 
lorsquc l'hommc rcgardc avee lcs ycux 
du d6ir une femme qui n'es1 pas son 
cpouse, mais justcmenl paree qu'il re· 
garde ainsi une fem1ne. M~n1e s'il rc­
garclai t de ccttc fafion sa propre 
Cpouse, ii con1n1e11rait pareil lemcnt 
l'adultCre par le creur." Le Saint PCre 
aurait-il rl:digC Sc)n h<.)n1l:lic ;tprCs une 
\•isitc sccrCtc du Philadelphia Muscun1 

Tclcgramn1a di Marcel Duchan1p 
a Roben Lebel) 1959 e carlolioa 1>0stale. 

of Art? Qu'aurai1 ele la reaction de 
Savona role devant t:.·1(1111 ,fo11nis, lui qui 
avant cle pCrir sur le l)Uclter avait 
haineusen1cnt fa it br(1lcr ct dCtruirc des 
tableaux de nus ct autrcs " <.X!t1vrcs Ii· 
cencicuses"? Sauf a faire re-toucher Jes 
fcuilles de vigncs (rajoutces) que lcs 
restaurateurs cle la Cha1>ellc Brancacci 
vicnncnt a peinc d'enlcver a l'Aclan1 ct 
a l 'Evc de Masaccio, et it couvrir tousle 
ntonts de VCnus du n1ondc d'u11 ri(leau 
<le fun1ee, con1n1ent cc Pape con11>tC·t·il 
s'y prendre pour isoler des regards lcs 
nyn1phe.s chastes ou en rut, lcs Maya 
vestida o desnuda. lcs odalisques 
ct·1mouf1Ccs Ot• pcrvcrscs, le.s Venere 
dornt icnte o spalancate, les Eves 
pt•<liques ou in11>udiquc.s qui s'Ctalcnt 
dans les musees OU elles attirent les 
foulcs? Aux heures de grande influence 
"l'adultCre par le cceur'' se pratique 
3\•ec cllcs :\ un rytl1111e infernal! 
Hcureusemcnt, malgre lcs progrcs 1cch· 
nologi<1ucs aceon1plis cians le don1ainc­
de l'c-s1>ionnagc ct du tcrroris1nc (l'Ctat, 
le co11trOlc absolu clcs rcgarcls en est 
rcs:tC au s tadc de 1>rojcl, dans lcs rCvcs 

dc.s go1avcrnants parano'iaques. 
En posant 1111 pour le remake d'Adan1 
e1 Eve de Cra1lach - filntC <lans Ci11e 
.\'ketc/1 clc Pieabia - cc en prClcvant des 
1f1orce1111.r clioisis rcacly·nlade cl1ez 
Courbc1 ou Ingres, le Marchand du Sci 
opere tin decoupage ct tan rC·assen1· 
blagc de ecrtains points de vuc de la 
grancle peinture rCtinicnnc qu~i l a fai t 
s icn.s, non sans Jes avoir affranchis de 
leurs fc>nctions J>urcmcnt n16taphoric1ucs. 
Certains intCgristcs fanatisCs co11· 
sidCrcnt qu~unc fcnlnlc- au visage dC· 
cot1vcrt est u1lc fc1nn1c cntiCrcn1cnt 
11ue. Que diraicnt·ils c11 voyant l'ab· 
soluc in1in1itC q11e nous de-voile ce1te 
/vlt1riee 111iJ·e ti 1111 j)tlr St:S celibatt1ires, 
111C111e? N<>trc hCroi'11c a-1-cllc u nc 
chance de sortir inden1ne de la civilisa· 
1ion de l 'image edulcoree? N'en de· 
p laisc aux gcrants de I' Ari World - le 
Pere Lacl111ise et f(l 111/!re 111 M', rCincar· 
na1ions clu GCnic des Carpathe..~ ct de 
sa "scicn1ifiqt1c" chCre n1oi1 iC - Rrosc 
11·a pas r intention de rcnoncer fl prcn· 
<.Ire son picc.l avcc ses i'rfoules J\1/ilic. 
A suivrc ... 



Carolee Schneemann 
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Carolee Sc;hnecn1ann, 1988. 
(Counesi· Emily Har"ey Gallery, 
foto Wilfrid Rouff). 



Clrokc Schnccm:inn. Foctr Fur C11ning 
Boorrls, 1963. 
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Carolee Schnccmann. 
Eyt Bod)'. 1963. 
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Alla pagina scgucnte: Carolee 
Schnccmann, Afcot 10)', 
"'FcstW31 de la fibre expression-. 
Parigl, 29 maggio 1964. 
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CAROLEE SCHNEEMANN FLUXUS 

fluxus can be lots or run when the boys let you on their boat 

so111cti111cs they throw you orr the boat 

you have to be NEAT all your words gan1es philosophy 

and things you rnake have to be NEAT (except for wolf and claes 

they can s111ear their pages its o.k.) 

if you dont wear underpants or show your pussy you gel pushed 

over the side {except not by jean- jacques philip larry or hen) 

in england the boys gave n1e the fluxus boat lo steer we 

traveled with water ropes bricks n1ilk shoes and blood 

when i carne honie george wrote a bad letter about my cri111es 

operatic political sexual 111el11phoric 111otors caressing mess and 

showing ;ny pussy i could always sneak onto tile happening~ boat 

it was bigger with louder rnusic and open all night 

nitsch and rnuhl can1e there with their dead pets 

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

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

i dont know if charlotte's ernbrace of all of us \Vas flux-us or not 

son1eti111es no one can read labels in the dark 

lluxus fro111 the far east n1oved by neon light and ironed wedges right into 

canal street i never saw the111 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 tinie 
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Car<>lec Schnccn1~1nn. 
Up 10 tltttl l1r<:ludl11g lier L;n1i1S. 
"Trackings", Basel Art fair, 
13·20 giugno 1976. 
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Wolf Vostell 

Woll V0$1cll. 9-No-111-<olllagn. hoppcning. Wuppcrial. 1963. (Fo10 U1c Klophous). 

91 



- - I 

Woll V0>1cll. ft\' ULM. UM ULM UND U.11 ULll llf:RU.11. hoJ>pcning. 7 ""'·cmbrc 197~. (Fo10 U1c Klophou' ). 
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\Volr Vostcll. Yo11. h~1ppening 
in Great Neck. Nc'v York, 19(~. 
(Foto l'c1cr ti.1oorc). 



\Volf Vostell, />/1ac11Q111c11a , happening, Berlino, 1965. 
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Musil< ohne Musik 
Eckart Rah11 

Von Musik soil dieser Beitrag handeln, 
die mit oder ohnc An'vcndung hcr­
kOn1m licher Kompositionspr i nzipicn, 
mit oder ohnc Bcnutzung hcr­
kommlichcr Jnstrumente, mit oder 
ohne lnterpreten im hcrkommlichen 
Sinne, nlit oder ohnc Einbczichung des 
Zufalls, alcatorischcn, iodc1ern1inierte11 
oder improvisatorischcn Elcmcntcn, 
SO\Vie n1it oder ohnc Einbczichung des 
Publikums als bcwulltcn oder auch un­
bewulltcn Ausfiihrenden gcmacht wird. 
Ober Musik, in der der Komponist 
cbcnso zun1 Aus- oder Auffiihrendcr1 
\VCrden ka1111, 'vie der A11s- oder 
Auffiihrcndc zum Komponistcn. Ober 
"offcne" Musik also. in der nichts ver­
boten, dafUr aber alles crlaubt ist. 
"Music as n1t1sic can~'. 

"Die Kunst hat in ncucrcn Zcitcn 111l­

gleich weitere Grenzen erhalten." (Got­
thold Ephraim Lessing) 

Schon scit cinigen Jahrcn finden sich 
Bcgriffe wie "Fluxus" (intemationale 
Kiinstlergruppe, der beispiels,veise 
George Maciunas, Nam June Paik, 
Joseph Beuys. Emmett \Villiams, La 
Monte Young, George Brecht, Jackson 
MacLow, Dick Higgins, Benjamin Pat­
terson, Daniel Spoerri, Jean-Pierre 
\Vilhelm, Sylvano Bussotti und Toshi 
Jchiyanagi angehoren oder angehor­
te.n) , "Neo-Oada in der Musik", 
"Event", "Action Music", "Musical En· 
vironment" und '"Happening" in jeder-
1nanns Munde, ohne daB viele 'vissen~ 
was sie denn nun eigentlich meinen -
oft sind sich nicht cinmal die Lcutc, die 
dicsc Bcgriffc gcpriigt habcn, iibcr die 
Bedeutungsinhaltc ihrer \Vortschopfun­
gcn im klaren. Die Konfusion findet 
sich iiberall: Bei den Musikern, die ja 
Interesse daran haben, mit dem, was sic 
gelernt haben; auch wciterhin auszu .. 
kommen, bci den Kritikern, die ja 

I ntel'esse daran haben, ntit dent, \vas sic 
gclcrnt habcn, auch ,.,.citcrhin auszu­
kommen, und, ant schlimn1sten natfir­
lich, bcim Publikum. Ordnung in das 
Chaos dcr ncucsten (wie soil ich sic 
sonst nennen'?) ~1usik zt1 bringen, ist 
unmoglich - zu sehr ist allcs im Flull 
l)egriffc11. Un<I auBcrdcn1: \Vic sinnlos 
is1 cs doclt, Ct\vas zu dcfinicrcn, das 
sich sclbst allc Freihciten cinriiun1t und 
sich dadurch gcgen jcdc Festlcgung 
'"chrt. Bcgnilgcn '"ir uns, anstclle nur 
Vcnvirrung stiftcnder Definitionen1 

darnit, daB c.o; sich l1icr tam Musik hand· 
cit, clie ... siche ot-,cn. 

"All the things that are ... are n1usical." 
(Richard Crashaw) 

Die musikalischen Revol11tionen habcn 
bishcr in1111cr das vorhandcnc ~fatcrial 
t-,eibehalten, \Venn -sie es auch kon1· 
pliziertcn und in andcrc Ordnungcn 
brachten. Heutc abcr wird das gcsamte 
"musikalische Erbe" nicht nur des 
Abendlandes, sondern ebenso das aller 
iibrigen bekannten Musikkulturcn Uber 
Bord geworfen, und es weicht, Kennzei­
chen jeglicher ma11ierisrische11 Kunst, 
dcr grcnzcnlosen Freiheit auf der cinen 
und dcr engstcn Beschriinkung auf der 
andcrcn Sci1c, schrankcnloscr Erno1io11 
auf der einen und ilullerster Redu­
zicrung auf dcr andcrcn Scitc. 

" ... habc ... 'nicl1ts mil Musik zu tun'. Ob 
das nun aus Unverstandnis oder aus dcr 
Blickcnge gestriger Avantgarde gesagt 
wird - dagegen Argumente vorzubrin­
gcn, lohnt sich nicht, es sei clenn, man 
\viirde sich zu dcr absurdcn Annal1mc 
cntschlicBen, Komponisten kOn11ten 
kompositoriscl1 ct,vas bctrcibcn, \\'3S 
nicht Musik ware." (Herbert Eimert) 

"Jcdes von einem Komponisten in einer 
bcstimmten historischen ·Situation kom· 
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poniertc Werk is1 als ·Musik1 zu akzc1>­
ticrcn." (George Heike) 

"Zum Beispicl ist die Fragc, ob die 
jiingstc Musik iiberhaupt noch Musik 
sei, objektiv bedeutungslos. Denn wel­
chen Musikbcgriff, dcr nieht subj ektiv 
'"fire-, kOn11tc nlall fUr soJche Fragc als 
vcrbindlicllcn Ausgangspunkt ncl1-
men?" (Jens Rohwer) 

"Jedcs, mit der Absicht, Musik entste­
hen zu las.sen, be,vuBt org<·1nisiertc oder 
crkannte Ereignis ist Musik." (Eckart 
Rahn) 

Der Text von George Brechts "String 
Quartet" lautet: "shaking handsi'. Es ist 
einmal so aufgcf(ihrt worden, dall die 
vier Herren cles Streich<1uartetts in 
iiblichcr Aufn1acltung 1nit lns1rumcntcn 
auf clas Po<lium traten1 sich die Hande 
schiitteltcn und wicder abtratcn. Was 
ist das? Musik'? Absurdcs Theater? 
Oder beidcs? 
Es ist Musik! Erstens schon durch die 
Zielsetzung des Autors1 der n3.mlicl1, 
ein Musikstlick zu komponicren, und 
zweitens durch die optische Wirkung 
der Auffuhrung aufs Publikum. Vier 
Herren, deutlich als "Musiker" idcntifi· 
zicrbar, irt cincr Konzcrtvcranstaltung, 
und sie fOhren ein Stiick auf, desscn 
Bezcichnung cs cindcutig zum '1Musik­
stiick" stcmpelt. Aber ist diesc Kom­
p<>sition iibcrhaupt cin "Strcichquar­
tctt"? 
Hier wird schon vicl Symptomatischcs 
deutlich: Auf der einen Seite das radi­
kale Sprengen :tiler bisher der Musik 
gcsctztcrt Grcnzcrl, auf dcr andcrcn die 
Beschriinkung auf <las Allernotwen­
digstc, das crfordcrlich ist1 um cin 
ge\\•isses Quantum an Infornlation zu 
vermitteln. Askese und Schrankenlosig­
keit reichen sich die Hand. 
\Venn Adorno schon in Weberns Musik 



cine 1'Tendcnz zum Vcrst11n1n1cn" 
notierte. so \Vird er hier das Vers1unl­
men findcr1. Die Kon1posi1ion "Danger 
Music Number Six" von Dick Miggins 
bestelu nur aus ihrent T i1el. Musik? 
Aber es crklingt ja niclus? Dennoch 
\Veist die in1 Titcl des Stlickes vel'\vcn­
dcic Vokabcl "Music" cindcu1ig darauf 
hin, da6 n1an es hicr n1it Musik zu tun 
hat - rnit Musik zunl Lesco oder vic l­
leicht auch n1i1 Musik zun1 Dran­
denken, \Venn nlan spazierengeltt. 

"Man " 'Cicltt dcr \Veit nicht sichcrcr 
aus als <lurch die Kunst, und man ver· 
knlipft sich nicht sicherer rnit ihr a ls 
<lurch die Kunst." (Johann Wolfgang 
von Goethe) 

In Gyorgy Ligctis, "kollcktivcr Kont­
position", betitclt, "Die Zl1kunft der 
Musik", funktioniert dagegen die Stille. 
Ligeti, dcr cincn Vortrag Ober "Die 
Zukunft dcr Musik" haltcn sollte, 
agicne nur minclbar auffiihrcnd. Er 
bcobachtete, bcnutzend cine Stoppuhr, 
c ine Tafel und n1chrfarbigc Krcidc, clas 
Publikum, das, ihn \vicdcr11n1 bco· 
bachtcnd, <ien Vortrag e"vartete un<I 
dabci, \\'Clln auch unbC\vuBt, <lurch 
seine n1annigfal1igcn Reaktionen sclbst 
ein Musiks1Uck ~•uffilhr1c, eben e inc. 
"kollcktivc Kon1p()Sition". 
Dieter Schnebcl: :.Es ist .. ni1111l'lCr gc­
hcucr in dcr Musik. Oas Argcrlichc in 
ihr aber ist ein M:.tl dessen, da6 es auch 
anderS\VO und insgcsan1t nic.ht s timn1t.'' 
Verqucrc Musik in c incr verqueren 
Welt? Adorno (schon wieder Adorno) 
hat gcschriebc11, daB hcutigc Musik 
durch <lie Erfahrungen \•on A11sch\vitz 
und Maid<1nek gegangcn sein n1Ussc. 
Wenn dicser Satz Stimmt, dann cnts teht 
cben Musik, die dazu zwingt, "d ie 
Augenbrauen hochzuziehen". Kunst 
dieser Art hat nicJ1t nur eincn auBcror­
dc11tlichcn dokumcntarischcn \Vert in 
sozio logischcr Hii1sicl1t, sic be\virkt 
auch Ticfcrcs: "crrcgen durch Schock­
wirkt1ng u11d A11reiz zur Entriitsclung. 
Dabei kann cs gcschehcn, da6 sic zum 
Vcrstaune11 vcrfiihrt und zu hcilloser 
Verriilselung" (Gustav Rene Hocke). 

"Es gibt in1 2(). Jahrhun'-lcrt kcine Reifc 
dcr Kiinstlc.r 1l1cJ1r." (J·lc inz -Klaus 
Mc1zger) 

Die Reaktion des ~liircrs (kann man 
noch 1nit dcm cngc11 Bcgriff " I-1<.->rcr'' 
opcricrcn?) auf solcltc Musik bcruhl 
nteistens darauf, clall er skandalis icrt 

ist. Dazu aber gibt es Kritiker, die nieht 
bcrcit sind cinzusehcn, da6 ihr konvcn­
tioncl les Musik\vissen ihnen nicht 
i1nn1cr \VCiterhilft. Und \VCr lernt schon 
gernc um> Es bleibt also dabei; \Vas, 
gcrncsscn mit den l.Ur Verfiigltng ste­
hcndc11 Kritcrien, schlecht abschncidct, 
is t auch schlecht. Dabei ko1111nt es 
schon fast dcn1 Gcn1cinpla tz gleich: 
\VCnn nlan at>Crn1als clarauf hin\veist. 
daB da oft vcrsucl11 \vir<I, Liter in Me~ 
ter11 zu 1ncsscn . Vor drei Jahren 
bezcichncte Wolf-'Ebcrl1ard von Lc\vin­
ski d ie Musiker, die er bei clcn "fluxus­
Fcstspicle11 Ncuester Musik" 1962 in 
\Viesbadc11 kcnncnlcrntc, in der Han1· 
burger Tageszeiiung "Die \Veit" als 
"Abfallmusiker". Er durftc cs noch. 
Hcutc veroffentlich1 Lil Picard rcgcl­
n1i:il3ig ihrc Kunstberichte in <ler 
" \Vclt1

', und ebcn dieselbe n Leute kon1-
n1cn weit bcsser dabc.i \\/Cg. Nichl cin­
n1al n1ehr vortl "Expcrin1cnt11

, das ja 
in1mer ein \Venig Abfiilliges in sich 
l>irgt , is1 n1cl1r clie R ede, sondern 
schlicht vo11 Kunst. Uncl nicntancl hat 
nlchr Ct\vas dagcgc11. Was dcr 13auer 
nicht kennt, clas fr il'.lt er 11icht? - dcr 
Volksn1und schcinl r<:·Cht zu bchalten. 
Uingsl isl der Schrecken verflogen, dcr 
1962, als dicscr At1ikcl schon hauc 
geschricbcn und veroffcntlichl werden 
n1Usscn, clie Musikkritik nach den 
Fluxt1s-1~·cstspiclc11 in \Vicsbadcn und 
Diissel<J<">rf crrcgtc. 

':Sic \vollen dir \vcisn1achcrl, das Reich 
der Kunst sei von ciner Grcnzc unlgc­
bcn. Aber, Menschenskind, die Kuns t 
hat keine Grenzen." (Charlie Parker) 

Unscrc hcutigcn Musike r , zeigcn 
Zustiinde und Prozessc. "Sic photo­
graphieren die hoffnungslose \Veit" 
(Max Bense). Indiz dafiir mogen die 
za hllosc n K()lll(>OSitioncn scin, '-lie 
unler dcn1 Aspekt de r Un a t1ffiihr­
barkcit gcschricben sind. Nicht Ct\v;_:a, 
\\•Cil sic st.h\vierig scicn, \ve il d ie Kon1-
(>0nis1cn gcdacht h~ittcn: ''\Vas schert 
n1it.ll Seine Ocigc, \\'Cnn dcr Genius 
lil>cr n1ich kon1n1t 11 ( 1- u<l,vig ' ' an 
Beethoven), sondcrn \'JCil d~ts ~fa1crial, 
<las s ie bictcn, flir sich noch keinc 
Musik zu provozicre-n vcr1nag. N\1r 
noc.h '-lurchs l..esen <ler oft karglichc11 
Partitur ge\\1inr1en sie ein \\ICnig Leben, 
al>cr n1usikalischcs? L-<t Monte Youngs 
"Piano Piece for David Tudor Nr. 3'' 
bcstcht nur aus denl Satz: "Most of 
them were very old grasshoppers". A.1-
lein durch seine £,,istenz ist das (noch) 
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kein Musikstiick. E."i \Vir<I zur Musik, 
\Ve11n der Auf(Uhrendc n1usikalische 
Potcnz, in\IC..'iticrt, um Ct\vas ganzlic.h 
Neties ents1ehen zu lassen. Wcnn 
jemand dieses SIGck in dcr Ari cines 
bereits bckannten auffiihtl, kann sich 
dcr Komponist von der Auffilhrung dis­
tanzicrcn: Es is1 dann 11icht U-t Monte 
Youngs Stilck. Denn l1~ittc er et,vas be­
sti1t1n1tcs kon1ponierc11 \\'Olien, S() hiitte 
er cs gclan. Der Satz s1eh1 fiir die 
Aufforderung, alles bereils Vorhan­
dcnc ;·1uGcr ttcht zu 1~1ssen . Der 
ZtihOrcr, dcr nlit fiir ihn vOllig un~ 
bckanntcr Musik konfrontie rt \vird, 
erlebt die Vedagerung des Komposi­
tions,•organgs int Augenblick der 
Auffiihrung mit , den " Proze6 der 
Forntwerdung" (Irmin Schmid!). Der 
Autor liefert keio fer1ig kontponicrtcs 
Stlick n1el1r, nicl1t e inn1al n1chr das 
Material fiir die Auffiihrung, sondern 
nur die MOglichkcit, ci11 ncucs Musik­
stiick ents1chcn zu lasscn. 

"Ja, rief der Vortragcndc. cs liege int 
\\1cse11 d iescr scltsan1cn Kunst, da6 sic 
jcden Augcnblick inlStandc sci, von 
v<>rn zu bcginncn, aus dcn1 Nic.hts, bar 
jcder Kcnnlnis ihrcr schon dur­
chlaufencn Kul1urgc.'>Chich1c, des durch 
die Jahrhundcrtc crrungcncn, sich neu 
z 11 cntdeckc11 tind \YiC(ICr zu erzcugen. 
Dabei durchlaure s ic <lann dic.sclbcn 
l)r i111itiv-Staclie11 \vie in ihrcn hist<>­
rischen Anfiingc11, un<I kOnne auf 
kurLer Bahn, abseits von de111 H;_,uptge ­
birgst<>ck ihrcr Ent\vicklt1ng~ einsan1 
und unbclauscht von der \Veit. \\'\11tder­
lichs1e Hohen absonderlichster Schiin· 
hcit errcichcn." (Thomas Mann) 

Authcntisclte Musik als Dokumen1 
cincr Zcit schcint mir kaum noch 
anders mogl ich zu sein. Wo alles 
zerstOrt \Yircl, kanrt nichts Fe rtiges 1t1ehr 
gelicfcn wcrdcn. Der Gcdanke an 30 
Starfighter-Ab!)tiirzc, clie n1an ha.tee 
vern1cidcn k6nnc11. vct\\'C·iSt d ie 
Hoffnung auf Melodie in cine Traum­
\VClt fern allcr Rcalitiit " Engagiertc" 
Musik. soil sic En1sprechung dcr Zcit 
scin, in der s ic cntstand, kann nicht 
n1ehr " l·.loch auf <lcn1 gclbcn Wagcn" 
s ingcn, im BC\\•t16tscin, da6 "dcr Unf:•ll 
im Au10 mil vorbc ifiihrt" (\'lolf 
Vos1ell). 
Einer Musik ohnc diesen Rcalilills­
bezug fehlt es an Authcntizita1, und sci 
cs, daB dcr Rcali1atsbczug nur insofern 
vorhanden is11 als Musik den HOrcr 
cincn Zeitraum l>C\vuBtcr, c rleben Ja6t. 



Hier liegt der Grund, warum heute so 
oft dem Sinn eines lnstrumentes wider­
sprechende Aktionen mit ihm aus· 
gefiihrt werden: Eine absurde Aktion 
weckt den &obachter durch die da­
durch ausgeloste Schockwirkung. Und 
je aufgestOrter man ist, um so intensiver 
erlebt man die Zeit. Es gilt, dem Kun· 
stkonsumenten die Augen zu offnen. 

"Fiir die Neue Kunst ist noch kei.n Ver­
brauchcr da. Er muB geschaffen wer­
den." (Kasimir Malcwitsch) 

Die iisthctische Basis die.~er endlich 
einn1al wirkJich 11neuen" Musik ist nicht 
nur cinfach, sondern auch durchaus 
einleuchtend. Analogien zu anderen 
zeitgenossischen Kiinsten sind sofort 
erken.nbar: Der \Veg von der Abstrak­
tion zum Neuen Realismus, in dem die 
Dinge nicht abgcbildct, sondern isoliert 
von der gewohnten Umwelt gezeigt 
werdcn, findet seine Entsprechung in 
dcr Musik. "Musique conc.rCte" wird 
zur "musiquc pure". 

"Uns wird viel gro!lerer GenuB aus der 
Kombination der Geriiusche von 
Stra!lenbahnen, Automobilcn und der 
geschiHtigen Masse als aus dem 
WiederltOren der Eroic~t <>der der Pa­
storale." (Luigi Russolo) 

\Vas in der konk.reten Musik, in1 An­
schluB a11 die Bandaufnahn1c, vcrfrem­
clct, gemischt mit andcrcm, kurz, \vas 
"verarbeitet" wurde, \Yird 11u11 ''erselb­
stiindigt gehen gelassen - im Sinne 
eines extremen Bruitismus. Ein Beispiel 
mag das verdeutlichen: Alte Musik 
h!ilte das Motiv "Tilrknarre1t" mit H ilfe 
von lnstrumerlte1t nachgebildet, Musi­
que concrete hiitte das Tiirknarren auf 
Band genommen und mit mehr oder 
\Veniger komplizierten technischen 
M:1nipulati(>nen cine "Etilde aus TUr· 
knarrcn" produzicrt, hcute ncn1tt ei11 
Kon1ponist cin Stlick einfach "'Tiirknar­
ren". Aber ist Tiirknarrcn Kunsc? 
\Volf Vostell: "Als Kunst sehen, was ich 
als Kunst sehen will." 

"Wozu einf~iltig hinter uns schauen im 
Augcnblick, da cs notwendig ist, die 
geheimnisvollen Tiiren des Notwen­
digen zu durchbrechen? Wir preiscn 
die bunten und polyphonen Brandun­
gen des Getriebes in den modernen 
GroBst~idten, die n~ichtliche Vibralion 
der Arsenalc und Baustellen, die 
Bahnhofc, die Hiittenwerke, die 

Brucken, die Lokomotiven. Der Menge, 
den groBen lndustriebetrieben, den 
Ziigen, Ozeandampfern, Panzerkreuz· 
ern, den Automobilen und Flugzeugen 
die musikalische Seele schenken." (Fi· 
lippo Tommaso Marinelli) 

1'Der Flugplatz als Konzertsaal", das 
war cine der Szenen aus \Volf Vostells 
Happening " In Ulm, um Ulm und um 
Ulm herum". Das Publikum das mil 
Bussen zu eincn1 Milit~ir·Flugplatz in 
der Niihe Ulms gebracht wurde, be· 
wundertc aus unmittelbarer Nahe die 
gebiindigte Kraft der modernen Diisen­
triebwerke, und fast alle, die ich nach 
ihrcn EindrUcken fragte, bestatigten 
mir, da6 sic auch ohnc die im Titel 
dieser Szene provozierte musikalische 
Assoziation sofort an ein musikalisches 
PMinomen gedacht hiitten. Hier werden 
musikalische Elemente nic.ht nlehr in1 
Kontcxt cincr "Kom"-position verar­
beitct, sondern die Realisation einer 
einzclnen (dee \vird Zt•nt StUck, das 
dann, dureh die gedankliche Reaktion 
des Publikums, in die Realitiit ver­
woben wird. 

"r think the difference is in the 'ne­
cltanical sounds of our time. Like the 
souncl of the airplane in the f ·ortie.s \\•as 
a rrrrrrroooooaaaaaaahhhhhhhhh-sound. 
Now we've got the krrrriiiiis.'>sssshhhhh· 
hh-jet-sound. It 's the mechanical 
sounds <>f the era: the sounds arc differ­
ent and so tltc n1usic is different. I trust 
everything will turn out allright." (Jim 
McGuinn) 

\Vas hier an komp<>sitorischer Leistung 
vorliegt, ist so leicht nicht zu beur· 
teile11. ln1n1erhin ist cler Ein\vand m6-
glich, daB es dcr Organisation eines 
Happenings nicht bedurft hiitte, um 
einen derartigen Effekt zu erzielen. 
\Venn aber dadurch dem Publikum die 
Augen gcOffnct \VCrdcn und es l>cginnt, 
die Realitiit als Happeni.ng, als Kunst 
aufzufas..~c11 und un1gckchrt, <lann cnt­
falll die Notwcndigkeit, Happenings zu 
vcranstahen. Sie hatten dann allerdings 
ihren Sinn erfiillt. 

"PIC.ltzlich, cincs Tagcs. sc.hien cs n1ir 
klargeworden, da6 die Entfahung der 
Tonkunst a11 unsercn tv1usikinstru1nen ­
ten scheitert." (Ferruccio Busoni) 

Ein Komponist schreibt kein in sich 
fertiges Stiick mehr, das eine, mehrerc 
oder vielc Moglichkeitcn zur Auf(iih· 
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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 
Auffiihrendcn ilbcrlassen, ob aus dem 
Material cin (gutes) Stiick wird, oder 
ob es bcim Material bleibt. Der Auffilh· 
rende kann unter Umstiinden mehr 
kompositorische Arbcit lcistcn als der 
Komponist. 
Mauricio Kagel berichtet liber cine 
Auffiihrung des " Poem fiir Tische und 
B~inke" von Li Mo11tc Young: "AuBer 
der physischcn Behandlung des lnstru· 
mentarit1ms und cincm Zeitplan fiir die 
Einsiitze isl fiir die Darbietung nichts 
weiteres bestirnmt. Die Dauer wurde 
auf 15 Minuten und die Zahl der 
AusfUhrenden auf 6 festgelegt. Die 
Mitwirkenden (nahmen) sechs hohe 
und schwere Staffeleien und schleiften 
diese, leicht umgekippt, langsam in ent· 
gegcngcsetzter Richtung durch den 
Raum. Eine Ebbe und Flut gr66ter 
Lautstilrke war das Rcsultat, so etwa 
\Vie eine Mischung von tief filtrierten1 
Rauschen mit unmoglicher Flatter­
zunge von Blasinstrumenten. Dies \\•ar 
\virklich eine echte Brcttlmusik, cin un· 
geheures akustisches Erlebnis, das 
<lurch den scltsamen Anblick nicht 
gestort wurde. Die EinfOrmigkcit - die 
Staffeleicn wurden nur immer gezogen 
und sclten von den sechs Ausfiihrcndcn 
gleichzcitig - niachte sich in der neun· 
ten Minute bcn1crkbar; et\vas spater 
\Vurde es sogar unertraglich, t1n1 an1 
Ende - vielleicht durch die an· 
daucrndc Monotonic - \vicdcr an 
lntercsse zu gewinnen. Ob die.1es Poem 
von La Monte Young die Voraus· 
setzungen cines MusikStilckcs besitzt, 
s1cht ltier 1ticht zur Dc-batte, aber die 
Durchffihrung dieser Ncuerungen halte 
ich ffir notwendig. Yielleicht k<'lnnte 
man den Autor eines absoluten Man­
gels an Kompositionsleistung beschul· 
digcn, und nicht zulctzt, \veil der 
bezataberndc- ·Klang nicht von ihm de· 
finiert \Var." 
Kagels Ein\\•and ist allzulcicht zu \Yider­
legen: Klang bcdarf in solcher Musik 
keincr Definition. Neueste Musilk 
wehrt sich gegen Festlegung, wehn sich 
dagcgen, als Monun1cnt ihrer selbst von 
spateren Gcnerationcn reproduziert 
\\•erden zu kOnnen - dari11 sehe ich 
ihren Vcrdicnst. 
Kagel schreibt, das Erlebnis werde 
durch den "seltsamen Anblick" nicht 
ge.stort. Kann man La Monte Youngs 
Ml1sik noch ntehr mi6verstehen? Der 



Anblick, die absurdc Aktion, mit nicht 
zur Musik gehOrcnden Gegenstiindcn 
dcnnoch Musik zu machcn, ist un· 
abdingbarer Desiandteil dieses Stucke.~. 
Und spczicll in dicser Auffiihrung ist 
cine Definition des KJangcs kaum n16· 
glich gewescn, da. <loch ein "Poem fiir 
Tische und Banke" n1it Hilfe von Staf· 
fclcien aufgcfiihrt "~orde. 

"Man bringt Musik hervor, die so ist, 
als gabe es sie nicht mehr - Musik 
nach dcm Ende von Musik." (Dieter 
Schnebel) 

Solchc Musik ist Zcitdokumcnl, ohnc 
dadurch zum Monument zu wcrden. 
Zcitdokument nicht nur im soziolo­
gisc.hen Sinne, sondcrn auch in1 abso· 
luten: Dokument der Zeil, in der sie 
entstan<I. Sie ist nichl reproduzierbar. 
allenfalls durch Film und Tonband kon­
scrvierbar. Die Spannung im Augcn­
blick des Entstehens einer Musik, die 
keiner kennt, ist unwiderbringlic.h ver· 
lorcn. Sic i.s1 Improvisation im kon· 
scqucntesten Sinne. Wo keinc Zeit ist 
fUr Monumcntc, ist nur noch Zeit1 die 
s ich selbst dokumenticrt, indcm sic zu 
Musik gcrinnl. Wer erkennt, daB 
"Musik keine Aufgaben hat als die 
ihrcr schOnen und nutzloscn Existenz" 
(H.H. Stuckenschmidt), braucht keine 
mehr zu machcn. Da6 er dadurch die 
Schlinge nur noch fc.ster zuzicht, ist ein 
weiteres: \Venn eincr die zu Musik ge­
wordene pure Zeit akzeptiert, hat er 

Da Hans Sohm, Happe11ing & 
Flu • .;,,s, catalogo della n1ostra al 
'KOlnischen Kun.st\fetein, 
Colonia, 1970-71. 

eincn neucn Musikbegriff geschaffen, 
<len es aber1nals zu ersctie-n gilt. 
Nam June J>aik: "Das Klavier ist ein 
·rabu; cs muB zcrstOrt \Verden!" 
\Vohin <las fiihrt? Stuckenschmidt 
ahntc cs, als er 1955 in dicscr Zci1-
schrift schrieb: " Da es sich als unn10 -
glich crwiesen l1at, Musik fi.ir jcder· 
mann zu sc11affen, solltc man s ich un1 
ihrcn Gcgensaltz bcmiihen. Einc Musik 
gegen jcdcrmann, den Kreis po1cn-
1ieller Liebhaber bcwuBt auf den 
Nullpunkt eincngcnd, \V~lre ein viel· 
leicht paradoxes, aber psychologisch 
und ilsthetisch gleichern1a6en inteTCS· 
santcs Ziel. Sic \varc vorzustellen als 
objektiv 'haBlich', uncrtriiglich dis­
so11anl, panischcn Schrcckcn vcr· 
breitend, in ihrer absto6enden Kraft 
u11abhangig von Milieu, Tradition, 
nationalen1, lokalen1 und subjektiven1 
Gcsehmack". 
Das Ergebnis: Nam June Paiks "Creep 
into the vagina of a living '"hale!" -
Musik, die dazu angcta11 ist, dcm unbc· 
darftcn Musikkonsumcntcn das Gruscht 
zu lehrcn. Paik, dcr ~lhnlich \vie- Cage 
n1it ·rudor, mi t der an1erikanischen 
Cellistin Charlotte Moorman die \Veit 
bcrcis1, dttS Repertoire im Gepiick, 
komponicrt Musik mic Z\vCi Seitcn: Die 
scl1ockicrendc1 <lurch ihre Widenv3rtig· 
keit faszinicrcnde und die poctiscl1c_, 
zarte, 11nhOrl>arc, die siclt in Stfickcn 
\vic dcm von 1::-crn1a1cn und \Vicder· 
holungszeichen umgebenen Haupt­
"Sa1z" «count the \Vaves or the Rhine'~ 

98 

manifestiert. Dick Higgins, Prototyp 
des cleveren Amerikaners, sieht in dcr 
Musik nl1r einen Teil seines Schaffens: 
vieles ten<liert zum l'hcater hin 11nd zur 
Literatur. Seine Musik, es gibt eine 
Serie von "Danger Musics'', ist ironisch, 
oft einfach lustig, oft einfach nicht 
auffiihrbar. 11iggins kon1ponicrtc cinc11 
ganzc11 Band "Non·Performance 
Pieces". Seine "Danger Music Number 
Fourn lautct: "28 + 23 = 51" . F~illl 
Ihnen e1was ein? Und die "Danger 
Music Number Five" von Dick Higgins 
ist "'by Nant June Paik". Oas ist Musik. 
die sich hoffend gibt auf die Inspiration 
derer, die sie auffiihren mochten. 
George Brecht und La Monte Young 
schreibcn so meditative Stucke, so re­
signierte Musik, daB erst hier der oft 
zi1ier1e Satz von der stcnographisehcn 
Musik paBt: Brechts "Organ Piece" 
lautct "Organ". F31ll Ihnen et,vas ein? 
Und La Monte Youngs Komposition 
"Two Sounds" bcsteht aus cbcn diesen 
bciden Wortern. Fiilll Ihnen etwas cin? 
"This piece is little \vhirlpools out in 
1he 1t1i<l<llc of the ocean." L.:1 Montc­
Youngs "Composition 1960 Nr. 15" ist 
Musik, die n1an sich nur vorste-llen 
kann. Wie sehr sieh da Musik vom 
Horen cntfcrnt hat und sieh als ab­
s1rak1er Bcgriff vcrsclbs1andig1 hat, 
kann man daraus crschcn, daB Dick 
Hjggins cine Komposition 11M\1sic for 
the Ear" nennt. Musik fiirs Ohr muB 
erst dann so genannt \Verden, \venn sic 
nicht mehr selbstverstiindlich ist. 



Mutations of the Vanguard 
Pre-Fluxus, During Fluxus, Late Fluxus 
Henry Flynl 

I. ln1roduc1ion 

Fha11j~ as ii is rc111e111bcre<I t0<la)1, grClv 
0111 of a11 ''" of i11sig11ifica111 ti11<i silly 
gcstt1rc,~ d11e 111t1i11ly 10 George Brec/11. It 
took sl111pe lls ll cl11b for (an)ificial va11de­
vi/le - v1111tleville 1v/1icl1 111igl11 req11ire 
ttLtetlos t1111/ a gra11tl pia110 as props. It 
111n1t<l also 10 1l1e t>roc/11c1io11 of tli111i1111· 
tive objects exe111plif>·i1ig a11 e.s1/1etit of 
gn111gi11ess; ofte11 tltcsc o/Jjects 'vere 111ea111 
for 111ecl1a11ica/ 111a1111fac111re. /11 tire Sir­
tic$, F/1,r11s 1vas treatetl as 111argi110/ i11 
comparison with the big anists of the day 
(a 11wnber of whom hat/ had fleeting 
to111rec1io11s 1vi1Jr Fl1'-r11.S). /11 1/1c £igl11ics. 
d11e to tire ejfons of Rene Block tuul of 
Silver111a11/Hc11dricks, F/1a11s ac/riel'etl 
stat11re as ''i1lSt art'~ sr1irable for lcgiti111are 
11utSe11111 Sll0)V$, 
Tire fo11nder of Fliw1s, Geof8C Maciwws, 
began 1l1e 111agazi11e 1vl1icl1 1vor1ltl lJCco111c 
tlte Flttt:rts }'earlx>0k or ) re11rboA'. after l1i.s 
AG Gallery closet/ ill 1961.1 From 1961, 
Maci1111a.5 h'as a fa11 <>f 11c111/e111ic ct1lt11re 
a11d 11101/erate 1110<len1is111 (pre-Ooroq11e 
music, M11sorgsky, Pierre Schaeffer). lir 
A111erica11 sla11g, Macil111as \"'as a s1011e 
square. 811t by mid-1963, Maciwws !rat/ 
shifted w 11 position of hostility to respect­
able c11l111rc - 011 a l10sis of radical 11111Jre· 
1e11tio11s11ess 1v/1ic/1 •vas s11ppose1l 10 ac­
cord with Left politics. 
M11ci1111as1 1Jrefere11ce for 1111pre1c1r1io11s-
11ess 1vas received by tire 1111 •vorltl as 
lramrlcss - and merely had tire effect of 
111t1ki11g r ·11u·11s 111argi1ral. 8111 A1acir111as 
a111l I led 11vo dc111ons1ratio11s agai11st 
Stockhausen in 1964 which were 11 differ­
e111 111atter. I tlitl 11011/1i11k tlte 1/e111011strt1-
tio11s lvere F/1tr11s eve111s; b11t 1l1t!)' tire 
re111e111be"'' as s11c/1 totlay. Tire tlc11to11-
stratio11s sl1ocked tire ava111-gar1Jc, split· 
ti11g Fl10:11s 01111 reverbcrati11g i11 rl1e litera­
tt1re 011 FltttliS. /11 1965, Maci1111as p11b· 
/is/red my far-Left pamphlet ct11/ing for " 
rcco11stn1ctio11 of c11/r11re 1vl1icl1 1vo11ltl 

eli111i1111re /1igl1 11rt a1ttl bo11rgeois e11rer­
,,,;,,,,,e11t. 711is {X111111l1/et, iro11ict1lly, , .... 11s 
clai111ed b>' Fl1Lrt1s 1vl1ile bei11g /'J()i111ctlly 
ig11oretl by it. 
/11 1l1e process of trt111sfo1111i11g r·11a1tS i11t<> 
a reiteraretl 111t1se11111 e:t'l1ibit, tl1ere l1as 
bee11 a11 asro11isl1i1ig a11101111t of 111a11ip11/a-
1io11 of Fl1"11s history - all 0111 of propor­
rio11, c111e '''Ottltl 1l1l11k, to tl1e 1veig/11 of 1/1c 
s11bjec1. All r<11Jical clt1i111s - tiSitle fro111 
11tere 111111rete11tit>11s1tl!SS - lraPe bee11 
strippetl from official Fl1"11s. Also, a 
gen11i11e Flr<tus offs/root s11clr as the 
Neoists· l111s bee11 blocketl from official 
FltL\'11s beca11se its 111c111bers tire 1111der­
gro11nders ratlter tl1a11 111011C)1 anists. 1 
8111 1/1e 111a11i1111lario11 of f '/1lJ.·11s l1is101y 
;,,,,.o/i•es tlce1rer 111a11ers tl1a11 1/1is. As I 
stiitl, J·' ltL1:11s " 'as i11spiretl b)t 1l1e 111ork of 
Gcof8c Bree/rt - tire earliest began in late 
1961; by 1963, ~1aci1111as /rad c1ystallizctl 
,,,./rat is k11011i11 todt1y as FllLr11s. 011c 
11tt111ip11l111io11 of l1is1ory ltt1s be,,,, to e.r-
1c11d J-"ltLrr1s back i>eforc 1/1e..se ei·e111s. 1101 
0111}1 to appropriate 1l1e Lt1 Mo11te Yo1111g 
circle and tire Jolr11 Cage circle, b11t to 
imply rlrat Fl1m1s is rhe only ojfslroor of 
Cage, 1111d to i1111Jl}i tl1a1 FlrLr11s is vir111all}' 
tire sa111e 1l1i11g as 1/1e trad;1io1t of lite 
11v<111t-gt1r1Je. A1tiCi1111ttS l1as eve11 bee11 
give11 credit for orga11izi11g 1l1e a1>11cnr· 
a11ces of tlze Yo1111g circle <11 /1is AG Gt1l­
lel)1, a11d for org1111izi11g 1l1e co111ribr11io11s 
10 An1hology. Yet Young hat/ beg1111 re­
ceivi11g c()11trib11ti<>11s for 111/rat h 'OS s11p­
posetl to be Bea1itudc Easl before Ire met 
Maci1111as; 1111tl I k1101v JJerso11t1!/y 1l1a1 1l1e 
appeart111ces of Yo1111gS colleag11es at AG 
1vere 1101 Maci1111as' cl1oices. (It's 011 re· 
cortl 1/1at 1\faci111tas 1vas co11te111p111ol1S of 
tire presentation I did.) 
I l1a1•e bce11 asketl 10 bcgi111l1is s11rvey •vit/1 
Cage, beca11se so111c of !tis s111de111s l>e· 
ca111e fo1111tli11g 111e11rbcrs of Fl1t't:11s - a11d 
to 1111cover tlte J>lrasc of tire Nc1v York 
11va111-gartle lvl1ic/1 i11r111ediately 11recetled 
1~·11L\11s, a11d 1vlticl1 l1as bee11 .sub111ergetf /Jy 
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1:11a11s expt111Sio11is111. Tl1at I •viii tlo. 8111 
I will 1vrite abo111 tire ava111-garde, a11<l 
abo111 tire Cage a11tl Yo1111g 11!1ase.s, be· 
c11i1se tlt<.Y arc i111po11a111 i11 1l1c111s~?lvcs. 
711ey are itot 1vl1ere J-/1,r11s bcgi11s. 
I co11sitler 11101 tire avt111t·g11rtle starte<I 
lvitlr tl1e 1vritcr 1\f11n.,retti (First Futurist 
Manifes10, Paris, 1909). 11re a1>1111t-garde 
is a J'ro1101111ce1J t·11riosity i11 t1ve11tietl1· 
ce111i1ry £11ro1JC. A-fari1rct11: prcs11p1Josi11g 
tl1e 1·0/e of tlte artist 11s 1/1e 111as1er of Sl)'le, 
se11sibilil}1, a11d 11seless <'..\J>erie11ce - a11<I 
i11ta't:icatc<I ,,,.;111 co111i1111al tecl111ological 
change mrd mass politics - called for tire 
eratlica1io11 of all i11l1crited c11/111re. At tire 
sa111c tl111e, lie ca/let/ f<>r a c11/111re of 1111ise 
a11tl abs11rtli1y. Tlte Datlaists i11trod11cetl 
t111otl1er llvist 1/11ri11g J¥orltl J¥ar I. 1~·1eei11g 
to S1vi1Zerla11d to esca11c tire first global 
•var, 1111!}1 a1r1101111ce<I 111111 tl1e n1ar re· 
vc11lcd E11rot1C's civi/izatio11 to be mcrdc. 
So111el101v, t/1e11s tire Cilf1)1i11g 0111 of i11tper· 
ti11e11t ti11tl i1tsig111jica111 ges111res by tlilet-
111111cs lvas goi1Jg 10 settle acco11111s lvi1/1 
tl1e f<1;/efl civilizt11io11. 
A remarkable fca111re of tire ava111-gartlc 
•"·as its ability to ttttral·t nprese11ia1io11 
from every position on tire political spec­
tn1111: Fa:;cist, bo11Q;eois-liberal, Co11i-
1111111is1. Tl1is s11gges1s 1l1a1 1l1e a1:a111-gar<Je 
ex11resses so111e1l1i11g s111bbon1ly i11ua;11etl 
i11 1110t.len1 £11ro1>e-
Sklp1Ji11g JNISI D11cl1a11111 (1v/10111 I l"Oll • 

sider ovcrratetl), 0111/ ac1io11 f'ai11ti11g, 1ve 
co1t1e 10 t111t)tl1er t1vist. S"erial 11111sic -
1v/1ic/1 is 11tore like co11stn1cti11is111 1/1a11 
Dada - begins ro be 1ho11glr1 of as avant­
garde: pres11111ably beca11se i1s elt1lx1r11tio11 
of 11111sica/ tecl111it111e, i11 a11alofzy 1vitl1 
scie111ific 1levelo1J111e11t, is carrietl to a 
J}()f111 '~'lti<.~Jt see111s 0111la11tlisli. For 1/1e 
first ti111e, 1lre111 tecl111ical claboratio1t a11d 
artificiality tire act·eptetl as ava11t·garde. 
11ris prepares rlre way for Cage, a fis11re 
who is .mpposedly infinitely ratlica/ for-
111t1/1)1 - •~'itlrou1 a11y artistic ai11rs be)•oittl 
11111sic 111ttl 1vitl1011t a11>' political ai11rs. 
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Henry Flynt. 1988. 
(Courtesy Eotily li<~(vey (iallesy. 
foto \Vilfrid J{ouff). 



Yvc'-1 Klei11 poses a different problem. Nis 
car«r peaktd at tire same time that Cage 
became well-known, 1958-62. Klei11's 
showing of ai1 empty gallery, ' ltis <mc-1101e 
symphony, his use of nude models as 
pai111bnu/1u ~l'1" all i111ponn111 1101cl1es 
i111/1e ll va111-ganle's belt. B11t 1vl1c11 a bo<ly 
of work consists entirely of publicity 
Slums, i1 dfrttgtS from tire tlrouglrtfu/ 
q11e.st 1v/1ich I 1visl1 10 •'1rite abo11t. 
Klei11 a11<l 1J1c Ne1i• Realists co11/d /Jc 
1ak~11 as 1/1t s1a11 of a1101/1er dci"CIOJJ111e111 
wl11cl1 /(1()11'1S Mide 1/1e e.-e111s J H-·ill •i,,·rite 
abo111. IJt"gi1111i11g i11 tltc .5itties, lu'g/1 t1rt 
was pem1a11ently affected by tile avant· 
~curie. A1101Jre: n~me for this dnvdopment 
ts co11cept11a/1s111, art 1i,,·i1/1 a11 ide11. It /1t1s 
become obligatory for iliglr art 10 /rave 11 
radical giJt1111ick. But 1/1is is proble111atlc: 
tl1e radical gi111111ick is belied by 1J1e an­
ist's tiller careeris111; tire gi111111ick 1$ ;,, .. 
eluded beca1tSe it is a professional require· 
1nen1. / 11 tl1t 11i11e1eentl1 ce1111tT)~ 1/1e nrtisl 
/rad U>J~rovitle tire collector with a thrill of 
1111111l11b11cd SCl'. IY/11/e 1l1e anisr still /1as 
tlwt .~e today, priority ltas shifted 10 tire 
prows1on of a thrill of radict1/Lrm. 
11 is a cn·1ical co11111101111lace 10 f<X11s 011 
1J1e early 01-·11111-garde:, n11d 10 1•ie1v i t ;11 
exc/usindy sociological tenns. One ca11 
1l1e11 l(ebt111k it tis '' sca11tlal, 11 c11111cl)·s111 
for d1lcuan1c.~. for rcnticrs. Vel)• we'll: 
a11d 1/tt earl,• a1·0111-gordt's dt111ocm1ic 
(.'/Oi1rtS 11-'tre a lie - it H'<IS elitist, IJrt!.'illp· 

JJ0Si11g 1l1e co111i1111t tl i1111Jon(111ce of fxJ11r­
geois c11/111n in order to 1/111111b ti 110~ at 
it But this critique fails 10 b'l'asp tlrm all 
l11gl1 tlrt 11111.St 11o•v e1111Jlo)1 a va11t-gardc 
gcst11rt -S. A11d t:q11all)i i1111xxta111, ,,·J1a1 of 
t/1ose for w/1mt1 1/1e Dl'a11t·gar<le ttm n 
1/ro11glr1fitl q11e.ft? I shall cxplai11 1/rt11 tire 
'!•ta11t-g11r1/e al/o ,i·e1/ er1raordi11nf)1 11e1v 
ideas n11d possibilities to be formulated. It 
tl1is is 1101 a 1n1is111, 1l1e11 it is beca11se tire 
nn worltl l1as t:/1Qj'e11 1101 to e11111l1asi1c 
1J1e.u ac/1iel'et11e111s. 
n1e follo1ving 1/efi11i1io11 of nva111-garrlis111 
sc11cralizes tl1c de,ielo1>111c11ts, / r<1111 tlte 
early '~''e111ie1/1 cc11111ry 10 ft1t1ci1111as 
w/1ic/1 I hi.sl1 to ttTite abtN11. 

1 

Avant·G:trdism 
To 111akc art fon11all)i 111ore dif/ic11/1 111 
ono/~1 ttit/1 scit111i{te at/1·1111ct!$. ~ 
~10 sr1/>11qn or 1Jiscanl 1111 f on11s 011 1!1e 
grounds that tltey are socially obsolete. 
To disi111egra1e an tl1TOl1gl1 a11i1z1dt (i111e11· 
1io11.J. 

To attt1111!1 to a11ificiall)1 prod11cc i1ige1111· 
ous expene11ce. 

To 1mss IJe)1011tl 11rt, i11 favor of 11e1v i11tel· 
lcctual c111erprises or tire program of a 

mtllcal soc.lei)' i11 u1J1icl1 a 
realiud i11 life. 

se11sibiliry is 

Fl1mu l1is1oricizi11g, /Jy 11ssi111ilati11g earlier 
(/II(/ collatcml de1•clopmcnts 10 Fl,.rr1s 
SJ.t{>PlrSSeS 1/1e 111ai11 11cl1iea-e111e11ts of 111; 
a~1111t·garcle, or t-1.se garbles 1l1e111. Cage's 
<:1rclc t1fJpf()(lcl1ed 11u1sic i1111 l1cavily co1,1-
putatlo11al ''Y')', a11tl c111pl1asizrd rcfi-11c­
n1e111 10 tl1e po1J11 of precimu11e.ss. Fl1tntS 
'''a,f 11ot Cage's 011/y offs/1001; 11or tvas lt 
:11c 011/)1 s1>011sor of /}()st-Cage co11ccrts. 
'flit 1960-62 New YO<k on1111-garde -
nc11111lly t/1e Yo1111g circle - tt·11s 11111rkc1ll)r 
"co11cep111a/" l11 a sc11se rtlt1te1/ 10 111y 
COflCCJll art. None of these features - the 
refi~rc11te111, eltga11ce, i111ellect11alil)' - 1~·as 
aff1rmed by J\faciunas' program for 
Fl1tl'l1s.. A l 1/1c st111zc 1i111e, t lzc Ct1ge a11tl 
Y0111tg drrltt /1ad no1/1i11g of tlte dm1a11d 
for poli1ical reco1istn1ctilJ11 of ct1lt11re or 
for u11pre1e111lo11s11ess, 1vl1ic/1 1\f acit;,,as 
u1corpom1ed in FhmtS. J\feo11•11ile, all 
lriglr art inCOfJ>Orotetl 1wa111-g11rtle ploys· 
0111/ otlter 1e11dc11cies besitles f'l11.\'t1.~· 
so1q;J11 1/ie political rtt·011s1n1ctl011 of c11/ .. 
111". (It's 1101 111)1 proble111, by tire "'ii)', 
•vl1etl1er 8 e11ys 1t111s Fl1t.\'l tS or l1t1tl l1is ou•11 
11l0r't'l,IClll.) 
~pile tile impctfnnce of ketpi11g the 
d if/en!11t sclzools separt1te, i1 is tn te 1/1a1 
1l1ey ,.,,,, 1oge1/1er i11 tt />Criod 11.f s/1on 11s 
four )'Clll'S, om/ that o nwnl>cr of figure.< 
l>egi11 us Cago foilow•11 and em/ as J\•la­
ci1111!1:r t"Ol/e11gt1es. M oreover, l11 1/1c for· 
11111111·e )'Cars., tire sc/100/s lzad a 1/1e111e ;,, 
cm11111(H1. A sctca111i11g clai111 10 be 11tt'' 
(alo1ig •t1i1/1 (Ill (l/IClllJ)I IO tllct111e 1l1c 
defi11i1lo11 of 1/1e 1en11s ... ,,t'lv" a11tl ' 'ava11t­
garr1e·) H'QS 11101/e "'' QllC IN 111ore COtll• 
11ra11dl11g fig11res l11 t'tlcl1 scl1ool. So 1J1e 
JJrt>~ess of ca111111i11g 1111tl redirec1i11g 1l1c 
11011011 of 11tli'11e.ss nv1s ce11tral 10 1l1t' 
sd1ools ,.,, qt1tsti011. 
Tlze s1rc11gtl1 of 1l1e clai111 of 11e•v11ess 0111/ 
also itt. li111i1a1lo111 lVtt~ tl1t11 i i ,,·as higl1ly 
par<Xl!1a/. Sex (and 1·iole11ce) i11 an - for 
ce11111nes a co11co11111a111 of t1rt$ bol1e111ia1r 
role - 11•tis .1101 co1111tetl as 11e1v b)' 11111 
leaders. li11tat 11·as 1/e111011de1/ 1i·os a 
1ho11gh1f11/ intent. free of pa11tferi11g. 
Av1)1tt ·gt~nlc 111ea111 a 1/1011g/11ft1I, cerebn1/ 
~111ra1'Cll111g of a'! - a se11rc/1 for anificially 
111ge11110tu e.XJNnt1rce. 1lsidt fro111 1l1e ;,,. 
~ivid1111/ t1cl1ie1·e111c111s of t l1e ar11111-garde, 
its bla11ke1 11se of tlze 1rr111 "11eh1'' ;,, 1/1ls 
»'0)1 is tlated " 'l1t11 it is c0111pare1l tt·i1J1 1l1t 
c11m111 acclai111 for n Ci11dy Sl1en11n11 or 
.<;J1e1rle le,1i11e, Stiy. 'f/1e t·lai111s of 11eiv· 
11ess we~ paroc/Jia/ from a 1111111ber of 
s1a11dpot111s. By '''/101 n"gl11 is a11 i1isigl1ifi­
<"11111 gcs111re el1er called 11mv? A11d 1/1e11 '"'e 
l1a1"e M aci1111as1 1964 le.11er to To111as 

10 I 

Scl111.1i1 011 Fl1«1tS ol>jccti,,cs t111d itlelJIOf:>'· 
:\fac11111as Stt11u 10 pic11ue a perfont1a11ce 
of Brecht 's Exit 

WORD EVENT 
• EXIT 

G. Brecht 
Spring, t96t 

as ''''''?''''''''8 to_ n ~ealizatio11 o/ 11·orftl 
m'Ol1111on IVe/4 1ro111cally, this CSJ/retic of 
111co11seq11e11tiol i1y 1/ id 1111derc111 Eas1 
£ 11ro1Jea11 rtgl111eJ.' - tl1e 011es u1/1ic/1 Ma .. 
ci1111as s11p/K>rttx/. JJ111 ft.foci1111ns' placl1rg 
of Exil 011 tire so111e lei:e/ as rn'0/11ti0ti 
1vns 11tJt 011ly 1vacky, b111 de111e1111i11g. 
7710 [ramie compe1itio11 to be the newest 
/1as to be l?COgf1ketl as sittetrr i11 order 10 
z1111lers1011tl 1vl1a1 peOJJfc did a1 1l1e 1i111e lit 
q11cs1io11. Official 111otler11 ar1 lttns 
si11ctrcly dis1t1issed as 11itre po111ix>sil)' t,' 
tl1e circles i11 qr1estlo11. And tl1e ava111-
gt1rdc •vas co11d11ctcd ;,, a 111essia11ic 1voy. 
Each leader sought to co11solida1e the 
gro11p which was tltfi11ed as tire dernicr 
cri - 1vl1ile .f11111>rcssi11g 1/1ose co11sidere1l to 
be lt1ggartls. 111 1960·61 i11 New York, the 
l'Olc of solldif>T11g tl1c 11ew k 'Dl-e l\W as­
s11111ed by la M o11te Yo1111g. n1e 1t1ai11 
s11ccess of tl1is cn tSa1/i11g h'tJS to co1,vert 
A1arlr111a.s fro111 a s1011c sqrtarc 10 a ratlter 
Slf1/Jd11s/1 CXlrt!111ist. n1~111 b:>' 1962., Afa .. 
c1111111s IJegt111 tl1e cn1.~11tle 10 soliclify tl1c 
a1'a111--garde 1111tler l1is c.xcl11si''C co11trol. 

2. Prc -Fluxus: the Young Circle 

To-._•wrtl die e11d of the Fifties, 11111.sic ac­
q111rctl 1111 11t-'fl111-gartle role u1/1icl1 ii /111tl 
11ot JJre11i o11sly 1101/. Motlcr11 classical 
1111tSic l1ad a pratigc ,,.;1/1 1/1c a1lt11rol 
p11b/ic ll-'IJ ic/1 ii SltbSt:qtle11t/)1 lost, n1at 
\.'Cl)' c11,i11e11cc 111igl1t .vcc111 10 tlls1111allfy lt 
as O\'Qllt-gnrtle. 8111 1l1e poi111 u•as 1/101 
1t111sicnl con1positi<»1 rtq11ired 011 e:cpenis.e 
co1111Jttrnb/c to scie11tific 1rai 11i11g. 171e 
E11ro1Jea11 1101io11S of /(11v.r of 1111tSic aittl 
scic111ific JN'OIJ"SS i11 1111tSic h>c~ 1akc11 
seriously. Babbitt, Xe1111kis, S1ocklrause11 
~age, n111~ tlrelr colleag11es 1v<•rc e11gagcd 
111 a fra1111c rt1cc 10 field tl1e 1t10St radical 
11111sic - ratl1er like 1l1t race 10 tlte 1>10011 
Ag11i11sr ti tis /J(ltkgro1111t/1 scores of C'age :~ 
such 11s Music \Valk ( 1958) seemed 11t 
tl!e ti111e to be so origi110/ - a11tl so anlfi­
c1al - 1/1(11 t ltl')I 111ig/11 l111~"e ft1lle11 tlo•v11 
from Mars. 
Cage i11itiatcd a 111ztsic <>f colc11lnted m11• 
do11111tss 1vitl1 e.g. Music of Changes 
(1951). lie SUflJJOrle<I his apJJro11cli with 
a11 cs1l1etic of i111/ifftre11ce u1/1icl1 lie 
ascrilNt/ 10 ZtJ1. His compositi<NtS, a111t 
tltos~ o~ Iris colleag1'.es, prcsupJJOSetl a 
q11as1-sc1e11tific a1ral)~1s of 1t1t1slc tis 1101/1-
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ing b11t " collectio11 of so11nds defined by 
/req11t 11q·. a1111J/i111tle, tlt1ro1io11~ a11d 01-er· 
tcmc s1><:cm1111 (Silence. p. 8fJ). As Cage 
111m't'd to i11tlctcn11i 11aC)· i11 tire late Fifties, 
/1is 111ruic oss11111ed a stntctttral artificiality 
1mlik~ an)1ltiug in tlte paSI. The score was 
protl11ctd by 11 proc= wlrklt cortld nO/ be 
i11ferrtd by 1/1e fNrfon11en 1u1fm 1/1e COit•· 
postr di''ltlgetl it, Perfon11ers l1ad 10 COTT)' °''' a son of c0111pl1tt1tio11. i1 1~·of"·i1lg f ree 
cl1or'ce1 t'11 order to ascertai11 •"Ital sotuttls 
1/rey ... ·011/tl 111ake. /11 tire co11rJe of 1/1is 
proctss, 11 si11gle so1111d '.s begi1111i11g <1111/ 
ils le1ig1J1 '"'ere tlcter111i11e<I i11 tliffere111 c1111J 
11nct11111cctetl JJlltter11s. fY/1111 tlte 1111tlie11ce 
/1et1r1/, fi11t1l/y, 11•as '''' e,·1rai:aga11t so1111d· 
asse111IJ/agc 1v/1icl1 c<>l<lcl 1101 be re-per· 
fon11ecl a11d n•l1icl1 ga~·c 11cJ cl1ce <cs t<> i1s 
i111en1io11al 01g<111izatio11. 
Cage •~'ilJ' 1,01 J'I')' <1b<J111 1oki1,g a cm.sad· 
i11g role. lfc n:tlcji11ctl newness in suclt a 
11.·ay tl1at 1!1e fJreeedi11g at«111t·garde 1\'(IS 

rr111lertd J)(JSsf. '"111is decision alitrs 1/rc 
vie"' of ltist()I')'/ ! /. Sf.I tit at ant is ' "' longer 
CQlrcmrttl .. ;1/t tQftoliry or ot0tlDli91. .... 
(Silence, pp. 68-69.) 
As Cage pt1rs11td Iris estl1ttic1 1111uic be· 
ca111e a11 a11i 111de o/ li.ste11i1ig. 1¥lricl1 cm1ld 
j11St <•S K<'tfl be dir«tetl to e11viro1r111e11tal 
so1111ds. 111ete ltad be,e11 ltis sife111 piece i11 
three moveme111s, 4' 33 .. (1952) - which 
1vt1s perfon11etl as '' pia110 piece, b111 co11/d 
/111ve l1ee11 JJCr/Or111etl by 011y e11se111ble. So 
41 33" 11refig11rell <."<>11rposi1io11s i11 1Yl1ic/1 
tire J'6r/on11ers' role IV(IS i1t<IL'iti11g11isl1able 
fro111 tltc 011clie11t c.t'. 
Cage's 1>ro1101111ce111e.111s i11 1/1c pcn'0</ i11 
q11cstio11 see.111ed 10 s<1y 1/101 011/y lifte1ri11g 
a11tl 1/1c t 111·i ro111'le.11t '' >ere 11eccssary f or 
n111Sic, 1/,at ct>111poJ·ers a11cl professio11t1/ 
i11s1n,11rt11talists 11.·uc passe. At 1/1e 1i111e.. I 
took tl1is as t11c011rtq;e111e111 10 ql1esJio11 
tlte 1-.ry legitimacy of art.' A/Sf.I, Cage's 
j11nif.>rs ockn()wltt/gtd anti tclroetl these 
dicta. Ami ya Cage fl'mained a pro­
fessio11ol CCN11poser, lie t11coi1raged 01he1S 
to be proftsslo11al artists, a11d /1is s111de11ts 
beca111e c<1rc."f!r pro/essio11ols. Relatil-·e to 
1/1e iss11tts I ''''' s1ressi11g i11 1/1is s11n-·ey•, 
see1,1i11gly ertre111e procla111a1io1is 10,,·/1icl1 
are 1101 acted 011 (<111d i11 /1i11dslgl11, ~vet¥! 
1101 CVCll 111(!{1111) are VCI)' (fQltbli11g. I "''' 
.i11re 1l1a1 Cage l1<1s bee11, by Iris lig/11.s, a 
si11ccre 1x:r:.·011 - a11 i111f11s1rio11.S /JCrso11 
1v/10 bt>re ttp 1111der a lot of 1i<lic11/e. l.Yl1a1 
are 1vc 10 111ake, 1f1e11, of 1/1e prese11cc of 
i11ti111a1io1ts of 1/1e e11d of 011 i111/1e s1a11ces 
of career <1rtists, i11ti111atio11s 1vliiclr 111.n1 
mll ta be n01l1ing of tile sort? In Cage's 
case, it doe~ 11a1 appe<ir JJf.>SSible If.I 011;11e 
1/101 lie K'ns 1110t'ing tOK"tlrd a bllak· 
tllrottglr 111 1960 from wlrid1 he sub-

. set111e1111), retrealctl . 8111 1/1is JJroble111 i11 
a11is1s' IJiogrt11>l1ies lvifl t1111>ear agai11 i11 
1l1ir lll'iti''. 
Sl>mc of Cages s111tle111s in tlte Fifties 
became l'ilorter mcmbers of Fluxus. Jack­
Sf.111 J\farlow 1>eyo11 1ra11sferri11g Cage's 
rlumre procttlllrtS ta Pf.>e"Y - yieltli11g a 
111ore ctH11pt1t11ti011l1I or 11rtificial c011crete 
f'(J<try•. /11 1958, Cage 1a11glr1 a composi-
1io11 class at tire Nt."W Sc/roof for Social 
Rese11rcl1. ),•J1ose story /1as ofte11 bee11 told. 
l 't111ici1}(1111s i 1rcll1tletl ; Jllatr Kaprolv, Dit·k 
I liggi11s, Jac:kso11 1\·f11clt.Jh~ Al Ht111se11. 
George /Jrecl11. 10.tlii l clu)·a11t1gi, .5cotl 
Hyde, Ric/tort/ A111xjield. 
111ere lvero JX>St•(,;,,gc cle,·clop111c111s i11 
New York (11 1959. A/11111 K11prow's 18 
Happenings in Si• Part!\ for ex11mple, 
w{tS prese111ctl at the Reuben Gallery, 61 
Fo11r1/1 A L'C1111c. ll11p1,e11i11gs - ' ' sort of 
plotles.r theater - lr11tl been prefigured by 
tltc ··co11ce11e<I ac1io11" ' ''l1icl1 Cage /1ad 
presc11tc<I 111 Black A·f0f111tt1i11 College i11 
1952. 
Anoilter 1959 ,,..,,,, 01 tlrt Reube• Gallery 
" 'OS George Breclrt:S sl1ow ... Tol,·ord 
£,-r111s·. Brttlrt etillt111ly K'OS <iirec:11)· i11 4 

f111e11et'tl by Cage. llfll immediately mo.-ed 
bt!)00llli c·agt 's e..rcl11sii:e t111pl1asis 011 
11111.tic. I 1/0 1101 fi11tl Brec/11 sy111pa1/1etic, 
beca11se Iris work is deliberately anti re· 
lentles.rly pros11ic. Ne1•ertl1eless, Bn:cht's 
ft1c111t1I i1111>0111111ce i11 1/1cse de\.·efo1>111e111s 
is 1111<lc11i11/Jfc; 1111(/ I 1vi/I ret11n1 10 /1i111 
l\' /1e11 I re11r l1 ('llt1y Fl11.r1tJ'. 
Alrcf11f)1 i11 1959, 1/101,g/11 1/1ere is 1111 a11· 
1icifJ11lo1)' <levclop111e11t •vl1icl1 11u1sr be 
111e111io11cd. /i1usical scores begi11 10 ap· 
pe11r whiclr c()11sis1 <>f short 1·croal texts. 
Tl1trc i's, for exa1111Jle, Broc/11S Timc­
Table Music (S11mmer 1959).6 n 1is piece 
is perfon11td i11 a rt1ilnYJ)' s1t1tim1 b)i sq>· 
amtetl ~rfon11m ''"'o 1ue 1/1e s101i011S 
1i111ttablts to dt1tnt1i11e h'ltetl 10 111akc 
$()/llltls - witltf.>111 tleclari11g to fJOJSUSb>· 
1/1a1 a pcrfon11<111ce is occ11rri1r&-
~•fter I bttt1111e i11•vfvetl l11 11e1\f 1111uic~ I 
re11re111/xr K'nlki11g tl1ro1<8I• l/an·nrd Yard 
t1111/ seei1ig 11 11111111}{)sitio11etl at 1/1e conrer 
of o 1/or111i101)'. see111i11gl)' <1tte111ive, bl1t 
1101 visibly tllJi11g 1111)1t/1i11g. 171e tl1011gl1t 
<>l't'ttrred 10 1ne 1/1111 lte 1111"g/11 l>e partici· 
j)(1ti1ig i11 11 11e1v '"'isle JJerf<Jn11<111t·e ~vliose 
e:..·is1c11cc '""s 1101 11111101111ce<I. iYell, 
8recl11 : .. 'fin1c-1'ablc Music is s11cl1 11 
p iece. l't1gc l1t1tl /JOi11ltll 0111 1/1a1 '"'e are 
s11rro1111tletl by i11l•lsible elec1ro111ag11e.tic 
bf(){1tl ct1sts. 8111 a11J1a11i111e it sce111ed 1J1a1 
11.·e '' 't're also s11rro1111ded b)i .'io1t11ds 1J1at 
111igl11 or 111igl11 1101 be/011g to co111p<>Si· 
tlOJ1$, a11<I 11>1 actimas 1/1at 111igl11 or 1nigh1 
l lOI be C()tltrolled IJ>r lilWllllOf.tllCed pu· 
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fon111111ce JJ/t111S . 
At ,,·/1a1 1>0i11t is it Ct'rtlli11 1Jtat s1n1<:lllre or 
p1111mc erists? 111 1960. 1J1a1 sct11itd ro 
disso/1-c i1110 1/1c 1to111/cscrip1 s1trro1111d ­
i11gs. nrat CO/ltribtttet/ 10 111)1 S£1J.s:e (/IOI K"e 

K"l'TI! abom ta p<ISS bt!)w1tl all culttut 
wlriclr oflici11lly txisted. 
l~ 111t 111e111i<H1 1/101 Dick I lf&.~1rs also 
l1as a f"1blisl1ed 011c·parograpl1 text score, 
Constcllati01l No. I. ,,·/1ic/1 is fro111 J11l)r 
1959. 
711ere is 01101/rer /XJi111 i11 8ret·l11 to 'A1/1ic/1 
I wislt I Q rt!J[H>ml. lint! I prefer to tlo so 
/1ere, t:\ 'l!lt 1/1011gl1 i t 111et111s getti11g <1l1et1d 
t>f 111y sl<Jf)'. /11 t111 i111e1"'it!1v /Jlt/Jlislred i11 
Art and Artists, O<·tober /972, 8recll1 
st1id: '•/ pruc this 11s " problem for 011y­
bocly 1v/11J 1/1l11ks tl1C)1'rc 111aki11g art, or 
0111i-art, or 11011-11r1: 10 111ake a 'vork 
,,,/1ic/1 C(lttllOI possibl)1 be CQ11si1fere<I (lrt. ,. 

Well here is a clttllp sol111io11: "'If a am· 
1ro<lict io11 c<11111ot be 11rt. 1/1e1r 1J1is se1i-
1e11ce is 11m 011 or 110/ 1n1t."' To gi•'t a 
serioris Sf.>lu1ia11 is bt!)w1tl tltt SC<>pt of tltis 
essay. 
Just aft~r Cage becume publicly prami-
11t111 as 1/1e letidtr of tire a\'0111-gard~ 
artists of 011 t111irel)1 <lifle~11t order of 
rt1dic11/i.t111 <1ppeon:tl i11 tire New Yorl: 
01'1!11, anti ..-orketl as colle11g11es for a brief 
b111 i11te1i.re /N!n'o<I. Tl1e c11rcers of s11c/1 
1lo111i11t11i11g ftg11rcs llS L11 A-10111e Yo1111g, 
/~obert Morris, IVa/ter De Maria, <111d 
Yoko 0110 ste111 fro111 1/1is 111ilie11. 171is 
gro1111 of 11rti.Vf.~ 11·as rec111ite1/ a11tl led by 
La Mo111c Yo1111g. 
)'01111g /111</ 1uo,·e1l 10 Ne1v York fro111 tire 
!)i111 l ·'ra11cii"'(J 11re11 i11 talc 1960, al tlte 
.'ia111e ti111e <1.r a 11111,,bcr of 01l1cr alfists: 
Di1111c Wllkoski, Robert ,\f()ni.s, Simone 
F()rti, Walter De ,\faria, lasepll Byrd, Terry 
Je1111i11gs. / 11 C11/ifor11ia, Yo1111g l1od 
1i·Qttcd 11.•i1/1 <la11ur A1111 Halpni1. It ''-as 
at lrtr sd1ool that lte tleln'Utti Iris Lecture 
1%0: i11 wlriclr lie 1lecl11rtd 11101 ""'"'e.ss 
" 'as 1/1e 011/y '"''''e lie •'VJ11ttd i11 art. 
Yot111g l ttttl alre<1tly bt.-e11 ;,, 1or1cl1 'Ait/1 a 
number of New York Jigt•l'l!S l>ef()re Ire 
arri\.'i!ll i11 1\'e~v Yt>rk: a1r<I t1gai11, <I gror1p 
of Colifomi1111s moi•etl East wi1/i liim. At 
1/1e sa111e 1i111e, Yo1111JJ's •~·ork ''"'s e:"cep· 
tio11alfy tllsti11g11isl1etl. a11d ii f oc11se<I 1/1e 
t/1e111e..s 11•/1;t:l1 occr11Jic:1I tire 11rtists <lro11111/ 
l1i11r. !io it 11·11s 1/1a1 ove.r11igl11, Yo111(8 be,­
c11111e 1/1e ('Q111111a111/i11g flg11re. (Jack.'io11 
Mt1cLo1v 1u11s1 l'IC 111c11tio11e<f as a co-or­
ga11izcr.) 
Yo1111g 111'(J(/11cctl '' series of co11certs i11 
Yoko Ona s loft at 111 Clrombers Street, 
as follows: 

Dtcember /96() T. J~1111i11p 



Saturday , 

MUS IC <>nd· POE Tll'i' 
of 

HENRY FLYNT 

t""o concer!s 
at 

Yoko Ono's studio 
112 Chamb~rs St. 

top floor 

Feb. 25 at 8:30 p,m,: experimental concftrt 
Jazz, Flynt-music, or poetry wlll be Improvised 

by Henry Flynt and possibly others 
Informal - do not cro~d near performer(s) 

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

by Henry Frynt, piano; La Monie Young, tenor 
saxophone; Joe Ko tz ln, flute; Simone Morr!~, 
vocal; Waltor De ~orla , drums ; and others 

Fl)'nt -m uslc 
by Simone Morris , ~ocal; La aonte Young , piano 
(and vocal); Henry Flynt, saxophonR (and vocal); 
and other s 

compositions and poetry 
by Henry Flynt (tltles and performers to be 
announced) 

possibly exhibits of scores, r eadings from writings 
on his work, pla ylng of recordings, by Henry Flynt 

It may be nec essary for some to sit on Iha floor. 

~· 1.00 donat Ion 

Th Is Is #3 In the se.- les pres ented by La Mon to Youn9, !.'4 w 11 I 
be Joseph Byrd (Alareh 4 & 5) •· Other even lngs w I 11 I ne I ude 
music: George Brecht John Cage Walter De Marla Lucia Olugoszewskl 
Bob Dunn Dick Higgens Dennis Johnson Richard Maxf lold Toshlro 
Mayozuml Terry Riiey David Tudor Christian Wolff La Mon'e Young 
poetry: David Degner Hans Helms ~orry Jennings Jackson Mac Lo~ 
Yoko Ono Diane Wakoskl James Wari ng 
plays: Jackson Mac Low Phi I Reys 
machinery: Bob Morris 
somo thl ngolsa: Bob Morris Simone Morrls 
others t o be arranged 

No publlc announcements. If ~here aro r.amos to be added lo the 
ma I I Ing I 1st, pl ease send them to La /,\ont e Young 
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Apt • I •G 
119 Bank Street 
ti, Y, 14, N. V, 



Ja1111ary 1961 
Febniaiy 1961 
March 1961 
April 1961 
April 1961 
May 1961 
May 1961 
J1111e 1961 
J1111e 1961 

r. Jclriyanagi 
!·!. Fly111 

J. Byrd 
J. MacLow 
R ~faxfielt/ 

L Young 
S. Forti 

R. Morris 
D. Lindberg 

J)erfor111a11ces co11ti11"e1l after tltis at 
0110'.s loft, bt't 1101 r1111/er Yo1111g's sp011 4 

sorsl1ip. 
St1bsct1t1e111ly, after Yo1111g J1ad 111e1 Geotge 
Maciunas through Richard Maxfieltl, 
Maciwras offered his AG Gallery, at 925 
Madiro11 A1.1e.1 as a vc1111e for a series of 
eve11i11gs tlevote<l to artists selecte1i b)• 
Yo1111g a11d MacLoiv. TOl/ay, 1/1e serieJ' 
lisre1/ l1ere is re,111e111bercd as "1lre•1 AG 
Gallery "concerts". 8111 that is false: Maci· 
u11as l1ad 01l1er, sq11arc series n11111i11g ;,, 
lri.t gallery at the same time - feamri11g 
s11cl1 co111poser$ as 1\111sorgsJ..j1• (Dra•v a 
straig/11 li11e 1111d fol/01v it, M11sorgsk>•l) 

May 1961 R. M<ufield 
June 4, 1961 J. Cage 
June JO, 1961 T. lclriya11agi 
J1111e JI, 1961 S. de Hirsch 
June 17, 1961 J. i\1acLow 
June 18, 1961 O. Higgins 
June 24, 1%1 J. /Jyrd 
June 25, 1961 J. ft111cLow and others 

July 2, 1961 
July 9, 1961 
Jnly I 5, 1961 
July 16, 1961 
July 17·30, 1961 

July 23, 1961 
July 30, 1961 

(including Bob i\1orris) 
L. Young 
L. Young 
H. Flynt 
H. F/ym 

Yoko Ono 
(show of paintings) 

W. De Maria 
Ray Johnson 

Yot111g ti/so J1a<I bee11 i11vi1ecl by Cltester 
A11dcrso11 to gi1est edit 011 issr1e of Beati­
tude EasL .c;o it '~'tis 1/1a1 Yo1111g 11s­
se111blecl, i11 1961, 1/1e 111a1111scri1>t$ ll"l1ic/1 
- after van·o11s 111isl1aps - Ire, MacLo1v, 
a11d ,\faci1111as 1vo11/tl pri111 011d release i11 
1963 as An Anthology. 
Young. and his friends T. Ril<y and 7: 
Jet111i11gs, 1vere jazz 11111sicia11s 1vl10 /1ad 
e111erctl 111oden1 11u1sic 1v/1ile /JIO)'i11g jazz. 
Ami Young was alrea<ly deeply imerested 
in /11clia11 1111tSic. At tlzat 1i111e1 tlrcre 1vas a 
socit1/ separ111io11 bet1vee11 "classical 
11111sic" a111f jau 1vl1icl1 is diffic11/1 10 co11-
ceive tmlay. Classical 11111sic, after all, 
11101/e a clai111 of absol111e, scie11ce-like 
i111c/lect11a/ s11pen·on'I)•, a11tl s11periority of 
sensibility. So the fact that Young and Iris 
frie1uls brought a proficiency in jazz, and 
a vision of !row jazz might be extended, to 

''tlze" avon1-gortle (tlze ''classical" nva111-
garde - 1v/1a1 a11 oxy111oro11!) ivas a 111ajor 
socio--c11/111ra/ re<lirec1io11. 
Tl1is J1appe11etl at 1/1e ti111e 1vl1e11 Onzette 
Cole111a11 a11t/ Do11 Cl1en)' /rad j11st be-e11 
acclai11u!tl as 1/1e first ava111-garde 1vi1l1i11 
jazz. C'o/e111a11 a11<l C'Jzerry '~'ere 1rea1etl 
111t1cl1 as Tin1e 111agazi11e treatetl Cage: 
ridiculed as cl1arla1a11s a11tl at 1l1e sa111e 
1i111e 1vclco111ed a11tl lio11ized. So 1ve arc 
back 10 tl1e socit1/ 111ea11i11g of 1/1e 1lvo11t· 
gtirtle JJlrase. Evitle111/y 1l1e OJJfJCOrt111ce of 
tire artl\·t •vlr<J Jack,· co11ve111io11a/ skills 
t111tl is i11co111prolre11sib/e 10 1J1e 1111blic is 
{Ill tJb/ig111ory1 1i1e of /XiSStige for CVC/)1 

1radi1io11 existi11g i11 tire slrado•v <>f 
E11rope1111 111otlen1is111. 
As I ltaJIC sai<I, Yo1111g /1atl <1111101111cetl 
1/1at 11civ11ess 1vas tile 011/y va/11e to be 
tlt/111iretl i11 art. /~Or Yo1111g, Ct1ge1 J><1ik's 
theatrics, and the Eve111s and Happenings 
1v/1icl1 1ve"- c11rre111 i11 1960 ·~·ere alrea<I)' 
history. Cage had overthrown Stock· 
ll(lllSCIJ 's de/i11itio11 of llt:IVllC.SS (IS seria/­
is111; 110h' Yo1111g 0\1ertl1re1v Ct1ge's defi11i· 
tit>11 of tire 11e1v as e.rtra•··age111 Ct)11ft1.5io11. 
Yt)1111g 10/tl 111e tl1t1t /1111>pe11i11gs lvero 
co111)'; t111d H'C tigreetl i11 co11versa1io11 1l1t11 
all opera and all dance, for example, were 
l\'Ortlrless bcca11sc 1l1eir 11rc1111:fes ,.,·ere ;,,_ 
l1crt111ly con1)" You11g 1letlt1re1I i11 fO\!Or of 
1>1'0/011getl 11101101011y i11 t1rt - 1l1e p0Sitio11 
1v/1ic/1 u1c>t1ld later be ct1l/ed 111i11i111a/is111. 
To11a/ 11u1sic co11ltl be rel111bilitatctl as 1/1c 
most radical: if a single fifth was sus-
1ai11ctl for 1/1rce l1011rs, f or c.ra11111le. For 
11t1/pri11, Yo1111g l1atl rccor1/e1l 11111sic 1•1itl1 
1111vhf)'i1ig/y /011</, tle11se fric1io11 so11111/s 
" 1/1icl1 lvere e111irely 110111111tsical /Jy te.rt­
book stmulards. This somatically compel· 
ling music charged tire silence which fol· 
/01vcd ii i11 a 11mv 1iray. It 111ade Stock· 
l1ar1se11 a11tl C1lge set111 like so 111r1cl1 1101e­
s11i1111i11g. 
/11 1960, Yo1111g •vrote a sen'es of co11111<>si· 
1io11s co11sisti11g part/)1 or e111irely of a sl1ort 
te:t·t - so111cti111es '' si11gle se11te11ce. Evi· 
tfe11tly, iso/atetl te.rt scores l1<1tl bee1r co11r· 
posed e(lr/ier by Brecht tmd Higgins. B11t 
beca11Se of tire 11r1111bcr a11tl rclario1rs/1ip of 
Yoi111g's co111positio11s, '''''' bec1111se of 
1/1eir cl1aractcr, they crystt1llized a 11CH' 
ge11re. YtJ1111g's 1>ieces '"'e111 l.x.')'Olltl 1/1e 
bo1111t/ariej· of 1111,sic; a11tl 1/1ey 111a11ifestetl 
a sort of fantasy - paratloxical and self· 
referc11tit1/ - 1vl1icl1 'vas p/1iloso11!1ict1/ly 
challenging. People called the works liule 
pict·es; b111 Yo1111g asketl 11101 1l1ey be 
called H'Ord 1>icces. 171is ge11re 1vas i111111e· 
tlit1tel)• take11 11p ~· Yo1111g~· as$0Cit1tes. 
At the begin11i11g of 1961, Yo1111g an· 
1ro1111ced tlrat he rejecte<I 1/1e 1101io11 1/1a1 

105 

each of a composer's wori<s had 10 be 
different from its predecessors. He 
plan11ed to compose 29 compositions 
throughout 1961 which simply repeate<I 
Composition 1960 # JO. 711e family of 
co111positio1is \11t1s pro111ieretl ;,, a11 ava11t· 
gartle co11ccrt •it/1icl1 I orga11izetl at J·/ar­
vard 011 A1arch 31, 1961. Robert Morris 
assisted Young i11 petfon11ing Iris pieces; 
also ft1oni• exlribite<I Iris Box with the 
Sound of Its Own Making. MoJTis !rad 
pla1111e.tl 10 perfon11 Iris \Varer Sculpture, 
b111 I /1atl 11t1iPtl)' <1sk.c1l fJ(:n11issio11 for it, 
"'"/ it !rad been forbidden. 
Young hat/ been 1hreate11i11g to present the 
111oj·f ''''t111t·g<1nle pieces i11 tl1e 1vor/1i. I 
re111e111ber 1vl1e11 lte 10/d 111e over 1l1e 1elc­
pl1011e lro1v tl1e •i·orks '''ere 10 be /islet/ ;,, 
tl1e progra111. As Ire dictatetl, lie ca111e to 
Composition 1961 # 8, dated April 2, 
1961! He was going to petfon11 22 com· 
positions before they were composed. Ill 
logical 1cn11s, Ire 1i1<1s go1.,1g to follo•v a 
n1/e 1vl1ic.l1 lie l1<1tf 1Jlfl11t1Ctl, b111 1v/1icl1 t/i,J 
1101 )'et exist. /:,.0111 tire fx>;,,, of "ie1v of 1/1e 
co11i.·e1rtio11t1/is1 cx1>lti11t11io11 of tire exist· 
e11ce <>f abs1rtlCtio11s, Yo1111g n•as i111r0<f11c­
i11g time travel al the lei,.el of whether 
gi11e1i abstrac1io11s e.ristc<I or 1101. I J1a1"e 
alreatly 111c111io11c1/ tfeo1rtic dissocia1io1is 
i11 u•orks of Cag~? 0111/ IJn:c/11; 11o•v Yot111g 
111tltle tl11 ex1roordi11ary atl1li1io11 10 1/1e111. 
Yo1111g 1s co11r111>sitio11s nrere 1>erfor111etl 
after tl1e i11te1111iSJ'i011. I re111e111/)er bei11g i11 
tl1c balco11)~ 1111tl obsen.1i11g a b11i/di11g 
g11t1rtl 'lt-'atc/1i11g 1/1e pe1fon11a11ce. /1e 1vas 
s1ari11g 1vitl1 1/1c 111os1 t"'.ttrc111c er11ressio11 
of sl1oeketl i11co111prcl1e11sio11 I l1atl e1:er 
scc11. A11d )~et 1/1ere •v<1s 110 /)(l11tleri11g or 
publicity s111111 here: there wt1s 11 thoughtful 
break with the past which would not go 
a1vay. (A11tl for 1/1e gr1ortl1 tl1e <listi11c1io1r 
1vl1icl1 Morris 111adc i11 /1is 1vri1i11gs be· 
nvee11 aritlly 111e1110/ <1rt <1111/ art 1/1111 J>ro· 
vitle.s expe1ie11ce did 1101 apply.) 
After 1/1e co11ce11, Yo111rg sat at tire 11ia110 
a11d bega11 10 /'lay 1/1e co111pressetl, repeti· 
ti"e 1-lomce Si/1,.er-/ike jazz 1vl1icl1 J~'011/tl 
be tire bt1sis of tl11ets f 1,,·011/ti record •vi1l1 
liim in 1962. 
A feiv )'ears farer, Yo1111g 1s i11tercs1 ;,, 
ctl111ic 11111sic a11tl itr s11stai11ed 11111sical 
e.AJ>erie11ce \V011/1l /eotl l1i111 10 i111provisetl 
saxophone petfon11ances accompa11ieil by 
tlro11es <111t/ J11t1rtl tln111is. Tlrese peifon11· 
t111ces, 011 Jv/1icl1 Jo/111 Col1ra11e ""'s per· 
J1a1>s 1/1e 111ost i1111JOrtt1111 single i11j111e11cc, 
'''ere i111111e11sely refi11ed a11tl ccsraric. Tirey 
•verc 011e of the 011tstt11rtli11g t1cco111plisl1-
111e11ts of 11eiv c11/111re i11 1/1e S'ixties. flere, 
as througlww his work, Yo1111g showe<I 
himself to be at tire farthest remove from 
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1/1e Fl1tt•11s es1l1eric. It /111s 1/rerefore <io11e '' 
grtl1t dissen·ice, obsc11ri11g n'l1a1 Yo1111g 
l1as 10 gi,-r, 10 pigco11/10/e /1i111 as a F/1t\1tS 
COlll/>OStr. 
R~n J\fonis is 1l1t artist "110.se proper 
role i11 1/1is S11n"t?' is l1on/CS1 10 j11dge. 
Early i11 1961. Ymmg told me that It/orris 
... as tire most amlll·garde Mides lrim;s,,/f. 
T/1111 11111kes it 11ectssaty to lake 1101e of 
Aforris here. As for the work of i~forris 
1l1<1t I s<11v <111/1e 1i,1u:, I certai11/y sa1v t/1111 
it n.ta-s "111()(/tnu't111e '"; br1t tire re11/ les.1011 
1vas 111<11 1J1e cn'1erio11 n1/1icl1 11111tle it tire 
111ost 11e1v n-'tl,J si111ply 1X1rocl1ial. ~Yal1cr 
De Mttritt, 1vi1/1 1vl10111 Mo1ris ltflS 11/1va)1S 
bee11 pt1iretl, 1vas t1c1ive 1/1e11 tOt), of 
co11rse. 
111c A1onis k110 1t·11 to tire 11rt 1vorl1l tO<IO)' 
is 11 tcxt/>OOk CA't1111ple of 11 progressio11 
from an s111tle11t to fledgli11g exhibitor a11d 
i1'stmctor to world-class artist. i\forris' 
oet11•re su111i1,gly posts 1/1e sa111e proble111s 
as 1/1a1 of 0191 fa111Ql1S C011cept11af attist. 
At tltc cc111er of tl1c »'Ork is tire JHU$11it of 
s11ccas: 1l1c 1twk is cc.kaic. »i1ik /1a•i11g 
a rtc11"i1tg 11rt1111-g<1nle g11isc (w/1icl1 
111ta11S i11 fi1ct 11101 tire "'°'* e111bodies 
co11siderable waste). Also, Aforris' work is 
loatletl 1vi1/1 co1111ec1io11s 10 1/1e pl1il<>­
sophical p111ulits of tire day. 
llt•l'lC•vi11K Morris' 1960-62 1vork for 1J1is 
l!SStl)'. I find it to l11111e co111ai11etl ele1ne11ts, 
/JCr/rtl/)S 1101 IJltbfit:fy k11Qhl/J llOlV, l\'/1ic/1 
wen: /X1tlrbrc11king. 77ie work does help to 
make 11111/ers1t111tlable tire climate of r11tli­
ca/i.J111 ;,, 1961. Monis, l11111i11g cl1ose11 10 
l>c tr sc11l11t(11', i11trotl11ced 1/1e JJll)'Sical il/11· 
sio11 l1110 "c~o11ct11t1111lis111" (as it is called 
now - not then). And Projec1 for Sculp-
1ureot/1·cnct/ to ittrtttcd dii'isibility. Inter­
view, i11 oddi1io11 10 1/1t oi111s Aforris l1ad 
for it, 11101'td art i11 1l1e dirtett011 of 011 
t!Xf"'rlem:e stagctl S«fl!l/y for a si11gle sub­
j«t. 
1.-lonis' l4Ti11e11 n1111i11ati011S ore also 110-
tablt. A lttltr to La Afomt Young of 
Stpttmb<!r 8. 1960, hos stimulating tirings 
10 say 11/xxtt (using jargon for bre>'ity) 
logic, p/1e1101ne11olog,•, ps)·cl1etlelic er-
1ien'e11t·c. 1J1c <111e.s1lo;1 of11e1v11e.ss. (Monii; 
is 1>111c/1 better u1/1e11 Iris i1let1s "j10t11" -
" 'it/10111 bei11g tie</ 10 fasl1io11able act1· 
tlemic pwulits.) Herc, for the first time I 
k1tt)IV of, M <>nis J1l11ts tltal llltli•art ("1t11t· 
Artica '') 11ra)' be tl1c /Jest. 111e le1ter e111fs 
" 'i1/1 ti 1>ro1>0sa/ ,,1J1icl1 bcca111e M ake an 
Object 10 l}c Lost. A 1961 text, M.D.­
llx, 11ote-S 1J1a1 a11 is 111ovi11g i11 a 1lirectitJ11 
;,, u•/1icl1 tl1c itlta is pri111ory a11d 1/1e 
physiC11l objtct is only a s11ppon for the 
idea. 17te a111idpati011 of "'Ital )'<'DI'S later 
~'Ott/ti I>< col/et/ "co11ceptualism" is ob-

1•io11s. Olank For1n 1v/1icl1 is k1101,•11 10 
10</0)'"s cri1ic.f, 11111kes t111 tle/Jell<I 011 '''>' 
(lSSlllllJ>liOll of flit (lflilll(/C (a.f ,,·ell {IS 

a111101111ci1tg '''/1t1t is 1101'' callee/ 111i11i111t1/ 
SCllfJHltrt' ). 

T1,'0 of ;\forris' J>itt"rS i11 earl)· 1961 ,,·ere 
Tomorrow S am lo 12 pm 0111/ To be 
looked :11 in a s1a1c of shock: nearly 
any1hing in a •Wlc of shock. Here Aforris 
11tl1·erts tliret"t/y IQ 111txlalities of e:rperie11ce 
i11 11111i1/e.'tl 111ul 1111.sig1u:cl JJl1n1s;:.s. 
Mt1nis c1•i1/c111/y 1111t Iris s11b111issio11 10 
Oca1i1udc (An An 1hology) through 
se1·c,.al singes. lrltcrvic\v u11tf M.D.-Rx 
1vcre 1vi1/11/r11tv11 - ti re latter, 1\'fQ1ris .~ll)'S i11 
1t lc11er 10 A11tlt~rso11, l1c£'t111sc lte 1va11tetl 10 
l'tJ1'L'ic lt t)r ,JiSC(ll'{/ ;! co1111Jlc1e/)i. A t OllC 
J.'f0i111, A'fo,.n's' title 1x1ge l1t1<I tl1e l1et1<li11g 
"a111i-art ·: All 1/1a1 fi1111ll)' go1 i1110 An 
Anthology 1i·11s tJ,c title 1x1gc. 1l'ltl1 a111i­
ort tleleted. 
£11i1/t11tl)', 1\f orris /1as per111a11e11tl)1 

Sllppresseil SOlllt of 1/1is ''""*· 17tt Ol't'T• 
,.;~'S of Iris K'Of'k »·/1id1 are arailable IQ 

1J1e P''bJ;'c dis/H.'1$r 1!1c 1961 "·orks "·l1i<l1 
are k110«·11 i1110 Iris l0tig carttr as a "'6"11· 
ler,1 wrcc•p111nlist "'. Sor11el101v. 1l1is 111akes 
1/1e111 tiretl. 
Did Morris f:,'(J through a phase whose 
0111cQ111c ·''''"'''/ lrlr,·c bee11 1J1e 11b<111tfo11· 
111<.0111 of l1is t1r1 t'll~er (or else of /tis 
11111111t·j:l1rtle /XJ.Jlttre)? ~Vt1s 1!1ere a co11· 
sclo11,'i n.'l'Crs11/ of 1litec1io11? (1\1a11ricc 
Berger's Lnbyrin1hs, />. 28 suggests that 
Manis 1ve111 1/1rr111g/1 '' 1110111e111 of 1/011b1 
t1bt)ttt ttrt h'l1 irl1 ,,.,,s resolvctl by 111aki11g 
q11a:ri·D111.·J1111111>ia11 t1r1.) BJ' 1962-63, 
A1onis' l.-'fll't"t!r •••as 1111</«n''<I)'• 1111tl l1is 
le11ers to 111e tlc'fe11tletl art fro111 111y cri· 
1iq11t of it. 01, 1/1t 01l1tr l1011tl, a letter 10 
Young of December 5, 1960 expresseil 
co111e111p1 for those onist• eager 10 pro-
111ote 1/1e11udi·n a11tl get fo1n0tts.. JYl1a1 
biogra1Jltm are 1101 1dli1rg 1u. a11d tt11a1 
K'e 11eetl 10 k110tt1, is "11e1/1er 1/1e e111i11e111 
cam•rs tl1t1t "~ S« ttre 111tre resld11als 
from deliberately ttbontlonetl breok-
1/1ro11glrs - resit/1111/s i11 ,,·J1ic/1 t/1e brettk· 
tl1ro11gl1s are rt!C)'Cle<I tis 111ere J,'f!Slttres. 
Let 111e 11001 JJ/11cc '''J'St/f i11 1/1ese Cl·e111s. 
l·Vlre11 I arri1•ctl tit llan'ttrtf l11 1957 to 
,\'l11tl)1 111a1/1e111111ic:r. I iv11s t1 begi1111i11g 
ctJ1111Jt>Sttr 1vitlr ti backgro1111,J lit classical 
violi11. I 111e1 so111c 11e" 1.11111sic 1>rac1l-
1io11ef3·, 1111</ b(-g1111 ,, .. orki11g i11 1l1is ge11re 
(1vitlrc>11t l't.'til co111·ic1io11). Also. J 111ade 
1r1111lfcrs of 11e1,,.,,,,,s;c 1cc/1,,iql1es 10 
<lro1t•i11g/1)(li111i11g. 1111</ 10 poelf)' (i11tle· 
pendtlll/y of i\focl..bw). ftfy cen/f/tl inter­
est, 1lrro<1glro1t1. h'as plrilosoplry. IY/iile a 
s1tu/e111, I moiwl from logical positnism 
to 11 ttniq11e a11d txtrtmt plrilosoplly of 
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"belieflcss l'1111>iricis111 ·: (Fro111 a11e111pti11g 
" Car11a1Jit111, /)(Jf'Si111011io11s roco11s1n1c-
1io11 of 1Jl1)'.~ics, for c.rt11111J/r, I 111ove<I 10 
1l1e 1wi1io11 1l1t11 1/1e S("ir11tific tle1en11i11a-
1i011 of f't't1lil)' '''tis a tlt111.St'011.) 'nris is 
i111porta111 for 1/1is ~ssa)-. be('a11Sc 111)1 
11'1i/osopl1irttl sttmre »'Ott/ti Ix tlte basis of 
1111 of my sttbs<'qtt•lll em/ea .. -. /ti pani­
cttltir. I beg<m 1ltinki11g lt/xxll transferri11g 
tl1e pri11ci1>le o/ t11Y111t·gar1/iJ111 fro111 art to 
1110 tl11.•111a tics. 
£,1rly i11 1960. I ltft llt1n·11r<I 10 '''rite <t 
111011ogr<111l1 011 111y 1>l1iloso1Jl1y, ,·0111i1111i11g 
10 live at I lt11"1:t1rtl !J"q11tt1'e. Tl1e 111n1i11g 
poi111 i11 my c11t'ly appro11d1 10 11n came 
•vl1e11 / visited Yo1111g i11 Dcte111ber 1960. I 
Ira,/ ht!g1111 liste11i11g It> j11zi a11<l A 111erico11 
e1l111ic 11111.tic, 111111 it 1t'l1S t·.~:t:i1i11g 10 11ree1 
'''''sici1111s s11c/1 as Yo1111g a111/ Jc1111i11gs 
1t.•l10 l1ad 11 jazz st1111tltJOl111 ,,·J1ile bcl11g at 
tlte leadi11g edge of 11ew music. During this 
11isi1, Yo1111g ri!t1tl 111c l1is 1960 '''ord 
pieces. 
I i111111("(/it1tc/y l>t"8<'1I I() CQlllp<J'Se l\'Qf'C/ 

piecrs. rej1ec1i11g Y<x11w~ no/rile at 1/1e 
sn111e 1i111e drt11,·i11g i11 111y pl1ilosopl1lcol 
a11d 111atl1t•111n1ie11/ f>"(J«t1pa1i01as. (Tit~ 
pieces ... ,,., dr~troyttl mu/ exist 11ow 011/y 
as reco11s1n1c1io11s. Ext1111plrs: JVri11e11 011 
11 1\1l>/Ji11S ,ftri11: 1•TJ1e i11$tn1c1io1is for 1/1is 
co1111JOJ·iti1J11 111-.: 011 tl1e ot/1er sltle of 1J1is 
strip.·· JVritte11 tl'1tlcr '' li11e seg111e111: 
.;£11c/1 JJ<1i111 011 1/1is Ji11e is <1 co1111JOsi· 
1io11. ") I beca111c engrossetl i11 1J1e co111-
1>e1i1io11 ft) ltc 11eu:es1 <1s Yo1111g co11ctivetl 
it 1111tl cn1sfltietf ft1r i t. 1llso1 Yo1111g~s jazz 
s1a111l11oi111 l't>11fir111ctl 111y rejcc1io11 of 
1110</{'r11 11111slc 's <11111.'ti·scie11tific clai11is, 
a11d e11C,Jl1rt1ge1/ lllC 10 redi"cl Ill)' llUISi· 
cal efforts 10 eJ.1c11sio11s of etli11ic 11111Sic. 
During my Febntal)• 25, 1961 perfon11-
ance 01 Yoko 011o's loft, I 11skd the 
a11die11ee to propose a comest. If I liked 
1J1e c011test, 1/1e111J1e a11dic11ce »"Oltld c0111· 
pete a11d it·l10C!'l't'r "'OI' 11'0f1ltl get to per· 
fon11 "'' a dnmp nm/ mbber ball(/ (which 
I J1t1d picket/ ''I' a11tl 111111()l111ced 111atle 011 
i11s1n1111e111). Si111011e 1\1omS (1101v Si111011e 
Forti) saitl: "Lei 1/1e t·o111es1 be "''/10 c<111 
1/1i11k 111> ,1 J,'f){)(/ co111es1 tire q11ickes1 . .,, I 
11cctpletl 1/1i.J tis o g<H'Jtl co11tes1, Site saitf: 
"/ 1vi11." .'iltc got 10 1>lay 1/1e i11stn1111e111, 
wlrid 1 .•lte 1re11u·tl like 11 kazoo. Feeling 
tltat sl1e /1ad so1,1el10111 t•l1et1tcd, I pace</ 
tire floor 11yi11g IQ discern tire trick. Finally 
I ,1111101111ce1f 1/1at lier cu111es1 violat'f<I 011e 
of tire 1>rl11c1/>les of logic a111101111ced by 
Russell.' 
As I s11itl, I /rad bq;w1 w think obottt 
m111sfcrri11g tltt pri11ciple of al'/1111-gardism 
from an 10 matlrematiC>. Also. I noted 
lltal 11111<11 of tl1e tie\\' 111usic Stt111ed liU 



TIME-TABLE MUSIC 

For performance in a railway station. 

The performers enter a railway station and obtain time-tables. 

They stand or seat themselves so as to be visible to 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 lime by chance to determine the ·total 
duration of his performing. This done, he selects one row or 
column, and makes a sound at al I points where tabled times 
within that row or column fal I within the total duration of his 
performance. 

C1'0'4t btrto .. 
S""',..."'. 1 9~9 
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~ Each lecture - demonstration 
a.: will be followed by a period 

of di scussion and a repast of -=:. 
Cl hors' d' oewre and wine. Entry 
,:.; eontribytion of $3 will flefp 
en to publish FLUXUS magazine. 
<~ F G ~ or reservations write to A 
:Z: 925 Madison Ave. New York 
g! or call BU 8-4220 ..... 

2· APR.16 3· MAY14 
Oiscussion&demonstration by Discussion &demonstration of 
records of musical concretism concrellsm in its most recent 
from Moussorgsky till magnetic stage of development will com­
tape will comprise experi ments prise magnetic tape music of 
of Moussorgsky with sprach- the Frcnch'Groupe de Recher­
stimn1e & noises, Sch6nbe19's ches Musicales' ,German KOln 
& Berg's perfection of sprach- electronic studlo,ltallan Milan 
stimme,1ealismofdodecaphony studio di Fonologia, American 
& full Instrumental concretism private studios In New .York, 
from Webern, Varese to Cage.,, SanFranclsco,Toronto& other 
Berio,Stockhausen,Srooks etc. studios in Europe and Japan. 



researc/1 i11 srructtlre - so 11u1cl1 so 1ha1 
perfom1a11ce of 1/1e 111ttSic i11 co11certs 
see,.11ed a11ticli111actic a11d peripl1eral. 
71re1~ my tlli11ki11g 011 a philosophy-of 
1na1J1e111atics iss11e 111ust be 1101etl. I ac· 
ceptetl tliat for1nalis111, was tl1e 111ost 
credible official picture of the 11at11re of 
111atl1e111atics. 8 Tl1e or11co111e '"'as tlrat a/1er 
retr,mi1tg fro111 '''>' visit 10 Yoi111g i11 1960, 
I bega11 itr Ja11t1ary 1961 10 co111pose 
"111a1l1e111a1ics syste111s" co11sisti11g of 
proo/·trees wl1icl1 1verc 11ota1io11ally <111,f 
logically a11omalo11s. 71iese directly a111ici­
pated my co11cep1 011 - of which more 
below. 
After my Febniary 25, 1961 conce11 and 
tire March 31, 1961 co11cert, I i11cret1si11J!ly 

began to challenge tire artworld's premises 
theoretically. 1\1y peers professed alle­
git111ce to Art seer11i11gly jtl.St becat1se it ivas 
a11 official i11s1it111io11. /11 tlic cli111are of 
co111peti1ive 11e1v11ess, 1/1at Jee111ed abs11rd. 
~111ch of tire new a11 gained its status 
solely from being classified as Art. Outside 
tile art C011tex.t, tlte 111\•orks'' tt-'Otlltl si111pl)• 
be ig11ore,1. As a critical eta1tii11atio11 of 
1vl1at '"'e 1vere <i<>i11g, I ga.,·e a lec111re 011 
11eH111ess i11 Yo1111g~ apart111e11t 011 J1111e .1, 
1961. Here I mgued directly <igainst the 
tltesi.s tlrat 11e1v11ess co11ld be a ''~rk's J·ole 
value. (Young. I aigued, had simply im­
posed a pa11ic11/ar style - impo11a111, b111 
par<x:l1ial - a11tl called ii 11e1v11css.) 
Tire 11e.xt step, t/1e11, 1vt1s to tl1roiv a1v(ly 

the cnitch of the label '\111'; and to 
crystallize u11precede11ted, richly 
elaborated activities aro111rd u1tprece· 
tle11te<l pt1rposes. Si11ce 1/1;s perspective 
a111ott111s to tle111a11di11g origi1tal disco.,·er· 
ies beyond all existing professions, l would 
1101 have been bol<I enough to attempt this 
witho111 tire inspiration of my philosophi­
cal e~1re111is111. At tire ti1>-1e of 111y AG 
Gallery appeara11ces a11d t1/1en,•arcls1 

1\faci1111as co11tle1n11ed 111e for 1/1is vel)1 

rea.5011. 011 Ja1u1a')1 18, 1962, lie 1vrote: 
"Also met ... Helms who (very much like 
Fly111) is absurdly arroga111 am/ with pre­
te111ions towards world shattering origi11ttl­
it>' t111tl ge11i11s bordcri11g 011 111egt1· 
Io111a11ia ,. (letter 10 O;ck fliggi11s, i11 

f·lenry Flynt, Cc11cepr Art 11. 2, in .11n .1f11thology, 1963. 
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Fluxus Codex, p. 112). 
8y July 1961, 1 lratl tle1ac/ietl tire S1n1c· 
ture·play of 1!1t 1re-v 11rusic /ro111 co1rcert 
JNrfon1w11ct, a11d l1ad 11Jttged i1 1vl1i1J1 1t1y 

proposal of 01•0111-ganlt 11ra1J1e111a1ics.. 
Notbig 1/101 1notl1t111atics .. w 1mditi0t1ally 
dabntd to 110•-r a1ltetic •'Ol11t, I also 
reqitirtd a1l1ttic tltlectarion ;,, 1/1e 11ew 
ge11re. I go•~ 1l1t tie'"' &-e11rr tire label 
concepl art, writing tile essay of rlrar title, 
anti re/111Nlling se•"<!rol of my pieces from 
early 196111s "concept 011". Uke tire orlrer 
co111rib111ors 10 Bcatilt1clc Ettst or An 
A11tholog,y1 I s11b111i11e1/ 1J1is 111arerial 10 
Young in 1961. 
JYl1e11 I e.qJ/t1l11 to JH!fJJ>fc 1/1a1 I origi11<1ted 
conccpl arc, 1l1l')' ,,·oy: "011, 110 1v / 1111(/er4 

sra11tl, eo't!rylxxly Juul been doing concept 
art, 1Jre11 ) 'Oc1 i11i·c11te1l 1/1e label for it.'' 
Jfle/I, 1/101 is t'Xt1c 11)i wro11g. I i11•'e111ed 1/te 
label for my benefir, for something whiclr 
" 'as 011d rt111oi11t<r 1111iq11e to 111e: 11<1111ely, 
obj«t·critiq11es of logic 011d 11101l1e111a1ics 
bas.d or1 my '"IN/ief/tss empiricism". 
A decade lattr, Gennano Ct/ant provided 
a ke)• crirical appraisal of my conctpt aft. 
Jn liis i1nporta111 Le livrc comme travail 
arliSlique ( 1972), Ire saitl: "/ Flynt's{ pro· 
tlr1c1;011 is C011crn1ed " i1J1 sl1o"•i11g tlrat 
presu111p1io1is i11 111atl1c111a1ic..s, 111t1sic, a11tl 
plrilosophy are ofre11 incorrect... / /Jis 
work/ wckl1·s tire i111/e1em1i11ate 1111// arbi· 
trllry 11<1tt1rc of 111a1J1e11ra1i<:al co11<:e1Jts 
t1111/ OJJert1ti'rc stn1ct11res" (fro111 1l1c 1981 
tra1tslatio11) . '/11is 1vns c.rce/Jtio11all)' {JCr­
ceptive. lro11ic11/ly, Cela11t ~\· eSJ'O)' clitl 1101 
recognize (in 1971) 1lra1 1msession of tire 
concept a11 label /111// become lrighly com · 
peliti''C. 
n1c first "ptl/;licario11 .. of pieces label/et/ 
c011cep1 art ••'01 i11 Ill) ' /011r·page '"A11-
tl1olog)1 of No11 -/>J1ilosopJ1;cal C11/111ral 
W.,.-kr ~ h'llic/1 I mailed our in Septem/Nr 
1961 (aS /1'0l"<!ti b)• rile coi•tri11g le11tr ..-i1il 
Youngs copy). fitSr book p11blicarior1 of 
nty co11Ct/>I art essay t111d tlil'l'e co11cept­
art pleccs l''as, as 1t1r111io1tcd, i11 An An­
lhology. 011/y >""rs /11rer, c. 1967, was 
'"co11ce111 ., vt1rictl 10 ··co11cept11al", a11d 
used generically for ill/ "itlet1'" 1111. 
/ /1a,,e11 '1 tlescribcd 111y role i11 1/1e A111rc/1 
31, 1961 l/arwurl co11ce11. I listetl myself 
as ·~JOssib/y llet1f)' Fly111". A1y posirio11 
'''as 1/1t1t 111y J~l1n1(11y 25 1x:1fon11a11ce 
/1atl alre<1<i)' s l10 1v11 t/1at I "'OS tire 111ost 
a~·a111-gt1rtle. If 1/1c 1i'Qrks by 1/1e 01l1er 
p<1rtici1HJ111s 111 tl1e Han:artl co11cert cl1a/. 
le11getl 111y clt1i111 to be tire 111os1 a,,.·a11t· 
garde, 1lrc11 I " 'Oltl<I create a 1~·0Tk 011 tire 
spo1 which wo11/tl rop rlreirs. Despi1e rhe 
re111orkable cl1urac1er of Y0t11igS C()ln ­
positi0t1S, I tlitl nor f1!1!/ sll/ficiently chal· 

le11getl OJ' 1!1e111 t<> rerali111e. So I prc.·se111e1l 
110 '''Ork i11 tire co1rctrt. My par1icipa1ion 
was a nonappearance because of 1he 
insufficienl newness o f 1hc 01her par­
ticipations. 8«u11a I Mo-as i11s11fficie1111)· 
c/wlle11gtd iJ>' tlrt /Ian-art/ cor1cm, slumly 
1/1e"afttr I 11~/d a c1>11cm in my mind ;,, 
1'11iclr I cl1alle11i"<!ti mys..lf with Fo11i's 
COJltest a11tl '"'"'''''' of Ym11fgS dro11tic 
tliJ·sociatio11. (ntc 011/y doc11111e111atio1r 
n•as air t1cco11111 11•/1 ic/1 I 1vrotc - la1er 
tlts1royctl. ) 
All 1lris will ilel1> ro e.rp/11i11 my fou11lr 
1961 t•o11cc111·t1r1 ('Q1111J<>Sitio11: Work 
Such Thal No One Knows Wha1's 
Going On (lrereafter WSTNOK\VGOJ. I 
have 11ore1/ tlifftrenr tL<e.< of tleo111ic ilisso· 
ci<11io11 i11 tire work of C11ge, 8recl11 anti 
Young. 711c 1>0i111 of \VSTNOK\VGO 
"'as 10 acl1ie\•e sa111rt1tiQ11 of tleo111ic tli..r· 
socia1io1is. /1isteatl o/ 11 1c.r1 st·orc. tJrere is 
1l1e bracketed n 111ark: "011e J1t1s to g11ess 
if this work e.rists am/ if it //on wlr111 it is 
like. • 
I trl/ISI say rilar while rhis pirxe was, anti 
is, a ke)' 1'-orir. it 0t1/y promisn saturot.d 
dC011tic dissocia1;011S - ;, docs 11()1 cSJab­
lish 1/1e111. 171at is ""'>' Yo1111gS rtaliw1;011 
of 1/1~ pltce - h'l1icl1 lie 11setl ;,, tl1c Febn1· 
ary1 9, 1962 once co11ct•rt i11 A1111 Arbor -
w11s perfimctO?'· (/11 fact, Young copied 
1l1e piece e"1J1rcor1s/)1, 111i.s.fi1rg tl1e poi111 
1/1c1t t/1c ''b<XIJ' text" is air extcn1t1I re11ra1·k. 
I /1et1rtl 1l1c 11111c• of Ycu111g:f 1x•ift>r111t111ce 
011 l ·'ebn1a1y 9, a11tl t/1ere. Ire• ,~aitl: 1'TJ1;s 
piece is 011/y '' title." JVe/(, 1/111t 1~·t1s ,,00111 
rig/Ir.) \VSTNOK\VGO w11s p11blislretl in 
1963 i11 Dimension 14. 
A s I saitl, I e1v/\.'t!tl 0111 of tire a1•t11 11·gartle 
to a pers/>ecti1-c of i11iti111;11g 11e1v i11tellec· 
trial 111oclo/;1lts. tis I " '011/tl later call 
tl1 t 111. 711is 111110t1111etl 10 d e111a11d;11g ori­
ginal discoo·eries bcywul all existing pro­
/es.si()IJS. Al1tl1e111ic c1>11e1:p1 ort. 1/1r11, ""1s 
my firsJ resulr. Otlrer of my ..-orks from 
tlzis period .,·/1icl1 " 'en! tlirect,•tl to 11C'v 
i111ellectr1al 111odal;1its ,,·rrc: Exercise 
Awarcncss-Srn1c.~ (cal/et/ Mock Risk 
Gantcs l11 re.co11s1n1r 1io11); l~cprcscnta· 
tion of 1hc Memory of an Energy Cube 
Organism; Exltibi1 o f a \Vorking Model 
o f a Percep1ion·Oissocia1or. 
'T/1e 111ost <.'0111•c11ie111 so11rce for tl1is 111ate~ 
rit1l ;s 111y book. Blueprint for a Higher 
Ci\'ilization. /11 till Cll111/or "'''' ft1in1ess, I 
11111s1 sa,1 (lls I 110 ;,, 1/1e 1'/11tr0</11c1;011 •1 ;,, 
BlueprinlJ r/111r these 1961-62 workr we"' 
somerlri11g like bluffs. 711ey 1/i1I 1101 es1ab­
li.sl1 altenrate rta/;ties t1J inescapable. I 
/1ai·e bee11 " 'orld11g ~r si11ce to replace 
tlrese bluffs "irlr acllit!l'ttl 1/iscoi .. ria (Al· 
reatly prrlimi11ary res11/1S ore in Blueprin~ 
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bw they {111/ fair slro11 of wlrnt I pnsemetl 
recently i11 lo no. 41, for example.) But 
tlra1 is way off tire ropic of rlris essay. 
l\fy critical reco11stir111io11 of gt11ns tlitl 110/ 
stop wirh tlisplacing from a11 ro new i111e/. 
/ectual motlaliries. I also 1mtlt11ook to 
exa1n;11t tl1e pri111a farit ft111(tiOJ1 of art os 
obj~ctifi.ed e:cprcssi011 a111/ ~r1tcttain11re11t. 
Gii.•t11 t/1e dis111a11tli11g o/ fon11 011d 1radi-
1io11 1/1at l1ad !Nt11 corritd 0111 b>' tlte 
0\'0111-garde, I bega11 to l1a1'C rtsen•a1;01is 
of ,,n·11ciple abo11t /10 11• e11tenai11111e111 ls 
supposed 10 fulfill ir.r p11f]Jo.re. My be/ief­
less e1111>irici.f111 /1111/ Jist.·re1/i1r.d tl1c cog11;­
t;ve c/,1i111s tl1at •11ere 1,,t11lc for /1ig/1 art (or 
edif>·;,,g e111ena;11111<:111). 111c 011/y s11ccess 
possible 10 e11tertai1t1t1e111, 1/1q11, 1vas t/101 
of ple11s;11g st1bjectivc taste or pcnc-hant 
8111 lrerc was rite tliffic11/ty: how could 
a1101/1er peno11 S 11ro<l11c1io11 111a1cJ1 111y 
s11bjec1;ve t<1Stt betttr 1/1011 experie1rces 
tt•l1icl1 I "createtl ·• - 011ce "-'t /rad gofte11 
past e1rttna;11111e.111S pra1J111atic ft1nc1iQ1r 
of "'l!imelllirl$ people? I arg11etl Illar tllftr· 
1ainme111 s/1011/d be replac.d iJ>' a 11ew 
modality of aptirrdariort of prfrare tx· 
perie11ce. (~1)1 1en11 for 1/1;s t\'as "\·e­
ra11111sa11e111 " a11d later "'brc11d-:) 
U1r/ike 1/10.se onists tt•/10 110,·e 1uetl ··a11ti· 
art .. ges-111res t111' 1/1c 11111terit1/ of art careen, 
my critique of an - while hopelessly 
r11opia11 - 11·0.r colrl're111 1111tl earnest. I 
destro)·ed 111<Jj'I of''')' et1rly 11rt1~·ork, •v/1;cJ1 
is •11/1y I /1ave /111tl IQ llOI C ,,,,,, S(J '''"'')' 

ti111es lrere. I g11vc tt:/Jeftlt.'(I lect11n>.f 0 11 '''>' 
1/rr.ory 10 a11die11ces tlr111v11 111a;11/y fro111 
1J1e 1Vetv YtJrk 11111111t-ganle. A1td I co11-
vi11cetl Tony Conmtl anti Jack Smith w 
joi11 11re i11 de11101r.strt1ti11g for 1/1e <le111oli· 
1io1r of 11111sel111rs a11tl S)•1111J/1011y J1alls at 
A101\•IA, lilt A•ltJropoli1a11 ;\ ·fttMlllll, a11tl 
Pl1il/1an11or1ic I/all, 0<1 f tbnwry 27, 1963. 
I sent m1t a prdS releou Oii 1/1ne activi­
ties. JVe dkl llOI rteti\'e Oil}' ntwS CO\"tf­

age. Dona/ti Ba11ilelmt, ilowtl\·er, wrote a 
parody of my prrss release which ,.·as 
publislre<I ;,, The New Yorker, October 
12, 1963 ('"Marie, Alarie, Holt/ 0 11 
Tiglrt"). 
What 11eeils 10 /JC 1111d1·1Stood today is rltat 
tl1e 111os1 radicc1/ artists of tire ti11re - sa111e 
of 1.,·/10111 arc 11-·or/fl·t:lass artists 1otla)' -
t1tte11tle1/ 0 11c or 111ore of 11t)' l1111i-a11 lec­
t11res (i11 so111c c ases co11·es11011di11g lvit/1 
111e regartli11g 111y c11sc agni11s1 art). Jo/111 
C~ge 1111e111/etl my July 5, 1962 lec111re on 
Ai·e. D in New York, bringing Virgil 
Tlio11iso11 '"'it/1 J1i11r. Tire recortl 111r1s1 
slrOI< 1/lar even though I 1hough1 I was 
extrapolating Cage's own views, he dis· 
played no arfinil y for my 1hcscs. I fount/ 
mysdf showing n1or1isor1 my 1961 "An· 



tlrolog)1" 10 sl101v l1i111, tvllt11 I 111ea11t by 
brend (as f later called it). Of cour>e, this 
•vas i1ta1ttl1e11tic beca11se tire recipes for 
private e.-.:perie11ce 1/1crei11 •vere objectified. 
My lecwre of Febmary 28, 1963, w(1S 

give11 i11 JYalter De Maria 's s111tli<>. Yo 1111g. 
IVolff, De Afaria, Morris, Maclow, Diane 
JYakoski, Serge ·1·c11erep11i11e, ere., a1-
te11ded. J\llorris' <i11d De Maria's reac1io11s 
to 111y IJrese11tatio11 are 011 recor<I i11 1/1eir 
/e1ters to 1ne. 
Basically, my peers had irrevocably com-
111i11ed to careers as pro/essio11a/ artis1s. 
As for the issue of the subjective inawhen· 
ticity of borrowed fon11s and objectified 
e111errai11111e11ts, 1/1e,1 l1ad 110 11ffi11it)1 f or 
111y 1/1eses. 77rey m po11<le1f tvit/1 j11s1ijica-

1io11s of social JJt1s1i111es 011 a co111111011-
sense /we/. (As if they lwd '"''"heard of 
tire 11vt111t-g<1r<le, or, for 1/1a1 111<itter, of 
tlteir 01v11 tvork i11 1960-61.) 
/11 s111111111try, 111>1 a111i-art 1/1eOf)' of 1962-
6.1 receivetl a J1eari11g f ro111 1/1e best-pre· 
p<1retl titttlie11ce 011e co11/c/ /rave ••'t111tecl. 
/11cfe(!t/, for 111e 1/1e ai1tlie11ce's •vork tvas a 
j 11s1ifict11io11 f or 111)1 vitlvs. A11tl 1l1eir Jife­
st)·les n•ere 111ore bol1e111ia11 tl1t1u tica· 
tle111ic - so tl1a1 1/1ey ,, .. ere 1101 at risk. of 
losi11g i11stit111io11a/ s1a111s. A11d ) 'Cl 1/te 
evitle11ce is 11ra1, asitle fro111 1i1l1etl1er tl1ey 
'va11ted to 1111ders1a11tl, tlicy did11 '1 111tder· 
stand. f have to think that this sharp bw 
i11co11c/11si\.'C co11/ro111a1io11 ll'flS a lVater­
sl1e1/ i11 1l1e career of 1/1e 1101io11 of "ova111-

gartle". Once mu/ for all it emerr;e<I that 
the success-track avant-gar<le e.<istetl as a 
professio11al anis1s' career s1rategy. Tl1e 
a l'{IJJf•gt1rtle l l'QS /IOI (Ill llJICOlt(/itio11t1I 
q11es1 f or tire 1111prcccde11te<I a11tl 1!1e i11-
ge1111011s - e.t cep1 for 1/1e isolale<l i11-
1/ivi1/11al •v/10 cl1ose 10 take i1 1/1a1 1vay. 
Only one person echoed my ideas apprt>i>· 
i11glJ' i11 1963: George 1\1aci1111as, ,,1/10 1vas 
1/1e11 starti 11g 1:11Lrr1s i11 £ 11TOJJC. 
Note. 1'1tere ca11 be 11cl1ieve111e111s i11 e1rt 
,,1/1icl1 are "i1e1v" i11 tire tlegree to 1vl1icl1 
they differ from what has gone before 
(i11\.·e111ivc11css), b111 1vl1icl1 are 1101 avt111t· 
garde because the transgression of frigh­
c11/111ral 11on11s is 1101 tl1ei r poi111. M)' a11ti· 
an 1/1eory Of>posetl all art a11d c111er1ai11-

T"'1sfom»lon of ob). 2and ob). 3 loio ob).4' ... 11obj: 3 and 
coo1 f~ rn~d.to· forr.a pint.le doubly· convex lens wlth -smll 
cUrvature;bkecolor pl'lotogra,h of ashtt~rectangle In yellow 
light using this lens;develop,fllm ,.,'.otiJ,4 ls colOI ntgCIYe 

Transfonnatlon of obJ.2 and '.obJ.4 rniO obJ,5: repeat lar.t. 
transformation with obJ.4 ·unJtead of 3)~ using. red llght 
• obJ. S Is Mcond·color nega1:1Ve • 

Tron•fonnollon of obj, 2 and obj.5 lrto obJ;6, repeat. last 
tran•fonnallon with ob), 5, using blue llglit •.ob). 6 I• third 
color negative • -

Transfof111allon of obJ.2 and obJ.6 lrto.obj. 7, mah lens ~om 
obj. 6 ml....t with the ashes whlcll hove bHf\ being p~oto­
grophed; oial<e blaclt and white phot~,ln white llglit,of 
that part of the white s_!ldlee wflert the a.shes" reetang1e 
was;develop fl lm·obJ,7TsHC:Ond blackaricf ~Ile riegatlve 

TransfonnatlM of obj. 2, ob). o, and ob). 7 Into the fin&! ob).' 
(obj. 8): Miit, mold, and cOot 19ns used In last transfor­
mation to form ne91live, and make leni•from ObJ;7; uSlng 
l1e91llve·Mcs lens In 1n enlarger,·11\Jke two prirts, an en• 

~ I~ and a rtdud.lon - enfargtmeM Md reduction tcr 
g«her <0!1Sllwte the ftn&I ob)e<:t 

licnry Flynt, Concept Att 11. 3. in An A11tholoJ:>', 1963. 
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me111 i11tlifftrt11tly. It might /Ja.-e 1He11 
mon palatable if I had !HtI• clearer °'' 
tht di>'tnity of aims in an. 

3. During Auxus: 1he Maciunas Group 

I first met Afaci1mas at tlze AG Gallery i11 
Ju11e 1961 i11 the compa11y af Young a11d 
Maclo•"· T/1e tl1rec •vere pla1111i1Jg eve111s 
;,, tlu: series 1vl1ic/1 I Stl!Vf!)'e<I i11 1/1e pre· 
viottS sec1io11,, 
After it fwd bet11 settled whom Yo1111g 11111/ 
Afaclow w1111tt(/ i1t 1/1e series, Maci1,1ras 
propostd to i1rcl11de tire Col1unbia U11ii,·e1· 
sit)' com~n u1mil1g and U.ssad1evsky. 
YCH111g 01td i\ facU;mr asked A·lod111tas, 
~1/1y clo )'Or' K'Ont 10 i11r/r1de tlrtst 
sq11are.s? A1aci1111as said: .. BocatlSe I '''0111 
to l1a''t so111etl1i11g i11 1/1e series that re­
flects n1y own tastes:." 
As of 111i1/-l961, 1\.faci1111as' 1Jre/ere11cc i11 
arl '"'0-1' /0r a reaso11able, t1c(11/e111ic 1110(/ · 

en1is111. Co111act n1itl1 Yo1111g a11tl Iris col· 
leagt1es 11u1st l1a~·e i111presse1l 1J11 Nl11ci11-
1ias tl1a1 lie l1a1l to p/111ige 11110 1/1e 11vu1tl· 
gartle i11 ortler 10 get IO the fore. At the 
sa111e 1i111e, as is clear fr<»11 Maci1111a.s' 
s11cca.si'-e pln1a for 1/1e )'eorboxes., /t·laci11-
11os re111ai11td academic~ for K'Uttt of a 
better wort/, for 01101/ter year or two. 
Co11vtrsio11 to 1J1e aPant·garde 1111leasl1ed 
i11 Maci1111as a f o11d11ess f or prt1c1ical 
j11kes, 1111tl 1111 a11al firatio111 •vl1icl1 t1·ert: 
aln.•atl)' ti /){lrt of l1is r>erso11t1/iry. 8111 i11 
fi111ii11g '' 1vr1y, 11111/er press11re, to like tlu: 
a~·a11t-gt1rtlc, Macil111as apprel1e11detl tl1t: 
ava111-gt1rtle t1s tt plu11ge i1110 tlte tlregs. So 
it "'"S tltat 011 becomhig the il11prtsario of 
tire JXJ$1-Ca~ 1110,·e1ne11r1 J\facit111as c<»1·· 
figttrtd 1l1at n1m-e11w111 arm.111d a toiltt 
111otif (for 011t! 1J1i11g). Afacit111as' postcard 
to You11g of July 3, 1962 says tftat lie ftas 
tlesig11cd rhe Fluxus prospccll<S as a tight 
roll for tCCtal i11scrtion, and tftat he will 
package it ;,, 011 e11e111a bar. 111is 111orc or 
less res11111e1/ tl1e Da<laist i11te11t i11 1/10 
ava111-gartle. 
Tiie work of the Cage anti Yo1111g d1~le.< 
Jrad ofre11 bee11 eleg1111t, cerebr11l1 exaltetl -
wi1/1or1t Jravi11g bte11 ;,, tire least po1111KJ1lS 
or acade111ic. /11 110 lt.·ay did tire -...·<Nk 
ntctssorily signal dtbasemtlll. 1\faci1111as 
tlitl 1101 opprrciatt the ctrdxal a/Ill tht 
exalred. flt 11tmtd t1¥11'tird jokts 011d 111/· 
garity. /11crtasi11gly, the public welcomed 
this, rclil!l•etl at /J<i11g allowed to tscape 
from fonnidable art. All this was cn1cial 
;,, sl1<111i11g 11111/ es111blisl1i11g tire 1:r11.n1s 
cstl1etic. 
A111t·i1111t1s' co11cc1Jtio11 of a c11lt11ral ,,,o~·e· 
111e111 H1/1t'cl1 011/y accepted tlte dreg:. 1101/ a 
be11ejicial sitle. Maci1,11as co11St111ed 10 

pt1blisl1 111aterial 'Ml'lticlt l\'0$ sober, bc1t ) 'ti 

so e.x1re1ne tlzat 110 ptriotlical Mlitlr "Jtand • 
orris", no .. serious~ 0•·0111-gardt, WOt1ld 
110\-e acctpttd it. 
/11 anotl1tr con\·ersati01r witl1 }.1aci1111as at 
AG ;,, Ji1nt 19611 Macit111as' ad111iratio11 
for tire So,1iet U11io11 ca111a 11p. I btga11 to 
1ar1111 Mnci1111as 10 tire effect 1l1a1 tl1e c11l­
t11re of tire Soviet U11io11 1vas ti tr111Jitio11-
alism impose1l by police methods. Macitt· 
11as replie1l 1lra1 i11 1!1e T•ve11ties, 1/1e Soviet 
U1rlo11 lrad lrad tire 111os1 ratlic11l c11ltt1re 
i11 1/Je world. Well, tlrar is so: R{)(/c/Je11ko 
0111/ otltets said tltal tl1ey k'tre g<ti11g to 
create a state K-'ill1CN1t a post as a tQta/ 
arrv.'Ofk, ttt1ile eradicati11g a'tl)·tl1i11g tlrat 
had lritlterto btt11 COIUidtrtd art. Afaciu· 
11as bla111cd tlie So'iet n:.t1tn1 to trodl1io11-
alis111 011 Stali11 a111l /1is JH!DSt111t co11s1i111-
c11cy. Aftenvards, J\ft1cl,o1v 10/11 11rc 1/1a1 
,\f11cil111a.5 /rad 1vri1te11 to Kl1rt1sl1cl1ev, 1el­
li11g l1i111 1/1ar tlic 5'ovict U11io11 n•ftS al1ef1tl 
of the capiwlist cowuries In "all fields 
e.rccpt art "; 1101v it 11ettlt:tl 10 ('<1tcl1 11p i11 
''''· Tl1is lvas Jtl)' first e11co111rter n·i1l1 
1\facil111as~ fa1rcifi1l leap l11 11•/1lc/1 10)'1111)' 
to tl1e 5.oviet U11i011 '''aJ n:co11cilttl ,,.;,/, 
1100-Dada: 011 tire grot111ds tl1a1 tl1is re­
,.;,-ed tl1e Smiet sta11c~ of tire Tv.-e11ries.. 
As I tum to tfte chronol~· of FltlXltS, I 
sl1011ltl sa)' tl1a1 I l1ad 110 i11L"Ol,·e111e111 i11 
tl1e /·"11tr11s co11ce11s 011</ a11 e1/itio11.t My 
r1t·cor111t of tlrese eve11ts is 11ectssaril)i sec-
011fl·l1a111f. Also, I sl1r1/I 1101 t111u111p1 to 
1'CL'ie1v, or eve11 111c111ion. u1•c1y t•f1tr11s art­
isr. Complete lists of 1/Je pri11cip11I Fl1n11s 
arti<t.f may 11< folllul i11 ptt/Jlisheil FltLftts 
CQJll/Jelllfi1111rs. 
/11 1962, while •mp/oyttl by the US lln11y 
i11 IYiesboclen, Ger111a11y. ,\/aci1111as 
e/aborattxl his project of b«:omi11g tire 
impresario of post·Cage tmtl 11eo-Dada 
arr. He bega11 maili11g proposals for post· 
Cage co11cens a11d for tire public11ri011 of 
''''''''al a11tl1ologics a11d o/ 1·ario11s anists' 
complete works. Tire [Jr<J/J0.<11/s for the ,,,,,,,,a/ (l111l1ologies l1live bee11 1-c1>1i11tc<I i11 
tlet11il. Maci1111as tvas ce1111i11 tl1a1 tl1e 
11oi.·cftics of 1/1e tlay - fon11t1lis111, co11· 
cretis111, I 2-101te, cl1t1r1ce proctd11res -
k 'Cte abslJ/111ely 111ort1lly s111>erior a11d co11-
c011ri1a11t to m"Ol11ti<H1ary society. 71ttLS, 
Iris a111J1ologiu roa111td 1J1c k'Orid a111/ 1/1e 
past, fi11ding ""' tttlmk/ttts of Cage (if 
1101 Srockl1ausc11) i11 oll 1i111es 011d places. 
111e ft11tl10/ogies 11-ere 1>la1111cd as boxes 
{JrtS11111a/1/y boca1tse of tl1e i11crcasi11g role 
of 11111sical scores n•l1icl1 coulrl 1101 be 
bo1111,J ;,, a book. 
At 1l1e st1111e ti111e tl1a1 Mach11111s 1vas 
circ11/01i11g these pro110s11/s, Wolf Vostell 
bega11 tlicollage; a11d tire 111011 art ' 'Yt1111 
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Fe.sti>-al" wok plac• i11 the New York 
area. 
T11e fir$/ a11110U11CM Fltmts fe>ti>-al of 
performa11ces took place in rYiesbadtn ill 
September 1962: tht KFtsti>'OI of Very 
New !.1tisic"'. A11 i11ten1itw v.•it/1 Be1ijar11in 
Potterso11 i11 T he Siars and S1ripe..\ 011· 
ticipa1i11g 1/Je festival, !tat/ appeartd 011 
ll11g11st 30, 1962 (e111i1letl "Way Way Way 
011t"). 
Wiesbaden was fol/owe</ by Fl1u11s festi· 
vals i11 sl'C 01l1er E11ropea1t cities early i11 
1963. At tlris poim, tire Fltt.XUS partici· 
po11ts corr.sisrtd of E11ropea11 artists w/10 
fit tlrt post·Ca~/11<0-Dada mo/ti, namely 
Scl1111i1, Roi, lkt.91s, Filliort, Va11tit.r, 01ul 

Spoeni; Paik, wlro /rad rome to Gen11a11y 
to purs11c ntodtn1 11u1sic; tl1e A111erica1u 
JYi/lia111s a11d Pt1tltl'S01i, livi11g U1 Ger-
111a1ty; a1r<I lliggi,,.t a11tl K.J101v/e.s, 1vl10 
1vere visiti11g E 11l'OJJC. 
It was at tire D11sscltlorf "Flmfestival'; 
1~ebn1ary 2, 196.1, tlrf1t Maci11nas tl1re~11 

copies of Iris Fltmis ma11ifesto i1110 tlte 
a1ttlie11ce. A'ft1ci1111a1' tstl1ttic progra111 ca11 
be COlr.sitlered as f11lly t1•ofrtd at the poi/I/ 
tt·l1e11 lie abo111I011ed Iris aC'ade11Uc i11te11-
ti<Ha a1u.l 1l1e 111odrmte 111oden1ists. At tl1is 
poi11t, l1is progra111 K'tlS qttite a 1nila1igt!. 
Ht pick</ up the slogan of realistic art 
from the Cage citele 1111d tire Klei11 circle. 
lie 1~·1111te1/ to elC'L1atc 1l1e 1tSefi1I arts alXJ,'C 
t/1e fi11e llrtS - (llltl IJC/im'et/ t/rat lltis t>n'or• 
ity '''as £'l1ar11c1cristically 11011·Et1ropea11. 
fie esr>01uetl a 1loct1i11e of ft111ctit11111/ls111 
a11tl cfficic1tC)' 1vl1icll 1vas q11asi·Bnt1l1t111s. 
After I beca111e t111 eco110111is1, I realized 
tlrat the 1101io11 of ef!ide11ey is highly pro/J. 
/e111atic for a socialist .. ~·lacil111as' 11.()lio11 
»·as Q11e of cost· e/f«1i,-e11ess v.-·/1icl1 c01.1ld 
be urlti"'-rd Olt/y b)• ltigltly origi11al a11d 
"'P"rt pen111ttatior1 of marerio/s a1 a r1Xcd 
technological level. 
Co111i1u1i 11g, A1oci1111as ad1111Ted tire early 
So,rict al'lt11t·gar1le. At tl1e sa11ie 1i111e, Ire 
l1t11/ 11 1111ti<J11alistic i11tercs1 i11 sl1o""i111J 
1l1f1t East E tt f'(J/X!llltS co11/1l prod11ce 1111· 
to·tl1e-111i1111te 111()(len1 ''''· Tl1ere 1vas c111 
iro11y li e.re: £ast l~11rope111rs t1fli/iati11g 1vitlt 
JYes1en1 11roden1is111 111ig/11 well be a11ti· 
Co111111111tis1. J\1aci1111as also l1od a 11otio11 
of tlemocrrtti1i11g art by tlimi11ati11g the 
11e~d for lirt11osos. 171is laSI pt>i111 l1od 011 
irorric relati<»• to Afaci1111as' posici011 0t1 
desig11. Afaci1111as i11sisted tl1at 011/y a11 

expert could prrxluce appropriately illle· 
gratetl dcsig11 sof11tio11s; at 1l1e sa1>1e 1i111e. 
lie 1vas 1101 i111111'tfstetl i11 1ecl111ofogical ad· 
vt111ce i11 11scft1/ 1>rod11cts, '''''' 1JrolJal1/y 
reJ·e11tetl 1l1e <1p11iie<l ·scle1rce expertise re­
q11ircd for s11cl1 t1clva11ce. 8)1 1964, Macitt· 
nas spoke of sprtadi11g a mec/Ja11ic11lly 



111a1111/octr1rt(J do--il-)'Ot1rsclf a11 as a tmtt· 
si1io11 wl1icl1 "'011/d lead 10 tire plrasi11g Oltt 

of an in a socialist society. 
When the )'tarbcxes apfl""red years later 
as Auxus I, ere., they ,......, net packages 
of theortrical anicles and new-music 
scorts, bur rarhu packages of jokn and 
puzzles. In this rap«t, Maciunos had 
ccmmirttd totally ro an in rhe manner of 
Gt0f8t Brttlll (and IYallS and ... ); a1ul 
had esrablislred a fonnar in which lo 
asse111ble a11d distrib111e it. Thflt is to say1 

1/1e act11al bt1Si1ttss of FlttntS beca111e 1reo· 
Dada va11devillc 011<1 an ni11/1iples. Brit 
tlrerc was a11otl1er side to Maci1111as i1r tlris 
1>eri0<J, 011</ tlrat "'·as l1is radical li11e. 
Re-exami11i11g the f luxus News Letters 

011</ tire A1aci1111t1s corrcsp<J11de11ce1 I 110· 
1icc 1/101 A1aci1111as ditl 1101 1t1/k mdicalis111 
10 l1is favorite anists, .,r/10 "'ere "apoliti· 
cal". Afaciwras · promises 1har Fluxus 
would abolish an and make rhe world 
m'Olution Sttm lo ha•'t bttn mainly for 
1ny btnefit. Afaciunas 011ticipated that tire 
whole of Flrmis would conduct anti-an 
de111onstratioru; that projttt H.'DS adapted 
fro111 n1e. Also, I su111 to /rave spt1rred 
1\facil111as to i1rcorport1te Iris critical t1J­

tforse1nc11t of Sovie1 society i11ro the 
Flwnis 0111look. 
8egi1111i11g /11 May 1963, Brechr a11d Wa11s 
pr1t 01r tire p11blic "Yt1111 Festlva/'' - a 
festival of post-Cage work - i11 New York. 
/11 a 1972 i111en>iew, Brcclrl was satisfied 

to l1al'l! tl1 is c,¥!111 classlfied as FltlXtlS. 8u1 
1l1osc K1l10 arc i111cres1etl i11 1l1t gri11i1ress of 
lristof)' 1vi/I K'0111 to /o1ow 1lrat ;,, Apri4 
1963, Brte/11 mailed 0111 postcards which 
said: "After April I will~ 1111rtachab/e by 
F/1mis. • In mid-1963, Maci11nas wrote lo 
Wa11s from E11rope, begging Watts not to 
continue "Yam" separat<ly from Fluxus. 
Afacir111as .. ·as tltsptrate to unite the 
w/10/e post-Cage 1110,,·e111e11t 1l11der Iris 
co1nnra11d. 
Jn tire Fall of 1963, Maci1111as returned 10 
JVtnv York. A j)ro/i111l11ary eve11t called 
f~ltm1s was prt:st11tttl i1r New York in late 
1963: tire ' 'et1tertlli11111e11t " at tl1e Co11ve11· 
1/011 of Perfume a11tl Aromatic Essence 
£11gi11eers a11tl Ma1111/actr1rers. 

Henry Flynt, Conttpt Ann. 4. in An Amho/Dg>'. 1963. 
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At tlri.s 1i111e, t111 East Asia11 co11ti11ge111 of 
Fl14rt1s ,·a111e 1oge1/1er in Nnv York: 
Jchiyanagi, Ono, ;ly·o, 1'11ik, Kosugi, 
K111x>1a, Sl1lot,1i. 
F/rtnu a11d big ort t1,1erge as separate 
tro~ witl1 i11di•·i1J11nl artists s11cl1 as 01· 
de11bmg crossing fr0111 011t 10 tlrt Ollrer. In 
December 1963. Bree/rt and IValls and 
!I/orris and Dt /./aria exlribii.d tog<tlrer in 
a sllow called "17tt Hard Ctmer" at tire 
Tlriballl Gallery on upper Madison 
Ai·e1111e. /11 rc••ien•i11g 1/1c recortl, I l,'O.f 

s1117-1risetl 111 tire 1u1111l>er of A1orris' li11kr 
"'illr /l/1w1s after lie h'itl1tlrc1v fro111 An 
Anthology (e.g. December /, 1964, a 
Monis eve111 1vas .r,r11cl1m11izrd 1vi1/1 tl 
F/1tr11s cve111) - give111/1a1 A1onis' clisaflil~ 
i111io11 1vit/1 1·11trr1s 1v<1s 1vl1a1 111t1de Iris 
pll:!J'e111 e111i11e11ce fJOssible. 
Mea111vl1ile, Maci1111t1s u1t1s 1leliveri11g 
various Flt.rus p11blic11tions. In 1963, 
Maci1111as publi.llred, from Europe, the 
fil'$t tditio11 of Brtelll's \Vater Yam, and 
Young's Compositions 1961. Jn 1964 .. 
i\1ad1111as bega11 a 11en1spopn. ccV TRE. 
K11icl1 co111i1111etl IJAyl11 S V TR.E. 
/11 April-1\fay 1964, tire long-promised 
*New Yori< Fl1wu Festii'al" took place: 
rhe "12 Fliwu Co11ce11s" lrcld 01 359 
Canal Street. 1/1< buildi11g i11 wlrich Afa. 
ci111ras a11d Higg/11s /1atl lofcs. 
let 111e lllCltliOll t/1at ccV TRE 110. 3 
(April 1964) co11tai11ctl 1/1c docume111a­
tio11 of '''>' /·'c/Jn1fl1)' 1963 t111ti·art ca11t· 
paign in New York. It ttlso contained 
"Primt1ry St11dy'; my ·~1roof tlt11t /1111g11age 
1foes 1101 e.A'i$1» (1() tlest:n'be i t 100.se/)1 for a 
cas11t1f t111tlie11cc). 10 Afrct1tly tlis1ressed by 
111y a111i·t1rt posl1io11, Fl1Lrt1s 111e111bers 
co111ploi11ed 1/1a1 "Pri111ory S111dy" was 1/1e 
last straw. /11 faCI, "Primary S111dy" ex­
lribiled tire ituig/lt which fros propelled all 
of my work (my ability to dillCt all of my 
merciless ixr<tptio11s of l'u/11trability out­
ward a11d not onto mystlfl. In tire 
Eighties, tire q11esti011 of tire aistence of 
/a11guage was made fashionable ;,, aca­
demic philosophy by two of my Han·ard 
acq11ai111a11cts, Kripkc 011d Albritton. 8111 
Maciunas had already been more percep­
tive ;,, 1964 1J1a11 todt1y's 11catle111lcs: Ire 
a1l111itletl 10 111e t/1111 / l1n1l sl1ou111 tl1a1 1/1e 
existe11ce of lt111guage ca111101 be /Jf0ve11 i11 
lt1111,'r1age. 
Maciwws a111/ I let! our first demonstra-
1io11 aimed ttgainst Stockhausen 011 April 
29, 1964. 111is ci·e111 occ11rred benvee11 
tk-'O of tire 1Jn'11cifJ(1l f "lttt:ru co1rcerts, 110. 5 
a1ul 110. 7. I tt•as 1101att•are1/1a1 Maci1l11as 
was giving l1ls Olv11 co11ctns wl1e1r lie .... ,as "°' pickttir~ Stockl1ause11. 
In mid·/964, I quarrrlled wi1/r 1>1oci1mas. 

771e reaso11 111t1y l111ve l>ee11 1/101 Macil111as 
told 11re tl101 1l1e Soviet U11io11 l'la11ted 110 
advice fr<Jf11 111e 011 "'l1a1 1J1eir c11(1ural 
policy shoultl be. 11oe11, 11f1<•r K'e had not 
spok.e11 for h 't."eks. 1\focf1111as called 111e 

"°''' of 1l1t l>/11c"' a11tl asknl '''" 10 join 
l1i111 ;,, picke1i11g S1oc.kl1u11se11 agoi11 011 
September 8, 1964. 
Aly poi111 was to protest a11 ideology of tire 
superiority of classical a11d mot/em (i.e. 
E11rope1111) 11111sic ••.'/1iclr lras beco111t filr· 
1ive 10<la)', /)i1t l\'l1ic/1 1,·as dee/am/ 1Jro11d· 
I>' i11 1/1c: 11i11e1ec111J1 t111d et1rly lli>e111ie1/1 
ce11111ries. (.';ee, for e.xa1111Jle, 11u1sicologis1 
Theodore M. Fi1111ey's A History of 
Music.) Su:x:klumsen WflS the /eatli11g ex· 
ponent f/f tlois ideol111D" 111 least i11 the 
Fifties, 1vi1ll l1l.f lect11res, /it's jo11n1a/ Die 
Reihe, ert:. 011 tl1e 1JtJ1er 1111111/ .'itock· 
l101tSe11 '''llS proble111atic as 011 occasio11 
for public co11scio11s11ess·mi.li11g. Altlro11g/t 
l\.'ell·rcportetl i11 Time 11rt1gt1zi11e a11d else· 
wlrert, S1ocklra11st11 rtttlly 011/y rtaclred a 
ti11y elite. ,;t11d for tl1ot Clitt. l1e hUS " 
daslri11g rudic11/. (lll/oe11 I ask~/ Le Roi 
lo11es - nOh' A111iri Bnraka - 10 picket 
Stock/1a1ut11, lie sald: .. 8111 /1e's a radi· 
cal.· As "" will se., more tlron half of 
Fl1wu felt tire sw11e way.) ltt>nord 8cm­
s1ei11 ,,,;gl11 /10,·e b<.-e11 111orc .r1,i1ablc for 
01,r JJro1cs1 i11as11111cl1 as Ire u•as ''A1r. 
Cla.~;cal M1tS;c" 10 tire A111e1ica11 p11blic. 
.8111 i11 1964, Ire 1v11s fl l\'fl)I 011 sabbatical. 
I accepted 1>1aci111ws' proposal 10 picket 
Originale 1vitl10111 et-·e11 llSki11g 1v/101 1/1e 
piece ' ' !as. 1'11a1 1vas 1>roblc111a1;c too be· 
ca11se Originule 111r11c1/ 0111 to be a 
cl1ao1ic, t:;rc11s·like affi1;r (t111 i111i1a1io11 of 
C11ge's Theatre Piece it •~·as said), a11d 
1l1e p<Ji111 of prv1es1 agai11s1 serio,tS-11u1sic 
s11obbtry was lost 011 the public. 011 tire 
otlrtr hantl. if "" hat/ picketed Kontra­
Punkte, the poi11t 1l'Oltltl equally lra"e 
bee11 lost "'' tire pt1blic. btcotue int~rat i.11 
the piece 11·as so limited. 
I 11'0S told lo11g aftcn<'Ord that Maci1111as 
picketed Originnlc btcattst of hi.I jealousy 
of Charlotte Moorman 's "New York 
A .. 0111-Gardc Fcsti1·a1•, which, by tile 
1va)', " 'as 111orc 1Jro111i11c111 1/1011 Fl1«1tS. 
Also, it ".:as said, Mt1ci4111as 1vt1s l1i1tl11g a1 
rl1ose f'l1L\'11s 111c111bcrs n•/11J p11r1icipa1ed ;,, 
Moon11a11 's fcstil·a/. 11 

Lo11g ttfter tire e1•e111, se>'eral Originale 
peifon11ers lwve claimed tlrat they took 
tums in rile picket li11e. (A11d Harold 
Scl1011berg t1sserted vcl1e111e1111)i i11 /1is re· 
vie1v i11 1"hc New York 'J'inleS 011 Sep· 
1e111ber 9. 1964 1J1t11 t/1e tle111011stratio11 
was pa11 of tlrc show.) I know of 011/y 011e 
who clid, Allen Gi11Sbe~ Picketer f.farc 
Sc/1/afer (subsequemly Sulayma11 Abdul· 

114 

/ah) tole/ A111ci1111t1s that he wo11/tl quit 
1111/ess Gi1uberg was allowetl to take a 
1ur11 i11 tire li11e. To tire best of 11ry 
n1e11101}'. clai11is by 01/1t:r Originale per· 
fon11ers 10 l1al~ btt11 i11 tltt picket li11e are 
fabrica1io11 (Gi11sbeq; was tlrc m1/y inter­
loper /.1aciwons told me abOl11). 

For Stockhausen 1\g3inst Stockhausen 
,\f. Baucnnei.lter Ay-o 
D. Bel1n11a11 Co11md 
R. Breer Fly111 
l~.D. Bron''' 1\faci1111as 
L. Ei1lse11J1a11er Saito 
V. Gacw Schleifer 
A. Gins1Je11; Va111ier 
G. Graves 
G. Norris 
0 . II iggi 11s 
A. Kt1pro•v 
M. Kirby 
0 . Kluver (now 0 Adomo) 
P. Le"c11tlra/ 
A. Lt1cicr 
J .. \1uclow 
c 1\1()()(111011 
M. Neod1a11S 
NJ. Paik 
111. Strider 
J. Te1111C)' 

1\1acir111as· /irft, 1965, F/1u11s l1is101)1 c/1art 
oplicitly e.r11lai11.f 1l1a1 a 11t1111/x!r of Fl1Lrt1s 
anists 11tive bee11 t".A7x:lletl fro111 Fl11:t11s. 
These inclutle Higgins, M11cl. ow, anti 
Pttik, who wen: Originale pt!ifon11crs. In 
the literature of Flm·us, these expulsions 
/ral'e been 110rtroyetl 11s tire result of tire 
Originate aff<1ir - altl1011gJ1 i1 see111s clear 
1l1at JWaci111111s l1ad otltlftio11t1/ gro1111tls for 
tire expulsio11s. Also, clrro11iclel'$ of Fi1«au 
s11cl1 as Higgt'1is a11d I l t111)1 J\-lartl11 Jrai:e 
po11ruyed tire Originalc affair as the 
(first) death of Fluxus. 
As exo111pla of 1/1e 1111uic K11ic/1 classical· 
music s11obber)' ~xcludtd 011d mi.lj11dgtd, I 
J1ad i11 111i11d classical /11tlia11 11111sic; or 
Japa11esc cert111011ial a11tl tlrc.atcr n11aic; 
or rite pa11op~• of trotlitional African 11111-

sic.s; or Africa11·A111crica11S St1cl1 as Roben 
Johnson tmd B11cltly Guy, Clr11ck Berry 
t111d Bo DiddlL?~ Jo/111 Col1ro11c 1111tl Or· 
11et1e Colc:11111111 1111</ otlrcrs too 1111111ero1's 

10 111e111io11. But clt1.fsical-11u1sic s,1ol>be1y 
was 11e>'er p11blicly defc(lled imellectually. 
011ly S1en1t1n f/0111(!, ;,, T he Assault on 
Culture, 1vro1e t1l>0111 tire scco11tl tle111011· 
s1ra1io11 sy111pa1J1e1ic11/ly (l1avi1rg 1101/1i11.g 
to go 011 exce/Jt 011r leaflet). IY11111 /1ap­
pe11ed i1rsteatl k'OS 1/101 ''classlcnl a11d 
111()(/en1" 11u1Sic K-'tre si111ply abando1let/, 
while tire ce11trally 111011i{Jl1lated commer­
cial fon11 of A111trico11 ttlinic n11uic, 



rock'11'roll, spreacl 10 1l1e UK a11d 11l1i-
111a1ely swept 1l1e fie/cl. As 1l1is co111111ercit1/ 
11111sic 1vi1l1 Africa11-A111erica11 roots 1\le111 
1l1ro11gl1 111a11y ge11era1io1lS of st1ccess, its 
chart1cter changed tlrastica//y from the 
111ore or less straig/11-fonvardl>i e1l111ic 
11111sic it /1acl bee11. 
Rcr1m11't1g 10 Fl1a11s as st1c/1, Maci1111a,\' 
lVCiS 11ble, i11 1964-65, 10 pro<l11ce '1ario11S 
111ajor Flu.r11s pt1blic11tio11s. Tltese i11-
c/11ded Kos11gi's Events, tire US e1litio11s 
ofWa1cr Yam, Flux11s I, Robert Wans, 
FluXllS 2, 0111/ FluxkiL At 1l1e s.a111e ti111e, 
it bect1111e tlfJpare111 1/101 ,\1aci1111as1 11p­
/Jroacl1 10 p11blisl1i11g 1i1as l i111i1ed to 1111· 
tlcrfi111ded, a111t1te11r e11terprises. If Nl<1ci11-
11as 1101/ origi11ally 111ea111 10 offer a11 alter-

11a1ive 10 U11i,1crsal £<li1io11 or 10 _Peters. 
tl1at 1vas 1101v 0111 of tire <111cs1io11. 
1\foreover, a/1ho11gl1 Maci1111as pro· 
pounded 1/iat radical ar1 sltould be mass 
producetl, 011/y a feov of 1/te F/11x11s boxes 
lvere ac111all)~ co1n1>lc1ed1 a11d 1/1ey 1vcrc 
l11111tl ·collt1tetl, t1111I ' 111rietl fro111 011e 
a1101/1er. As •vit/1 ~Villi11111 Morris, Maci11· 
11as ' v;sio11 of craf1s1,1a11s/1ip for 1/1e 
11111sses yielded, ratl1e1~ a ''e'v co111111erce 
i11 rt1re objec1s. 
Dick 11iggi11s. 1fissa1isfie<i •vi1/1 Maci1111as' 
1lelt1y i11 1111blis/1i11g a 1 .. ·ork oj· Iris, starte(I 
Iris 01v11 p11blisl1i11g l1011se. So111e1J1i11g Else 
J'ress. Vostel/'s 1/Cco/lage1 1\1oor111t111 S 
Ava11t·Gar1/e 1;·es1;i11tl, 111111 f·Jiggi11s' /)re.s.s 
pl1111ge1I Mac;,,,,as i1110 a11 ago11y of 

Conct9l Art: lnnperseqs CP..,ay ·July 1961) 

A ''hilpolnt" if( whattver Is at any polnt In space, In the 
fading 1alnbow halo which appears to surr0tirld a sm.a.11 
bright light when 0t1e looks at it thro11-g_b glasses fogged 
by having been brealhed on, for as long a!.J!ie point is 
In the halo. 

An "lnlt'polnt" I f( a halpoinl in the fniti3l va91>e outer ring 
of its halo. 

An "inn1pers~" lff a seqoonce of sequences of hatpoints 
such that all the halpoints are on one(lnlt!al>radius of a 
halo; the memb-ers of the first st<;uence ait i11itpoints;f01 
each of the other sequences, the first member ( 3 "conse· 
quCfll '?is got from the non·first members of the preceding 
seqvence(the "antec.edents") by ~ing the inner tOOpoint 
of the radial s~tnl in the v39ue outer ting when they 
art on the segment, and the othet members Ci( a.ny) are 
lnltpolnts 01 f irst mtmbtrs of prtceding sequences; all 
first inemb-ers of seqoonres other than the last appear as 
non•first members, and halpoints appear only onct as 
non-first members; and the last sequence has one member, 

Indeterminacy 
A 'tQtally determinate inn;ierseQl iff .an inl'\perseq in which 

one is a·Nare of <specifies) all halpoints. 
An r'antecedentally Indeterminate lnnperseQl i ff an lnnperstq 

in which one is ~wa.re of Cspec I fies> only each conseque-nt 
and the radial se-gment beyond it. 

A 'halpointally indeterminate infl?erseQ' lff an lnnperseq in 
whi(h one Is aware of (specifies) ooly the radial segment 
In the vigue oute1 ring, and its 'nner endpoint, as it pro• 
gresses inward, 

CC1>yrlght by Htnry A.Flynt Jr. ,1961 

jea/011S)1• ~W1a1 ''''lSt J1a,1e especially 11psc1 
A1ac;,,,,as is 1/101 Moorma1i 's a1id Hig­
gi11s' opcra1io11s •vere 111ore pro111i11e11t a11d 
professional than Flnms. 
The Originale demons1ratio11 load shown 
1/101 ltec1ori11g Stockl1a11sen co11l<I 1101 
co11111u111ica1c 111y c11/111ral p0/i1ics to 1/1e 
p11b/ic. I /11111 ti 11e1v 0111/ook lvl1icl1 111t1tle 
sc11se 011/y u1/1e11 it 1vas s1a1e1/ i11 1cn11s of 
the culwral progr11111 which I ftivored for 
1\1ar~:is1 111ove111e111s a11d regi1t1es. So it 
1vas 1/101 Macil111as a11d I agreed 10 pro­
tl11ce Q.)mnluniscs Must Give Rcvolu· 
1ionary Leadership in Cuhure (hcreafier 
CMGRLJCJ. 77ie pamplolet was ovriuen 
in /me 1964 and primed early in 1965. 
1\faci1111as1 secrio11 of 1/1c pa111pl1lct 1vas 

' 

lienry Flynt, Conct•p1Arr11. 5, in An A11tl1ology. 1963. 
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Henry Flynt, lecture, studio di Walter De Maria~ 
New York, 28 rcbbraio 1963. (Foto Diane Wakuski). 

Henry Flynt c Jack Smith, MOMA, New York, 2 febbraio 1963. (Foto Tony Conrad). 
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devote</ 10 his design theories. Mostly it 
concemctl his pn:fabricatctl building sys-
1e1tJ, u1/1ic/1 •vas J1is respo1rse to Soviet 
JJrefa/Jricl1ted lro1Jsi1rg - a11d 1v/1ic/1 1vas 
Iris gre<1tes1 e111/1r1sias111 creatively. (Re· 
n1c111/)er t/1111 lie elevated ap11lied arts 
11bove fi11e 1111s.) As Maci1111<1s e.\7Jlai11etf 
Iris :,yste111 10 1ne, I realize</ 1/101 lie 111ea11t 

10 111t1ke 1J1e stn1ct11rt1l 1valls 0111 of St) r. 
ro/oa111 a11d 1J1e c1111t1i11 o•alls 0111 of1ra1rs­
lc1ce111 pltislit . I roftl J1i111 tl1t1t 1/1e lt1y 
1>r1l>lic "''011/d 1101 a1>1>recia1e rl1is 1111/ess lie 
i111:/11decl Sti111p/es of tire 111a1erit1ls n1itl1 1/1e 
l"''''f'l1/e1. As ti re.sttft, lie clrose to 1>ri111 
the pamphlet i11 broodsit/es, fold it, tmd 
sa11t/1,,icl1 it be11vee11 b11ilcli11g 111t11eri{lf 
sa111ples. lVl1e11 sec11retl 1vi1/1 a 1l1ick nil>· 
bcr bil11<i. 1/1e package lvas 111ea11t 10 be 
111ai/ab/e •vit/10111 /}(1Ckt1gi11g (like a />OSI· 
card). Needless to S{IJ', tlte Postal Scniit~e 
did 1101 cooperate (11or tlitl bookston:s). 
As i11 so 11ra11y cases, Matil11ras' tlisregt1rt/ 
of regulations let/ his "ejficien1" design to 
be tenibly awkward. Also, assembly of the 
JJ<i111pl1/et 1v(1S by /11i111/ 111111 u•as q11ite 
a•vk•vartl. 
Tt1r11i11g to 1/1e co11te1t1 of 1/1e 1>ar111>l1/e1, 
A1aci1111as a11d I 111ade 011e 01renvl1c/111i11g 
111istakc. JVc for11u1latcd our ideas as a 
proposetl policy for tire Soviet U11ion. We 
111ade 1/1e sa111e 111i.stake t/1at Bt1l1ro 11101/e 
i11 The Alternative - •ve tl1011gl1t 1l1a1 
ac111ally C\'is1i11g socialis111 1vt1s lrere to 
J'ttl)'· So, 1ve Irie.ti to t1cco111111o<l<1te it. /11 
tlris co1111ectio11, A1t1ci1111as' 11101ivc a11tl 
111y 11101ivc '"'ere q11i1c diffcn:11t. h1aci1111as' 
c111l111sias111 for R11ssia ivas a ki11tl of 
11a1io11alis111 •vl1iclr. i1 sce111e<I, 1vo11lti l1t1~·e 
bee11 tl1e sa111e i rreSJX!Ctivc of tl1e 1>olitical 
J}'Ste111 11revaili11g 1J1crc. 
My 111oti•1e for <1111Je11/i11g 10 1J1e Soviet 
U11io11 lvas q11i1c di/fere11t. /11 fti ct, 
CMGRLIC q11es1io11s tlte gem1i11eness of 
1l1e Soviet U11io11's socialis111, precisely be· 
ct111se of 1/1cir poliCJ' of fJT011101i11g tr11tli· 
1io11a/ bottrgeois c11/t11re. Nevertl1elcss, I 
wa111cd 10 coo11era1e 1vitl1 ac111ally t.\'iSti11g 
socia/is111 - '''''' I re111e111bcr n•l1)1. Co111· 
1111111is111 lra<l e11gaget/ large po1111/a1io11s 
a11t/ 1vas 1111blicly 1>ercei"ed as 1l1c c11tti11g 
etlge of tlte Left. Remember Cuba, tire 
Cl1i11ese C11/111ral Rcvoll11io11, 1l1e Vic111a111 
1var? ;\1(in" 11ei1cr saitl a11y1/1i111; libo11t ab· 
stai11i11g fro111 stn1~les Jterceivetl tll' pro· 
gressive bectmse tltey fell short of perfec-
1io11. A n:volwion m11s1 unfold al 11te level 
of 1mders1m11li11g of la"8e popula1io11s. If 
tire 111t1sse.s ca11 be so 1vro1ig tl111t it is be1ter 
10 re111ai11 011 tl1e sitleli11es for a11 e11tirc 
ce11tt1ry, tl1e11 11111cl1 of 1/1e 11otio11 of 1>rog· 
ress 1vl1icl1 r111tlerlics 111oden1 S<>ciel)' is 
called into question. 

L et 111e sa}' so111etl1i11g else abo111 
CMGRL!C One sltould not assume that 
011e knows what CMGRL!C says if 011c 
has 011ly seen tire title. 111e pmnphlet doe.5 
1101 endorse tire c11l111ral policy of official 
Co1111111111is111; it overtl1ro1vs 1l1at polic}' 011 
every fro11t. U11for11111a1ely, I 1vrote t/1e 
1>011111lrlet i11 1l1e l1ec101i11g st}·le expe.ctcd i11 
those dt1ys from a "milittmt". 11111 if 011e 
ca11 get past tl101, tl1e11 tlrere tire 111t111)' 
separate JJOi111s i11 1l1e 1Ja111fJl1le1 1vl1ic/1, I 
1/1i11k, tire tlefe11sible (or at least i111erest· 
ing). 
I 11111st saJ' 11/so, 1/1011g/1, tl1at CMGRLIC 
e111botlies a seco11d 111ajor 111isj11dg111e11t. 
A11cl tlris 111isj11tlg111<~11r is bo1111tl 1111 1vi1/1 
,\1acil11111s' tles;g11 tlreory a11ti /1is 1101i1J11 ''/ 
efficie11C)'· lf'e t1cce1Jtetl 1/1111 1l1e early 
Soviet artistic ti11a11t·gt1f(/e really 1/i1l l1t1ve 
a se11sible visio11 11f 1/1e .5ociety of t/1e 
fi1t11rc. lro11ically, tire Soviet t'''ti11t·g11r1le 
ltas, si11ce 1965, beco111e i111111e11.sely 
faslrio1111ble in the West. l1s popularity has 
1101 } "Ct bee11 c/i111i11isl1e1/ by ti re "tle111/1 of 
~·ocialis11t ·•• Tl1ere is 11lso '''' e11tl111sit1s111 
for Dziga Vcrtov 1v/1icl1 1liSn1Jlirtls l1is ob· 
vio11s fl111/rs. 
771e trot1ble is 1/1at h>' e11tlorsi11g 1l1e Soviet 
ova11t·gt1rtle, Maci1111as t111tl I n•erc agree­
i11g that the c11l111re of socialism should be 
Spilrtll11 t1111/ 111et·/1a11istic. Lc11i11 l1atl de· 
fi11ecl socialis111 as ~·oviet JX>nrer 11l11s elec· 
trifit·atio11 of 1l1e 1vl1ole co11111ry. 7'11e 
Sovier c11lt11ral ~·t111g11ard clefi11e1l 1/1e SO· 
Cilllist 111opia 11s tire tlictt11orsl1ip of tire 
111ac/1i11e .. S"oviet arcl1itects tlesig11ctl "co111· 
1111111ities <>f tire fi1tr1n:1

• 'vlticlt 1vcrc 11otl1· 
i11g 111c>re 11or less tl1t111 labor ca111ps. /11 
/1i11clsigl1r1 tlris 11tlv<x:ncy of tl1e 111ecl1a11i· 
cal ,,,,,, 1/1e ~iNtrlllll lll{/S "'' id(?fllizt11io11 
c1f n1s1-a11<l·s111okes1ack prod11c1io11 ;,, 1/1e 
circ11111s1a11ces of l?tLSSia11 back.l1•artl11ess. 
If tlrere is ever 11gai11 a q11cs1io11 of 
gove111111e11ta/ t,·11lt11ral J>Olicy for 011 t1<l· 
v<111ce1/ 11011ca11i1alis1 efo110111J1, tl1e11 tl1e 
1>rol>l c111 11:il/ l1ave to be retl1011gl11 fr1>111 
1/1e begi1111i11g. 
An ironic result of CMGRL!C was thlll I 
gl)I a rcp111atio11 as a lifelong dogm(l(it 
Mt1rxist - t/1at is, t1111011g JleOJ>le 1v/10 1i1ere 
1101 act11ally i111crcs1e1l i11 '''>' politics '''''' 
'"''() tli<I 1101 follon' 111y '"riti11gs. TJ1e fac1 
is 1ha1 by rite entl of 1967 I had 
co111ple1el)· rep11tlia1e1/ 1/1e 11otio11 111<11 tl1e 
USSR hat/ a 111opian destiny. lro11ically, 
all of my publislted non-Marxist political 
1vriti11gs to 1/t11e l1ave l1<t1l F/Jtr11s·co11-
11ected 1>11blisl1ers. 
FltL\'tlS 1i•as ric/1 i11 itleolof:07 i11 tl1e Si.rties. 
111 1965, after publishing CMGRL!C 
Macir111as iss11cd llvo F/1,rr1s 11111111fes1os 
011 ' 1F/1,ra11111se111e11t".12 Tlre.te 111a11ifes1os 

I JS 

gave final slwpe 10 the Fli<ms esiltetic. 
Tlie s1ride111 poli1ico-revo/11tio11ary pl1rases 
i11 Maci1111as1 1963 F/1,rttS 111a11ifes10 Jvere 
t1bsc111. Tlie topic 1101v H'OS tire opposi1io11 
t>f t!lite, ex1>c11sive 11r1 a11d clreap, 
de1>1ocm1ic art. 111cre is 1101/1ing abo111 
tt11ti·1111 i11 tire 1965 111t111ifes1os. Ratl1cr, 
1\1aci1111as c11visio11etl 1l1e goal 10 be a11 
c.rcl11si"·ely a111a1c11r art. I 11e,1er disc11sscd 
tlzcsc 111a11ifcstos 1vitlt ~laci111ras, so I l1t1ve 
11t> it/ea /101v till!)' n•ere 1>0sitio11ed relative 
10 1/1e 111a1ufes10 lie l1ad p11bfisl1e.tl for 111e. 
8e11 Vai1tier 1isetl tl1e first ···111laa11u1se-
111e111'' 111a11ifesto 011 a postcard 1vl1icl1 lie 
tlesig11etl. 
A re,o;1JQ11se t<> 1\1t1ci1111as' 111{111ifcstos, a11d 
10 l1is ret1J·o11s for pro11101i11g a11is1s s11cl1 
tis Brec/11, l1t1s co111e fro111 ~<;1e1vart Ho111e 
in A rt Strike Handbook, p. 13: ''F/m·11s 
l101>e1f 10 111akc art 111ore '1/e111()(.·ratic'. 
011c of tl1c lt"tl)'S i11 ivl1icl1 tl1is 1vas to be 
<lone was through tire prod11c1ion of 
simple scripts which in theory onyonc 
co11/d perfor111... ~V/1ilc t1l111ost t111>·011e is 
i111leetl c<11>al>le of peifon11i11g tltesc scripts, 
as soo11 as 011c ask." 1l1e q11estio11 1v/1a1 sort 
of 1>e.rso11 ,vo11ltf 1va11t 10 e11gt1ge i11 s11tl1 
1i11 1ictivity, it i111111e1iia1ely beco111cs a1>· 
1>0re11t 1l1at tl1is '(/e111ocratic art' represe11ts 
1/1e i111erests of ava11t·gartle elc111c11ts 
1vitl1i11 tlze t 11/111ntlly 1>01 .. ·erfi1l fmc1io11 of 
tltc lwurgeoisie. Tltc Flt<nis scrip1s rely for 
tl1eir i111pac1 011 1/1cir 1ra11sgre.ssio11 of 1l1e 
11on11s of bo11rgecis /1igl1 c11/111rc (a f eat11rc 
characteristic of all avant-garde art) mu/ 
al11to11gli simple to pcrfom1, 1/ie aesthetic 
j)•s1e111 1l1l')' are bt1Setl 011 is at h'ar 1vitl1 
JJOJ)i1l,;r 111s1e. W/1ile bo11rgeois aestl1etcs 
u1/10 look for fom1al i1111ova1io11 ;,, cr1lt11re 
- rarl1er 1l1t111 co111e111 or '111ea11i11g' - ca11 
ap1>reciate s11c/1 '1le111ocr11tic' gest11rcs, a 
proletaria11 1vo11/cl fi11t/ tl1e it/ea 1/1at s11cl1 
011 tiCti•1ity "'''s 1~1tJrtl1 p11rs11i11g ridic11lo11s. 
Tl11tS t1ltl1011gl1 011 011e lt111el 1:/1t.ttL5 scripts 
i11,1ite /}(lrtici1N1tio11, 1l1e i11tel/ec111a/ tmdi· 
1io11 fro111 1vl1icl1 s11c/1 ac1ivi1ies /1ave 
gro1v11 is t1lie11 ro pop11lar 111s1e a11tl i11evi· 
tt1bly pr<!ve11ts 1>01,11lar pt1rtic1/}{ltio11. '' 
Well, tltis does 1101 se11le tlte issue of the 
11lti111atc co11trib11tio11 of tl1e ava111-garde 
or of Flt<tus - but it needed to be said. 
f/0111~ is <l11e 10 be 1lis111>poi111etl, tl1011gl1, 
l>ect111se ''prolett1ria11s" 1111,,e />roved 11ot to 
be a11 e11d11ri11g co11sti111e11c}~ 0111/ are 
t1bt111tlo11i11g tl1eir "11a111rt1/" prefere11ces. 
So it is 1ha1 Flim1s artist Afi/011 K11i111k is 
1101v Prcside111 of 1l1e Czcc/1 Natio11t1l An 
Ac11tle111y. Etc. etc. - / 1vo11 '1 1/1vel/ 011 tl1e 
poi11t. 
As 1 111e111io11cd, 1\1aci1111as p11blisl1e1I ,., 
diagmm of Fl1Ltu.> history in 1965, which 
lte followed in 1966 witlt 1he Expanded 
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I PROP05E:D P~OPA6ANDA ACTION . 
FOi! NOV. FLU XU5 IN N. Y. C . ( r:fu,,n9 /"1o'f - N"v. p~r1e?d) 
{ Rrvf"'I dov•Jr pvrPoSt : .,,f,-,,,, 09• ouf whol lf.l'l'f"/ tNJ<r;;,..J os St r1ow ,,,;;.,~ • 
,&, _ /,,,n /11r / /vJ "J) 

A. F'ropii90nd.l fhrough pick€!$ L d~monstralions 
{s.,,;, "' "7""i~eo' /:Ir H. rlr,,f.) 

8 . f'ro?49!ndc9 through s~bofagtr &. disru;:>lion of· 
~) lr.Ynsporf,ff/()11 srstem,. 
/ l'rro,,.a"ft tT ·;,,,'f, o'pw"I • o/ " /!•ti of flvK411 ov/,.1 ~ /r.,<VI """"~ r>Jk n, , ,,,.-",.IJ 

t ic. " ' lit ,..,'dt/f• .y. /lwi•s' Ir-Off« ,.,,hr1rcl1-P"J. ,.,,,. '" r;._, ff· S"~ I. S 7 //: ~& s l. 
r .. ,,,,~ . l'rlio r ,,,/,.,'eJ cl1. ··e~olt ,,,.,...,,,, • ,..,,. ,.,..,o1.,, 11.,1 Iv~• sl, //fW .,.~,.,,,,, 
'/''''~; "'"~'~"' .... "''" .. c..'11. f1tl1 /,, ,,.,,,,.r ti•y, ;.11/f>s ,,,,,,-;.1 ""'''"'_, ~..,.1~,.., ,_,/"'f ' ;1·,,1,_11,. 

f. . (lo~~· wl' s~J,.., • ., &4rJ ,,t.,,.;,,f ,..,,;, ,l,• vr1 wiM ... .,;trJ..,,,, ,.;I°''" { 1~;.J. • 1 l'17t 
,.,.;,~•/ i'M>f,.,,~Mll · "'"*'->•11#1., . ,.,. ,,,. W•ll1r .P~ H . ,., .. ;, hAn /..., /f"'OHJ, t.,.,,, "Af"'J h.,,.,., f/vJ(f!J lllf• t>Vlll<~•lill,,J ,.!~. c J., ,; 

b) <:ommu,,icafio11f "'fsl<:"1: 
/ ~1,,h-,.. J., kJ',°"1 ,,, ~!~ti '"rJPtn ~re1111,,/ •· I. .,,.'/!~l"ett' • ea't//,.,,, of N. Y. Ti- 1, 
· /Alily !fkw 1. c ir. >,..,,'>!! FltJ"'W • 111r•"11Cl#H'•lr ( ~"'°' ., .~/t>7 -. ,.,, / , ,-;.,,,,.,,,,, •· lfl•I' 6-, 

'/O' i•r• IJU FAn<~• • , 1,. <4. ) >'"'"'f __ ,;,,,,,/ ,,,,.,_, ""'"' clo.u"f '11 .:w,_1 •A-. 
t . A,.'':':'f.'" f l•v~ ,.J,, ,,,~.,, -ti ,.,,..",< a, 1J.. ,,.,, l"'!y'"' .-.T~ '*""·~ , c.A,,./ J,,,.111t1,.,1,*f 

·.3 . .51vlf.,., !'"''"' ; ... ,, ...,,.,.; "'"''- *" ./ ,....,,,.,,., (,_,.,.,.,;,, -"•.., ;,,,;,, '~) •""" """ ;, ,,,.,. ,,,, ,,,. ,,.,,1,, , f • l/1,.,r ,,; .,..1,111 ,.,4., H•r1•1 "" sl• "'P J £ ~u,...,,,1 ~.1 n il,,,. 
•tltlr~s1 .,.,..,. t1, ,..,,,,.,,,, ~"""''' -+•.¥i, "',,,,,, .,.,,, E1'l.l1r -;,irtf,, •• w re<l i"' ' .., • .,11 H 
•·~,.,, f • ,,.1 ; , , f-H.H .,,,i:,,~.1 •. 

c)mustvml, thtaf re S, raf/er/es: • • 
/. p,.,,..,,,, ,., ' ' ""''''J of ·:s,.,..1,·l/vt .. '".·-~•/) ,,.,;/,4 .. ,,.~# """-•"" • ' .J11•1' i •"'""' t l1. 
t . Or<1,r1#1 *' ,,..,~ ,-,. "' ,.,.,~ o/ ,.,..,,~,... !h• l 'T o~ f". l/t,y f .. r ,,..;,-~'! • I jJ, 

~~••f , ,- /\/JI' pr1' •1" / ,jt 0~11/111 1 t10r1•vJ ;'"""""''' lt1/lllrC H/~~17 1 ' '"'' ' ' 1A11i1.,J, ' •J/fl, 
p • I"' '''" <•1 lrtf¥, /vmtHJ... lor'f< >.Wt/J "' ' ''f-"", ; ,.;,Ju, • r t r •w/, l flM', ...,./ / •1" 
•tli•''V ., ''"'"'"'i. I. . 3. p,,,..,,,,.,,Z .• ,,,,.,.,, ., fM<t rl 11a11" 1J.•'""" /61tl,/,~M.J • ''"''''~ ~ ~ ",.,,,..,,,,. 4 ,,.,1,,.1 ,.,.,,,, 
;_'/ ~• //,;, (•f"ltr '"''"'' ) ,..,-Hrf ../._ IUl4•P. I"'~ • .,,.,J~<t~ f?.,..-_,,. e''· • le . 
( IJ.'J .... Id /?t c-...; ;"rd w1M • >,.,.~ J/, ...,, ., Of> j}vAW fl,~!) · . 

'f l'~/,'"1 I- ••di• f . ,,,,o.,,,c,..,,,.1, ( ,.. ;,-;,..,;,,, "'""'!'"~" , k. ) ... ;N /,h #y ,., .,;.,# 
' 4 • ft t .,/ ""',."""' ro,,ct rh, l'J.'/-', -'"'°''· C AJl•ii/l,1 ,/~. ) . 

C. ft<>pa9anda lhrough "composi/io11$ • pcr/ormetl "'1 slreels 

3. o//,~r puJ.lic 17/<lcef. ( s"~ a' : 
I. N. .J. Poi lo s 1,,,.,, ,.,,,,.fr/ (. o'r••~'"' IJ,o..,.. '''' ''' ~/.,r1 >y • ,;,.,.,.1 .,.,.r,..;. 11, ,, ;;,., 

,1.11,., "''· r-· J;,,,, ~""'•// C"""'i""r ''"' • 1,, .:,.,_; 
!. l'trfprMl"f .K. W•lh 1v>,...'f '"'" ,/~,.,.,,, l"VJ.f ... .,,., ( ,, _p J"rf..,a .,.,,.. ), '"'*'•/ ,..,,.,f 

""" '"'""- ,.,,,,, ~ /,, .I 

J. ( 11rry1",,f p• .1hN or "'"''""''' <•Ai:t 'I 11,,//s, 1;,,,/r, $"J'Mf {"' •••II / t,ltrs) ,..,,~;;;..,, if" 
$. ( I• wrv l •r f' . lrlftn ) ·· Hv•t~m ,1.,,,; ( ,., _.,. IJ Flwrvs; ""~ t. ..... ( ; ..,JI 
tt-i.J. e /1'11• ; ''•"'"1 v,11¥./ . ,. t11IA, ,. l"V•J••.)._ I l • .,,1, .,......,., J,,..,,"' 111t "•1!9"'".,.. -. ,,,..,,,.,,,, ,,-;,..,.1;, .1 .w,.,,. , 11 •. 

>. &le••'" f. >• llo/wu (J,,1;.,.., /i# t i ) ( •r~.,.ftli /1> ,,,,,..,,.~ It/~ 1Jo lk '"'r) ~,..,.,,, ,(, 111• 1/J 
d•lklr ~,-;J, , {lvAf;J ••l'fWl<'"'#IJ # /''°''"'''J ., ,/,, ~Ir. 

P. Prop49411d~ l)>rovrh salt of f!v.xvJ p11p//<3//onf ( f!vxvs /, I~ a, #,<, ti.): 
fo ;, "''l'"l~/H.,t Jy flt~ A,Pr,/ lo N.Y.C. ------

T raito da F11mLS /\'CM'S. Policy lt1ttr. n. 6,. aprile 1963. 
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Aris Diagram in Film Culture, tmd in 
197.1 'vi1/1 tire 111os1 ;11cli1si,,e diagro111. 
Matill11as' aca1fe111ic. be11t res11rft1cetl ltere, 
tt,'i it tli<I 1vitl1 l1is Learning Machine of 
1969. A1aci1111t1s •va11tetl to c/11ssify every 
/JOssible arti.stic pen1u11a1io11 011 'i 111ap 
,..,/1icl1 ra11getl ''ertict1lly ovtr ti111Ci a11tl 
J1on'ztJ11tt1/ly, over t1 SfJCCtn1111 fro111 a) re­
actionary/voluptuous t o z) raclicalJ 
ascetic. By flt111e11i11g "all p<JSj'ible artn i11 
tl1is •vay, Ire lost tire co1111ec1io11s of sig11if 
ic1111ce be1•''ee11 f)(lrticular '"·orks. (I /1aL1e 
trictl ro restore so111e of tire co1111ectio11s i11 
tlris essay.) At tire sa1rte 1i111e, tlte last h''(> 
diagrams implicitly e11dorse rndicall 
ascetic as 1/re best, positio11i11g it as tire 
rigl1t111os1 col1111111 (variQt1Sl)' s11b1i1letl 
an1i-ar1 a11tl iconoclasm). 
I 1111tS1 1101v say 111ore abotil Be1J Va11ticr, 
or Ben as he is known. Ben first heard 
about f/11x11s at the "Misfits Festival" in 
London i11 October 1962. (Ben's lc1ter to 
Flt.rus/Maciwras of A11g11st 28, 1966 says 
11101 lie orga11izetl 1l1c First Fll1.r11s cQ11ce.rt 
in Nfoe i11111/y 1961 !) Starti11g·even before 
l1is co111(1Ct 1vitl1 Fl11..tr1s, 8 e11 111ade a11 art 
career 0111 of, a111011g orl1er 1vorks. sig11s 
111ocki11g art tis a vel1icle of ego111a11ia. 
8e11 l1t1s bee11 111oki11g c11rsivc 1vl1ite-011-
blt1ck t111tl black ·o11-n1/1i1e acf)1lics. for e.t· 
t11111JIC, for clccatlcs. 
JV/1c11 Be11 re(:eivecl 1\1ttci1111(1S' Expanded 
Arts Diagram of 1966, he wrote to Ma­
c;1111as, a111101111t;;11g t1 sln)11g t1111i-(1rt posi· 
1io11 tlo1l11gfr(1111 1965. Fro1111/1e letter, •ve 
/ean1 tl1c1t Be11 l'011s1n1ecl Mt1ti1111as' 11vo 
Fl1l.\'1i11111se111e11t 11ra11ifesto:; tis t111ti-a11. 
(711e 1111111ifeJ'IOS do11'1 say tl1a1 - t•vitl c1rtl)' 
8e11 i11fel1'Ctl fro111 tl1c 11rivilcgetl positio11 
of anti-art on tire Arts diagram.) /Jen 
de111t11r<le<I i11 t/1;s letter or sl1ortly 1/1ere· 
after 1/1at Maci111ras 11/ate J1i111 01J 1/1e 
Arts 1iiagra111 i11 t/1e t111ti-art co/1111111. 
As I /rave S(1itl, 111y (111ti-a11 a11d bre11d 
1/1eory J1a1i bee11 1101ed i11 Fl11xus Ne,vs 
l etters 11os. 6 am/ 7 and in ccV TRE no. 
3. /1 ,vas ti/so 11ote<I i11 11e11's 'J"our 110. 9 
of 1965. ill 1967, I gave my theory final 
for111 i11tl1e 11101u1scri1Jt AJI or Bre11d?. /11 
ftrct, / 111atfc tl1e last revisio" beca11se I 11(1 
/011ge,. n•a11tetl 10 tie tl1e 1!1eory' to Mt1r.t:is1 
/1i11g11age; i11stead. I cc1s1 tl1e 111ov~? 10 
brc11tl as 11 11rivate tlevotit>11, so 10 S/>Ct1k, 
or as 1/1e prt1c1ice of ti11 it/C(1/ socie1y. 
111 tl1e st1111e >·e11r, 8e11 circ11/ate1i l1is J\1ay 
5, 1967 text L'art n1cst plus nouvea11. 
T/1e11, i11 Fe/1n1af)1 1968~ 8 e11 11t1blisl1e1I 1i11 
iss11e of Tout l1eatlli11ed: ...,Be11 aba11· 
do1111e l'a11". /11 October 1968, Macit111as 
p11blisl1etl 111y Do'''" 'vith Art! pa1111Jl1lct, 
1i•l1ic/1 c.·0111ai11ed "Art or Bre11<l?" 1oge1!1er 
1vi1/1 letters, a /Jress release, a11t/ JJe11 's t('• .. tt. 

/11 tire sa111e )'ears, a vers;o11 of Be11 's tt!tt 
tra11slated i11to E11glisl1 a11pearecl i11 Aris 
in Sc>CiCI)~ l'OI. V, 110. I . 
;ro prel'c11t sen'o11s 111i.-;co11ceptio11s. I 11u1st 
S0)1 t/t(ll lllY (lllti·(lrt 1/1eOI)' 1VliS (I pl1ilo · 
so11l1ical arg11111c111 t/101 if taste is s11bjec­
tive. 1/1e11 11ob0<f>1 is 111ore able rl1t111 111c 10 
create a11 e..r1>erie11ce to 111y taste. (.So r/1ar 
tire 11rtis1 is ;,, tl1e st1111e fitlse /J()Siti1>11 tis 
tire fasl1io11 tlesig11cr 1v/10 sti)rs: "1 ,11~ar 111y 
tlo1/1es 10 be )'011rself. ") I 11,11s serio11s 
e1to11gl1 t1/JQt1t 1/1is to l1a' 'e destrO)'t!tl 111y 
early tmworks in 1962; and therell{ii!r I 
<lit! 1101 /Jr(></11t·e tilt. As for Be11, lie l1<1s 
bec1t <1 career artist 1v/10 J111s 11se<I "i1111i­
art " slogt11is i11 a t/t1(1Si·Dt1tlt1ist 1vay. c1s t1 
so11rce of co11/e11t for tire 11it•vork,~ fro111 
1i:/1icl1 lie ear11s a /ivi11g. Be111s 1>osi1io11, if 
I 111rderstc1111/ it, is tlrat lie is "'' "/1011e~~t 
/1y/JOCrite". 
So there was, i11 Flm'lls Qr parallel tO 
F/11..rr1s1 011 0111po11n·11g of posi1io11s i11 tl1e 
111itl·Sirties n1/1icl1 1v11s JJrefig11re,J i11 1963 
- a11d 'lflti<:/1 /tat/ Ct1ge tis fl li11eal 11recc· 
tle111. /11 fact, a bloc 1vas fon11c<t i11 1/1e 
Originale tle111011stratio11 - Fly11t, Moci11-
11a;,~ Be11 - 111/1it: l1 lreld toge1J1er i11 1/1111 tire 
three of 11s passed through tlte political 
critiq11c of c11/t11re 10 a11ti·11n as tJte e11tl of 
c11/111rt1/ /1istory" (l'fg11i11. 10 111<1ke sc11se of· 
1J1is1 011c 11111s1 re111e111ber /?otlcl1e11ko.) I'll/ 
of 011r 111t1111fcs1os ll!Ceivetl 111(1{/(~$1 1>11blic­
ity at tlte time. (CMGRLIC 1w1s tr1111s­
ltifC(/ t1vice; Be11 's text OfJpean!tl i11 1\ rts in 
Society; etc.) 811t 011 tl1e 1v/1ole, 1/1e art 
1vorl1/ clisrcgonle<I tire 111':Ss<1gc. 1\ft1ci11-
11t1s~ Be11 '.l', 1111ti 111)1 1e..x1s ('011ti1u1etl to be 
pri11tct1, b111 1101/1i11g s11bs1a11tit1l •vas 
atlcletl. Maci1111<1s 1t11tl Be11 t.011ti1111ecl 10 
1vork as 11rtists; 1v/1ile I clevotetl 111yself 
e111;rel)' to 11011t1nistic 1111rs11i/.s. i\1aci1111<1s, 
lvi1J10111 e 11er era111i11i11g /1is 111iscalc11/a­
tio11s, sloivl,\I aba11do11<~tl lti.'i poli1lcal·c11/· 
111ral pos111rc. •.t Also lie· ga,:e 111> /1is l101>c 
of ''rc1111·11i11g" to tl1e U.5.5/{ to bec.·0111e its 
111aster tlesig11er. As for tJ1e Fl11.n1s 111ajor­
i1y, it s111l>b<Jr11/)1 s111ck to its t1gc111/a of 
va11<ieville and packaged jokes - and 
,\1ach111as a11d Be11 co111i1111ed to be 11ctive 
lien~. c·iearly ~·l11ci1111as till{/ 8c11 gai11etl 
so111e sa1isfac1io11 fro111 1/1e va11tlevillc­
<1111l·j<>ke.s cll1/J 1vl1it:l1 I tli1i11't slrare. 
Al tl1is j1111ct11re1 tJ1e av1i111·g11rtle process 
n1/1icl1 I 1i111 Sltll'<1.)ii 11g c11!111i11a1cs 1111c/ 
c11tls. Tire gc11emtio11 i11 q11es1io11 bcga11 
" 'ltl1 Ct1ge~'i 1111re/)1 fon11t1list rt1tlic11lis111 -
" 'l1icl1 see111e1l 10 l1ave a111i-t1rr l1i111s. 11 
/1l1.-.-.-;etl l1110 a Leftist, 11rogra111111a1ic /Jer· 
spective of c11/t11re. A11t/ it 11rrivetl tit t111 
unconditioned proposal of bre1ul (Be11: 
go1it, pc11clra111) as 1/1c e111/ Qf an /1istol)'. 
I COii i111c1gi11e S(1111l!011e Sli)'i11g, si1tcc (111 is 
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a11 i1111Jorta11t 11101le of k1101vi11g a11d co111-
1111111ict1tio11, l1tJ1v c1111 it e1;er bec.·0111e ob­
solete? Tl1is 1111estio11 is sit11pl)' lieedless 
to1 .. 'l1r<l tl1e s11ccessivc lcsso1rs of 1J1e ava11t· 
g11r1le 1vl1iclr pro111111cd tl1e bre11cl tlteQI)' 
(lesso11s 1vl1icl1 I l1a11e trietl to tleli11ea1e i11 
tl1is s11rvcy). /~Or 11.!.', 11/l l1igl1 art, for e:.r· 
t111111le, n•as see11 i11 tire sl1a1/01v of Stock­
l1ci 11se11's "scie11tific 11111sic". Its 111essage, 
so fttr fro111 />ei11fJ 11plijii11g or eve1111e11trt1l, 
1vas a 111e.ssage 10,,•e lt.'ere l>etter on· ivitlltllll. 
G ive11 tl111t 1/1e a11ti-ar1 1fisc11ssio11 c11l111i· 
11a1c1I ;,, 1968, <1111/ u•as sltleli11etl 1/1ere· 
tifter, 011e 111ay co11sitler 1968 to lrat:c bee11 
tlll em/ to the ell/ire awmt-garde. After 
0111! or 111ore " 'ell-co11siclered a11ti-a11 1/reo· 
ries tire p11blicly t1,,ailablc, 1/1e11 10 co11· 
1i1111e lVitl1. <111 t1rt of tra11sgressive gi111· 
111icks i.t 111ere co111111ercit1/izatio11. Fro111 
1/1i.~ .tf(111cl1><J;1111 s11bscql1e111 ;11vocatio1is of 
1/1e (1vt111t·g(1rtle are 111crcl)~ J1igl1 art's 11os­
tttlgit1, or <11J,rer1ise111e111s for co111111011 
1110<ler11 art. 
As for F/m·11s, lifter 19('8, it prlJCce<ls l>y 
elt1lw rari11g tl1c v(111tfet1ille t111tl tire 11ack· 
1ige1/ jokes (1J1a1 is. 1111ti/ t1vo clecacles 
later, 1v/1e11 it sl10 1vs as legi1i111t1te art). A 
peifomumce of Brecht's Drip Music -
u1/1icl1 origi111ill)1 n't1s s11ppose1l to sl1ock 
1/1e n'Orl(/ (if 11ot to 111t1ke 1/1e rcl'Q/11tio11) 
- rec11r.s· as <1 co111p11/sio11, t111cl fi11ull>~ as 
11os1algia. ~Y/1ile f'l1cr11s' ptJ{Jt1l1tri1y groivs 
stc<11/ii)', it {till-; (11vti}' frt>11r 1/1e latest tl1i11g 
ht art. /11 ge11ert1~ 1v/1at is chronologically 
11e111 110 lo11gcr trt1ces /Jack It> tl1e i111e11-
1io11s of j\ifari11etti. 
'Tl1ere is still ft cl1ro11olog>' to fl11isJ1. 
A111Jt/1e1· <>f 1Waci1111as' e11tCf'J>rises, bcgi11-
11i11g i11 tl1e late !iittles, 1vas to re11ova1c 
loft b11;/1fi11gs i11 do1v11to1v11 Ma11/1a1ta11 as 
artists' co-ops. This led to the emergence 
of the. SoHo neiglrbor/1ood. 
/11 1970, tl1e 1\ re1v York t1re11 F/11..t11s 1>re­
se11te(/ tl1e Fluxn1ass. /11 1970-71, A1t1ci11· 
11as 1111t/ Yoko 0110 a11d Jo/111 Le1111011 
collaborated to present a Fl1<rfest feat11r­
;11g Le1111011 1111tl 0110. 
/11 1978, 1vl1i/e Maci11111ts 11111s ill 1vi1/1 
c1111cer1 lie 111arrie1/ Billie H111cl1i11g i11 1/1e 
last F/11.\'11.f ccre111t)Jt)' of /1is l ife. B)i tl1i.~ 
1i111t~, 11/I ft111tt1sie.~ tltttt 1\11icic111(1s belo11getl 
i11 1l1e Soviet U11io11 or i11 t{1e orga11izecl 
Left /1a1/ e1'tt/Joratetl. Mat·i1111c1s' tleatlr 
111ay be 1ake11 as 111t1rk.i1rg tl1e e11d of 
vi11tage FltLt11s. 
By tl1is ti111e, t1/so, a seco11d ge11era1io11 of 
t1l'tis1s, ,.,,,,, e~1e11 11 1/1il'ti ge11ert11io11, l1atl 
joi11etl Flr1x11s. T l1csc i11cltt<ietl l?c11e 
8/ock. Jca11 D11ptt)', l'eter Fra1tk, Kc11 
Frietl111t11J, 1011 /'/e111lricks, Lany A1ille1~ 
~'t1ral1 Seag11ll, Peter Va11 RiJ)er, Yas1111<10 
7011e1 Yosl1i111(1J't1 JVada. 
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"Jazz I Block music J Is prl10lllve ... barb•lc ••• beat one! a·lew slmplo chords ... gilll>~e. .. [Or wonls 
to that effacl)" Slocklwisen, l.eel.llre, Hmard University, fill 1958 .. 
RADICAL INTELLECTUALS: 
Of all the world's culuns, atlstocratlc European Art has developed the most elabotae ·doctrioe of 
Its supremacy to all plebeian and non .. European, non1hlte cultures. Jt has developed the most 
elaborate body of "Uws of Music• ever lchown: Common-Practice Harmony, 12-Tone, and .all tht 
rest, not toJ11enllon Concett etiquette.And Its ·contempt for musics which b<eak those Laws Is 11riilt­
!ess. Alfred Einstein, tht most famous European Mutlcologlst, said of "Jazz" that Jl Is "tht OIOlt . 
il>omlnable treason', "dacadert•, and so forth. Aristocratic Euroe>ean Art has had a monstrous 
success In fon:lng ventfatlon of Itself on all the world, especially in the lmpe<lalist period. Every· 
where that Bach, Beethoven, Bruckner and Stocklwisen are huckstered as 'Music of the Masters•, 
•Fine Music", "Music Which Wiii EMoble You to Listen to It"~ whit• arlstocrlllc European sup­
remacy has lrlumphed. Its greatest success Is In North Ame<lca, whose rulers take the Art of West 
Europe's rulers as their own. There Is a Brussels Ewopean Music Competition to which musicians 
coo11 m all ove< the worldi-wtiy Is lheN no Competlllon, to which Ewopean Musicians come; of 
Arab Music? ( o; lndlan, or C~ssical Chinese, "'Yoruba, or Bembty, or Tlbttlan pereusslon, °' 
Inca, or hlllbilly music?> 

STOCKHAUSEN ANO HIS KIND 
Stockhausen 11 a choractetlstlc European-North Amerio.an ·111flng-cl111 Artist. His magazine, The 

· Serles, hu hardly condescended to mention plebeian or non-Eur090an music al all1but when It his." 
u on the first page,of thetOC1rth number, II leaves no category for It except "'llght music' that..., 
be summed up by adding a.question-mark after 'music' •. Stockhausen's doings are supported by the 
West German Government, as well u the rich Americans J. Brimbe<g, J. Blinlten and A. Everett. 
If there we<e a genuine equality of natlonal cultures In the world today, If there were no disetlmlna­
tlon against non ... European cultures, Stockhausen couldn't posslbly enjoy the ttatus he doet now. 
But Stockhausen's ,.al Importance.which separates him from the rich U.S.cretlns Leonard Berost.eln 
and Benny Goodman, Is that he Is a fountalnMad 'Of 111deas 11 t.S shore up the doet.rine of white pluto­
cratlo Eul'Ol>ean M's supremacy, enuncllled In his lheoreticll 0<9an The Series and elsewhete. 

BUT THERE IS ANO'rHER KIND OF INTELLECTUAL 
There are other Intellectuals who are restless with the domtnaUon of white pl~ocratlc EUropean 
Art. Maybe they happen lo llke Bo Dlddley or the Evttly Brothen. At any rate, they are ,.stiess 
with the Art maintained by the lmperiallst 9ove<nments. To them we say: THE DOMINATION OF 
WHITE PLUTOCRATIC EUROPEAN ART HOLDS YOU TOO IN BONDAGE! You cannot bt Intel· 
lectually honest If you believe the doctrines of plutocratic European Art's supremacy, those "Laws . 
Of Art".' They ate arllltrary myths,. maintained ulUmately by.the repressive violence that keeps op­
pressed people$ from power. Then, the domination of patrician Art-which is arlstocral-plutocnt .In 
ortgfn, as ·opera House etiquette al~ne shows-condemns you-to be su1Tounded by the stlfffn9· cUl­
lwal mentality of soclal-cllmblng snobs. It binds you to the most parochial v•iety of the .,.111 -­
chant mentallty, as promoted by Reader's Digest· "Music That EMobles You lo Llsteii to tt•. Em 
worse, lhough, the dominallon of Imperialist while European plutocrat Art condemns you to live 
~ong while masses who have a sick, helpless f•ar of being contaminated by the "primitivism' of 
the colored peoples' cultures. Yes, and lhls sick cultural racism, not "primitive"' musics, Is tht real 
barbarism. What these whiles rear is actually a kind of vllallty the cultures of these oppressed 
peoples hove, which ii undriamed of by their white masters. You lose ihls vltallly. Thus, nobody 
who aqulesces to the domtnatJon of pllllclan Eur090an Art can be revolutionary culturally ·no matter 
wflat else he may be. 
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Vol:1n1ino AACI. 
prin1a par1c, 8 · 
settentbrc 19C>4. 
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Within fl1.1Xus group lhttt Mt 4 c ategories lndlc~..:I : 
1 ) lndlYldi.ial 1 actl\lt In 1lmll&1 actlvltltl prior to rOrmation of fluxus collte\IVt. '"'" btco111ln9 u;tl\' t 

within f1uxus a.nd stlll ldl'tt "'" tolht prescntdiy, (onCy Ccorgc 8't<:k and~ VMltl t f flll this 
Ulf9otJ); 

2) tndtvldu.il s acth't sin<• the- fonul.lon of fl1W1.1 W still .alv• within RW>t\ISI 
3 ) lndl't'ldu.als acllvt lndtpttldently ol fh,uus 1l1KC U.. foraatlon of Ruxvs, M Pf•Stnll y • II.Mn rlu:i1vtJ 
4> lndlwldu.als a«IY• • llMn fl'°"" s since U... ~.Ion ol Rux11s M ha.tint slnct lhtit detached ttie.a.el'vts 

an (ollow1nt eotlv•IMS: 
a) ltllk:oUKtrve attitude, cues s lvt lfldh'klu;ail P1:, desire F0t p~sonal tlOfJ, Pft.• dona ccnpfex 

(MK Low; Scl'ftill, Wlllla.ms, Na.m June P all:., Ol'k Hl99lns.Kosu9I), 
b) oppoft..nlsn, )ol11lnt tlva.I 9rou91 offtrlQ9 vtltt r pWliclty (Pall:, Xosutl, 
c) c~tltlvt llllludt , fom1Jn9 rlv•I o perations (Hl99lns, Knowlt s, Palk), 

ThtH cat~cwl11 are lndl,attd by lints ltadln9 In or Clot of each Aatne. Lines l1adlnt awiy from lht fllttlU 
coll.l'M lndlcilt1 di• apl>f'OXlmat• dK• 1ue;h lndlvldua.ls dctaehed tht11U1W1s frM llux111. 

UlstPP( CMWU 
ltt(IUl'CO•JC(• 
WCIA 01.UCOZ('MJ(I 
JUAlf j!IQ.lt.CIQ 
TQP.1 llClllYAMQ 
NU( WVKU•E 
tt~M.URll.O 

l • IC .uioc•sa. ... ,..,.., 
CMll• O 1111ow1 
'111'\L(W 0< •100(1 
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George Maciunas, 
Flunu Diagram. 1966. 



BEN ABANDON NE L'ART 
<Suhe de lo I'" !)Oge) 

IL NOUS A OlCL.Altl : 

SI ffllll' '" olf_. a 4"' ._,.. 
.. .-.1111. ... ,..,., •• ,., ,, ..... 
TOUT ,.., 1'1°imfHKt• •liil•I ovt,.. 

..... , ''"' .,,.,,, '• ''"' ,, ,. 
phto1e, C"trt co"'""' 11 l'ott 4clo· 
toit ct •• "'vltiplioit '" clot 
milllo"• tie defi11itio11t 4ilf4rtl'ltt• 
doM OIKVl'lt 1'10 litNlt 111 pl1tt ftl 

"'~"' .,.,. •"'",.. '"""'' Lt •.K:i ,..,.... __ : Tow •ft 

.ut, lo Vti.tte ttt Art, I• "'" 
Alt, T-..t "' ,ret..atJ.wt, l' Alf 
nt 11•r.....,....., •..t!• ETC. ett Att, 

L'""' '" pNml.,... rttllM• 
tlo"t do lo ""''_... TOUT lST 
At.T o pri1 corps do"" lo '"'' 
_,, cit Morcel Oud.011tp, N 'I""· 

P'Ht• '""' .11;... """'"'it --.. 4'•tt, U twffiMit l'y •i-wtor 

l'IHTIMTtOf'I, 

Po11rtoM, l'•11r1,. tie D11Cho111p 
''.te COflV111tiOfl"'fllt et t o cllf• 
firo11clo ,,., d'vr10 •v•re clo.., 
iiq"'• clo"' lo """vr. •'- ii •'•t ;t 
, ...... ,,;.,, phrrJq ..... ,, . .. ,,... 

' " '"' , ._, t.it~ .... .,, ........ . 
.r-. """'"'*' 4'ottdto. CW 
~•rt, le 11•-Hv rioti1111M, etc,. 
''"t l 'hUol'liM'ti- et fo ""l t•rioo 
101'1011 ,., , .. , , mod• ....... II 

' Porlorol 4eM pe1J. 

U. VII EST ART: 

c1.,,1 ••• ,...,,,.. .. 1tf;111~;.,. ••· 
'•""'• ,.., Joa.... c.,. et .... 
4isci"" · Mti t id, •• Ii,.,., i. 
•it-tr.A "' ....... ,., ,.,.. •• 
n111f1of'lett Ol'I ,_. ,.lolt ,,,.,., '" 
-!Ml" 4e l'el't1tte, de l'•w•N 
qwl 11 •tvt VII, Si lo " ' • ert 
ART. lo 111Nto11tl+ft 4o l'eJtltte 0 
••\lf•lr lo .,..,.,,., est orO 011nf. 
Ct , ; cetto p1itt11tior1 n'••illto ,., 

40111 I'•"""" ce""-""-""'•"'•• co ...... ,., ._ v1,; , .. ,..... ....,.. 
''• l'•'9itte _ ,, • .,....,...., .... "' r.. 
,.ff ... '• •o" ...... w.;.. •ttitt1•.,.·· 
Jo 4;,.1 "'•""• q.,.. lo· priteMl•11, 
l'•tr•ul•it4, l'o""ll'tlol'I , 1011t, ,., 
rcipport • l'•V'I',., btovcoup plwt 
• iW'O l'll t t . Ai111I, lor141N i'tffectwe 
"'"• l>•"ltlet1 4o Cot• ow 41110 
;, rtt•r4o DRIP MUSIC dt C. 
8....:•ht, .. ... JC'llCI ...... ,...11., 
, . , ,.,..., 011 tollt ..... _.,.. , .. ,.,. .......... ,.. .......... ... 
Vil . 

(11 feh, l'o tt "'"' po1 lo •lo 
0 lftOl111 qvo ctttt VI( t_.t v4irft• . 

lA VIRITI lST ART : 

c·, .. •• ,,.,..,1,.,;.,. •" ... ,.. 
,..., •• .,..,. ;,, ~ .. ,.,.. l'elthiit. 

• ""' crfor. C'eod11i to -. 

i11trospttriOl'I " ""• COfl'IMwfllCO• 
ti°"' •• 101111 itot . ,., . ..... "' •• 
,.... '• lo ,,..,;."· C'nt '° 
..-,.. .. " ...... ,.,._ • lo 41ilnt~ . ,~ ... ...... ·- ;. ,,,.., .. 
Jt COfl'(IM's ,., t•tfl'llJIO, lo .,.;... 
1; ,otiol'I tlo U VIRITI UT ART 
per ""• piico •• thUtrt 4•11• 
loqvello l'outovr Yl1114rott swr 
•<•"• do""•' I" roh.,.s powt 
•••qi-.tfn fl fok 411 tl'llH1,., ....,. 
,., ,.,. Nlto•t tvpol'f-lcltlln -i• 
1.,., ,.i.e. .. ,.,.,.""''' • c'nt ... -4jr• 
• ,.._ ho t kil,. •, etc. Co 4-..I 
"' ;.,..... ... ttt 41H L\ Vl.RlTt 
UT ART cho"t• 1•ott. cor re 
ft.Ott- 4o cffotf•111 pow• ctttoi"s 
t'•CCOM,.fM IOV•e•t 4o iwstifi• 
cotio"'9 iru1•ll11 tt fOwtlff O'ott 
povt l'o rt, l'h• rM011!0, I• t.Nv, 
ttc.1. 

Ll l'tOH ART : 

C'nt r o"ifv4o oct-Ue 4• 
Merc:tl O\lcfltoei,. ft 41 41Ht4un 
•whoet: qwi, eprh lo • f'90Cly 
MOiiie • , 110 pow't'Oflt t•VOflit i 
l'•1tMtlq.,. tt 6 l'h440111lt1N do 
l'o .. ;..t, ll'loh to1tfeu1ti 9 lo rochor. 
'"' ,.. _..,., .. lit ,. .. , ••tithJto 
''""' ...... .mo11, ,,.,, •••• °"" 
,.....,. qw•a •• ,.Jt ,.. ... ". 4. 

.lfllo,.., ....... (~ -~ 
"'" "* In l•titttto plwt ov poi. 

t-. rffliti lit t'y l11tlt0tttM ho ... 
(Olofll' O't IW1'011t J OWt fto .. lir ltlll' 
Ito do"s le 4ofl'lel11• d11 NOH 
ART (c11core clv rtylol. 

L•ART fST PRrTrNTIOH : 

lst ._ ettffli!4o lftoOIM hy,... 
c.rito 4,.. Je HOM AAT. C'nt 
p,.M,. c.,.._r.,.c.o 4w i. 1titt11· 
tio" .u l'irlfMM ,,... • .,,do kto 
do towt •ct• d• c14ot1011, tt c'm 
•••"-''' pltillt fl'll lll •• J_,,.11'011 
"•"' cert• P1itc•tlo11, C'•rt-4-~u,. 
l•M111'• r tfvsitt 4'occovplor cetto 
ttritt fttiOl'I • IJllO •""• ph,..i4.,., 
Ci. prdti11tio11 1wffft 6 tl..,.Mf..,_ 
'• .co.. ... ; (08- u....... -
plff_o IL .... "'-••" C•'- •"*• 
f;t • , W 44111of'Ch• 4• Jo Pl[. 
Tt:HTION ort tt•• pre.c l'llo do ctrlo 
tie LA VlRITl UT ART. 

II y • ow.ti ct1111• 4wl, towt •" 
•'.....,."' 4wo TOUT tsT It.IT 
- ,..;..ttl!lt ,., l• w ttotwt 4'o,.. 
t>rtn -1. •4••'" wM 9"ft""o 
f•tol;" • t1t•tr1 1'•1111••• tl 'orf", Us 

choh.iroflt ,., '~'"'"• ""' for1'!0 
4utlcon.qwo, "" •0114, tt dicid .. 
ro11t. de 111 folro 4 111• 401 101141, 
cor. ctlo 011 ewtro ch... ro•lo11t 

o .. '"--· c·"' '• <•• 4·0, ... 
~ 411 treYoi:l 11•ou.;.., M_. 
ot •o ,.,..r .. "1111111-1 o,..... ... 
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l.A MORT IST ART : 

C'od ti <• f'itwltot •w•Ht •rri· 
•i, ••rit 10 o'" '• rlffe._;..., 
otthCt;qlHI., 1- C•r«. o;._ •11t1 
......... lo14"'9 " •• ,... • • _,i., 
41HMtftt Ccetti towtn 101 '•'""" 
4'o" · Aw<•110 4-cri•oit•tl, M pout 
ortof114ro 10,. i,wt, lel'I Gwlyot o 
ett fNiw•• MOft, •• 10 Jwlllot 
1949, • CHIMA.RA, ,,. AIM111lo. 

Lo "•'"•· a ..... it •m '° , .. ,. .. 
1flll••1111to • LA MORT lST AltT 
A COHOITIOH QU'OH MIUll • . 

L'AAT IST IHUTILI ; 

Lo"~" Ht1111'J f frflt ,...,.,lfm. 
'•"•'" lo Mvtff d'Att M ... ,,.. 
4 o How York~ oft ,.nont 111111 
«:rit••• • D9Mollth Mri• • .,. • 
i i t'•t lt 4'Wfl0 priM tit ... ft-(01111 
polltl4• ce11t,. l'•Jt "wt-it• 
~ ...... C:OMte, it: ...i:.f-. 
011> 41 .. ,.. 4M YAltT UT IHUTlll 
ovoc 4n offic:htt, i. lo f e"4otle11 
Me.,ht, c'm r. rflwltot do lo 

""••JM ' "i"•"'• : $1 TOUT 
IST AllT, tT SI L'AllT DOIT 
ITltl TOUJOUltS HOUVIAU, 
COMIATTR( l.'ART H'ATAHT 
PAS (T( FAIT, J[ U: COMIATS 
IN TA.HT QU'QUVll( O'A•T. 
MOH A"1TUDI 1$T OOHC 
AltT. 

COHCLUSIOH t 

Si: Coto ' '' • U VIE lST 
ART • , d O~hell!lp 4it • L\ 
COM,mTIOH AlTIS'TIQUt Hf 
M' IHTIRl.SSSf ,t.US • , s~ f fpt 
cllt • IL IAUT LUMlk COHTltl 
L'ART • . ,; I• 4;, l' ART C' EST 
LA VIRITt. te wtn ctt cli.cloro. 
tlo1t1 et rCelitetlo111 01.itt•M wrM· 
qllt!Nlflf PO,CO ~WO ltVtl Crff· 

te•1ti {f90T1to1 c•Mfl'IO .. 1n '" 

ol"l'dtnl clttrch.eM 4w 11•111f ,."' 
io-r lo Jo- tie f'ott. <ltre Iii.Hf.. 
10Mt tin •liltf'Ot). 

Mort powr tf'Oolf•• r 411 .-011f 
do,.. In clf'Ce11mM" o.ctffll" 
oV tewt ott •"• <H crff.t.wn 
fOMdttflt 01111 COllM lo '9flo 4w 
jtv. C'ttt co"'- 1i I• J•w 4o 
ro,. •«•Pf'Olt ... 1,, co .. ,. r 
• .,...m ,.1111 '• ,.,lllO.ttf'a o ... 
;._...,. 11· .... , .. 4'off'ktt ... ;.. ... 

C' ttt lo cet 4e LA. VfllTI 
lST ART, U 'lnll'ITIOH EST 
ART, le HOH ART, l'ART Ato(O. 
HYMI, l' ART l ST ,ASTICHI. 

Molt lo tvlcl4o 4• l'e" nt·ll 
pou.lblo 1 II y • oval .cow 
qvJ ,.. fOfllf poi 4o l'ert. M­
-rc:hel!l4 4o .. 1,. 4•i Tc!M 401 
port.-.kvtoill .. , l'il-,M.tire:r 41ili o "'°"" 10 fiUe, l'•t•M IMmOWl:itr 
411 fl'.;-1;9MO 4111 O.tt ,,_.,., 

BEN DO UTE DE TOUT 



A1101/rtr 1101ablt /1oppt11i1ig i11 1/1e art 
world i11 1his period is that 1he carttr of 
JoS<'pl1 Beuys peaks. It str111S ge11emlly 
agreed that while Be11ys 1ms linked 10 
1:11u.·11,f1 J1c /inti /1is o•r11 1110,·c111c111 a111l i11 
1/101 l'CS/X!CI f!XIC-11(/(!(/ n1c// bt,'011(/ FltLt.11$, 

.. 111c s11111e 111ay be saitl for Ille ''itleo artist 
Na111 J1111e J>aik. 

4. Lule Fluxus 

Late Fhuus extends thro<(/i/1 tire Eighties 
10 1/1e pn:sc111. F/11;c1ts s/10•,'S l>tr.0111t 
JJ01111/t1r i11 lct1di11g galleries i11 h'lric/1 enc/1 
artist is YCJ)YCSCllle(/ b)1 fl large. llllil/l lC, 

l1a111/11111tle J>icce. Tl1is 11l1asc •,•as 1>re· 
ftgurctl by the "Havpe11i118$ & Flt<ms" 
t.'<l1lbitio11 at tire Kii111iscli~r Kt111Stt-·erei11 
i11 1970. The fon11at b«amt fully eJtab· 
/Wictl at the 1981 Wiesbatle11 "Fltuus• 
sliow, a11d by si1bseql1t111 slr<J"'S r11ra1ed 
by Rent Block 

D11ri11g this ptriod also, Jo11 flendricks. 
111uler tire spo11sonltip of collectors Gilbert 
a11d Ula .Si/,'V!n11a11, edited 111assi,·t codi· 
ficario11s of 1/1c Flru.11s 111oi·e111e111. Tl1is 
i11crct1se1/ 1/1e a11rnc1io11 of 1:/it.\'11s for 
tle11/ers 11111/ c11rarors. 
A.~'''' e11i8JYtJ>l1/or1/1ese de,•elo1>111e111s. '''e 
11111y (/UfJle l_,tl<.")' Lipportl: •• ... 1e111JX>rt1ry, 
cl1eap, ;,,,,iJ·ible. or reprcx/11cible t1rt lras 
11todt li11le tliffere11ce i11 1/1e ,,.,,,. tin a11tl 
anist.s 11re «01t0111icolly a1u/ itlt'Ologira/1)1 

cxploit<tl" (i11 Sol Le\Vi1t eel. Alicia 
lc[;g. p. 27). /11dml - except that we 
do11 '1 11ce1f to /rear a1J)' 11to1'C 11bo111 tire 
artist IH!ing i1111(>ee11t t111d sacl'ijit:it1f. 
Todll)', ''"' c1111 see se11erol b1v11cl1i11gJ' ;,, 
tire cot1rsc of ar1 1v/1icl1 is sl1o•v11 llS 
Flrtx11s. l .t•1111e ill11J·trllte. 1vitl10111 ll)'i11g 10 
be co111prtl1t:11.Si\.·e. LA Mo11tt! YCH11ig a11d 
~1aria11 Zaz~tla, l1a•·e sl1ow11 rece11t 
so1111ti·ligl11 collabora1io11s i11 Fl1a11s 
sl101,1s. 111 ''')' opi11io11. 1/1is serio11sl)1 c-011· 

fttses th• aJ1PreCimi<m of their """"'· Bt11 
Va111ier is a cltantr 111011/xr of Fltrou 
i1•/1osc /JrCSt111 '''Ork is relatii?ly 1111ifon11 
,,,;111 J1;s et1r/ier H'Ork. Yoko 0110 110.f l>e· 
COlllC {ICl it'C 11g11i11, 111aki11g bro11z.t• etli· 
1io11s of sclec1c1/ earl)' 11·orks. /Jc11jt1111i11 
P11tterso11 is a clrarter 111e111/Jcr of J·'ltLt:" s 
1i·lio 1wrsis1s u1i 1J1 1/1e FltLUIS es1/1e1ic, bt11 
,,·/10 lras 1n11ult1te1J it i1110 large~ 1111lq"e, 
ha11dmadt f)ieres. Joe Jones also has ptr· 
sisted i1·i1l1 1/1e Fl1wu e.s1/1e1ic, tt•/1ilc 
1.m1rsla1i11g it 10 11ett' 111edia. Dick I ligg,.11s 
a11cl Aliso11 K11011·/cs are cl1nner 111c111bcrs 
of FllL\'l1s h'/10 t·o11ti1u1e to sl101v 1111tlcr 
Fltt.ttts 1111~'/Jiccs. /J111 1v/1ose " 'Ork 11<> 
lo11ger 1ut111ifes1s a f'l1a11s es1l1e1ic. Al 
Hn11se111 Cl1t1r/011e J\1oor1111111, t111tl 
Carolee S<·l111ec11101111 art co111e111poran'es 
of Maci1111as "'/10 ''°''' sl1uw "'il/1 f'lrtnts, 
bt1t '"·/10 tlif/ 1101 l1av~ a ca"tr i11 Fltmu. 

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 
IS MERE ESCAPE. 

No1cs 
11 JiJn·gt1r1/ Alacittna.s' earlier 1Jllt11 for a /,;. 
1/iua11lu11 '"agazine. 
2T/ris is 1w1 i11 Oii)' 1o1·ay to et&d~ 1/1;.o N«Hs1s. 
'Cf Satit~ Rclache (/'JU). 
'A tum '-'lli(h probabl)1 COtul«ts batk 10 In)' 
concrpl art, bt.11 has an i1uJ~pc11dt111 tt1t'011ing. 
1Al.w, f.fa(iunas ;n 1962 and &11 Vat11ier i11 
J96S·68 stt111 to liai·e see11 anti·art ir111llico· 
1io11s i11 Cagt. 
t1•int 1n1blisl1t<I i11 Kulchur, 110. J. 

111te Vi<'iOt.S Cirrle 1"1nciplt'. Her fQll ft•St i.'i 
defi11t'tl 11)1 i11\'0king a class of Cl#lttsts to 
t\'l1kJ1 ii "'olrta11}1 

.. bt/Q1igs. T0t/U)''s 111a1J1~· 
1na1ictJI l<Jf.>kions (<.g. 8aft4W} 111ig111 fi1ul lr.n­
et>ntal ltgi1i11101~. 
3Granti1tg tlrot lite Stt of tli«>rt'1'as M"OS ''°' 
rtt,udli"t! i111l1t! offi(;a/ ,in''· 
9U111i/ 1J1t uwk of CJ1rister lle1111i.r, tH:gi1111ing 
in 1l1e Sel·t11tits, 1'·}1icl1is1/ie 0111)' orltc•r ,,,orl< I 
lla\.-e f11dorse1/ as co11cept an. 
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•0,\1)' J't'ff('tions '''ere printetl sitlt..,,'ll)'S t() i11tl i · 
care 1/101 1J1ey hot/ 110 con1zecti1N1 Mtll Flltr11s.. 
11Tlrat is probobly tnt~. Afaciu11aJ ccmti1111nl 
k>ttg oft~'tlrtls to lllaliote ogai1w Fl1mt-1 
1nt!111btrt -.1w MY>fk<d Mitlr 1\loomt11.11. 
'~Cf. 11ry -.Tro11111S(11ttnt .. frt>tn cc.V TRU 1w, 
3 t!IC. 
1l1 clt1ssib1 /lfar.i111111s' 1966 Vic11111111 lJ1ar flag 
as a 110li1ica/ stltte1n(!Jft1 1101 llS a 1K1radig1n for 
1he future's 11rt. 



Ay-o 

..... _ - ' ' 
Ay·o, Tea Ho1,se, 1960. 

129 



, 

OR3NGEBOX 

130 



~UT FINGER IN 

F-• 
AY·O 
363 
C1111I 
Soott •.v.e. To 

Alla pagina pr«edcn1c: 
Ay-0. Ora1tgt Bax. 1%-1. 

FINGER BOX 
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Ay·o, /){111ct of So,,ata Erik Sa1ic.-.. 
llud>0n llall, 1965. 

Prova per Fl1aus £1't111 

alla Carnegie Rcciial llall. 
Ne-• York. 
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A)'-0, Riiin~•. 
Biennale di Venezia. 1966. 



Eric Andersen 
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Eric Andersen, Vufro /11s.rallotknr. RO)""dl 
Academy of Fine Arts. 1964. 

(Foto Sisse Jamer). 



Eric An<lcrsen constantly changes to 
11e.,v 1>osicions and at the san1e 1in1c 
negates or reinterprets the very prcrn­
iscs of 1he change i1self. The absurd, 
1he paradoxical, con1radic1ions and in· 
consistencjes are tur1Jecl into practise 
:ind presented '"ith a11 irrc.sistible con­
scq11ence. 
If anything appears 1ha1 could be re­
garded as certa inties, these arc in1n1cdi­
a1ely dissolved 1hrough innumerable 
sen1ilogical and analytic approaches. 
His works offers a mullidimcnsional 
outlook, '"here any orientation sec111s 
at the santc tintc to cancel and to con­
firn1 any Otl1cr <>ricntatiC>n. 
In 1960-61 Eric Andersen worked wi1h 
ordinal')' and accidental occurrences 
and full audience partic.ipatio11, as in 
Opus 37: 
I. Ask 1he audience 10 leave 1hc con· 
CCrl hall. 
2. Tell the audience outside !hat in the 
concert hall a sinus frequency 'viii be 
1>laycd on a tape recorder 'vith a 
volume so low thal nobody will be able 
10 hear ii. A nd lhttl lhC dura1ion of lhe 
frequency in minu1cs will correspond 10 
lhe number of people in lhe audience 
ancl in seconds to the number of the 
frequency. 
3. Perform 1he announced ac1ion and 
ask 1he audience 10 reenlcr 1he conccr1 
hall. 
During 1l1e san1e years he 'vo rke<I 'vith 
tape editing, time lapse and other si111i­
lar manip11lations as 'vcll as con1plex 
processes that arc gc11crated duri11g the 
performance i1scl f (Thorvaldscns Mu· 

scum, 1961). 01hcr works from 1his pe· 
rio<I involve 1>olaritics suclt as dis1rac­
tio1t/cc.)nccntration, overloading o r abun­
dance as in /lafl(/yAn (1%1). 
T his work consis1s of a 5m x 2m wall, 
paintC(I in fluorescent n1agen1a, '"ith 
shcl"cs, pieces of '"ood, all different 
kinds of clcccric coc>ls f<>r '"'ood,vork 
ancl a gun 'vith accessories. 
A n1anual suggests ltO\v a supervisor 
shoul<.t disorient the audience to the 
e xtent that nobody \viii kno'v for su re 
how 10 approach 1hc many i1cms on 1hc 
'"all. 'fhc superviso r '"ill do this 
1hrough an in1erference 1ha1 cannot be 
e xpla ined and t1cC<>rding to a set of 
directions that can Jtardly be rcrncrn­
bered. The incongrui1y and lack of 
con1n1unication a1>pcaring through this 
'vork 'viii n1ost like ly h;_1vc the. con­
sequence that Ha11tly /111 \viii never be 
touched - just like 1nost other exhibite<I 
~tr1,vorks. 

l·Jo,vcver, one thing is sure: the intcrac· 
tion of t1tc supervisors and the aucl icn­
cc \viii for111 an ~1cci<le11tal circun1an1bu­
lation around c) r(lin:ll)' regulations. 
During rltese years scandals occurred 
over a11d over again. Opt1s 51 by Eric 
Anclcrsen causc<I a tren1endous scan­
dal. The following score w:1s performed 
by T he Danish Radio Symphony Or· 
ches1ra: 

I HAVE CONFIDENCE IN YOU: 
ABCDEFGHIJKLMNOPORSTUVWXYZ 

The score furthcrn1orc in<litatc<I '"hat 
ins1rumen1s 10 play and for how long. 

T he nlusic.ians coul<I play 'vhalc\•er they 
considere<I lO t)e containc<I by clle con­
fidence of 1hc composer. Any 1wo per· 
formanccs of Opus 51 will appear as 
different as an)' other t\vO ordinal')' or 
acciclental occurrences. Especial ly since 
Eric A11dcrsen never uses 1l1c san1c 
OJ)US nun1bcr for the :>an1e '"Ork t\vice! 

111e "CO·OI'" 
As 1>reviousl)1 111cntioned the '"orks by 
E ric Andersen and A rlhur K9pcke 
h~tvc a nun1bcr of similarities. Ho,vever. 
difference~-; arc obvious as ,.,..ell. K0pckc 
,;treatsn the a11dicnce: in otlter '''Ords 
1J1c audience bccon1cs a K<'.lpcke Trea1-
111e11t. He n1inglcs 'vith the spectators, 
hands over sntall pre.scnts or sheets 
\Vi1h suggestions at)ot1t '''hat to do. He 
re-a<ls to then1, de1nonstrates phcnonl· 
e na or asks c111cs1ions like: " \Vas ist 
das?" 
K01>cke's \vork al,vays points in a cer· 
tain direction an<I very often clues can 
be found ' vithin the 'vork. 
E ric 1'\ndcrse11 bases his '''Ork 011 the 
fact tl1at people are present an)l\vay. He 
presents a circun1stancc and is happy to 
participate on the sante level as c"Cl)•­
bo<ty else. His '"ork doesn' t insist 011 a 
specific structure. On the contrary. the 
'''<.)rk attcn1pts to absorb all incidents 
1ha1 can be recognized or observed. 
O..)n1n1on c haracteristics for most Co­
pcnl1agcn Inter111edia Work, lto,vcver, 
\vcre long duratio ns, extreme audience 
part icipation, a conlplete lack of con­
finen1ent of the single '''Ork and a lack 
of lasting orie ntat ion in the perform-

I AM SORRY4' BUT HOW CAN 
I TELL YOU A VERV NICE 

STORY4' WHEN J 08 kAVlf: 
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ance space. The participants \vere con­
fronted ' vi1 h the indetcrnlina1c and un­
dcfine.d, but a1 the san1c tinlc '''ith ail 

infinite nun1ber of i111plicati<>ns. The 
notion and perception of the occur­
rence bccan1c cphcn1cr:.ll thcn1sclvc.s. 
One of 1J1e last 'vorks in 'vhich Eric 
Anclcrscn and Arlhur K0pCkc col· 
labon1ted was the proj ect c;tl led 
8ik11bc11, which also included George 
Brecht. The project was a proposal for 
physical structures 10 appear in 284 
years and 201 days. The Art Library in 
Nikc) lai Church (KnucJ Pcderse11) \Va~ 
tl1e entrepreneur. The t.\rt Library 
made a deposit of Dkr. 100 in the 
saving bank /Jik11/Je.11. ancl Bik11bc11 n1ade 
a guarantee that 1hc st1n1 of Dkr. 6.059 
n1illi(>n C(>uld be collcctccl by the heirs 
after 284 years and 201 clays. 
Ks,pcke suggested as his project a build­
ing constructed by polarized mirror 
glas.~ 1nountcd in internal frarne.s of 
transpa1·cnt ac1yl ic 1>lastic. T he bui lding 
' viii appear ~ts n1irrors fron1 1he outside 
and transparent glas..~ fr(>n1 the inside. 

Eric Andersen's proposal suggested a 
construction that consisis of 10,000 mil· 
lion units tha1 \viii constantly change 
place in relatic>n to each other and forn1 
all kinds <>f shapes~ '''hilc it tra,•cls 
ar<)uncl on the surface <>f the globe. His 
1>rojcc1 is a result of ail extensive intcr­
cJisciplinary rC:)carch in science anct 
theories of science an<I technology. 
George Brecht suggested a special de­
sign f ()f love roon1s as a J)Ublic facil ity 
to be installccl (~t 20 locations in Copen­
hagen. The l<.)ve r<.)()nl 'viii an1011g other 
1hings. be cc1uippccl '''ith a l ibral)' \Vith 
fil111s, dias. a store of fragrances. l)(}()ks. 
projectors. tape- recorders ancl all kinds 
of conveniences. The tloor in the love 
roo1n 'viii consist entire ly o f 111(>bilc 
units. 
\\1hcther these projects \viii rcn1(1in i111-
aginary or turn into physic<il obstacles 
in the year of 2253 will probably be 
deternlined l>y chance <)perr1tion. 

E1>ifog11e 
Eric Anclersen ·s 01111s 46 consists Qf <)nc 

sc11tcncc: ···r11is sentence shc)uld not be 
read l>y 111c)re than one person at the 
sa1ltC tin1c." 
The \VOl'k '"as originally 1>rojccted as a 
fih11 t<> l>c shc>,vn in a public cinen1a. 
'l .his subtle rcn1ark '''as 1ur11cd i1\tO a 
1>ain1i11g by Arthur K01>cke. He 'vrc>tC 
1J1e sentc11cc on a canvas and colored 
each lcncr. Due to uniform spacing of 
all lct1ers the 1>ain1ing becan1e a sc111i· 
01ic 1>rescntation. deliberately disre­
garding the scrnantic intention. 1-lardly 
anybody 'vhcJ appreciates the pc)ly­
chron1c quali1ics of this painting ever 
notices that it contains a sentence. 
T his collabol'ation bet,vecn Eric Ander· 
sc11 an(I Arthur K<:j1>ckc has no'v been 
tt1rned int<> a n1ultiple by Nc)r<ljylla11cls 
Kunstn1uscun1 :tnd can be purcltased as 
a paper shopping bag (e.g. for carrying 
artbooks - fill \\1ith o'vn in1agination), 
an everybody obj ect, a painting, a con· 
cc1)t, a p:1ra(f<)X. an ephen1eral transi­
ti(>rl. rt strong ~u.1clicnce participatic>n. 
n1aybc Flux.us. 

/\'1arih1111e Oe(:li 

Eric J'.\1\dersen co11 Arthur Ko1:>eke 
e A:.~sc ''"l\ 1t .. K(:lpcke, 
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La rivoluzione siamo noi 
Un socialismo libero 
e democratico 
Joseplt Beuys 
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1Juon~1 scrn r1llc signore c a1 signori 
prcscnti! Sono licto cl i csscrc qui insic­
mc a voi, non 1nnto per un n1io pcrso­
nalc compiacin1cnto qt1anto pcrchC ri­
lengo ucilc c importance che 1u11i noi si 
i1t1pari a parlarc di <1ucs1e cose. 
1\lcuni di \ 'Oi potrcbbcro trov-Jrc sor­
prcndcnlc che una persona come me. 
soli1an1cntc impcg.na1a in cantpo anisti­
co. si confronti con un:i tema1ica di tipo 
politico. come quclla chc c oggctto del 
nos1ro dibattito. Posso capi rc come 
n1ol1a gc11tc non abbia piU fiducia in 
co11cct1i <Ii quc:-.10 tipo. 1>osso acldirittu­
ra in1111~1ginarnc i con1111cnti: "Ci ri,Sia-
1110 con la storia ctcllo dcn1ocraiia, del 
socialisnm c dcll:i libcriil. La solita vec­
chia storit1!1

' 

Mi don1nn<-I<> ~c clcn1ocrazia c Dcn10-
cr:.izia cri.stiun;,1 si:1no la stcssa c<>S-a. 
ou~1nclo si Ullravcrsnno le strade di Ro· 
m:o, si lc(;Sono ovunquc slogan di quc­
sto tipo. 
Ma tornia1no al tcma dcl noslro dlbatti· 
10. Mi chicdo per quanto ancora possa 
dl1rarc qlacsto gioco. Per quanlo ancora 
la genie continucra a votare per i partiti 
c per i loro rapprcscntan1i. ovvero per 
concetti vuoti di s.ig.nifteato c di conte· 
nuto? Per quanto tempo ancora la gen· 
tc con1i1\l1cr3 n crcdcre ncl cosiddetto 
'"'parlan1cntrtrisn10···? Oucstc sono le 
qucstioni cruci:ali. Vorrei anchc aggiun· 
gcrc chc concc11i come "dcmocrazia" c 
.. socialisn10", anchc sc orrntii invisi allc 
coscicnzc dcll:1 genie, chc scn1bra aver 
pcrso ogni in1h11<> intcrcsse a questi 
slogan vt1oti di contcnuto1 sono, aln1eno 
sul piano tcorico, concctti di estren1a 
in1portanz:t. 
Credo pen~ chc in iuuo cio manchi un 
co1lcc110 fondan1cn1nle; manca il con· 
cello di "libcrtn ... Non che di tale con­
cetto non si sia parlato e discusso a 
sufficicnza. Lo si ~ fotto fin troppo. Ma 
mai ncl scnso chc intendo io e che 



andrO a specificare nel seguito. 
J.lo l'in1pressione c.hc si sia totaln1cntc 
trascurato ii fatto chc dcn1ocr~1zia e 
socialismo siano realizzabili solo par· 
tenclo dal concctto di libcrti1. Eel i: in 
nomc di questa libcrta, fatto intcllcttutt· 
le e di pensiero, che n1i sento autori.zza­
to a parlarc in vostra prcsenza, facendo 
tesoro di quanto ho potuto apprcndcre 
e verificarc attr~1vcrs.o la mia (.{iretta 
esperienu:t lavorativa. P.arlcrO, <1t1indi, 
dei n1iei problen1i di artista e di inse­
gnantc. Del J'cnsiero un1ano, della 
creativita c dcll'cconomia. 
Lll lit>ert;, atticnc csscnziaJn1ente al 
can11>0 dcl cliri110 c della costituzionc 
den1ocratica. Ma interc.ssa anche la \1ita 
econon1ica: con1e comportarsi " frater­
na111ente" in can1po cconon1ico '? 
Va<lo <)ra a fissare sulla lavagna quc.sti 
concctti: dcn1ocrazia, fra1crni1i1. sociali­
sn1t), uguaglianza. L'uguaglianza, '1uc­
sto i: ii concctto giusto da cui partirc. 
Si tratta, in pratica, dei tre grandi ideali 
della Rivoluzionc Francese: libcrtfi, 
uguaglianza e fratellanza. Trc concetti 
che vann<> a ricc>llcgarsi, sccc>nd<> tin 
<>rdinc di priorit3 bcn spccifico, al con­
cctto di crcativit;1 un1ana1 11clran1t>it<> 
dclla scuola, dell'univcrsita c dclla cul· 
tura in gcncralc. 
Vorrei far presentc chc io p:irlo cssen· 
zialn1cntc nelPottica della n1ia c.sperie11-
za artistic;·,, c quindi dcll'ttrtc. E <lei 
rest<>, non C fc.)rsC vcro chc quando 
l'uon10 vt1olc attuarc una rivolt1zione, 
ovvcro, quando decide di cambiare le 
eondizioni def suo malcsscrc, dcve ne· 
cessarian1ente dare inizio al can1bia­
n1c11t<.) 11clla sfera culturalc, opcran<lo 
nclle scuole, nelle tinivcrsitfi, 11ella cul­
tura, ncll'artc c-, in tcr1nini piU gcncrali, 
in tutto ciO che atticne alla crc.ativita? 
II cambia111ento deve iniziare dal n1odo 
di pcnsarc c solo da qucl momento, da 
qucl n1omcnto di libcrta, si po1rf1 l>Cn­
sare a can1biarc ii rcsto. E ncl pcnsicr<.., 
che risiede ii nucleo del ca111bian1en10 
da cui far scattarirc l'assc r>ortantc dclla 
dcmocrazia e della Costituzione demo· 
cratica. 
Mi sono proicttato troppo av:1nti ncl 
tcn1po; sto parlando <Ii un futuro c <Ii 
condizi<>ni ancora <lcl tutto incsistcnti. 
Ho gi3 acccnnato al vero signific.ato del 
tcrmine "democrazia". Non quello cite 
usano i partiti poli1ici nei loro slogan 
propaganclistici, bcnsl ncll'accezionc pill 
reale dcl 1crminc: "potcrc def popolo". 
Dobbian10 111irarc a un Sistema che con· 
senta al popolo, vale a dire a tutti gli 
individui reside11ti in un dato paese, di 

dare ii proprio contributo alla rcalizza­
zionc di una costituzione rcalmcntc de­
n1ocratica. Que.sto de\•e es.sere ii nostro 
obicttivo. La democrazia deve esserc 
costruita, e non dai partiti, non dal 
don1inio prevaricantc di una n1inoran­
za, ma dal contributo c dalla partccipa­
zic>ne di tutti i cittadini. 
Qucste lince rapprcscntano i <liritti fon­
damentali. Un esempio di diritto fonda· 
mentalc sono le leggi che regolano la 
proprieta tcrriera. 
(l11tlica11<io ii diseg110.) L'asse den1ocra­
tico C n1olto irn1>ortantc. Ogni ri\fCndi· 
cazionc <Ii lil>ert3 clcve avcrc <lei lin1iti 
al fine di salvaguardarc c garantirc la 
liberta dcll'intcra collcttivitf1. lo rivcn­
dico libcrta per la scuola, libcrti1 per 
l't1niversitf1, liberta per gli artisti, lit>erta 
d'opinione, libcrt3 di critica, libcrtft <Ii 
stampa, libcr1a d 'antcnna ccc. l'utli 
spazi che non fannc> parte <lcl nlondo 
oconornico, bcnsi dcll'arnbito inforn1ati­
' 10 e cuhurale-forn1ati\10 di un pacsc. 
II popolo dovrcbbc avvalersi a picno 
dcl po1ere che possiede, n1a di cui scn1-
br.i n<>n a\fere c<>scienza, per costruirc 
una vera dcn1ocrazia. E sian10 cosi vc­
nuti al tcn1a ccntralc dcl tt()Stro incon­
tro. 
II popolo continua ad agirc secondo ii 
sistema della delega: votando, in sua 
ra1>prescntanza, 1>ersone proposlc dai 
partiti. E c<>sl faccndo, rinuncia volon· 
taria111cnte al suo diritt<> <Ii cogcstione 
politica e al suo diritto di autodetcrnti­
nazi<.)ne. 
Se <1ualcuno, in sala, avc.ssc don1andc 
da porre su quanto dctto finora, lo 
pregl1crei <Ii farlo subito in n1odo <la 
non dover ri1ornare su qucsti punti. 
Voce <l<1ll<1 s<1fa: Von-ei sa1Jere cos<1 sig11i· 
jica110 quelle li11ee s11/l'asse cemrale. 
Non nc ho ancora parlato, ma come ho 
detto, qucsta ~ la C<>Stituzionc che pro· 
vicnc dal popolo, i11 conformita al prin· 
cipio chc vuole restituiti al 1>01>010 tutti 
i 1>otcri attualn1ente detenuti dallo Sta-
10. La Costituzionc si suddividc, a sua 
volta, in diritli fondamcntali, anc.h'essi 
<letcrminati dal popolo. Questa linea 
sta :• significare, appunto, un diritto 
rondan1cn1alc, con1c, ad cscmpio, la Ji­
bcrt;-t d i sta1npa ccc. Oppurc ii diritto 
cite regola la propricta tcrriera. Oppure 
la qucstionc clclla proprieta dei mezzi 
di produzione. 0 la questionc della pa· 
ritft tra uon10 e donna. 0 ancora la 
qucstionc dcll'escrcito e dcgli arma· 
me11ti. Ncl nostro pacse l'esercito si 
cltiama "BundcS\vchr". 
Ma la questione fondamentalc i: - per 
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<lirla brC\•C1ncntc - la gestione dcl red­
dito nazionale nella societa den1ocrati­
ca. Qucsto c ii punto. Sappiamo chc 
una grossa fetta dcl reddito nazionalc 
pubblico vicnc risucchiata da operazio· 
ni privc di scnso, chc non vanno ccrto a 
favore <lclla colletti\•i1;,. E giusto cite 
u11a n1i11oranza, un go,•crno, dccida co­
me gcstire ii dcnaro pubblie-0? 0 non e 
forsc qucsta una dccisionc a cui do· 
vrebbc parteciparc l'insicme dclla co­
munit3? Tanto pil1 cJ1e ii denaro che 
costituiscc ii rcddito nazionalc di un 
paese e. di fatto, ii frutto dcl Javoro di 
t t1tta la collcttivita. E quindi :1ssurd<., 
che una n,inoranza sia chian1ata a dcci­
clcrc, da sola, dclla gcstione cconon1ica 
di un p:iese. 
ViSt(> che si:·1n1<.) giunti a parlarc di 
"econo111ia", ccco un sin1bolo che sta a 
significare l't1nit3 econonlica fonda-
111cntalc: l'intprcsa di produzionc. JI 
rcdclito nazionale e la son1n1a di quan10 
prodotto dttlla eollcttivita nell'ambito 
dcl processo di produzione. II diritto, 
in\fCCc, n<)n prt)duce valori economici. 
NC ta11to n1c110 ii sistcrna scolasti· 
co/c<tucat i\fO chc, al con1rario, dipcndc 
<lal sisten1a cco11on1ico per ii suo stcsso 
sostcntanJcnto. II plusvalorc nascc in 
quella chc-, in tern1ini econo1nici, vicnc 
definita unitil di produzionc. (Traccia 
1111<1 freccia e sotto scrive 'i>lusvalore".) 
Da do,•e scaturiscc ii plusvalorc'? Credo 
di potcr affcr111arc chc ii plusvalorc na­
sce dalla crca1ivi1a un1ana. V<>lenclo ri­
correre a una forn1ula, potrcmn10 scri~ 
vere: plusvalorc. = creativi1a; c.reativitii 
= reddito nazionale. 
G111111so (tlallt1 stilt1): II phm·a/ore Ila 
<1ccresci1110 i JJrofit11: 11011 Ira accresci1110 ii 
re<ltlito 11azio11alc. 
E.satto. Ho gi~ detto della mia tendenza 
ad anticipare i tempi. II mio discorso si 
riferiva a un sisten1a che ancora non 
csisre. Non abbiamo mai sperin1entato 
u11 concctto ''J>lilito" di democrazia, di 
socialismo c di libcrta, perche vivian10 
in St~tti unitari in cui <1uesti concctti 
sono male applicati, e per di pill in 
condizioni di poca trasparcnza. 
Nci nostri cosiddetti ''Stati unitari'' (c 
per <1uest<> Ii disapprovo c credo chc 
altrettanto debbano fare gli altri) qucsti 
concctti vengo110 trattati in modo del 
tutto irrazionalc. Ma qucsto fenomcno 
non potra durarc per sempre. II plusva­
lore. dovra s1ncttcrc di arricchirc S<>la­
n1entc i capitalisti e dovra tor11are alle 
origini, owero al popolo, dalla cui crea­
tivita e stato gcnerato. Ovviamente una 
parte del plusvalore dovri1 cssere rein-
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vestita in consi<lerazione <lel rar>ido in· 
vccchiamcnto dcllc s trutturc cconc.)nti· 
chc. 
Ncl scguito della discussionc si chiarira 
perche, parlando d i rivoluzionc, io sia 
1>ar1ito dal concc.tto d i c rcativit3. II 
n1arxisn10 ha tcntato, in 1nodo cstrcma· 
n1cnte unilaterale, di far scaturirc la 
rivoluzionc dal sis1en1a produttivo. Noi 
dobbiamo modificarc questa logica ra­
ccndo scaturire ii 111ovin1ento ri\•oluzio· 
nario dal rcnsicro, dall'arte c dalla 
scicnza. 
N<>n intcndc) con qucsto sn1inuirc la 
valcnza dcll'analisi 111arxista. Marx ci 11a 
fornito un'analisi genialc dclla situazio· 
ne <.tel suo ten1p(>, vale a clirc dcll'"e.si· 
stcnte''. La sua a11alisi n1anca, perO, di 
rcspir<> pr<)Sp<:ttiCc.) nei confronti d i una 
societit 11uova, anche pcrchC, cosl fa. 
cendo, sarebbc 1>otuto incorrere nc i ri· 
schi <lclla contraddizi<.)nC. 
II giovanc Marx, 1>ur essendo partitc.) 
dal concctto di libcrtfl, nc ha poi trascu· 
rato la successiv:i cvoluzionc analitica. 
La sua forn1azionc culturalc, squisita· 
n1entc econon1ic:·t, le) ha po rtatc) a dare 
ris1>os1e escll1siva111ente e.cononliche a 
tuttc le istanzc rivoluzionaric. Ma n(>n 
C riuscitc.) a sintctizzarc un ntodcllc.) ri· 
voluzionario nc un modcllo di trasfor­
mazionc Sc.)ciale. 
A <1ucsto pu11to, rifaccndonli al co1\CCt· 
to cli artc, voglic.) affcrn1arc, c in toni 
c.lccisan\entc ra<licali, che solo l' artc 
puO C$Sere rivoluzionaria~ scguita, al 
sccondo posto, dalla scicnza. R i1>rcn· 
dcndo un conccno gia csposto in prccc­
dcnza, 1>osso affcrn1are chc la rivoluzio· 
nc 1.,uO scaturirc sola111cntc clalla libcr· 
t~t , da un n1odeJlo radicale di libcrtf1. 
dall'arte. Qualcuno ha obicnato (i11di­
u111t/() ii pubblico): "c dalla scicnza." 
Giusro. Ma voglio spicgarc pcrchc, a 
mio avviso, la scie.nza si limita a oe<:u· 
pare ii secondo posto in qucsta sc:al:l <.ii 
valori rivoluzionari. 
Qual e ii rappc.)rto chc uniscc r :"trtc al 
concetto di libe rta? A <1ucsto punto si 
impone una d igressic.)nc sull'cstctic~t. 
Anchc la scicnza, ovvia1nentc, C crcati~ 

va. Ma facciamo un passo indictro c 
rivenian10 al ooncctto di libertf1. Lo 
scicnziato C libero .nclla misura in cui C 
libero di autodeterminare ii suo pensic­
ro. Ma questa libcrtft finisce nel n10· 
n1ento stesso in cui ii pensiero dcve 
subordinarsi allc esigenzc della logica: 
ii vine(>!<> dcl rcnsicro logic<) rappre­
scnta dunque il lin1ite intrinscco del 
concctto scientifico. 
Schiller, cssendo un estcta, ha affern1a-

to qt1alcosa d i cstrcn1an1entc. giusto: la 
lit>Crtft, nella sua forma pill pura e asso· 
luta, la si puo trovare soltanto ncll'ani­
vit:l Judica. 
L'esscrc un1an(> e, per sua natura. sogget· 
co a n1oheplici condizionan1enti cster1li; 
ne C un cscmpi<> le) stcsso biS<>gno di 
assun1crc la 1>0sizionc cretra. l bisogi1i g.li 
\ 1cngono in11>0sti <lall'an1t>ientc stesso chc 
lo circonda. Ma, grazie a11a sua libcrtfi 1 

ruon10 C anche in ,grado <.Ii n1oclificarc le 
conc.tizioni dcl 111oncto cstcrno. 
Tornian10 ancora un a11in10 indictro c 
<:crchiamo d i cc)n1prcndcrc quale sia 
l'csse11za della libe1·1a un1ana. Per fal'c 
questo. dobbiamo approfondirc la no­
Stra conosccnz:·, <lei concctto cli .:a rte'' c 
del concettc) di "scicnza!'. pc rchC C qui. 
i11 q ucsti due concert i, chc risie<l<>n<> le 
basi dell'un1ana crca1ivi1it 
Lo scic.nziato C in gra<lo <Ii in1crvenirc 
sullc conclizic>ni c.li un t11nbic11tc sfavorc· 
vole - guardiamc> ciO che avvicnc in 
campo tecnologico - c di modi ficarlc. t 
co!)l chc Galileo c Einstein l1anno con· 
1ribui10 ;llla crescita dcll'un1ana cono· 
sccnz~l. Entran11>i l1ann<> fa ttO uso <lclla 
loro lil>e1·tiL ~la in nessun caso si C 
trattat<> di lil.,ert:l ass<>luta. 
La scicnza, ncl 111c.)Clificarc le conc.lizio11i 
ambicnt~ll i , si p<.)nC co1nc elen1en10 ri· 
voluzionario. Ma si tratt~l effettivame 11· 
1c di libe:rtii nel senso 1>icno <lclla 1>aro· 
la'? L.a libcr1i1 scicntifiC<l ha ii suo lin1ite 
nella in1prcscindibile csigcnza d i pert· 
sicro logico. 
Voglian10 un n1odo nuovt) <Ii intcrvcni· 
re sull1an1bicnte e n1c.)clificarlo, tin ntt)· 
do in cui l'uo1no pc)ssa avvalcrsi. in 
n1o<lo pieno c r<ldicalc. clclla sua libe r· 
ta. Esatta1t1cnte con1e avviene nel can1· 
po clell'arte. E a <1uest<> pr<>posito vor­
rci citarc ancora una vQlta Schiller 
quando Mfcrm;s: "Solo l'uomo chc gio­
ca, libero da \•incoli dclla logica, scnsi· 
bile solo ai richiami dcl bello c del l'c­
scetica. solo l'uon10 che. si autodetcrn1i· 
na C Ull U0010 libero.°' Questa (!, a OliC> 
avviso, la libcrtii assoluta. 
Ritcng<.., chc Schiller sia ii massin10 ra1>· 
prcscntantc dcgli estcti. Egli ritiene che 
l'uomo sia uomo solo ncl gioco, e chc 
solo ncl gioco sia libero. E, co1nc talc , 
vcro uon1c)! L'artc intcsa quindi in sen· 
so ludico: c qucsta l 'esprcssione piu 
radicale di libertft assoluta. 
Amelio (dalla sala): Posso fare 11110 do-
1tz1111tla? Lei /)(1rlt1 tli scic.11za. 1110 si r1feri· 
sec forse t1 111111 scie11zt1 i11 JJllrticoft1rc? 
Es1Stc forsc 1111t1 scic1ttt1 tli ti/JO Ctlf>i1ah·s1i· 
co? 
Su qucsto punto tornero in seguito. 
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Vorrci 1>ri1t1a parlarc della scicnza occi· 
de11tale in ,gcncralc. lnvecc d i "scicnza" 
potrei osare ii tern1ine Hconosccnza". 
lntendo parlare della conoscenza in ge­
neralc, senza alcun rifcri1nento alla 
scicnza capitalistica, n1cdicvale o dci 
ten1pi 111o<lcrni. Qucllo stcsso concetto 
di scienza che risale al tempo di Plat<)· 
nc e che puO scnia dubbio <lcfinirsi <Ii 
matricc occidcntale. 
Alrintcrno di q uesta scicnza, le) scien· 
ziato i: l ibero di dccidcre dcl suo pcn­
siero c del tip<> di a f>(>r<>CCi<> con cui 
affrontare u1l detcrn1inato 1>roblen1a, 
n1a la sua Jiberti't si arrcsta d inanzi allc 
esigenze c ai vincoli dclla lc.)gica. 
Dalla solo: No11 so110 le leggi tie/lo logica, 
111a lt1 s1n1rr11nl classica 1/effa so<:ielti, c/1e 
blocca la libcl'lil scic11tific11. 
Quella C u11a lin•icazic.)nc ulteri<>re. V(>r· 
rci 1>arlarc in pri1110 luogo <lei fonda· 
n1cnti teorici della conosccnza e solo in 
un sccon<lo 1en1po dclh1 classificazione 
chc la nostra Sc.)cictit ha dato dcll<1 
scicnza. Con1incian10 con l'analizzarc ii 
c<>ncelt<> di libcrta . H<> gi;i <lc tto con1c 
.. ncccssitfi'' c .. libcrtf•'" si scontrino ogni 
\•Oltil chc lo scicnziato si trova a c.ic>versi 
confronl(,rc con le lcggi <lclla natura. 
Lo scicnziato dispone~ infa1ti. di u11 ant· 
pio potcnziale di l ibertil e di autodc1cr­
n1inazione che. <Ii norn1a, utilizza fino 
al puntc> d' incontro/sco11tr<> t'On le c.si· 
ge11ze della logica. Mi <lo111ando sc lo 
scicnzia to sia consapcvole dell:. 111ct<ldi· 
ca insita ncl concetto di scicnza. 
V<>rrci ora passare ac.t analizzare, in 
termini ovvia111ente gcnerici, ii concetto 
di co nost-enzt1. Con1c gift ho sentito af­
fern1arc dalla sala, attualn1cntc at>bia· 
n1c.) a chc fare con un concctto n1olto 
prc.ciso cli scicnza. Si tratta di un con· 
cc110 cs1rc n1t1mente limitato~ rifcrito al­
lc sole scicnzc naturali, o scie.nze esat· 
tc . Un concetto, cioe, positivistico, n1a­
te rialistico e a ton1istico. 
Nel d ire ciO bisogna anche aggiu11gere 
che l"attualc ct.,nccttc> di scicnza ha \111a 
valc11za cstren1an1entc parziale. ccrto 
11011 rifcril.,ilc a tutti i problcn1i dell'uo· 
n10, perch6 bnsata prcvalenten1cn1e sul· 
le leggi dclla materia. E cio che si 
rifcriscc alla n1a tcria non puO, 11cccssa­
rian1cn1e, riferirsi alla vita. 

Da. /11ct>111ro co11 } (1sepl1 /lcu}"S, P;1laiio 'f~l · 
vc-rna, lncontri lntcrnaiionali <.l't\Jtc, l~o· 
nta, 12 aprilc 1972: ore 19. 



George Brecht 
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George Urccht, .'i11l1c<1sc. L9S9. 
Collczionc l{einha.r(I Onnash. Bcrlino. 

ln •·1110 c ;·1 sinistra: George llrcch1. 
l?e1lt..,,,,,,,,.011 Do111e, 1959. Collczione 

Reinhard Onoash, llerlino. 



Something 
about Flux.us 
George Brec/11 

NO\Y that Fluxus ac1ivitics arc occurring 
in New York it's possible for sta1esidcrs 
lo get son1e understanding and, rela· 
tivcly, some misundcrstancling of the 
nature of Fluxus. (A report on las1 
year's Fluxus activities in Europe, Dick 
Higgins' l'ostface, is 10 be available 1his 
sun1n1cr.) Fron1 n1y point of vie\v the 
inclividual understandings of Fluxtas 
have co1ne fron1 placing hancts in Ay-o's 
Tactile Boxes. fron1 n1aking a 1>oen1 'vith 
Di1er Roi's Poem A1t1chi11e published in 
the Fluxus nc,vspapcr, fro111 ' vacching 
Ben Vautier string Alison K.110,vlcs-on· 
thc-·bluc--stool to objects in the r<>on1 
and to the audience in Kosugi's A11i111a 
/ ... 
The n1isunclerstandings have sccn1cd to 
come fron1 C<.)mparing Fluxus 'vith 
n1ove1ncnts or groups \Vltose individuals 
have had sontc principle in comn10 11, or 
an agreed-upon program. In Fluxus 
there has never been an}' :1ttcmpt to 
agree on aims or n1cthods; individuals 
\vith something unnan1cal)le in con1n1on 
have simply nalurally coalesced 10 pub· 
l ish and perform 1heir work. Perhaps 

this con1111on sornctlting is a feeling that 
the bo\1nds of art are nluch '''idcr than 
they have conventionally seemedi or 
that art and certain long-es1ablishe<I 
bounds arc no longer very useful. A r 
an}' rate, individltals in Europe. the US. 
and Japan have discO\'Crecl c.ach other's 
\V()fk and found it nourishing (or son1c· 

thi11g) and ha\'C gro'''" objects a11<I 
e\rents ' vhich arc <>riginal, ancl often 
uncatcgorizable, in a strange nc'v 'vay: 
Alison Knowles, Be/111 C/111: Early Red 
Valentines, Earl}' Moh;.t\vks. Lons Yc.1-
low Six \Vecks, English Ca111crburys ... 
Bc;•n's Insulated Boot Fc>(>t Wa<lcr 
(Suspc11dcrs ext ra) ... l ch bean cin Star-. 
cin Kino·Star· ... 'fhe US l>ean cr<)p 
'''Ould make cn<,)ugh l>can soup 10 run 
Niagara Falls for three hours ... 
Bob \Vau ·s Box of Rocks marked wi1h 
their \vcight in kilc>gran1s. 
'fc_)m;lS Schn1it's Z)rk/11s; the pcrfornlCr, 
surrounded by a ring of boulcs, pours 
\\•ater fron1 one bottle into the 1lcxt~ 
u111il all the \Vater has evaporated or 
been spilled. 
Ben Patterson's Tli.'Q Nfol1e111e111s fror11 
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S)11111>l1011y 11. J: the :·•u<lience stands in 
line. One perso11 at a 1in1c sits at a stool 
across the table fron1 Ben. \vho 'vhis­
i)ers: ,;Do you trust n1c'?" Ben puts 
yes.~es on one side of the room, noes on 
1he other. The lights go ou1. \Vai1ing; 
possibly 1cnsions. Then, Ute smell of 
coffee, ground-coffee--rain. in the air1 

clusti11g over the nc.)<>r. Medaglia d'Oro. 
Ben Vautic r's JJ011/e of DirtJ1 ~Yarer. the 
St reet Con1position Lie J)o,v11 011 Yo11r 
/Jack , ToHtl Ari Sc.ulp1urc Pick 11p Any· 
1/1i11g at Yo11r 1-:ee11 'l'<)tal Art Pt)etry 111.tt 
Say Anything ... 
Daniel S1>ocrri's 01Jtiq11c 111o<len1c: col­
lection of unkn<>,vn spcctaclcs1 'vith l)u­
frCnc's usc1e.s.s notes. 
Dick Higgins' lectures, like "The day 
begins. After a t in1c the (lay e nds. The 
<lay begins. After a 1imc 1he day ends. 
The day begins ... " (rcpea1ed 1hc num· 
bcr of tirtles tha1 a <-fay appears in a 
con11non s1>an of tin1e) 
En1n1ct \Villian1s J>icce for La i\1011te 
Yo1111g - " Is La Monte ):"oung in the 
Au(lic11cc·?" 
Brooklyn Joe Jones' chair, s-.vitcl1boards 



on the arms. Lower the white translu· 
cent hat over your head, and nip the 
S\\1itchcs. Lig_l11s here and 1l•crc. and 
w unds from peripheral radios o n, off. 
news. s tatic. 1wis1 nlusic. commercials ... 
George Brecht's Btod P11z:zlt. "Your 
binhday." 
La Monte Young, Compositio11 1960. n. 
2: "B uild a fire in front of the 
~tud icncc ... '' 
Ay·o's £~it £\-e111s: the audience. leaves 
the perfornlancc roon1 through n nar­
r<YW hall, over a large mirror on the 
Ooor, or over a bed o f upward-pointed 
na ils, with foot·sizcd gaps in the bed. or 
1hr(lugh ro,vs of taut, knee-high String.<;. 
Nam June Paik's Ze11 for Film. (Sec it. 
then go to your neighborhood theater 
and see it again.) 
Henry Aynt's professional anti-culture 
and do,vn-\viths (pa}ring c.ulturc a sort 
of inverse Con11>li n1cnt), n1akir1g Alison 
Kno,vlcs' bcun -s1>rou1s see1n cvc11 l<.)vc­
licr. 
\Yhcthcr you think that concert halls. 
theaters, and an galleries arc the natu· 
ml places to present music. perform· 
anccs, and <>l>jccts, <>r find these plHces 
111umn1ifying. preferring scrccts. h<>n1cs. 
:ind r~lil\vay stations, <>r do not find it 
useful 10 distinguish between these two 
aspects of the world theater. there is 
wn1conc associntcd \vith Flt1xus '''he> 
~1srccs 'vitJ1 yt>u. Artist. (1nti·artis:1s, 
non -a rtists. an;1rtis1s., the poli tically 
comn1itted and the apolilical. J'>OCts of 
non-poetry. non-dancers dnnci1lg. 
doers, undocrs. and non-doer>, Auxus 
encompasses opposites. Consider op· 
posing it. suppo rting it, ignoring it, 
ch:1nging your n1in<I. 

May 1964. fi l'Sl publish-cd in F/1,ntS ;\'~'S­
poprr no. 4. June t96J. · 

Alla ~)agi11a pceccdcntc. in basso: 
Gcocgc 8'rcch1. 1\'u1"~ Kit e Ball Plcle. 
(Foto Enrico Cauanco). 
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George Drcch1. Cltair £1-e111. 1966. 

A la10: George Breehl. Clu11T E•-ent. 
m3nifcS10. 1967, 
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L'orch-.::~1r:1 Fluxu~. ~czionc ri:iti, 
nclla riprc~t di 0<'lt't /or 1v;,,,Js 
da Cl<n1<I !;ciSj'Or$ <Ii Oeorgc 
Breehl, New York. 1965. 
( f,.010 1>c1cr ?\1oorc). 

George Brecht in /)rip 1\l11sic ;11 
Douglas Coll<gc di New 
lJrunswich. 1963. 
(Fo10 Peter Moore). 
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George l,1rccht. U111itlt•d. 
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AndrC 1l1on1kins-, di.scgno delta Do11Jta 
<lt:i n<>tli, 1974. 

George Brecht, Do1u1a 1/ei 110f/l, progettO, 
1974. Collczione Nicola lnci.sctto, Napoli. 

;.\Ila pagina prcccdcnte: Ben Vautier, 
Nan1 June J>aik e George Brecht durante 
ii f11~1: llaq>siclrord Co1tcerr a Berlioo, 
1976. (foto Lari)' Miller). 
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in1ntagini sacre barbizon spazialis1no 
ritratti impressionisn10 nucleare 
mo11un1enti funcbri fotografia cobra 
1nilitari scapigliatura nuova figurazione 
oggetti di decorazione fauvc nuovo realismo 
tipografica sinte1is1i neo dada 
conversation piece intin1isti pop art 
pittore di solitudini varicta nuxus 
pittore di rovine r6clan1e lettrisn10 
bao1bocciante illustratori situazionisn10 
di mendica1tti liberty poesia concreta 
pittura di genere fut\1risti poesia visiva 
fiori frutta e pesci vorticisti arte programmata 
la2aroni suprematisri arte cinetic.a 
bauaglie rayonnisti gestalt 
pittoresco razionali optical art 
pittura di cavalletto funzionali gruppo zero 
pittura di cosrumi cubisn10 crrnctico even to 
pittura di piccole storie papier colic happening 
paesaggisti cubismo fisico azionismo 
marine cubismo istintivo Strutturc primaric 
archeologia cubisn10 scientifico arte didattica 
classico 1nctafisica support surface 
orientalisti dada pit1ura 
prernffaelliti pur1smo art and technology 
nazaren1 astrattismo distruzione in arte 
romantici design danger art 
naturalisn10 precisionisn10 funk arr 
caric.atura gesto e segno artc povcra 
stili storici brur artc conccttualc 
fiorentino calligrafia land arr 
egizio tacbisn1e n1ail art 
gotico informale scrittura 
dorico action painting guerrilla art 
cclcttico espressionisn10 astra1to glamour art 
modernisn10 geomctria lirica contextual art 
bisanzio spazialismo nco dada 
architettura del ferro nucleare pop 
architettura del cemento cobra Oux11s 
restauro gcsto e segno lettrisn10 
atticismo art brut situazionismo 
ju gen~ calligrafia pocsia concrcta 
secess1one tachisme poesia visiva 
Ooreale informale p_rogr,1mn1ata 
deco ac1ion painting cinctica 
divisioni.smo cspressionisn10 astratto optical 
puntil ismo geomctria lirica 
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Philip Corner 
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Alla p<1gina seguen1e: En1n1ett \Villiarns. 
\\'olf Vos1ell. George -:i.1aciunas. Ben 

Pa11erson nclla pcrfotn1ancc Piano Acti~·iries 
di J'>hilip Corner, \\'icsbadeo, 1962. 
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Willem de Ridder 
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Willem de Ridder. f'aptr C01wdla00ns. Amsterdam, 1963. 
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The history of Fluxus in the Nether­
lands is 1he his1ory of Willem de R id­
der. He was one of the Dutch pcr­
forn1crs in tile \vorlcl 1>ren1ierc of 
Movi11g 71tearer tl<J. I that took place in 
the streets, the canals. bridges, bars. 
cellars and 01hcr places of Amsterdam. 
It was on the 5th of Oc1obcr 1962 tha1 
1his firSt Fluxus Even1 in1 roduced works 
of the Newest Music in Holland. A n 
cxhibi1ion of Wolf Yos1ell in Gallery 
Monet was opened by this event that 
brought amongst <>thcrs l'<>n1as S~hrnit> 
Nam June Paik, Dick I-Jigging.~. A lison 
Knowles, Emmett \Villiams and \Volf 
Yos1ell to Amsterdam. De Ridder 
handed Pllper Co11s1clla1io11s (PK '.t) to 
the audience. They S()On started thro,v­
ing the crun1pled 1>apcr balls ai>out, 
hitting each other on the head and 
burning them on the street. Thai way 
tltcy created l'K 11111sic. 

lt \vas not the first tin1c that de Ridder 
prcscntc<.I his />K's. Jo(e \vas involvecl in 
PK fasl1io11 t PK 11rc/1itec111re, J>K traffic 
and f'K 1/1eater. I-le had alrea<ty c.reatcd 
n1anv VtSl,al Ml,sic \V(>rks and '"as the 
co-founder of 1he Mood Engineering 
Socie1y (wi1h most of the young Dutch 
composers of the time). He had in· 
vented JVe1 Pai11ti11gs to t>e improved by 
any critic ancl was an active 111enlber of 
the Organization for the Prevention of 
Art Manifcsta1ions. 
As soon as he can1e in contact \Vith 
George Maciunas he slarted to pro· 
mote Fluxus in the Netherlands. The 
cultural clin1ate 'vas (as cvel')'\"hcrc in 
1he West) compartmentalizc.d. Fluxus 
did 1101 fit anywhere since it con1t>incd 
all disciplines. Most Fluxus works 
seemed like gags. lt involved artis1s 
from all over the world. but i t was not 
clear if it \vas n1usic, 1>0Ctr)', painting, 
scul1>turc or \Vhat'? De Ridder nlade it 
,vorsc by trying to sell it as l?ecrec11io1,, 
The only person in Holland that shared 
his vision was Wim T. Schippers, the 
creator of uninteresting art and a·dy· 
nan1ical \vorks. 
In 1963 de Ridder started a Fluxus 
Gallery Ams1el 47 and presented 11w 
Piano for All 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 (Bleij enburg 16). 
George Maciunas, Ton1as Schn1it, Peter 
DrOtzn1an and others were there to 1>er­
form the works. Togc1hcr wi1h \Vim T. 
Schippers he founded 1he Association 
for Scientific Research in New Mc1hods 

of Recrea1ion (i\FSRlN MOR Inter· 
national). This association <) rganizcd 
the ''March through Amsterdam". Big 
posters all <>vcr the city announced this 
event. J>rcss and television \vcre 1>rese11t 
at the p<>int of departure, \\1hcre 6 par­
ticipan1s (in rows of 2) staricd to walk. 
AFSRlNMOR org:rnized that same 
year a giant PK with police convoy driv· 
ing 1hrough Ao1sterdan1 and a third 
Fluxus Festival in De Klcir1c. Konlcdic 
1"heater. Ton1as Schnlit and En1n1ctt 
Willian1s can1c 10 A111s1crctan1 to per· 
form 14 works together with de Ridder 
and Schippers. For the first time some 
'vorks by \\'in1 1'. Sc.hiJ)pers \verc in· 
eluded. Dutch Television filmed 1he en· 
1irc concert. but 'vhcn dcvclope<I all the 
film came 0111 black. Uy the end of 1963 
VARA Television presented a 35 
minute program produced by de Ridder 
and Schippers. Fluxus, Zero, Pop Ari, 
AFSRlNMOR, l'K's, Op An :ind Nou­
veau RCalisn1e \\'Cre presented for the 
firs1 tin1e in Outclt n1c<lia. The next day 
some nc,vspapcrs con1n1cntcd 1l1at the 
\vltolc sho\v \Vas probably a l1oax an<I 
that the producers 1nade nan1cs like 
"La Monie Young", "Andy \Varhol'' 
and "George Maciunas" up tl1en1selvcs. 
In 1964 1he Society for Party Organiz· 
ing LTD (SPO) was founded to create 
Total Theater Events. One cot1ld de­
cide t(> play 1he role of audience or be 
an ac1or and inOuence 1he plot of a 
SPO play. Schippers and de Ridder also 
founded 1he Socic1y for Exhibi1ion Or­
ganizing for any n1uscun1 tltat lta<t n<> 
idea '''hat 10 do next, but also for 
1>eople '''ho \vante<I son1cthing else in 
their private homes. George Maciunas 
asked de Ridder t() become the chair· 
nlan of Fluxus in Northcr11 Europe. 
The resull \vas the El1ropcan Mail 
Order l9lousc, '''here f'l\1xus \vorks 
could be ordered through a catalogue. 
De Ridder performed some of his 
work$ in Fluxus l'cs1ivals in Copen­
hagen, Stockholm and other European 
cities. 
Oc Ridder and Schippers produced the 
last issue of a Dutch 11ational art 1lC\\!S­

paper Ku11s1 """ Nij. Gallery Amstel 47 
sti ll showed Fluxus works and Ben 
Vautier amongs1 others had a show 
1here. T he SPO produced several home 
exhibitions, AFSRlNMOR sold un­
known projcc1s 10 big industry and by 
the end of 1964 two Flux Festivals were 
organized in Rou erdam and The 
Hague. Eric Andersen, Arthur K!ilpcke 
and Ben Vatatier can1c over to perform. 
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De Ridder invited several of his friends 
to help perform on stage. For the first 
time works by Misja Mengelberg and 
Bob Lenz were performed. 
Sonle ntuscunls started to get interested 
a1t(I even the industf'}' liked \vhat '''as 
happening. The rcsull was that de Rid· 
<lcr \vas asked to create a l'K e11,1iro11· 
111e111 for Proos1 & Brandt (a paper 
comp:rny). They used it in an inter· 
national trade fair. T he Mu11ici1>al 
Museum of The Hague cxhibi1ed many 
huge PK'.s in the entrance hall, togelher 
with a roiating 1uli1> field by Wim T. 
Schippers. At the official opening of 
the exhibition de Ridder announced 
that he would s1ep out of art allogcther. 
As lc>ng as Fluxus \vas anti·art it \V<>uld 
end UJ) as art ;111)'\vay. Together \Yith 
\Vim van der Linden he star1ed a film 
company Dodgers Syndicaie that would 
produce only Stu/ Movies. 
fr<>n1 tltat n1<>n1cnt all art instituti<>nS 
\vcrc avoided and the 'vord art '''as 
never usccl anymore. Art critics \vcrc 
not invited and the 11an1e Fluxus 
(n1eaning , .• continuing succession or 
changes) was some1imes hidden 10 dis· 
1ract art lovers. De Ridder founded 
\Vith Peter J. Muller Hit1t1eck, a \\•eek.ly 
youth paper, whilst Wint T. Schippers 
involved hin1self 'vith TV entertain · 
111e111. Some people reali.zcd 1hat Fluxus 
'vas still the prcdon1inant ingreclie11t i11 
1heir products, but the art world lost 
intcrc-s1. 11i11 .. ·cck bec.".t1me <1uickly a VCI)' 
popular publie<1ti()n. 
To n1ake n1a.1tcrs 'vorse de Ridder 
started a nlodern dance cnscn1ble Art 
11e.t1rs Po1ver an<l tra,•cllcd the country 
\Yit11 a Fluxus F'estival that \vas nanled 
'·Honk Honk It's 1he Bonk". Soon he 
became co-founder of two big multime­
dia cc1ltcrs in Amsterdam that \Vere 
n~1n1cd Fantasio and Paradiso. It coin· 
cided wi1h 1he hippy explosion, so many 
Fluxus projects could be realized !here. 
Soon there were about 150 similar dubs 
all over 1he country. A prcs1igious prize 
for revolutio.nizing nc,vspaper design 
'"as refused. T he paper changed con­
tinuously. Even the name changed to 
Wit/reek and 1hen 10 Aiolra. Layout 
changed all the tin1c, in1aginary projects 
\Vere announced regularly. Fantasio be· 
c.a111e a total theater completely created 
by the audience. People can1c from all 
over the world 10 be part of it. 
Togc1her with Germaine Greer, Heath· 
cote WilliatllS, Jin1 Ha}'TICS and William 
Levy, de Ridder became par! of the 
first European sexpaper, SUCK. T he 



s..1n1c group <>rganizcd t11e First Ere,)tic 
Filn1 l':"estival in An1sterdan1. After the 
second ''Wet Dream Film Festival~· clc 
Ridder and Levy produced the IVet 
Dream Book about these events. After 
son1e experin1en ts \\'ith Feed Back 
Theater he mo,•ed to I lollywood 10 
pr<)duce his first ra<lio s h O\\'S. The lx>n1· 
bardn1ent of in1ages at a faster rate l1ad 
made the population practict1lly blind. 
Readers Oipped through books and ma­
gazjnes \vith the spee<I of tele\'ision. It 
\vas tin1c for "Physical Ra<lio". All his 
cxpcrin1cnts \\'Crc transmittccl on D11tch 
National Radio. One of the highlights 
\vas a shO\V in \VJ\ich he n1asturbatcd 
together ,, .. ith the listeners1 tl)•ing to 
ha\'e orgasn1 sin1ultane<>11sly. It \\'as so 
successful that it \vas repeated. 
He produced Fi1tger. a rea<ler•\vrittcn 
sexpaper from Beverly Hills. II sold so 
\vell that he founclc<I God1 a sex 111a· 
gazine n1ade entirely \vith articles and 
photos by those readers who dared 10 
go all the way. He produced the first 
5'011111/ 1\1<1gazi1ie and tried oul Gi1i1/e1l 
Walks. Test persons walked with over­
sized headphones and sizeable cassette 
players roamed through Beverly Hills 
follo\ving recorded instructions. God 
causccl a scnsatio1\ and a11 uproar. De 
Ridder and his partner Prince Maximil­
ian Lobkovicz di Filangicri (with 
family) had 10 escape to the Nether­
lands. There he produced G11idctl Radio 
""hich brought thousands of c.ir clrivcrs 
on the road following direclions in the 
middle of the night. TI1e listener was 
the actor i11 a total theater. 
De Ridder and his partner moved 10 
Italy from where they produced rcader­
\vritten nlagazinC$ (son1c \Vith souncl· 
track) for America and radio experi­
ments for the Netherlands. In a special 
feature on Dutch television de Ridder 
announced ltis decision to return to 
Art. A series of ''Radie> Art~' 1rans111is· 
sions caused ac1ive. listener par1icipa· 
tion. The "Sonor Thcatrun1'" intro· 
duced listening as state. A theater 
audience with portable radio's ex­
perienced a "30 Radio Drama". The 
first Wt1lk \vas introduced. ~1·ravellers 
\Vith a \valkman and 3 cassettes needed 
3 days to experience \\•ell·kno\vn places 
quite differently. He was invited tO be­
come guest of honor for the Holland 
Festival and was offered a retrospective 
exhibition in the Museun1 of Modcr11 
Art in Groningen. 
He installed a Berlin Walk, the Gret11 
Motor Tour in Beverly Hills, cooperated 

in several i)rojcc1s \vith Post Porn Mod· 
ernist A.nnic Sprinkle~ introduced Mt1sic 
Speak, 1rnnsmitted ahernative lip sync 
soundlrack for popular TV sitcoms, in­
vented ~Valk.111011 1\111sical .5cores, Cas· 
S(~ltC Direc1e<I 11tea1er Play and ft1n fair 
at traction l"l11.t11s·O·le11111 ~Yalk·o·r111111•. 
He dcn1onstralcd Tl1e Ato111 C/11/J, 
caused a cassetlc n1ove1ttent 'vitll the 
l?tJt/l11/a !,'a/011, i11itiatccl the All Cl1e111i.'l 
l?tttlio 5'eries (n1onthly 1>lays sent t<> over 
50 raclio stations in Anrcrica1 Canada 
and Australia) and bcca1r1c a Master 
Story Teller (telling stories of up 10 6 
hours t<> fascinated audiences). 0.1r· 

rently de Ridder cooperates with An­
drew McKenzie (The Haner Trio) to 
create Spiral, the first ever monthly 
audio·inforntation SCJVicc. Every two 
months Spiral will also publish an en­
vclo1>c \vith l')ook, Co1npact Disc and 
lo<>SC leaf illustratic)ns. The creation of 
a con11)letc fun fair, incl11ding a Sonor 
·r·hcatrunt is 11nder 'vay. He is involved 
in telephone cntertain1tlent 1ogcther 
\\•ith Co ra 1 sings an<I J) l ays in 
FNTCORA and conducts workshops 
al>c)ut the Universal Principles (do \\•l1a1 
yo11 love to do and the Universe takes 
care of the details). 

\\
1illen1 de lliddcr, c·uropeor' Maif·Ortlcr WureJrouse/Flu.Q'/1op, 1965. 

l{iscostruita ncl 19S4 per ii Contemporary Art Museum di Houston~ Texas. 
Colle2io1te Gilbert e Lila Silverman. (Foto Rick Gardner). 
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Robert Filliou 
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Robert Filliou's 
Whispered Art 
History 

u1/1i.'i/X!rt'll: 
it <•II started a 17th of January, o ne 
million years ago. 
a man took a dry sponge and dropped 
it into ::1 b\tCkCI (ull Of \V3tCf. 

who 1l1nt nlnn was is not imponant. 
he is dead. but art is ali\'C. 
I mean, lei's keep names out or thi.s. 
as I was saying. at about 10 o'clock, a 
17th or January. one million years 
ago, a man sat alone by the side of a 
running stream. 
he thought to himself: 
where do s1rcan1s run to, and wh)•? 
meaning why do they run. 
or why do they run whe re they run. 
lhat sort or th ing. 
pcrsonully, once I obscrvc<I a baker at 
W()rk. 

then a blacksmith and a shoemaker. 
rtl \ V(.) tk, 

and I noticed that the use of water 
was csscnti:il 10 1hcir v.•ork. 
but perhaps what I have noticed is 
not inlport:1nt. 

1ront1a/ \'Oice: 
anyway the 17th goes into the 18th 
then the 19th then the 20th 
the 2 lst the 22nd the 23rd the 24th 
the 25th the 26th the 27th the 28th 
the 29th the 30th the 
3 lst. 
of January. 
thus time goes by. 

2 
1v/1ispercd: 
ii \11:1s winier. one hundrccl thousand 
years ai:o. 
more exactly on the 17th o f February. 
a man bent to the ground, and took a 
handful or snow. 
who tha1 man was is not important. 
he is dcnd now. but 3rt is alive. 
I mean. let's keep names out of this. 
bending to the ground. then. on the 

17 th or Fehrurory. one hundred 
thousnnd years ugo. 
;1 111an took u han(lful of sno'''· 
he held it to hi> cur. 
J1e squeezed the sno'v hard. 
he heard ... 
try it some tin1c. 
cake n bottle of ''incg;1r in )'Our right 
hand 
in your left hand take a piece of chalk 
let a few drops or vinegar fall on the 
piece or chalk 
and sec what happens. 
bm perhaps what you sec is not 
important. 

11on11a/ 1·oit·c: 
anywroy 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 
and, every 4 yc~trs 
the 29th. 
of Februaty. 
lhus tin1c goes by. 

3 
w/rispm•tl: 
a 17th or March. 10.000 years ago. 
a man bought himself a bottle or beer. 
who tha1 man "'::IS is not important. 
he is dead now. nnd again. but art is 
alive. 
I mean. let's keep names out of this. 
a man, then. on a 17th o f March, 
I 0.000 years ago. 
b<rnght himself a bottle o f beer. 
he o pened it. 
he (lrank the contents. 
now, he thought. the bo ttle is empty. 
or is it? 
that is, he asked himself. 
is there really nothing in the bottle'? 
my wife also. \Vhcn she \va1ks in the 
fog. often wonders what is fog. 
and when she looks at the clouds she 
\~rondcrs wh:11 :ire ck>uds. 
or so she cells me. 

J(,S 

but pcrhtt1>s \vhut n1y \vifc tells n1c is 
no t important. 

11on11ol i·oice: 
:on>"'a)' 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 March. 
thus time goes by. 

4 
1i·l1is1x·retl: 
1.000 years ago. 
on a 17th or April. 
a n1an '''C llt t<> 1hc butcher :;1n<l 
bough1 n rrcsh llc>nc. 
'"ho 1hat 111un \\'(IS is nol in1porlant. 
he is den(I n0\\11 :1gain ~ind again, t>ut 
art is ali\'C. 
I nlea11, lei's keep n;1n1cs out of this. 
<o the man bought a fresh bone. 
on the 17th or April, 1.000 years ago. 
he boiled it. 
for an hour or so, he boiled the bone. 
when he took ii out. its aspect. he 
thought. w:ts not the same. 
you your.>clf can verify it: 
spread glue on your Roor 
next lo it spread rnr 
next to it spread fruit jelly 
next 10 ii spread biscui1 paste 
no'v look u1 \Yhat you 'vc clone 
but perhaps \Vh:tl y<>u have clone is 
not in11>c1rt:1nt . 

11on1111/ 1:t1ice: 
" ">'"ay the 17th goes into the 18th 
then the 19th then the 20th 
the 21st the 22nd the 23rd the 24th 
the 25th lite 261h the 27th the 28th 
the 29th 
the 30th. 
of April. 
thus time goes by. 
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5 
1vJ1isperetl: 
In the month of May, 500 years ago. 
on the 17th of May, to be precise. 
a n1an \Yalked t() a park. 
\vl10 that man \vas is not in1portan1. 
he is dead no''', again, agai11 a11ll 
again, but art is alive. 
I mean let's keep names out of this. 
a n1an, then, 'valked to a park, the 
17th of May, 500 years ago. 
he pulled a coin out of his pocket. 
he pushed it into the ground. 
then l1e took the coin out. 
he looked at the print left in the earth. 
he thought a long time. 
then decided he could buy nothing 
\Yith it. 
n1y daughter. likc,vise, tried to cut a 
1natch '''ith a 1>air 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 \vhat n1y daughter's age is 
1101 ilt1portan1. 

11on11t1l 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 3 1st. 
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 i t 
in the water. 
v.•ho that man was is not in1portant. 
he is dead, no'v again agai11 again and 
again, but art is alive. 
t n1ean, let's keep nan1es out <>f 1J1is. 
S<> that n1an, on the 17th of June, 400 
years ago, took a rubber ball and 
threw it in the \Yater. 
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 '''l1at it cost is not 
importa11t. 

1r1>nttal voice: 
:ln)""I)' the 17th goes into the 18th 
theu the 19th then the 20th 
the 2 1st the 22nd the 23rd the 24th 
the 25th the 26th the 27th the 28th 
the 29th 
the 30th. 
<>f June. 
thus tin1e goes by. 

7 
)t:/rispen:tl: 
on the 17th of July, 300 years ago. 
a n1an dcci<lcd to take his 
tcrnperaturc every n1orning until tl1e 
end of the n1onth. 
\vho that n1an \vas is not int(>Ortant. 
J1c is <Jcct<I no'''· ;·1gain again again 
again ancl again1 but art is .alive. 
I mean let's keep names out of this. 
110,v then. 
it was 300 years ago, on the 17th of 
July. 
a nta11 decided to take his 
tcn1perature every n1orning until the 
end of the month. 
he notecl it <lo\v11 on a chart. 
at the end of the month, he thought. 
I'll plot Rl)' ten1pcraturc line on the 
chart. 
and I'll find out something about my 
health. 
here is for your O\vn observation and 
rcflcxi<>n: 
measure the surface of your body. 
is it superior or inferior to I and l/2 
square meters'! 
'vhat atmospheric pressure does it 
"'ithstand? 
your body, that is. 
but perhaps what atmospheric 
pressure your body withstands is not 
in1portant. 

1ron1ral voi<.·e: 
anyway the 17th goes into the 18th 
then the 19th then the 20th . 
the 2 1st the 22nd the 23rd the 24th 
the 25th the 26th the 27th the 28th 
the 29th the 30th 
the 3 1st. 
of July. 
and so time goes by. 

8 
lvl1ispered: 
200 years ago, on the 17th of August. 
a man dived into the sea to a depth 
of LO to 15 feet. 
who that n1a11 \vas is not in1portant. 
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he is clead no''', again again again 
agai11 again and again, but art is alive. 
I me,,n, let's keep names out of this. 
S(>, on a sumn1er day, 
a 17th of A11gust, 200 years ago. 
a n1an <.lived into the sea to a depth 
of JO to 15 feet. 
he triecl to brcatl1c. 
he found it cliffienlt, and tried to 
guess why. 
if y<>u prefer the n1ovics. 
go sec a rih11. 
take an orchestra sc"t. 
\vhen tltc filn1 is over, g(> up to the 
balcony. 
sec. the filn1 \' second 1in1c. 
\Vhere did you find the tcmper~1turc 
'varn1cr? 
cfo,vnstairs or upstairs? 
though perhaps what you find is not 
important. 

11or111al voice: 
anyway the 17th goes into the 18th 
then the 19th then the 20th 
1hc 21 st the 22nd the 23rd the 24th 
the 25th the 26th the 27th the 28th 
the 29th the 30th 
the 3 lst. 
of August. 
1l1us tin1c goes by. 

9 
1v/1is1Jerc<I: 
100 years ago 
a 17th of September. 
a ntan grabbed a han1n1cr and 've11t 
<l<>,vn t<> tl1c bascn1e11t of his house. 
'"ho that r11an \vas is not in1portant. 
he is dead no,v, a,sain again again 
agai11 again again an<I again, but art is 
alive. 
t 111ean let's keep nan1es out of 11lis. 
a n1an gr~tbbed a hammer and \vent 
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. 
'"itl1 the han1n1cr 
he hit the anthracite 
the11 he hit the charcoal. 
then he con1pared 11te resul1s. 
as for }'OU if you \visit, 
light a candle 
put some nour in the palm of your 
hand 
blow the nour unto the name of the 
candle. 
do you hear anything? 
but perhaps what you hear is not 
important. 



11on111i/ 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 September. 
thus time goes by. 

10 
tvlristX!retl: 
10 years ago 
precisely, on the 17th of Oetoher 
a man caught a frog. 
he is dead probably, but art is alive. 
I n1ean let is kCCJ) nan1es our of •his. 
the 17th of October. I s:1id, 10 yc:irs 
ago. 
a man caught a frog. 
he held it in his hand. 
he looked at it closely and wondered: 
c.an the frt)g hear noises. 
he looked for the frog's cars 011 i•s 
head. 
a friend of mine 
whose eyesight is perfect 
likes to read the n1orning ne,vspaper 
by holding in front of it a shortcighted 
n1an 's eyeglasses 
and. i11 the evening, lte reads the 
newspaper by holding in Cront of i t a 
longsighted man's eyeglasses. 
he says he finds it fun. 
but perhaps what my friend finds fun 
is not in1portant. 

11ont1af 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 
wl1is1>eretl: 
5 years ago, the 17th of November, 
a man stood at the bottom of a 
staircase. 
who that man was is not important. 
he may be dead already, but art i s 
alive. 
I mean, let's keep names out of this. 
all right. 
the 17th of November, 5 years ago, 
a man stood at the bottom of a 
staircase. 
he counted his heartbeats for I 
minute. 
then he ran up the steps of the 

st;,tircasc-. 
when he got to the top again he 
counted his hcartbca1s. 
you too. i11 the fall, 
can n1ca.surc up the height of a sn1all 
tree. 
wait until the following spring. 
n1easurc the tree once 11'1t)rC. 
has it gro\vn during the '''inter'! 
(10 )'Oll kllO\V \vhy? 
but pcrl1aps \vhat you kno, .. , is 1101 
in11)ortan1. 

11on11al voice: 
an)'vay, 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 
1\•l1isperetl: 
the 17th of December, I year ago, 
a n1an took a dry spc)ngc, ,·inti 
dropped it into a bucket full of water. 
\Vh<> that n1an 'vas is not i1nportant. 
he \\•ill <lie soon, but .art is alive . . 
I mean, let's keep name-s out of tl1is. 
as I was saying, a 17th of December, 
I year ago, 
a man took a dry sponge, and 
dropped it into a bucket full of water. 
he 'vaitcd 5 seconds. 
then he took the sponge out. 
he pressed it. 
he sa,v ... 
never ntin<I v.•hat be Sa\v. 
what do you conclude? 
only \vhat yot1 conclude is in1portant. 

11on11al 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 born. 
or so the christians say. 
the jews deny it. 
the n1oslen1s are of t'i.'o minds about it. 
the buddhists don •t care. 
nor do the con1munists and the 
atheists. 
as for the artists -
"''ell what the artists believe is a ne'v 
story. 

As registered on t\1tclve 3°n1inute recot<ls 
for juke·box 
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RQbert r:illiou, 9 l·i 1etk.<: of Rt!.<:et1rch, 
Wide While Space Gallery, Anvcrsa. 197 1. 
(Courtesy Wide While Space Gallery). 
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A Child's History 
of F luxus 
Dick llif*:i11s 

Long long ago. b.'ICk when the world 
wa.\ )'OUng - 1hat is. sometime around 
the year 1958 - a lot of artists and 
co n1poscrs ;ind o ther people \\1ho 
'vantcd 10 tlo l>eautiful things bcg:1n 10 
look at the \vorl<I around 1hc1n in a nc'v 
way (for them). 
They said: " Hey! - coffee cups can l>e 
nu.1rc bcuutiful than fancy sculptures. A 
ki!'.ts in 1hc n1or11ing can be n1or1: <lr:t · 
n1~11ic tht1n a <lranla by Mr. Fo•ncypanl!\. 
The >loshing of my foot in my wet l>oot 
sounds more beautiful than fancy organ 
mu')iC . ... 
And \\1hcn thC)' sa,,. that. it turnc.:tl their 
n1inds on. A1'td they began ro ask quc~· 
tions. One qt1cs1ion '"as: .. \Vhy c.loc:ro. 
cvcr)•thing I see chat's beau1iful like 
cups and kisses and sloshing feet have 
to be n1ri<lc into jus1 a part of sonlctl\ing 
fanci1Jr :in<t l>iggcr? Why can'1 l just use 
it for ils O\\'ll snkc·~·· 
\Vhcn 1hcy nskcll llUCSlions like 1hat, 
1hcy were invcn1ing flusus~ but 1/1iJ' 
they didn·1 know yet. because Fluxu> 
was like a bab)' whose mother and 
father couldn't agree on what to call i1 
- they knc"' it \V'J.S there. but it didn't 
have a name. 
\Veil, these people were scanercd all 
0\1cr the \VOrld. In 1\ merica tl1crc \vcrc 
George (George Brecht) and Dick 
( Dick Miggins) and La Monte (L11 
Monte Young) and Jackson (Jaekion 
MacLow) and plcmy of others. I n Ger· 
many there were \Vol f ( \Volf Vo>lcll) 
and Oen ancl En1mctt ( Ben PatlcrM>n 
and Emmen \Villiams) who were \•bit· 
ing there from America. and there wa. 
another \•i~itor in Germany too from a 
\'ery linle country on the 01her side of 
the world, fronl Korea - his nnn1c '''as 
Nan1 June 1>:1ik. Oh there '"ere n1c>rc 
too, there anll in other countries ~tlso. 
They did .. concerts .. o f everyday living: 
anti they g(1vc cxhibit i(>ns of \vhat 1hcy 
found . ,vhcrc tl1cy sharecl the things 
that they liked bcs1 with whoever would 

ro1nc. Everything w::as it~lr. i1 '''asn"t 
p;lrl of something bigger and fancier. 
And 1he fancy people didn·1 like this. 
1>ccausc it \\•as all cheap und ~in1plc. 
:_,nd nobod)• could n1:1ke 1nucl1 nlone)' 
Out Of i t. 
But these people were ~nuered all 
()VCf 1hc \VOrld, 1'hcy ~OltlC1 in1cs kllC\\' 
~lbOut each 01 her. bul 1hcy cli<ln'1 sec 
each o ther n1uch <>r <>ftcu. And thC)' 
~pc.>kc cliffcrc11t lnngttrtgcs :lnd hacl 
<lirfcrcnt nan1cs for whut they '"ere 
doing. even when they " ere doing the 
same thing. It wa; all mi.tcd up. 
\Veil. La M onte had a pal - :mother 
George. George ~taciun~•': hi' n<tn1c 
looked s1rangc bu1 sounded c~1sy 
enough - --~,1a·ch6o·nu~s". ;\ ntl George 
~1aciunas liked to n1:1kc b<lOk:-.. S<) J_a 
~1c>nlc saicl. " Let's clo ~t llc1<1k <lf <>ur 
kincl of thing." Ancl his (ricnd Jacks<>n 
agreed. And they did it. I"' Monte col· 
lcctccl the thiogs for the l><><>k. :i.ncJ 
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Dick Higg;ns, 
Graplris. 1961. 

George Maciun3S put it onto pages. 
and after a while. they "-ere able to 
take it to a prin1cr a11d have it printed. 
They c:olled the book A11 A111!tolt)J()' 
\Vhich is a fun \VOrd ror a collec1ic.)n, No 
fancy name. Not .. A Fluxus Anthology". 
because Fluxus 1hing.~ weren't named 
yet. Jus1 An 11111/rol()fzy. It was a l>cauti· 
ful l>ook :oncl you can still buy it and 
IO<)k itl the l>c:1u1iru1. si1nplc things in it 
- idc~IS :'nd piles of \\'Or<IS and \\'3)'S ror 
nlaking your 0'''n life more \\'Ondcrful. 
\Veil. it CO'>h money 10 make books. 
and if )'OU spc1td )'Our money on one 
thing )'OU can·1 spend it on another. 
George ~1~1cit1ntt!\ h~td rented a bcal1li· 
ft1l big rc.')()111 in the fanciest part of Ne''' 
York City. and 1hcre he had an art 
g<tllcl)1 '"here Fluxus kinds of things 
'''Crc sllo,vn t1n<.J shnrc<I o r allO\\'Cd ll) 
hap1>cn. ll ut ' "hen there \\•as no n1oncy 
to 1>ay for :ill that, c.)ncc the book \vas 
done. George M i1ciunas had to give up 
his AG Gallery. as he called it: and he 
decided to go 10 Germany. With him he 
took some big boxes all chockablock 
full or leflO\'er things that La M onte 
and the others had collected. but which 
didn't fit into the A111/wlogy. 
George ~1aciunas' idc~1 '"as to get to· 
get her wilh lhC people in Germany who 
' "ere doing the san1c kincl of thing, anti 
10 do somc1hing like 11 book and some· 
thing l ike 11 nlagnzinc - i1 \VOuld l>c 
prin1cd every sc> t)f1cn, and it \\'Oulcl 
al\\':1vs ch:1ngc, ::11,vays be different. al· 
'''a~· be really itself. 11 needed a name. 
So Gcorb-e ~l:lciunas chose a \ 'Cry funny 
word for " change" - Fluxus. And he 
started taking Fluxus things to the 
printers in Gcrm:tny, to n1ake his n1::t· 
gazi1lc. ·ro le t people k1\0\v ~\b<)ul 1his 
kind of hook. he decided 10 give some 
f'luxus concerts there, so the nc\VS· 
papers \VOUl(I ' "'rite ~·1t>0ut thc111 ancl 
1>co1)IC \\'OUltl (in<I OUI ;tbout his t><XJkS. 
So in September 1962 the first of the 
Fluxus concerts lwppcncd in a l ittle city 
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\Yhere George M;·tciunas \V:l$ living, in 
Wiesbaden, Germany {you say that -
" Vccs' ~t>Od<l-cn"). Dick '''c11t there 
from New Yo1·k. with Alison (Al ison 
K.no,vlcs) his artist '''ifc, and they t<>ok 
with them lots of pieces by other Amer­
ican (>COJ>lc \Vho h;,1d been finding ancl 
sh<1ring Fluxus kinds of thing.-.. 
l'hc conccr1s certainly <lid get ' vritten 
about! ·rhcy ,,,..ere on tclcvisio11 too. 
l)oor George ri.1aciunas' n1c>thc.r! She 
\vas an ol<t-fashionccl lacly, ;ln<I \vhen 
the television sho,ved all the crazy 
1hi ngs tltat her son George-\Vas doing at 
the Flu.xus concerts, she ''1as so enll>ar­
rasscd tl1at she '''<)t1ldn 't go <)tit c>f her 
ht)USe for (\VO \VCeks t>ccausc she \V(IS so 
ashan1ed c)f \vhat the ncight>ors n1ight 
say. Oh \vell, you have to ex1)cct that 
kind of thing. Actually some (>f the 
neighbors really liked the Fluxus t()n­
ccrts. The janitor <"1t the n111scun1 \vhcrc 
the Fluxus c<>nc:erts \VCrc hap1)c11 ing 
liked then1 so 'vcll that he can1c. 10 
every pcrf(>rn1ancc \vith l1is \vife an<I 
children. 
By and by C)thcr n1uscun1s <l11d public 
pl:'tces \V~'tntcc.1 r:1uxus (;()rlCCrts too. So 
Fluxus concerts happened 1lext in Eng.· 
land anc.t Ocnn1ark ancl Fra11cc. And 
new pieces kept being found or done -
Fluxus people (we called I hem "flux­
pcople" ) sent things from Japan and 
Holland and all kinds of places. Fluxus 
got fan1ous. 
And 1l1en Fluxus l>egan to get COJ>icc.I. 
Fancy people began copying Fluxus 
things and ic.teas. But they tric<I to n1akc 
fancy things ou1 of 1hem - and 1hat 
ehangccl thcn1. When teacups 'vcrc re· 
placed by millions of 1cacups they 
\VCrcn' t sintplc a11y n1ore~ so thc.y 
SlOJ)J)ed being Fluxus. That \V~-t$ al,vays 
the difference: they stopped being an 
of lire. You could always tell 1he real 
Fluxus thing from the fake ones be­
c,1usc the real ones stayed simple, '"hile 
the fake ones had fancy names auached 
10 them. 
Once fame began tO happen George 
Maciunas and the other Fluxus people 
had to figure out wha1 to do nex1 to 
keep Fluxus fun and working for every­
body. George l iked to be the boss; but 
he '"as sn1art enough to knO\\' that he 
couldn' t be boss and tell 1he Fluxus 
artists what to do, because they'd quit 
and they 'vere mostl}' better artists than 
he was. So he became the chairman 
instead. Thai meant tha1 he couldn't 
tell people wha1 1hey had to do, or what 
they must 1101 do if they w:mted to st:iy 

p~lrt t.) f Fluxus; instead he could tell the 
\\'Orld \\•hat f:IUXUS iV(ll·, (llld anyone 
who wanted 10 do tha1 kind of thing 
\\'as r:'luxus. T J1at \Vas sn1art l>ccausc it 
n1cant the Fluxus pc{Jl)IC tlidn't break 
up into gangs that disagreed, the 'vay 
lots <>f artists' groups did before that. 
·rhcy stuck together 10 do Fluxus kinds 
of things, even '''hen 1he)1 'verc also 
<l<)ing other kin<ls of things (tt the sa111c 
time. 
T\vicc George ~taciunns f<)rg<.lt this. 
Once, in the '''inter of 1963. Dick anc.I 
Alison ,,·cnt to S'vcdc11 and ga,•e Flttxus 
concerts; but there 'vas no n1oncy to 
buy tickets so George Maciun~-ts or llc11 
or E111111ctt coul<I con1c t<> $\\•cc.lcn. S<J 
Dick (thal's me) and Alison gave 1he 
C()ncerts \Vith rtC\V S\vcd ish Fl11xus 
people there. George got very angry 
and t(>ld Dick and Alison 1hey couldn't 
be Fluxus pCc)plc any ntc)re. i3ut s<) 
\vhat: n<)bc.)dy 1>aid (lfl}' attenti<)n t<) 
th111, because Dick <tn<I Alis<>n \Vere 
doing Fluxus concerts of things l>>• 13cn 
and Emmett and George (Breehl) and 
lk>b (\Vans) :ind the Japanese Fluxus 
people ~1n<I so on. It \vas fun and it '"as 
f.'IUXUS. \Vhicft \\'<lS \\'ht•l COUlltCd. 
In 19(>3 Gec.>rgc Maciu nas cante b<·1ck t<) 
A_1lterica. 14e opened a Fluxus store and 
gave fluxus fest ivals. 'I'he Gern1an 
Fluxus people came to visit; so did the 
artists' groups before that. They stuck 
together to do Fluxus kinds of French 
<>ncs. ln"itations t>egan to come front 
fancy 1>laces - 111uscun1s ancl colleges; 
bt1t the Fluxus 1>cople '''ere too sn1ar1 to 
get involved with those. They would 
have lost their freedom. So the colleges 
and museums got the fake Fluxus 
pco1>le an<I things (and tltey still ha\'C 
then1, 11rostl)•). You could tell the fakes 
bec.ause they '"ercn~t the111sclves: be· 
c-:.1use of their fan1ous nan1cs. l 'hc re~tl 
things '"ere rnuch cl1eaper, and this 
confused 1hc fancy folk. But oh well. 
But by 1965 some of the f luxus people 
then1sclves l)ega11 to get fa111ous. This 
\vould have been okay, excc1>t tl1a1 
George Maciunas didn' t kno''' 110'" to 
handle them anymore. M.e kept trying 
to be boss. He got very very :ingry when 
a group of Fluxus people decided to 
join sonte artists \vho \veren't Fluxus 
people in a big performance 1hat was 
kind of a circus, called Origi11ale ("Or· 
ec-ghce-noll-ch"). Maciu>1as and his 
friend Henry flynt tried to get the 
Fluxus people to march around outside 
the circus \vith \\1hite cards that said 
Origi11ale was bad. And they tried 10 say 
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1l1at the Fluxus 1>eople ''"h<'l '''ere in the 
circus 'veren't liluxus any n101·e. 1·1tat 
'vas sill)'i bec(1usc it n1adc. a s1>lit. I 
thought it \Vas funn)', a11d S<> first I 
\valkcd -:.lroun<I '''ith Maciuuas and \Vith 
i·lcn1y \vith a car<I, then I \\'Cllt insiclc 
and j<>incd the circus: so bc.'l tl1 groups 
got angry 'vitlt n1c. Oh \VCll. Son1c­
peoplc say that l'luxus died that day- I 
once tltought so n1yself - but it ttarncd 
<)tit I \vas \Vrt)ng. 
Why \\•as I \\'rt)rtg'? Bccauc Fluxt1s 
things still nccclcd <1oing and Fluxus 
J)CC)J>lc kc1>I <.>n <l<>ing t l1en1. Maciunas 
kepi printing Fluxus 1hings - cards and 
gan1cs and ideas - and 1>utting thcnl 
into lit1le 1>l;1stic l><)xcs that \Vere: n1orc 
fun than 1nosl books. J 1l1ade lit1le 
b<)<>ks that '"ere really l':Juxus, though 
they didn't have tl1a1 nan1e on then1. 
An<I every so ofte11 llterc \\'ere nux­
C<)nterts. 
And tl1ere still are. 
1\ l<>t c>f tin1e has gone by nO\v. As I \\•rite 
1his it is aln1os1 1980. Gc<>rge Maciunas 
died l:ist year of a long and horrible 
i llness. Bui he knew before he died th<tt 
his n1istake \Vas forgiven. tha1 all the 
Fluxus people '''ere t<)gtthcr ~·,ga in - tl1cy 
can1<: together for C<)ncerts, for Ne'v 
Yc-ars' 1>ar1ies. f<>r n1any things like that. 
A11d \vl1e11 Maciuna ... -; '"as dying. they 
<~unc together to his house to help him 
finish up " 101 of his Fluxus boxes and 
work.;; before he died. \Vhcn M:iciunas 
\vC1\t into the hospi1al for the last time, 
his <l<.x;tors saicl, ~\Ve don't knC>\V '"hY tltis 
man is still alive". But 1he Fluxus people 
knew. Being friends and sharing simple 
things can be so vel)' important 
And 1hough Fluxus is almost 1wenty 
years old 110\Y - (>r ntaybe more tha11 
t\\1en1y, clepc11ding 011 \vJ1en you '"an1 10 
say it 1>egan - tl1crc arc still JtC\v 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, laking things for them­
sel\'c.s and not just as part of bigger 
tltings. It is son1c1hing 1ha1 n1any of tis 
111us1 do, at lenst part of the tin1e. So 
FltlXUS is insi<le yOtl, is part of hO\\' )'Oll 
arc. It isn't just a bunch of things and 
dran1as but is part of ho'" you live. It is 
beyond words. 
\Vhcn you grow up, do you want to be 
part of Fluxu.s? I do. 

Fr-01n Dick f.l iggins, 1-lorizons: Tire Poe1i<:s 
a1ul 'flzeory of lite lnte.nnedia. C> 1979 and 
1984. 
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1\y~o, Joe Jones e Al Hansen 
provano due strumenti 1nusicali 
costruiti da Joe JonC;S per la 
Joh11ny Catso11 1·v di Ne\v York 
(e n1ai usati dall'cn1ittcntc 
1elevisiva). (Foto Pe1er t-.1oore). 
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Joe Jones. Fucking Bobby Dolls. 1%4. (Foto Peter Moore). 

Joe Jones nel suo studio di Asolo. (Foto Gisela Scheidler). 
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Joo. Jones, Cir<:le Series, 1974. (Foto Gisela Scheidler). 
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Milan Knizak 

Milon Knizok. 
(foto OioYanni Ciiovannct1i). 
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. . k Statttt of tl1t Milan Kn123 • 1964 
Chair Kitlb1 Pan01i.,gh~ui). (Foro Fa r1i1 

-r". 

ISO 
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Oall'alto: M ilan Knizak, ."i1>relltl ·rable. 
1964, e 2 Co(llS, 1964. (Fo10 Fabrii io 
Gargheni). 
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Milan Knizak, S1a111e, 1963. 
(Fo10 Fabrizio Gargheui). 



Alison Knowles 

IY/1,11 is Fltt.Xlts? 

1'111 not ready 
10 ans,vcr this 
<1t1cstion 
Aliso11 K1101v/e.~ 

Alison Kno,vl~s. 1988. (Courtesy En1ily l·tarvey Gallery I foto \Vilfrid Rouff). 
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-·~ .. 
.... oo .. 

'N'fICM..LUNCH 

Alison Knov. le>. 
77r< ldt'11rkal l111r<l1. 1965. 

- ...... 

:"Ticm LONcr-1 

SHtC(~O KUllOl A ,., .. ,... 

rt- • lDENTICALLUNCI-1 

~· -· r;;n;:tttA;;ta ...... 
THE IDENTICAL LUNCH 
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A li.SOil Kfl()\\'ICS. 

Bwk of Bnm. 1967. 
(Foto Peter Moore). 

Alla pagina seguente: Oe-n 
Vautier. Joe Jones, George 
ri.1aciunas c Alison KnO\\'ICs. 
Fluxall, Ne\v Yotk, 1964. 
(Foto Peter Moore). 

In b;;a.sso: l.J101111ll~~,1 Fur11i1t1re 
di A lison KnO\\'lcs con Yasun;io 
Tone. Fluxfcst. 1983. 
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Arthur K0pcke 

A~1hur Kopcke, Copenhagen. 1964. (FotoGrcgcrs Nielsen). 
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Arthur Kopckc 1nadc 1>aintings, dra\Y· 
ings. collagos and wrote poems from 
the late Forties. At first he was in­
nucnccd by the works of Kun Schwit· 
1crs. Kasimir Malevich and the Russian 
Futurisis. followed by Informal and 
Tachis1ic pcn,pcc1i'·es. 
He glued and a11ached objccL~ to his 
paintings. parallel to the Nouveau Re· 
alistes. He ··1rca1cd" his friend Ono 
Olsen ·s paintings by adding found ob­
jects, sucl1 as nlirrors. pieces c>r pa1>er 
or fabric. hair c 1c. 10 the natur~distic 
art\\'Orks. I le 1>rOduccd a nun1bcr of 
\vorks "on Jiccncc'', an1ong these l.,y 
Spoerri. 
K0pcke \vorkc<I \Yilh accun1ulations and 
disposed objects sprayed with silver 
paint ond paintings n1aclc up by p<)\vclcr 
and objects 10 l.,c well shakc11 and 
n1i.xed. And l1c n1aclc a nun1bcr of para· 
doxical objects e.g. l'iect No. 24: .. In a 
box install an electric bulb so it works 
but the following: = do you close the 
lid of the box the light goes on = do 
you open the lid the light goes out 
(system IJ. Krai;h-Jacobscn) ... 
\Vords and fr.1gn1cnts of sentences be­
came purl of the visual objec1s. His 

rebuses and rcading/Y.•Ork·picc:cs f<>rn1 
plays \Yilh ancJ vi:;uufiSl:ltiOl\S or tllllb1gu­
ily o r proverb>. The phrnse in Danish: 
"Stol ~ den danskc kvindc··. means: 
--vou can 1ru!'t 1hc Danish \\'Oman- -
visualised b)' K,>pckc \Yilh a dra¥ling of 
a chair 011 ( • s1ol 1"1 in Danish) top of 
a (Danish) woman. 
A more serial proccs.< is indicated in 
Piece No. 14: "Close eyes I open window 
I open eyes I if dayliglu is not satis­
factory close eyes agnin I close \vindO\Y 
I and try another 'vinclo,v." 
The \Y<>rk:, have plnyrut hin1s anct in11>li­
catio11s - they cun be rcacl as (lnc thin&. 
or read ~lnd pcrfo rn1c<I f1s <1ui tc 
ano1hcr. Or accep1cd as plain generos­
ity as i 11 J'iece 1Vu. 92 (one of his "pre­
sents") : ;J sn1all ccllo1)hanc bag con1ai1l­
ing an ordin:,ry ru l>t>crl>and. seven 
small nails und one llin to close c11-
vclopcs. Ready 10 use. 
He points towards a poin1 and his 
'''orks arc al\\'~'Y~ deeply rooted in 
ethics conccrnini; Ufc & An . In a con­
stant r~tlc~r\C~ he rcnccts <>n 1hc ab· 
surdi1)' ;•nd the principle of chance i1' 
life. 
T'''O basic princir>lcs 1>crn1catc all the 
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works by Arthur Kopcke: .. Fill with own 
imagination" and ·· ... & c:· (and con­
tinue). These principles arc ;11 the same 
time friendly. humoristic requests and 
serious appeals: Use your own imagina­
tion in an infinite procc~. 
His /•iccc /\10. I. ··Music while you 
work .. , that was pcrfom1ed during the 
fcsti\'al in Nikolai Church. is a complete 
fusion or music. poet!)' and visual art: 
Prepare a record '"i1h scotch 1ape and 
play back the record. while a 101 of 
persons n1;1kc different :1ctionSf\vOrk on 
swgc. \Vhcn the 1>ick-up is stopped by 
the tape all pe rformers sho uld run to 
the record player to start the music 
again. The piece is over \vhcn tl1c ac. 
tions/work has been finished o r when 
the record is over. 
This piece cotil<I rc1)rcscn1 '"h•lt '''as 
very ch;.1ractcris1ic for .. F'luxus Flux­
orum·· and .. Festival or Misfits .. : the 
annulment of the b~•rricrs between 
music. poc1ry. vi>ual arts or - anything. 
From then on Arthur Kopcke"s work 
became Fluxus :ind he participated in 
most major cvcnl~ in C.uropc until his 
death in 1977. 

1\1,1rit11111e Rec/1 

Anhur Kopcl:c. M11Ji<: ... hi/•""" kM. 1966. 



Takehisa Kosugi 

souTll N0.3 (MALIKA) 

idtrsS ( Q, U, T, H) as 
l. Perfotmer con• the \etl~ as (sl 
sound and pronounces 
(ta),(ul,(9!, (9)). ' d s S to,u.T, 11) as 
2. Performer ~ons1 re~clions to sound a11d 
fotftlS for actions o to the shape of each 
perfonns a movement 
letter. 

be performed as: 
This piece may leach lettereithe< 
ll s iMle perfotftlar1C~ 0 

with sound or action. of each letter by 
2) multiple perfonnar1~ound or .Ctlon. 

single performer ~e of Swith II, 
:3l simultar1eOUS !>0110 Twith U,11 willl T. 

o with $,U wit ' 'th S folio· 
4 ) continuous p~o~a11ce "'' 

wing II immed1rfa1.e _'!.:ce with a pause 
• _ _.e<I pe Om-• 

51 'nten..,... . h letter. 
betw<en eac 

be repeate<I 1<1Y 
AnY of UteSe fomos may 
number of umes. 

. • unust 21.1965 
T. Kosug1, " • 

TENDER MUSIC (for solo co<lduclor l 

l. Tip '1'1er some object 
2. Tip back same object 
3. Slant some object 
4. Slant back same obj4?ct 
5. Tip '1'1er the slanted object 
6. Slant an object that has bttn tipped 

Conductor peorforms these 6 n>anipulations 
with any n1111ber of objects, in any desired 
direction, according to MIY scott, lime· 
table or otlier useful timing system, but 
always ke"?ing dislar1ce from the objects. 
This piece 0ar1 be used to conduct anoth4'r 
pi..ce (music. dance etc.> 

T. Kosugi, August 1965 

ORGANIC MUSIC 

to David Tudor 
DISTANCE FOR PIANO - dis· 

11· self al so .. - d 
- -'onner positions 1'm which he shoul 

P•" llle piano rom touch ptano 
tance from p..rformer does_ not body b\ll ~Y 
nol move. art of h • s und 
directly by ~;objects to produc~~':.ces 
.,a,,;pulate 0 h lll..m.Perfonner P ·ouslY 

·ano throU9 ·ano pre"• 
on P' points of the p1 ( l miff move 
sounds_~ by him.Assist~ ~\rectlon to 
determ• 11 ge dlstanc• 
piano to c an h periormer. 
d· rectiOllS ol l • 

I 5 
. ust 21,196 

T .1<osu<J• • Au9 

~ath by oneself cw ~ something brealhed 
few the number of times which you have decided 
llltheperf~. 

Each n11nber must contain breath·in · hold · cut. 
fns~ts may be used ineid..ully. 

T.Kcsugl 

DISTANCE FOR PIANO to David Tudor 

Performer positions himself at scme dis· 
tance from th" piano from which he should 
net move. Performer does not touch piano 
directly by any part of his body bi.t may 
manipulate otherobj..clS to produce sound 
on piano through th..m.Performer produces 
sounds at points of t,he piano pl'e'liously 
detennined byhim.Assistant(sl may move 
piano to chanqe distance and dlre<:tion to 
directions of the performer. 

T .Kosugi, August 21, 1965 

ClllROllOhlY l 
. ..... lrCC!I a window for lon9 ume. 

PLt o\ll ara> .. 
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SOUTH N0.3 C MALIKA l 

I. Performer considers S ( 0, U, T, H) as 
sound and pronounces the lotters as Cs> 
((a) ,(u) .(9) ,(9)). 

2. Performer considers S ( 0, U, T, H) as 
forms for actions or actions to sound and 
performs a movement to the shape of each letter. 

This Pioee may be performed as: 
ll s ingle performance of each letter either 

with sound or action. 
2) multiple performance of each letter by 

single pe:riormer as sound or action. 
3) simultaneous performance of S with H, 

G with S,U with 0, Twith u·,H with T. 
4) continuous performance with S follo­

wing H immedlatelly, 

-0 

i 
!I 
ll 
:( 

;;. 
;:: 
:-... 

~ 
z 
0 
0 :c 
~ 
;:: 
> 
~ ... 
:c 
;:: 

"' . ... 
• 

ANIMA 2 . h has windows. 
bet wh1c 

Enter into a ch~ows and doorsihrough each window. 
Close alt the"~ pwt of the body "th 
Putout dlffe.-lhe chamber. f lar<Je cloth bag"' G out from b made o a 0 

ber may e f lppe<s • The cham 'ndows made o z 
door and WI 

T.Kosugi 
sourH No.1 to Anthony Co" 

Pronounce "SOUTH• 
Predotermi~ • du11ng a 
d1Jratlon. or tndetermineq 5) interrupted performance with a pause 

betwe•n each letter. 

Any of these forms may be repeated any 
number of times. 

T.Kosugl 
MICRO L--~ T.Kosug1 

T. Kosugl, August 21,1965 

Wrap a llve microphone ~Ith :.:::i7. large 
sheet of paper. Make • tight ~ 5 minutes 
Keep the microphone llve for ano 

T.Kosugl 

to eardrums, hands close H l Performer puts y from eardrums. e 

FOR MR. M 

T.Kosug1 Ins~ a roiled up sheet f • 
then move the roll to h o P•Per •flto the throat, 
Rep•at this m•- ti t • Outs/de of th, mouth. Oo ~•Y mts. 

not SWaJ/ow the roll Oonotd • 

I 

( 

Oo not rop the roll •J<ceP! at the •nd. 
Use the hands •J<cept at the "'-1 I 

vor;:y nn ng • 

• then puts hands far awa slowly or IQUlckly. 
th

·s many times ,·-r---------------_j repeats . ' 

. ome material to a 
2 The performer carr1•s.nsg th• object tlghtly 
. nd"ng object,cover1 ·es the cover sou 1 H then carr1 

with the materia!· e 'nt Porformerropeats 
over to the starting POI • 
this many tlm•s. 

ns and closes a door (a 
3 The performor ope l"dlng door, etc.,) 

. shutter, a win~ow ~:, s :lm•s quickly. or 
He ropeats this Y condition or moving 
slowly. Any sounding ided behind the door. 
condlllon may be prov 

T:1kchisa Kosugi. 
Kosugi E~·e111s, 

New York, 1962-64. 



191 

Dall'aho: Takehisa Kosugi. 
/11fCf${>eT$iOJ1S1 1979·87; 

/111ers1Jersio11s />(lrt A, 1979-87. 
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Shigeko Kubota 

Shigeko Kubota. Ducha111pia11a, 
Nu<lc Descendi11g a Stairc"se, l 976. 
(Foto Peter Moore). 
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Alla pagina seguentc: 
Shigeko Kubota, 
/1datn an<I Eve. 1990. 
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Alla pagina prccc<lcn1c; 
Shigcko Kuoo1a. 
M<to-Marrtl. ll'imlow SI-. 1976. 
(Foto Pcier Moore). 
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Shigcko Kubota. IJ;qr:k ll'h<rl. 1983. 
(Foto Peter Moore). 



La Monte Young 

La Monie Young. 1957. 

'<(.-"'.- - '-~ ~!"'ttl!l! 

• •• • • 
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Lecture 1960 

T
his lecture was writlen in the summer of 1960. I 
first delivered it as pan of a course in concem­
porary music which Terry Riley and I gave a l the 

Ann Halprin Dancers' Workshop, Summer Session 
1960, Kentficld. Cali fornia. The lecture is wrillen in 
sections, which arc 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 selection arc de1crmincd by chance, thereby 
bringing about new re la tionships between parts and 
consequently new meanings. Three sections of the lec­
ture were originally published in Kulclwr 10, Summer 
1963. The entire lecture was published in 1iilm11: Drama 
Reiew, New Orleans, 1965; and in La Monte Young, 
Marian Zazcela, Selected Writillgs, Munich, 1969. 
The following pages have been reproduced from the 
original typescript. 

I was talkillg to Dialle. We were discussing her methods of 
composillg challce poems. Sile would write each image 011 
a piece of paper as it came to her milld, ill 011e siuing, pw 
it ill a paper .stick - shake them around a little ttlld tllell 
take them out - allowillg tllc111 to fonll the p<.Jem from the 
order i11 1vl1il·l1 .tl1e llre~v 1/1e111. 
I had read some of them alld enjoyed them ve1y much. I 
10/d her how much / /iketl them. J11s1 at that moment I felt 
like sayillg that tile 111os1 importalll orgallizi11g factor was 
the unconscious 111ind. I said it. Site said, yes, I ii/ways get 
a story for elicit poem. I was upset. I said I felr that the 
1J()e111 •vas /Jei11g org<111izecl 1111l·o11scioi1sly tis sl1e , ... ·ro1e <IO•v11 
the images and 1h111, if she had a sto1y in mind l>efore site 
put 1/te images in the sack, I doubted very much that they 
would support the s1n1cture of her story when .ihe took them 
ow and that it seemed 10 m e site was defeating her own 
pltrposes by co111p0si11g lvit/1 1..·J1a11c:e. ~<il1e S<ti<I, 0/1 110. I 
do11 't /1(1\te (l SIOJ) I i11 n1i11ti. "I like 1/1ese {JOCl1lS beC(lllSC tltl')1 

tell me stories." 

In the same feller 1/tat lte talked about his 
cat, Terry Jennings said: 
Dennis miglll be flolltillg - -
the Colorado 1iver going away 
in a Kyak - - som e people 
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Composition 1960 #10 
t o Bob Morris 

Draw a straight line 
and fol l ow i t . 

La Monte Young 
October 1960 

c ... ,..;t1 .. 1n.o •7 

&fa= -..,. 
t. bo lio~ ;:n ., t. .. , ti..c 

( .. ~1-r 
;r..iy it~o 



at 1/ie Javanese group said 1ha1. 

Once I tried lots of mustard 011 a row 
111n1ip. I liked it beuer them any 
Beetluwen I had ever heard. 

The summer I li1-ecl in San Fmncisco Terry Jennings wrote 
me in 011e of his leuers, "Have yo11 ei-er see11 any pic111res of 
Antarctica? I saw a book of color pictures of che sea ancl 
ice and 111011ntains and cliffs. Colors I lwdn 't seen before 
for iva1er 111rtl ice. Doiv11 1/iere tire e.ttJlorer.,. (itt ''erft1i11 
places t1bove hiclde11 cre1•(1sses) could hear ice breaking (Inc/ 
falling 111ulernea1/i t/1eir 1e111s all the time and the so11nds 
would get louder d111i11g the day and softer 111 night. " 

I /11tve 1101icctl tl1t1t I <1111 i11co11siste111. 

/11 his /ect11re, Indeterminacy, Joh11 Cage 111e111ions going 10 
a concert and finding that one of the composers fwd wtiuen 
in the p«>gram notes that he felt 1/ierc was too much 
s11fferi11g in 1/ie world. After tire concen Jolrn Cagt• said to 
1/1is co111poscr 1/1111 lie /1ad e11jO)·etl 1/1e 11111sic ln11 lie tlid11 ·, 
agree witlr his s1t11eme11t abo11t too much s11fferi11g i11 the 
world. Tire composer said, " fV!rat? Do11'1 )'Oii 1/ii11k there is 
e11011gh?" to wlriclr Cage replied 1/rat lie 1/ro11g'11 1/iere was 
jusl 1/ie right amount. La1er, in a feller, Dennis Johnson 
lvro1e to 111e, ''Do )'011 1J1i11k 1J1ere is 100 1n11,·/1 £ \•ii i11 tlte 
world? Jolrn Cage tlrinks <here is jus1 che right <1111011111. I 
1/ri11k 1/rerc is 100 much world i11 tire evil. " Some time after 
De1111is ' le11er I remembere<l that Riclrard H11e/se11IJeck /rad 
co111db111ed <motlier pen111tw1io11 10 that se111e11ce. A1 one of 
those Dada lectures Ire gave i11 Berlin, he had 111111le tire 
s1a1e111e111 1/w1 1he war lr11d 1101 been i>IO<Hly e11011gh. 

I used 10 t(l/k t1bo111 the new eating. One time Teny Nifoy 
said, "Yea fr, e1•e11 the cooks'// get rebellious. IVe '// walk into 
a hamburger stand and or<ler so111e1/ii11g 10 eat. /11 " few 
111i11111es the cook 'II gi••e 11s so111e sa/1. J11s1 sa/1. 111e one of 
us will say. ' IV/w1? Is 1/iis all?' A11cl the cook'// l/11swer, 
'IV/wtsamauer, do11 "t clw like s1a1ic eating?'"' 

a11llrclry 

IVhen I asketl Dfrt11e 10 wri1e dow11 De1111is' s1a1e111e111 about 
his !ra ving wriuen Mttxfielcl's Sine Music many times, 
De1111is said, "Whal for? Are you going 10 give tmother 
co11ce11?" 

I wish I co11/cl remember what Teny Je1111i11gs 10/d us abow 
1h(ll spider 1/u11 is found i11 Antarctica. fl was when Teny 
visitetl New York. We were having dinner and I started 
asking him abo111 wlrat kinds of a11i11wls <uul plt1111s /il'ed in 
Antarctica. lie said tlrm 1/ze scien1is1s l111d clisco1·ered a 
spider 1/r(ll stays frozen mos1 of the year arowul. fl seems 
like he said, "abo111 ele1·en montlzs of the year''. '/71c11, when 
tire wanner weather comes, the spider 1/raws 0111 and comes 
to life - for about a 1110111/z. He also said 1/za1 maybe the 

La Monte Young. Doria11 8/11cs. f~1t1oria di 
George Segal, Yam Fesiival. 1963. (1'010 
Peter l\1oorc). 
La f\·1ontc Voting. 
l'iarw Pittt for [)arid 1i1dOI' 1\ 10. I, 
New York. 1%0. 
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spider lives 10 be mtmy years old. l 1hi11k he st1id, "J\1t1ybe t1 
hundred or a hundred and slwy year.s old." 

One of 111y favorite poe/s is Po Clw-i. He lived from 
772-846. This poem is tra11slt11ed by Ching Ti. 

The Harp 
I lay 111)1 l1t1r1> O tl 1/1e c11n1e1l ttil>le, 
Si11i11g there idly, filled only with emotions. 
Why sho11/d I 1ro11b/e 10 play? 
A breeze will come mu/ sweep the strings. 

1¥hen Karlheiuz Stockhausen gave a lec111re ti/ the U11iver­
sity i11 Berkeky, he talked of so111e work he lwd l>ee11 tloi11g 
lVit/1 1elevisio11. I-le s11itl l1e trie(/ 10 let 1/1e 11elv 111edi11111, 1l1e 
television machine, i11spire the fonn of tl1e composition. Al 
tl1is point so111eone in the audience said to his neighbor, 
"Bw I 1ho11g/11 11111sic was supposed 10 be for people. " 

Last year on 011e of the occasions /hat I was in Los 
A11gcles, several of r1s ,,,.ere at 111y gr<111<lt1101/1er's /1011se 
lis1eni11g 10 elec1ro11ic music by Riclwnl J\1axfield which he 
had jus1 sell/ me from New York. As we were lis1e11i11g 111y 
gra11d111other, who has 11ever been par1ic11larly good a1 
keepi11g 1hi11gs straight, asked De1111is Johnson, "Did yo11 
lvrite tltis?" referri11g 10 lvf<J.Xflel<I~ co1111>0si1io11, Si11c 
Music. D e1111is replie<I, ;;011, 111a11)' ti111e.)·, " 

Before we gave 1ile fir.st noo11 concer1 of co111c111pomry 
music which I contl11cted 01 the University of Califomia al 
Berkeley, I asked Den11is Joil11son if lie wo11ld w1ite some­
thi11g about his co111posi1io11, The Second lvfachinc, which 
JVC l''ere doi11g 011 tl1e 1Jrogra111 bec<1use I pla1111ed to 
comme/I/ 011 each piece. De1111is wrote: 
"Spi11 the 11eedle three times. If it ever falls off. t/011 '1 bother. 
Cheati11g is all right, as much as comfortable. I do11 '1 know 
J101v 111<111y 110ssibilities, <111<1 .~ee 1f I C(1re. T/1e .fcQre~v tire 
fire· tllltl lV(J({jJ'vjJJ'l)t)f Plti)' Oil eitl1er sitlc (Jr tile e<lge, if )''(}ll 

get tire</, t111<i t/011 1t C(1// r11e fo1· i11for111atio11 111/1ile / '111 
b11r11ing old scores. A1ay be played 1111der water. " 
At the end lie sig11ed his name, Dennis Joh11so11. 

The only hone.tt wt1y of 111"ki11g a living is to be " thief 

/1 is often necessary that one be able 
10 ask, "Who is John Cage?" 

Once whe11 Richard il1axfield, De1111is Joh11so11, mu/ / were 
talking t1bo111 Christitm Wolff tit Richard's t1par1111e111 i11 
New York, Dennis said, "He's 011ly t1 wolf i11 t1 gilded cage. " 
More rece11tly, Richard tmd I were discussing how original 
Chris1ia11 Wolff had bee11 a11d how 111a11y of his ideas had 
been ahead of cve1ybody. Richard said, "l'erilaps wluu 
Dennis should have said wt1s that Joh11 is only a cage 
around a gilded wolf " Whe11 I told these stories to Diw1e 
she said, "Thly both seem to be wrong. De1111is should ilai'e 
said, 'He's only a gilded wolf in a cage'. a11d Maxfield 
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Plano Piece for David Tudor #1 

Br ing a b&l e of hay and a bucket 
of ~a ter onto the stage for t he 
piano to eat and Or-ink. 'I'·he 
perfor-mcl' may then f eed the piano 
or- leave l t to eat by itsel f' . If 
the- former, the piece 1$ over 
aft er t he pi~no has been fed . Ir 
the l atter, 1t ls over afeer t he 
pi ano eats or decides not ro . 

L..~ 1-:0?1te You.ns 
Octobcl' 1960 

Plano Piece for David Tudor #2 

Open the kcybett~d cover without 
making, fro:n the opct"ation, an.y 
aound that ls audibl e to you. 
Try as many tirnes as you like . 
The piece ls over either whet1 
you succeed or when you decide 
t o atop t ?')•i ng . !t is not 
necesaary to explain to the 
aud i ence . S!r.ipl)• do ·~hat you 
do and, ;..•hen t he piece is over~ 
Indicate it 1n a customary way . 

La r·lonte Young 
October 1960 

Plano Piece for David Tudor #3 

rr,ost of them 
were ._.ery old gra~shoppers 

La i·ion te Youns 
Novel':'lber llt , 196 0 
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should have said, 'John is only " gilded cage around a 
wolf "' After Diane and I had decided what eve1ybody 
mealll and should have said, I concluded it didn't really 
11w11er (11tyway since the whole se1ies of st0ries simply 
amo11111ed 10 a s111dy in tarnish. 

Every word I st1y co111rib111es 10 the lie of art. 

I have finally begun to hear from Dennis lolmson again. 
Teny Rill')' wrote me from San Frtmcisco: guess what? -
l)e1111is i.s ltere - lie ca111e i11 11e1v ;·ears eve - 1ve 1ve111 0111 
10 Ann 11ttlprin's yesterday and Dennis did so111e real good 
things like take a shower in her shower while her li11/e girls 
looked 011 a11d we111 dow11 the road a11d bon·owed 1111 
onion from a neighbor tmd swjf like that -

/11 another feller Teny Je1111i11gs wrote, 
"The cat is in the middle of time. His tail 
sometimes hits the sk)' (just the low parts below the 
branches). He lies down a lot. " 

I recently completed Compositions 196-0 Numbers 2 
Through 5. 
Composition 1960 # 2 reads: 
"Build 11 fire i11 fro111 of the a11dience. Prefera/)/y, use wood 
although other combustibles may be 11sed as 11ecess(lty for 
s111ning the fire or coll/rolling the smoke. 11re fire may be 
of any size, but it sho11/d 1101 be the kind which is 
associated with another object, such as a candle or a 
cigarelle lighter. 711e lights 11wy be 111rned out. 
"After the fire is burning, the builder(s) may sit by and 
wa1c/1 it for the duration of the composition; however, he 
(thly) sho11/d 1101 sit between the }ire and the a11dience i11 
order that its members will be able Jo see and enjoy the fire. 
"11re composition may be of any d11ra1io11. 
"In the event that the perfonna11ce is broadcllst, the micro· 
phone 11wy be brought up close to the fire." 
Composition 196-0 # 5 reads: 
"T,,nr a b1111erf1y (or any number of b1111erflies) loose in the 
performance area. 
"When the composition is over, be s"re 10 allow the 
bu11erf1y to fly away 0111side. 
"11re composition 1110y be tmy length, but if tm 1111/imited 
amount of time is tll'ailable, the doors and wi11dows may 
be opened before the b1111e1jly is wnre<I loose tmd the 
composition may be considered finished when the bu11erfly 
flies away." 
Some time after the pieces were finished I se111 copies 
around 10 some of my friends. After a few weeks, Tony 
Conrad wrote back from Denmark that he enjoyed the fire 
11iusic very 111uch, that he thought the sounds of a fire were 
very /o.,e/y 1md that he had even, himself, once considered 
1L1ing the sowuls of fire i11 a composition although he had 
1101 111 1hm time been prepared to write anything like 
Composition 1960 # 2 He said, however, that he didn't 
wulerstand Composition 1960 # 5. 111 my answering feller 
I wrote, "lsn 't it wonderf11/ if someone lis1e11s to something 

he is ordinarily supposed 10 look at?" 

Wl1e11 Dc1111is Jo/111so11 t111tl 1· lvere sta)1i11g at Ricl1<trtl 
/\4axfield's apttrlmenl in Ne1v York, we discussed the 
amount of choice that a composer re11ti11ed in a composi· 
1io11 1/ra1 used cha11ce or indeter111inacy. ll'e generally 
agreed that the co111poser was alwtiys left with some 
cl1oices oj· 011e ~·ort or 111101~1er. At 1J1e VCIJ' let1s1, lie l1t1cl to 
decide w/u11 chances he would 111ke or w/1111 he would leal'e 
10 indeterminacy i11 his composition. So111e time after 
De1111is mu/ I had both left New York he visited me from 
Los Angeles. He brought me a copy of his then 11ew 
composi1io11, The Second Machine, which we were going 
10 do 011 a program of co111empora1)' m11sic at the Univer· 
sity in Berkeley along with Cage's Imaginary Landscape# 
4 for Twelve Radios (which De1111is was conducting), 
Richard Maxfield's Cough Music, and Vision, a piece of 
my own. A short time after he had mrived at my apartment 
i11 Berkeley De1111is 11ie111ioned that he had been thinking of 
what we lutd discussed i11 New York and that he had 
discovered a piece which was entirely indetenni11acy and 
left the composer.out of it. I asked, "What is it?" He tore 
off a piece of pt1per 1111d w1·01e something 011 it. Then he 
handed it 10 me. It said, "L!S1'EN." 

When 1 sent copies of Composition 1960 Numbers 2 
Through 5 to some of 111y friends, I received different 
comments from all of them co11cen1i11g which ones tlll'y 
liked or disliked with one exception. Almost all of them 
wrote back to me saying they liked Number 5 which 
consists q11i1e simply of t11r11i11g a butterfly or <Ill)' number 
of b1111erf1ies loose in the auditorium. Diane t1greed that it 
was a very lovely piece and s11id it wo11ld seem almost 
impossible for anyone 1101 10 like ii. At tmy rate, I had 
hoped 10 perform either Composition 1960 # 2 which 
consists of building a fire i11 front of the audience, or 
Composition 196-0 # 5 the b111te1jly piece, 011 whmever 
program came up next. Th11s, when the ti111e anived to do 
another 110011 concert of contemporary music at the Uni­
versity in Berke!<!)\ I told a friend who was commw1icati11g 
with the director of the 110011 co11certs that I would like to 
do either Composition 1960 # 2 or # 5. The next day he 
phoned and said he had asked the director. The director 
/rad said that both pieces were absolutely ow of the 
q11es1io11. I was shocked. I co11/d easily understand any­
one's concenr for a fire in the a11di1ori11m, b111 what could 
be wrong with a b111te1jly? Well, Composition 1960 Num· 
bcr; 2 and 5 were ba1111ed fro111 the auditorium and we 
performed Composition 1960 # 4 instead. 
Sometime aftenvard Diane received a feller from Susan, 
who was visiting i11 New York. At the end of the leuer she 
wrote, "f s111v a boy in the park today n11mi11g, quite 
Jenified, fro111 a small yellow buuerfly." 

Diane s11gges1ed that perhaps the reason the director of the 
110011 concerts at the University wo11/d 1101 allow me to 
perfonn Composition 1960 # 5 011 the third concen of 
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Ln Monte Young con Yoko Ono1 Ne"' York, 1960·61. 

co11te111por11ry music tltat we gave was tltat Ire 1/ro11glt1 it 
was11'1 mr-sic. Composition 1960 # 5 is tire piece i11 wlriclr 
tire b1111erfly or tmy 1111111/Jer of b1111erflics is 111nred loose i11 
tire performance area. I asked lter if sire 1/ro11glrt tire 
bu11erfly piece 11·as 1111-sic to any less degree tlta11 Composi­
tion 1960 # 2 wlriclr co11sists of simply buildi11g a fire i11 
fro111 of tire audience. Site said, .. Yes, because itr tire fire 
piece t11 least there are sonre sormds. ·· I said that I felt 
,·enain tire bu11erj1y made sounds, not only with tire motion 
of its wings b111 also wirlr tire fwrc1io11i11g of its body and 
//wt wrless 011e was going 10 dictate /row loud or soft tire 
sowuls /rad to be before they could be lllfowed i1110 tire 
realms of music that tire bu11erfly piece was music as muclt 
as tire fire piece. Sire said sire tlro11gh1 that at lellst one 
011g!r1 to be able 10 /rear tire sounds. I said tlrat this ... as tire 
1u11al altitude of lrm11a11 beings that t!l'Cl)'tlri11g i11 tire world 
slro11/d exist for tltem a11d that I disagreed. I said it did11 ·1 
seem to me at all 11ecessal)• 1/ra1 a11yo11e or a11ytlri11g should 
have to /rear sounds and 1/rat ii is enough that 1/rey exist for 
tltemselves. W/re11 I wrote 1/ris story or11 for this lecture I 
added, "If you 1/ri11k tltis a11i111de is 100 extreme, do you 
tlti11k sounds should be able 10 ltet1r people?" 

abolll a work of art is 11011lu11 it be 11ew b111 that it be gO<XI. 
But if we define good as what we like, which is tire only 
defi11i1io11 of good I fi11tl useful wlre11 disc1mi11g art, a11tf 
1/re11 say that we are interested i11 what is good, it seems to 
me that "'" will always be i111erestetf in tire same tlli11gs (1/ra1 
is, tire same tirings 1/w1 ,..e alreatfy like). 
I t1111 1101 i111eres1ed i11 g()()(/; I a111 i111eres1ed i11 11e1v - e'·e11 
if 1/ris i11c/11tfes tire possibility of its being evil. 

One night Diane said, ''fl,1aybe tire /J111te1jly piece sltould 
l>egi11 wlrc11 <r b1111erfly l111p1>e11s 10 fly into tire a11ditori11111." 

My Composition 1960 # 9 consists of a s1r11iglt1 line dr11w11 
011 fl piece of f"•per. It is to be pcrfon11ed and comes with 
110 i11stn1c1io11s. Tl1e 11igl11 I 111e1 Jackso11 1\.1acLo•~' 1~·c 1~-c11t 
down to my a1Jllrtme11t ll11d Ire read some of Iris poe11u for 
11s. I .<1ter. when he was goi11g 10 go home, Ire said Ire 'd write 
0111 1/ircc1io11s 10 get 10 Iris place so we could come and visit 
/rim sometime. He happened 10 pick up Composition 1960 
# 9 t111tl sr1itl. ""Ct111 I ,,,,ite it /1ere?" I .stiitl, "No, ,~,ait, 1/1t11's 
a piece. Do11 't wlite 011 tlrlll." lie st1id, "iVlwdaya mefln" 
piece? 111111'.f just a line." 

Often I /rear somebody say that tire mos1 important tiring Summer 1960. Cl La Monte Young 1963, 1965, 1969. 



Jackson MacLow 

205 

Jackson MacLow, 1985. 
(Foto Anne Tardos). 



Fluxus, Maciunas, MacLow 
Jackso11 1\faclo~v 

I have given an extc1tsivc account of n1y 
relations with Fluxus and George Maci­
unas in the catalog 1962 Wieslx1de11 
f11LntS I 982: £i11e klei11e Geschicl11e "011 
Fl1LntS in drei Teile11, ed. Rene Block 
(Wiesbaden-Kassel-Berlin, Harlekin Art, 
Berliner K iinst lerp rogramm des 
DAAD, 1983), pp. 110-125. The only 
statement in that essay which I must 
correct is my belief, when I wrote the 
essay, that I \vas 1he fi rst link bet\veen 
George Maciunas a11d the younger Nc'v 
York artistic "avant-gar<lc" of 1960. 
As I say there, I thought l had led 
Maciunas to these a rtis ts (inc.lu(ting my· 
self) when l took part in a variety pro­
gram including poetry, theater, and 
filnl , a t Maciunas' and Aln1us Salcius' 
AG Gallery at 925 Miodison Avenue 
near 74th St. in New York in June 1961. 
This program was the last of the Bn!lld 
& series organized by the poet Frank 
Kunstler. In this program a group in­
cluding the composer La Monte Young, 
the poet Diane \Vak(>~ki , the pai11ter 
Iris Lezak, and myself presented my 
second play composed with the help of 
cl1ancc ope.rations: Ver<lt1ro11s Sa11g1,i-
11<1ria (written January-February 1962). 
Although 1 thought then and for 21 
years aftcnvards that Maci\1nas first 
met such artists that night, La Monte 
to ld me in 1982, after I'd already sent 
my essay to \Viesbaden, that George 

ltad sho,vn up a little earlie r in spring 
1961 in the electronic music classes 
taught by Richard Maxfield in his New 
York home studio as a course of the 
New School for Social Research, con­
ti11uing 'vhat had been John Cage's 
course in experin1c ntal music fron1 
about 1957 through early 1%0. (Richard 
was a very gifted and original electronic 
composer who died at a tragically early 
age in 1969. I first met him in Cage's 
classc,s~ and son1e of his \vorks 'vcre 
included in La Monte's antholog}' and 
presente<I in his series a t Yoko Ono's 
studio, at the AG Gallery, and later in 
Fluxus festivals.) A correction I sent to 
\Viesbadcn afte r n1y conversatio n 'vith 
La Monte \Vas ap1>arcntly rcccivccl too 
late for i11clusion in the c.a.talog. 
For the Oyer of that June 1961 AG 
progr<•n1 Maciunas took the \\1c ll-knO\vn 
photograph of me in the tall hat made 
by Diane Wakt)Ski for n1y costun1e as 
Edward Eggleston (the ninctecnth-ecn· 
tury Indiana al1thor of Tl1e Hoosier 
Scl100/111aster) in the fi rs t prcscntati<>ns 
of Verd11ro11s Sa11g1,i11aria, a t Yoko 
Ono's studio on Chambers St., New 
York, on 8 & 9 April 1961 , and later 
worn by me in the AG Gallery presen­
ta1ion. At that time Maciunas ,, .. as al­
ready pla nning a t least tl1rec series of 
avant-garde works at the gallery, in 
\vhich my \VOrk '"as represented in 

JUNE 9 JUNE 23 
.\l\s V~-e.,.U lt O"fll~s. 
&r~.,. ~~. oottr1 4' ll<tlw. 
CNI l #jtn, >,.t1l,-'Uiet\•'lt!M<-e 
<~~....,s. 

Ot~n ~~t.)o/\tl, dMICt, 
J 1<l; H!•\JIM.1•W11ti.ot: ' My T1:r. 
To &..,. M~•in, ~ 
Gt<>tit z.w., ·A 1.·.- ao~..e1 . • 
IJ>t i.: ~u . pf<ft« vti«, 

.-.11 £ vMi~ '.'.It ., Tl'lt r 10.w.;119 St111, c-.,,,. Oi p, i .... ~ 1.tlt'lll J-h 
~lte<>J ol V't nt ,. l ltll« • lll 1t-4. 
OOCtS & . ,SOCi #.tt "" \) :Oill ~t~, 

JUNE l 6 JUNE 30 
l!"ll119 f't:ld".....,..~ f'1,ffll. K<*''!l tf 
wlO rt11~ f1M ~l110C«l:s. 

llvln9 r~,,.Jon'S ~\ 11.Jo•t bttfl 
/fl l t11j.q tlttl.u)' llto'l?dl<.Jlj . 
F. KUf'IU!tr is N~« ol 8RCA0& 
E•'.r.io !t~1.11t: i ) ~ • MOi,o,«cl, 

NtN Poetry ol JV.~Sotl M•~ L""° 
SO!ir-4. s!>".;, r.oltt. -~s .•t . ¥oi<t. 
l!t>t, rc-!!T,cS:<il:t>; ':.fJ so!ois:s & 
tMt•e.'..t. P«-:rf •s «<<11t~• & 
br..:!y. C• •~.t '"'•los<l , l• J.'.i,!'l'.t 
Y'o.n9. Ill \ l t:1I. .ios .. ~I ;as t~t 
• .av. • .. 111 t>!'''~ t lit ... ,..~ •• 
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three progran1s. t\VO co111prising n1y 
\vOrks alone. 
At that photo session La Monte (also 
being photographed for a Oyer) and I 
told George about the large group of 
n1usic, poetry, dance, perfornta11cc, 
concept art, a11d o ther n1anuscri1>ts La 
Monte had brought together for an 
aborted issue of Chester Anderson's 
magazine Bea1i111de East. Maciunas im· 
med iately offered to publ ish these 
n1atcrials as an antltt)IOg)'. L1te that 
sun1n1er he designe<I the title-pages and 
seclion t itles of 'vhat can1c to be knt>\vn 
as A11 A111/1ol0[;)1, but he had to leave 
Nc.\v York soon af1cr,vards, so La 
Monte (t he sole editor) and I ended up 
1>ublisl1ing the antho logy together be· 
tween late 1961 and May 1963. (Heiner 
Friedrich 1>ublishe<I a second edition in 
1970). 
At the end of 1961 a number of us 
received letters from George informing 
us that \\'C \Ve re all "c<litors" of son1e­
thing called 1•r:1uxus" - presumably .­
series of anth<>logics. I ,..,as first called 
the " literary editor" and later the 
"poetry editor" . These anthologies were 
to include works by the group repre­
sented in La Monte's anthology and a 
fC\\' o thers. A little la ter \VC \Vere in­
formed that son1c of our \\'Ork.s \\1ere to 
be performed in "Fluxus Festival" in 
\Viesbaden and other European cities. 

BUD& 
aG 
PR[S[NT 

lll[RARY [V[NINGS: 8 PM 
AT 925 MADISON AV (14) 

Th.c- ir~en:i-'.ln j~ the~<: ""'~'l"I "' \ 
I~ t~ pre~e~t .,c;.h~•~ lo tlil'i• 
w<>tl< ..:J i1ectly tn th.- ,,ud ' r r,c<'. 

'-'"~tl)·r~" write•~. new ~pi•iL 
Th<? :' r<.1<;•J "~Jr'<! """lY ,>f the 
w,1'fk~,lf(' lnr•;'f'• t~ ,1n i·. ll".J,11-
jy ~·C'~('n!~, ~~ ·.J,1lly 3, ~o-e­
t•~~ 2 ho;,r\ lor.<,i , rl' 'l.l=·l'C! ; ,e­

ly, F~ J :i thi~. J t<'" \> ~..,f th<' 
'"~~.,ii l. ('l:>fi<;JCO:- , ff,ln\oC Jr.J 
~~l;n<J, "ir'l\tndi'C, t0.1~\Uff 
f"' t)i('\(' t)(.C,l1 < 0r·~ J WJfl,lr>(N 
.1.,.,tl-b(',1t & . r~tJ l l«i '""~,q~ ­

rJt il)<I 111 reJl i\). ).lew tone, 

r<C',.. t • "'><' . 
P•oqr=~ 11rt $ub jt<l to <h.'l,,<;e 
without 11<:ot ice. A 5- L'>O c.on­
t1i!>~l'.lfl fo• ft'~erv ,t.t•<Jo<'·~·~ •('­
<::Jlrc'..:!. All -oni('~ r,·l to t!1<!' 

GJ : lery·~ Pr0<11.\- Fur.C, S('Jt­
i n~ (<i;lJ<;ly is li ~<t«i. 
Ficll<.\O. V,1udc-1d ~e. O p<"•..1, " 

\\'->•'-\. eu :Ci-422:0 



Some or us took par1 in 1hesc concerts, 
but I was financially unable to go to 
Europe 10 do so. 
During this lime I had no idea 1ha1 
there was any unifying ideology behind 
"Auxus". I assumed that George was 
principolly interested in works by those 
or us who had aucnded (as in,i1ees. as 
I was. or as regislrcred s1udcn1s) Cage's 
and Moxlicld's courses. e.g., George 
Breehl, Dick lliggins, Richard Max· 
field, Li Monte Young, Toshi lchiy· 
anagi. and myself; o thers who appeared 
in La Monte's anthology, e.g., Emmeu 
\Villian1s, Walter De Maria, Sin1one 
f orti (then Morris), ;rnd Hen!)• flyn1; 
and still o thers who produced similar 
work (some of whom helped type the 
anthology), e.g., Alison Knowles and 
Philip Corner. 
Some feotures of these artists' works: 
[I) the use of methods 1ha1 de-empha­
siie the ego, e.g.. chance operations (see 

Jackson Moel.ow. 
{)nJk'i1rg-~lf)-rtlllWI')'. 1961. 

1hc poems, n1t1sic. and performance 
pieces in my Rt1>rtse111a1i'v: lYotkf: 1938· 
1985 INcw York. Roof Books. 1986]. 
notably, .. 5 Biblical Poems .. [wrinen 
1954·55). pp. 16-34). methods pioneered 
by Marcel Duchamp and John Cage: 
Yt'Orks 1hat ··1ranslatc" from one medium 
10 another. e.g .. my poem "Machaull .. 
(lbitl., pp. 35-40). which .. translates" the 
no1a1ion of n Guill aun1c ~1achault 
n10ICl into \\'Ords fron1 ;;l nineteenth• 
century children's natural history book; 
reading through texts to find words that 
acrostically "spell out seed words" (see 
nly t\V<) l><>oks \vri11cn in 1960: S1a11Z11s 
for lrlr Lczf1k, Sonlcthing Elsc1 Barto1l, 
Vt ., 1972; and Awmmetries 1·260, 
Printed Editions, N. Y., 1980); and per­
mutational methods. (e.g., Emmcu \Vil· 
liam's .. Cellar Song for Fi"c Voices" in 
An A111hol~>''); 
(2) lhC making or "indclcrminatc" 
\\rorks - ones '''hose realizations are 
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necessarily very different from one 
another. e.g .. in A11 A11tl1ol<Jg)i. La 
Monte's 1960 compositions. Christian 
\Volrrs .. Duct I", and my ''Thanks: A 
Simultaneity for People" and indeter­
minate "Asymmetries" as well as many 
things in Rtprtst111111ii"t JVorks. and 
many or Dick Higgins' performance 
works. no1ably his "Gr;iphiscs". "Con­
s1elln1ion··. and plnys; 
131 the inclusion or "o rdinary .. o r 
"everyday" objects. images. language. 
actions, sounds. etc. as well the en­
vironnlcn1 of :trt\\1orks, c.g..1 anlbicnt 
sounds, shadows, rcncctions, the ac· 
tions of persons in their vicinity, etc. -
inclusions alread)1 seen in the '''Ork of 
Duchamp, Kun Schwittcrs, Dadaists, 
Futurists, Cubo·Futurists, Cage, Mcree 
Cunningham, etc. (sec my books cited 
above. La Monte Young's 1960 com­
positions. Simone Morris' [Foni's) 
dance construc1iorlS. n1y .. Thanks: A 
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Simultaneity for People", \Valter De 
Maria's compositions and css..1.ys, and 
other works in An A11tl1ol<>IJ)·. as Y.'Cll as 
George Brecht's works there and espe­
cially his 1961 card pieces): 
14) music, performance. and action 
works consisting of very short descrip­
tive nncVor instructional 1cx1s, notably, 
Young's 1960 compositions, Forci's 
dance COllSlfUCtions. ;:ind some or \Val­
lcr De Maria's C<>mposicions and projects, 
all in 1111 A111/iology. and Brecht's 1961 
card pieces: 
15) ar1works making or proposing use of 
unustial ··macerials''. no1ab1y (in A11 A11-

1holOJiY) Henry Flynt's concept arc essay 
and cx;tn1plcs and such 'vorks l>y \Vct11er 
De M:lria as "Meaningless \Vork" a11d 
'"Natur:tl Oisasrcrs"; 
161 and the par1icipa1ion. especially in 
performances, of people who aren't 
professional artists~ as '"·ell as ones "'ho 
arc. (This is true of n1any "'Orks in A11 

A111/1ol~ and Represe11tati'~ JVorks, as 
well as works by others in the Cage and 
Maxfield classe.s and related to these 

overlapping groups.) 
\Vh;ic I didn't know about George's 
enterprise was its undcrl)·ing agenda: an 
all-out attack on "'"serious culture ... on 
proressional anists in all fields. :md on 
an as such. And that he favoured what 
he called "realistic" artworks (those of 
n1os1 nr'tists n1cntioncd above) 1111,inly 
because they taught pco1>le " hov1 10 
tak\: an ort u11i1ude" to any na1ur~•l or 
hu111anly produced phenon1cnon. so 
that when people learned 10 do chis. 
there would be no more use for ar1ists 
- ;1r1is1s oould then stop producing arc­
\vorks and bcoon1e .. producli\'C .. mcm­
bc" of the ider11izcd scatc·dominated 
"sociulist s<lcict)•" \vhosc 1>ossillility 
George s<ultCltO\v extrapolated fro1l1 thc 
Khrushchev-era Soviet Union. 
\Vhile I'd been given hints of chis posi· 
cion in 1961 conversations with George, 
I had no idea of its ramifications until 
1963. when he and I talked often after 
his return 10 the US. I also did not 
realize the amount and degree of de­
structiveness invol,red in son1c of the 
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actions he sponsored. notably the de­
struction of ntu,sical instrun1cnts. 
\Vhilc I clid fa .. ·our the admiMion in10 
an or non-egoic compositional 
methods, indeterminacy. the ordinary. 
the nonprofessional, unusual "ma1eri­
als1', and the use of short texts as 
scores, I hncl no syn1pathy \vith n1any 
aspects of George's position: neither 
\\'ith the ""phn.sing. out'' of serious cul­
ture and art 11or wi1h the destruction of 
such cultural objects as musical instru· 
mcncs, nor with his polemics against 
"professional" artists. even though I 
sympa1l1iz.cd \\•i1l1 his decons1ructio11 of 
current :1r1 iclcology. 
George \ V:t:t al,vays on the uttnck -
against "serious culture", etc. My O\Yn 
auicudc was and is closer 10 1ha1 of Erik 
Sacie. who wrote: " I'd never dare :mack 
anyone ... anyone who doesn '1 think the 
way I do. Thought is the properly of the 
person who has it. No one else has the 
right 10 even touch it'' (John Cage's 
translation in Ja111es iO>'Ce, 1\111rcel Dt1-
champ, £rik S111ic: A11 Alphabe1 !hand-



corrected typescript photocopied and 
given to me by Cage, n.d.), p. 18). 
I favour as I di<! in the St<ties an i11cl11· 
sJ0110I)' an - one that widens to include 
"life": "everyday" thing.< and actions, 
artworks' surroundings and audiences. 
people who haven't been specifically 
tr11inc<.I in an art, etc .• that chnngcs 
continu:1lly. :·•nd that indeed teaches us 
"to 1akc an art attitu<le" tQ\vnrd nny 
1>hcnon1cnon. This is 'vhy I love n1a11y 
works produced by so-called "Fluxus 
;artists'' as well as by pre-Flu.xu.s artists 
(notably Cage) who largely inopircd but 
didn't participate in Fluxus manifcstn· 
tions. Very many of my own po.:ms and 
other writings. ' 'isual art"•ork~. per­
formance pieces, etc., include these fca· 
turcs. and I affirm them. In this sense I 
am a •·f luxus artist": n1y \vorks i11cludc 
chose fJOSitive features con1n'lon to 
works of n1any artis1s \vho took 1)nr1 in 
Pluxus n1anifcstations, and 'vhich \vcrc 
favoured t>y George Maciunas hinlsclr. 
13ut George was also "1!8Tl'.'1sfrel)' e.rc/11· 
sio11ar)': he wished (or said he did) to 
abolish art and ·professional.. artists • 
.. serious culture··, etc. Certainly n1uch 
of 1hc O\·erblown ideology of serious 
cuhurc 11reded debunking and dccon· 
struction. The "aura·· surrounding ::arl · 
works made it difficuh for many to 
experience them for themselves. Offi· 
cir1J art and i1s institutions cxclu<lcd rar 
100 n1uch of 1J1c \VOrl<.1 :i11cl far 100 n1any 
kinds of art. Fluxus and Happening.< 
helped to break down there exclusions 
- 10 \Yidcn lhC Sphere O( arl. 1"hc iCOllO• 
dasm or Fluxus was necessary and re· 
freshing. and perhaps e'"" the destruc­
tion of a few musical instruments 
sc"•ed a salul31)' purpose for a while. 
llut 1og.e1hcr \\1ith ~1aciunas the crca· 
1ivc ar1ist \\'ho designed Air Antlfol<>g>'. 
con1poscd interesting and an1using pcr­
forn1oncc \VOrks, dcc<>nstructctl arl i<IC· 
ology, etc., 1J1c rc '"as also a rigid. 
authori1arinn Maciunas 'vho \vishc<I 10 
run everything his own \vay. to further 
his ow11 S<.lCiopolitical ends. ccc. Gc<)rgc 
1ried to dictate to the ar1ists \vho 
worked wi1h him, to make 1hcm call all 
their works ··FJuxus" works. to act only 
as part of his ·coUccti-1:". to renounce 
their individuality and sink ii into 
All.XUS. And a srtcpi</Jydesrn1C'fi\'r Maciunt1s: 
in April 1963, 'vhcn my friends and I 
'''CfC cngnged in practic~tl p<>l iticul '''Ork 
ugnins1 nuclear 'vcapons and the US 
actions ag:iinst the people of Vic111on1, 
George, in hi$ F/11.t11S Ne1v:t - J>o/icy 
Lener No. 6 proposed bizarre antisocial 
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actions such as breaking do,vn trucks in 
the tunnels under the Hudson between 
New Jersey and New York City - just 
the thing to persuade the US populace 
t<> oppose nuclear \veapons and 10 stop 
US intetvention in Victnan1! 
It 'vas then 1hat I •:rcsig11cd" fron1 
Fluxus - though none of 11s actually 
"joined" it - we suddenly found our­
selves part of it through George's uni­
lateral decisions! I sent an inlcrnatio11al 
round·robi1t letter to n1any ava1tt·garde. 
artists, contp<>sers, \vritcrs, etc. - b<>th 
participants in Fluxus festivals and 
other - detailing my <lisagrcen1cnts \vith 
the letter, especially those concerned 
with practical oppositiona l politics. 
(For this text sec Tomas Schmi1's Ger­
n1an translation in Hap1x:11i11gs, F/1tu1s, 

f>op Art, fo.'011ve1i11 /{€1ilis,11e~ eel. J iirgcn 
Becker & Wolf Vostell (Reinbek bei 
Hamburg, Rohwolt, l965J, pp. 218-
222). 
Even though I took 1>art in a Flux11s 
concert af1cr George returned to Ne'" 
York in 1963 and worked and miked a 
lc.)t \vith George at that tin1e - a11c.i 
con1in11cd to have <-)Ccasional friendly 
conversations \vitlt hint \veil into the 
Seventies, neither he nor I considered 
rne- "1>art of Fluxus" - \vhatcvcr 1/1111 

n1eant! - after lhat act <)f <>pe11 rebel­
lio11. 
No\v, h<>\Yevcr, I'n1 happy t<> have \\'Orks 
of the late Fifties and early Sixties, as 
'veil as n1orc recent ' "orks, and son1c 
paintings l>>• Anne Tardos. nty \\fife, 
who has independently produced many 

Jackson MacL.ow, Oft! Fie/ti. t96l. 
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works embodying positive aspee1s of 
Fluxus, exhibited side-by-side with 
\VOrks of nty n1any other friencls \vho 
participated in Fluxus b<>th in the Si.:<· 
tics and later. The creative an<I positive 
aspe-cts or George Maciunas and 1hc 
''n1oven1cnt" he attcn1ptcd to create 
ha\re sun•ivecl his a11thoritarianisn1 and 
needless dcstr11ctiveness. His icono· 
clasnt, his cleconslruction of the stuffier 
aspects of culture and the ideology <>f 
ar1, have bccon1e a (>art of culture \\•illy· 
11illy. One speak.~ of " Fl11xus artists", 
after all - and this f luxus pavilio11 is a 
part of the 1990 Venice Biennale! Em­
mett \Villiams was undoubtedly righ1 
\vhen he said i11 1982: ''Fluxus has n<>t 
been i11vcnted )'Cl." 
Ne'" York, 1-\pril 14, 1990 



v ord• --

D1gbt, aucb, v& 1t1Dg , tbat, delicate, paper, 

argu.e.nt , decision, aa.7. 

ACTIO• S: 

BEllfO I ll PLIOBT, 

llAllI !fO Tlli llOS. 

v orda--

tbougb , ~cord, blade, servant, adjuataent. 

ACTIOllS: 

IZTTllfO Tllil\"OS BB EQUAL OR DOIJ(O 1'11IllGS LiltE 

1. AR All1', 
BA VIllO CORVES OR BA VDIO TO POT VEI OllT 011 A 

BIRD, . 
POTTillO SOKET,.."""Tll"'-IllG SLOll UllDER All I•SEC'r, 
llAVIllO OR SUlll llO TO BAVE SERIOUS JIOIZS, 

RRACTillO TO O!WIGE BAIR. 

vord• - 00 

tbougb, a l lp, blade, a.all , argument., bent, 

aa.7, 11.ne, a1.llute, line. 

ACTJ ORS: 

DAllAOillG SOllETllllfO POOLISll,111 ll 

JlJIU'IlfO, 

RAVJ llO A LETTER OVER OllZ: EYE. 

• lip, re.7, basin, eua:aer, such, t1Dgor 

ACTIONS: 

llAU:IJIO 0 11 BEELS, S.llAXIJIO A LIJIB, 

DOillG A DOOBlE;TAXE 

v orda--

tact,, s.eJl&r&te, tbat, 1"1.nger, tbeor7, :.tore. 

ACTI OllS: 

CRYillG, 

SEEIJIG DAllGER, 

LETTillG SOllETllI!IG BE llADE 'IJI£ SAllE AS 

SOllET.llI JIO SillPLE, 
PEllllI!IG, 

vorda--

aervant, here,, m.rrov, ••J:9.Nte ,, 11.De, 

d1goat1on, respect, night, vo\lDd, digestion. 

ACTIONS: 

BEIJIG A BRO'l'l!ER TO SOll!OllE, 

BEillG A I/IRE, 

GI VI llG Ali All'SWER 
' 

l(ICXIIO. 

v orda--

auaic, record, avake, treQueDt , knee , 

t reQ\!ent, or, alov, angr7. 
' 

ACTIOllS: 

ClEAllillO SOKE'l'llI!IG, 

IBEPillG SOllE 1'11I JIGS COllPU:X, 

GIVIllG A BIT OR DOillG SOllETllINO EUSTIC, 

~11_11!$i TO n;EP A ROD UllDER A BIT OP CDSllIO• . 

vol'da--

2 11 

lip,· ae:Dd, space , I, re s pect. 

ACTIONS: 

WRITING I/ITH A BAD PEN, 

JIAJ(l!IO A CAJ(E, 

Q1lESTI<lSillG, 

OETTillO FEEBIZ. 
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George Maciunas 

George f\1aciunas., 1964. (l':oto Peter Moore). 
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Neo-Dada 
' 

in Music, 
Theater, 
Poetry, Art 
George Macil111as 

This is a draft of an essay/ ma11ifes10 by 
George Maciunas (1931·1978), read by 
Arthus C. Cas1)ari, in German, al the 
Fluxus concert A1>r6 · Jo/111 C11ge, 
Wuppertal, \Vest Gern1any, June 9, 1962. 
A version in German \vas published in 
Jurgen Decker and Wolf Vostell, 
Happe-11ings, Fltm1s, Pop A11, /\'oto'eau 
Realisme (Hamburg, 1965), pp. 192-95. 
'fhc text first published here is transcribed 
from n1icrofilm in the Archi'' Sohnl, 
S1:-a1sgalerie Stut1garc. The char1 
illustra1ed here accon1panied the reading 
of the essay. and '"as drafted after thet\\'O 
charts reproduced in 1he Fluxus 
Documents section of 1he present 
publicatioo. 

FLUXUS . 

Neo-dada, its equivalent, or ' vhat •tp· 
pears to be nco-dada manifests itself in 
very wide fields of creativity. It ranges 
fron1 Htinle'' arts to "s1>ace" arts; or 
more specifically from li terary arts 
(t ime-art), through graphic-literature 
(time-space-art) to graphics (space· 
arts) through graphic-music (space· 
tin1e-arts} 10 graphless or scoreless 
mttsic (tirne-art), th rough theat rical 
ntusic (spacc-t inle-art) to environn1e11ts 
(space-arts). 1'here exist no borderlines 
))Ct\vecn one and the o ther extrcn1c. 
Many works belong to several catego· 
rics and also many artists create se1>a­
ratc works in each category. Almost 
each category and caclt artist, ltO\vcvcr, 
is bound with the concept of Con· 
cretisn1 ranging in intensity fr()nt 
psetido co11cretisn1, surface concrctisn1, 
struc.1ural conc.retisn1, method con­
cretism (indeterminacy systems), to the 
extrcnte of concretisnt, \vhiclt is beyond 

the limits of a rt, and therefore some· 
times referred to as anti-art, o r ar1-ni­
t1ilisn1. ·rhc nc'v activities of the artists 
therefore could be charted by reference 
to t\vO coordinates: the ltorizontal 
coordinate defining transition from 
'
1tin1e11 arts to "spacc11 a.rts and back to 
"tinten and '1space" e tc ., and the verti­
cal coordinate defining t ransition from 
extremely artificial art, illusionistic art, 
1l1e11 allstract art (not \Yithin 1he subject 
of 1his essay), to mild concre1isn1, \vhich 
becomes n1ore and n1orc concrete, <>r 
rather nonartificial till it becon1es non­
art1 anti-arti nature, reality. 
Concrctists in contrast to illusionists 
prefer unity of form and content, rather 
than their separation . They prefer the 
\YOrld or concrete reality rather than 
tl1c artificial abstraction of illusionisn1. 
ThLtS in plaslic arts for instance, a con­
cretist perceives and expresses a rotten 
ton1ato \vithout cl1anging its reality or 

1. To purge. A fluid discharge, esp. an excessive discharge, from the 
bowels or other part .· 
2. A continuous moving on or passing, as of a flow ing stream, 
3. a stream; copious flow, 
4. the setting of the tide toward the shore, 
5. Any substar.ce or mixture, as silicates, limestone, and fluorite, 

used to promote fusion, esp. the fusion of metals or minerals.' 

Ge-0rge Maciunas. Flu.:cus Manifesto. 1961. 
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flux (fiuks), n. [Of'., fr. L. flurus, fr. fluere. flux1tm to 
flow. See FLUE ST; cf. FLUSH, n. (of cards) .J 1. Afed. 
a A flowing or fluid discharge from the l>owels or other 

part: esp.. an excessive and morbid 
~n .. discharge: as. the bl flux, or 

./ . . II. '; dysentery. b The matter thus dischargeci. 
JU, 2. Act of flowing: a continuous movinl{ 

!, on or passing by' as of a flowing stream; 
. • •= a continuing succession of chani.:es. 

3. A stream; copious flow; flood; outf1ow. 
4. 'fhe setting in of the tide toward the shore. Cf. REFLUX. 
5. State of being liQuid through heat; fusion. R11re. 
6. A fusil>le glass used as a base for enamels; also, an easily 
fusible enamel use<l as a groun<l for enamel paintin~. 
7 . l'hem. ((: :\fetal. a Any substance or mixture use<l to 
promote fusion, e:~p. the fusion of metals or minerals. 
Common metallur.i.rical fluxes are silica an<l silicates (acidic), 
lime anci li1nestone (hasic), and fluorite (neutral). b Any 
substance appliecl to surfaces to be joined by solderin.i.r or 
welding, just Ilrior to or durinl{ the operation, to clean and 
free them from oxide, thu:-:. tlromotins.:: their union, as ro..;in. 
8 . ,\! ath. The inte~ral over a surf ace of the normal com­
ponent of a vector field. Cf. STOKES' THEOREM. 
9. J.>hotom. = 1st LIGHT, 18 b. 
10. l'hysics. a The rate of flow or transfer of fluid or of 
energy across a surface. b }{y analol.:'Y, the surface in­
tel{ral of a vector distributed O\'er a surface. Cf. LLECTKO­
STATIC FLUX, MAG!'<ETIC FLUX. 
11. Plant I'rzthol. :\slime flux. 

flux, v.; FLt·xr:o (ftukst); FLrx'r~c. Tr1111.~i1l· 1·e: 1. To 
cause to hecorne fluid; to f u:-;e; to treat \Vit h a tlux . 
2. To affect, or bring to a certain ..;talc, 11'.\' ..;utiiecting to, 
or treating ...,·ith, a tlux. ,, Flurf',f into another \\'orld ." .'iuuth. 
3. ,\{ed. To cau:-;e a discharge f rnm, a" in pur>eing. 
--, lntrrzn.~itire : 1. l'o tlo\v freely . .-1rcf,aic. 
2. 'fo become fluid; to melt. 
3. To undergo a flux; s1iecif., to bleed copiously. 0111~. 

flux <tluks), adj. [I,. flu.r"·"· fr. jluere. See FLUX, n.] 
In tlux. variahle. Obs. 



forn1. In tl1e. end, 1he forn1 and CX(>r<:S· 
sit)n remain ltl1c] san1c as 1hc Ct)ntcnt 
and perception - 1he reality of ronen 
tomato, rather tha11 an illusionistic 
image or syn1bol of it. fn 111usic a con· 
crctist pe rceives ancl e xpresses the 
n1atcrial S<>und 'vith all its inherent 
p<>lychron1y ancl pitchlcssncss t111d Hin· 
cidentalness". rather tha11 the i1t1n1atc­
rial abstrac.tcd anct artificial souncl of 
pure pitcl1 <.lr rather controllect tones 
denuded of its pitch obliterating over­
tones. A 111atcrial <>r conc.rclc sc>und is 
considered one 1l1at has close-affinity to 
the sound·prc>ducing n1t1tcrial - th11s a 
so11nd \Yltosc overtone pattern and 1he 
resultant polychromy clearly indicates 
the nature of material or concrete real­
ity pre,)ducing it. l 'hus a note soun<lccl 
on a piano keyboard or a bcl-canto 
voice is largely imn1atcrial, ~•bstract and 
artific ial since the souncl cloes nc.1t 
clc.arly indicate its true source or rl'l:ttC· 
rial reality - Ce,)n1n1011 action of String, 
\VOO<l, n1etal1 felt , voice, lips. tongue, 
n1outh e tc .. 1\ sound, for ins1;·,nce. pro· 
duccd by striking the SH.inc (>iano itself 
\Yith (' han1n1cr or kicking its u11dcrsidc 
is n1ore n1atcrial and concrete s ince it 
indicates i11 a n1uch c learer n1anncr tl1c 
hardness of hammer, hollowness of 
piano sound bc.)x and resonance of 
string. l..fun1an speech or eat ing sounds 
are like \\'ise ntore concrete for the san1c 
reason of source recog11isability. TJ1c.se 

George M.;-:iciunas, J':'/1t.rus J\1a11ifest(), 19(>2. 

concrete sounds ;trc comn1<>11ly, al­
th<>ugh i naccur~·•tcly, rcfcrrccl 10 as 
noises. They maybe pitchless lO a large 
extent, bu1 their pitchlessncss makes 
them polychromic, since the intensity of 
acoustic color depends clirectly on 
p itc h ·obliterating inharn1onic C>\'Cr· 
tones. 
Flll'ther depanure from lthel anificial 
\vorld of abstr<1ction is affected l1y the 
concept of inde tern1inaC)' and in1pro­
visa tion. Since artificiality in1plies 
J1u n1a11 pre·clctern1ination~ contrivance . 
a truer concretist rejects prc·detcrmina.· 
t ion of final forn1 in order to pcrcci,re 
the reality of nature, the course of 
which, like that of man himself is 
largely indeterminate and unpre­
(lictable. 'fhus ;·tn inclctern1inate con1-
1>osition approaches greater concretis111 
by allo,\'ing nature lt<>I con1ple te its 
fo rn1 i11 i1s ()\\fn course. 1'"his requires 
the com1>0sition to provide a kind of 
frante\vOrk, an "aut(>n1a tic 111achinc" 
\Vithin \vhich or by \\1hich, nature (either 
in the for1n of an independent pcr­
f<>rn1er or in<lctcrn1inatc·chancc con1· 
1>ositional 111c1hods) can con1plc1c the 
art·for1111 cffccti"ely and indcpcncle11tl)' 
of the artist-composer. Thus the pri­
mary contril>ution of a truly concrete 
artist con:)i$1$ in creating a co1rce1>t or a 
111e1/r0</ by ' "llich forn1 can be created 
independently of l1in1, rather than 1he 
forn1 or structure. Like a 1nathen1atical 
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Sc.>lution suclt :1 co1npositi<>n C<>ntains a 
beauty i11 the n1ethod a lone. 
·rhc furthest s tep tc.)\vards C<>ncrctis n1 is 
of course '' kind of art-nihilism. This 
concept opposes and rejects art itself, 
shtce the very n1et•ning of it in1plics 
artificiality \vhethcr in creation of rorn1 
or r11ctho<I. To a1>proacl1 closer affinity 
\vitl1 cor1crc1e reality and its closer un· 
<fc.rstanding, the a rt-nihilist or anti-art­
ists (they usually deny those defini­
tio ns) either creates ''anti-art~ or exer­
cises nothingness. The "'anti-arttt forrns 
arc <lircctc d prin1arily against a rt as a 
11rofcssion, against tlte arti ficial se1>ara­
t ion of a performer from (the) 
auclic11cc1 or creator and spectator, o r 
l ife and an; it is against the artificial 
for111s or patterns or methocls of art 
itself; it is against tltc pur(>Oscfulncss, 
forn1fulne.ss an<I n1eaningf1llness o f art: 
a11ti-art is life. is 11ature. is true reality -
it is one and all. lla infall is ;)nti·art. a 
babble or a cr<.l\v<J is anti~ar1, a sneeze is 
anti-art, a flight of a buncrfly, or move­
nte nts of n1icrobes are anti-art. They 
arc as beautiful and as \V(>rth to be 
a'vare of as art itse lf. If ntan could 
experience the \V(>rld, the concrete 
'''t)rl<I surr(>t1nding hint, (frt)n1 n1athe­
matical idcr1s to physical m:mcr) in the 
same \Yay he experiences art, there 
' "ould t>C no need for art, artists and 
si1l1ilar ··nonprocluclivei· e lei11ents . 



George Maciunas, FftLQrS t\111nifcs10, 1CJ63. 
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~la pagin:a ~g~cntc: George ~1aciunas 
in CaqN11ter s J'ta110 l>icce (No. 13 ft>r Nt1111 
Ju11c l'11ik); e George Maciuna~. 
In 1\ft.1noria111 Adrian() Olii"ttti. 
New York, 1964. (Fo10 Pcier Moore). 





ART 

To Justify artist's professional, parasitic and elite status in society, 
he must demonstnte artist's indlspensabllity and exclusiveness, 
he must demonstrate the dependability of audience upon him, 
he must demonstrate that no one bl.A the attlst c•n do art, 

Therefore, art must appear to be complex, pretentious, profound, 
serious, Intellectual, lnspi~, skillful!, significant, theatric1I, 
It must appear to be valuable as commodity so as to provide the 
artist wlth·an income. 
To raise Jts value (anlst's Income and pairons profit), art Is made 
to appeat 111e, limited in quantity a.nd therefore obtainable and 
accesslble only to the social elite and 

George Maciunas. 
Flt4>.1tS /11anifi-..sto. 1963. 

Institutions. 

FLUXUS ART-AMUSEMENT 

To establish artist's nonprofessional status in so.ciety, 
he must demonstrate artist's dispensabllity and inclusiveness, 
he must demonstrate the self sufficiency of the audience, 
he must demonstrate that anything ca.n be art and anyone ca.n do it. 

Therefore, art-amusement must be simple, amusln9, unp1etentlous, 
concerned with lnsigniflcatices, require no skill or countless 
rehearsals, have no commodity or lnstltl.(ional value. 

The value of artwa.musement must be lowered by making it unlimited, 
massproduced, obtainable by all and eventual ly produced by all. 

Fluxus art-amusement ls the rea.r·gua.rd without any p~tentlon 
or urge to participate in the competition of "one-upmanship"wlth 
the avantwgvde. It 1t1lves for the monostruetural and nont heatrical 
qualiti es of simple natural event, a game or a 9a9. It Is the fusion 
of Splk~s Jones, Vaudeville, gag, children's games and Duchamp. 

Gcc)rgc Maciunas. 1964. 
(Foto Pe1er Moore). 
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George Maciunas in One for Violin Solo, f'luxhall, NC\\' Yotk, 1964. (J::oto Peter ?\1oorc). 
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FLUXMANIFESTO ON FLUXAMUSEMENT - VAUDEVILLE-ART? TO ESTABLISH 
ARTISTS NONPROFESSIONAL ,NONPARASITIC,NONELITE STATUS IN SOCIETY, 
HE MUST DEMONSTRATE OWN DISPENSABILITY, HE MUST DEMONSTRATE 
SELFSUFFICIENCY OF THE AUDIENCE, HE MUST DEMONSTRATE THAT ANY­
THING CAN SUBSTITUTE ART AND ANYONE CAN DO IT. THEREFORE TH IS SUB· 
STITUTE ART-AMUSEMENT MUST BE SIMPLE, AMUSING, CONCERNED WITH 
INSIGNIFICANCES, HAVE NO COMMODITY OR INSTITUTIONAL VALUE. IT MUST 
BE UNLIMITED, OBTAINABLE BY ALL AND EVENTUALLY PRODUCED BY ALL. 
THE ARTIST DOING ART MEANWHILE, TO JUSTIFY HIS INCOME, MUST DEMON­
STRATE THAT ON LY HE CAN DO ART. ART THEREFORE MUST APPEAR TO BE 
COMPLEX, INTELLECTUAL, EXCLUSIVE, INDISPENSABLE, IN SPIRED. TO RAISE 
ITS COMMODITY VALUE IT IS MADE TO BE RARE, LIMITED IN QUANTITY AND 
THEREFORE ACCESSIBLE NOT TO THE MASSES BUT TO THE SOCIAL ELITE. 
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George Maciunas, f'lu:t,,s i\lanifcsro, 1965 e 1966. 
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FLUXUS,OR 
FLUXATLAS 
FLUXBOOKS 
F LUXBOXES 
F LUXCARDS 
FLUXCHESS 
F LUXC'LOC K 
FLUXCURES 
FLUXDANCE 
FLUXES TRA 
FLUXFAKES 
FLU XFESTS 
FLUX FILMS 
FLUXGAMES 
FLUXGROUP 
FLUXH OUSE 
FLUN IT U RE 
FLUX JOKE S 
FLUX -KITS 
FLUX MEALS 
FLUX MUS IC 
FLUXORGAN 
FLUXPAP ER 
FLUX PDE MS 
FLUX- PO ST 
FLUX-QUIZ 
FLUX SHOPS 
FLUXTHING 
FLU X V-TRE 
FL UX WATE R 
FL UX -WEAR 
FLUX-WORK 
FLUX MIDST 
CF LUX - HQl 
PO BOX:lBO 
NEW YORK, 
N. Y. 10 01 3 
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K.FRIEDMAN 
6361 ELM­
HURST DR . 
SAN DI E GO 
CAL.92120 
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M. KN I ZAK 
NOVY SVET 
19 ,PRAGUE 
C.S.S.R . 
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N I C E A. M. 
FRANCE 
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V DENMARK 
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Dall'alto: Collective, FfttX/Ntck J; 
Collective, .5<-'l't:f'(J/ l~i·a111plc'.s of fltmts / ; 

Collcc1ive. Flux Ycarl>ar 2; George 
Maciunas, f·fl,t'ltS Afa11ifes10. 1967: 

George 13rccht~ Vofoche I .11 Flu . .: 1itt•·t l Aitl; 
Collective, f1tt\'fXl{><!r Ot1111es: Rolls a11<l 

fO/cls. 



G<:orgc Mociunas. -Aux Gome Fest-. Nev.• York. 1973. (F<><o Peicr Moore). 
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. as. Fl1Lr Lob)Tiiuh · (j(orgc ~1.ac1un Bcrlino. 1976. 
Akodcmic dcr KC~~~ Larry Miller). 
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Interview with 
George Maciunas 
L(lrry Miller 

Larry Miller: The 111t1i11 thing I wtmted t() 
talk a bow was the clwrt. I've sort of jo11ed 
t/01v11 so111e SJJecific 1/1i11gs 1/1a1 I 1vt111ted 
to ask )'0'' about it, so111e specific q11es· 
tio1is abo111 1/1c clran. 
Geof8e Maciu11as: Maybe 1 ought to 
describe the general construction. 
LM: Okay. 

GM: So, you sec, this chart is just a 
cont inuation of other charts I've done 
in the past for other histories and basi­
cally. the chart is - sho,vs the vertical -
uh, the horizontal grid, okay. In the 
vertical line is sho,vn the years a11d the 
horizontal layout shows the style. So 
you can point on the chart any activity, 

pinpoint it exactly with this grid of time 
and style. Now it could also be time and 
occasion. for instance, I've done charls 
\Vhich sho,v. ''ertic-all)• is shO\\'O ti1ne 
and horizontally geographical location. 
This way you could say any activity in 
the past, you could locate exactly on the 
chart where it happened and when. 

George Maciunas, VideOta/N: l>y Larry Miller, 1978. (Foto Larry Miller). 

226 



Now for this chart I chose style rather 
than locatio11 because the style is sc.) 
unlocc·1Jizcd and n1ainly l)ccausc of the 
travels of John Cage. So you could call 
the whole chart like ''Travels of John" 
like yc.)u could S3)' "Travels of St. t>aul ", 
y<>u kno,v'? \Vhcrcvcr John Cage \VC·•lt 
he left a l ittle John Cage group, which 
sornc adn1i1, son1e not ~1dn1i t his in­
fluence. Out the fact is there, tl1at those 
grc>ups forrncd after his visits. It sho\vs 
up very clearly on the chart. 
LM: Starti11g ctbo111 1v/1e11? 
GM: Oh, siarts from 1948. In France he 
visited in 1946 to 1948 and 111et B<.)ulez, 
Shaeffer, and sure enough. in 1948 
Shaeffer starts an clcctronic/n1usic con­
crete studio \Vithout giving any crectit to 
John Cage; of course. Then he goes to 
Italy, lhen he goes to Darmstadt, then 
to Cologne, everywhere he goes they 
start a little group or studio, usually all 
electronic music. Bui at that tin1e l1is 
inOucncc was mainly that of rnusic con· 
cretc. In other \vords, usi11g \larious 
fragments of everyday sounds for 
n1ak.ing ne\\' n1usic. Because his first 
musiquc concrete piece is L939. 
LM: Case. 
G1lf : Cage, that's right. So when the 

I~ 

French come out in 1948 and they say 
they invented musique concrete that's 
just a lot of bullshit. 
LM: Ca1r I co1>1111e11t abo1't tl1at, re111i11tl 
)'011 of so111e1l1i11g? Re111e111bcr •vl1e11 I 
l'1e111 to ask. Ct1ge obo111 l1is etli1io1is? 
Gi\1: Yes. 
LM: He said that they were fN1rricularly 
a11acl1ed to 1/1at pl1rase1 tl1at ter111 
"i11r1siq11e co11cri!te" a11d 1/1a1 lie tlitl11 't 
111i11tl 1/1a1. 
G1\1: We.II. ltc's just l)ei11g very tolera11t. 
He's very tolerant even of people that 
just copy him directly, like plagiarize, 
and don't give any credit to him. He's 
thal kind of person, he's just super 
tolerant. The fact is that, you know, 
everybody right and left is stealing from 
him. Now, but that doesn't n1eao that 

he got influences in return front 01hers. 
The chart, tl1crcf()re. starts \vith \vhat 
influenced Cage. Cage is definitely the 
central figure in the chart. 
LM: Yeah? 
GM: You could call that chart the Cage 
Chart. Not Fluxus Chart, but Cage. 
LM: Okay. maybe we ca11 pr0<·e~I if 
)Y)tl ... 

G/11: S<> )'(>U start first '"ith areas) the 
ntoven1cn1s that influenced hin1 and 
that's very clearly also outlined here. 
We have the idea of indctcrnlinaC)' ~'n(l 
sin1ul1ancity and concretisn1 and noise 
C<>n1ing from Futurism, theater, like 
Futurist ntusic of Russolo. Tlten \Ve 

have the idea or the Read)1·ntadc and 

concept art coming from Marcel Du­
champ. Okay, we have the idea of col­
lage ancl c<">ncrctisn1 con1ing fr()n1 
Oad;:iists. NO\\', you see, they're all 
shown on the chart: how they all end up 
with John Cage with his prepared 
piano, which is really a collage of 
sounds. 
LM: 1938? 
GM: 1938, yeah. And his musiquc con­
crete, which is 1939. Then all his travels 
arc shown. Meanwhile, there's a paral­
lel interest in this chart and that is of all 
what I would call Happenings or Ac­
tions, to \vhich t'vo people contributed: 
John Cage again in I 952, his first Hap· 
pcning. and tlte san1e year Georges 
Mathieu also did the first Happening, 
called Bartle of 8011di11c. And interest­
ing sideline is that Mathieu did go to 
Japan and did lhis action and started 
off the Gurni Group. Georges Mathieu 
\Vtts instrumental in starting the Gt1tai 
Group. 
LM: I/is •v<)rk I t/01r'1 k110•v as ti1ell as 
01/1ers. J11st tlescribe so111e1J1i11g 1l1tit ... 
Gi\1: He made an action of painting, 
like Happening. 
LM: Not like Pollock. 
GA1: No, no ... It \vas a theatrical piece, 
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rnore. like Yves Klein. 
LM: Like Klei11 's l>lt1e 1111tles? JVos 1/1e 
Gr1rt1i Grottf> 1/1e gro111> 1/1tlt s/101 b11/lets at 
1/1e pa;111i11gs .. . 
GM: Yeah. 
LM: !Ind explode</ ... 
Gi\J: A ny,vay, tha1•s son1c1J\ing that 
Mathieu 'vould d(). Sc,) Gutai \Vas very 
close 10 Georges Mathie11 in the sense 
that they \Vere doing paintings as ac· 
ti<>nS, n1uch more than Pollock. And 
you kno\v, different fron1 Y\1Cs Klein. 
The chart docs11' t shO\Y the contribu· 
t ion of Yves Klein and that's where he 
sl101il<I still be adctc.d on, that's \Yhere 
the cl1art is incon11>le1e. Yve.s Klein has 
to be given n1orc prominence in the 
Sixties. \Vltich he is not. The otlter in1· 
portant f igure is Joseph Cornell , 
starting in 1932. Now his influence sort 
()f is c<>nnected to Surrc.alists and i1 
shO\YS ltO\\' l1is influence affects a lot 
George Brecht and Bob Watts, espe­
cially George Brecht. Now with th<>se 
basic influences of the action p:tinting 
of Mathieu and first Happenings of 
John Cage and generally all John Cage, 
everyth ing that he did in the Fifties plu$ 
Joseph Cornell pl11s there's a little in· 
flucncc here sho\vn of Ann Halprin 
called /\'a111nil Activitit•s 011,/ Tasks. 
LM: JV/Jal would tltat be? 
Gi\1: That's in California. It had a lot of 
influence on people like Jamc.s Waring 
and Bob Morris and Sim<>nC F<>rti and 
La Monte Young a11<I Wal1er De 
M:1ria. 
LM: 171is would be purely dance? 
GM: No, no. It's just what it says: natu­
ral actions and tasks. 
LM: /11 tJtller •vOr<ls 1/1e t'1pplico1io11 ... 
GM:( ... ) sprang from that tradition but 
you couldn't call that a dance. They 
were like very natural acts you know, 
like walking. 
LM.: I see. Physic11/ 1/Ji11gs t/l/lt are 0111sidc 
of ,,1J1at yo11 11or111all)1 1~1011/(/ co1rsitler 
tla11ce, jttSI pl1)•sict1I ac1ivities. 
G1W: Yeal1. like \Yalking in a circle. 
LM: L;ke a reatl)··11ra<le ges1r1re. 
GM: Yeah, right. So you can give La 
Monte Young with all of his short com­
positions of 1960 some credit of that to 
Ann Halprin's natural activities. Let's 
say his at1<ticncc is sitling on lhc stage 
doing nothing. OK.? That's a natural 
activity, it's not a dance. No\v \Ye con1e 
to the middle of the chart. No, not lhc 
middle, to the first quarter. Like 1959 i t 
becomes suddenly very active. Maybe 
because John Cage opened up a school 
and has all those people ooming to his 



school. Also, the so·called nouveaux 
rCalistcs in France becon1e \1cry active 
plus Ben Vautier becon1es VCI)' active. 
So 1959 is a ' 'cry influential }'ear. We 
have Nam June Paik, pla}~ng first piece, 
Vostell doing first piece, Alan Kaprow 
doing first Happening.<, Dick Higgins 
and Yves Klein. Well, he was already 
before that~ but he culminated, let's say, 
by then. Ben Vautier doing his first 
piece by signing ... evel')•thing: conti· 
ncnts, peace, fan1inc, \var, noise, end of 
the 'vorld and especially hu1nan sculp· 
tures. 111at~s son1e1hing in1por1an1 to 
know because later Manzoni copied it. 
Gestures ... he had first gestures appear­
ing then in 1959 and not in 1968 with 
Acconci and people like that. And we 
have first postage stamps of B-Ob Watts, 
a Jot of card music that is \vritten on 
cards like of George Brecht and first 
concept art of Henry Flynt. 'fhen that 
goes on to 1960. And Fluxus comes in 
1961, late in '61. Actually, you could say 
officially early in '62. &cause in '61 I 
had a gallery which did everything that 
later Fluxus did but did not use that 
name. 
LM: 17wt's the AG Gallery? 
GM: Right. And La Monte Young had 
a series of the same kind of things, 
same kind of events at Yoko Ono's 
studio on Chambers Street, so that 
chart points out, gives the \Vholc 1>rO· 
gram, }'OU know, wttat was performed. 
LM: Yoko's loft ... wlwt'.< the dt11e there? 
Wt1s tht11 before the Wiesbaden? 
GM: Oh, definitely. That's in 1960, 
1961. 
LM: Wliat "'ere }'Ou (/Oirig ''P 11111il tire 
time you started the AG Gallery? That's 
1J1e first 1i111e yol1 {lppear tl1ere. 
GM: The reason I got in touch with all 
those people was that I went to Richard 
Maxfield's class. See, after John Cage ... 
John Cage gave one year class in New 
School. The seeond year Richard Max­
field gave a class in electronic music 
and I met La Monte Young there who 
was taking the same class, you know. So 
I was i11tcrcstcd in 'vhat La Monte was 
doing. He introduced other people and 
that's how we put together this whole 
program at the AG Gallery and mean­
while he had put up the program at 
Yoko's gallery ... loft. So we have AG 
and Yoko's loft more or less simul­
taneously. They were slightly different 
but not nluch, lik.e we botlt fcaturC·d 
Jackson MacLow, '"e botll featured 
Bob Morris and La Monte Young. But 
we wouldn't show the same composi-

tions, you kno,v, that \VC 'v<>uld ... At the 
AG we had two of La Monte Young's 
compositions, No. 3 and 7, and at 
Yoko's loft i t was all 1961 C-Omposi­
tions, you kno,v: dra'v a straight line. 
And Henry Flynt gave concert at 
Yoko's loft but a lecture in AG Gallery. 
So they were a l ittle different there. 
LM: ·r1u:-; 1vt1s 1v/1e11 )10l1 first 1t1e1 Yoko? 
GM: Yeah, and everybody else. Well, 
Dick Biggins; Richard Maxfield, of 
course. I'd 1net l,efore, i11 1ltc school. 
LM: Yc11l1. Ca11 I /.x1c:k '''' tltere j11s1 '' 
111i1111te? JYero )'011 i11 a11y of tire ](J/111 
Cage classes 01 the New Schoo/? 
GM: No. 
LM: 8111 the Richard i\1axfield classes you 
1vere. Atrtl tl1111's 1vl1ere )'Ott first real/}· 
11111tle al/ tl1e co1111ec1iot1s. 
GM: Right. See, my first interest was 
electronic n1usic. 
LM: Were you composing rhen? 
Gil-f: Yeah, I was doing some compos­
ing. 
LM: Do 1l1ose e.rist 1101v? 
Gi\1: No, they don't. 
LM: Why 1101? 
CM: I don't know what happened to 
them. 
LM: Oh. 

J 
/ 

> 

Gi\1: TI1en in 1962, I went to Europe 
and the plan '"as to contint1c ... Oh, 
before J went to Europe we published 
or at least we put together La Monte 
Young's A111hol08J', that book, you 
know, the red book. 
LM: l /111ve t/1at l1ere. 
Gi\1: Right. So. We couldn't include 
everything that we had collected, all the 
materials that we had collected by then, 
like it didn't have Bob Watts and you 
know it had very few things by George 
Brecht and so I thought I would go 
ahead and n1akc another publication 
'vith all the pieces that '"'ere not in­
cluded in A111hology. More or less newer 
pieces. But La Monte wasn't interested 
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in doing a second Anthology book. So 
the initial plan \vas just to do another. 
like a second Anthology book except 
graphically it would have been a little 
n1<>re, uh, less conventional than the 
firs1 one~ 'vhich 1neans it 'vould have 
had <>bjccts and you kno'v~ a different 
kind of packaging. So really then the 
idea germinated to use the whole book 
as bound envelopes with objects in the 
envelopes. See1 \Ve ha<I a cou1>lc objects 
al rc~-tdy in the first A1ttl1olog)'1 y<>u know, 
like the l<x>sc Ditcr Rot n1achine hole.s, 
things li_ke rhat. A little envelope ,virh 
c.ard of La Monte1 another envelope 
\Vith a letter in it, you kno,v, so things 
like that. Cards that have to be cut up ... 

LM: No~v, )'011 tlesigtted tltt11 bot>k. 
GM: Yeah, I designed that book. 
LM: Amt it was e<litetl by ... put together ... 
Gt.1: La Monte Young and Jackson 
MacLow. 
LM: So 1he11 did they s11gges1 the ... wt1s 
1/1is }'Ol1r first p11blicatiot1, tire first ,. .. lu:(lt.$ 
p11blicatio1r, 1l1e secot1d 011e )'Ot1're 1alki11g 
tlbo11t? 
GM: The second one was going to be 
the first Fluxus publication but it took a 
few years to get off the ground. Mean­
while we thought well, we'll do con­
certs1 that's easier than pubUslling and 
will give us propaganda l ike for the 
publication. Maybe then we'll find 
people who will want to buy publica­
tions because at first we couldn't sell 
A111/1ology either, you kno,v, so it 'vas 
just accun1ulating in a warch<>use. So 
11tcn the iclca \Vas 10 do concerts as a 
pro1notional trick for selli11g whatever 
we were going to publish or produce. 
That's how the Wiesbaden series came 
b)1 an<I that's the first tin1c that it 'vas 
called Fluxus Festivals and that's the 
Fall or... 
LM: ScptctJ1bcr of 162, ist1't it? 
GM: Right. Yeah, September of '62. 
And ... 



LM: IVos it being called Fl"ms by tlre11? 
GM: Yeah. It was called a Fluxus Festi­
val. 
LM: Here's '''Y c/1011ce 1J1e11 10 ... 
G1\1; There were 14 concerts in a row. 
LM: I'd like to ask abo111 the 11ame 
f~l1mts, I 111m11, h11ell die/ 1/101 c0111e 

from? 
GA1: Thal came still " 'bile \\'C "'·ere 
thinking in New Yo rk of what to call 
the new publicaiion. 
L~1: JV11e11 )'Otl soy "'l"·e·: }'Oll 111ea11 ) 'Oil 

a1rtJ La Mo111e. 
G1\1: No, Lu Monce sort of didn't care 
and 1hen \V:li\ n1ainly n1e ttnd 111y gallery 
partner. cause he \vas going 10 111aybc 
call 1hc gallery that or something. Then 
the gallery went bankrupt so it didn't 
maucr; he dropped out so he's out of 
the picture. 
LM: Ne's 1101 011 011ist. 
GAf: No. So basically it was me alone 
then who finally determined \\'C \\'ere 
going co call thot name and the reason 
for it was the various meanings that 
you'd find in the dictionary for it. you 
know, so that it's like it has very broad, 
many mcaninp. sort of funny meanings. 
Nobody seemed to care anyway what 
we were going co call it because there 
was no formal meetings or groups or 
anything. 
LM: 77re 11a111c w11• tlrouglrt of at firsr to 
refer to ... 
GA1: Just to the publication. 
LM: A p11/Jlicotio11 c11lled ... 
GAtf: Fluxus, and that's it, that v.•a.s 
going co be like a book, with a title, 
thal's all . 
LM: Di1I )'Oii tlri11k of tlre11 Fluxus ... You 
did11 '1 1lri11k of it ;,, tl1e begi1111i11g tire '~"'>' 
it's son of C0111c 10 be k11ow11 110K1, Flu'aJS 
SOt1 of. .. ? 
GAf: As a movement? 
LM: S1011d ... 110? 
GAf: No. It was just the name of a 
book, the second anthology ... Now, 
then, after we started to do the concerts 
we started to have little shows, cxhibi1s, 
too. 'ind that~s how v.•e start.ed to make 
objects, U> be sort of multiples, you 
know, mass-produced. That was still 
before the yearbook came out, the first 
Flux yearbook. It \vc:1& couple years 
before tl1e yearbook cartle O\•t; 110,v, do 
you have the second part of the chart? 
LM: Tire second (XJl1 is folded O>'er tlrere. 
GAf: Nope, it's mis.~ing. 
LM: T1ris goes up ro 1962 011/y, I meo11, 
ratl:er ... 
GAf: Yeah, thol's what I mean. It goes 
to 1964. 

LM: Yo11 k.1101v, )VII 11e1·er gaiie '''e 1/1e 
SCCt)ttt/ pilt1. 

G1lf: All right. I'll have to do it from my 
memory. Now like around "64 or so we 
finally did a. the second Ycarbox, Year­
book came out. chars the bound en­
velopes. and didn't sell a t all. Maybe we 
sold two or one copy. They were selling 
then. I think. S 20 o r S 30 each. Now 
they're selling for S 250. Heh. heh. 
LM: Tlris is tire )'C11rbox. 

GM: Yeah . 
GM: Sec, the o bjects came out sort of 
together 'vitl1 those Yenrboxcs and 'vc 
'vcrc not rushing. First objects '"'ere 
quite :l rc\v of Oob Watts and George 
Brecht, cspcci~tlly George l3rcch1. canlc 
out with puzzles and games. things like 
that. They were, oh. I would say. let's 
sec if it's already on this chart, 1963, his 
first 'Yater Y11111 events came out. \\•hich 
is 0 0 \\1 out or prinl. 
LM: So let me see if I ... 
GAf: Objects came from 1963 on. 
L~: Okay. tire first object t/,.11 "·as tire •.. 
Gllf: The Water Yam. 
Uvl : Now ..-e ~ talki11g about boxes. First 

pltblict11io11 ~·11s 1J1c Yt11rba~. .,·/1icl1 fol· 
'°"'e<I ... 
GM: No, you could say the IVorer Yam 
because that's all printed. 
LM: 8ccn11sc it Cli111e 0111 before, e"·e11 
1/1011gJ1 it H'(IS $l(lfl'1tl lt1ter. 
GM: It came out before the Ycarbox. 
LM: JJec1111sc it took lo11ger 10 11rotl11cc. 
111e \Vatcr Yan1s 1J1e11, uy1s 1/1t11 pro· 
d11cctl bJ' )'Qli t111tl Geotge BrccJ11? 
GM: Well. by 111c, he just gave me the 
text. 
LM: So tlrt 1·ery first /Jo.r ..-as \Vater 
Yam. 
GAf: IVnrer Yam. )"C3h. 
LM: n101 h'OS ,,;1/1 Bob 011d George. 
Gilf: Thal's just George Brecht. 
LM: Gtotgt Bree/rt. IVell. .. 1101 am I 
1/ri11ki11g of, f"m thi11ki11g of Yam Festfrol. 
GM: IV111t•r Yam is complete now, that's 
complete works of George Brecht re­
ally, on cnrds, printed. 
LM: JVJra1 1'"'Cro so111e of 1J1c 01!1er early 
bo:t·es 1/1e11? 
GM: Ball and qui7. pul7.lcs, like the ball 
puzzle: .. Obse rve the ball rolling 
U(>hill"; you kno\v that one? 
LM: U/r huh. 
GM: Thnt's one of his early ones. Or a 
box that contained a s11ell1 ~ashell, and 
the text says. "'Arrange the beads in 
such a way that the word CU-A-L 
never occurs."' 
LM: 77re word »11ic/1? 
GAf: C-U-A-L 
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LM: C-U·A-1.. 
Gft1: Never occt1rs. It would not occur 
an)way. (Both laugh.) They arc shells. 
not beads. Very mysterious puzzles. 
(Both laugh.) Bob \Valls came out with 
rocks he marked by weight or \'Olume in 
cubic centimeters or "'hatcvcr and he 
came out with e:irly food art then, like 
1964. Made a fire hydrant. no, lire 
alarnt as a cake. 
LM: Di1J11 '1 lrt 111ake ti iW011a Lisa cake, 
too•! 
GiW: I don' t know about that but he 
made lots o f cakes. Then Dick Higgins 
didn't do boxes in those days. He was 
very intpaticnt nbout J)rint ing his cont· 
pletc \Yorks, \Yhich ,.,,ere volurninous, 
and I just couldn"t get to it, so then he 
decided he would open up his own 
press and print it. That"s how the 
Something Else Press came about, 
more or less frorn l1is impatience, you 
kno"'• not \vanting 10 wait for nt)' slow 
process. 
LM: flow "''"' yo11 s11pponuig yoi1rself all 
d11ri1rg 1l1is 1i111e? 
GAi : By having a job. So all those pro­
ductions were right out of my pocket. 
90% of my pay went to support Flu.•us 
productic>ns. 
LM: JVJ1a111-·a.s )YJt1r jol> 1J1e11? 
Gi\f: Grnphic design. So I worked 'till, 
oh, I think, 1968. 
LM: Wlro'tl )~Ill work for? l\•c forgo11e11 
JlOIV. 

C1\1: Oh, a snlall. onc·n1an studio. 
LM: Diffi•n:111 /X.'Oplc? 
G1\1: No. one pince. Earned about ten 
thousand so I spent nine thousand on 
Fluxus. 
LM: Do )'Ott /1ai·e 011y idea v.1/1a1 )YJI1 
10111/ly sptlll? 
GA1: I have an idea. On Auxus? 
LM: Um '111/t. 
G1W: Probably about fifty thousand. 
LM: f/as it paitl off! 
Gil-I: No. il'll never pay off. Look at 
Dick Higgins. how much he lost on his 
Something Else Press, like almost half a 
million. 
LM: Mfly I ask tr s111pid question? IV/ry 
tlit/11 't it p<ty off! IJec<111se, isrr 't {J(trt of the 
itlet1 1/1111 it 's Ion, c.·os1 011<1 11111/ti/Jle tlis· 
1rib111io11 ... 
GJ\1: No one \vns l,uying it, in those 
dnys. Nobody was buying at all. \Ve 
opened up n store on Canal Street in, 
what was it, 1964, and we had it open I 
think almost all year. \Ve didn't make 
one sale in that whole one year. 
LM: (l.o11g11S.) 
GAf: \Ve did not even sell a 50 cent 
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item. a p(J~tugc slllmp sheet. And th ings 
were cheap then . You could buy V TRE 
papers for :1 quarter. you could buy 
George Breehl puzzles f<>r <lnc dollar. 
Yearboxes ror twenty dollars. 
LM: So what 1/0 they cost now? 
GAf: Just to give you an idea: Ycarbox. 
a Yearbox is 250. complete SCI or v 
TREs is 350. or 9 issues, and the ll'ater 
Ya11i 1 ir you can still find any around. ls 
like around S 100. Used to be S 5. 
LM: It's a l1r111tlrtd 11ol' '· 171is is 1/1c 
campletr Goorge Brecht. 77ie /x1sic 1hi11g 
1/1at I '"'0111etl )'Ott 10 tt1lk al>0111 •vas, 
co11cen1i11g 1/1e cl1ort... 1J1is l>11si11ess of 
co11cro1is111. WJ1t11 <lo )'t)tt 111e1111 I>)' c o11· 
cre1is111 t1111J ,vJ1t11's 1/1c /1ist<>')'? I 'll j11s1 ask 
)"011 lx>t/1 q11es1io11s t111tl 1/1e11 )'Ott i 't111 tt1ke 
ii, 1l1e l1istol)', l101v )'Ott trace co11cre1is111 
anti !tow that ~ Cl'O/.-etl rotlay. Aud sec· 
0111/ly. wltat port tloes /111mor play in tltat 
a11d l1o~v do )'Ott trocc tltc l1istOl)1 of 
l1r1111or? lkct11isc ll st-e111S to 111e tl1at )"Or1r 
estl1e1ic is 1iecl 11p ivi1l1 /JQll1 o/ 1l1est! 1/1i11gs. 
GM: Yeah. that's righ1 . \Veil, con­
cretism is a very simple term, i1 means 

1hc opposi1c of abs1rac1ion. So tha1's 
\\'hat the dictionary n1caning n1eans: op· 
positc o f nb~traction. 
LM: IVcll. 1l1is tfocs11'1111ea111/1at a n!alis· 
lie pt1i11ti11g is co11t·rete? 
G!t1: No, bu1 the realistic pain1ing is 001 
realiS1ic, it's illusionistic. Righi? 
L>'<I: Um liult. 
GA1: So it's 001 concrete, 1herefore. 
Concrc1e painlin~ " ould be ... (Jh, some­
thing like Ay-o s holes. You know. 
t hey're all concrete. thcy"rc not illusion. 
If you painted 1he holes to look like 
holes. they would 1101 be concrete any­
n1orc. they '''Oultl be illllsionis tic. Many 
people call realis1ic paintings by the 
'vrong tcrn1inolog.y. Like Rcmbr:inc.tt or 
cla Vinci. 'J'hcy'rc no t realistic at a ll, 
they're illusionistic. No' " the fi rst co 11· 
cre1c pain1ing would be ... oh, like 
Chinese abs1rnc1 ca ll igrnphy. Tha1's 
concrete. There's no illusion about i1. 
LM: 8ect1t1se of ges111re 1>e;11g ... 
Gi\1: Yeah ( ... ) writes a charncter. Now, 
the same 1hing in music. You can have 
illusionistic music, you can have al>-
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stract inusic~ you can have concre te 
1nusic. O r )'OU can ltuvc poetry the same 
\vay. No\v in music lc1·s sa)' if you have 
an orchestra p lay. 1hat's abstr:.lct be· 
cause 1hc sounds arc all done artifi­
cially by musical ins1rumcn1s. Bui if 
that orchestra is trying to imi1a1e a 
S1orm, say, like Debussy. or Ravel does 
it. that's illusionistic nQ\\'. It's s1ill not 
realistic. But i f you' re going to use 
noises like the clapping or the audience 
or fart ing or \vl1atcvcr no\\1 that's con· 
c.rete. O r strcc1 Cttr sounds, )'Ou kno'"· 
Or a whole bunch or dishes falling 
down from the shelf: That's concrece. 
Nothing illusi<>n istic :1bouc i1 . Or ab· 
stract. So the sa111c thing \vith action. 
You have a b~1llc1 . \vhich is very ab­
scract. You make com1>le1ely concrete ... 
abstract gestures ... noching 10 do with 
everyday tire. So it's very stylized. very 
abstract. You can be ill t1sionistic, too, 
in a ballet where you ti)' to imitate 
something. like a SY.'an. the moven1ent 
or a swan; thal's still not realistic. Rcal­
iS1ic would be. let's say, if you marched 



in a c irc:le, just 'valkcd in a circle, like 
they had a ballet like that. These two 
artists ... they did Stravinsky's ballet in 
one version like that \vhere tl1c s<>ldiers 
just marched throughout the whole 
piece in a circle. That I would call a 
concrete ballet. 
LM: JVl1a1 lvere 1l1e best e.r1111111les i11 1l1e 
,,·is11t1l a11tl plastic arts? 
GM: For c<>ncrctc;! 
LM: Yeal1, 1,,·J1t1t 1vere 1/1e tl1i11gs tl1ttl 111os1 
i1ifltte11cetl )'011, bect111se yo11 k11olv, 1 1va111 
10 try 1<> get you a little more specific. 
GM: \Veil, the ready-made is the most 
concrete thing. Can't be more concrete 
than the ready-made. 
LM: 8eca11se it is 1vl1t11 it is. 
GM: Rigl1t, so that's cxtrcrne. concrete. 
There's no illusion about it, it's not 
abstract. Most concrete is the ready­
made. Now, Duchamp thought mainly 
about ready-made objects. John Cage 
cxtendccl it co rcady-ntade s<>u11d. 
George Brecht extended it furthcr­
nlorc, 'veil, togethe.r \Vith Ben Vautier, 
into ready-n1a(ie actions, evCr)•<l~ly ac­
tions. so for instance a piece of George 
Brecht '''here he turnecl a light on and 
off, OK' That's the piece. Turn the 
light on and the1l off. No'v you c.to that 
cvel)' clay~ right? 
LM: Um huh. 
GM: ... \Vithout ever knowing you're 
performing George Brecht. That's a 
re;tl concrc1c 1>iccc; yot• see, 1101 '''hen 
you <lo it like a stage piece especially, 
like cvCI)' day. I-Jc says another one: 
l\VO directi ons - yellt)\v and red. 
Alright, it could be streetlights chang­
ing from red to yellow. An}"a}', I would 
give to George Brecht a lot of credit for 
exte nding that idea of ready-made into 
the realm of action. 
LM: r1ftd 8e1r Val1tier? 
GA1: And Ben Vautier, tO<>. 
LM: What sort of things did he do that 
1vere alo11g t/1ese 1;11es? 
G111: \Veil, you sec he would make a 
ready·nlade out of everything. like he 
says he '''oulcl sign a 'var ~ts his piece; 
that's a ready-made. The whole Second 
\Vorld Wa r is a Ben Vau1ier 1>iccc. 
LM: (Lm1ghs.) I can't focus when I'm 
lt1t1gl1i11g. 
Gi\1: OK. 
L~1: s·o tl1e i<let1 of sig11i,1,c; ... tlit/11 ~1 Ire 
sig11 1/1e 1 .. ·orltl? 
GA1: \Vorld, God, evel)1hing, end of 
the 'vorld. No\v Ile is takjng rhc ready· 
made to absurdity, to the absurd end. 
He lca ,1cs nothing, untouched; he sign$ 
everything. Thcrcfc.)re, evcrythir1g is 

Ben Vautier. So the re is a humo r com· 
ing in a lready. But o thCl"\visc ltt1n1ori 
there's a lot <>f hun1or in Futurist~s 
'1"11ea tcr, tltere's also hun1or in j11st 
straight vaudeville. like Charlie Chaplin 
and Buster Keaton. Theres a lot of 
humor in musical humor. like Spike 
Jones. No,v, thC)' ntay not have a VCI)' 

clircct in011cncc, but they '"ere st ill 
there. so thc re1s still that tradition <>f 
<loing funll)' concerts an<I fu1111y n1usic. 
And 1301> \VattS \VaS sort of keen Oil 
humor. And Ben Vautier again) but I 
'"ould say I 'vas 111ostly concerned 'vith 
hun\or. I Olean like t h,,t!s nt)' ntain in­
te res t, is hun1or. Ancl Bob \V;.-ttts had a 
lot of it, that concern. George Brecht, I 
don't k1tO\V, 1l1aybc <1uite a Jot, too. But 
generally most Fluxus people tended to 
have a concern '''ith humor. 
LM: Do you 1lti11k 11ta1 1lta1s so111e1lti11g 
1/1t1t 110(/ bee11 lacki11g i11 tl1e sce11e ;,, 
ge11eral? 
OM: Rigl1t , yeah. Even in Futurist 
times hunlor ' '1as sort of ver)1 incidental. 
I 1nean1 thC)' 'vcrc VCI)' dal'n serious 
'''it l1 their serious nlanifcs tos. \Ve canlc 
<)ut 'vith funll)' ntanifestos. l n1can. they 
'"<>ulct never '''rite funnv n1anifcstos. 
The results n1ay have looked funny llut 
l ike they didnt really intend it to be so 
f11nny. Like tl1cy, you kno,v, they 'vc rc 
nlore interc.sted in sl1ock value tha11 1hc 
ht1n1or value. So lots <)f b<>xe s \Ve n1a<lc 
;ires<> very hun1orous1 fi ln1s, e"Cl)'thing! 
concer1s, s1>orts events, foocls, '"h"1ever 
'"c (li<li like even serious things like a 
Ma~ ended up to be ht1n1orous. 
LM: Do these same principles though 
11pply 10 performance, Fl1w1s perfon11-
1111ce? 
G1H: Yeah, right. \Veil, not as much. 
You see, the reasor1 I ant so concerned 
\vith that, is lhi•t t lt\lt's an architect 's 
training~ 1 111can, that's tile '"ay an ar· 
chitcct thinks, he thinks in f11nctional· 
isn1, othel'\\•ise he's not an architect, 
he's a sculptor or stage designer. If he's 
an architect or e 11ginecr lte'IJ think i11 tt 
funct ional '"ay. Or a 1tlathen1;;11 icia11 
thinks in f1111cional \vay. als<>. Functi<>Jt is 
a n1athcn1atical teml. No'v in pcrfornt· 
a nce. to a certain dcgrcc1 c>f course, if 
you're going tO have a harpsichord ;ind 
yot1 \Vant to <lo ~1 piece. then <.>bvi<>usly 
you should use the harpsichord for that 
piece. You do11't have t<> lllay on the 
keyl>c>ard, you kno''', and (>la)' Couperin 
or something bu t you should use some 
ch:iracteristic of the harpsichord: its 
shape, its ligl1tness or the '"tl)' the 
strings respond to objects being thrown 
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into it c)r \vl1atcvcr. That '"oulcl be a 
fu11ctio1lal 'vay of using it. An<I a non· 
func tional '""Y' I '''Ould say, 'vould be i f 
you, sa)•, Sl(>()<f next to the harpsichorcl 
an<l played a violin, you kno,v. No,v, 've 
have done ~l piece like tllat, too, '"here 
t• perforn1cr played the l1arn1t)nic.a itt· 
s i<le the harpsichor<l, bul th~tt '"~'s as a 
joke. in other words. you thought he 
<>pens up the hars>sichor(I. .. 
Lt-.·1: Tltt1t 1vas 111e 1/111t tlitl tl1tlt. 
GM: Yeah. That"s a good piece. You 
thought, you kno,v, tl1e a 11die.nce 
thought, well, you're going to perform 
son1ething on the s trings or sontcthing 
insi(IC ancl then yo11 hear harn1onica 
sound corning (IS a sur1lrisc. so i1's sort 
of like a surprise piece. But definitely, 
sec, it's n1orc obvious to be functional, 
easier, Jet's say, to be functional in 
performance. 
LM: Et1sicr. 
GM: Yeah, <lcfinitely, l>eca11sc, y<>u 
kno''" you're give1l not as nt(lny li'11ita-
1ions. }'Ou'rc. given. in fact, l1e lp. You're 

' getting all those instruments a n<l you 
may let yourself use them. So you end 
up using 1hc111. You' re being funct ional 
then. It~s a little harder '''hen you arc 
trying 10 clesig11 Ot>jCctS because the lCn· 
<lency is tt> bccon1e just decorative and 
just apply decoration on top or things 
that 11a,•c no thing to do \Vith ' "hat you 
arc clt)ing. You knc)\V, it's likei look a t 
the s tores that they sell s taiioncrics, I 
n1ca11, n1os1 <>f the statione rs have n<> 
funct ion a t a ll, no relaticu1ship to the 
i<lc:t of the envcl<)pC, 'vhich n1cans e n­
closing son1ct hing else. No''' Jain1c 
Davidovich did a functional piece. He 
wrinkled up a piece of paper and then 
painte d tl1e 'vrinkles of pas>er so tl1at it 
canlc out like const~•nt ly 'vrinkled 
paper. 
LM: Pri11tetl t1:s 1vri11k/es? 
C1\1: Ye(l(i. I wonld say that's more or 
lc.ss of a functio11al, he used the fune­
tio11 of a 1>aper, he di<I :;on1e1hing thcit 
the paper, tha1 is ch;·1racte.ristic of the 
1>aper, )'OU kno'''· ~1n<l clidn't 1>rint, you 
kno,v, s<>n1cthing that llad no connec­
tion 'vitll the. (>aper. 
L~t: rVe/I, oka)', 1vlt;/c "·e 're 011 t/1is ter~ 

111i11<JIOg), tlre11, l1o•v tloes fi111c1io11a/is111J 
uilriclr is :1011 <Jf <I fiii:ori1e co11<.·en1 of 
)'01111; becfl11se of )·011r t1rcl1i1ccn1re b11ck­
grt>1111tl, lt(>•v tlooJ· 1/1ttt 1/iffer frot11 tlze 
1111to 111or1>l1is111 tl1a1 )~011 l1ave 11t1<ler Bob 
1\1orris? 
Gi\1: Oh, it's an entirely different thing 
no,v. Autonlorphisnt nleans a thing 
n1aking itse lf. 



LM: Ult ltulr. 
Gi\1: Okay. So, now, and he was about 
the only one that I know that practiced 
that form of art. And I coined that 
term. he. nobody, I think, has used that 
term. auton1orphism. 
LM: Ulr lrult. 
Gi\1: By that is meant, for instance, I'll 
give )'OU some clas.~ic examples of this. 
He built a box which contained its own 
making - sound or its own making, a 
tape, 1hc 11131cing of that box. And that's 
all it was, it \vas just a box witll tape 
inside or its 0\Vll lllaking.. He n1adc a 
filing system, the whole like a library 
card filing system. 
LM: I know tit/I/ piece ... a file that refers 
to itself 
GM: ... where every card described its 
own making: where he got the paper, 
where the card. what size. and you 
know, like everything was pure auto­
morphism. you know. but. like, that has 
nothing to do with functionalism. 
LM: Or C<H1cre1is.t11? 
GM: \Veil, it's very concrete. 
LM: I wont 10 j11St get a few catdra/I kind 
of lflicsti()t&S lie.rt. I 't\'011l~<I 10 k11ow if )"Ot1 
111ade a co1111ec1io11 betn'Ct11 Fllwu a11d 
Dacia, i11 1/1111 / ':/1004s is a 11a111e 1/1a1's 

applied to, let's say. for lack of a belier 
•W>ttl, '' certai11 s<1rt of est/1e1ic or <rp· 
pr0l1cl1 to CJ.'/Jrc.fsio11 1111tl 1J1c11 1J1crc \vcrc 
nrortls, tl1i,f itlct1 of 11 •vor1f bci11g ki111/ of 
i11vc111cd to re111't~Sc111 '' se11sil>ilit)~ D11cla 
fltlS t/ltll. 

Gi\1: Yeah, well... there's nothing 
wrong the re. 
LM: Ami 1l1ei1 there~ ~·Jen ... 
GM: It became that, eventually. after a 
few years. ii b<:came l would say not a 
group. but more like a way of life, you 
know. Now Dada was definitely a tight 
group with a strict membership. Au.•us 
is not. l t's more like a way of doing 
things. you know. Very informal, sort of 
like a joke group. It's like if you ask 
people like George Brecht, "Arc you 
Fluxus?", then he'll just laugh at you. 
It's more like Zen than Dada in that 
sense. If you ask a Zen monk, " Are you 
Zen?" he probably won 't reply by 
sayng, "Yes. 11111 Zen." l-le'll give }'Oll 
~(>n1c o<l<I answer. like hit you on tltc 
head with a stick. So. it's 11ot that 
rational of a group. It's not easy to 
describe it in just u sentence, its charac­
tcristie1. Bui I th ink like you carry many 
things over. It has the humor; it does 
have the functionalism, a lot of that: it 
is very concrc1c. I think; it has in· 
nuenccs of like John Cage, tremendous 

i11nuencc. and Ouchantp. and 10 a slight 
degree maybe Yves Klein by way of Ben 
Vautier. And in music, the same thing, 
concretism again. like humor may 
branch out into absurdity and things 
like that. or absurd theater. Now by 
n10nomorphism, you mentioned mono­
morphism. 1ha1's an importan1 item 
which shou ld be mentioned. That's 
where it differs from Happenings. See, 
Happenings arc polymorphic, which 
nlca1ts nt~1ny thin!? happening at 111e 
same tin1c. 'fh at ~ fine. 1hat's like 
bar<><1uc thea ter. You kno\v, there 
would be everything going on : horses 
jumping and fireworks and watcrplay 
and somebody reciting poems and 
Louis XIV eating a dinner at the same 
time. So. that's polymorphism. Means 
many, many forms. Monon1orphism. 
tl1at means one for'm. Now, 1he reason 
for that is that, you sec. lot of Fluxus is 
gag-like. That's part of the humor, it's 
like a gag. In fact. I wouldn't put it in 
any higher clas. than a gag. ma)bc a 
good g;tg. 
LM: R"'11/y? 
G1lf: Yes. 
LM: Yo111/011 '1 co11sitler Fl1ro1s an? 
Gi\1: I... no. I think it's good, invcnth·e 
gags. That's \vha1 '"'c·rc doing. And 
there's no reason '"'hy a gag, son1c 
J)eoplc. if 1hcy \V:tnt tl) call it nrt. fine, 
yOl• krlo\v. Like I think gags <..lf Buster 
Kcat<>n arc rcully n high art for1t1, you 
know, heh, heh, sight gags. \Ve do not 
do just sight gags: sound gags, object 
gags, all kinds of gags. Now, you can't 
have a joke in n1ulti-forms. In other 
\\o·ords. )'OU can't have six jokers stand­
ing and telling you six jokes simul· 
taneously. It just wouldn't work. Has to 
be one joke at a time. 
LM: &ca1ise joks apply to our li11"'1r 
~xptCIQliOllS. 
G/11: Right. The whole structure's 
linear a1ld )'OU ca11't h:t\'C C\1cn t\\'O 
jokes simullaneously: you don't get it. 
So the whole structure of a joke is 
linear and 111onon1orphic nnd I 1hink 
that's \vhy our C<>ncc1>1 pieces tend t<> 
be 1J1a1 'vay; it's like a g~lg. You can't 
have three gags sin•ult:tnCc)usly either. 
you're just going to n1iss t\vo of thcnl. 
You!ll get one {Inc.I 111iss t'vo. Watch 
Buster Keaton. Mc'll never have two 
gags al the same time. They follow one 
another very quickly, but they will not 
be sin1ul1ancous. And if they're simul· 
tancous. usually they're bad gags. 
That's one reason l think the Marx 
Brothers arc not that good on gags 
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because they just overcrowd them. They 
just, you know, put many gags together 
and then you just miss it unless you sec 
their film five. six times and you can 
son the gags all out. 
LM: Q11<Sli0t1. tlte11. If you. okay. you 
C()l1$idu Flt<XllS llOI f'<Olly 0 i,'1Vltp bit/ a 
se11Sibilil)•. ki11d of. 011d )'Oft 1/011 '1 co1isider 
it iliglt arr, )'Oii co11sidu it gag. 
G.~1: Low art. Yeah. 
LM: Yeah. What do )'Oii co11sider the 
srare of 1l1c t1rts tt t 1/1i:r p<>i111 ll11d 1,•/101 tlo 
)'Oil co11si1ler l1igl1 11rt? 
G1\1: Well, there's u lot, too nluch, high 
art, in ract~ t))(lt'S \Vh)' we're <loing 
Fluxus. 
LM: Compare FltL<tlS mul ... 
GM: And high art? 
LM: And ltiglr art todtty. 
GM: First of all. high art is very 
ma.rketable. You can sell for half a 
million. you can sell for 100,000. You 
know. very marketable. Second, the 
names arc big names. they're mar­
ketable names. Like. )'OU just have to 
mention the n•me and everybody 
knO\\'S. like you n1cntion \Va rhol. 
Lichtenstein. everybody knows. Men­
tion Ben Vautier. even George Brecht, 
very few people will know. And now 
even when they say a yearbox sells for 
250, there are very few collectors who 
\Viii collect thcn1, 1hcy'rc jus1 special 
collcctOl"S or J'i"luxus things :tn<I they're 
\villing to 1>ay those prices bccat1sc 
they're just not available any more. But 
museums don't buy it. Now high art is 
something you find in museums. l'luxus 
you don't lind i 1\ nluscums. Ml1scums 
just don't have i1. ·rhc only exception is 
the Beaubourg and that's only because 
of Pontus Hultcn, and even then, he 
has all the Fluxus things in the library, 
not in collections or art, but in the 
library he has documents. So he doesn't 
consider it arl either; he considers if a 
docunlen1. 
LM: 8111tlrat1foes11 't botlttr )'011? 
Gft1: No, in fact it pleuse..< me. 
LM: Wlty does it plmse yo11? 
GM: Becal1Se \vc'vc never intenclcd to 
be higlt art. \Ve cun1c out 10 be like a 
buncl1 of jc)kers. In fact, I gave a couple 
tin1cs an ~1ns,vc1', to c.1ucst ions one 
banker asked n1c \vhcn we rt1lJ)lied for a 
mortage. They asked O-Ob \Valls what 
\\•as his profession. he said , '"'ell he \\•as 
a professor for twenty-five years. Then 
they asked what do I make and what do 
I do and I said "I make jokes!" "Oh,'' 
they said, "you're not going to make a 
joke out of the mortagc now will 



you?" (Laughs.) 
LM: Li11/e did they know. (/.,twghs.) 
G1\1: (Laughs.) Now, l ike our early 
n1anifcstos, \Vhcn rhcy 'vcre still scric)uS, 
like the first or second year, they were 
all anti -art sort of, and all tended to be 
towards the sort or forms that every· 
body could do. You sc-e, it"s all con· 
nec1ecl \\•itl1 John Ca.ge. \ Vhc11 Johll 
Cage says that y<">u can l isten to strcc1 
noise and gc1 art experience from tl1at, 
then you don't need musicians to make 
n1usic. E\'C·J)'bOcly can t.>e his O\Yll nlusi­
cian and l isten to street noises. I f you 
get art experience from the George 
Brecht piece of turning 1J1c light on <tncl 
off every evening or ntorning, cvery­
b<>dy is that, you see? You' re lec'tving 
the whole professional art ist comp· 
letely. If you can get from everyday l ife 
experience, from e'•eryday read}1

-

1nadcs~ you can substitu te art ex­
perience 'vith that. 1l1cn you con1plet e1y 
elin1inc·1tc the need of artists. All J 

\VOuld adcl is that I \Vould say, '''ell, 
even better \vould be to obtain an art 
ex1>crienCe fronl a chair by Charles 
Ean1cs, let's say. 1'hcn you have a goocl 
chair )'Ou can sit on, pll1S )'Oll have a11 
art experience \Yhcn you sit on it. You 
kill two birds with one stone and still 
have no :irtist needed, but you need 
thcr\ son1cbo<ly like Cl1arlcs Ea11lCS) 
J1eh1 heh. 
LM: So t/r(l(S r;e11i11g back to sorr of like 

fi111c1io1111/is111 agai11. 
Gi\1: That you see was my. I was push· 
ing him. 
LM: Uh lwlr. Okay. 
G1\1: Bob Watts \vas probably the 011c 

\Vho disagreed n1ost ""ith ft1nctionalis111 
and you'll notice there arc many of his 
pieces that are completely nonfun· 
Ctional. 
LM: Well, some of them are. 
G/vf; For ins1ancc, postcar<ls. 
LM: Tl1cy 111t1ke '' jok.e of fi111c1io11 so111e-
1i111es. 

GM: No, thcrc1s just no connection. 
"'' e 'll n1ake a 1>ostcar<l that has nothing 
to do ' vith a pos1carcl. No,v, Oen 
Vaut ier will do a very functional pOSt· 
c;:,r<l \vherc he has one called "Post­
man's Choice". On one side of the past· 
card he'll write one address with a 
stan1p and on the other, another 
addrc-s.~ 'vitl1 a stan1p. 1'hat1s functional-
1sn1. 
LM: Ye<1l1. 
GM: He's using the medium for a piece. 
Now the postcard is used, he under­
stands the nlediunl and he uses tltc 
medium for his piece. It's closely con­
nected lO the 'vay the 1>iece is con1· 
posed. But if you stan1p }'011r O\Vn face 
on the postcard, s<) ' "hat'! 

·rranscript Of the vidcottipcd intCl"\1 iC\\' \\'ilh 
George Maciun:1s by l....,'trl)' ~1iller, March 
24, t978. 

George f\1aciunas, Vid(~o1ape by Lany l\,fillcr. 1978. (Foto l..<ir ry t\.1illcr). 

233 





Yoko Ono 

To 1/re Wesl<''a11 People 
(•vlro a1te11detl tl1e 1t1ecti11g) 
• a /0011101e to 1t1y lec11,re 
of January J 31/r, 1966 

When a violinist plays, which is inciden­
tal: the arm movement or the bow 
sound? 
Try arnt n1oven1cnt only. 
If n1y music seems to require physic.al 
silence, that is because it requires con­
cen1ra1ion to yourself - and this re· 
quires inner silence which may lead 10 
outer silence as well. 
I think <>f n1y music n1orc as a practice 
(gy<>) than a music. 
The only sound that exists to n1e is tlte 
sound of the mind. My works are only 
10 induce music of the mind in people. 
II is not possible 10 con1rol a mind-rime 
\\•ith a stop,vatch or a n1c1ronomc. In 
the 111ind-,vorld, things spread out and 
go beyond tin1c. 
There is a wind that never dies . 

••••••••••••• 
My paintings, which are all instruction 
paintings (and meant for others 10 do), 
came after collage & assemblage (1915) 
and happening (1905) came into the art 
world. Considering the nature of my 
painting, any or the above three words 
or a ne'v \vord can be used instead of 
the word "painting". But I like the old 
\vord painting because it in1rncdiatcly 
connects \\'ith 11\\•all painting·• painting, 
and ii is nice a11d funny. 
Among my instruction paintings, nty in· 
tcrcst is rnainly in "painting to construct 
in your head". In your head, for in· 
stance, it is possible for a straight line 
to exist - not as a segment of a curve 
but as a straight line. Also, a line can be 
straight, curved and something else at 
the same ti1t1e. A dot can exist as a 1-, 
2-, 3-, 4-, 5-, 6-dimcnsional object all at 
the sante ti1ne or at ''arious tintc-s in 
different combinations as )'Oll 'vish to 

perceive. T11e n1ove1nent of the ntole­
cule can be continuunt a11d disco11-
tinuun1 at the san1e tintc. ft cart be \\•ith 
colour and/or \vithout. l"hcrc is no 
visual object 1ha1 does not ex.isl in com­
parison to or simultaneously with other 
objects, but these characteristics can be 
clintinatcd if you \vish. A s11nse1 can go 
on for days, You can cat up all the 
clou(IS in the Sk)'. You can assentble a 
1>ai11ting 'vith a 1>erson in the North 
Pole over a phone, like playing chess, 
This painting method derives from as 
far back as the tinte of the Sccon(I 
World \Var 'vhcn \VC l1ad no foocl to 
cat: ~ind n1y brother and I exchanged 
ntcnus in the air. 

Nella pagina ;1cc.:1nto: 
Yoko Ono, 1961. 
(Foto George Maciunas). 

Yoko Ono, Cut Pit,·e, 
Co1rncgie Rcci1al Hall. 
NC\lo' York, 1%5. 
(Foto Minoro Nuzuma), 
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Yoko On<>. 
/ }til lOtlU', f'ifnl II(), 4 . 11)()6, 
( Fo10 Johll D. Drysdale). 



N FACING f',1i11ti11·, To l/.1111mcr A Nail /11 

las l)L'<..'11 i)rt:SL'lllc.:li i11 "l'\'(.'r:tl t.l iffl"r t:11t sl1a1)cs si11cc 

rs C<l1lCL'l)ti<l11 i11 196 I. -r his t i 111 l" I <..i<..·L·ii.ll'(.i t <) <l<> 1t 

11 t l1i s f<lr111: ;1 sh;111l' <>f ,1 1,:r<l:-.:-. ... . l111 n1l·1.l ia t l"ly 

1ftcr 111y ... lt:\.:i .. i(>it, I l'• .. :Cl>~11i,,:1..I a11 1111 111L·11s1..: fc~1r 111 

lll: ,,·!1icl1 J1 ;1l1 11clt h i11g t<• 1.i <> ,,·itl1 111y c<>lll.."L'r11 f<>r 

he ;1rrist il' 111l·rit <ii l h l· 11icL·1.: l1 l1t 'vir l1 111y \V ;1r~1cti 

·c11sc <>f \'a lt1c. I \\'.ls .1 fraill <>f l1a111 111c ri11J.! a 11~1il i11 

1 11iccc elf fL'<..·ycJL',.J '''<><>ll ,,·l1il1..: I ..;. l1arc<..I a11ll ll;lr-

Sopra: Yoko Ono, 
lnstallation Shet1 Stt1<liu111, 
"A\fant-Garde Festival". 
New York, 1974. (Foto Larry Miller), 
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IJ,llt c~vat Of fir/ f l lll.51M1d P•lnt l fl;l 
v(tll • c(J&l'ttlt at tu1.y t111ot fo' Wl1 
lftll\h. o.t tl.sif. 
k• die ~ ..,,.._,. 
ftS ,..1 .. u._ _.,, "*"'- o. ""°'• 
~u or palalafli& It p:oe. 

There may be a dream that two dream 
together, bul there is 110 chair that two 
see 1ogethcr. 

••••••••• •• 
I think it is possible 10 sec a choir as i1 
is. But \vltcn you l>u1·n 1he ch:iir, you 
suddenly real ize that 1he chair in your 
head did nol burn or disappear. 
The world or construc1ion seems to be 
1hc most t:ingib1c, und therefore final. 
ihis n1adc n1c ncrvo11s. I started to 
\\'Ondcr if it \VCrc really so. 
Isn't a construc1ion n beginning or a 
1hing like a seed? Isn't i1 a segmc111 or a 
larger to1nli1y, l ike 110 cle1>l1an1·s tail '? 
lsn ' t son1c1 hing ju~t ubout to cn1crgc· 
not quite structured - never quite st rue· 
tured ... like an u11finished church wi1h a 
sky ceiling? Therefore. the following 
\Vc)rks: 
A venus n1adc of 1>l:1stic, cxCCJlt that 
her head is 10 be imagined. 
A paper ball and a marble book. except 
that the final \•Crsion iS lhc fusion or 
thc.sc l\VO ol>jccts \VhicJ\ co1nc into ex· 
istancc 011ly in your head. 
A marble sphere (actually existing) 
which. in your head. gradually becomes 
a sl1ar1> cone by the tirnc it is cxtcnllcd 
to the for end of the room. 
A garden covered with 1hick marble 
instead or snow - but like snow. which 
is to be appreciatccJ on1)1 '"hen you 
unCO\IC r the rtlarblc co:1t ing. 
One tl1ous;tnd needles: in1aginc thread· 
ing them \Yith a s1raight thread. 

••••••••• 
I \vould like to sec the sky n1;1cl1inc on 
every c<)rncr of the street instc:1cJ of the 
coke n1achinc. \Ve need more skies 
lhan coke. ........ 

Clul a Mle lft • .... 1~11(4 vtth ttt41 
ot ""'•tnd and rl•c• the bq, ..tltrt 
tlwr• 1• "1.1114. 

Dance was once the way people com· 
m11nica1ed with God and godlincs.~ in 
people. Since when did dance become u 
pas1ed-facc cxibilionism or dancers on 
the spotligh1cd stage? Can you not 
co1nn1unicatc if it is to tnlly dark? 
If people 111uke it a habit to dr:1w a 
SOnlmcrsault on cvcrv ocher street ils 
1hey commute 10 their offi«. lake off 
their pan1s before they fight, 'hake 
h nlldS \Vilh Str;ltlgCrS \\1hCl1CVCr tllC)' fCC) 
l ike it, give n()\\'CrS or part of their 
clothing 011 streets. subways. elevators. 
1oilcts, etc., and if politician~ go 
through a tea house door (lowered. so 
1>t<>1>IC 111usl l>cnd very lo'v to get 
1hrough) before they discus. anything 
and spend a day wa1ching 1hc fountoin 
w.itcr dance a1 the ncarcs1 park. tl'c 
'vorld business n1ay slO\V (fo,vn a little 
bu1 '''C n1ay l\nvc pence. 'l'o n1c this is 
dance. 

••••• 
All my works in the other rields have nn 
·•Even I bcnl'' so to speak. People ask 
me why I call some works Evcnl and 
others not. They also ask me why I do 
not call my Events "Happenings". 
r;,rcnt, t<.) n1c, is not an assin1il;it ion of 
:111 the other :iris as I lnppcning ,eems 
to be, bul an cxtrica1ion from 1he 
\*nrious scnM>ry perceptions. 11 is 11ot "a 
get togetherness·· as n1ost happening.~ 
urc, l>ut a <lc:1ling \vith one-self. Al!:'o. i1 
has no scri1>t as happcni11g< do, though 
i1 has w111e1hing 1ha1 >!arts i1 moving -
the c losest '''Ord for it m:t)' be a .. ,vi~h •· 
or "hope". 
/\t a sn1all dinner pa rty last '''eek, '''C 
l'\1ddcnly discovered that our poet 
friend \vhom \\·C admire very much \\1as 
colour blind. Barbara Moore said, 
"Thal explains abou1 his work. Usually 
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people's eyes arc blocked by colour and 
they can'1 sec the thi11g." 
After unblocking one's mind. by dis· 
pcnsing wi1h visual, auditory. and 
ki11c1ic perceptions. " ilat will come out 
of us? \Voul<I 1here be :tn)1hing? t 
\vondcr. And n1y Events arc n1os1ly 
spe11t i1l , .. ·ondcr111ent. 
In Kro10, a1 Nnnzenji Temples 1hc 
High Monk was kind 10 lel me use 011c 
of the ten1plcs nnd 1l1c g:.tr(lcns for n1y 
Event. It is a 1cn11>lc 'vith grc:1t hi:;tOI')'. 
and ii \\' 3S an unheard or honour ror the 
Monk to give permission for such a use, 
e•pCci:illy to " woman. The Evcnl took 
pl::-1cc fron1 evening till cli1\vn. About 
fifty people came wi1h 1he knowledge 
that it \Viii la~t till da,vn. Tl1c ins1ruc· 
tion \vas 10 \\1atch the sky and to 
"tOl1ch~'. Son1c of 1hcn1 were just fas1 
aslcc1> until <1~1,vn. Son1c sat i11 the gar­
den. some 011 the " •idc corridor. ' vhich 
is like a ver.i11dah. It w·.is a beautiful full 
n1oon nig.ht. and the n1oon \vas so 
bright that the n1ountains nncl the trees, 
which usually looked black under the 
moonlight, beg~1n 10 show their green. 
People talked about moonburn. moon­
bath. and about touching the sk·y. livo 
pcOJllC, I ru.)ticc<I, '"ere \vhispcring ull 
abou1 their life story to each 01her. 
Once in a while. a restlcs; person would 
come to me and ask if I was alright. I 
thougl1t rhat 'vns ''Cry an1using, becau$c 
it \v;1s a very ' varn1 and pcnccfttl July 
nigllt, and there ,,,,~ls 1to reason \\1hy I 
should 001 be alrighl. Probably he was 
starling 10 feel S-Olllething happening lo 
11in1. son1e1hing that he c.li<I no1 yet 
kllC)\\' llO\V lO CO))C \Viti\, the only \V<IY 

out £or him was to con1c to n1e and ask 
if I was alrigh1. I was a linlc nervous 
about people making cig:irenc holes on 
1hc national trcnsurc floors and ta1an1i, 
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from being high on 1he moonlight, since 
most of the people were )'Oung modern 
Japanese ;ind son1c Frcnc-h and Ameri­
cans. But no1hing like tha1 happened. 
\Vhcn 1hc morning breeze slarted to 
come in, people quietly woke up 1hcir 
friends. and we look a ba1h, three a1 a 
time, in a b.11h especially prepared for 
us at that hour or day. The temple bath 
is nladc of huge stone. and i1 is very 
warm. After the bath, , .. ,c had n1iso soup 
and onigirl (rice sandwich). Wi1hou1 my 
saying anylhing abou1 i1, people silcn1Jy 
swcp1 the room und mopped 1he cor­
ridor before leaving. I did no1 know 
n1ost of lhcn1. us they \vere n1ostly 
Kyo10 pco1>lc, and they left without 
giving their nan1es. l \vOndcr \vho they 
\\1Crc. 
At ano1her time, also in Kyoto, before 
the Nanzcnji Event, I had a cuncerl al 
Yamaichi Hall. It was called 771e Strip­
ttast S/10•'' (it \\':&'.) strippi11g of the 
mind). \Vhen I incl the High Monk the 
ncx1 day. he seemed a bit dissa1islied. 
--1 went 10 )'Our cuncer1", he said. 
'"Thank you. did you like i1r· 
'"\Vell. why did you have 1hose 1hrec 
chai rs on the stugc and call it a strip­
tease by three?" 
" If i1 is a chair or stone or '''on1an, it is 
lhc same thing. my Monk.'' 
"\Vhcrc is the 111usic'?'' 
"'J'he 1t1usic is in the 1ttin<.I, nly M(>nk." 
"Out th:ll ii; the s:.1111c \Yith '''hat '"c arc 
doing, :1rcn' t you on avant·gardc com· 
poser?" 
"That is a label whic:h was put by others 
for convenience ... 
" For insrnnce, docs Toshiro Mayuzumi 
crca1c music of )'Our kind?'' 
- 1 c.1n only speak for myself.'' 
"Do you have many followers?" 
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"No, but I knO\\' of l\\'O n1cn \\1ho kno\\1 

what I am doing. I am very 1hankful for 
1ha1:· 
Though he is a High M onk he is cx-
1remcly )'Oung. he may be younger than 
m)'SClf. 
I wonder wha1 1hc Monk is doing now. 
Another Even1 tha1 was memorable for 
me " 'as Fly, a1 the Naiqua Gallery i1l 
Tokyo. 
People '''ere asked 10 con1c prepared to 
Oy in lheir 0\\'11 '":•)'. l did not attend. 

•• II 

Pco1>le tnlk ahout hap1>ening. They say 
1ha1 ari i.s headed 1owards 1hat direc­
tion, that hnpp..:ning is ,assi111ilating the 
arts. I cJon't believe in collectivisnt of 
art 11or in hnving only 011c direction in 
ltn)1hing. I think it is nic:c to relurn to 
having m•ny different arls. including 
happening. jui.t a~ having nlany 00\vcrs. 
In fact, ''"C coukl l\:J\"C n"K>rc ans ··well ... 
·~vcigln", "1as1c". "cry". "anger" (com­
pclition Of anger, lhal SOrl Of lhing}. CIC. 

People migh1 say 1ha1 we never ex­
perience thin~ separa1cly. they arc al­
wa)'S in fusio11, and that is \\'hy .. the 
l1appcning'', \\•hich i) a ft1sio11 of all 
sensory perceptions. Yes. I :ogrcc. bu1 if 
that i.s :it>. it i.~ i!ll the more reason and 
challenge co creole a sensory experience 
iS<>lc:1tccl fronl 01hcr sensory experiences, 
'"hich is son1cthing r:1rc in claily life. Art 
is not 111crcly :1 du(>l ication o f l ife. To 
.a$Sin1il::11c ~lrt in life. is different front a1·1 
duplica1ing life. 
Bt1t returning to having various divi­
sions of arl docs no1 mean. for ins1anec, 
tha1 one mu,1 use only sounds as means 
to crca1c mu.sic. One may give instruc-
1ions 10 watch 1hc fire for 10 days in 
order to crca1c ntu~ic in 1he mind~ or 
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drink water once a nlon1l1 to ere.ate a 
\rision in 011e's mind. 

• 
l'hc nlind is omnipresent. C\'ents in life 
never happen alone and 1hc history is 
forever increasing i1s \'Olume. The natu· 
ral state or life and mind is complexity. 
Al 1his poin1. what arl can offer (if it 
can a1 ull - to n1c it sccn1s) is an 
abse nce or co 1r1plcxi ty. a \'acuun1 
thr<>ugh 'vhich you urc lccl to a slate of 
co1l1plctc rclax:1tion <>f 1nind. After that 
you may rel urn 10 1hc complexity of life 
again. it n1ay n<>11)C the su111c, or it n1ay 
be, or Y<lU ll'lllY never return, l>ut that is 
your J)roblC1l1. 
Mental richness should be \vorried just 
as physical richness. Didn'1 Chris1 say 
lhat ii was like a camel 1rying 10 pass 
1hrough a needle hole, for John Cage 10 
go to hcttvcn? I think i1 is nice to 
abandon what you have as n'luch as 
iX)SSible. as nl:ln)' mcn1:1I possessions a..5 
the physical ones, as 1hcy cluuer )'Our 
mind. It is nice to maintain pc.n•crty of 
cnvironmeni. sound, 1hinking and 
belief. It is nice t0 keep oneself small, 
like a grain or rice. instead of expand­
ing. Make yoursel f dispensable. l ike 
paper. See l iule. hear lit1lc. and think 
liulc. 

"The h-Ody is the Dodhi Tree 
l'hc nlind like :l l)1·ight rtlirror stancling 
Take Ci11·c to '''il)C il all :11 the 1in1c 
And allo''' n<> dus1 10 cl ing," 
(Shen-hsiu) 
"There never was a Bod hi Tree 
Nor brigh1 mirror Slanding 
Fundamentally. not one 1hing exisls 
So where is the dU•I 10 cling?" 
(Hui-neng) 
Janu31)' 23. 1966 



Ben Patterson 

Memo: A STATEME T 
Subjcc1: "How 10 Look Front. Back and 
1hcn. Some1imcs All Around 
1··0: 1\ll f>ersons Ct>nccrnctl 
J.'r(>lll: l)cn ratlCl'S(lll 
Da1e: April 17. 19\10 
Re: ··TOUCH" 

I I. By defini1ion. 1hc mos1 sublime of 
nil 1n11hs is 1ha1 no1hing NE\V has e'·er 
been ADD ED to 1hc UNIV ERSE! 
(WI IAT?) (The theoiy conl inucs thn t 
!here is no1hing oihcr 1han "\111-lAT 
IS".) 
I 2. Thus. 1hc 1ru1h of the maucr is 
1hat. 1ha1 which we have heralded as 
" !he new" is no1hing·lcss 1han a ··S<>mC· 
thing" - a something that a you. or I 
would have discovered (ab<rnl then or 
no,v), as just another 1>arc of the 
" \VllAT IS". 
I 3. In general. 1hc explaining of all of 
1his is usually 1he job of 1hc rcsidcn1 
ar1is1. philosopher or scicn1i.s1. 
I 4. Theirs is inclcctl. a diffict1l1 '"·ork. 
Just consider even the 111ain tasks: 
A. Framing of <1ucstions. which (0111 of 
lhc chaos of 1hc universe) seek 10 iso· 
l :llc sign ifican t d:lla and suggcsl 
possible rcla1ionships wi1hin 1his infini· 
1y of clues. 
11. Converting all 1his information into 
prescriptions .:incl <lc.scrip1ions for such 
architectonic fornlat~ as 'viii inlprtcl 
'vith n1ajor C() 11SC<1ucncc upon the next. 
or next-next gcncrntions. (Here be 1hc 
germs advancing/evolving human per· 
cep1ion). 
I S. Those wishing 10 board this "Band 
\Vagon .. , be prepared to search your 
''soul " artd fi11d if you can sny 
(honcs1ly?): "This is the bes1 1ha1 I can 
do. Docs i1 help?" 
Yes, there is a major risk involved here. 
A con1mitn1ent lO engage an eternity of 
doub1 is now upon you_ 
II 6. Know 1ha1 I now wish you all 1hc 
be SI. Ben Pa11cr>011. 1989. {Foto Wolfg;rng Trager). 
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Ben P~-1t1erson. Vt1rU11io11.s for Dor1ble·Bass, "Milanopocsia", 19$9. (f"oto Giovanni Giovannetti), 
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~l.c. •ollt\oa l• ratlo.ali~y .. ,, .. ,. ,, . .,, 
>la<:t rtt.OlltllOll lD ln~11J. ll0:1 

invent 1nt1.al lJ 

?laeo poroovtranc• ift •••elo~ 

r•f\lot t XJ>*rience 
,1ace eaprlet in curtoet ty 

read h11torJ 

tAter 011e.a o r clou• r..-c• 
li•l·• • 

•'"I to.. k•I. coa;il1u~t~a& .,.ee 
ltet•• 

it pr••le1a• lO•• 1• 8"'10 ap;ropr1at•, re,..at 
lf ao\ , ell'l,J 41 fftreft~ tO:ie 
lia\tft 

\t pr••lO'Oe lOftt t• .,;ain .,,ro,ri•l•, rep••t 
if not , 01n4 dt!ftre~t ~one 
li$lt l 
leavt apao• 

clo1t •1•• 
walk \0 •O• t dl&\11:1 \ Vi&i~le ~1n\ 

opeo. ""' •1• 

41•00Yer lllltr•att:ig a1>11 :id 

capt\lrt l t 

preoerve 11 
pertor• it 

Ben Pultcn;on. 
1:ro1n -,\fe1hods + l~~sse:·: 

Pr1rigi. 1962. 
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Nam June Paik 

Nam Jone Paik, 1988. (Fo10 Fabrizio GargJ1e11i). 
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111111111 IiiII1111111111 Ill 

A dcstra: Na1n June P:tik si imn1crge in 
un<i vasca da bagno in Sbnplc, cseguico la 
prin1a \'Olla per "1\ction ti.1usic" 1>resso la 
Lilj cvalchs Konsthall <Ii Stoccolma ii 18 
scucmbre 1981. (Fow Lufti Ozko~). 

Sopra: Nam Jun¢· Paik con Sylvaoo 
Bussotti ncl suo studio <Ii Coloni:.t ncl 
1959 (foto Manfred Leve); con ii pubblico 
di flo111111age a Jo/111 C"ge · i'411sic for 711/>c 
Recorll ancl Pit1110. alla Galeric 22 di 
Dusscrldorf, ii 13 novembrc 1959 (foto 
Manfred Leve); n1entrc taglia la c~1micia 
di John C~1ge alla prin1a di £111tle for 
/>ia11ofort(~, nell'Acelier Mal)' Baucm1eistcr 
a Colonia, ii 6 Ottobrc 1960 (roco Klaus 
Barish). 
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George Maciunas 
Nam J1111e Paik 

\Ve commonly refer 10 "the three Baltic 
countries", but these s11lall C<>untrics 
differ vC')' much fro1n one ano1hcr. 
There is Andy Mannik of Estonian 
stock, t\vice taller :incl stronger than I 
am, of his casualness. (I ant a very 
disorderly person.) I was pleasantly sur· 
prised tO know that the Est0nian gram· 
mar is almost identical with that or 
Finland, thus the two languages belong 
to the Ural-Altaic family, to which the 
Korean language also belongs. Of 
course, the lingtiistic closeness does not 
necessarily 111can ethnic relationship. 
Syntax \Yas said 10 have been invented 
during the latter half of the New Stone 
Age, so there is a difference of tens of 
thousands of years front ethnic origins 
which are said to have been differen· 
tiated during the Old Stone Age or long 
before that. Seen from the evolution of 
the universe during hundreds of thou· 
sands of years, it is a matter of a short 
time fran1e that such inventions of civi· 
lization as vocal harmor1y, conjugation 
of verbs, and the use of honorific tcrn1s 
wJlich are all characteristics of Ural-Al· 
taic gran1n1ar 1rans1nitted bet\\'ee11 the 
Tungusic and the Estonian people. 
Compared to the Estonian people of 
Andy Mannik, the Lithuanians of 
George Maciunas are quite different. 
They use the Indo-European language. 
Unlike the German and English which 
use a "corrupted" form of lndo­
European grammar, the Lithuanian 
uses an orthodox lndo-European Ian· 
guagc very close to the classical form of 
Sanskrit. It is quite remarkable, because 
both classical Chinese and classical 
Greek have died out as colloquial 
forms . . In Israel, Hebrew was resusci· 
tated from a dead language artificially, 
whereas Lithuanians must be a stub· 
born people to use the 4,000-year-old 
language of Indian high priests. The 
40-year rule of communism doesn' t 

matter 10 the long history of Lithuani· 
ans, 'vhosc state s1rctchcd \VCll into rl1c 
Russian continent in 1t1c Middle Ages. 
lncltided an1ong the fan1ous Lithuani­
ans I 've met arc. beside George ~·taci­
u11as and Jonas Mekas, is Jean-Marie 
Drot. a great J)ro<llrcer of french TV. 
\vho helped inc a great deal in n1y 
videotape i\1erce 1111d i\1tlrcel ( 1977). 
Altogether, there are about 5 million 
Litltuanians living in their country and 
scattcrecl in Europe and An1crica, and 
they h~1vc a 30-volurnc natio11al e11C)•­
clopcdia published in the Lithuanian 
language. a feat maybe only possible in 
a socialist econonly. \Vhich doe-s not 
take. con1n1ercial accountabilit}' into 
their consideration. The encyclopedia 
c<>ntains a long article on Maciunas' 
f:1tl1er, ancl it hoped that Mac.iunas· son 
will also be so honored. 
A primary school classmate of Maci· 
mias is the head of Lithuania's liberal 
opposition party. Maciunas senior 
studied in Berlin after World \Var I, 
during the brief golden period \vhen the 
three Baltic C<>untries enjoyed in<lc­
pendance, and becan1e a11 architect spe­
cializing in the construction of electric 
power stations. His wife, a blonde 
Russian, \vas a ballet dancer at the 
Lith11a11ian National Opera, an<I in her 
old age she \Vas active in 1he United 
States as a Russian language specialist. 
She was also a good friend of the 
granddaughter of Tolstoy and Stalin's 
daughter, Svetlana, duri11g her brief 
stay in the United S1c·1tes, and more 
importantly she helped complete Ker­
ensky's memoirs as his secretary. After 
George Maciunas died young at 47, she 
dictated a memoir of Maciunas fils in 
Russian. Maciunas sc11ior \vorkcd 
during the independent Lithuania and 
under the Ger1_nan occupation to ntain­
tain the electric pO\vCr station, and 
came to Berlin with the retreating Ger· 
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n1an ar1n}' ~111c1 fin<·llfy \Vent tO Anterica 
in '47, \vl1crc he i111n1cdiatcly obtained a 
professorship at CCNY. He must have 
been a very able specialist to land such 
a fancy job so quickly. They say, he died 
an unnatural death (or killed himself) c. 
1952 at the youthful age of about 50. 
HO\\' ironic: A pron1incnt professor in 
this prosperous country kills himself 
after having survived tlte Na.zi invasion, 
the Russian in\lasion, and the confusion 
after \\1orld \Var JI, leaving a talc11tcd 
son (:uchitcct), daughter (interior deco· 
rator), and ~1 beautiful r<>u11d.faced 
\Vifc. 
Maciunas' son suddenly fell ill of severe 
asthn1a and '''as repuled to ltave been 
unco1nfortablc \Vith ltis father's career 
during the Nazi tinte. It is saicl that 
asth111a J1as son1ething to do \vitlt a 
nlother co1nplcx. He. \vas a good friend 
of Claes Oldenburg and Stan Vandcr· 
beck in Cooper Union. Maciunas was 
recruited in the early Sixties to design 
the book ll11thology (the first title was 
Beatitude) published by La Monte 
Young and Jackson MacLow in 1963. 
The late Paul Williams (a wealthy anar· 
chist·architect and the kingpin of the 
artist commune at Stony Point, New 
York) was a major funder of this publi· 
cation. 
Maciu1tas fol1nded tlte fluxus move· 
ment in 1961. I bet he was partially 
inspired by Jonas Mckas, who rcso· 
lutely organized the Underground 
Filmmakers, and by Yoko Ono, whose 
Chambers Street loft had had a series 
of performance events organized by La. 
Monte Young. His Marxist background 
originating from a small country, I bet, 
helped him to conceive the Fluxus as a 
truly international rnovcmcnt stretching 
from Asia to Eastern Europe. His only 
financial source was his salary of$ 400. 
In 1962 he told me that you can live in 
New York on a S 5·a·week food budget. 



He !>Ought from the discount shelves in 
the supermarket all the canned foods 
without labels. At that time labels were 
printed on paper and wrapped around 
the items. When those papers got 
ripped off, those cans came up on the 
bargain counter, and people, poor 
people, used to buy them as a kind of 
blind date. · 
Maciunas first wrote in the middle of 
1961 to three persons in Europe: Poet 
Hans G. Helms composer Sylvano 
Bussotti, and myself. Helms and 
Bussotti ignored 11\is mysterious A_meri­
can, and I \vas the only person who 
responded to him. His letter was typed 

Nam June Paik. {Foto J>eter t-.1oorc). 

on expensive red rice paper \vith the 
IBM Executive. The rest is history. 
Anyway, Beuys loved and respected 
Maciunas. In 1965, after the famous 
24·hours Happening, Joseph Bcuys said 
in a moving speech in honor of George 
Maciunas, "lte should have been 
here ... " Ho,vevcr. this eccentric and 
volatile man abandoned the Fluxus in 
1965 and plunged himsen into the Soho 
urban renewal plan and thus paved the 
way for the success of the Soho Art 
Commu11ity. Maci\1nas~ achievenlent is 
not only the Flu.xus, but also Soho, one 
of the most original and successful 
cases of urban redevelopment in the 
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would, which made many people rich 
and \vhich 'vas widel}' imitatecl aro11nd 
the world. He purchased 27 buildings 
and remodeled and sold them to artists 
with very little profit. For this feat he 
'vas proscculecl by the Bcamc Adnlinis· 
trntion of New York City, an arrest 
warrant was up for more than half a 
year, and he was finally severely beaten 
by a Mafia electrician. 
The history of Maciunas' eccentricity 
ltas never ceased, as in his life as after 
his death. He was diagnosed in Febru· 
ary 1977 as suffering from liver cancer. 
Money was needed to treat this in· 
curable disease. I managed to collect 



US S 9,000, including S 2.000 from 
Bcuys. But rerusing to receive the 
money for nothing. M:ociunas produced 
and sent to Bcuys his works worth USS 
2.000. I brought chc objecc, boxes 
wrapped in newspaper. to Bcuys and 
explained each or them. I said 10 Bcuys. 
"You're very good at piano, as I 
listened to you a1 1hc 1963 ooncert. \Vas 
ic a piece by Mahler1" "No'', Bcuys said 
sn1iling ... ii '"as on Eric Saric." Beu)'S 
\vas at tl1a1 tinlc at the pinnacle of his 
fan1c :1s :1 visual artist and didn't c~trt 
for 1>raisc. but he was Oanercd by my 
praise or his piano playing. as I would 
be when someone prnised by poor 
French . It is sai(I that C~z:innc \vas 
greatly annoyed ut the n:111cring of his 
painting. but he wus very pleased \vhcn­
evcr someone prnised his gardening. 
Anyway, it was during our remini­
scences or the 1963 concert 1ha1 we 
agieed to raise money for Maciunas. 
Bue due to che 1972 studenc affair. 
Bcuys was offo<:ially banned from the 
Dusscldorf Kunsc Akademic. Security 
officers would arrest him ir chc cried to 
encer. TI1c dircccor. Norbert Krickc. or­
ficially inviccd him back 10 che Aka­
dcrnic so that Reil~ Block '''as able to 
<>rg~tniz.c 1l1c concert. In 110 tin1c the 
auditorium had a full :tudience. The 
concert lasted 74 ntinutcs. tlic reverse 
number of Maciunas' rage of 47. The 
l \\'O \\'Ors t 1>i:1 nists under hc~tvcn 
pounded Che piano keys wilhOut praC· 
1ic~ and previous nrrangcn1cn1. Bui the 
audience \Y;:1s as quiet as if they \\'ere 
lis1ening 10 the piano duce by Toscanini 
and Horowitz. Among che audience 
were the high-ranking ministry or edu­
cation who six years ago \\'Crc cager to 
expel Ocuys from the Akadcmic. Aflcr 
the concen was O\'Cr. the audience ap­
plauded chundcrously. \Vhen I looked 
over the audience. I noticed that almosi 
c'•crybody was looking at Beuys' side 
only. llatr the audience leapc over to 
Bcuys, rcqucscing his autograph. Finally 
a few came u1> 10 me (out of pity?) and 
asked for aucographs. I was dumb· 
founded by che popularicy or Bcuys .. . It 
was beyond a s111ull envy or jealousy. 
Quile ll bit or memorabilia followed 
this cvcntt including a large silkscreen 
princ with Maciunas' gorilla m:tsk (rid· 
iculing Mayor Bcan1c•s Adn1inis1ration 
of the City or New York, who was 
unable 10 a1tcs1 George Maciunas afler 
six monchs or crying: design: Rene 
Block. a phoco book by H. Theil and 
card by \Vatari, and 9 blackboards wril· 

ten by Oeuys in Tokyo (\Vatari Gal· 
lery). Also. a record (33 rpm) which is a 
underground bescscllcr al chc "Gclbe 
Musik" in \Vcsc Berlin. 
I n the n1cantin1e t"'O more years 
elapsed. Johanne> Stussgcn. che sec­
retary or the lnccmational Free Univer­
sity, planned 10 issue a rcscschrifl for 
Che 60th binhday or Ocuys. Al chis lime 
Bcuys and chc Dusscldorr Kunsc Aka­
de1nic rc~1chcd an out·of··cour1 settle· 
n1cnt or1 1hcir cli.spucc and Jlcuys \vas 
given the right to use the Akadcnlic 
Atelier for his lirccirnc :1s well as che 
Citic or 1>rofossor. Bue he was "forbid· 
den" tc.) tc~1ch the students. Ocuys 
prompcly made his old ncelicr inco che 
\\'Orld hc~tdquartcrs of the Free Univcr· 
sity and n1t1ny students nn.d ltomcle.ss 
and drifters (including myself) dropped 
in. 
I midwifed chc exchange or artworks by 
Beul"> and John C1gc, and chus John 
Cage's work became a pan of Bcuys' 
fescschrifl and Ocuys· work became the 
benefit princ for che Anchology Film 
Archive (headed by Jonas Mckas). 

Another event was \Vhcn Jean Pierre 
\Vilhelm came 10 Bcu)'S' house 10 say 
his goodbye to the art '''Orld. ·rhis scc11e 
is preserved in chc :tlbum or Dr. Leve. 
Jean Pierre Wilhcl 111 a nd Alfred 
Schn1ela \Vere the kingn1nkers c>f the 
Gcrn1an art \vorl<I in the late Fifties. 
·rhcir galleries \Vere rivals and the in· 
pl t•ccs o f the Gcrr11 :1 n 1>rogressi\•e 
movcn1cn1s. When I h:td n1y clcbl1t con­
cert ac chc Gallery 22 wich "Homage to 
John Cage... many young and estab­
lished German anises \'isiccd che gallery 
because or its own repucacion. Beuys 
\\13.S one of them. 11 was also Jean 
Pierre \Vilhelm who organized "Kam· 
mer Spiclc. Neo-dada in der Music", at 
which I had the second cncounccr wich 
Bcuys. h was also \Vilhclm who incro­
duccd the Municipal Museum or 
\Viesbadcn to George Maciunas for the 
group concert of Fluxus. Fluxus could 
11<.)l exis1 \Yithoul Wilhcln1. I le 1>rovidcd 
1tlC \\•itl1 three t>ig turning points i1l n1y 
c.arecr and \\'tlS at the tintc suffering 
from severe heart disense. He was of 
Je\vislt origin \vith a hcrcclitriry heart 
disease \\•ho participa1cd in the French 
Rcsist~11lcc 1t1oventcnt cluring the \\'ar, 
and even chough he was not subjccced 
10 police corturc. he had to live four 
years underground. which certainly 
would ha\'C aggravaccd his hean dis­
ease. In 1966. when he was in his 50s, 
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he already knew the approach or his 
end. and one day he visiccd Beuys' 
house where Charlotte and I \\'Crc stay­
ing. accompanied by Manfred Leve. the 
photographer. During our conversation 
he produced a piece of paper from his 
pockcc and read his "Declaration or 
wichdrawal rrom Che art world", which 
was faichfully recorded by Dr. Lc"e in 
his pictures. Afcer he lcrc us. Bcuys, 
Charlonc and I chuckled among our· 
selves. " \Vhy the hell did this old man 
make such a >how'!" He died che fol­
Jo\vir1g year. 
l"he rc1icen1 Wilhcln1 never s~1 id uny­
thing about his l~csistnnce doys in PHris. 
And chen ca. 1980 when Jean Moulin 
\Yas buried in th..: su1>rcn1c French 
National Ccn1ctcl)'. the 1'3nthl:o11 :ind 
French media highlighted his achieve­
ments, fragments of \Vilhclm's acti\'itic.s 
became known. Jean Moulin was the 
commander-in-chief of the entire 
French Resistance. who was captured 
by the Gestapo. never confessed the 
facts. and died from indescribable 1or-
1ure. I-le \\'3S a g.rca1 dcmocra1ic patriot 
whom Andre Malraux once praised by 
saying that .. in a l1is1oric n1omcnt, 1hc 
entire destiny of Frnnoo \\'OS laid on 1l1e 
lips of one n1a11 ... 
During the ccrcn1ony 001tl111cnlora1ing 
Jean Moulin aboul 35 years arter chc 
lit>cr:ition of Paris. it \\'HS Dnnicl Cor­
dier who was broughc inco che limelight. 
Cordier \\'as the chief secreta ry 10 
Moulin an<I his right hi•nd 1nan during 
the dirficull cimes or chc Rcsiscance. 
and continued in the leadership or the 
Resiscancc after the martyrdom of Jean 
Moulin. Daniel Cordier was a dealer of 
avant-garde arc.s widely known among 
the artists during chc Fiflics and Sixties. 
In the Age of the lnfom»l Movemcnl, 
Daniel Cordier was chc chicr protago· 
nist. Faulricr was also one or his stars 
in che Sixcics and in New York Cordier 
represented Marcel Duchamp. Wilhelm 
'"as such an inti111a1c friend or Cordier 
thac very often his cxhibicions were sub­
ti1lcd "in collotbora1ion \Vilh Daniel 
Cordier. Paris''. I laving been a Rc­
sisrnnce leader (like Yo Un·Hyong or 
Song Chin·U in chc occupied Seoul of 
the Thirties), Daniel Cordier could 
h~1vc n1adc it is as the prc1nicr in the 
liberated France. Yc1 he thrc\v away 
worldy ambicion like an old shoe. He 
con1cn1ed himself by becoming an art 
dealer ... a beautiful story. 



Na1n June f>aik. 1\'fani 1990. (J.,.010 Studio Azzurro). 
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Takako Saito 

Takako S:1i10 , Friend.'" 1966·67. (Foto 
Peter Moore). 
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·rakako S:1ito. 
St11te111c:nt a/xJut FltL'(US. 



Dall'allo: Takako Sai10. Flr"us 
Chm (/,..'ti Cirm). 1964 
{collt:rione licrmann c 
Mariella Brown): 
Sound &>us, l!/64.65 
(c:ollczionc Eric Andcrtcn). 
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Takako S;iito. /Jo /1 Yo11r>clf. 
llonner Kull.Sl\'Crcin. 1989. 
(Foto Wolfgang Tr5g<r). 

In ba.sso. a dcscra: 
performance. 
Muhhipla. M ilono. 1975. 
(F0<0 Giorgio Colombo). 
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·rakako Saito, 
l,aifl1''' l"hess, l 976 
(collczionc \Viii e Susannl\ Frenken). 

• 

Takako Saito. //ca</ Gti11re /'lo. 18, 1987 . 
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Mieko Shiomi 
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1'1icko Shio1ni. 1964. (Fo10 Pe1cr ~1oore). 
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6PATIAL POEX NO. I 

word •"tent 

Write a vord (or words ) on the enclosed card 
and place 1 t eomevhere. 
Please tell me the vord and the place, vhioh 
will b11 edited On the world 111ap . 

ohielto ebiomi , 1965 
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DaJ1'3ho; t-1icko Shiolni. SJ>atiol Poan 
1\ ro. I .. JVorld £,~,,, .. (stK'rial iss11~). e Spatio/ 
P~11t No. I (i11,·itation kttu). 1965. 



SPATIAL 110f.)5 So.? 

Around tht lllrllt listed --
"'' hat Jcilld d dir~;oo .arit ,·ou t'DO\i~ 
or facinr 10. ard ? 

t'llhtr l)t'rklrmaou tr. spo:i.taneous -
pk:a1e ~ ""' a rt"port about it 
v.'hl<h ... 111 be- ~ittd on ll ... ·~ld m~p 

Sc:v. York ··· ·· 5!Xl p:-n, ().::1 . 15. 196.S 
1\nl&ltrdam ·· ··· l1:(X; pm, Ott. 15. 1965 
Coc>cnhat:c11 -····· ~t :OO pm, Oct. 15. t9t6 
Pllris .................. 11 :00 pm , Oct. 1$, 19~ 
J11pan · · "• ..... J:OO an1. Oc\. 16. 19.SS 
Stl'W.:kOOhn ..... •· ... 11 :00 pm. Oc1. 15. 1965 
l.0 1M.klfl 10:00 l)ltl. Oct. 1 s. 19$ 
Scot111nd .... • ·• ·• IC:OO pm, Oct. 15. 19$5 
VM:nna 11 :00 pm. Oct. 15. 1965 
SIC-c! 11 ;CE) pm. Oct. 15. 19$ 
R11m~ t1 :00 pin. Oct. 15. 19$ 
~"*°""'· 1:00 am, Oct. 16 . 1965 
fkrln• 11:0C pm. Oct. IS.. t~ 
l.u ATt(t'I~ •• 2::l) pm. Oct. iS. 19!6 

~''°°"' - 5.:-:JJ pm. ()ct. IS. :%') 
l.-d1... 3:~"' a.in. Oc\. 16 . 19th 
11.uc.-ao... ll::D pm, Oct. lS. -~~ 

~ .• 11 :oo pm, Oct. 15. 1~S,, 
l'nl:ur ... 11 :00 pm. Orct. 15. ~'f"~ 

Chte.i\:O ·•· ~.CJ ":n, Occ. 15. 19£0 
~!('JC iC'O C1l)' ·· ~::C pm. ():1 1!.'. 19b5 
nr.at11 7:00 pm, ()ct . 15. 19.SS 
!rail ........ 1; 30 :un, <kl. 16 , 1~$ 

Sydney ·· .. 8:00 am. Oi;1. 16. 19'f.6 
1 11. 1~·;.il o:OO pin. <Xt . 15. ~9e5 
CrN:nl.-nd ······ .... 1:00 pn1, <Kt , 15. 19$ 

Chi~ko Shi<ml• 
7-; :\1izuho ;u1.l 
Khlltt:t.':a~. C1.l(-4Y1ttna 
Japan 

SPATI AL POEM NO. 4 

shadow event 

1 
$.PAT IAI. t'OD1 NO.:! 

n-.c. pliltftOMfftOll el a fllll coc\d ~ dc::Kr1btd u a M'Sft'lot'llt 
d. a mo.·('.-.eQI torw'lrds lbt' ttttttt cl tbc car1h. Tbit W<ry 

~nt C'OOfllltsa ob~ on the ('arth <111rc 1&1tiQ11C part la 
thla ce11tripe1al event. 
SPATIAL f'OE.~t NO. 5 will be tbt rttcird d )'Ck.Ir inttntiolial 
effort to make somethil'.IB fall, cx-curinr 1.1 it WCM.lld, 
tim1i1!taMOU1ly with a.II the cwnt lets afllJ i1X:C$Nnl fallll'll 
C\'tntt. 

Plta.&oe write 10 me hOw- llnd \\'htn you pc:tlorn1c4 h ,a1 ¥1'C 
t.ro 1toing to edit tbtm chronologically. 
You could PQrtici~tc ~ many timH as you want \Hllil l 

""""'' 31, 1966. 
Chltko Sl'liotni 
7 - I l'\lit\lhO -~ 
Kltan.tM"ltC' 
Okaya1N1 - •hi 
Jac>~n 

SPATIAL POEM NO. S 

open event 

()ptl'I $0tl'ltlh1ng Whocb isc1ot,td. 

Pl t"•St dtSCfltlt 10 me hOw 'f04J <hO ti , ,..., ... N I ""'9tnt6 

by )Wf Pt'lfOun~n(t . 

Yoor ftPQr!s will be rec~ on ll'ie wo1ld IMCI, 

July Ill, Avg. S. 19n 

• RtOO<ts SllOuf.d ~ftrMly " ... nlltn If! E111hslt ~ 

w1'!h1t1 •bovl :llrtt b.lnd'rt4fS -.of'ds 

• P$t.a$e add lo )'CUr tf'POl1 h <U~t #16 ttft'lt ol 1'Cl'Jr ............ 
Mltq~ 

~··1'·• 
Wl;lt'~ #IW'OO ....... ,_ 

M.9kl e tl\edow Of 1""'6owf of the '1'tlelot.-d ktttr S HADOW on •~•· 
, ...,. ct.er~ to 1n1 If\ ~• f'lo\•; vou r wfo1fl'l9d '- ... ,, .. ebOUI t"4 "lltce. 

ligl'lt tOWCI, duteliOf'I. ~1. diefOfmtllOn t lC. 

YtWt rec>Oft• \Wt bo recorded on tM WCflO ~· 

O.C. 1 1-31. ,,,, 

• ~ 1.ho!M pttlwet>IY be -~ i.. E nghlltl lf'ld -tNn .tio.Jt ttw .. 

tu'!dttdl. wordt 

2.56 



- r • 
• 1 ' 

-r -' - ~ 

257 

t.. 

Mieko Shion1i, Air Event, 1964. 
(Foto Pete r Moore). 

Micko Shion1i. Diso/J/JClln·ng 
,\l11sic for filce, 
\Vashington Square Gallery. 
New Yl)rk. 
1964. (Foto Peter Moore). 
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Micko Shiomi. Ganie arou11d a Rei.'()/vi1ig Door, 1967. 
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Tomas Schmit 
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Ton1as Schn1it1 Akadcmic dcr Kunste, 
llcrlino. 1976. (Foto Larry Miller). 
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O:ill':1l10: To"1as Schmi1. 
Z)•kh1s fiJr IYassereh11er (otler 
J'.'J:1schcn). 1\1ustctda1ll, 19<>'.l 
(fo10 Dorine von der Klei): 
f'oltr /l(H!1,1S. in f/1a1's J'm'ie\v 
Rt"it1\1 (foto George Maciunas). 



Daniel Spoerri 
Jo11 llt11dricks 
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Daniel Spocrri. (fQ!o Fabririo Garghcni). 
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L;i coniribution de Da11icl Spocrri ii 
Fluxus est bien plus grande qu'on nc. le 
pensc gcneralcmcru . Des 1963, George 
~1aciunas a publi<: plusieurs Edilions 
Fluxus des cravaux de Spoerri. 
Ccs editions sont ron connues et certai· 
nes Ont etc tres bicn documentees. Ma· 
ciunas avait pl3nifi~ plusicurs autres 
Cdition~ d"ttuvrcs de Spocrri, mais cel­
les·ci n'ont pa> etc realisCcs. II est exact 
quc Spocrri. en fcvricr 1963, etait assis 
il une table sur la scene de l'Ecole des 
Beaux-Ans de Dusscldorf oii, a"cc une 
ironic nlordan1c, ii pr~scnta son l/011J-

1111'ge ii l'A//(•111ag11e dans le cadre du 
"Fcstum Fluxorum Fluxus". II est juste 
aus~i qu'il J'):lrticipa :lupnravant, en oc· 
tobrc 1962 uu "Festival of Misfits" 
(Festival des lnadaptcs) de Londres. 
~.fais s:.i contril>u1ion csscn1iclle fl Flu­
xus " etc son idce de doter l'art d'un 
systcmc de brevets (8'1!1'1tk111m111k). 
AprCs S(1n <:Xf>OSition dans la Oalcric 
Kopckc 11 Copcnhague, en 1961. pen· 
dant laqucllc Spocrri appliqua un tan1· 
pon .. Allcnlion CEuvrc d·Art'" sur des 
objets d'utilisation courante achetes 
dans l'cpiccric du coin, ii donna a Addi 
Kopckc la licence pour la production 
de scs tablcaux·pi~ges (Bm'ff tie gara11· 
rie. Gr11~ d11 tal>/ro11·pii'gc). 
Spocrri cntcndait par .. brevet de garan· 
tic" quclquc chose d"csscn1icllc1nent 
diffC:rcnt tic cc quc, par cxentplc, un 
n1aitrc in1prin1cur fuisait '1uand ii impri· 
n1ait des lithc)gr:iphics Ou des gravures 
~I J'c:lu-forlc <le llicusso. ou <le ce qu't1n 
1 11~1i1rc fondcur ct'fcc1uai1 quan(I ii cot1· 
lai1 en bronze unc dnnscusc <le Degas. 
Dans cc cu~·ci I' artiste C<)nfi:tit l'<>riginal 
;) l"in1prinicur OU au 111aitrc fondcur, qui 
s·crror~ait de reproduirc unc copie de 
!'original aussi ridclc quc possible. 
L"a~pcct rC,·olutionnairc du concept de 
Spocrri C1ai1 qu"unc 1roisiCme person­
nc, dans cc cas precis !'artiste Addi 
Kopckc. n 'eta it pas liee ii une maquct· 



te, n1ais qu'au contraire une idCe Jui 
ctail fournie qu'elle pouvait librcment 
interpreter et concrCtiser. 
George Maciunas, fondate\•r de fl\1xus, 
qui <>rganisait la plupart dc,s n1anifcsta· 
lions de Fl\IXUS et <1ui eclitait la plllS 
grande partie des public>1tions Fluxus, a 
rcpris ce concepl de brevet e1 l'a utilise 
pour Fluxus comme base pour sa pro­
duction des O!Uvre-s d'autres artistes. 
Mais ii l'intcrprCtait en pcnsant ((UC 
ccla lui confCrait la libcrtC d~interprCtcr 
et de modifier Jes idec.s a la base de la 
production d'unc reuvre. 
Maciunas alla meme jusqu'a changer 
l'idCe d'un artiste. II eut, par exen1ple, 
)'intention, ft partir clc l'idCc de. Per 
Kirkeby, de mcttrc de la sciure en vrac 
dans une boite de conserve avec C(>n1me 
tilre 711is Box Co11u1i11s Wood (Ccttc 
bolte contienl du bois) de prendrc com­
me idec de depart pour Fluxus Solid 
Wood in '' Wood 8ox (Bois compact 
dans une l':IOitc en bois). puis de le 
transformer c11 !>'oli<I Clay i11 C'era111ic 
Box (Limon compact dans une boi1e en 
ceramique ), CIC. 

La seule 3 avoir Cte pi:odt1ite, pour au­
tant qu'on le sache. est la Soli<I Plastic i11 
a Plastic Box (Un bloc compacl de pla· 
s1ique dans une boi1e en plas1ique). 
La liberte de reprcndre ct de changer 
cadrail parfailement avec la 1endance 
du ll'IOUVC01enl ''Anti·Art", qui a e1C 
exprimee dans differcn1s manifeste.s. 
En dCpit du fa it ((UC lcs artistes n 'aic11t 
pas signC 1>ersonnellcn1ent, le non1 de 
Spoerri figurai1 dans le manifes1e de 
1966. 
I roniqucmcnt, Spocrri d~clara, quand 
Maciunas lui proposa le projct "Filliou, 
Spocrri, Topor: Monsters arc inoffensi· 
ve" (Les monsircs som inoffensifs), 
d'C1l faire des puzzles a in1agcs qui Se 
rccouvrent: "Non, 1u ne peux pas faire 
cela, ce que tu peux faire cfest une serie 
de cartcs posiales, ccla aussi c'e.s1 dr6-
le" (leurc de Spoerri it George Maciu­
nas, cnv. 1966). 
Manger, une formc d'art (£Ill Art, Eat 
Art Gallery), c'c1ai1 aussi une idee de 
Spoerri que Fluxus a adoplec. Mach1-
nas organisa et planifia uncertain non1· 
bre <le repas ct banquets fa111astiqucs 
pour Fluxus. Des repas dont Jes ali-
1ncnts avaient la nlCn1e coulcur ou des 
repas do11t le.s alin1ents etaient tous 
transparcnts, avec un atlas de produits 
a limcntaire.s ou unique111ent des ali· 
n1en1s Crotiques, etc., n1ais. par contre, 
aucun de ces repas n'a CtC prepare par 
Spoerri. 

l e coi11 <111 Re.st<111rt1111 .~/>0erri, L96S. 1'ableau·pi~ge, 270 x 300x 150 c.m. 
Collezione Gino Di Maggio, Milano. 

De toutc C\•idcncc, Maciunas fut in1· 
pressionnc par le Material de Spocrri et 
son Edition ~1A T. C'cs1 ai1lsi qu' il 1>t•· 
blia pre.~quc une copie de l'Ecli1ion 
TAM Thc.k, l(l 1~1t1cl1i11e 1111i1:e13·elle. clc 
George Bre.chl, it ccla pres que l'cd.i1ion 
Fluxus n'est pas sig,nCc, que le contcnu 
de chaque exemplaire esl differen1. que 
la boile es1 en bois e1 que le couvercle 
porte le logo de Fluxus co11r;u par Ma· 
ciunas. 
DCs le dCl>ut, Maciunas voulut don11cr 
tine in1pulsion politiquc-a F ltlXUS. A en 
croirc la lcttrc qt1i suit, Maciunas avait 
J'in1prcssion quc Spc>Crri Cl c.l"autres nc 
voulaicnt pas d 'un cngagc111ent politi· 
que <111eleonquc de Fluxus, quoi qu'ils 
Ctaicnt l iCs a ce dernier de1>t1is des 
annCcs. 
"Emmc11 ( \Villiams)!, je dois savoir cc 
c1uc tu pcnsc.s de lier politic1ucn1ent 
Fluxus au parti (tu sais lequel). Ce que 
nO\IS faisons pcrd toutc signific.ation si 
nous le separons du combal politico-
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social qui foil r:igc ac1uellcmcn1. Nous 
dc,•ons cO·Or<l(>nncr 11os activitC.s, sinon 
not1S dcvenons unc '11ouvellc vague', un 
1101iveat1 groupc Dada qui se dC.vcloppc 
pendant u11c certainc- pCriodc ct puis 
disparait. II faut con11>ter avec l'opposi· 
t ion de George Breehl, Roberi Wans, 
de La Moille Young el de Jackson 
Maclo,v. qui sont soi1 anarc11istcs a1>0· 
litiqucs, soit anarchistcs naifs. ou qui 
c.lc,•icnncnt d'ot>scurs psct1clo·sociali· 
stc.s, total ~a cicst du no1t·sens. Henr)' 
f lync a unc orientation policiquc. Dick 
Hig_gins. Ton1as Schmit ct je crois Be11 
Vautier, ain~i quc Joe Byrd, Jonas Me· 
kasi &:11 Patterson, ntais aussi Hans 
Klaus Mc1zgcr & Sylvano Busso11i sem­
blenl devcnir des poli1iques. Je n'ai ja­
mais <lisc.ute de ccla avcc 1oi, et je 
1a1onnc dans le noir, c11 cc qui eoncer­
nc tes opinions. autren1cnt dit, je suppo· 
se to t1t sin1plen1ent qt1'elles sont justcs. II 
semble, mainten:mt, quc Robert Filliou a 
11nc orientalion poli1ique (Est-ce vrai?) 



Par contre. Daniel Spoerri n'en a pas. 
"La composi1ion du 'Comi1e de Redac­
tion' a etc 'orientee' avec des appeaux. 
Citons par exemple Lamont el Mac­
Low, Toshi lchivanagi et Nam June 
Paik, qui son1 tous apolitiques. Cela est 
de bonne guerre afin <.i'obtcnir le 1naxi­
n1um de s.outien de groupcs ncutrcs, 
mais ii ne doit pas y avoir plcthore 
d'appcaux. Si-non, fluxus lui-meme de­
vicnt appeau ct perd sa raison d'etre. 
C'cst pourquoi ii importe de determi· 
ner la politiquc ou lcs aspirations ava11t 
de prendre cte.s in.itiati\res sur u11e plus 
grande echelle. C'est aussi unc question 
de ... On en parlera plus tard. Ne mon· 
tre pas ceci it Daniel, jc crois qu' il est 
tout ii fail apolitiquc. Okay." (Lcnrc de 
Maciunas a Entmett \Villiams, juin 
1963.) 

D. Spocrri a peu travaille pour Fluxus. 
II n'cxistc de documents quc sur deux 
seances. Dans le cadre <lu nFestival of 
Misfits" en octobrc 1962, a Londres, ii 
prCsenta ave.c En1n1ctt Williams sa 
Composition for Chairs and Tables. Unc 
Do It Yourself Chorale avail r1ussi etc 
annonccc, mais n'a pas etc prcscntcc 
par Spocrri. 
Le 2 fevrier 1963 Sp<>crri a prcscntc au 
° Festun1 Floxorum l':Juxus"' 3 la Kunst­
akademie de Diis.~cldorf son Hommage 
ii / 1Alle111t1g11c. Spocrri dCcrivait l'ouvra­
ge commc une lecture confuse, clecou­
sue de !'introduction au concert de J.P. 
\Villhclm. Une tres belle collection de 
photos de Manfred Leve rend ces the· 
ses evidents. On voit Spoerri lire a hau­
te voix it unc table pendant quc lc.s 
pcrsonnages le-s plus divers cntrent en 
scCne ct disparaisscni a nouveau. Cc1te 
reuvrc- a donnC. lieu a une confusion 
quand Maciunas, en 1963, prescnta le 
scenario suivant pour le 1,·1ncement de 
Fluxus: 
"D. Spoerri Hommage a l'Allcmagne -
fcvricr 1963. 
"Position de depart: 2 ballons de cou­
leur orange non gonflCs a l'intCriet1r 
dcvant la braguelle, relier la bouche 
par un pclit cuyat1 en caoutchotic <t\IX 
ballons, gonflcr lcs ballons sin1t1ltane­
n1ent, les lais.~cr sortir par la braguctte 
ouvcrtc, ,gonfler Je.s ballons jusqu'au 
moment OU !cs ballons eclatcnt OU !es 
laisser sc clcgonfler au moment propi· 
cc-.'~ 
O. Spoerri declare pourtant qu'il n'a 
fait qu'unc con1ribt1tion ft Fluxus. M~tis 
dans le cadre du Fluxus de Dusscldorf 
ii jouait aussi clans des pieces d'autres 

artistes, par excmplc dans la piCce de 
Maciunas /11 1t1e111oria1t1 Atlria110 Olivetti. 
Spoerri est aussi mcntionne sur des af-

.s, ' 
' . .J 

" . 'l 

fichc-s d'at1trcs concerts de Fli1xus, mais 
n'a vraiscmblablcmcnt pas comp<>sC ou 
prcsentc d'autres reuvres de cene scrie. 

• 
• . 

Oaniel Sp0erri, Ct1 creve /es )'Ct« que f<i cre1le /es )'Ctt\·, 1965. 
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Daniel Spocrri, 0111<1ggio <1/l'i11l'e11tio11e <l<1 /l'<1s1>in·11a. (Foto Enrico C:11raneo). 
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Yasunao Tone 
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Q ui <: :Illa p:.1gina scgucnte: 
Yasun:io ·rone, Clap,,;,,g />iece. 
Mills College. 1972. 
(Foto Konno). 
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Yasunao Tone, 1\folec11/t1' 1\lusic. 1982·86. 
(Foto Hiro lhara). 

Alla pagina prcccdente: Yasun;lo Tone~ 
Grod<S>· for Piano e Mruk for Rrd Orgo.11. 
Mills College. 19n. (Foto Konno). 
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Tout cela est difficile 
Be1J Vat,tier 

Fluxus CSl le nom d'un groupc cree en 
1962 el dont les membres vivent un peu 
partout dans Jc mondc, plus Speciale· 
mcnt au Japon, aux Etats·Unis et en 
Europe. 
Officicllemenl rien ne lcs relic entre 
cux. Si cc n'cst u11c ccrlainc fa~<>n de 
concevoir l'arl e t les influences qu'ils 
ont subic.s. 
Ces influences sont: John Cage, Dada 
et Marcel Duchamp. 
Sans John Cage, Marcel Duchamp el 
Dada, fluxus n'cxisterait pas. 
Surtout sans Cage de qui j 'aime a dire 
qu'il a opere deux lavages de cervcau. 
Le pren1icr au niveau de la n1t1sique 
contemporaine, avec la notion d'inde· 
termination, rautre au travcrs de. son 
enseignement avec !'esprit Zen et cette 
volontc de dcpcrsonnalisation de l'art. 
Fluxus va done existe r Ct crCer a partir 
de la connaissance de ce1te situation 
post-Duchamp (le ready-made) et post· 
Cage (la dcpcrsonnalisation de l'arti· 
Ste). 
Cettc connaissancc crCc un point d e 
non retour car, en acceptant d'avancc 
toutes les formes, elle Ics perime du 
mCmc coup. 
Fluxus ne sera done pas coocerne par 
l'ceuvre d'art formelle, esthetisee et he· 
donisee. 

Son ''donner a voir" consistcra en UT'I 
premier temps a Cpuiscr toutcs Jes pos· 
sibililes/limites du "tout est art" Cl en 
un second ten1ps a dCpasser ce ''tout est 
art" par une attitude Non-art, Anti-art. 
Ainsi Fluxus va s'i11tCresscr au contcnu 
de l'art pour le con1battre e t, au nivcau 
de !'artiste, cr6cr unc nouvelle sul>jccti­
' 'ite. Tout ccla est diffic ile. presque in1-
possible, car la dcpersonnalisation est 
unc nouvelle formc de personnalite et 
le non·art un nouvel art. Po urtant /'i11-
1e111io11 y est et l'honnCtctC de )'inten ­
tion est l'un des Cl6rncnts essentic ls de 
Fluxus. Mcme si le probleme est impos­
sible, le poser est important. 

Les apporrs 
Premier apport. En musique ct en thea .. 
tre, Fluxus apporte des 1963 la pt1rrici· 
patio11 ,,,, p11blic a l'ac1io1r. 
Non pas une fausse participatio11, c'cst­
a-dirc la comedic qui continue au mi­
lieu du public, mais un veritable desir 
du tranfert des rcsponsabilites. 
Par exen1ple, Benjamin Patterson dc­
nlandc A chaquc. spcctatcur, discrCtc· 
mcnt et pcrsonncllement: "Avez-vous 
confiance en n1oi?11 Si le spcctatcur re.­
pond oui, ii le place a sa droitc. Si le 
spectateur rcpond non, ii le place ii sa 
gauche. 

Deuxi~mc apport. L 'event. Lorsque Ge· 
orge Brecht arri\'C ct pose des fleurs sur 
le piano c11 1ant quc proposi1ion musi­
cale, c'csl focaliscr unc rcalitc simple. 
C'cst, dans l'histoire de l'an , le geste 
limitc de " la vie est a rt'' . Mais c~est 
aussi c t sur1ou1, en Cgalisant !'impor­
tance des choses. placer l'artistc futur 
devant une situation 11on retour de non 
art. 
Trosieme apport. D'apri:s George Ma­
c iu11as, un co11cert Fluxus doit Ctre de la 
n1usique contempo rainc dive11issa111e. II 
trouve que beaucoup trop de musique 
conten1porai11e e.st ennuycuse1 trop d6· 
pendante pour le publique de la ncccs­
site de references historiques culturcl­
les. 
Le divcrtissemcnl clans Fluxus rcagit 
done contre la culture. Rcdonne a J'art 
sa fonction primairc (divertir) et relC­
gue la connaissance des l'histoirc de 
l'art au second plan. 
Quatricme apport. L'arr p<ir la corre· 
spontlan<·c, le Mail Art. A partir de 
1963, a la fois Ray Johnson ct George 
Brecht se serviront de la poste pour 
transntettre !curs idUs, leur vCcu~ par 
des petits details de la vie, subtilites, 
anecdotes, etc. 

~~~~~~~~~~~~~~~~~~~~~~~~~ 
Fl1'x11s? 
Fluxus est 

• une attitude envers !'art 
· pour !'importance de la non 
importance 
• lcs details de la vie 
• le scul mouvemcnt a rtistique 
capable de manger sa queue 
· plus important quc cc que vous 
croyez 

· moins important que ce quc \•ous 
croycz 
· de rater un spectacle 

• 
LE TOUT POSSIBLE 

l'ART·O'ATnTIJDE . de lire le journal d'un autre a 
travcrs un trou fa it dans le sien 
- de s'cndorntir ct ronflcr lors d'un L'ANTl-ART 

L'tDEE 

LEGAG 

L'EVENT 

concert de Stock_hausen vtCE • ART 
· de jctcr 20 litres d'huilc Sur la scene 
de Gisele LE MAIL ART 
· Vostell lorsqu'il explique l'histoirc 
de l'art 
· George Brecht quand ii evite 

LA TllEORtE 

LE NON·ART 

~.IJ'I' L'ACTtON·MUStQUE 

l'histoire de J'art 
FLUXUS CONTIENT 
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prccedentc: Ben \lautier, Dietl jetf {I la ''1er. 1962. 
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Ben Vautiel', II 11 )· a rie11 ,/e beau, 1%5. 
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Fluxus 
Wolf Vostell 

AgJi inizi J."'Juxus era u110 stato dcllo 
s1>irito, piU intenso clell'ha1>1>cni1t.g. Si C 
Jargamcntc diffuso agli inizi clcgli anni 
Scssanrn, anchc sc cronologic.amente c 
successivo all'happening. Penso chc 
senza !'happening n<.)n ci $.trebbe stato 
Flt1xus. t la varicta della sua cs1ctic~l 
n1usicalc chc ci ha fatto avvicinare a 
Fluxus, dalla n1usica di azi<>ne, di vita1 

di pcnsicro, alla musica de-collage, alla 
musica di comportamcnto, fino alla mu­
sica invisibile. Questa concezionc dclla 
vita non solo conle opera d 1artc - l 'ho 
gia dc110 ncl 1961: la vita i: un'opern 
d'arte, l'opera d'arte C \•ita -, n1a con1e 
processo musicale. Ed C stata a ntio 
parere quest•' visionc dclla realtis e de.1-
l'arte, piutlosto che gli events di Fluxus, 
a provocare scandalo. Tutlo pui> csscre 
n1usica: in q11esto conce1to sta la pro· 
dciza di Fluxus. e- la sua unit<i. Ed C ii 
n1otivo chc ha riunit<> gli artisti an1cri· 
cani vicini a Cage agli artisti curopci 
che, come me, avevano gif1 realizzato 
events. In Pat1erson questa poetica c 
cosi portata alle estrcn1e conseg\u.~11ze 
che ii suo rccen1e pezzo Der Ff11g ei11er 
Fliege i11 ci11e111 tl1111kl e11 Zi111111er (II volo 
di una mosca in una camera nera) e 
stato intcrprctato coo1c un concerto. 
Paik ha pubblicato nel primo numero di 
De-collage un lavoro conccpito contc 
musica chc si puO suonare, c non sol­
tanto con1e u11'opcra sen1plicen1ente 
concctt11ale. Krieclte i11 die Vagi11a ei11cs 
lebe1uie11 IVales (Pcnctrazionc in v:igina 
di una balcna viva). 
All'ep0<:l io realiizavo gli strnppi di 
d~-collage in1erprernndo ii rumore dcl· 
lo strappo con1e un concertoi co111c un 
pczzo musicale. E fu la mia ~•sccsa jn 
Fluxus: interprctare i rumori degli 
events chc realizzavo - lo strappo di 
manifesti, la distr\1zione di tin televiso­
rc, la dcmolizione di un cdificio con 
una ntassa pe11dolarc, ii rumorc di u1t 
muro che crolla - come una composi-

zic.)nC 1nusica.lc. Era quc.sta la musica 
nata dallc azioni di dC-cc_)llage cd C 
appunto i i concetto di ntusica dC-colla· 
ge che ho introdollo in Flu.xus. 
Quando, ad escntpio} u1ta lampac.lina -
che C Ii per fare- luce - ' 'icne distrutca, 
produce un run1orc chc non J)u(> es.sere 
che l1archetipo del run1orc <Ii una la1tl· 
pa<lina chc sco1>1>ia. Pcrdc dunque '" 
funzionc di cn1ctterc lucc pc.r acquisire 
un suono proprio. Klec11e.<, che ho pre­
sentato la pri1na vol1a a Wiesbaden 
(1962, "Fluxus In1crnaci<mal Festspielc 
ncuesler Musiki'), era 1>recis;-tn1cncc 
l 'ops>osizio11e fra un oggctto chc si di· 

JED ER 
MENSCH 
IST 
EIN 
KUNSTWERK 
VOS TELL 
1976 

struggeva o vcniva distrutto, cn1c11cndo 
o provocando un rumorc, e la cancclla­
zione di una dop1>ia pagina di una rivi­
sta in cui J'in1n1agine spariva lasciandosi 
dietro un runtore. Si trat1ava dcll'oppo­
sizione di due rumori: qucllo dclla can­
cellazionc dell'immagine e quello dclla 
lampadina che scoppiava. 
La 111usica Fluxus 11011 si rcalizz.a 1>erO a 
partire dai run1ori, con1c. era i11 un ccrto 
senso, dop0 ii 1945, la musica concreta 
dei franccsi chc giravano per s1rada 
registrandone i runtori con un magncto­
fono. Fluxus non ha ne-anche la 01ini111a 
rela;.:ione con la m11sica sintctica cli 
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Stockhat1scn. l processi n1usicali che 
produce. infatti, 11ascono o sono pro­
dotti da un'azione artistic.a realizzat~l 
da soggctti ·~vivi" o da iinnlagini. Nel 
corso dcll'azionc ii processo vish•o e 
qucllo acustico costituiscono simulta· 
11ean1entc u11 avve11in1ento t111ico. scnza 
c_liSSOCia.zioni. 111 \Ill COllCCrlO f:IUX\IS l'C· 
lcrncnto visi,•o C dunque rnolto i1npo r ­
tante, ed e l'unica causa possibilc dcl 
suono. In fondo si tratta di una ntusica 
"live", chc nascc da cosc che acc-adono. 
~1a veniamo all'estetica <Ii Flt1xus: ii 
rurnorc volgarc cite C tradizionahnc11tc 
rifiutato <lalla n1usica, c chc nascc da 
con1portan1en1i t1n1ani nat11rali, e ii tipi­
co sogge110 di un':izionc Fluxus. Per 
esenlpio, l'azione di un ban1bino chc 
n1angia tranquill;1n1ente \1na banana sc­
duto davanti al pubblico (in un pczzo di 
Alison Kno\vlcs) C un vero e proprio 
brano di vita intcrpretata in quindici 
minuti. Anche Andy Warhol, dopo la 
naseita di f luxus, mi scmbra, ha filmato 
qualcuno n1entre n1angiava una 111cla e 
ii film durava esa11~1mcnte ii tentpo in1-
piega10 dal soggetto ripreso a n1angiarc 
la mcla. Ma C qualcosa di divcrso: l'a­
zione Fluxus era pi\1 emozionante per­
che ii soggetto che 111angiava la banana 
era seduto davanti al pubblico in carne 
e ossa e tutti i <lati reali della vita 
vcnivano assunti dalla rapprcsc11tazio~ 
ne, nella percezionc tOtale dell'evento. 
Tipicamcntc Fluxus. 
·un certo nt101cro dci nlici oggctti nascc 
"fall out" . Ho concepi10 quest'idca nel 
1964. Si 1ra11a di oggc11i che rimango· 
no, dopo i concerti happening c FltLx:us .. 
I-lo n1esso a punto qucsto concetto a 
NC\\' York, con la stcssa vcnerazione 
cite avrei portato a una rcliquia o a 
\1n'ico11a. 
.Ritornando alla coscicnia Fl11xus, una 
partc dccisiva dcl 1nio lavoro - e penso 
di poterlo dire per Flu.xus e per l'hap· 
pening in gc11erale - C cite a partirc da 



un ccrto n1ontcnto 11ellc mie realizza· 
zioni non si vcdono piU immagini o 
cosc, ma si ha l'impressione che i sog· 
getti comincino a vivcrc, a provare sen· 
sazioni. L'artisla non agiscc semplice­
mcnte davanti al pubblioo. ma con ii 
pubblico, c dl> signiftca chc !'opera 
d'artc, musica, environment o azione 
chc sia, C. viva. f: un concettO cruciale, 
dopo Picasso. L'arte vive c prende for­
ma per un n\omcnto, idcntificandosi 
con i i sistcrna ncrvoso dell'cssere un1a· 
no. ~ soltunto u partirc da Fluxus che 
tutti i scnsi c i i corpo sono coinvolti. II 
ntio contributo a rluxus: s:i pu<) cosi 
dcfinirc come un'cs1cnsionc del concc1-
to di vita. I..,;'\ vita riccve un 11uovo 
significato quando vienc rapprescn1ata 
c ci si lavora coscien1emcnte. Ecco per· 
chc ho moho parla10 dell'artc della co­
scienui negli anni Scssan1a. La filosofia 
di Fluxus ha con1ribui10 alla formazio· 
ne di una coscicnza, piu che all'udi10. E 
ques10 in relazione al modo di 1rasferi· 
re ciO c.he si scn1e o si vede alla coscien· 
u. e da come se ne valutano le p:culia· 
rit~. quali c.he siano. La grandc ipolesi 
che io ho posto ~ quclla di diYcntarc 
noi stcssi opcrc d'arte, in\•cce di consi· 
dcrarc operc d'nrlc oggclli a noi es1er­
ni. E qucs10 pul> nwcnire nella vita c 
nclla rcaliziazione dcll'cvcn10 artistico, 
n1a anchc at1ravcrso lo sua conte111pla­
zionc c ii st10 ascolto. Quanclo qucsta 
opera d'artc ~ capacc di dare qualcosa 
di se, chi l'hn prodolla divcnta un arli­
sta. L'csscrc un1ano ~. prima di tutto, 
un'opcra d'nrtc. Poi. puo divenire un 
art is ta. 
Sono slato n•olto colpito dagli studi 
etnograrici, dnl lc osscrvazioni sul com· 
portamcn10 dcgJi africani. C-Omc la 
scullura africana agJi inizi dcl secolo ba 
inlluenzalo ii eubismo, senza dubbio 
una partc dci gruppi dcll'happening ba 
sen1ito ii fascino dci riti africani o asia-
1ici. dcl buddismo, dello Zen. Anch'io 
sono at1ra110 da qucsto g.enerc di in­
f1ue11zc. Gli amcricani in gc11erc amano 
la filosofia orieniale. Negli anni Cin· 
quanla ho vis10 mohissimi film a Pi1rigi 
sui rituali dell' Africa e dcll'America <lel 
Nord: rituali chc non sono vissuti co1ne 
la cclcbrazionc di qualcosa chc poi vie· 
ne dimcntic.ato, 1nit co1l'IC 1t1on1enti in 
cui l'uomo, acc1uistando tina maturi13 
in1criore chc non po1rcbbe acquisire 
altrimcnti. si i1npadronisce dcl mondo. 
II rituale divcntn opera d'artc au1ono­
ma. 
La performance. oggi. non significa una 
rivisi1azionc, con qualchc piccola modi· 

fica, dcll'happcning o di fluxus. In gc­
•lerc la pcrrormance ~ un'azionc reatra­
le realiz:ia1a da ar1isti scn·za pretese 
riluali. ma cio chc e 51310 importante e 
che dcriva dall'hnppeninjl c da Fluxus ¢ 
chc gJi artisti oceidcntah, americani cd 
europei hanno St.1ggcri10. cclebrato c 
codiricato al momcnto giusto ii rituale 
europeo. ii rilualc dcll'indus1ria occi· 
dentale. atlravcrso i ritu:lli afric-.ani. 
Molli dci miei happenings erano ri1ua­
lizzazioni di situ:tz.ioni di vita chc allora 
ap1);1rivano conlc problc 111i attl1ali : i i 
c ulto dc ll'<.1 u101nobilc 1 ii culto della tc· 
lcvisione, ii culto dcll':terco. Negli anni 
Cinquanta. c :incite 1>rin1a, qucsto non 
sarcbbe s1aio possibilc. L:i mia gcnern· 
zionc C invcoe crcsciuta ncll'cnlcrgcn.z.:'l 
di questi rcnon1cni, c nc ha crcato i 
rituali. 

DliCHAMP 
HAT DAS 
OBJEKTZUR 
KUNST 
QUALIFIZIERT 
IC::H 
HABE 
DAS LEBEN 
ZURKUNST 
QUALIFIZIERT 
VO STELL 
1972 

I n'iei c:ritici mi rimprovcrano sempre le 
composiz.ioni ··mi.stc ... ma io considero 
la mescolanz.a di situazioni imn,agi11arie 
e reali, o di una rcalt3 dcformata, una 
111ia in\1cnzione linguistica. Vorrci anda· 
re anchc pit1 lontano dicendo che la 
forma connoia1iva clell'happcning e di 
Fluxus, nclle situnzioni pil1 riuscitc, C 
una const,crt,zionc dclla vita. Questa 
consacrazionc pul> 1taturalntcntc costi· 
1uire una prcsn di coscienz.1 da pane 
dclla cri1ica a11ravcrso 1u11a una serie di 
elcntcnti variabili: rirnr<li. frustrazioni. 
dubbi. gioia. M:t ill fondo si 1r::1tta di un 
atteggiantento chc tcndc ~t dare nuovo 
valore alla vi1a, non a dcgradarla. c 
diven1a dunquc un contribu10 alla valo-
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riz.zazionc dcll'uon10. Ouando Pa11cr­
son. in un pass.aggio dcl suo pc220: 
utilizza la n1osca, lo fa per darlc un · 
par1icolarc valorc: alcuni suoi pe™>­
naggi accarcwino un cane diccndogli 
c:osc affcttuosc c l'istantc succcssivo uc· 
cidono la mosca chc Ii St3 infastidcndo. 
Flaws ha scopcrto qucs10, ha smasche· 
ra10 gli a11cggiamcn1i ipocriti della so­
cieta. I suoi in1e"'cr1ti scompigliano i 
sislemi di valori consolidati c per quc­
sto nlotivo vicnc rifiutato dai benpen­
saoti. llintprovcr:1ndo alla nl:\SSa di ac· 
carcz.-za.rc ii c.anc c poi uccidcrc '" n10-
sca, Flu.xus vi scoi, rc un a tto 1>olitico: 
quclle s1essc pcrsonc si rivclano comro 
le minoranze. succubi di aucggiamcnti 
co11fornlistici. ~rrasforn1tirc le rn:lnifc­
stazioni dclla vi1a c i con1por1anlen1i 
tlrltani apparcntcn1entc in<lcgni dcll'ar­
te in artc: qucs1u ~ In tcsi centralc dclla 
poctica di Fluxus. 
Queslo accadc anchc perche l'avan· 
guardia e sempre oricn1a1a re1rospc11i­
vamentc scoprcndo si1uaztoni che non 
affascinano piu la socict& borghcse c 
chc non sono piU assun1e come modelli. 
Noi abbiarno invcce dimostra10 che i 
rituali delle minoranze hanno un \•alore 
esemplare. sono esprcssioni dclla liber-
13 umana c ntanifcsiazioni di grandc 
rispeuo dci vnlori dell'uomo. 
Sor'lo tl<lturalmcnte concetti l>en pre· 
sen1i qu.:1ndo si l:ivora, c1tn1n<.lo si fa 
1nusica con 1>ictrc o polvcrc colorata, 
quando si utilizz.ano ntatcriali nattlrali. 
Mi ha sempre in1crcssato, fin dall'ini­
zio, rappresentnrc la dt1nli1a tra natura .. 
li1il cd artificiali1ii, Ira qucllo chc c 
prodotto dalla natura c qucllo che c 
costruilO dall"uon,o. Rivalorizzo i fat ti 
dclla na1ura confron1andoli con gli og­
gcni fatti dall'uomo c vicevcrsa. Rimel· 
10 in ques1ionc oggc11i ed azioni umane 
dando o 1oglicndo loro valore nel con­
fronto con i proc:cssi naturali. E raspet· 
to pcculiare dcl mio la,roro chc si cspri· 
n1e con sen1prc 1na.sgior forza nesli ulti· 
01i anni. 
Ques1'anno mi c capitu10 per caso di 
leggcre Spinozn c dcl suo conccno di 
differcnz.u J)rodigi<>SO t ra le nzioni unla· 
ne e <tivinc. A<I csc1npio, per scaldarc 
u11a s1anza uno aprc lrt fincstra c lnscia 
e11trare ii sole. Crcclc di cs.sere Jui a 
scaldarc la s1anza. ma si sbaglia: e ii 
sole chc riscalda la sianza c ii sole e un 
principio divino. L'aprirc la Cinestra C 
u11'azionc scnlplicen1ente un1ana. Ma i i 
sole non puO cntrarc nclla stanza se 
l'uomo non aprc la fincstra. Nasee cosi 
una giuslappo.sizionc tra le ai:ioni uma· 
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nc c i principi divini. Uno deg.Ii obicttivi 
del mio lavoro e, in forma analoga, 
1nettere in evidenza, attirare l'atte1tzio· 
ne al cuore stesso delle cosc, degli acca­
dintenti. Di qui prcndc forn1a t11t'cstcti· 
c.a diversa da quclla borghc.sc, chc guar· 
da solo all'apparenza delle cose e con­
sidcra supcrficialmcntc oggc11i, proccs· 
s i e compc)rtamcnti scnza scoprirnc c 
identificarnc ii \•alorc. Tutta c1ucsta fru· 
strazic>ne culturalc nascc da una inca· 
1>acira <Ii leggere la realr3 fenon1enica 
coinc qualcosa di meraviglioso, d a u11a 
S()rta di p<>Sizionc difcnsiva, dalla nC· 
cessit3 di difenclcre cos1a11tcn1entc gusti 
c punti di vista, n1entre ne le azio11i 
divine. nC Ja nat11ri1, nC <1ualsiasi tiltra 
cosa richiedono un a tteggiamento cli 
d ifcsa. Qucste sono gucrrc <l'estetica a 
l>rcve raggio, clove la questionc ccntralc 
I! stabi lirc sc qualcosa c migliorc o peg­
giore di qualcos'allro. Per questa ragio­
ne non n1i sono nteravigliaro quando 
l'estctica borghese ha conclannato Flu­
xus e !'happening. Questa genie ~ sem­
plicemeJ11e rigida, priva d i flcssibilit!•, 
non 1>110 pcrciO csscrc intcrcssara a for· 
n1c di rap1>rescn1azione che irn1>licano ii 
mondo nella sua totalita. E prima di 
tutto l 'ironia chc ha Catto entrarc dada 
nell'artc dcl XX secolo, quella stcs.'>a 
ironia chc si ritrova in Fluxus, non co · 
n1e ironia politica, n1a con1e iro11ia chc 
affronta la globalit:\ delle cose, giocan­
do ne l con1plesso un ruolo in1portantc 
nella cultura. 
L'attacco di _Flux11s C C-Ontro i limiti alla 
liberta di espressione? Finsufficienza clei 
tradizionali concc tti di artc, la mcdio­
critft dci collezionisti e dei di_rettori dei 
musci. Ncl rispetto d ci nostri punti di 
vista, avcvamo fo rmulato, all'inizio: la 
possibilita di lavorare in collaborazionc 
con i mus.ci. F1u.xus non era per princi· 
pio C<>ntro i musci o le is tituzioni cultu­
rali, ma contro gli sttapidi luoghi con1u· 
ni, c in qucsto can1po c 'C molto da dire. 
M_i ricordc rO spesso, in fu turo, che agli 
inizi degli anni Scssanta ero coniro ii 
museo e che oggi cspongo nci musci. E 
la prova che l'apertura si i: parzialmcn­
tc con1pit1ta. 
Ho intrattcnuto una corrispondcnza 
epistolare con Raol1I Hausn1an11 nell'ul· 
timo anno dclla sua vita. Mi rimprove· 
rava di imirnrc i dadaisti. Ho subito 
qucsto rin1provcro in tutta una scrie di 
lettere, poi gli ho scriuo una leuera 
energica. Mio caro Raoul Hausmann, 
prima di tutto non c 'e rano catastrofi 
aerce ncgli anni Vcnti, la tclcvisione 
non era ancora stata inventata. e tu non 

ltai vissu10 if culto dcll'at1to n1ol)ile c gli 
ingorghi di quaranta chilometri. I feno­
meni che noi descriviamo sono apparsi 
per la pri1na volta nclla nostra genera· 
zionc con1c prodigi, a l1rin1enti come 
avrci potut<.> interpretare ii tele\1isore 
co111c una scultura c l'incidcntc auto· 
mC>bilistico come un awenin1ento da 
rappresentare? Ncssun cladaista avevit 
fauo que.sto genere di cose prima di 
me. Noi artisti di Fluxus ~lt>biam() intr<)· 
clotto rec11icl1e sociologiche e 1>sicologi· 
che nc llc nos1rc azioni1 nc i nostri con· 
ccrti c nci nostri lavc)ri plastici. 
111 senso strettO gli artisti di Fl11xus sono 
<1uelli che si sono riunili a Wie.sbaden. 
II 1ern1ine •·ftuxus" e.sisteva gia. L'ave.· 
va portato ~·1aci11nas dagli Stati Uniti~ 
con questo non1c volcva fond~irC una 
g~llleria d'arte, cosa che no n gli e riusci· 
ta. Fluxus C 11ato a \1/icsl>aden sen1~>li­
ccn1entc pcrcl1C abbia1no convinto ii d i­
reuore dcl musco locale dell'epoca a 
n1e ttere a nostra disposizionc la sala 
dcllc fcste dell'edificio. E anchc pcrche 
Maciunas 1111 te111po vivcva c lavorava in 
quella c i11i1. Nella ptin1a put1blica2ione 
di Fluxus non si ritrova una chinra risio· 
non1ia dcl 1novi1ncnto. Vi a1>paiono SO· 
lo i nomi di Stockhausen, Kagel, Bru­
ning e Twombly. Ci sembrava quincli 
inizialn1entc che Maciunas considcrassc 
J';'luxus una sc1nplicc agcnzia di concer­
ti, cl1c rispondcssc allc neccs.~ita d i allo­
ra, 111entre Paik e io avevan10 fortcn1en · 
te insistito perche l'archetipo, la n1usica 
d'azione, fosse n1esso in prin10 piano. 
Ed e pe r qtresto 111otivo che i i 1>rogran1-
n1a realizzato a \Viesbadcn fu contplc· 
can1c11te di,'crso da qucllo cite ap1>ariva 
nclla pubblic.azi<>nc. Ci sono stati ini· 
zia lmentc grandi contlitti con Maciu· 
nas, i11 ogni caso divcrsi da quclli cite 
nascono ncll'a1nl>ic11te lcttcrario. Sl1l· 
l'appartencnza o no di ccrti artisti a 
Fluxus. 
Si pu<) dire chc Fluxus e iniziat<> SU due 
direttric.i: ii prc-Fluxus cti Nc\v York in 
cui, a partc r-.1.aciunas, si c.ontano p.rin· 
cipalmeme Brecht, Watts, Higgins, 
Maxfield, La Monte Young, c ii gruppo 
d i Colonia co11 Paik, Patte rson, Voste ll 
c Tomas Scl1n1it, arrivato un po1 piU 
tardi. K0pcke, Filliou ed Emmeu Wil­
liams furono in1rodot1i da noi. Furono 
dunque due i gn1ppi che portarono Flu­
xus alla luce: i i gruppo di New York c 
quello di Colonia, con l 'aiuto del pro­
prictario d i una galleria d 'arte di Diis· 
scldorf, Jean-Pie rre Wilhc lo1. Oc l1ys, 
colpito dal concerto "Nco-Dada in der 
Musik" del 1962, che ebbe luogo tre 
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1ne.si prin1a di fluxtis, s i interessO a l 
movimcnto: egl i rappresenta uno dei 
fenomeni di questo clima di rinnova­
mcnto. II fono che ii primo raggruppa­
mcnto artistico di europci e americani 
11011 s i chian1i "Fluxus~· . 111a, in maniera 
u n po' buffa, "Neo-Dada in dcr Musik" 
per i i concerto di Diisseldorf, e signifi­
<:-<ttivo e testimonia dclla fo rte presenza 
11e l n1ovin1cnto <lcgli curopei. c:erano 
artis ti mo lto r~lppresentati, come Bus­
sotti. git! 1110110 conosciuro a Colonia 
per la stia rnusica d'azionc. Al concerto 
di Dusscld<irf parteciparono tuui gli 
an1ic.i c.hc gia avevanc) realizzato qual­
che azione. Nella realinazione del pri­
mo de-collage, che ebbe luogo quella 
scra, c'cr<1no tulti gli artisti che cono· 
sccvo e an1miravo, come Maciunas, 
Pa ik, Pat terson e altri. 
Ka1lrO\\', Higginsi Brecht, La Monte 
'Yo l1ng c Al Hansc11 crano prcsenti CO· 
me allicvi di John Cage a New York. II 
fatto che anchc scultori ut ilizzassero 
tecr1iche di con1posizio nc musicale ha 
scnza clubl>io innescatc> qualcosa. An­
c11e a Colonia c'e ra una situazionc par· 
tico lare. Noi non ci abitavan10 per via 
della caucdrale, ma pcrchc Stockhau­
sen vi aveva fondaro lo studio di musica 
elct tro nica e Ma11• Bauermeiste r orga· 
niu.<tva "contro ·conccrti" nel suo pro· 
grart11na <Ii concerti trasn1c.ssi a lla radio. 
A C<>lonia biS<>gnava adottare una posi· 
z io11c part icolarc, cl1e e ra allora contro 
la n1usica clcttronica, perchC noi ci ispi· 
ravan10 piuttosto al dadaisn10 o al futu· 
risn10 arrivando :.1 un genere di ntusica 
cl'azione, t't concerti d'azio ne. Gli an1e­
ricani sono a rrivati a lla s tcssa cosa con 
John Cage. 
I problcn1i d i c lassificazionc arrivarono 
piu 1ardi, ponendo la qucstione di chi 
appartcncsse a Fluxus e chi no. Abbia­
nt(.1 in seguito prcsentato Flt1xus coo1c ii 
printo gruppo in cui non c.~isteva una 
lisra degli aderenti. Chi vole \•a apparte­
ncrvi lo dcc-ideva da solo. L'apparte · 
nenza c data dalla professione di fede 
in Fluxus. Bisogna riconosccre, come 
dato distintivo dclla complessita del 
n1oviinc1110, l'asscn.za di t111a teoria 
cstc tic.a unitaria, ma qucsto e anche ii 
\lantaggio di f luxus. Si tratta infatti dcl· 
la prima tendenza dcll'arte del XX se­
colo che an11overa a l suo interno le piU 
divcrgcnti concezioni artistichc .. 

Tcsto scritrQ J>Cr le lras1ni.ssio11i " Pro Musi· 
ca Nova", 2-13 ntaggio 1982. Radio Bremen. 
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Rober1 \ValtS nel rctroscena <lei 1-·1ux lit111,siclu>r,/ Concert. Afaden1ic dcr Kunstc. 
Bcrlino. 1976. (Foto Lori)' Miller). 
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In looking O\'Ct the things I have done 
over the past fC\\' years I cannot find 
any special continuity or even any 
specific interest. I suspect it is a good 
thing that everything is up i11 the air, 
al1hot1gh I n1us1 a<lntit ·1 an1 not al,vay,.:; 
con1fortable \\'itl1 that feeling. I have 
been n1aking a point recently not to 
shut out so many things as I used 10 . 
Some years ago I had 10 keep out any· 
t hing that <lid not seen1 appropriate to 
\vhat I \vas doing a1 that n1on1cnt. All 
tl1osc other things \vcrc somclto'v dis· 
tractions. No''' \vhe.11 a distraction 
con1cs aloi1g I n1ay take ottt ti111e to 
think about it, or '''rite it do,vn, or 
1>ho1ogra1>l1 iti rc·cord it, filn1 il, or cast 
i t, or cat it. or sonlcthing else. As a 
ntattcr of r,·1cl. it seenls 1l1orc and more 
that distractions arc 1n<>rc interesting 
lha11 anything else. 
As I look over the events (EVENTS -
not really a very good word) that have 
co1lcerncd n1c lllerc secn1 to be a nu111-
bcr of ideas that have been or interest. 
One da}' I tore tip a letter by n1israke 
and later on it sec.n1cd tl1at \vas tltc onl}' 
important thing that had happened all 
week. Since probably that was not the 
case, I decided it re-ally 'vas, so I re· 
n1acle the letter 011t of brass and had it 
chro111c plated. -i·hat \vas a piece <>f 
sculpture. So I put it into the same kind 
of mailbox the original letter had been 
in, so that anyone could open it a11d 
find t1 11e\v kincl of letter. Then it \Vas 
not '1uite so ntuch a piece of sculpt11re., 
especially for those who tried to pl)' 
open the mc1<1I envelope hoping to find 
a letter inside. I also '"rc.)tC an event for 
mailbox with the thought that it might 

~
of interest to do it under instruction: 
n1ai lbox event 
opcl'1 n1ailbox 

B close eyes 
rcnlO\'e- letter of choice 

0 tear up letter 
0 open eyes 
So far I haven't discovcrc<I if anyo11c 
has really done lite n1ailbox event (ex· 
cept myself). In making the postage 



siamp for the brass lcncr I decided in 
the future 10 n1akc n1y own postage 
stamps since ntost stamps arc not vel)' 
interesting any more. They once were 
when I collected them when I was eight 
>""rs old, especially a Spanish stamp of 
Goya's Majo. In m11king the stamps I 
found I was interested, evidently. in 
whiskey. \Y.C. Fields, girls. sheet music, 
gas cans, sex, pliers, pencils, breasts, 
a lphabet lcners, and a number of other 
things. Some of the stamps have been 
declared pornographic, a subject that is 
of sonic interest 10 n1c. I \vonder if 
anything really is. I also 1nadc a dollar 
bill since everyone is intcrcstc<I in 
money. 

a dress 
consisting mainly of 
feathers; 
each feather 
may be seen 
Individually 

Some of the events are just things to 
think about. Others are actions that can 
be carried out. sometimes before an 
audience or 1>crsons. Son1c arc actions 
to be pcrror111c<I in private. Son1c arc 
instructions for actions, for attittu.Jcs. 
positions, or stunccs. So111c arc in1: 
possible, sonlC inconsc<1ucn1ial. 1·hc 
events to which I refer here arc the 
ones that arc printed on carcl.s ;ind col· 
lected ill :.1 box. J\ s ruturc ones con1e 
along they ca n be added to the box to 
fom1 a kind of expandable and chang· 
ing work. There arc a lso such events in 
the box. that "hen the action is taken 
the event card itself is changed directly: 
such as the I lospital Events which arc 
explosive. 
Son1c C\•Cnl~ have Ileen comp<>!'cd \Yith 
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an idea or pcrforn1nncc in 1nincl. The.~e 
arc more precisely theatre pieces in the 
sense that they acco unt for an 
audience. a stage o r area, props. light-

no event 

ing, sound , e tc. I tend to look upon 
events as ~tctions of shore dura1ion1 not 
nccess(trily related in any special sense. 
\Vhcn a nun1bcr ~trc <lone i\t one sitting 
(as in Yam Lecture) ii is rather like 
cu11ing open a siring (>f bc(1ds. each 
bead an cvcn1. ·r his nlr1y be like, <>r 
u1llike, a happening where the \vholc 
program is scored as 11 totality. I con· 
sider Yam Lecture a chain of even1s 
arranged in such a way that the 
sequence is quite random. no perform· 
ancc exactly like any other. with chang­
ing performers. costumc::rs •. ac1ions, 
sound'). \\'Ords. imagcrs. ond so Or\ . 111e 
.. 51fUCIUrc"' is ~uch lllUI ii is very Ocxiblc 
(nearl)' non~cxistcnt) rt1td pern1its i11clu· 
sion o f anything one wished to do and 
any possible future changes. It is a 
loose and open thing. The audience 
puts it together 1 he way it wishes o r no t 
at " 11. 
Sin1ilar ideas '''ere nl \\'Ork in Y;tnt fes­
tival which George Brech t and I carried 
out last year. ln cfrcct this 'vas a ntail· 
ing 10 an uuciicncc. son1e1in1es ran· 
domly chosen. of an assortment of 
things. Son1c '"·ere cvcn1 car<ls similar 
to the above: o thers were objects, food. 
pencils. soap. photo-. actio ns, words. 
facts. s taten1cn1s. dcclnrations. puzzles. 
etc. Certain ones were by subscription. 
One might say this \\ay of working is a 
\\ray or n1anncr of call ing nttcntion to 
\vha1 o ne \\1ii-,hcs to 1alk at>0u1; or i1 is a 
\\•ay of talking about i1 . Or i1 is a \\'tl)' to 
hold up for l'JCrutiny :1 ra11gc of n1atcriaJ 
that ordinarily is not so directly useful 
for art or has n<>I yet been so con­
siclcrecl. So111c 111igl11 Sn)' it is 1>ossiblc in 
t his \Ya )' 10 suggest the rc latio ns11ips 
a111ong 111any things. or the nonrela1ect­
ncss Qf all lhing.s. or son1e otlter forn1;·,. 
list ic thinking or thCOt)'. 01hers n1ay 
feel llliS is a forntal 11\Ct\tlS 10 COpe \Vith 
or deal with many dive rse thoughts, 
feelings. attitudes and subjects. For me. 
I ~1n1 pleased that I can as casil)' s.-iy 
son1e1hing about trees as about autos. 
about bird> as about persons. The 

who le universe of observable phenom· 
ena (or even more?) can be considered 
as useful. helpful. worthy, o r at least 
there. There is not the problem as there 
is in painting or other con\'en1ional 
forms. say. where one feels he must 
make rational formal decisions about 
what to include or exclude. how this 
goes with that. what space or color 
should this and that have, etc. One 
might a rgue. hmvcver. that these prob· 
lcms arc and always have been the 
proper concern of nrt and ar1ists. ·r radi· 
tion,·111y this is l ruc. is uccc1>ted :l priori, 
and ind icates the li111iting bonds of 
tr~tdition. clcfincs 'vhat ar1 hns been. 
111 rct·ent ci111cs S<>1nc nrt i!ritS. ancl not 

only ' 'iSu<ll a1·tists l>ut <lancers, filn1 
111akcrs. ;in<I others, hnvc been testing 
o ut their tho ughts 11nd ideas in their 
O\Vll clon1:.1in as see n against our recent 
experience \Vith events. environments, 
and happenings. It will probably be 
possible for painters to chartge 1he na­
ture of painting if they so wish. I pre­
sume it is being done this very minute. 
It is also possible to invent new forms, 
new methods. to deal with new ideas. I 
presume this also is occurring. 
Earlier I mentioned that d istractio ns 
sccn1 to be n1orc rind n1orc i111e res1ing 
10 nte. This suggests tha1 it n1ight be 
fruitful if e~·cl)ronc thought n1orc about 
w ha t is distrac ting to him . Those 
n1on1entaf)' signttls: lhnt barking dog, 
those greasy s111c lls, a fragment o f 
\vords, a nushed tc.)ilct . that fu1lny ha ir. 
Ho\v clo \VC <.lcci<IC ' vhnt is inlJ>Orlant 
for ar1. {1n)1\v~1y·? \Vhcn c.lo \ve c.lcciclc t<> 
do something about it? 

Fron1 T11< Ti1ues lift"fUJ)' S11ppl~11Kt11. Thurs· 
day. AugU>t 6. 196' 
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Robcrl w · Flux Co aus '" l'!H T ncc:n 1nc race al 
(Foto Manuc't Rod~tchcn. 1979 nguei). • 

Alla pagina >r Robert · 1 . , ' ccedcntc· 

81 
v(ltts ;\' . · 

UC TalJlt o} totl Clro;r e 
(Court es R. "llSSes. 1963. ic. e Gallery). 
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Emmett Williams 

Emmen Williams alla Fondazione Mudim:l. Milano. 1988. (F010 F•bri>io Garghc:ni). 



'/7ie Alphabet Symphony was hatched in 
London in 1962 during the Festival of 
Misfits at Gallery One where J con· 
structed nly second public "universal 
poem". I had been surprised to learn~ in 
the invitacion to the exhibition, that "in 
conjunctio11 \vith the festival there \Viii 
be a special evening at the Institute of 
Contemporary Arts ... which will in · 
elude ... an alphabet symphony" by me. 
It was Daniel Spocrri, I found out later, 
'vho had ,;con1n1issioned'' the then non­
existent 'vork by a fe"' stroke.s of his 
pen \Yhile dra\ving up the invitations. 
Well, in a week's time I had found or 
bought or thought up 26 objects or 
activities, and on the appointed evening 
the conductor, Dick Higgins, drew let· 
tcrs from a box and called them out. I 
then performed the corrcsp0nding ac· 
tivities 0 11 stage. 
1\venty·six objects and!or activities are 
substituted for the lcncrs of the alpha· 
bet, so that, for example (and the ex· 
amplcs arc not n1cant to prove any­
thing), during the London performance 
the 'vord "love" could have been 
spelled by the smoking of a cigar plus 
blowing a silent dog whistle plus eating 
a chocolate off the Ooor like a puppy 
plus tooting a linle diny on the flute; in 
Darmstadt, it could have l>cen spelled 
peering at the audience through a hole 
punched in a piece of paper plus offer­
ing a cigar 10 a girl plus extracting a 
hard-boiled egg from a portable vagina 
plus covering my eye with a black patch. 
The photographs of the Darmstadt per­
formance (Studio Ordo, 1963) are by 
Barney Kirchhoff. 
There follow lists of ac1ivi1ie$ and ob­
j~cts used at three different perform· 
ances: 

firs1 perfomumce 
/1Jstit11te of Co11te111por11ry Arts, Lo11<I01J 
October 241/1, 1962 
A_ transistor radio 
B hairbursh 
C Pharaoh's serpents 
0 absorbent gauze 
E Oute 
F bird whistle 
G color Oakes 
H color papers 
I bubbles 
J TI1e Ladies' Oracle 
K cork to burn 
L corks 10 bounce off hc<id 
M silent dog whistle 
N eye patch 
0 chocolate 10 cat normally 

Sopr;.l c allc paginc segucnti: Emn1ctt Willian1s prcscnla net 1963 
alla Galleria ln1 Studio Ordt) di Darn1s1adt / ll11htil>et SJ'lt1/J/1Q11ie, 1962. 

(Foto Bernhard KirchofQ. 

P chocolate 10 cat like " dog 
Q chocolates 10 throw and catch 
R chocolates 10 distribute 
S cigar 10 smoke 
T cigar 10 throw 
U hotel ca rd 
v beads 
W chains 
X London Bridge 
Y cigarcne 
Z roll of 1oilc1 paper 

Cafe Au Go Go in Neov York 
(tis perfom1ell by Alison Knowles) 
Apple 
Bean can 
Cigar 
Disguise 
Eye sltado'v 
Flashlight 
Gloves 
Horn 
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Inge - Talcs of Inge, friend of Mata 
Hari 
Jump rope 
Knife sharpener 
Lariat 
Marbles 
Nails 
Orange spray 
Ping-pong 
Quinine \\•a1er 
Red book 
Sparkler - lights out 
Tov ducks 
Uke 
Violin - Joe Jones playing mechanical 
violin 
White box - Chieko Shiomi's white 
box pcrfornlance 
Xylophone 
Yoyo 
Zinc oxide 



Pt1ris ve1'io11 ( 1963) 
Ans,vcr: "Yes, you!" 
Beads: placed around neck, broken 
with foot 
Confc11i: rained on head 
Dog: eat candy from Ooor like one 
Eye-patch 
Fish: mechanical, to S\vim in basin of 
\vat er 
Goggles: green, stolen Crom Danish 
physiothcrapis1 
Hal: remove from head, replace 
lnk: via rubber stan1ps, on paper, to be 
distributed 

Javelin: hurl to stage right 
Kleenex: to wipe off old glove before 
kissina same 
Liste1l: to al1clie11cc 
Music: Indian flute, an<I pulling chain 
through holes 
Nicotine: cigars 
Offer: egg with ''thanks in anticipa1ion" 
Slicker 
Plastic: blo,ving us> 
Question: " \Vho. me?" 
Ripping: blue towel 
Spying: on audience, 1hrough punch· 
hole in card for "S" 
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Tt111ing: into sc.vcral stations of transis· 
1or and drinking champagne 
Un1ying: of shoes 
Vagina: 'vithdra'v and cat hard·boiled 
egg fron1 anaton1ic.al nlodcl 
Whistle: (silent·dog) 
Xmas: hurling of " Jingle Bells" record 
into balcony 
Ya,vning: for ;as long as 'vhichcver let· 
tcr is dra,vn before "Y" 
Zcrc): inscribccl <>n forcltcad \Vith burn1 
cork 
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AM UNE ............................................................ 

osition o music 
••••••••••••••••••••••••••••••• ••••••••••••• 

ectronic television 
Kindergarten der •Allen• How to be satisfied with 70'!. 

Feticlsm of ·idea• Erinneru~ an des 
20. Jah undert 

objets sonores sonolized room 

Instruments for Zen•xercise Pr~redW. C. 

Bagatelles ameriaiines 
etc. que Mis-je? 

Do It your ••• HOMMAGE 6 Rudolf Augstein 

Frelgegeben ab 18 Jahre 
SynchronlMtlon als eln 

Prinzip akauMlaf Vetblndungen 

Is the TIME without contents A study of German ldlotology 
possible? etc. • 

Artistic conaborators ... Jhomas Schmitt 
Frank Trowbridge 

rechn1c ................... .. Gunther Schmitz 
M.Zenzen 
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Bcnjunlin Patterson. Philip Corner, En1n1ctt \Villian1s, Alison Kno"•les, 
Willem de Ridder. Ben Vau1ier, Takako Saito. Geoffrey Hendricks, Jean Dupuy. 

Giuseppe Chiari, Rohen Filliou c Nam June Paik a Wiesbaden, 1982. 
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FLUXUS 1964 EDITIONS, AVAILABLE NOW ... 
FLUXUS 1 Anthology of yet unpublished works by: 
Ayo, George Brecht, Congo, Philip Corner, Dick 
Higgins, Joe Jones, Allan Kaprow, Alison Knowles, 
Takehisa Kosugi, Gyorgi Ligeti, Bob Morris. Robert 
Filliou, George Maciunas, Jackson Mac Low, Tomas 
Schmit, Chieko Shiomi, Ben Patterson, Nam June Paik, 
Ben Vautier, Robert Watts, Emmett Williams, La Monte 
Young. Loose leaf binding (nonperiodically renew· 
able). with objects in wood box $6 LUX US edition, 
with fi lm, tape, objects and accessories, no 2 boxes 
alikeS12 
cc Valise e TRanglE (Fluxvs Newspaper No. 3) March 1964. 

FLUX US 1: anthology of yet unpublished works by: 
Ayo, George Brecht, Congo, Philip Corner, Dick 
Higgins, Joe Jones, Allan Kaprow, Alison Knowles. 
Takehisa Kosugi, Gyorgi Ligeti, Bob Morris, Robert 
Filliou, George Maciunas, Jackson Mac Low, Chieko 
Shiomi, Ben Patterson, Nam June Paik, Ben Vautier, 
Robert Watts, Emmett Williams, La Monte Young, 
and others. in wood box (loose leaf binding) with ob· 
jects S6. LUXUS- edition, with film, tape, objects, 
accessories Sl 2. 
European MBil·Orderhouse: evropeanf/uxshop, Price/ist. 
{ca. June 1964]. 

" ... Soon I will send addit ional box with Fluxus I , un· 
bound pages. You could bind them in Holland. There 
will be 250 copies ... " 
Letter: George MiJcivnns to Willem de 11idder, Aug(lst 12, 
1964. 

fluxus I anthology of yet unpublished works by: 
Ayo, George Brecht, Congo, Philip Corner, Dick 
Higgins, Joe Jones, Allan Kaprow, A lison Knowles, 
Takehisa Kosugi, Gyorigi Ligeti, Bob Morris, Robert 
Filliou, George Maciunas, Jackson Mac Low, Chieko 
Shiomi, Ben Patterson, Nam June Paik, Ben Vautier, 
Robert Watts, Emmett Williams, La Monte Young, 
and others. in wood box (loose leaf binding) with ob· 
jects $6. luxus edition; with film tape, objects, 
accesoires !sic] etc. $12. 
Second Pticolist · European Mail· Orderhousc. /Fall 1964) . 

did you receive the 2nd catalog of THE EUROPEAN 
MAIL-ORDERHOUSE & FLUXSHOP? [advertising] 
... american yearbox, .. 
How to bo Satlsfluxde,co/iJnti? ... fca. Falt 1964). 

Dick Higgins C· Alison Krio,vlcs in Solo for Voice 1Vo. 2 di John Cage. An1stcrdam, 5 ottobrc 1962. (Foto I-fans de Boer). 
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Fluxus Intermedia 
Copenhagen 1958-66 
Galerie K0pcke 
A1t1rit11111e Bccl1 

In Cl)pcnhagcn Galcric Kepcke \Yas a 
d)•nan1ic a11d no\v lcgen<l3f)' 111cc ti11g 
(X>int for a vast 1tt1111l1cr of cx1>crin1cntal 
artists from all over Europe. The gal· 
lel)' was established in October 1958 
and closed in March 1963. During this 
short span of time the gallel)' had 3 
different acldrc.sscs in Copenhagen. Al 
firs1 it \\•as located in a forn'lcr herring 
sn1okchousc, L:.:cdcrst rredc 17t tlten it 
moved to Lille Kirkestncde I and fi. 
nally se1tlcd down in a corner or Knud 
Pcdcrsen's Art L ibrary in Nikolai 
Church. 
The stol)' of Arihur "Addi" K!>pcke 
b<.)rn in Han1burg in 1928, n1arl)•ing the 
Dane Aase ·Tut' and 111oving to Copen­
hagen, is '"ell kno'"'"· 
They opened the gallcl)' in order to 
guarantee K1>pckc his O;inish residence 
pcrn1it. 
Addi and Tut Kopckc created " space 
fo r Danish and .Et1ropean avant-garde, 
roote.d in f11turisn1 . . Dadnisnt and Sur­
rcalisn1. 
The presentation of - among others -
Les Nouve:'tu RCalistcs, Gruppc Zcrc>, 
and - in 1962 - Fluxus acccn1uatccl a 
deliberate rejection of the art scene or 
the period. 
K0pcke became a friend of the Danish 
artisl, Gunnar Aagaard Andcrseni '''ho 
ha<I a ccn1ral position in the Danish 
ava111-gardc art and \vas \ve il ac· 
quainlcd \Vith the European scene. 
G11nna r r\agaard Anclers.en \\'as a CO· 
founder of Groupe E.~pacc (Act ion 
Directc - art as s<>cial sp41cc) i11 J>aris 
and Biot 195 1. 
His orientation '''3S radical and cxpcri· 
n1cntal and included ,,rorks in \Vhicl\ 1hc 
spectator eo11ld interfere \vi th a11d 
change the work of art itself. T he gal­
lel)' offered an opportunity for philo· 
sophical, p<>etical an<I anarchistic activi· 
tics. With a libcro'tting hilarity it also 
offered nC\v challenges f(>r Art & Life. 

It has been rcpor1cd that 11111cl1 •vt1s 
sai1l. but 1hc gcncr"I attitude \vas that 
none of it '"as a n1onol(>guc. On the 
contrary, exchanges took 1>lacc Cc)n· 
stantly. The- focus 'vas on 1l1c onli1111ry 
and 11ot the c.rotic, the <.-ve111 ancl not the 
1mse, the JJrocess an<t not the artifact. 
·ro rcarrr1ngc reality and increase :1tten­
ti<.)n. 1'o operate in a \VQrld consisting 
of or<linary or foun<I objects. sintpJc 
n1r-1 tle rs and cJ;·•ily practise. Sintul· 
trtncously the ··•rt n1<lrke.t and institu­
tions \Vere rejeclecl and a nc\v 011tlook 
and ticsthciics \vcre cstablishcc.I. 
tvfajor events in the gallery during 1960-
61 include: ~Valk l11si<le 1/1c P<1i111i11g. an 
cnvironn1cnt by Kopckc, Albert Mertz, 
Lora and Megen; Poi-poi by Robert 
Fill iou: S1t1pi1fogrt1111111er by Ditcr Rot; 
1111c111io11, O!tft1rc 1l 'ar1, a grOCCJ)' store by 
Daniel Sp<Jcrri; Niki <.IC Sttint· Phallc, 
\Vh(> .addccl color 10 an asse1nl>lagc 
Tlla<IC of found Ot>jCCIS by sltOOting \Vith 
rifles on plastic bags hidden in the as­
semblage, so they exploded, and the 
paint splashed out; a sh<.)\v by (>icro 
Manzoni prc.scnting his 1\1crda <li1r1ist<1. 
eggs 'vith tl1c ar1is1's fingerprints <>n 
thc1n1 and ball(>Ons l>l<>\\111 u1> '''ith the 
artist=s brcalh, then con1ainc<I inside, 
CIC. 

01/1er actit-·itie~r 
"fhc In1crna1ional Situationistc n1ani· 
fested itself in Copenhagen primari ly 
through the theoretical works by Asgcr 
Jorn (Skandina\'isk lnstilllt for Sam­
menlignende Vandalisme) but also 
through the works by his brother J0r­
gcn Nash and Hardy Stri<.I, Jens J~,>rgcn 
Tho rsen a.o . liappcnings/f\Ctions 
Ca l led ("<>·ritus \ve re pCrfo r111e<.I, in 
\Vhich everybody \vas invited to lil>cralc 
Art & Life. 
A "contre salon" art school \vas estab· 
lished 10 protest agains1 the Royal 
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Acade11t)' of Fine Arts. This alternative 
an school - la1cr called EKS-skolcn -
\Vas ini1iatcd by J)aul Gc.rncs~ Trocls 
Andersen a.<>. The group aro11nd the 
school worked with collages, assem­
blages and collecti\'e manifestations -
innucnccd by Nouveau R6alisn1c and 
llo1> Ari, and later 0 11 by Josc1>h Bcuys, 
'"itll ' vhonl they collal)orated fron1 1hc 
1llid·Sixtics. 
They issuc<I a nun1bcr of magazines, 
1>roduccd ha1>1>cnings~ ac1ions, experi· 
menia l (ilms (AOCincma) etc. The 
\V(>rk of the group differed fron1 ntos1 
f' luxus \VOrks by a n1uch stronger oricn· 
tation to,vards visual art (tableau. ntyth­
ical and sy1llbolic rcprescntat i<>ns). 
Major members of the group were: 
Lene Adler Petersen, Bj0rn N1>rgaard, 
Per Kirkcb)•, Peter Louis·Jcnscn, Pa\11 
Gcrnc.s. John Davidsen .:ind the cont· 
1>oscr l·lcnning Christiansen. 
A )'<.)ung C<.)111poscr1s organiza tioni 
c'1lled DUT, was well integrated into 
lhC avant-garclc. scene during the fi rsl 
yc;•rs of tl1e Sixties. The organization 
had close t ics to Darmstadt l11tcr­
nati<>nale an<.1 frec1ucntly i1rcscnted 
\vorks by Stockhausen~ Cage, Bcri<.), 
Liget}' a.o. in Cope11hage11. The n1ost 
important members of the group were 
lb NsJrholm, Per N1Jrg~rd, Pelle Gud· 
n111ndse11·Holn1green, J0 rge11 Plac111cr. 
Eric Andersen ha(I his earliest \vorks 
performed by OUT in 1961. 
"l\v<> in1portant intcrnati(1nal events had 
a dccisi"c in1pact on C<.)penhagen as 
'''ell as o ther E11ropcan cities. 
In r'\n1stcrdam the "Be\\'Ogen Be'veg· 
ing" exhibition \vas organized by 1l1c 
Stcdelijk Museum. A part of the exhibi· 
tion tra,•ellcd to the Louisiana 1nuseun1 
north or Copenhagen in September 
1961. During the exhibition DUT or­
ga11ize<.I a concert \vith Nam June Paik. 
He perforn1ed his Ho1111t1agc a Jo/111 
Cttge, \vhiclt consisted of '"<)rk.s by La 



Monte Yo\1ng. Ichiyanagi , George 
Maciunas, Dick Higgins, Paik and 
others. 
Later on in London, Gallery One or· 
ganizcd "fest ival Of rvtisfitS'' \Vith 
K0pckc, Metzger, Filliou, Patterson, 
Page, Spoerri, Vautier and \.VillianlS. 

FltLXllS 

In Nove1nbcr 196·2 "Fluxus Fluxorun1", 
a festival O\'Ct 6 evenings, took place in 
Copenhagen. 
Emmet! Williams, Alison Knowles, 
Dick Higgins, Ben Pauerson, George 
Maciunas, \Volf Vostell came from the 
''Fluxus l1tte rnt• tionale Fcstspielc 
Ne\1ester Musik •• in \.\'icsbadcn, Sep· 
!ember 1962. 
The "Fluxus Fluxorum" in Copenhagen 
was organized by OUT in cooperation 
with Galerie Kepcke and Knud Pe.der· 
sen's Art Library and tc>Ok place in the 
Art Library in Nikolai Church and the 
theatre, Alle.Sccnen. 
The fe.stivt'I becan1c an incredible scan· 
dal/success. A huge crowd attended 
every evening, t>ut most of 1nusic­
orie11ted audience ltad ex1>cctc-O son1e­
thing quite different than the philo· 
sophical, Zen influenced, daily life 
even1s, including 1he spectators them­
selves, that \vas presc11tcd to thcn1. 
Danish National Television coverecl the 
first evening, but decided lO cancel all 
transmissions after the obvious scand(1l. 
The laugh1er is s1ill fainlly audible in 
1he old church. 
•·1~1uxus Fluxorun1~i can1e to an encl anc.1 
\VCnl to Paris, but <:onne<:tions and 
friendship J1ad been assurccl. 
\Vhal happened in the following years 
would 1101 have been possible wi1hou1 
1he slimulus of the fcs1ival. This si1ua· 
tiou '"asn·1 special for Copenhagen but 
applied lo most c ities \vherc the fcslival 
struck as lightning during 1962-64. 
After the fC..')tival Eric Andersen and 
Arthur Kepcke - represen1ed at 1he 
present exhibition - began a COO(>era­
tion on intern1cdia perforntances. 
Tl1esc events took place in concert 
halls, in theatres, at exhibitions. in 
s treets and in radio progran1s. fih11 ~1ncl 
videos etc., son1ctin1cs includ ing Hen· 
ning Chris1iansen (who la1er worked 
closely with Beuys), Knud Pedersen, 
Jf>rgcn Plact11er a.o. 
·rhc follo,ving artists \\'ere invited for 
these pcrforn1anccs: Enlntctt \Vilfia11ls. 
Tomas Schmi1. \Volf Vostell, Joseph 
Bet1ys, Dick Higgins, AliS(.)O Kno,vlcs, 

Bengl af Klin1berg, Jed Cur1is and 
Terry Riley. 
The intermed ia performances pre­
sented works 1ha1 could not be con­
fined. \Vha1 happened jus1 seemed to 
ltappen quite ordina rily '"ith no signifi· 
cancc or in1portance. All t11at occurred 
might as well have been some1hing 
quite different. Staten1ents and actions 
that \Vere never n1cant to be conclusive, 
a lthough prcsentecl \\•ithin the frantc· 
\Y(>rk of art. 
JI is stated in a ct,talogue front t l1e 

Arthur Kopckc, Wolf Vostell, 
Dick H_iggins c altri al Fluxus Fluxorunt 
Nikolai Church, 1962. 
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Sixties: "\Vhcn Arthur K~>pckc invites 
Eric Andersen. it is not a painter \vho 
invites a conlposer." 
Al that tin1c "intern1edia'' 'vas not yet a 
\1sual tern1, and \vhat the at>0vc sen­
tence i1tlplies is that "'son1cthing else" 
\Vas happening. 
Arthur Kepcke's background was pain1-
i11g and Eric A11dcrsen's rnusic, but 
their \vorks up to 1962 display n1any 
sin1ilarities in api>roach . ·rhis explains 
the collaboration in 'vhich they could 
participate ~•S assistnts to caclt other. 

NIKOLAI KIRKE 
ALLE SCENEN 

s...dag Otn l-$. llO"'tmbt< tt•l •I. IS 

FLUIDS 
MU.II< 00 AH'f_U .. I( 

Ol(T IN9Tft'VM•NTAa..c YUH .. 

6 PRO-ET CONTRAGRAMMER 
-·--......... -­·­...... W•• ·-0....•e• ... _ ... -· 

·~· Hlleotno• .... _ 
Wlllt ...... 
K-91• -... y--
'""­""-""-""•• ,. .... _"' 
Vlll•I'--... -- , ___ ... -·--·. ·-... --....... ·-· .. . - .... _____ ...... _,_ ..... _ ... __ .. __ .,._ .... __ , ... 



Bengt af Klintberg 
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Bengt :1f KJintbcrg, FoffSI /)il'ffi 
progeno. 1974. 

(1'010 Olle Tesch). 
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Fluxus in Sweden 
Bengt a/ Klimberg 

In November 1962 I came to Copen· 
hagen to see Danish folklorist col· 
leagues. One of them gave me a free 
ticket to a co11cert that 'vould take 
place the same evening in Nikolaikir· 
ken, a clturch that 'vas used as a place 
for artistic activities. 
It is son1e thing called Fluxus, she told 
me. Very hard io explain. Crazy. llie 
papers have run it clo,vn totally. But 
judge for yourself. 

During 1l1c )):tSt autun111 l hacl l ivccl a 
double life in Siockholm. In daytime I 
had t>ccn an assistant at a folklore ar· 
chive, researching old folk beliefs and 
legends. In the evenings I had been 
involved in artistic experin1ents. Nov­
elist Staffan Olzon and I rented a little 
theatre. where I had performed some 
happenings - disturbing, poetic and un­
prcdictal,lc pieces \Vith ingredients such 
as paint, smoke, carbonic acid sno'''• 

apples and carth,vorms. 
Man}' curious visitors had COlnC to the 
Fluxt1s conccr1 i11 Copenhagen, and 
they reacted with laughters and 
whistles. I noticed that the pieces on 
the stage \verc much 1norc related to 
1t1usic tl1an \verc those happenings that 
I had seen and 1>erforn1ed 11lyself. Unin­
l1ibite<I e~xprcssivcncss, i n1provisation 
and an i11terest in unconventional n1ate­
rials had characterized the happenings; 

E·"~;. ?.\l..s.., 
fl\;,.,. I<-~. 
£ ""'Ml,)\ \l.Jjllie;M} 

". 
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1he F'luxus conlpositions were more re­
laxed, more dndaistic, more epigram­
matic. Sontc or them \\'ere very provoc­
ative. to be sure. but I was most of all 
fascinated by their simple. distinct 
structures. I conceived them as a play­
ful (and at the same time very serious) 
research into the structures of everyday 
lire. 
At the end of the concert the per­
formers started to make a salad on the 
stage (Alison Knowles' Propcsi1io11 ). A 
young n1an in the rtu(lic11ce '"cn1 up and 
tried to rnke a carrot. He was chased 
a'vay by :i big 1>crforn1cr '''ilh curly hair, 
\vho hit hin1 \vith a '"Ot)<tcn spoon so 
vchcn1cn1ly 1ha1 the spoon \vent i1110 
l\VO pieces. 'J'his \vas nly first in1pression 
of Dick 1-liggins, \vho h~1s ever since 
been my closest contact in the Fluxus 
group. I Orc,w 1hc conclusic,ln that a 
Fluxus concert wos not intended 10 be 
harn1lcss cntcrt~tinmcnt. Obviously it 
could be quite d:1ngcrous. 
Dick Higgins and George Maciunas 
acted as spokesmen for Fluxus when I 

met the 1>crf<>rn1crs after the concert 
and joined thcn1 ;_tt an e,•cning. meal in 
a restaurant. Maciunas had c.aught a 
terrible cold in the ra'''· "·et Danish 
winter. A big scarf that he had thrown 
over one of his shoulders gave him an 
anistic look. He told me about earlier 
Auxus concerts and in,•itcd me to par· 
ticipate in the next one in January 1963 
in Dilsscldorf. 
My travel companions to Diisseldorf 
'''ere Staffan 011..on and the t\V(> sisters 
Mieke and llcatricc llcybrock. It took 
us four days to get there. since Staffon's 
little Citroen 2 CV h:id several bre:ik­
<l<>'''nS, ~ind '"'c urrivccl tt) 1hc Kuns1aka­
dcn1ic in Dll:sscldc>1·f just in 1in1c for the 
second concert. We could see that the 
first evening had roused the passions of 
the audience: the wall behind the stage 
\Vas s1>01tcd \vith egg s1ains. 
The conec:rt ,.,,as an cxplosio11 of crea ­
tive energy that I "'ill 11ever forget. The 
n1ost provocative pieces '''ere those b)• 
Nani June Paik. In his Fl1<<11S Champio11 
Contest half a dozen or male panici-

2% 

pants urinated in a bucket. singing at 
tile santc ti1t1c the n~11ional anthcnts of 
their countries. Tomas Sehmit's Zyklus 
had a both pro,•ocative and meditative 
character, whkh I later found to be 
typical of many Fluxus compositions. 
Bottles were standing in a circle on the 
stage, one filled with water and all the 
o thers empty. The artis1 poured the 
water clockwise from one bottle to the 
next until all of the water had disap­
peared. TI1e short events by George 
Brecht dcmonstrntccl other possibilities 
inherent in the f'luxus nrt concept. 
TJ1cy '''ere like conccntratc(I, surprising 
instructions <»r ;1 Zen n1nstcr. n1ocking 
ancl serene al the sa111c ti11'1C. 
Joseph Beuys. who hnd invited 1hc ar­
tisls to Dusscldorf, called his contribu­
tion Siberia11 5)•1111111011)', 1:ir:s1 1\'/o,·e11re111. 
The con1poncnts or his piece - n1athC· 
matic fornlulas written on :1 blackboard .. 
a dead hare ~ind a piano prepared with 
piles of eanh and mud - and his mode 
or performance - an intense personal 
involvement - contrasted strongly wi1h 



the other Fluxus pieces. Bcuys could 
no1 be related to a Dadaistic tradition; 
he was an innovator of archaic mythic 
rituals, explaining eternal questions 
about life and death. 
My own contribution was called "Alter· 
native to Another Ranlcsnake" ( I was 
fond o r baroque titles a t thal lime), and 
it dealt with the fallacies of\•erbal com· 
munication. Staffan Olzon and I were 
sitting on top of iwo ladders, winding 
between us cardboard sheets by means 
of a siring. On the sheets were Crag· 
mcnts of words and letters, forming a 
stun1blins an<I s1u11crins conversation. 
It was decided 1ha1 the next Fluxus 
concert was 10 take place in Stockholm 
but with Dick Higgins and Alison 
Knowles as the only representatives of 
the international Fluxus group. They 
arrived from Turkey al the e nd of Feb· 
ruary, and the concerts took place three 
evenings in the beginning of March 
1963 at the Alley Theatre in Stockholm. 
Dick, Alison, Staffan Olzon. m)-.elf and 
four other Swedes performed more 
than forty Fluxus compositions by 
George Brecht, Al Hansen, Dick Hig· 
gins, Alison Knowles, Benjamin Patter· 
son. Bob Watts, Emmett Williams, La 

Monte Young and others. One of the 
Swedes was Carl Fredrik Reu1erswacrd 
who participated unde r a pseudonym. 
Charles Lavcndel ( ~ Lavender). He 
had informed me that he intended to 
do his piece the first evening sitting in 
the audience. /\nd there he was sitting. 
until half of the concert had passed. 
Then a nauscat ing smell of lavender 
perfume spread in the theatre at the 
same as we noticed that Reu1erswaerd 
had disappeared. 
From Sweden the Fluxus repertoire 
rapid ly reache d Norway. Later in 
March 1963 composer Sien Hanson and 
I \ l/Cllt to Oslo, \I/here \VC arranged a 
Fluxus evening for a big audience of 
students. Many of the compositions 
were the same as in Stockholm, but 
some were nc,v, for cxan1ple my O\vn 
Le11;1ce A·f11J,.c (Short sig1rt1/s 01r ,~,.ltistle. 
Head of le1111ce o:p/()(/es: A grtttr railo. 
Lmrg signal 011 whistle). Afterwards the 
Norwegian audience was in an uproar. I 
Hed through a back door and returned 
by train to Stockholm 1he same night. 
During the following years the main 
seene for presentations of Fluxus com· 
positions in Sweden was the Pistol 
Theatre in Stockholm. an avant-garde 
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theatre led by Pi Lind and Staffan 
Olzon. I belonged 10 the staff of play· 
wrights there. and my melodrammatic 
play Lid11er that ran in 1965 was 
strongly inHucnced by Fluxus ideas, 
especially the events by George Brecht. 
The actor who had the leading pan was 
an ardent follower or 1he theatre ideas 
of Bertolt Brecht . It was quite problem· 
a.tic to unite these l\\'O Brcchts. 
My efforts to introduce the Fluxus 
movement through other eh;lnnels than 
the Pistol Theatre we re only partly 
successful. One passable way was to 
publish cvc1lt scenarios in literary 1tlag ­
azincs and books of poetry. My book 
Stocklrolmsspeler (The Stockh ol m 
Game) from 1966 has the subtitle 
" Poems. Diary. Events". The editors of 
art magazines \vhon1 I oon1acted did 
no t show the sligh1cs1 i111crest. There· 
fore I have to admit 1hat the interest in 
Fluxus presently shown by the art world 
fills me with a certain satisfaction. It 
shows that the ideas of the Auxus art· 
ists were indeed just as revolutionary as 
\\'C conceived them more than 25 )'Cars 
ago. 
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Se.ngt af KJintberg. 
Slrt.--tl Clea11i11g £\·e1u, 
Stoccolma. 1970. 
(Foto Thomas Lidholm). 

Alla pagin3 scgocnte: 
Bengt af KJintberg, 
Ice C.tliibitio11, 1965. 
(Fo10 Sven Asbcrg). 
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Staatliche Kunstakademie 
Dusseldorf, EiskellerstraBe 
am 2. und 3. Februar 20 Uhr 
als ein Colloquium fur die 
Studenten der Akademie ---------T.....,,,,..X-11 
Old!~ -·­"'°""' -·­~·~· 1...-w-i.ow -·­>-r-'r.M... -­,....,......., ,_....,, 
c,.., 1.,.. 
"-1.n ............. .._. ,....,..,,,_ 
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lf•U"J' ,.,,., 
~,,.,,. .... ,... 
IOI>•~ 

'"'""' ,,.,_.,.,,._""' --~/It~ .... 
01"1.nl.llfto-_ ....... 
~)lf l(t«<>(>.:• 

··'*"° t;u,)J ;-t-
l.,..,~, .. _., ··--.JOO_, .......... 
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v.~»< 

~-._.....,,,..-..... ~ 
ToO"ITU•->W\I 
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Lettura di D .. S., 
Festun1 Fluxorun1, Oiisscldorr, t 963 . 



Ben Vaulicr durante ii concerto Flu.\:us a Nizza~ 1963. 
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Lettera di George 1'1aciunas 
a Ben Vau1ier, 1963. 
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SMOLIN GALLERY PRESENTS 

as part of the Yam Fe11Uval 

,lw aft.e~ of Happenings, 
'Dance and Music at George Slegel~s 
t.rm, De.vldaoa•a Milla Road, 
Box 323, South Brunswick, New 
Jersey on Sunday, May 19, 1963 
at 2 p. m. 

PRESllNTATIONS 

Chuck 01.nnever ......••.... A Sculpmro Dane<> 
Dick Higgins . . ..... . • . · .... Lota of Trouble 
Allan Ka prow. . . . . . . . . . •... May, A HappeDlng 
Yvonne Ra Iner •......• • •... A Dance · 
Woll Vost.ell ........ . , .... l'elevtelon Deoollage 
La Moote Young ....•..•.... Music 

DIRECTIONS AND TRANSPORTATION TO SIEGEL'S FARM 

By Car: 

By Bue: 

Food: 

N- Jersey Turnpike South ID Exit 9. Follow signs saying Route 130 
South (oot ID New Brun8W6'k) . ID tra!H<: circle for Route 130 for 
1pppps•na•t'"' 4 •·* mtM·d ™·rota «or l "1e9&A'cre J\er .. §•ep' 
station oa left. Thie la Davidson's Milla Road. Turn left, go 1-1/~ 
mUea. Farm on right la marked. 

Chartered buseo (Suburban LI.Dea) leave from "2nd Street Port 
Authority Bus Termlaal (check at Information Deak for plaUorm) at 
12 nooo abarp. Round trip ticket $2 -- pay to driver. Bua relllros 
ID N. Y. C. about 6 p. m. 

N- Jereey state law prohibits outdoor cooking because of niceat 
severe drought. Bring your own picnic lunch. 

PLEASE DETACH THIS FORM AND RETURN WITH STAMPED SELF ADDRESSED 
ENVELOPE TO SMOLIN GALLERY, 19 EAST 7lat St., N. Y.C. 21. 

ENCLOSE $2. 00 for each reservation. Make cbecka payable to; Ira Smolln. 

------------------------------------------------------------------------------------------------
Name 

Please check one; We are going by bus We are going by car --- ----
Further lniormatlon: Smolln Gallery RHIDelander 4-8929 

Hours: 12:30 to 6 p.m. Tues. lhru Saturday. 
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Hi Red Center 

Gcnpei Akaseg.1wa, 1962 c. 
CANNED MYSTERY 
$.l~t'"'-"' fllo. 1!i8. I!. 

FlUX·PROOUCTS 1961 TO 1969 ... HI REOCEN· 
TER . •. cannedmvstety (SJ .~ ... 
,;,,,;111to'ffl•ut1, Dttt~I 1, r96$ (1twffd M~cll 15, 19691. 

CCJ.tME/\17$ : ''IXhtM by HI It«! C<t<?ttt m 1964, tl>tW 
"'orl;J "'N'f Qlltr# ! (!' u.'c-17¥ F l<IAUJ,. 1~~' Oft t f>et<1ftJ 

~f.;1 1(1 tl>t:•• ~"/c<tl1, I() t-CO<.lltl OtN/t t.llt to.H bl' OMA• 

11\9 '"" t.i<t,iwl Vl•r "'°"kt'""'~,,,. Wt'Nlt. T~rc· ''"'~" · 
rio11Jh"' o! th•) """"k to c,,.~ ,,."""' tor ' ''' " u.,.,,()11•. 
/;•"'~'. (Jt-1> V.><1t H"t', H>tl A !Tdy •V11f1ol. A 1m.M llfld V~ll'tf 
·N()•i.NI _,. t rt,.,,.,.,,n of "'Y•ttry, M"""'"'J 11rid W"'"°" Mtll 
./'ft/NII DNttP/•'1" 1)1 /,,. Q(l...:0ui,. )\f1)(WI l('"-'wft1'8N"" ROll l 

IS #t,JJ?Md-k ~4"/ to) ()I! 11(H-1>fd, 
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BOXEO PORTRAIT 
, , ,\•nll ;,t>fl«'or 1n l.lti' 1966 ..• F LUXUSS01- HI REO 
CENTEA. boic. OO•tt.lh $200 custom m.1do? box ol 
s~me \'ltigtn, ne,91\1 & vo!urn" ~ 1.he wbiect. arid ~v11h 
Ut1)e s•ze photos ot S\11'ie't Of'l 1111 sidH, tot> & bonom 
qu;uter K.41e b<>x 001t'lt1t S10 
V~itf,nt 1TR(,,.r l~h/11v1 II~~· NO, 81 l.t,ry 19".. 



Aktual Walk 
Demonstration for All the Senses 
Peiformed in l'rag11c in 1964 

The organizCl'S of the clcnlonstrat ion 
\vcar unusu:tl clothes instca<I t)f j e,vels -
articles of doily use or pieces of fanC)' 
material sewn on ordinary clothing. 
pans of cloth ing p:iintcd with some 
color. preferably red or white. and the 
like. 
E.'·ery nc""C001cr i~ gi\'cn a 1hing to 
carry in his hand at all times. e.g., a 
piece of cutlery. a plate. glass, vase, 
teapot piece of clothing. shoe. or the 
like. 
\Valking down the street 1hey pass a 
r<><.lm \\.'ith ;an open windo'"· near \vhich 
a man sits :u a laid table and ea1s. 
They go on, and arc led into a small 
room, where 1hey arc locked in and lcf1 
in innctivity for ony1hing frt.)nt five 
n1inutcs u1>. according to their reaction 
t>r indiffe re nce. A great clcal of per­
fume has been spilled on the floor of 
the room. 
They arc now let out. \Vhat has hap· 
pencd to them was only preparation. a 
disturbance of their 11ormal stale of 
mind. 
The walk goes on. They encounier 
1hing-pans of furniture. do1hcs. etc. A 
musician lies on 1hc ground and plays a 
violin. 
They reach a small place and arc pul in 
lhc n1id<llc of ;1 circle. 
A.round them the organizers of 1hc dcm· 
<>nstra1ion run. shou1ing, roaring. cut · 
ting across, driving round on motorcy­
cles: ~'lnd in c:lrs. 
A chair C()mcs down fmm above. They 
look a1 it and 1>oint . ·rhcn a n1an conies 
and puts the chair on a pedestal. 
All fall to the ground. After a minute 
another n1an con1cs, takes 1hc chair 
down, and sits 011 it. 
All get up. 
The participants arc appealed 10, to 
arrange a number of objects in a row. 
Each panieipan1 s<ands behind his own 
objcc<. 

They tire then asked 10 pick op their 
objects anct rcbuilcJ the rO\V 20 ccnti111C· 
tcrs fort her on. This is re1>cated as long 
as desired, according to the reaction of 
1he participants. 
NO\\' they \\•alk t>ack. A n1an s tands a t a 
\\

1all. g.laz,ing a windO\\', As soon as he is 
finished. he breaks it. In <he middle of 
the strce1 :i \\'Oman lies on a mattress. 
listening 10 a 1ransi:,1or r~1dio. The par· 
tieipants stop and arc presented with a 
book rront \Vhich each one 1cars a page. 
Then they re1urn their objects and 
leave. 
The first. acti,,c p~lrl of the dcn1onstra· 
1ion is no\v finished. T he second ends in 
a fortnight, and is different for each 
participant. Everythi ng <hat happens 10 
hin1 during 1his pcriocl is a second clent· 
oos1ra1ion. 

- -~--~.· 

, 

DEKOtiS'tt_~AT l_OU .Q!. ~ 

Stt'll\d sLS 11 111 11 crowd . on­
rotd " pteee or 1>npcr . at~nd 
on i 1.. \.uk~ o t r yw 1• 0 1•<1tn<i .. 
r-y cloth<"• and put on &oiac­
th1ng unuaur.l . t-.g ., a 
Jacket half red. hnlr green 
with a tin)' is.nw ""~Ing fl'OA 
the lt\JK"I. o l.'\ec h..'lr)dkcr"'­
chl~f plnn~d lo th<:' ~k. 

Display n podtcr on whtch ts 
written: 
..I ~g tht.• P•t,:>Cr-by. If PO!~­
tlblc, wht l«!' pu •Ing thfa 
flacc to cru-.... " 

Lie down on " 1>locc or p.-­
l)er. rrt1d u book. l.'l.'t11• <>vi. 
the f1ntght.•d J)Ogcn . Then 
st.ond llP . Cf'\llllj) l ~· l. ll~ Pt'P<.'I'. 
bt1rn i l.. :iWf'f'J> \ llJ l.hc o&h~s 
core fully , Ch()llJJO your c lo ­
thca. nnd I <-nvc , 

Milan Knizak. 
~lie. 31 x20x3 cm. 

Ecli1ton f<lundcrtmar;k~ Bertino. 



ti.1ilan Kniiak c altri, 
En~·iro11111e.n1s Oil tlie Str~2s. 

Praga. 1 ro • 



--·- ~-· .. 
C() .lE /\ KTlJ/.\ l :Y,: I ; · 

I 

-· 

(lAQfrr-\To 
flU/.'j, ' 

I Stnx•t\' . . di £111,iro11111e111s o1r t re . . 1964 e un'altra 1011nag_1ne Ak.11101. ne,vsletter, ' 
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Fluxus/Italia 
Paolo Thea 

Una sczione italiana di Fluxus regolar­
n1cnte ha lcnuto i contatti c<>n le a ltrc 
ccntrali curopee c amcricanc <tel grup­
po, ma con 1en1pi c C(>ntcnt1ti propri ha 
contribuito crcativamcntc alla viccnda 
con1plcssiva. Qui ci si limita a fornirc 
dcllc indicazioni sulla presenza di Flu­
xus in Italia c a porre i11 eviclc11za la 
contintdtft c le cliffercnz.a con ii n1ovi­
rncnto piU in gcncralc. Sc si as..'5un1c 
come spaniacque ii 1970, data che coin-

cidc con la n1os1ra Fl11xus al Kunstvc­
rein di Colonia, chc idcntifica l'ul1in1a 
grande. prcscnza pubblica di Fl11xus, si 
puO suddividere l' intero periodo in due 
fasi: una prima chc sul piano interna­
zio11alc va dal 1959, mon1cn10 a cui 
risalgo110 i pri1ni fcrn1cnti clcl gruppo, <> 
dal 1962, quando compare la sigla dcl 
gru1>po, o ancora dal 1964. sc si guarda 
all'ltalia per i n1otivi che in seguito si 
diranno~ al l970; una scconda chc parte 

13en Vau1ier e Ugo NCSJ>Olo in un'azionc Fluxus 
alla Galleria d'Artc "11oderna di 1·orino, 

aprile 1967. 
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dal 1971 e giunge sino a oggi c chc c 
soprattutto un pcriodo di studio c d i 
di\tt1lgazionc. 
Di rcccntc C succcsso, all'edizionc '89 
della ;'~tilano1>oesia!·. di assistcrc alla 
riproposta dclle gius1amc111e note pie­
ces cli George 1\1aciunas, Nan1 Jt1nc 
l)aik, ~l. Monte Young1 Ben Vautier, 
Wolf V<>stell, Rol>crt \Vatts ecc. rccita· 
tc clagli stcssi protagonisti c autori ori· 
ginali (Vautier, Geoffre}' Hendricks, 
Ken Friecli11an1 Al Hansen, En1n1ett 
Williams, Ben Paucrson ... ) . 
Per quel chc riguarda gli aV\•cninlcnti 
ctcll'ultin1a fasc le ~caclcnze sono que­
ste: ncl 1970 Gino Oi Maggio e Gian­
carlo Pc) liti ri~tan1pano l'cclizionc COO\· 
pleta di ccV 1RE. A panire dal 1973 c'c 
ii lavoro dclla Galleria Muhhipla di 
M il:rno, fond:ua da G. Di M"'-ggio. chc 
con le sue <1ttivi1ft cspc.)sitivc eel cclito· 
riali COlll ribuiSCC .a t'nr C1'CSCC1'C l'intC· 
rcssc per r:1uxus i 11 tutta Eur<.>J)a. Nel 
1973 Maciunas rcal izza per Multhi1>la 
11cL\11s Pttc 3 . A partirc <lagli ;:111ni Set· 
1an1a un gruppo <li artisti e 111usicisti 
( N~1nnucci! D. Lon11.>ar<.li. Carc.lini. ~10· 
~coni ecc.) guarcla co n grt111dc intcrcssc 
a r:Juxus. Ncl 1979 Di Maggie> c Vaut ier 
organiz:zano la n1ostra itincrantc ··r:lu· 
xus lntcrnational & C". chc sostcr~1 a 
Lionc. Nizza, Liegi e Ginevra. 
Sc la prC:)cnza di Fluxu::; nclle cronolo· 
gic clcll·"av~1nguardia .. C stata rin1ossa, 
i i n101 ivo C faciln1cntc indivicloabilc. 
Fluxus C s tato 1111 l:1b()rato rio idcale cla 
Cui (; Sl~tl() pt>SSil>ilC <.fi V<)lta in VOita ea 
picnc n1ani attingcrc forn1c conccttuali, 
idec 1>cr 1>crfornla1~ccs. schcn1i oggct · 
tual i innov:ttivi. In l=luxus la problcn1a. 
tica consistcva ncll'accclcrazionc dclltt 
tc111poralit~l c nclla ~pinta verso la fine 
dcll"arte . i1\tcsa con1e sistcn1a chiuso, 
n1cntre ncll·"avanguar<.lia" di poco sue· 
CCS.';iva ritorncrit un fcticisn10 per l'og· 
gc110 artistico. SCJ>purc staccat<.) da una 
sua scintilla gcncrativa, dcgn<> J)CrO di 



esscrc consiclcr:1to al pa~so con·i propri 
1cmpi. E un proccsso analogo a un altro 
awenuto alrinizio dcl sc<X>IO, quando 
molti artisli tra cui Kandinsky, le Cor· 
busier, Ginn3 assistcvano munili di al· 
bum alle vibran1i confcrenze di Rudolf 
Steiner rorrcda1e da schizzi alla lava· 
g,na 1raccia1i con i gcssctti colorati. 
Procedcndo con ordine. la prima mani­
fcsrnzionc Fluxus in llalia c ii concerto 
di John Cage, Juan Hidalgo c \Valier 
Marehe11i all:i Ro1onda del Pellegrini a 
Milano ncl '59. Ncl 1963 ii musicista di 
Firenze Giusc1>pc Chi:•ri par1cci1>a al 
17cstival cli DOsscldorf prc~c111an<lo sue 
composizioni. Ncl '64 a Milano, alla 
Galleria Ulu, si ticnc la mostra "Gc.s10 
e scgno", orgunizzata cla Da11icla PaJaz. 
zoli, a cui ptartcci1>:1no Chiari c Gia11ni· 
Emilio Sinlonc11i. Ma ~ nci 1l1csi a ca· 
vallo 1ra ii '67 c ii '68 chc ""''cngono i 
ra1ti piU in1por1an1i c si rcalizza un 
circuito di ma.nircstazior'i dclla sez:ione 
ilaliana. II 26. 27 e 28 aprile 1967 si 
iniz.ia a Tori110 per pr05eguirc con altre 
ci11a c anchc eon nitre naz,ioni: Milano. 
Genova, Modena. Trics1c, Gallarate-, 
Parma. Lugano. Fiumalbo. 8elgrado. 
Zagabria. Vcnczin. Bologna, per un to­
rale di 1ren1a concerti. I performcs sono 
Simonelli. Ugo Nespolo, Sergio Alber· 
goni, Gianni Sassi, Carlo Oaia, ~1 cui si 
aggiunge Vt1uticr nclla t:.ippa t<>rine.')c. 
Nelle n1ttnifes1nzio11i vcngono cscgui1i 
brani di Pnik. Marchcui. La Monte 
Young, Vos1cll, Maciunas. Yoko Ono, 
George Breehl e altri. In pi(1. rispe110 a 
quclli s:ucccssivi, rc"cnto di Torino ha 
anchc inscrito ncl suo progran1n'a (co· 
nosciu10 solo <lagli org.anizz~ttori) l ;1 
··passcggi:1ta ... O\'\'Cro la ~n1pars.a ncl­
la pcriferia di Torino dci pullman con 
cui fir\O a qt1cl mon1cnto era stato ac· 
compagnato ii pubblico. che a partire 
da quel momcn10 si trasforma in sog­
gc1to attivo. c ii ritorno a piedi \'erso i i 
centro cJcll:1 ci11fi. I .. dispcrsi'i. t ra cui 
critici e giornall~1i . in ogni ca.so sono 
riusci1i a so1Jravvivcrc ulla volont:i di 
pcrdizionc chc, nella sua sou ilc ironia. 
C avvicinabile ngli •1na1cn1i cli M:lrinctti 
e Soffici, 11lln Gioconda con i barri di 
Duch:1n11, c ~lili vicino ncl 1cn1po al 
gcsto <Ii Nunzio Vt1n Guglicln1i dcl ·ss, 
consistito ncll<) srrcg.io alla f'inacotcca 
di Brcra dcllo S1>0salizia de/la Ve1gi11e di 
Raffaello e nell'applicazione sul quadro 
di un cartello con la scriua " \V la rivo­
luzi<>nc ita1iana I via ii govcrno clerica· 
le" .1 A quclli di Fluxu.-. la critica, co nee· 
pi1a nel suo ruolo di mcdiazionc 1ra 
l'arte e ii pubblico, apparc l'ancllo es· 

sc11z.ialc di una ca1cn:1. un collanrc che 
rende possibilc l;t n1crcific:1zionc c la 
conduzione a buon fine dclla scqucnza 
produz.ionc-dist ribuzionc-oonsun10 pro­
pria di una ccc•non,i:t capi1ali~ka. 

Gi;.nni·Emilio Sin-.onctti (sopra) 
c Ben Vau1icr (so11u) 

I,...-. posizionc di f'luxus su <1uesto aspct· 
10 coinciclc con quclla di ~l aciunas, 
coordinaiore ed editorc dcl gruppo; 
"Nelle intcnzioni di Maciunas non si 
vcndeva !'opera. sc lo si raccva era per 
un dollaro, cluc·1rc dollnri, c n<Jn erano 
clcllc <>1>crc unichc bcnsi <lei n1ultipli. 
'Un ~l rtistn avcv;t un'id~:1 . lu i la l'calizza· 
va c JJt)i vcnclevu. E tultQ qucllo chc nc 
ricavava lo rcinvcs1ivr1 in :1ltri n1ullipli, 
non lo usav:t {ti ccrto JlCr arricchirsi. .. II 
n1ondo tlclr cconon1i:.1 era 01.gs.rc<lil<> 

qu(1n<lo un oggctto Che! \'Cniva idcatt> <la 
un ar1ista. invccc di cos1nrc ccn1o·n1illc 
dollari ed essere esposto in una galle· 
ria. era trat1a10 in cffctti come una 
scatolcua di fiammifori..." (\V. Mar­
chetti in un'in1e"fista rilasciata ncl di· 
ccmbrc '89). 
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Divcrsamentc, ncllc 1nani del n1erc-ato 
ar1istico, dalla fine dcgli anni Sessanta, 
quella dei mul1ipli divcnia una polente 
arma. Per le gallerie ~ ''l'uovo di Co­
lombo''. Se ranc non c ogget1ivamcn1e 
commerciabile. perch~ scarseggia la 
matcria prim,a, c~ le opcrc d'arte. co­
n1e rare ad escmpio con i sole-hi 1raccia· 
1i nel deseno o sui ghiacci. o con le 
azioni di cui non rimanc trnccia? Baste· 
ra capirc l ~t nuova situnzione. Si potran· 
no vcnc.tcrc le fotogrufic, filnlali, pro­
gctti. al li1ni1c i biglictti acrci per sorvo­
larc !'Alaska.: 
l)cr F'lt1xus l'ar1e ~ un~l for1na di dono e 
di lusso scnza prczzo, chc per qucslo 
n1otivo si clcvc pcrclcrc ncl sociale, e 
allora co111incino un po' i critici a dare 
ii buon esempio bruncolnndo nclla no1-
te. aggirandosi in quanicri pcriferici cit-
1adini. La componenic musicale risulta 
particolamcnte evidcntc sc si osservano 
Je manifestaiioni italianc del movimen­
to che hanno lulle la strutlura dcll'azio· 
ne-conccrto. Fin d3i primi anni Scs.san-· 
ta erano srn1i coinvolti ncgli cvq11i del 
gruppo musicisti come Sylvano Bussot· 
ti. Luciano Berio. Pietro Grossi, cosi 
con1e nel programma dcl Festival di 
Diisseldorf del '63 risullano i nomi di 
Bruno Mudemu. Krysz1or Penderecki e 
Giorgy Lige1i. Anchc i due pii1 impor-
1an1i cs1>oncn1 i itt1linni, Chiari e Sin10-
netti, son<) n1usicisti. 
In Itali;1. ::illa 1>rccisazionc <Ii un clin1a 
di rclazi()ni Ira 111usica c arti figurative 
concorre in nlodo dctcrn1inantc la rivi· 
sra Collage, pubblicarn a Palermo tra ii 
'63 e ii '69, dircua dal musicologo Pao· 
lo Emilio Carapczz.a c sostcnula finan­
ziariamentc dal borone Ruspoli. Collage 
ha avuto tra i suoi collaboratori ~iario 
Diacono, Emilio Villa. Carapcv.a stcs­
so. Bussoui. Klaus Konig. Fran(."() Do· 
naton~ Chiari. II pcriodico i1aliano che 
inrorma con puntualit:'t si:l delle mani· 
fcslazioni internazionali sia di quellc 
dcl circuito i1;1li;1no C Bit, chc csce a 
Milano tra l'aprile '67 c ii giugno '68. 11 
n1ensile, direltO clalla J>atazzoli, e a cui 
collabor;' assiclunn1cntc Sin1on~t1i, sc· 
guc-con altcnzionc gli avvcni1l1cnti cul· 
tt1rali (libri, n1ostrc cl'nrtc, fi ln1. s1>etta­
col i) curOf>Ci c an1cricani. Per <1uant<> 
rigua rda le 1nostrc d'artc si osservano 
particolt1rn1cntc c1uclle milnncsi, ron1a­
ne, torincsi e gcnovcsi. awalendosi tra 
l'altro delle note cri1ichc di Diacono, 
Tommaso Trini e Germano Cclant, 1~e. 
sege1a dell "artc povera". II so11oti1olo 
de Ila testa1a inizialmcn1c c "Arte oggi 
in Italia .. , suttessivamcntc muta.10 nella 



Co11ce11 fl1tt11s ( l)on1111cs di Gen Vautier), Piccola Co111n1en<la. f\1i lano. 1967. 
0,1 sinistr<t. Gianni Sassi, Gianni-En1ilio Sin1onctti. Carlo Gai~1. Sergio Allxrgoni. 

scconda scrie dcl '68 in "Ane oggi ncl 
111ondo". Sullc pagine di Bit si possono 
trovare testi, noti.zie e clocu1tlentalione 
fotografica su Fluxus 11cl su<) con1plcs· 
so, su singolc pcrso11alita Cc.)mc Vautier, 
Oyvind Fahlstron, Vostcll, Brecht. Un 
particolare spazio vie.ne declicato ad al­
cunc 1appc dclla tourn6c ital-s,•izzertt­
jugoslava. Si rcndono cosl cvidcnti la 
vitalita dclle componenti europce e le 
particolaritft di quella italiana. che-altri­
menti potrebbe apparire come una 
semplice appenclice loc:tlc del ccntro 
amcricano. Qucsto si verifica in u11 
n1omento in cui ii n1ercato n1011dialc 
dell~arte unifica l'intcra superficie ter· 
rest re. 
Conte cscn1pio di qucsta concczic.)nc 
dell'intcr11azionalisn10 s i puO citarc ii 
caso dell:intp<.>rtantc n1ostra itinerantc 
'"When Attitudes Become Form", di 
te11denza poveristico·concc ttualc, chc 
nel corso del '69 sosta in secli con1e 
Londra, Amsterdam, Berna, Krefeld e 
cite ha con1e ente finanziatorc la filialc 
europea della Philip rvtorris, una ntuhi­
nazionalc amcricana. ln1portanti per la 
clocun1enrazione conte11uta all'interno 
di /Jit Sc.)no soprattuttc.) i nun1cri 2 ( n1ag· 
gio '67), 4 (luglio '67) c I (aprile '68), 
chc contengono n1ateriale rclalivo al 
Co11ccrt Fltt\'ttS art 101al di Torino, per 
finirc con ii concerto al Tcatro dclla 
Piccola Con11ncnda di Milano. Sullc 
stcssc pagine ci sono anchc partitt1re di 
Marcl1etti, dichiarazioni di Vautier. di· 

scgni sonori di Bussotti:> La socict~l ED 
912. ii cui staff c costitui10 da Sas.~i c 
Albergoni, oltre a Bit pubblica libri, 
<lischi, 1nanifest i, v<tlantini e distribuiscc 
i11 Ita lia n1ateriale Fluxus provenicnte 
da altrc scdi europcc o an1cricanc. C-:i­
rattcristica di ttatti qucsti (>rodotti C una 
vivace grafica. 
Ncl '68 ii testo di tina dcnuncia di 
Maciunas del '66 vicne rcso (>ill conciso 
c trasfornlato in u11 cfficacc 1nanifcsto 
che poi c quello che Maciunas allega a 
unu clellc. sue periodiche circolari ai 
n1cn1bri dcl gruppo ed e 111cnzicJnato in 
una no ta cli Bit, n. 2: L968: '"flux-nc\v­
lettcr cli George Maciunas et nto · di 
circol:tre cl'o r<line sulle ultin1e. novitit 
dcl gruppo Fluxus. La lc11cra. indirizz:t· 
ta fra gli altri ad Anderson, A)•·O, 
Brecht. Filliou. Friedman. Mieko Shio­
n1i, SinlC.)OCtli, w:,llS, Yostell, \ la11ticr. 
contiene t111a scrie cli propostc di lavoro 
per ii 1968 c un elenco dettagliato degli 
ultimi events e happenings da inscrire 
nci 1>rogranln1i dei prossimi concerti 
prodo11i con ii marchio Fluxus. In ;!)le­
gato alla lettcra. un n1anife.sto su u11 
tenla caro a Maciunas, la dcnuncia dcl· 
le atrociti• n1ilitari dcgli Stati U ni1i.'' 
Ed c appunto del manifesto s1ampato a 
NC\V York chc vicnc prcparata una 
nuova cdizionc. U1\ fcno1ncno analog<> 
e ra avvcnuto 1~anno 1>recedente co11 la 
srnmpa dcl 1csto di Henry Flynt Com· 
1111111is1 A1ltSt Give Revol111io11tiry Let1,fer­
sl1ip i1r C11/111re1 la cui cdizionc i1aliana 
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~tppare un ita a un poste r cfficace dal 
titolo II 11rtJ/et1tria10 ,/eve ,firigere 111110. I 
termini s1essi impicgati da Flyn1 ncl suo 
scritto~ ii ctai senso e condiviso collctti­
vamcnte dal gruppo, sono entblcn1atici 
dclla concczionc clcl lavoro intellettua· 
le in Fluxus. II "particolarc" (i co n1t1ni· 
Sti) CIC\'C tendere a divenire r"univcrsa­
le" (ii 1utto). Non c un linguaggio dissi· 
mile da qucllo in1picga10 da Luk,ics nei 
l'r<1/ego111e11i '' 1111 'estelica 111ar:rista o da 
Hegel ncll'Esteiic". Le posizioni esprc.s· 
se in talc (na tcria da csponcnti italiani 
so110 altrettanto raclicali. Jn queli anni 
in11nagini di cortci, di occupazioni. cli 
nlanifestanti so110 ricorrcnti ncllc opcre 
1>it1orichc c nella grafica. Per attc11crsi 
allc- p.aginc di Bit. oltre ai casi ''vie1na­
n1i1i" cli MUhl, Brus c Y<>stell~ si posso­
no citarc i casi di Pietro Gallina, L1n1~ 
berto Pigno11i e Ugo Ncspolo. Oi Galli­
na oc:corrc ricordare la copertina nel n. 
5 (novcn1t>rc '67) riproduccntc una ta· 
vola dal titolo Dipingi di gi11//o ii 1110 
JJOlizio110, cite seri problen1i giudiziari 
ha causate.) a Sassi c all'cditore Feltri-
11clli chc si occo1>ava dclla clistribuzionc 
dclla rivis ta. 
II passo non firn1ato chc si rip<>rta e 
rifcrito alla n1ostra "Molotovu tcnuta 
da Nespolo ncl '68 dapprima alla Galle­
ria II Punto c in scguito da Sch,varz a 
Milano, clove si csibivano dcllc bottiglie 
Ol()IQtC)V VllOIC allincate SU telai in le ­
gno dcl forma10 70 x 70: " ... Se la mo­
stra non e ef(icacc sul piano delle for-



me ri\•c>luzionarie alloril Ugo Nc-s1>olo 
ha cornnicsso ii gr<)SSOlan<.) crrorc cli 
n1useificare e 111ist ificarc i n1czzi pos:itivi 
(in <1ucst<> cast) a.11chc sintb<>lici) dclla 
rivolta) sc la n1ostra C cfficace sul J)iano 
dellc formc rivoluzionaric allora Ugo 
Nc-spolo rischia di csscrc dcnunciat<> 
dalla Ques1ura ed anche in n1odo 111olt<) 
pe.santc~ in c1uesto caso pcrO C allora 
scic>cco rischiarc una cond<1n11a chc no1l 
serve a nicntc n1c111rc sarcl>t>C stat<> pil1 
cffic~lcc fare le n1olotc)\' di nascosto eel 
cvc11tualn1cntc tirarlc dalla partc giusta 

1\ '01t• 
1 Nell'<H...--casionc <lell'arrcs10 e dc.trintcrna· 
ntcnto ncll"ospcdalc psichiatrico di Aff<>ri 
del V~10 Guglichni vcogono diff\LSi due. vo­
lantini: Dife11cltte la liberti1 ovu11que dclla 
sezione itali:-Jna dcll'lnteroazionale situ;lzio· 
nil;i l;,1 con sedc :i(I Alba, da1;110 4 luglio 1958, 
e ""' $CCQlll'$ tie Van G11glicb11i, d:.•tato 7 
lug.lio 'SS. firn1ato da Asgcr Jorn per conto 
dcll' ln1crna?.ionale si1uazioois1:1 coo sc<lc. a 
Parigi. 
~ l)al fron1cs1>izio dcl c:"t1alogt.) <lella n10-
stra "'\Vhcn Atti1udcs J3econ1c Por111 (Ber· 
na. 1969) si rip-Orta on p:•sso dclla prcf~t· 
ziooc <fcl res1>onsabile eur-01>eo dclla J>hi· 
lip Morris: ;'Le operc riunite in quest;t 
esposizionc .sono stale sclezionatc e riuni· 
te da ~,Jcuni os.serv~•IOri delrarte at1u~llC 
sot10 la clenontinazione di ·arte nuova". 
Noi dell:J l'hili1> Morris pe nsian10 che si•·1 
gius10 fornirc ii nos1ro apporto a l fine di 
a11irare l'a1tcnzionc del pubbl ico su quc· 
ste OJ>Cre. perchC 1loi vecliarno ~vclarsi un 
elen1en10 chi~1ro in qucsta ";.trtc nuov;:1·. 
Ques10 clcnl enl<> C J'i nnovazi<>nc, scoza la 
qualc sarcbbc in1possibilc riu:K:irc in qual· 
s iasi attivitil. l~a nos1ra cos1aote r icerca di 
s1radc nuovc. per agirc e prodorrc. C sin1i· 
le agli i n1erroga1ivi dcgli artis1 i chc pre· 
se1ltano qui la loro opera. ( ... ) In quanto 
uon1ini d'~tffari al passo coi te1npi. sia1no 
incoraggiati a sostcnerc ii ·nuovo' c lo 
'spe.ri1nen1a le' in tutti i canlpi. .. ·• 
E una p~1gin;.1 fondamcn1ale. chc conferma I ;.~ 
gius1czza dcllc tcsi di Debord contcnutc in 

al 111on1ento g.iusto. n1on1cnto cite chi 
abita a Torino non p110 11011 conoscere." 
In qucsta 11ota si 1>onc l'acccnt<> sul 
pr<>tagc)nisn10 e J'egoismo clclrartc intc­
sa Ct)n1c fos:s:ilizzazione d i i1na rcaltft. 
contrapposta a quella l ibcra for;:a a cui 
Fluxus ril'olge le sue pro1>0stc. L'artc 
intcsa conte corpo a sC sarcbbc anchc 
una ncgazione di quclla carica ludica, 
ic<>noclasta e alchcn1ica chc Fluxus 
i(lcntifica. II gruppo lav<>ra nell'arte, 
1ncntrc ranalisi <Ii Debord contC1l11ta in 
l<1 S<)Cititt c/11 j7Ject(1cle indica i n1ccc.·~1ni· 

Lll sociCu .. : ''" S/X:Cl(lt:fe. Sc ii progrcsso tee· 
n<>logi<.'O C giunto a un suo acn1c c al collas­
so dcll:.-t <listribuzionc 111crcantile. si potran· 
no diffon<fere oontc preziosi gli scar1i (fella 
1>r0<luzione. E un nod1, 1,;hc ii funzi(.l0~1rio 
dclla l,hilip Morris afl'ront:t 1tlol10 pil1 disio­
vohanlen1e e concrc1;11n1..·n11.: ii .. p·1..·11,1 ai cri· 
tici d"arte co11tc111por:.1n\;i. 

_ .. _..~ ....... -· ..... .,.,.._ . ........ -~ 
~~ 
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snli cconon11c1 1n base ai quali nclla 
societf, capitalistica ogni cosa in conse· 
gucnza delta mcrcific<lzionc si trasfor· 
n1a in parvenza. u-. conclus:ionc perO e 
analoga, dato chc Debord affcrma chc 
''ii gcncrale Lt1dd prenclera <Ii nuov<.) la 
test a dei Consigli rivoluzionari". L'i· 
dcntitit di qucstc due propostc risulta 
nci fatti anc.he se tr~~ lu<lisn10 c Ludcli· 
sn10. oltre all;·, n1aiuscola, c'C \11ta 1/ di 
tJiffcrcnz.:1. 

lnvito a Le.-. 11101s et Jes 
choses · Co11et·rr Filtrus 
0 1110111/, Galleria 
II J>unto, 'f"orino, 
aprilc 1967. 

A<.."'<.'os1a10 a qucsto episodio, puO csscrc 
u1ile ricordarne un altro dell'autunno '68 c 
c.ioC la con1cs1azio11e clel l)eposito d' .;.\rte 
J>rcscntc di Torino, una dell..: nuO\'C strultU• 
re c.spositivc c allo stesso tenlJ>O una succur· 
sale dell;t Gallcrht Spcronc-. I prot~lgonisti 
di qucsti fa1ti sono J>icro Gilardi c Ncspolo. 
<1ucst'ultin10 giii legato a fluxus. Si riporta 
uoa dichiaraziooe di iNespolo rilascia1;·1 a chi 
scri,•c. del '75: "II Deposito era un cunco 
chc di,,idcva i bravi dai cattivi, Ii c'crano 
solo i bravi. gli ::1ltri non si C c::ipito perchC 
non dovcvano esserci; appunto eravan10 
se1npre noi 11ovc: Pistolettc.), Paoli1li, Zorio, 
Anscln10, Ooe11i, Mer'..::. ccc. Oon, Ii col 0¢· 
posito C con1inciato ii prin10 casino, a rii>en· 
sarci adesso anchc i1lgius1ifica10. Una SCr(1 
c'era una grossa OlOstra. anzi printa proicl· 
tavano i fiht1; un gruppc.) di pcr:sonc tra cui 
Gil;.-irdi c io ;.lbbi;.11110 sbar;.t<:ealo lUllO. ab· 
bian10 SJ>ace<.tlo tutto. c abbian10 creatO una 
specie (Ii 1nuro 1r~1 quest() gru1>PO di pc.)terc., 
perchC di grupp<> di 1x>1crc si 1r;ttt:.1va. c ii 
Dc1>0sito falli ..... A tcs1i1noni;.1nza dcgli av· 
vellin1cn1i di quclla scta, sul 1t1uro dcll'edifi· 
cio <Ii via S. fernto a Torino ancora oggi 
ri1n;·1ne un peizo <Ii una scri11a 1racci•·11a con 
la vernice spray gialla: "Ocposito di nlcr<la. ·· 
3 Al caso dcll"azionc di ·rorino avvcnuta 
nclla circos1anz..'t dcll'inaugur:17.ionc dcl Mu· 
sco Spcrin1cntale d'Arte Con1cn1poranca 
alla Galleria d:,\rtc rvtondcrna, la rivista 14 
Soli, fonda1•·1 e diretta cla A<friant.) Parisot. 
dedica partc dcl rascicolo n. 53 dcl 1967, 
ro1ltpendo cosl 1:1 collseg:na dcl silcnzio. 



Entrevista con Zaj 
J11a11 11;</a/go 

i,. cu:l11do naci(> ustcd, ZAJ? 
en julio de 1964 
;,. que es ZAJ? 
ZAJ cs ZAJ por que ZAJ c.s no-ZAJ 

i, quc significa ZAJ? 
ZAJ 
i, que pcrsiguc ZAJ'? 
Zaj 
i. cu~'il cs la cstCtic.a ZAJ? 
ZAJ 
i, quc finalidad tienc ZAJ? 
ZAJ 
;, qu6 cosa hacc Z.AJ ? 
traslados, concicrtos, cscritos y carto· 
ncs, fcs tivalcs, cxposicio11e:), lil,ros, tar~ 
jctas, etcetera y etceteras ZAJ 

i. que toca ZAJ" 
ZAJ toca sicn1prc puntos ZAJ con y en 
scntidos ZAJ 
i. en d6ndc ha tocado ZAJ" 
en n1adrid, lisbl)a, s:1n scbt1s1ifin de los 
rcyes, ah11orox, argel, schauinsland, 1011· 
(Ires, frankfurt, aachcn, bcrlin. nc\v 
york. clc1·n1ont-ferra11d. zaragoza, b;1r· 
cclona, san scbas1ia11, bilbao. a lCO)'· ro · 
uen. pari's. colonia, <llisst::l<lorf, kasscl, 
valc11cia, tokyo, osaka, 1>antplona, san­
tos (brasil), c6rdoba (argentina), albany 
(n.y.), hanovcr (n.h.), 111onrcal, amhcrst 
(mass.), urbana-champaign (ill.), buffa. 
lo (n.y.), n1i11nca1)<)lis (n1inn.). oakland 
(calif.), bcrkclcy (calif.). colorado 
springs (colo.). 111iddlc1own (conn.), 
can1bridge (n1ass.). nlilitn~ h:is pah11~1s 

(islas canarias), ro111a, vcnccia, pavfa, 
n1U11chen. santa cru.z de tcncrifc, n1al· 
particla de caceres. la -sainte-baun1e 
(franci:.:i.), la laguna (islas canarias), cc­
scna (ilalia), sa11t'arc-angelo (ita l ia)~ co­
golin (francia), santander, matar6, par· 
n1a, jerUS\1len1, Oorcncia, berna, amalfi1 

an1stcrclc1n1, spolcto, gincvra 
conclusiones <le ZAJ 
ahora ZAJ scra o no-scra ZAJ 
ZAJ, qualquicra otra \ 'CZ, scra 0 no 
serii ZAJ 
pcro sicmprc ZAJ sera o no-sera s61o 
ZAJ 
posdata ZAJ 
l ha cont(>rcndiclo 11stcc.l'? 
sf. no-ZAJ; no-si, ZAJ 

'· . 

Juan Hidalgo, Conceno Zaj, Galleria Muhhipla, Milano, 1974. (Foto Roberto Masoui). 
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Juan Hidalgo 

A LETI.ER FOR DAVID TUDOR ,para"" pianista• ,piano !I cua 
ntos objttos stall nectsarios 

FORTNIGHT ONEROUS NEGATION LIKENESS 
RAMROD IVY 
JUVENILE VORACIOUS.COD 
PLAGIARIST DESIGN STARRY ACQUISITION 
QUAFF 
BAKE 
KINDNESS WORTHY 
GENTLE XANTHOUS YULETIDE 
UNQUENCHABLE EXAMINER 
MECHANICS 
ZOOLOGICAL 
HARPOON 
TENPINS 

•ta11ibiitt <1arios pianistas contenipor &11ea111e11te ,cit 1111 tic111po 111cis o 111 
e1t0s deur111i1iaJo .podr&n realizar ,i11depe11die11te111ente 1varias versio11 
ts dt "a lttttr for daoid tudor " 

paris ,2 jwiio 1961 
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Juan Hid;tlgo. i\1 Litt1a11ia, f.1 s 1W<1ci111tt1s, i\1one. Llt11t111it1 ~ Pt1esc di A·laclu11t1s, 1978. (FOi<.) Nae ht) Criado). 
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Walter Marchetti 

corrcrc corrcrc c correrc c gridarc cor· 
rcrc:: c g.ridarc scnza corrcrc c gridarc 
scnza posa correrc c grid.arc scnza J)O· 
sa, Cc.)rrc rc c gridarc sc1lza po~a, scnza 
corrcl'c corrcrc c griclarc scnza (>Osa, 
senza accorrcrc corrcrc c gri(larc scnza 
posai senz.a accorrcrc a qualsiasi corrc· 
re c g.ridarc. scnza posa. scnza accorrcrc 
a qu<·tJSi<.tSi chianlata, corrcre e gridarc 
senza posa. scnza accorrcrc a <1ualsiasi 
chian1ata, senza correre e gridare scnza 
posa, scnza accorrcrc a qualsiasi chia· 
nlata. sc1lza rispondere scrnprc correrc 
e gridarc scnza posa, senza accorrere a 
qualsiasi chianlata. scnza ris1>0ndere 
sempre corrcrc c gridarc scn-za posa, 
scnza accorrcre a qualsiasi chiamata, 
senza rispondcrc scnl1>rc affcrn1ativa· 
n1ente correre e gridare sc.nza posa, 
senz~, ~1ccorrcre a qualsiasi chia111ata. 
scnza rispon<lcrc scn1prc affcrn1ativa­
n1cntc1 Ct)rrcrc c gridarc scnza pOSa; 
scnza accorrcrc a <1ualsiasi cl1ia1nat~1, 
scnza rispon<lcrc scn1prc affern1ativa­
n1cntc, scnza corrcrc c gri<larc scnza 
pt)Sa, scnza a.ccorrcrc a '1ualsiasi chia· 
matai scnz..."i rispondcrc scn1prc affer­
n1ativan1cnte., sc11za n1antcnc.rc corrcre 
c gridarc scnz~l posa, scnza accorrcrc a 
qualsiasi chian1a1a, scnza rispondcrc 
sen11>re affern1ativamente, senza 1nante­
nere sempre correre c gridare senza 

posa, scnza accorrcrc a t1ualsiasi chia­
n1ata, scnza risJ,<:>n<lcre sent(>rc affcr­
n1ativan1c1ttc-. sc11za nlan1cncre sc1t1prc 
la corrcrc e griclarc scnz_., 1>osa, scnza 
accc.)rrcrc a qualsiasi cl1ian1ata, scnza 
rispon(lcrc scn11>rc affcrn1ativan1entc, 
scn?At n1an1cncrc scn1prc la stcss~l cor­
rcre c griclarc-scnza 1>osa, scnza accor­
rcre a qualsiasi chian1a1a, senz;:i rispo11-
dcrc sc1t1prc affcrn1ativan1cntc, scnza 
n1antenere scn1pre la s1e.ssa velocitil 
correrc e gridare scnza posa. scnza ac· 
corrcrc a qualsiasi chia1nata, scnza ri­
spondcre sempre affermativamcnte, 
scnza n1an1cncrc scrnprc la stcssa vclo­
citft, correrc e griclare scnza 1>osa~ scnza 
accorrcrc a qualsiasi chia1nat:t, scnza 
rispondcrc sempre affcrn1ativamcntc, 
scnza n1an1cncrc scrnprc la stessa velo· 
citi1, correrc c gridarc senza posa, scnza 
accorrcrc a qualsiasi chia111ata. senza 
risponclere scn1pre affern1ativan1ente, 
scnz.a nlantcncrc scn•prc la stcssa vclo· 
citft, corrcre e gricl;.,re senza 1>osa, senza 
act<>rrcrc ,., qualsiasi chian1ata, scnza 
rispo11clcrc sen1prc affern1ativan1entc, 
scnZ~l n1antcncrc sc111prc la stcssa vcl<)· 
citit Quc-sto C zaj corrcrc- c gridarc 
scnza posa, scnza accorrerc a qualsiasi 
cl,ian1ata, scnza rispondcrc sempre <-lf­
fern1ativamcntc, scnza mantcncrc scm· 
pre la s1cssa vclodtil. Ques10 c zaj. 
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\Valtcr Marchetti, Aftuiclte <la ca111era, "Milanopocsia", 1989. (fot() (iiovan11i Giovanne11i). 
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Esther Ferrer 

Sl[llTESE Ell LA Sill A 
Y P[RMANEZCA SENf AOA,10 
HASTA QU[ LA nuERT[ LES 
SEPARE 

\ 

\ 

Esther Ferrer, "Sit dO\.\'O in this chair and rcn1ain seated until the two of you are separa1<.!d by death"', A Zuj l'ro/JQsi1io1t 
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Y Jalwel1 Dios dio es1a ore/en al hombre: 
"P11edes come de 1odos los /Jrboles de/ 
jartlf111 salvo tie/ (lrbol de la ciencia clcl 
bien )' <lei n1aL p11es el clff1 (Jue c6111as 
111orir6s •.. " 
/,.a serpie11te tlijo a lt1 11111jer: "De 11i1tgr111a 
111a11eni 1t1orireis, /Jt1es D;os s11be ''"'>' 
bie11 q11e el dta qtte c0111ais tie e/, Se OS 

Ami 1he lord God comme11decl 1he man: 
"Yori are free to ear fro111 a11y tree i11 tire 
gartle111 b111}'0111tu1s1 1101 e111 fro111 1/1e tree 
of the knowledge of good and evi~ for 
1v}1e11 )'011 eat of it )'011 •viii s11rel)1 tlie ... ,. 
" Yo11 will 1101 s11rely tlie. /:Or G(){/ k1101vs 
1/1at u1J1e11 }'Ott eat <>fit )'Ottr q·es 1vil/ be 

II Signore Dio dicdc questo comando 
all' uomo: '·Tu potrai n1angiare di tt1t1i 
gl i albcri dcl giardino, ma dell'albero 
de/la co11osce11za tie/ bc11e e de/ 111ale non 
devi mang.iare perche, quand(> ne. n1an· 
giassi. certamentc nc morirc.sti ... " 
E ii serpcnte disse alla donna: " In ncs· 
suna maniera mori_rai, poichC Dio sa 

El paraiso terrenal 

abrir011 los ojos )' serois to1110 <lioses, 
conoceclores <lei bien y de/ mtll." 
Y como vicse la 1nt1jer que e l arbol era 
bt1eno para C()mcr, agradablc a la vista 
y prccioso para abrir la intcligcncia, 
oogi6 su fruto y co1ni6 y di6 ta1t1bien a 
su n1arido que estaba cerca de c lla y 
cste tambien comi6... Y Jalrveh Dios 

The Garden of Eden 

opened, and yo11 will be like God, !wow· 
i11g goocl a11tl evil. " 
Whe1l the 'voman S:.'t\v that the fruit of 
the tree was good for food and pleasing 
to 1he eye. and also desirable for gain· 
ing wisdom. she tOOk some and ate it .. 
and the lord God Stlid, "The mtln lrtls 

11 paradiso terrestre 

che ii giorno chc rnangcrai di csso ti si 
aprira11no gli occhi con1e a Dio c cono· 
scerai ii l>enc c ii male.,, 
Allort1 /11 do111111 vi1le cl1e l 'albero era 
br10110 cla 111t11,giarc, gratlito agli QCc/1i e 
desi<lerabile per acc11,istt1re saggezza; prese 
tie/ s110 fn1110 e 11e 111011gi01 poi 11e tlie1/c 
tt11c/1e al 111an'101 cite era co11 lei, e t111clz'e· 

" 

1 , •• •: · :. 
·~ · ~r~:::. : .. , ... . . . . . . 
tt. ~ ..... ;. ···· ~ .,. 

Es1her Ferrer. M1tSi<:a celestial. 
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dijo: "fie alt! q11e el l1t>111bre se lzt1 co11· 
vertido etc r,110 de 11os<>tros por el co11oci· 
111ie1zto tie/ bie11 )1 tie/ 111al. " 

Esta secuencia c-.xtri6da clef GCnesis, es la base 
tie la 1rflgico111etlia 1t111sical Eva y Dios o La 
verdadeta historia y origcncs dcl fcminismo 
y la misoginkt. 

11o•v beco111e like 011e of 11s k1100,vi11g good 
Olltf c,;vi/." 

111is excerpt fro1n Genesis is tlte basis of 1J1e 
1tul.5ical tragedy/co111etly. Eve and God or 
i·hc Real History and Origins of Feminism 
and Mis<>geny. 

gli ne mangii>... II Signore Dio dissc 
allo ra: 11 Ecco, l'uorno C diventato con\c 
uno di noi, per la conosccnza dcl bcnc 
e <let n1ate." 
Qucsti brani tratti dalla Genesi costiloisco· 
no la b~lSC dclla trag_icon1mcdia n1usicalc 
Ei;·a e Dio () La ~·trfl storia dellt origini (/el 
fe1n111i11is1110 e del/a 111isogi11ia. 



• 

·-·- "" -... . ---

Esther Ferrer ... Sexc·Collcction-. /.os arbol<'.f ti<' la C'ktteia d4-I bk11 )' drl 11rat. 1983-89 . 
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Charlotte Moorman 

'?' ->- -> 

Charlotle Moornlan, 1975. 
(Fo10 Peier Moore). 



Charlotte Mootnla1l, violonceltis1a1 c Nan1 June Paik. violoncello un1ano, 
in 26'/ . 1499 for a String Player di John Cage. (F'oto Peter Moore). 
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Charlotte Moorman, 1975. (Foto Peter Moore). 
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Charlotte Moorm3n. 1975. 
(Foto Peter Moore). 



Ken Friedman 
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Ken Fric<hnan. 1988. 
(Councsy Emily I l•rvcy Gallery. 

fo10 Wilfnd Rouff). 



Fluxus 
and Company 
Ken Friedman 

I. The Birth of Fluxus 

1.1. Ideas, Issues uncl l,,arndign1s 
Tire it/ea of F/11.>:us was born long before 
Fl1tr1t5 tire 8'°''P or FJ1w1s tire 111ove111e11r. 
Rene Block coined the temr Fh<rism to 
refer to the idea, the core philosophy that 
a1rin1a1es Fl1tt11S. Tltt1t it/ea exi.s1ed before 
Fluxus did. 
Tire idea of Flt<xism has been visible 
1hro11gh lristo1y. We .1tt it in the ideas a[ 
Heroclittis and the Gretk philosophers 
k'lto said )'Ol-' ca11 '1 cross tl1e sa.1ne ril'U 
mice; i11 Zar: i11 1/1c paradfg1ns of science 
1/101 lxgo11 to t111trgc late ;,, 1/1e last cot· 
tury. 
ftft1rs/1all ftfcL1,/1a11 011ce said 1/1a1 anists 
a11d creators lire 0111e1111ac for tre11ds i11 
society and in the worltl. Fh<rtlS is rooted 
ill ideas of glolxtl trtllLlfomiotion. changes 
;,, 1J1e n'Orltl t111tl cl1t11igt'.'i i11 tl1c '"'O)'S '"'c 
see 1/1e tvorltl. F/10.·11s gro1vs fro111 a ric/1 
/01111tla1io11, e.i:tc11tli11g to evoke s11btle a11cf 
so111eti111cs ,·0111plcx 1>an)dig111s. 
T/1erc ore 1x1n1llcls betn•ee11 FlicatS a11d 
scie11ce. Ne•v 111odels i11 111at/1e111t1tit·s 
ofte1r precede '''''' lead to 11e~v applica-
1io1is ;,, plr)'sical .Jcie11ce. So, too, para­
digl1u i11 an e111~rge wlre11 t/1e ""'rld-1•iew 
is sltiftil1g. Slrifts 111 tire »isiol1 sltape cul· 
ntll', llistOI)' a11d scit11ct. 17rese are 1isible 
in tire sl1ifli11g parotligms of an. 77re dee· 
odes in h'ltic/1 Fltma ettrergetl '''t're tire 
d«ades i11 n'l1icl1 1l1t scic11ces of 1ra11S­
discip/iJ1ary c01111Jlexi1y ctJ111e i11to tlreir 
0~·11. 

lt '.s clel1r 1/101 1:lttr1' s t111tl i11ten11cdia 
e111erged ;,, 1/1c erl1 of clec1ro11ic 11111.Sic a11d 
tdevi.ritm. (f'l1u11s fJnists IVolf Vostcll anti 
Na111 J1111c />11ik cre11ted tl1e 111edi11111 of 
video art l>y trt111sla1h1g 1clcvisio11, co111-
11u,11ic,11io11 1/1eo1)' t111<l Zc11 i1110 pl1y:;ical 
for111.) It's e~·e11 1111Jre .'iig11ific11111 111111 
FltL'ntS 1111<1 ;11tc:n11e1lia '''ere bon1 i11 1!1e 
era of the first compwers, tlte time of 
co1t1p11tatioJ1 scie11ct, evoltltio11ary JJS>'­
clrology. 11er,roscie11ces t111d cl1aos s111dies. 
If tires< lra1vm ·1 yieltlt!tl ob1'io1ts art forms 
iii 1/1e ~'a)' ~lectl'Ol1ic processon or "'itleo 

/1a,~. ir is becai1sc t/1c art fon11s s11ited to 
tl1e111 <1re11 't l1s si11111le flS ''idco. Tl1e para­
tlig111s bei11g bonr l1ro 1x1r11<lig111s tl1at •viii 
1ra11sfon11 1l1e glolxtl e1111iro11111c111. Tl1a1 is 
tl1e e11viro11111e11t i11 1vl1it:l1 Fllt.r11s rook 
shape. 
Tire key i.ss11es i11 '' socief)' arc1r'1 alk-·ays 
1J1e is.sties rl1a1 t1ttrac1 tire 111os1 a11e111io11. 
For over a dc.-cade. tire 111e<lia Jiai·e pre-

(Foto I l~ l~ne Lcv:ind). 

senttd »idt0, elertro11ic mail and 1·ideo· 
pl1011es as tire C0111i1tg ret'Ol111i011 i11 c0111-
n1t111ica1i01is tecl111ofog,1. 8111 tire 1nost 
pro/01111d cJ1a11ge i11 co1~11t11111;ca1io11s 
tec/1110/~ l1as l>ce11 11011e of 1l1cse: it lras 
bccrr tlte telefax. Fax is tro11sfonr1i11g tire 
li'O)' IYC sc11d Oil(/ reccire lllCSS(lf;CS. 

l.2. Evolution and Ancestors 
FllLr11s 1va.v /xJr11 <11 fl s/1if1i11.g 1xJi111 i11 
'''Orl<I ''ie1vs. 11rc crtt 1ve ;,, 1/rc £11glislt· 
speaking world once cfJl/ed tltc l::tiza· 
be1l1<i11 Age is 011/y 1101v co111i1rg 10 11 close. 
111011gl1 1ve do11 1t )'Ct k1101,1 its 11a111e, a 
1rei.v era is 1aki11g sl101Ht. Bm111tlary s101es 
i11 ecologicl1l S)'Sll.!111.S gi"'t rise 10 i111eres1-
i11g life /on1is. 1'ra1rsiti011 ti111ts ;,, J1i.stol)' 
gi"·e rise to iJ1temti11g c11/111rc fonns. 
l1u/i,~id11als s11cl1 as A·farcel D11c/1a1np 
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a11d 101111 Cage are t1cc11ra1el)1 see11 tis 
a11cestors of F/14ms, but itleas played a11 
evc11 larger role. ll11ssi111r n.n:o/111io11lll)' t1r1 
groups s11d1 <1s LEF were 11 profowul 
i11j711e11ce 011 so111e of 11s, 111os1 sig11ifica111/y 
George 11faci1111as. For others, De Stijl 
and tire 8aulra11s philosophy were central. 
TJ1e idea tl1at )'Oil ci111 be a11 llrtist a11d -
01 1/1e so111e liJ11t - '''' i11t/1utrialist.. 011 
arcJ1i1ect or a desig11er is a key to 1J1e "'DY 
'''e i;iew l>CIT tt'orl< Oil(/ Oltr role ;,, s«itl)1• 

/1 is as i111porta11110 ~'oric i11 tire factOl)1 or 
1l1e 11rba11 la11dscofX! as i11 1l1c 1111uet1111. It 
is i111JXH1a111 10 M able 10 sl1ift positi<>11S 
111ul 10 "'°'* i11 bol/1 e11viro11111c111s. 
Dt1<la 11111st be 111e111i011~d. b111 Dado ·~·as 
/anl1er fro111 Fltv.1•s i11 111a11)' lffl):f 1/1011 
either De Stijl or 8aul11111s. Tire seeming 
rela1io11sl1i/J betn'ce11 F/1a11s t111d Dt1da is 
111ore a 1111ltter of O/J/Jeltrt111ces 111011 of 
(/eeJJ s1n1c1r1rc. Filliou JJOi11tc<I tl1is or1t i11 
a11 i111por1,1111 s1111c111c11t 1vrltl(!11 l11 1962, i11 
ivl1icl1 lie states c·lcar/)1 1/1ar 1:ltLr11s is 1101 
D11<l<1 or 11co·Dad11 i11 its i111c111io11s. Dot/a 
'''OS e:rplosi1:e, ;rre1·ere111. a11d 111atle 11111cl1 
rise of l111111or. ,,~, f'/1c.x1tS l1as also <lo11e. 
8111 Datlo .,.,,.s 11il1ilisric. 11 111ille11aria11 
'''ove111e111 i11 111cxlen1is1 tt•n11s. F/1«11.S •~·as 
c01r.s1n1c1i\.·e. Fl1u1u '''i's /011111/ed 011 pri1r· 
ciples of creation. of trtJ11Sfom1ation and 
its cemral mallod se<1g/11 11cw "'a):S to 
build. 

J.3. \Vhen. How and \Vho 
If you can gi,.c a birtlt date 10 tire Flt.r11S 
group. it l\'QU/tl be tltc year 1962. A 1111111· 
bcr of people in i,>urope, Japan anti the 
United States fwd bce11 working in paro/. 
lei an /on11s a11tl /Jt1rs11i11g 1111111y of 1l1c 
s<1111e idet1.r i11 1/1e;r u·ork. A l .i1/i11a11ia11-
bor11 t1rc /1itec1 1111tl <lesig11cr 11a111c1J 
George Macl1111as 11111/ tril!d 10 JJrese11t 
some of 1/re111 in 11 gallery, anti after tile 
gfJl/ety fo/detl, 1hro11glr 11 magazine 11a111etl 
Fluxus. 77re 111agazi11c 1tt!\'l!r took off, b11t 
l''l1e11 a festii'(1/ e11u:rged i11 IViesbode11, 
Gen11aJI)'. fea111ri1ig tl1e ,,·ork o/ 111011)1 of 
1J1e 11nists 1\111ci111111s i11tt11tlL"tl to i11c/11de 
in tire 111ogazi11t, it '''as co/ltd a FlrmIS 



f"tsliL•al. 171c 11t1111c of 1J1e fes1i1·a/ 1ook 
!told, t1r1d 1/1c f}(lrriciJXltlls ca11ie to be 
ca/ltd the Fl1oois group. 
77ie Wiesbaden group included Dick Hig· 
gins, AlisQ11 Know/ts, GtOf8t Brtchl, 
Benja1ni11 Patttrson1 Eric A11derse11. 
Tomas Schmit, IVolf Vostel~ Nam June 
Paik. E111111ttt JYillia11is, A1aci1111as l1i111· 
self a11d St>'fral Olhel'$. 
Afttr IVitsbade11, artists who had bee11 
JL'Orki11g 011 si111ilar pri11ciples ca111e i11ro 
co111ac1 wi1J1 Mt1cilt11as or otl1ers i11 
Fl11x1is. Some of 1fle111 c11me 10 Ix! part of 
/;'l11.t1tS, 100. ~'fOJI of 1/1e111 •vere 1vorki1ig 
011 a si111ilar basis, so 1/1cy· joi11cd ;,, 
F/1u·11s 011 tire basis of ,,1/1<1t 1/1L')' 11<1</ 
already tlone. 
111esc ar1;.s1s i11c/11tletl /Je11 Va111ier, Gi11-
seppc Chiori, Josef}ll 8e11ys, 8e11g1 af 
Kli111berg. Robert Filliou, Takako Saito, 
Jackso11 /lfnclo1v, la A10111c Yotltlg a1itl 
01htl'$. Somt, like I.A Afo111e. hod bwt in 
1011ch witfl Gt<Jr1:.~ long befort Wiesbaden. 
Othm comt in lottr. 171is group kepi 
grtM;1ig 1llro11t:11 1/1t mid·Sifties. 1\fila11 
l(J1izak co111c la1e i11 1l1t proc~ 1he11 I 
atrfrtd i11 1966, 1lle11 Geoff Hendricks 
so111e 1i1111: after 111e. Tlrere "'-ere 1·•~'0 
groups of original Fl1<n1s members, 1lle 
fo111rtlcrs ..,1/10 "''ere ''' JJ'iesbade11. a11d 1/1e 
111e111l>el'$ '"''o ca111e ;1110 F/11..u1s 011 1/1e 
basis of tlie origi11al 1vork 1l1<1t let/ 1J1e 
tJt/1en 10 •velco111c 1/1e111 ;,,, 
f 'l1«11s J111tl 111t111y rr><>tS. ·111e 1110.sr i111111e· 
tliate so11rce t•o11l<J l>e soi</ to l1a"·e bee11 
1/ie course.r 1/1111 John Cage taught 01 the 
New School i11 the late Fifties a11d early 
Sirties. 1\ft1t1)' F/11..rris fJCOJ>fe st11dietl tlzere 
nri1J1 Cage. nze llltljon'I)' of Fltt.xllS (lrtists 
a11d co1111X>stn l1nd11 't bee11 Cage s11.1· 
de111s, b111 111ost of tu tt•en.- l1if111e11ced i11 
S0111e K'DY U,1 /1is ideas. 
Fllaris gmv. A second ~11erati011 - if you 
h'Olll 10 call it that - cmuged as the 
Flloois anis1s btgarr 10 i11jluem:e 01hers 
1llroug/1 frientlship. collaborario11 or et•en 
teac/1i11g. Lany Aflller st1ldied l~'il/1 Bob 
Watrs 111 Rutgers. 1111d Jock Reyno/tis 
sltttlietl 1vi1/1 JY<1tts 1~·l1e11 Ire tat1g/1t at tire 
University of California. Jean Dupuy 
came i1110 Fluxtts through his collabora· 
1i<>11 ,..,;111 George Mt1cit1i1t1s. D<1vi1/ Ma,·or 
•vas e1igag(:<I /Jy Aflke Jl'e11,1er ''' n111 1/1e 
Fl1t.rsl1oc ;,, E11glt111(/ after I set 1/1<11 
JJroccss 111 11101io11. Jo/111 Ar111le<ler 
</e,•elopetl s1ro11.8 co11tacts 1vi1/1 Roben Fil~ 
lio11 a11tl B<ui Va111icr. 
Some of these t><ople were more distill· 
g11isl1cd 1l1t111 tl1ose already ac1ive i11 
F/1cau. Jea11 D1tfRI)' ,,·as t1/reatl)1 oh/er 
1/1011 George " 'l1t11 1/1<!}' 111et - a11d 1fl1en 
George K'OS see11 as a11 ec:c~111ric outsitler 

10 tire Off \1'Qr/tl. D111111)· l1lld bec11 a 111ajor 
{tg11rc i11 1J1c tlm·clop111e11t of 1/1~ art a11d 
1ccl111ofogy 11101·c111e11t. For t/1c ge11era/ 
public, tlrt btst k11ow11 single member of 
f"/rtnu " 'at ttnai111)1 Jo/111 U1utOJ1, h-110 
was world fa1110<1S IOJ1g before his im•oh-e· 
111~111 hrit/1 111. 
F/1tn1S /1as btt11 able 10 gn>w because it's 
llatl room for 1/i11log11e 01ul 1ra11sfonHa· 
1i011. II 's bt'fll able 10 be bom and rebom 
se,.·en1l 1i111es ;,, <liffere111 11'a) ·s. 111e jl11id 
1111tlers1a111lr'11g of ;is Ol"''' /1ls1ory a11tl 
111e<i11i11g, tlie t'e111ral i11siJte11ce 011 tlial· 
og11c '''''' soci<rl crcti1i,1i1y rt1tl1er 1/11111 011 
o/Jjcc1s t111tl 1111ifi1c1s liave e11able<I Fltt.rz1s 
10 re111t1i11 ali,•e ()II 1/1c SC"cral ()CCllSiQllS 
1/1a1 J;/1,r11s ltas /)ce11 tfe,-/11re1/ 1le11tl. 

---

ln\'ito per la m~t!"'J di Ken Friedman 
ollo Enuly I lor.-cy Gallery. 

N"'""' York. 1988. 

2. The Twelve Criteria or Fluxus 

2.0. Core Issues 
Tlrcrc tire tn•cl, ,e t'On! isst1es 1/101 ca11 be 
rcn11t•1/ 1/1c /Jt1sic i<l'111s of 1:'ht.'(11s. /11 1981~ 
/Jit·k lli&c;l11,'i 11•ro1e tr list of 111't1c cri1cria 
'''"' l1e s·t'J!..t;t~sit•tl llJ' ce11tnil 10 1:/rtr11s. H e 
sai1/ 1/1t1t ll '''()rk or a /Jrojecl is Flttrist to 
tire 1legree 1/1t11 it ft1/fils <• sig1ufica111 ,,,,,,,. 
ber of criteria. a11d 1lla1 tire more criteria 
any one piece fills. 1/1e more Flm'<S i11 
i11tt 111lo11 1111d rcalizo1io11 i1 is. / '1-c el"­
pa11ded 1/,. list 10 twtfre. a11d c/1ani:-d the 
1cn1rs. 10 acc011111 11t<>re prttisel)· f()r 1l1e 
1111a1tc~s of 111ea11i1fg I /ttl arc •·ital 17te 
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·r"reJve Critcrin of 1:·1u.xus <ire: 
Globalism 
Unity of art a11d life 
/11ten1tedia 
£rperi111e11talis111, ~arcl1 orietttati011 
Chance 
Playfulness 
Si111plicil)~ parJl111<HI)' 
/111plicntl\>·e11ess 
£xe1111>ln1ivis111 
Sf}ccijicity 
l'rese11ce i11 1i111c 
Musicality 

2.1. G lobrtlism 
(ilol>alisn1 is ce11trt1/ 10 1:11t\11s. 'f/1is e111· 
/JraceJ· tire idea 1/101 u·e li11e 011 a si11gle 
u•orld, a 1vorltl i11 11•/Jic/1 tire bo1111t/t1ries of 
110ll1ica/ s1111es tire 1101 ;<Je111icaf 1vi1/1 1/1e 
bo1111dories of 110111rc or of c11/111re. Dick's 
list 11Setl 1/1c 1cn11 intcr11;11ionalism Dick 
referred ro Fhoo1s' complete lock of inter· 
est in the 11a1ional origin of ideas or of 
people, bt11 i111rn1oti011a/isl11 ca11 also~ a 
fon11 of co111petitl011 1Nn,-ee11 11a1lmrs. JYar 
is 110''' 1111arctptnble as <1 fon11 of 11a1i<»1al 
expre.ssi011. t."c0110t11ic i11terrs.ts 011 a global 
scale erase 11a1io11t1/ bo1111tluries, too. Tlie 
011/y tzreas i11 " 'l1icl1 11a1io11s ca11 p1ul1 
1/1e111se/1:e.'i fon•.:<tr<I <IS 11a1io11al i11teres1 
gro111JS '''it/1 i1/e111i1;es tlefi11etl agai11s1 tire 
itl1.•111iti<•s of 01/1cr 11a1io11s ttre Sfx>rts t111<I 
c11/111ro. 111e i11ter11ati()11al t.•11/111re festivals 
tire .so111c~1i111es like ,\'Occer cl1t1111pio11~ 
s/1ips 11•/1ert.• c11/111r<! stars a11<I 11a1io11a/ 
JJ(>/itic. ia11s fJt1sl1 11gal11sr c<1cl1 otlrer lvi1lt 
11// 1/1e 1•igor 1111<1 sn•·agcf)' of si11111/ated 
u•t11fore. ///11x11s c11co11rt1ges d;a/og11e 
a111011g like 111;11tls, rrgt1rdfcss of 11atio11. 
Firu11s welcomes the dialogue of 1111/ike 
111l11tls '''/1e11 socittl /Jltrposes are i11 11111e. 
111 1/1e Sixties, 1/1e c011ctp1 of i111m101io11-
alis111 ••"DS cxpressh-r. 771e U11i1td NatiOJis 
,,·as J'Ot111g, 1l1e cold ,,.,,, 1•ws 011 acti,·e 
C011j/iC1, 011tl 111ass political gro11/}s operat· 
i11g as 11a1t'o11nl i111en.'St grvttps steined 10 
offer ll ''-'ll)' 10 es1t1blisl1 global <lialogr1e. 
T<Xla)', globalisni is '' 111ote precise er· 
pressio11. It 's 1101 si111ply 1/1t1t bo1111tlaries 
t/011 't COtillt, b111 1/1a1 i11 Ilic IJIOSI i111por­
ta11t i.~ttes. 1J1cre t11v: 110 bo1111tlaries. 

2.2. Unity of t\rl and Ure 
Tire unity <>f t1rt and lire is cc111rt1I 10 
1:·111..t•is111. U111c11 F/t,\'11s n•as es1<1blisl1etl1 

1/1e co11:st.·io11.~ f>'()O / 11·as to cr<1~·e 1!1e bo1111· 
<lt11ies /1et1,·ee11 a11 a11d life. T/101 11•as 1/1c 
son of la11g111111" appropriate 10 tire time of 
pop ttrt and of ha/}penings. 171e fo1111di11g 
Fl1t.nlS circle sottg/11 10 raol•Y! " ·/rat tt·as 
1/1n1 stt11 as a dll'ltQIQ11ty /Jeni'tt11 Off a1ul 
life. Today, It is clear 11101 tile radical 



co11tribl1tio11 FltLUIS 11rade to an ·~·a.s 10 
si!gg<St that thtre is no boundary 10 be! 
ertJS<11I. 
lku)I$ ania1latetl it well in suggesiing that 
C\'Cl)'Ol•e is 011 artist, as problC111(1tic ''s 
1/101 s1a1e111e11t appears to be. A 110111,•r o•a>i 
to plll it ;,, 10 .rny that tin and life are pan 
of a unified field of reference, 11 sillt;le 
co11te.'ft. .'it111i11g ii tlttlt ~vay {X)ses 11rob· 
/ems. 100. bw 1/1e whole purpose of Fl1w 1s 
is 10 go 1vl1ere tire i11teresti11g 1>roble111s tire:. 

2.3. ln1crn1c(lia 
lntcrmcdia is the appropriate 1·ehicle for 
Flrais111. Y011 ca11'1 itnprt)\-e 011 Dick's 
original fonm1latit>ll. Dick i111rod11ad tltt 
ten11 .. i111rn11rdia .. 10 tlrt 11wdcn1 ''Y>rld i11 
J1is /a111011s 1966 essa)1• lie es1ab/is11l"ti 11 
key co11cl'1>1: 1111 art /on11 ap11ro11riarc 10 
pccple who soy there Call IJC no 11rtifici11I 
bow111<lries between 11rt and life. If there 
C{l/I 

1
( /Jc (I /)Qtlll(/tlf)' bctl\ 'CCll (11'1 llll t/ /ife, 

tl1ere c.·e1'ft1l11/)' ct111110 1 be bo1111c/11rie.~ IH!· 
lt\.'ec11 ar1 for111 a11tf 11n fon11. For 1>11r/Jt'J.\'t'.'i 
o/ l1i.s1ory, of disc11ssio11, of 11sefi1/ 1lis1l11c· 
1io11, 011e ca11 refer 10 septlrtzte an fon1u. 
bt11 1J1e 111ca11l11g of i111en11alia ls 1/101 °''' 
time ofte11 cttlls for art fon1is that draw 011 
1/1c fO()I$ of sn·eml 1ne,clia .• gro1,•i11g i1110 
lll'W hy/>ritfs. 
011e o/ tl1r #,'l1111es )f'e 11sed to 11lt1)' h'f1s 
l11\'t:11ti11g 11e1v i111en11etfit1. /111t1gi11e. JJl!r· 
'1a11s. {Ill (ll'/ for111 1}1(11 1V{IS COll l/Jl'iSetl 
10% af music, 25% of orchi1ecture, 12% 
<if 1/ran1i11g. 18% t>/ sl1oe111t1ki11g. 30% of 
11a;11ti111t 1111tl .5% of s11rell. JV11111 '"·01111/ it 
be like'! l /1)111 ll't111/1/ it ,,·ork? f/01v , .. ·011/1/ 
SOlllC 0{ Ille SIH!t·ifit.· llrt '''Ofks Op/X!ar? 
flolv wo11ltl tlrey /1111c1io11? Tl1t11's a 
1l10t<gl1t rxptri111e111 1/101 )·iekls i111errs1i1tg 
"s11l1s. 711e ws11/1s of ga111es like 1/1is tlft! 
a111011g tl1e 111ojf i111eresti11g art ''YJrks 
llfOllllC/ t(J(/11y, 

2.4. Expcrinlcntalisnl, Research 
Orientation 
Flttt:11s fll)JJ/ietl 111<~ stie111iftc 111etl1<xl tt1 
t111. Ex1>crinlcntalisn1, research oricn1~1 · 
lion t111tl iconoclasn1 ,._,ere its l111ll11111rk.t. 
E.rpcrf111e11ralis1t1 does11 ·t 111erely 11u:1111 If) .. 
i11g l/t'IV t/1itfg$. It llletlJIS ll)'i11g llt."W tflil'J..!S 
a11d asswi1tg tire rl!S11l1s. Experi111t111s 1ltt1t 
yiekl 11S•f11/ results cease beillg <Xf"'rim<lllS 
a11d bt'COllle usable tools, like po1icilli11 i11 
111etfici11c or i111agi11af}' 1u1111btrs i11 11t111lte· 
111aliC.\'. 
171e rese11rt·l1 <>ric111a1;011 app lles 1101 0111)1 
10 1J1c t~'1x:ri111e111t1/ 111etl1ocf, /1111 10 t il l' 
U'''J'.'i i11 1vl1it:l1 rcsearc/1 is co11<l11cte1/. 
Most 11rtists, e'•e11 1l1ose l v/10 /1e/ie,•e 1l1e111· 
sel l>'l!S t..rJll!ri111e111alists, 11111ferstt111tf ' 'Cl)' 

little c1bo11t 1/1e l''11ys itfeas tfe\.-elop. /11 

science, the notiOll of collt1bora1io11, of 
1l1eore1icians, experi111e111ers 0111/ re­
searclters k'Ofkittg 1oge1/1er to bltild 11ew 

methods a11d results, is well establisltetl. 
Flrt.r11s applied tlris idea 10 an. ,\1a11y 
/:'f1Lrr1s 1i'Orks aro tire res11/1 of 1111111/Jcrs of 
011is1s t1c1ive ;,, tlit1fog11e. Fht:c11s t1rtis1s ore 
1t0t the fi,.t to apply 1/1i.1 method, but 
Fl1tr11s is 1J1e first tlrt 111t1vc111e111 to 1/eclt1rc 
tJ1is ltltly of " 'Ork.i11g (IS l lll c11tircfy llp/)Y0-
11ri11te 111e1l1od for 11se t>vcr )'ettr." of activity 
ratlter 1/1011 tis tl1e <JCL'fl.'iio11al tliversio11. 
A·fany FlrL'tworks are still cm1tetl by .<i11gle 
artists, b111 from the fl"' to tire present 
day, yot1 find Fl1a1is anists worl1itrg 10-
ge1l1rr 011 projects •t11rll 111orr 1/1011 Otte 
1ale11t ca11 be /:Jrol1gl11 10 /J(.·11r. 
lco11ocfas111 is 11/111ost .~elf·c"t•ldr111. IVl1t11 
)Y)ll 1\'0rk. i11 Oil e,J7X!tillll'lllit/ i \'ll)' i11 (I 

fie/11 as bowuled by re.11ric1iolls 1111(/ prcj11-
tf1'<:cs as tin, )'011've got to /JC 11'i//;11g I<> 
l>1'Cf1k tlte n1/es of c11/111rt1/ trt1tl i1i<111. 

Friedman a -~til'91lOf>OC'•a", 19S9. 
(fo10 Giov:anni Gtm.·annc11i). 

2.5. Chance 
011c key as1>ec1 of F/1u·11s l:rperl111e111111io11 
is chnnce. 711c 111tt1/1()(fs - t111tl res11/ts - t>f 
t:/1a11ce occ11r 01··er a11tf over 11g11i11 i11 tlze 
'"'Ork of F/t4\'1tS tir1is1s. 
'"/11ere are se~·era/ h'tJ)'S of 11p11r{)(1cl1i11g 
cJ11111<.·e. Cl1t111ce. ;,, 1/1;: se1isc of aleatoric 
or m11tl0t11 cl11111ce. is 11 1r111/i1io11 ,,·i1J1 a 
legacy going back to [)11cham1> 10 Dtula 
a111l 10 Cog<'. fl1ats btt11 1·ety famous and 
11111cl1 l111s bee11 111ade of it. ptrl1011s 111ore 
1/1a11 11ocmlil)', b)• tlrosc t\110 lta\'C 1\11i11c11 
t1l')()111 Fl1Ln1s. 71ris ,:,· 1111tlerst1111tloblc, 100, 
i11 1l1e c11ln1ral co11te.x1 i11 1v/1ic/1 f11tr11s 
ti 11/X!ll l't'tl. 
7'lre l\'(1r/c/ see111e1l tu l1t11•e lll!co111c too 
ro11ti11izetl, 011po111111i1ics jtJr i11tl ivit/11(1/ e11· 
gage111e111 ;,, 1/1e gn:at ga111c 1>/ l ife too 
li111itetf. R11111/0111 t.·l11111cc. ti ''"'Y 10 /Jrettk 

the bonds, took Oil a poH'tiful a11mc1i011. 
"nitre is also ei-o/111ionary clianu. /11 1/1e 
Imig n111. 1l1is pla)'J a 11111cl1 111ore J>O'"vfiil 
role 1/1011 ru11d0111 cl1011ce £,·of111i011ary 
cl1011cc citJ,'tt~ies a cenai11 ele111e.111 o/ tlte 
ra11do111. Gr11etic c/1a11gcs «ct1r, for ex· 
tt111ple, i11 t1 11mccss rlrat is k11o•v11 as 
ro11do111 S<'l<~c1io11 . Nciv 111111ario11s tl1at 
offer good options for s111viva/ 11nd growth 
11re e111l1(}(/ictl i11 c&·ol111io11al)1 tfc,l(flo11-
'''c111. 
Tliis l ras p<1r11lfcL'f i11 art. i11 11111sic1 l11 
<:t1/1t1res. So111e1/1i11g e11ters tl1e sce11e a11tf 
changes th< wor/tf.view we previ011sly 
htkl. That influence may be! itti1ia1e,f in a 
ra11d0111 ""U)'· 1/1a1 is. i11 011 1111pla1111ed 
,,.a,-. or as 1l1t rrs11lt of siJ:11a/ i111etfue11ce 
10 i11te11tltYI 111essagcs, or suddt11 i11sigl11. 
A11y 1111111/Jer of 1>0ssibilities e.tist. J.YJ1e11 
1J1e t·J1t111ce i11t'''' is e111bodied i11to 11e1v 
fon11. J1o htl'1-'er, i t l't!t1$ej· to be rt111do111 
11111/ beco111es t~& 1oll11io11t1ry. Tl1a1 is •vl1y 
cl1a11ce is closely allietf to ex11cri11te111111io11 
;,, f 'l 1Ln1s. Ir Lr rc:l111e1/ 10 1J1e 1vt1ys i11 
1\lltit•lt scie111ifit· k11on·letlge sro~vs~ too. 

2.6. Playfulncs. 
Playfulnc.-s ha1 bt'tn part of Fl1u11s since 
the fx1,oi1111ing. Part of 1he concept of play· 
fi1l11rss l1as bf(•11 rt.'J>rese111ed h)· 1en11s s11cl1 
cr.f jokes. gt1n1cs. puzzles t111d gag,.~ 771is 
tljJJCCI <>f 1:1,,~11s J1as l>ce11 ov(1rc11111l1a· 
size1I. George A111ci 111111s sah1 gags tis 0 11e 
of 1/1c t•c11tr11/ iS.\'11e.\· i 11 1:11tt11s. I-le u111,'i 
rigl11, {)1 11 tlrt: e1111Jll t1sis Ire p/11cetf 011 gag.~~ 
l1is pec11/i11r v1:,·io11 of Spike Jones tis 1l1e 
ce111n1I jig11re ;,, 1/1e n!bin/1 of tlrt '"'Its 
111ore l1is pcr,,·011al \ 'ietv 1/11111a1:isio11 cm11· 
111(}/I (() t/lt! 8T'CH1p. 
All of tis '"" /111111or, b111 play COlllJW· 
/1e11ds 111~ tl1a11 /111111or. 'nte" is tlrt pl,a)' 
of ideas, tire playfulness of free expt'riml'l1· 
1a1io11. tire 11lt1)ft1/11rss of free aSSQCio1io11 
tmd the play of pamdigm shifting tltat are 
11.'~ co111111011 to scie11tific e.rperi111e11t as 10 
11r1111k.'i. 'IJ1e /Jig foc11s 011 George, Iris 
/1,--ge111/1iry ecce1tlrit·l1>' a111/ tlte fa t l rl1c11 '' 
111ajor 1:111.~11s collector - Gil Si/\1en11a11 -
l1tts orie111e1/ /1is collec1io11 aro1111tf 1/1e 
facts t111J 11r1lfit'llts 1J1c1t George createil 
/rai·e P''' tQO 11111cl1 stress 011 tire role of tire 
joke i11 F/1uiJ111. 

? 1 s· 1· • r · -· . imp te1ty, :1rs1n10ny 
Simplicity tmd parsimony refer IO rhe 
rela1io11sl1i11 o/ 11111/1 1111tl />eattl)'. A1101l1cr 
1en11 for tlrls co11ce11t is eleg1111ce. /11 111111/1· 
e111t11ics or scil.:11cc. 1111 clcga111 iclco is 1/1111 
icfea 1t1/1il·l 1 e.\11resses 1/1e fi1//es1 110sslble 
series 1>/ 111e1111l11gs i 11 1/1c 111os1 ,·011t·e11· 
tn l tetf possible st<1tc1>1c111. Tl1a1 is 1/1e i1.le11 
of Oc<"tu11 :r l?azor, 11 philosopl1ital 100/ 



tt•/1iclt SfOfCS t/1111 ti 1!1CQl)1 1l1a1 OCCOltlllS 
for '''' as1>ecrs of a pl1e1J()111e11011 1~;itl1 1/1c 
few.sf possil>le tenn.s will be 1110/'f! likely 10 
be correct 1/ia11 a 1/reory 1/ia1 accow11s for 
1l1t so111t pl1t 110111t110t1 1csU1g 111ore (or 
"'°"' complex) terms. From 1/ris peTSfJ'C· 
1i1-. of plrilosoplrical mod•llilrg, Copemi· 
CltS' 111()(/t/ Of lflt: SQ/ar S)'$1Cln is beJ1er 
tlra11 Ptolt 1t1y S - 1111u1 bt! be11er - because 
it accot1111s for a fi1/ler ra11gc of JJl1e110111· 
e11a i11 f e1 .. ·er ten11s. Parsi111011y, 1/1e ti.Se of 
fntga/, tsse111lt1l 111et111s, is relare<l 10 1/101 
co11cep1. 
171is iss11e •V<ts tliJ·c11ssetl i11 Dick :5 origi11t1I 
/,'st tis 1tlininl{1lis111, 1>1111l1e 1en11 111i11i111ttl· 
is111 l1as co111ct 10 l1i1vc a precls(? 111ea11l11g 
;,, tire , .. ·or/ti of t1r1. J-Vl1ile so111e of tire 
Fltt\'t'S 11rt;s1s like U 1 A1011te Yo1111g ca11 
ctrtt1i11/y IJC t't1lled 111i11i111alis1s. 1/ze i111e11-
1io11 a11d tile 111e1i11i11g of 1l1cir 111i11i11ralls111 
is ~'t!I)' tlifftre111 1/11111 1l1c 111i11i111alis111 as­
sociotcd "'il/1 1/1e Nth' York art sc/100/ of 
1/1111 11a1r1e. I J>rrf~r to 1/1i11k of Lo .\1011te 
as parsi111011i0<1s. I/is »'Ori: is a fntgal 
ct>11«111rn1ior1 of idto 011d 111ea11i11g 1J1at 
/ilS Iris /011g s1nri111a/ pilgril11age, closer 10 
P1111di1 t>n111 Nat/1 1/1011 to Ricl111r1/ Som. 
Si1111>licity of 111el111S~ perftc1io11 of a11e11-
1io11 are 1'1lta1 tlis1i11g11isl1 1/1if co11cep1 i11 
tire work of llro Flrtxu.s anis1s. 

2.8. lrnpl icntivcncs.~ 
lntplicntivcncss 111ct111s 1l111r 011 it/cal 
Fl1trr1s 111ork i11111lles 111a11y 111ore n•<>rks. 
'/ 'Iris 1101/011 is close t<> t111<l gro1vs 0111 of 
1/te 1101io1r of c/(..-'(;ti11cc 1111tl 11nrsi111011)1• 

Herc, 100. you see tire re/a1ionslrip of 
Fl1tr1's 10 l'.fpen'111c11111/is111, t111d 10 1l1c 
scie11tific 111etl1<KI. 

2.9. Excmpl:11ivism 
Excmpla1ivism is tire principle 1Jra1 Dick 
omli11td i11 anotlrcr essay. Iris Exempla-
1ivis1 Manifcs10. E..rtmpla1ilisJ11 is tire 
quality of a work exempli/yi1tg 1/re tlreary 
a11tl 111et111/11g of its c01utn1ctio11. JV/1ile 
110 1 all f "/1u11.J "·orks 11re ere111pla1i,:e, 
tl1ere l1t1s a/1v11ys bec11 a feeli11g 1/101 1/1ose 
t>ie,·es " '/1ic'l1 lire c.re111p/a1ire ''re i11 so111e 
'"''Y closer to 1/1e ltlet1I 111011 1l1ose lv/1 icl1 
are 1101. Yo11 co11ltl sa)', for exa1111>le, 1l1a1 
cxe11111lt11iviJ·111 is 1/1e tlis1i11c1io11 be/\1,,•ee11 
George Orec/11 '.f p<1e1ic pTO/X)st1ls and Ray 
Jolr11so11 s - a11tl probably shows wiry 
George is i11 1l1e Flttn1s clrcle '~·/1ile Ray, 
as close to flttrt'S as l ie is, l1t1s 11ever 
really bee11 a pan. 

2.10. Spccifici1y 
Specificity lras 10 tlo witlr tire 1e11de11cy of 
a K-oric 10 be spedfic. self-cot11ai11td and 
10 t mbody all iu OK'll part.t. AfOSt an 

1vorks rely 011 t1111blgt1il)1, 011 1/1e /eaki1rg 
ao'Oy of 111t 1111i11Jff 10 acc1111111la1e 11e1v 
111tt111i11gs. JYl1c11 t1 ''vrk lras spccifici1)1, i1 
loads 111e<111l1'8 t/t1i1e co;ucio11Si}'. /11 a 
s~11tt. 1l1is 1110)' scc111 a C011tmdicci011 111 a11 
art 111m•t11te111 11101 l1as co111e 10 S)111boliu 
pl1ilosopl1ici1I 0111big11il)' a111I radical 
1ra1isfon11ati011, bf11 it is a key e/ei11e111 ;,, 
FltLtllS. 

2. 11. Presence in Time 
A'li111y Fl1u'1tS •~·orks rake 1Jlace i11 1i111e. 
T/1is l1as so111e1i111cs bec11 re{etretl It> b)' 1l1e 
1en11 cphcn\crnl 1)111 1/1e ter111s cphcrncr· 
;•lily a111I dur~11i<>n clis1i11g11isl1 tli/fcrc111 
l/ttali tir ... Of ti111e i11 l :ltt\·11s. It is tlf>IJrO· 
11ri111c 1/1i1t 1111 ,,,., 111ove111e111 •vltose vel)1 

1111111e goes lx1ck 10 1!1c Greek. pl1ilQso11l1ers 
Qf 1i111e '''tr/ 1/1e 811tltll1is1 t11tal)•sis of 1i111e 
a11d exis1e1tC't' i11 l111111a11 er1H!rie11ce sl1011/d 
place greal e1111Jl1<1sis 011 lite t?le111e111 of 
1i111e /11 art. 
"n1c t/'llte111t•rr1/ t/1111/in• if o/11·i()lLf i11 1/te 

Ken Fricd1nan, IUtruttQ tli Gi11nui Stt.(!;i. 1%"'9. 
(F'OIO Gio\..:1nni Giovannc:tti). 

britf fl1u11111tt:rf<m111111c·e ,,vrks_ n11t·n· tltt• 
1en11 q>l1e111eml is a111NOfN'i111e. a11d 111 1J1e 
pro</11ctio11 of eplremtm. fl<'tting objecls 
a11tl JNtblicatiOtlS 1•·i1/1 1 .. ·lric/1 Fl1mts J1as 
always 11111rl<ed itS<!/f. 8111 Flrrnts works 
o/1t 11 e111/xxly a 1lifftrc111 se11se of 1/11ra1ic11 
as: 1111tsicl1f t·o1111X>.,;1io11.i lt1sti11g da)1S or 
1i•et•k.t, fH:rfor1111111ces 1l1itl take place i11 
seg111e11ts (1,•cr tlet•t11Jcs, e''et1 ''" ' ' 'Orks 
1/1f/ t gro1•' 1111tl e' •olvc oirer et111t1/I)• /011g 
s11<11rs. 1'i111c, 1l1e gtet11 ctJ11di1i1J11 of 
/111111a11 e.riste11ce, is 11 ce11lrt1l issue i11 
f "/1,r11s "'''' ;,, 1l1e 1~·1)rk 1/1111 artists i11 lite 
Fl1t r11s circle t•re111e. 

2.12. Musicali1y 
Musicnliry l'f!fers 10 tire fact 1/ra1 111a11y 
Fl11.rr's ''"'rks tire dcsig11ed a~r scores, tis 
works tt1ric/r ca11 be realized by onists 
otl1er 1/1011 1/1e creator. JVl1lle 1l1is cm1cep1 
111ay lta•>e 1>«11 bon1 i11 1J1e fact 1/w1111011)1 

.Bl 

Fl11.r11s ani.-;1s ''"'''C also c<J1111JOscrs, it sig· 
11ifies far 11101'f, n1c l"\'ClllS. 111011)' Qbjt:Cl 
i1u rn1c1io11s. J,'f1111e '''''' 1>11ulc "'<>rks -
n •e11 so111e sc11l1>t11ru a11d pai111/11gs -
1i·ork 1/1is tt'O)'· 111is 111ea1as 1/101 )"Oft ca11 
o"" a GttHge Ortc/11 by ca");tig out one 
of 8,.c/11 s scon•s. If that somuls 0</d. yo" 
111;.g/11 tJsk if )'°'' cu11 cxpoi~1tc~ A1ozart 
si111ply by liftt11i11g 10 '''' orcl1es1ra pin)· 
mre of A·foz11rt 's st·ores. 711e 01is1~·er is 1/101 
)'Ot1 ct111. Pcrl1aps t11101l1er on:l1es1ra or 
Moz11rt /1i111self 111igl11 lra,:e gi~'e11 ti bet/er 
re11tlititJ11, btll /1 1"s Still iWuzt111's 1vork. 
~{11is, 100. is 1/1e t'tlSC 1vi1l1 " Brec/11 or 11 
K11iz11k tJr ll I l llJSlirs 111<11 is crelltetl 10 be 
realize</ f ro111 11 .it'url!. 
'"f11c l.VJ·11e tJf 11111sicall1y l1" s fl1sci11a1l11g 
;,,,,,/ict11io11s. 711e 111ind <111d i111e111io11 of 
1J1e cre11tor tire 1/1e key• ele111e111 i1r tire 
1i·ork. ·111e iss11c of tl1c 111111<1 is 0111)' ger· 
ma11e insofar 11s tire skill of re11ditio11 
affects tire ... 'Ork: i11 so111c co11cep11111/ 
1i·orks, n •n 1 1l1is is 11QI '''' iss11e i\f11sicolil)· 
is li11ketl to rx~ri111r111alis111 a11d tlte 
sci~111ific 111c1/1txl. &peri111e111s 11111s1 
operote i11 1l1c so111e 111n1111<'r. A it)' scie111isr 
11111Sl be able 10 ft'J}f'0(/11ce tlte 11'Qrk of 011)· 
otlier scie111is1 for t111 er1Nri111e111 to n111ai11 
ralid. 
A.r 111i1/1 01l1er iss11es i11 1-'lttftt:t, 1/1is n1ises 
i11teres1i11g JJTOl>le11lt Collectors ~i1t1111 a 
'' 't>rk ~,,itlt l1t11ttl cl1t1rt1c1eristics, so so111e 
1·1tL'rl'S IVOl'k.f ;11111/y llreh· QUii i i11\:t1lidi1y 
for c11//ccmrs. 
Nf11sict1/it)i "'''&iitrsts 1!1ttl 1/1e sa111e ~vork 
111tl)' /Je 1t•t1lizetl st~~·cral 1i111es, t111tl i11 et1cl1 
s1a1c ;r 11111)1 IX! 1l1e s11111e n•ork. e11e11 
1lrortglr it is 11 diffcre111 realiza1io11 of 1lre 
~f11111c 1i•ork. T/1is l>01/1ers collec1ors n·/10 
tl1i11k 01··,·i111t1J,'e"1,·orks a.r '''orks IOCllted 
/11 11 C(~rtt1i11, dista111 era. 111e ct»1cep1 of 
"li111age" is ttSt!/rtl 011/y wlre11 you 1/ri11k of 
it i11 tlte St1111e t-.'0)' )'Olt 1l1i11k of K'i11e: 1962 
'''fl)' be n grra1 vi111a~, tl1e11 1966~ tl1e11 i1 
may 110t be 11111il 1979 or 1985 tlrnt 
a1101l1er grc111 ,·i 111tige occ111$. 
If you 1/ri11k of 1/re C(Jlll/JOsers aflll co11-
d11c1ors ,v/10 1,,,,.e gii'f!11 1tS gret1t i11ter· 
prett1tio11s oj' /Xt$1 ,._.,,,k, Sil)' ti co111ple1e 
8eerl1011e11 C)'Clc or t1 serirs of 8nil1111s 
co11ccr1os, 1l1e11, tr ,fct•t1clc or 11vo later, 
gave 11 1/rf1111t1tit•t1fly tliffere1111 ) 1e1 C(/ltally 
ricl1 l111eqJ1'Ctt11io11 oj' 1l1e st1111e h'Ork, )1<11l 
1vill see ,,,11y ll1e co11cc111 of 1•1.,11agc ca11 
011/)i be <111111'0JJrit11e for Fl1tr11s 1ii/re11 i i is 
l1cltl 10 111ea11 n•l1a1 it 111et111s i11 " 'i11e. Yo11 
11111s1 111caJ11rr. 1l1c )'(•(Ir by 1/1e j10l'Or, 1101 
1lre jla1·or by tlic )'flit. 
A111sicolity is o ke)• co11cep1 i11 Fluxus. /I 
/10.i 1101 /)«11 gi\'t 11 Oilr.q11a1c attt11rion b)i 
scl1olars or critics. 1\f11Sicalil)· 111ea1u 11101 
a11yo11e ca11 play 1/re music. If deep e11-



808l''1t111 wi1J1 lite 1t1usic, wi1l1 1l1e spiril of 
the 11111sic is tile courol focus of this 
criterion, then 11111sica/ity may be 1hc key 
co11cep1 ;,, FllLtr.lS. It is ccr11r<1/ 10 Fl1u1Lr 
bt"COllSC lt e1t1braces so 111af1y 01/1er ;sstte.s 
1111tl co11ccp1s: tl1e social ratllc11/1:\·111 of 
Ma1:/1111as ;,, ... .J1icl1 1!1e ;11t/i11itl1111/ a11is1 
rakes 11 sec()m/ary role to the concept of 
artistic practice i11 SQCiel)1• t/1e social actit.·· 
ism of Beuys wlren he dtt:larctl that we 
art all artists, tilt social CJTOtivll)• of Kni­
zok ;,, <>fJC1ti11g off i1110 socit:r)', 1/1(! radical 
i11tf!//cc111alis1n of HiSW11s a11d 1l1t experi­
mentalism of Plym. All of these and more 
op1>e1ir i11 the full meanilw of 11111sicality. 

3. Fluxus af1er Maciunas 

3.1. George's Role 
Disciusimis oboi11 FlrLTIIS ofte11 foc1a 011 
George Afacilmos, anti some ask .. 110 has 
contln11ed 10 canyon in George's role. It 
is1111 1>0ssiblc to co111l1111e George's role. 
George J111tl a 1111lq11e role, tl 1111iq11e '''")' 
of dof11g 1!1i1f8S, 0111/ (1 1111i<111e 11l11ce i11 tl1c 
alfectio11s of et:e,,.·01te u1/1(J k11eur l1i111. 
Tl1i1tki11g abo111 George is ce111ral to 
Fluxus, btll I/rinking of /rim 11s tire central 
figurt in Plums is o mislak<-
G"°'f,'t K'OS Plums' ttlitorial and fes1iw1I 
orgo11izcr and so111tti11tes lts cl1aln11a11. 
IYJ1e1t it beco111e evide111, e•·e11 to George 
hims<//, that 01hers had key role.< to play 
if Fl1u·11s •v11s to l,11Y>n~ lie loo.te11e1I l1is 
noti()11 of cemral co111rol dra111111ically. It 
b«111ne far 111ore i111po1111111 to l1i111 10 
s1mtad Fl1Lrisn1 as a s«ilil acrio11 1/1011 10 
dictate 1/1e affistic 1en1is of n •tty Fl1ca1S 
artist. Tl1at's (!\1iden1 if )'°'' see tlrat 
G~ co11S.idertd Darid A1oJY>r a 1tit111-
bcr of the Plm:core. ci·e11 1lro11gh Dal'id 
was fair fro111 ortlrodox i11 /it's artistic 
cltoice..s. 
111 1966, George appoiml!tl sc••cml otlre/'$ 
as J1;s co-1/ill!cton· - 1;·1,,n,,f Sot1tl1 '""'$ 
Be11 Va111ier i11 1Vice, FltLn.S Nort/1 10,·as 
Ptr Kirkeby i11 Kobe11/la1'11, Phu11s £aSJ 
""'s !.1ilan Knizllk and I K'OS Pl11x1is Wm. 
Sm11e lro•·e tried to 111oke a poi11t 1/101 
"'FltarlS East '''OS11'1 1:-11u:rlS". as 1/1011gl1 
011/y George was Flrtms. 71wt '.< not at all 
the case: George a111horized us 10 spe11k 
for f '/11.\'1tS, 10 represe111 F/1u·11s, to 111a11age 
p11b/lc(l(io11s, 10 dispense copyright pen11is­
sio11, 11111/ to act i11 every reSJJect 011 
Fl11xus' behalf 
IVl1ile yo1t fo1111d Geo'lie rtp1111io1i11g 
people i1t 1/1e early Sixtia, e\'t'fl a11e111pci1rg 
10 ape! or purge people from Fl11x11s, 
tl1ot's 11ot 11ow lie n'as i11 tile late Sixties. 
Ii 's 11 1/isse111ice to George 10 /Jrese111 him 
11nder the image of 11 /Jell)' (If lovable) 

9·ra111. a cross ~-ee11 a11 affistic Stalin 
a11d a laughable 81t11J11. 111is 1101i1J11 rt· 
p11dlattt George's depth and caparil)• as a 
/111111011 bei11g, J1is ability 10 fi11tl 111orc 
elfectll'C 1i1oys of tvorki1ig 1111tl 10 fi11<i ,..,a,~s 

to gro''" 
George •vt1s 1101 a /Jerfect cl111fnna11. fie 
•1·as a fab11lot1s orga11izer, a great S)'Ste1n-
11tic 1/1i11ker, bt11 Ire was 1101 a Jeodtr, 1101 
a perso11 c1J111fortable worki11g with pttJp/e 
i11 1J1e 111illio11 1111S}'$tt111a1ic "-ays 1/101 

p«Jplt dt111<111d 10 ,,¥Jri<. 171a1 's '''lty lie 
cl1a1tgetl lrls ''vrki11g 111e1l10</ by tire ,,,;,/. 
Sixties anti brought other$ of us 111. That, 
too. ;s /101v 1;11tr11s t0<.1k 11c1v fon11s 1111d 
grew. 
/·le /01111<1 1/1111 lie 10,·as co111for111blc crent· 
i11g sy.vte11rs a111l tl)·i11g /1is J)'Ste111s l1is '''OY 
'''/tile le11l11g 1u da•e/op Fl1a1tS °''' '''")', 
tlt<Ntg/1 lie ga\'t! ad1ric(! and cri1icis111 fTOJtl 
1i111e 10 1i'.111t. 17101'.s 1101 .. • RtmlS fo1111d its 

Ken Fricdn1an a "'Milanopoc~ia", 1989. 
(F'o10 Gio\•anni Giovannctli). 

feet lit E1ig/1111d i11 1l1e Set·e1tties, l1onr 11e~v 
gr11era1io1as of FlrLnlS actirists e111t•fh>ed i11 
1l1e States a11d ,·,, £1,rope - 011t.l tl1111S 110'" 
1l1e,· ktfJI 1/1e ideas a11d ac1io11 alil"<'. so 
1J1at lif1m1s toda)' ca11 celebrale 111;T1)1 

)"Cars of 011·.,,'()i11g actiPil)'. 
711c fi1~1 Pl1«11S disappeared a /011g rime 
ago. /t rt:1>laced itself •vit/1 tl1e 1111111y f<>1111s 
of FltL\'US tli1tt tl1111e 11fter. 
As tl1ese 1l1i11gs took 011 1/1eir O~\''' life, it 
1v11s 110 /011ger reolis1ic 10 i11111gi11e a 
FlcLnlS c011trolled b)· 011~ 111011. Fl1t't11S lo,·as 
co-crt11tetl by Grorgt k'itil otlrtr f1J1111ders, 
Dick. Aliso11. Be11 Pa11aso11, E111111e:tt. 
1111d morr. George was 1/ic foc1is of the 
11111lt1jJle 1J11blisl1i11g ct1etg)1

• 1111<1 '' key 
figure i11 '''"''>' '"'ays, b111 lie •t.·11s11 't n/011e. 
So111e say, i11 fact, 1J1a1 eve11 tl1011gh 1/1c 

So111e1ili11g £1st Press was11 't part of 
Flu.nu, it K'QS Something Else Press 1lra1 
played 1/1e ce111rol p11blis/ii11g role for 
Fl1u1rs. ltS r.ertai11ly 1n1e tl1at ,.,·J1e11 tl1e 
/)rrss 1>11/1/isl1ed Fl1001s 1>rojec1s - 1vl1icl1 it 
1li1/ 1111itc oftc11 - 1l1cy 1ve111 11111c.·l1 ft1rtl1cr, 
1/1ro"gli 1/1e books a11tl 11e•vslcttcrs, 1/1a11 
George's m11ltiples did. 
No 011e took o.-er Ge0rgt's role wlre11 he 
diet/. No 011t 11eetletl to tlo so. We tacJ1 
had roles of our own. 

3.2. Fluxus Today 
Plr<ms 11xl11y is11 't t/ie F/11x11s t/iat was 
so111e1i111es 1111 orga11ize1l 1,,,·011/J, so111e1i111es 
a 111otte;11e111. J':fl,nts, tl1c circle of fric11tls, 
is a/i\•e. f '/1txi$111, lite 1vay of 1/1i11ki11g a111/ 
t\'Orkiilg is a/i1:e. 
JY/101 ""'s t111it111e abo111 Fl1u1tS as a 
111o•vt>1t111 tt•a.r 1l1at "·e 11a111ed 0t1rstlt·es. 
IVe /0111111 n11d kept our oi1·11 name. Art 
critics 11a111td Abstract Ex1>rtssio11is1111 

!'op Art, 1\fini111af;s111 a11d Co11ce1>t11ali.t111. 
Fl1trl1S 1111111r.1f Fl11x11s. 8ltl u1l1a1 111atlc ;1 
Fltar1s h'flS 1/1111 it 1vas11'1 <·011ft11cd ro art: 
1>erl1a1>S 1l111t ""'''''-'d 11.f fro111 bel11g 1111111ed 
by other$. IV/rife it locked 1u oil/ of tire art 
111arke1 011 111011)' occasio1u. it ofte11 111ade 
it possible for 1u to 111ake i111cmtl1tg nn. 
ill 1/1e decade since Grorgt ditd, imffl!St 
i11 Flr1.rr1s /1as g<>11e 1/1r0ltgl1 ni'O, 111/l)'be 

three cycles of growth and 11cglcc1. We'"' 
still lrerc, st;// doi11g tv/1a1 t\'e '''1111t 10 ti(), 
0111/ still, after all 1/1ese )'e11n1 co111i11g 
1oge1l1er fro111 1l111e 10 ti11re 1111Jer 1!1e n1-
bric of Plm·11s. Since this is e.ractly "''"'' 
lrappe11ed tl11ri11g all the years 1/1111 George 
,.,·as alil't, ii '.s clear 1/101 FlttnlS 1/i1/11 '1 1/ie 
"it/1 Gcoq;e. 
011r 1/1inittl1 011nit·ersa.ry is co111i'f!J tip 
fasl. Flt4'fttS ,.,.i/I l1a1·e bec11 octi1•c for as 
111011)1 )'tt1n tvit/10111 George as 1vitl1 1,;,,t, 
It S 1i1f1l! 10 sec Fl1trra as so1t1etl1i11g 1/1a1 
tilso e.rists 01it/10111 George. 
Its" tribwe 10 George 0111/ 10 tire circle of 
visio1111ries ,,•/10 fo111tdetl 1-·111.t1u tl1a1 it tlitf 
take 0<1 a life of its ow11. G<Of8t's //earl! 
tli//11 '1 takt Dick or Alisoi1 or E.mmtll 
fr<>J11 tire sctt11e, Be11 Pa1terso11 is tictl\-e 
agai11 after 1111111y )'ears, Hc111')1 FIJ1111 is 
exl1i/1i1i11g for 1J1e jirs1 1i111e i11 /1is llfc, a11d 
Mila11 K11iz11k is e111etgi11g as 011a of tire 
greatest 11rti.5t.t i11 tire tvorltl. Tlte 1/ialogr1c 
1/1at 1v11s est11b/isJ1eJ i11 F/1urts J111s 11/so 
111ke11 011 11 life of its own. This "'1J11ld 
/1at.·c plenstd Gt"Orge 111l1Cl1 111ort 1l1a1t 1l1c 
idea 1l1at n·t1)111l11g co//tJpttt/ K'l1e11 lie 
died. A FlrL'CllS 1•i1al 01mtgl1 10 C011ti111tt i11 
its Ot'''' rig/11 n•as exac1/)1 " ·/101 George 
i111e11tlcd. 1111d if it didn ·,happen in exactly 
1J1e '''a)1s lie pla1111ed, lt /10s l1a1J/H!11e1I. 



Jean Dupuy 

333 

kan Dupuy. 1988. (COUr1<>)' Emily 
H;uv.:y Goll<')'. foto Wilfrid Rouff). 
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Jean Dupuy. Ear. 19n. 



Jean ()upuy, J\ 10011. 1981·90, i' The llt:ir, 
1990. (Foto F;tbriiio G~1rghclti). 
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P.'P,$ . l tn Stil l vttl<.out dteOnt trao:i:.o , 01' t l\Vl l'O-'"'nl• 
in • r,eneN.111 !t•t-Sl'ltt Crl:liitnal 1'tl"V•l't. K&Wt\ M• )(ont.1 l tt7 
Cr~tria.ll1 Jna.vi• J.\o"'_.30::.'!:I f•r •1tt11 ~orl4 et. tb1t ttM . 

'l!M-11.'!MptM boJ r 
Flr•t. 111Ho-.""'t:i-1 Ft-xe~t. P1.f"•t.-­
~J•=-1 tJ Coll!!l~e-llAtl" St!'>~les Cnlt; 
~-t C..,. th a:>4 P~lt~i!$oi-.- $J• t.4a(• ) • (( Ql'l)I 

! <S.!l!!f!l 

8-9t01l, 
J.•blund•le 
Crlbr1d.P;• 
$0nl~Sll• 

Jl!a•• •• O..S • .A. • 
ti~•' ra:-tt-. 

ftr>t'4-~·2& Oet •• • 78) 
(ftO~• ~ 1••~ \r."1t'f.e::t. 
18 x.1. •1e.1. 

All> pagina scguenie: Albert M. Fine. 
(Courtesy Emily Harvey Gallery). 
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Ludwig Gosewitz 

k,rod\ angatvoll in ald:I zUHm-n. - r~ge'\den ~ot, euytnil · aneriemd nass"'.x• eu. •~qu 
I Gedanken hetzten dur<h Preddy n • ar_lf Junke · zu 11 In b ran;;hartel !rpulKerl ,hlsagt er. ~ Pia~~ 
~oof. Br bl8 alch auf die Lippe 1r: .. ~nd ge~ lne, eb HaU1j,1111t 1eil"erpuhledrlge/111111e~ Jour· 
• · . Id\ bloa dJe anderen Sdieln 11e•:·1ff·1gest1egl" wlrd vtddi n. ~lllOaslD 11ebrlold:le 8'u8te. 
"isU ab_schle&en kllnnta. A~r di o&en PO,CSer In ,geOogo !SJ grqe1 n. ,trdeomm•o<h 9el3 jetzt aufs Land 

,11e; triad\: Ge- :0redin I gltte er~efgend I lejlat mi\.4(1111eml" rhor«ellt sel 
e e'le J<llnnen w:nn sle ihren •rstadt .. tn Tumr,-e , r ir sl~et"lr dnkerm!Hal>tlge Stu1lne 

1 11 p n den' Pfahl blndeo rf d • an alle L · ·ae l Ile ell#ot'O edrllt Ja•s - 111 Spiro, Sle 

rut u:I~ bUd011.t>• <Jd\Jro.Ztmmer Chr dl11ug vo., dolear ein'r ~rsu!eiflne tden, ~en gend au• _ 

l
'-.~I\ ·, . unerlaubt µtier Ra uzent,<hn ~ . Br tin ,, ma~~ Un~ sd\O~t• we lnmal 1 tal-
fftrle~nn klat Hauptmd lei zd M•.en w!s(l!rs<hrll.I ' es n. El 1satzung iirerrebne. gllle 
er wl dlauger.r. Seine Pl\ Brlghber,;ond, u( nt sl~ldlt sihe&11>rEr sl R ,~ m~ Oberfaoudl 
el w r. 11 Treppe erau;l a~ Er bel >dlrelbtlS< tr1dl i .• Im obereat Er · 
nt ka kelne Wftze1• Do St · d Vor l>"!'!gesdlw~ eu<h los ~esid\ar blagll eugfllbrelJ!gem ( mil d•lgen 

nO<fse.,s: . l<h verhofte <11llj II. f er halte dem EJ? •ber Sti ll gi!lnXtDer bU(11t er". itlcqu4"noppehgen 
Vle:enn t•~t..Ja • .)l(lll'\' •• 1tr~.1un ~~r 1eln Lebetgejjen•tll er Jnter dene;Bugt,hl ' Ion, . ei.d ihren Berni liber­
<!'!~hlt !,ch elns der anderen ~~leri llm endlhten In 11verr. 1ulnem Z1 ai, d• a ~Er wollte s ie In 
etnen' eite vl~· ~--.. i;;;-·j.~j .. e Seib •1 die R1Tii der el der ).1utter. lhne e 1'08 lrelte v \u l8 den Ran Kin· 
moian I haben Sf um Ve1'1:1hun 5 ' ngetreoalr von dkan1scbll1'tnv"r i~cli .me me, deb ber offizler abbel· 
die• 0 tn Punk r'lwalfe brau<ht ggu ullwarn w Unter.lcletbl UQere 1ust' bee ber Fahndunge, an 
Solrle n. Spiro , . Idler i; aes tm l'yel8e1 • >er " leMorlid< m Ernst11 Ober! das • Sohn 

• au n Kopf, J1.11r der Stirn des M n Wesiwerie. v.;der P ~ zog,.r,t><.r is i e!. Dan:'ir. Er 11clz m auf 
jorl<e icn Zu delle Falt 0 . ' :hf dos sel zerh,hr.cnlrter 'lem zart I sdlre t Rohre1<1...,!tuntd\1 
Seil St<e h~r ho1 .. • e. • A• w1 ·en ntdl <t ein u,•e. Dolc••lnuf di d.Inter de Isl wohlp. m•bds\ller-

.ebefem Ra.senorwurf der Feigbe nd er g Borletztcl~rst~r <0 u : Au!;pfm~n. ilbe, dieeeh! u11t1te.endlen 
vorlidlnausbrlcbt, h iltzen ein ar A :rllft in DJer beht~be .t e, c m~a,.omt11and:r amerl'\muberf'en .arlt In 
sdlnil 1 .. Piusten.~lll.l' •.•. iin.....h!~bltcbl~der Irr I Im Ar•· nlos•geen. • W\m.f" Arrr.'wollle. bjltr gel!Wmegelgen 
Kehrsdlhl<h helse:X. Wieder Im. Tief.Jo.mbervl>6ten zit• >re , .b. ·atr1'rilllt .. fintes 1Sldll t rsln g< 
11.,,. •·· · ;elbst im ••• .. :... w1rft. eahe zu', achdem\l dt'sz11t:ld• • ann plitter ~zerrt. ies t\bt 
sicli In d 1rant .Royel·Pass . ; dlescmet eln tunann u~ :11e. .fn zet 109 uno~.ult e~eaebt Tiau· 
gete/en hnrktie1rw •. eine Presseko~.· Unterordas WS.andel '!<ht · llndollS n ~en Maig, Danru.l~go m~en ,..,.,."I i:•ltzt ·r(id<tenJ' 1 di t•iltes - al isl z, a·n war,r;Lanefteahrerd n hat als 01Jetzt "'•h11f1dillne 
nan,;; ~p. doi G"ottc,lml rr6Sr Po!Ci; Wieder \ber \mihren 11bcl •d .'aiu~uz. -~ . . "aAn.~o c~~~!., ~~.:::·~c .... 

Lud\vig, Ooscwiti.. Spiro, 1962. 
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Ludwig Gosc" 'i1Z. fllt11t!11, L962: 
Ei11 1\101111, 1963: 
Kmr.sttt«kti0f1 cla Kristal/.$ (Un1u,11er). 1968. 

Alla p>glno sc~ucn1c: 
Ludwig Goscwitz. (}l~l'St11nn~ntl1)·tlm1ik 
btil11 Zusa11111K"1u4hltn. 1968. 
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Geoffrey Hendricks 

What is rclcvttnt for n1c in Art isn't 
objecls. but what hovers in a mctaphysi· 
cal space son1c,vhcrc bCl\vccn tile artist 
and the object he is grappling with. I 
find art where I least expect it . \Vhat I 
see in galleries and museums. often 
comes across to me as being about art~ 
1rying to be art. but isn't. 
At my Dream F.•·e111. Billy Apple asked 
some people to be silent. I liked what 
he did. not because of what he said. but 

because of the Stutic Of lhC Situation in 
counterpoint to my silence. Perhaps 
that static is art, or the space bct\1,.ccn 
that static and 1ny silc11cc. 
The s1a1ic becomes part of the work. 
Danger. thin ice, the unknown. dis­
covery, a situation. context. arc words 
that hover around what I think is rele­
van1 in art. 
Focus might be a good word, and 
corner-turning another. 

Art is about getting deep. deep into 
your personal selr, working, struggling 
(but all of this is no1 art), and then 
suddenly, you have left yourself for 
something universal. 
Art is that state-self-situation going 
from you to the other. 

Ne-• York Ci1y. NC"' Year·~ Ott)' 1972 

Geoffrey Hendncks, Dn-om '"'"'·New Yoo. 3.5 diceml>re t971. 
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Geoffrey Hendricks, Bici Forbes 
e George f\1aciunas., 
Flu:i: Di~·orcc. 'Toi/e1 Di,•ide<I, 
New York, 24 siugno 1971. 
(Fo10 Pe1cr Moore). 
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Gcofrr<:y Hendricks. SJ.y lormdry. 1965. Geoffrey I lcndrieks. SJ.~· 8-s. 196S. 

Geoffrey Hendricks, Sky Chair, 1966. Geoffrey Hendricks. Sky Window. 19117-68. 
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Davi Det Hompson 

Body lllr<mblage. 1966. 

Cokt1/otW.1S. 1970. 

REMOVE 
YOUR SHOES 

REMOVE 
YOUR SOCKS 

WALK 
BETWEEN 

THE NOTES 

AI0111r1 R<!,'tll Stt11liu111 Goller)._ 
&llintorc. l 968. 

LcS1C11. 1969. 
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nJELVE 
DIVIDED BY 

FOUR IS 
THREE 

Cnlc11/atio11s. 1970. 

1.nst>t•. 1969. 



<Akulalimas. 1970. 

COlc1tl11ti0t1s. 1970. 

. 

ANDY 
AND 
AN 

I 

~ A. 
J 

O~·mpio!, 1972. 

I\ 
CHI SEL 

I\ 
SllW 
/\NO 

I\ 
RllZOR BLllOE 

01)·1111Hu.'. 1972. 
77ren S J\f11Sic i11 J\ly Sol.es!. 1972. 

FI FTY THREE 
TAKE AWAY 

FOUR TEEN IS 
TH IRTY NIN E 

Colmlott<HIS. 1970. 

PL UG 
SIN K 
NAIL 

No1dJQ<:k I, 1970. 

FO UR TIMES 
Tl..JEN TY ONE 
MIN US ONE 
IS EIGHTY 

TH REE. 

Calc11/11tiQ11s. 1970. 

TJ1ere'.s ~1uslc in Illy Soles.'. 1972. 



Alice Hutchins 

3J7 

Some ll)~tory 

These magnetic pieces belong to a body 
of work that I began in Paris during the 
Sixties. I called them Play-Things. I 
wanced co do a work thac could be 
easily understood ;and enjoyed by the 
general publ ic. The earliest works were 
sn1all n1ugncts ancl pieces of har<f\varc 
purchasc<l ac •• ncart.,y store and placed 
in a plastic box. People could remove 
1l1c contents a11d pla)' \\'ith the material. 
make an object if they wished. 11 was 
easy and fun. I showed chem to George 
Maciu11a~ in 1967 when I was \\'Or'king 
in New York Cily. He liked them and 
suggested doing a Jewelry l'luxkit with 
some of che macerials that I had found 
on C;rnal Scrcet. This he did in 1969. 
My n1ccting 'vith Gc .. )rgc Maciun~1s 'vas 
the beginning or Illy (lSSOCiati(lll \\•ilh 
F'luxus. l·l<>,vcvcr. i11 Europe I )1;1d been 
;tcqu;1intcd 'vith l~luxus ar1ists fc)r son1c 
tin1c. 

1fllcc I /111cJ1;,lS 
"'illl Cil'('/C "'''' Sq1,(l~. J982. 



Dall'al10. d:a sinis1ra: Alice Hu1chins. 
U1i1i1/nl, 1966 (foto Charles Ncs): 
Untitl<d. 1967 (folo Sandc~n); 
Floslr. 1970 (fo10 Agraci); 
Umitlrd. 1988 (foto Charles Nes): 
Piay·Tlri11g. 1968 (fo10 Pe1er Moote): 
U111i1/cd, 1968 (fOIO L'Alclicr Pho10): 
U111i1/et/, 1973 (foto Charles Ne>): 
1\'ig/11. 1976 (folQ Moraio); 
U111i1lc1l. 1988 (foio Charles Ncs). 

• 
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Alice Hutchins. f,,,,, l 974. 



La Monte Young 
Marian Zazeela 

La ~lonte You11g e Muri1u1 Zazccln. 1964. 
(Foto George Maciunos). 

So.md u11d light IVorl.:s 
Collected 'otcs Spring 1990 
Music and Light Box (1967~) 

The Music a11d light /Jo.r is a collabora­
t ivc 'vork ir1s1>ircd in pnrt by the con­
cept of the tradilional music box play­
ing a composed work. Plans For a pro­
jc.ctcd series of mu~ic and l ighc sculp­
tures were drafted in 19(>4. and a com­
n1issio11 1>y Bc11y f'rccn1nn, the rc­
no,vnccl J\1t1sic l'co1Jfc f>hotogrn1>hcr. 
collector and p::-11ron of the arts, made 
possible the conscruction of chc first 
box in December 1967 - January 1968. 
Our collaborations in sound and light 
ultimately took different forms, 
hO\\'CVCr. and this bo:< w:ls our only 
example of a sclf-<:<>ntnincd work in 
these media until 1989 when Marcel 



Fleiss commissioned the Sound & Light 
Sculpture, So1111d I JVi1lr f /11. 
The sculpture, \\•hich measures 24u 
(height) x 16" (width) x 16" (depth), is 
constructed of plexiglas, litho film, 
painted acetate, an ultraviolet lighting 
system, electronic circui1ry and audio 
speakers mounted on a wooden base. 
The sound circuitry of the work gener­
ates a pair of sine \\•aves in \\•hich the 
frcqucnC)' and an1plitudc of each sine 
wave is locked to the correspo11cling 
component of the. other, and demon­
strates the frequency ratio standard 
64:63, and the inverse amplitude ratio 
standard 63:64. The two frequencies 
\Vere conceived in relation 10 the 60 liz 
American continent AC povvcr line 
frequency to which they form the ratios 
64:4 and 63:4, where the denominators 
are equal to 60 Hz and the numerators 
arc equal to 960 Hz and 945 Hz, respec­
tively. The t\VO sine 'vaves are derived 
as phase·locked ratios from a highly 
s1ablc crystal oscillator \Vhic1l allo,vs the 
sculpture to func1ion as a reference for 
the frequencies 960 Hz and 945 H7.. 
The light component of the work util· 
izcs the core design c lement of 
Zazecla's calligraphic modular slide 
pr<>jcction series, Onta11te11tal l .. igltl)•cars 
Tr(lcery, frorn \Vhich varia1 ions \vcre 
produced phorogrnphic;illy and in­
dividually altcre.d to create the four 
different side border motifs and the 
pattern on the top panel of the sculp­
ture. The ul1raviolet ligJ11 sys1en1 pro­
jects the design clen1ents filtered 
through a t\vo-color, five-sided, orna­
mented plcxiglas cube. 
The frequency ratio 64:63 was selected 
from Categories Al, Bl, X = 5 of 
Young's unpublished theory work "The 
Two Systems of Eleven Categories 
1:07:40 AM 3 X 67-ca. 6:00 PM 7 Vil 
75" first revision of .;2-3 PM 12 XI 
66-3:43 AM 28 XII 66 for John Cage" 
from Venicol Hearing or Heari11g in 1he 
Prese111 Te1tsc. The sculpture procluccs a 
con1inuous1 periodic, composite S<>und 
\Vaveforrn cnvironntcnt derived front 
the specified ratios \Vhich, in con1bi11a­
tion with the pink and green light cle­
sign, is a perft)rntance of a section of 
our music and light composition Map of 
49's Dream The T"'o Sys1ems of £/even 
.')e1s of Galactic /111cr..-als Or11t1111c111al 
Ligluyeors Tmcery from Tire Tonoise, His 
Drea11is a11d Jo1Jntf!)1S. 
TI1e Afusic and Liglu Bo.< was first ex­
hibited in January 1968 at the Pasadena 
Ari Museum. From November 1968 

through February 1969 it was on view at 
the Museum of Modern Art, New 
York, as part of "The Machine as Seen 
at the End of the Mechanical Age" 
curated by Pontus Hultcn. \Vith "Tiie 
Machine" exh ibition it subsequently 
toured in 1969 to Rice University Insti­
tute for the Arts, Houston, and the-San 
Francisco Musenm of Art. From 1970 
the '''Ork \\•as on exhibition in the 
Beverly H ills honte of Betty frccn1an. 
Jn 1983, through the generosity of Mrs. 
Freeman, the sculpture \vas returned to 
the artists to be installed at their 6 
H.arrison Street Dret11tr Ho1tSe, 'vhere it 
\vas on vie''' until the Drcn111 Ho11se 
closed in 1985. The work is now in the 
collection of the artists. The European 
premiere cxJ1ibition of the ft111si<· l11t(/ 
lig/11 Box was presented by \VOR Koln 
Rheinisches Musikfcst ar Hans Mayer 
Gallery, Oiisseldorf in May 1988. 

So1111d & Light Sculpwre 
So1111d / IVi1lr I Ill ( 1989) from S1i/I Liglu 
with Sound 

The sculptures from S1ill Lig/11 extend 
Zazccla:s investigati(n1~ of the effects of 
colorc<t Jight 111i_xturc-s on JlCrccpt ion to 
still objects. S1itt L(~/11 , a sub·genrc of 
Zazeeltt's ntajor '''ork lig/11, utilizes tlte 
principle of colored l ight sources pro­
jected on sculptural forms ro produce 
colored shadO\\'S, 1"11cse '"orks arc a 
further explorati<>n of pcrceptio11, color 
ancl the 1ransccoden1 effect of light and 
Shad()\\' in their interplay \Vith SOiid 
mass. Viewed from a directly centered 
frontal position, the sculptured forms 
ntergc '"ith the supcrin1posed C<>lors 
\vl1ilc the ensuing shado"•'S transcribe 
the volun1etric dimensions of the forms. 
Each ''ariation is uniquel}1 deternlined 
by the structural eharacrerisrics of the 
form on which the light is proj ected, the 
angle and distance of the light sources, 
the inter-relation of colors alid' the 
position of the vic,vcr. 
This collaborative '"t)rk c<>n1bincs the 
S1i/I Light sculpture described 01bove 
\Vith a sound environn1cnt b)' Young. 
Young~s souncl cnvironnlcnt is con1-
posed of selected frequencies produced 
elcctrt)n ical ly :.ts sine \Vaves. T he 
frequency con1poncnts of the sine 
\Yavcs arc derivctl fron1 a n1astcr Cf)'Stal 
to achieve chords and intervals in \vhich 
evcl)1 pair of frcqucnC)' con1poncnts cc·1n 
be represented by some rational frac­
tion. T he ratios of the amplitude com-
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pone11ts of the sine \vaves are tuned to 
be i11verscly proportional to the ratios 
Of their C(lrrC$pOnding frequency COrll· 
ponents. When gcnerate<I live in real 
time by the electronic circuitf)• che sine 
'vave fre<1ucncies crcace a periodic 
con1positc sound \vaveft)rm environ· 
lllCllt. 
T he specific chord chosen for this cn­
vironn1cnt is entitled SMS 50 Hz Ti,11e 
Stt1 ,1tfi11g Still S111tl)1 and is a versio11 of 
the chord which was used on the S!ffS 
Drift Swdy ''4:37:40-5:09:50 PM 5 VII I 
68 NYC" tape publ ished by \Villiam 
Copley in SA1S #4. However, the SMS 
50 Hz Time Siamlilig S1i/I S1111ly is differ­
ent from the SMS Ddft S11uly ';4:37:40-
5:09:50 PM 5 VIII 68 NYC" in certain 
\Va)1S. Because the frequency com­
ponents of the sine '"aves in the SM.S 
50 Hz Time S1a11di11g S1i/i S111dy arc 
<lerivc(l from a n1aster crystal to acl1ieve 
chtlrcls and intervals in '''hic.h e.very pair 
of frequency cornponcnts can be repre­
sented b)' son1e ration;1I fraction, the 
phase angles of the sine \vavcs arc 
locked together and therefore do not 
drift. Also, the frequency ratios used in 
the SMS Drif1 Stutly " 4:37:40-5:09:50 
PM 5 VIII 68 NYC" were tuned to a 
sub-octave of 60 Hertz, \vhich is the 
J)C)\ver line frequency of the An1erican 
continent, but the frequency ratios used 
in the SA1S 50 Hz 'lime S1a11di11g S1ill 
S11Jtl)' ~1rc tt1ne<.l to 12.5 Hertz, a sub-oc­
tave of SO Hertz, \vhich is the po'''C·r 
line frequency of the European conti­
nent. These pt)\ver line frequenc.ies are 
the drones of the cities of their resp«> 
live-continents. 
The SMS 50 Hz Time Sta11di11g Still 
S111t(\! consists of five sine \vavcs tuned 
into the frequency ratios of 28, 27, 24. 
21, 18, which sound at the real frequen­
cies 350, 337.5, 300, 262.5 and 225 
Hertz respectively and are whole num­
ber multiples of the 12.5 Hertz fun­
clan1cntal. This real frec1uency range in 
\vhich tl1c chord is St)unding is sin1ilar 
to the range of the " Double Speed 
Version" of the Sil1S Drif1 Suuiy 
''4:37:40·5:09:90 PM 5 VJll 68 NYC" 
\Vltich 'vas in the real frequency range 
420, 205, 360, 315 and 270 Hertz. 
Sound I Wi1h / /11 was commissioned by 
Marcel Flciss in Spring 1989 and was 
first exhibited at Galerie 1900·2000 in 
the June 1989 exhibition " Happenings 
& Fluxus11

• 

@ L..a f\1on1e You1lg ... ~ f\1arian Zlzccla 
1990. 



Marian Zazecla, U111i1/ed M/8, da S1ill liglt1, 1989. 

352 



Larry Miller 
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Larry f\1iller. Pinger £.'fcrcise. flux Concert, 
Neuberger rv1useun1, Nc'v York, 198.1. 
(Foto Coco Gordon). 

Li11es to Gros" 

;I JJS)'Cl1ic 111t1tle 111arks 011 111y /1a1rtls t111<f 

atlvisetl 111e /10'" 10 tlirect 111y gro1v1/r. 
" Look at the 1wo different shaped 
hands. This is Pisces, this is Aries. So 
you arc two people. \Vhat you have to 
do is learn ho\v to n1ake them 011c. l'ut 
your hancls like this together. Anything 
above this line ltcrc is scie11ce an<I 1l1is 
is creative. ··rhis is anthropology and 
archeology. Do you mind if I mark up 
your hand'.> 
" MAKE THIS LINE EXTENDED. 
Study on all levels and make this line 
longer here. You have a polarity of 
correspondence. State of consciousness 
is tltis hancl an<I being dc.structive is this 
hand. Thank goodness you arc strong 
enough and guided enough. But there 
is sonte an1biv~llcncc here - a forceful· 
ncss and \•el tl1e intcr11al and external 
world colliding 1ogethcr every so ofien. 
That is '"'hY you nttist make this line 
grow. YOU ABSOLUTELY MUST 
MAKE IT GRO\V ... 
Now do I do that? 
uBy concentrating on the abstract. 
Wl1en you study the heavens ancl yc)u 
sec the clouds - what do you make of 
it'? This is l>y seeing the perceptivity of 
yot1r O\vn soti l first. Learn about tl1e 
body. You will learn about yourself and 
evolution." 



Statemc111 0t1 F/1u11s for Venice 8ie1111a/e 
cata/Ofl 

O assifying ari may be interesting and 
useful - l>ut the nan1ing of anin1al~ docs 
no t change their spms. \Vhen George 
M~1ciunas seized the '"'ord •1 nux" front 
the d ictio nal)' to give so111c chr•r~lctcr is· 
tic nan1c to 1hc multiple. interbreeding 
arc forms that \\'ere generating. he pro­
vided a conceptual Maypole around 
which indi\'ldual artists had already 
been a t serious pk1y for wn1e tin1c. 
Questions about what Fluxus is and is 
not seems ti> be the head or Hydra. 
Defining art 100 c:1 tcgoricnlly ca n 
hinder the rrc.sh apr>rchcnsi<>n t>f it an<.t 
i1s clircct c:1pacity to cnhanc..-c the wl1olc 
or lire experience. l"he works of an 
which accumulate through th,c ages are 
but a series or -delays-. to use Du­
chan1p·s: 1crn1, in 1hc con1i11t1un1 of 
hun1:1n :t\\'3rcrtcss. \Vhilc 1hc in<lividual 
n\U)' supply llte hands or 111aking1 lhc 
resulting '''<>rk of art is ;:Ln11cd b}' 1hc collec­
tive 1\tind of ;111 artists and non-:1rtists. This 
is 1norc n.pparcnt in Fluxus. " Fl11x" int­
plics that the n1agic is in the n1ovcn1ent, 
not in 1hc thing - and any m)~tcry that 
comes forth through a work o r art is 

necessarily present in the observer. 
That is the head in question. The artis t. 
as maker. is no authority. 

1\1ark of the Beast. In the l.leginning. 
1hc re was 1he Word - Logos. It was all 
and it was free. Now 1hc wo rd Logo 
refers to the 111ark on a product i<IC111i­
fying i t-1 Maker - the c111crpri!-c you pay 
ror .. quality'" conlrol or invc11tion. In 
the future )'OU \\'ill sec the nc"" :•hcrcd 
anin1::1I~ which " 'ill have their ~1aker's 
Logo gro,.11 i11 the flesh. For a price you 
nlay O\Vll the a11in1al and the \\1flrrnnt}' 
that con1cs on it - but ;;111 REprt><Jucti<>n 
r igh1s \viii belong 10 Log<J. Yt)ur O\v11 
l ifcs1>an anti "c1ualit)'" \viii belong l<) 
you only nccording to your n1a1crial 
code - that means until your calcula ted 
E.xpiration date. Beyond 1hat you will 
REtain lie ownership only !>C> long as 
)'Oll n1akc warranty paymc111s 10 l.oJ,JO. 
Your childrc11 n1ay belong 1<' l~Of.'<> ou1-
righl if you take 0111 a sub~criJ)tion t<> 
thcn1 in the child's Beginning. ~rhc 11111rk 

of Logo is l>ut a pale introclucti(l n tc> the 
possibilc fa1e o f a ll future O-l /11111a11s 
(origint1I humans) and O·A11i111n/s. A 
Final cxtinc1ion stalks - and it comes in 
sheep-. clothing. 

Larry Miller, Orifice F/1"·l'luss, 1974. 

354 

The NOA/I Profect. A poet wrote of the 
End coming "not ";th a bang, but with 
a \\1hin1pcr". That '''hin1per may be 1he 
bir1hing cty of the first organi~n1 1>ro­
d11ccd by 1ho NOAH Project. The Neo· 
genetic Ort/er of Altei~tl H1111u111s is an 
organiza1io11 whose project is 10 REcre­
atc life forn1s \vhilc si1nultt1ncously ;•I· 
lo,ving the continued cxt inc1ion of all 
O·l)lt1111s . 0 ·1l11i1tr11ls a1ui O·l l11111a11-t -
and ultimately or extinct £VOlUTION 
itsclr. NOA/I will ha'-c eliminated all 
na t11ral cornpctition and \viii l1avc 
compleic control (Ind Copyright to the 
new ordcr-NEVOLUTION. This REp­
rcscnts Qnly ~111 intcrn1cdiatc 1>hasc o f 
the evc1itunl g<>:1I \\•l1ich \viii be carried 
out by the llC\V species - the /\1~·11s. 
Salw11io11 for ~ankind may depend on 
You and your c0tle. NOAH may need 
your panicular code, the physical com­
poncn1 of " 'hich thC)' can casil)1 enough 
obtain from any s1t1all piece <-lf You. 
\\1hcn you drc:tn1 of anin1als th:tt s1,cak 
to you. say ··1 ~1n1 Noah., ~'1id -

E.~<:erpts front ~ Jtloali.· A ~Y,1n1i1tg 10 O· 
H11111a11s. CO{))'r·ig.ht Y()Ur ONA. 198'9 
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I DID. 
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r \1 IX . 
I fJl D NOT. 

v x 
DID NOT. l DID .. 

·. 

Larry Miller, Scoi-e, 19$(, . . 
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Peter Moore 
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Pe1er t-.1oore. 1965. 
(Foto Marg11erite La1nl>ert). 

A11a 1>agi11a scgucntc: 
Pe1er 1\loorc 
Sl1oc1ing Yoko Ono 
;,, tile Flt1.xfihn. 
(Foto Christopher Moore). 
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Pc1cr Moore, 
Au1011'1n1llQ, 1967 · 
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Maurizio Nannucci 

.. 
~-
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Oa sinis tra: 
M;1urizio N~-1nnucci. Occ11/t"'''t1110, 

S. llcncdctto dcl Tronto, 1969; 
.';crii·erc sull'acqua. 1973 . 



!l.1aurizio N11nnucci, Rttl li11e, 1969. 

Mauritio Nannutti, ll'lio's Afroid of l/Ld ... 

,\(~I 



Maurizio Nannucci, /111age ,Ju c;et, Dicnnale di Venezia, 1978. 
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Serge Oldenbourg 
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Se-rgc. Oldenb<>urg. 
Au1os1op con u11 pi,11to. 

13 giugno 1969. 



Serge III et le piano 

Quand j'etais pctit, j'aimais tous les 
sons produilS par un piano, c--clr ce me 
sen1blait un n1iracle qu'en tapant une 
touc11c on provoquii 1111 sor1. Dans ma 
famille personne n'avai1 de culture mu· 
sicalc, cc qui fail <1uc mes contacts avcc 
lcs 1>ianos ~taicnt rares. 
C'csl sculcmenl en 1963, apri:s le pas­
sage de George Maciunas ;\ Nice, quc 
j'ai commence ;) e!Udicr Cl a praliqucr 

les differen1cs fo!,'(lns de jouer avec un 
piano. Si on veut cvitcr la banalitC et 
lcs cffcls lcs plus elcmcniaircs, ce n'esl 
pas chose facile. 
Pour concen in1crieur, j'ai presente 
quatrc concerti pour 1>iano, <1ui con­
sistent it scrvir quatrc t<>urnCc.s de 
P;;1s1is uux ac1curs participan1s et lcs 
lcur faire boirc. 
Con1n1c spectacle cxt6ricur, j'ai cu 
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l'idce de faire de l'autostop avec un 
piano (realise le 13 juin 1969) et la 
11a,1iga1ion tl la rnn1c sur un piano en 
111er ot1 sur rivi(,rc. 
Comme, dcpuis 1974, j'ai realise plu­
sicurs travaux fl base clc fil cle fer bar­
bele. j'ai iapisse le clavier d'un piano de 
fils de fer barbclcs dores e1 ii l'intcricur 
du couvcrclc j'ni n1is unc cita1ion Ja1ine, 
dorcc. 



Robin Page 

Robin Page, 8/11tb«J"1 Kkla Au in An,.;/k. 1989. 
Acrilico su 1cl:1. l'insH:mc l,90x 1.30 m. 
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Gianni-Emilio Simonetti 
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Gianni-Emilio Simonetti, "'Milano1>0esia", 
1989. (Fo10 Giovani Giovannetti). 



La fallacia 
di Enkekalymmenos 
Gio1111i-E111i/io Si.J11011etti 

Sai rkonosccrc lua m:adn:? 
SI. 
J~iconosci qucs1a donno vcla1a? 
No. 
Oues1a donna vclata C 1ua madrc. 
Percic). tu puoi l'iconosccre tua 111adrc, 
cosl con1e puoi non riconoscetla. 

La. fiss11ra cl1c fa111pcggia tra ortlito c 
1ra111a. 

Lo spcuro chc s'aggira per !'Europa ha 
fano cadere piu di un muro. Quelli 
dellc forme poli1ichc Ira i pacsi dcll'in· 
ganno, quelli delle illusioni cuhurali 1ra 
i paesi della menzogna. La dispcrazionc 
di un'cpoca, si sa, si misur~l clalla sua 
affettat.ione \1Crso i i rcalismo. La de-

composizione della nosua non ~ ahro 
chc ii sinromo dclln sua rcdicalizzaiio­
nc nel nicnte~ per <1ues10 ii succcsso 
mcrcan1ile delle ani e ii fruuo dclla 
'?'O insignificanza. Basia un colpo di 
umonc per ahcrarc sulla 1csta dci na"i· 
garui 1u11e le cos1cllazioni, l'artc fuori 
dall'ane cerca nuovi percorsi. 

J>er<,•ltt i tflJ>peti vola110. . 
". surrealismo c srnto l'escmpio piu ra· 
drcalc dr qucllo chc l'arte non devc piu 
csscr~. _L.'l sua an1nra attur1li1;\ C la pro­
va 1111gl1orc della scandalosa ina11\ulli1a 
dcl nosiro 1cmpo. Possiamo ancbc con· 
cordare sul fa tto chc le Avanguardie 
s~oriche sono. state un "d6but d'cxp6· 
r1cnce re\'olul!onnaire'~, ma i navignnti 
dopo ~uschwuz . non possono pcrmc1· 
1crs1 d rgnorarc 11 naufragio dcll'au10-
nomia dcll'csprcssione. Oirisiophcr 
MarlO\\'e pcri in una rissa d'ostcria 
M~rianne. Moore htt scrittO un saggi~ 
s."'· co.hcllr; A''.an2~ndo di ri1omo i 1>ar· 
ug,anr dell obho rllrO\oano ii scnso dclla 
vita corren1c - ii filo dei giorni vissuti. 
(~vnnz.ando di ritorno: mc11ian10 a n1c· 
rato di Sade averci n1ostra10 l'assoluta 
na1uralc22a di ogni sindromc libcrtina.) 

Solo le pri11cipesse si ritlesra110 i11 le11i 
SCOtlOSci11ti. 

~rano stretti. - ieri - i margini dell 'illu· 
s1one, non e1 sono s1>azi - osgi - :'I.Ila 
Speranza. PcrchC ncssuno vuolc rico110· 
sccrc che e cambia10 ii 1errcno di quasi 
1u11c le a11ivi1ii cuhurnli? Non ne c la 
noia ii sin101110 piu cvidente? I rackets 
dclla .poli1ica ' 'Ogliono governare scnza 
c.amb1are la soc1e1a, le correnti arti.sti· 
chc prctendono di rinnovarc la sensibi· 
li1a cs1e1ica del loro 1cmpo scnza realiz· 
zarc l'arte._ Alla caparbic1a dcl sogna10-
rc sruggc rl COOtCnUIO 1rasgrcsSi\'O dcl 
\

1iSSl1to. L'artc. come la poli1ica. ha fini-
10 per erigcrc a sapcrc i propri pregiu· 
d1z1 . 

Coma Edirh Piaf ·~; tloga11itri tlel/a 
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disperoziot1e 11011 J10 11ie111e do dlcl1iam· re .• , 
Ci s.o~o sn1arri111cnti chc non hanno 
m.edrcrna. Lo sc~izofreni~ ~nnusa pc· 
s11lenzc c ''elen1 1mmag1nar1 ai nostri 
scnsi, al pari dell'arlisra ehe annusa ii 
silcnzio come un fenomeno sc.onosciuto 
o ii vuo10 come una reahA "au1re". E lo 
scacco dcgli anni Scssan1a chc adcsso fa 
bc".a mos1ra di s<l nci musci - sul lungo 
pcrrodo ognuno ha i sogni che si mcri· 
la! Eppurc, lo slcsso senso oralc di cui 
porla ~<>linger, ~ sta to in tcn1Pi n<>n 
sospett1 un momcnto fisico della co­
scicnza dcl vissu10. Una sensibili1A che 
facc\la sva1>0rarc la dcprcssionc, spcz· 
zandone la con1inui1a, e la rnalinconia 
fran1umandone l'uni1a. Nel 1794 HOI'. 
dcrlin potcva scrivere: ''Che importa! 
Druccrc1no sc ~ ncccssario Jc nostre 
sfo~1una1c ce1re e faremo quello chc gli 
art1s11 hanno solo sogna10:· Ma che 
cosa, Neufer, sogna110, oggii gli artis1i 
chc valga la pcna di vedcr realiua10 
per le armi? Le ncvrosi si addens.ano 
scm1>re pi~ nella parola, cppurc un 
ICOlpO ualcph,. era ii buc, "beta" la 
c.asa, '·gamal" il campanello. "Zli" l'o· 
ho ... 

Qua/i i11scg11c ganira11110 al rocco tie/ mil· 
le1111io? 

Nell'.idea ~i ~odcrnit~ e svaporata ogni 
u1op1a.ar11s11ca. I suor effe111 sono sia1i 
rcpcnt1n1 c brutal.i cd c.ssi hanno impo­
SIO - ncl fron1eggramemo - forrnulazio· 
"! l~pidarie .c .mczzi di opposizione spc· 
crah. Oa qur. rl gergo dellc avanguardic 
c~c soprawive allc a"3nguardie s1cssc 
g.11 spaesa1ncnti linguistici dclla critic~ 
d'ar1e c qucl pluralismo di valori chc 
con1rad~is1ingu7 sc!"pre ogni processo 
gerarchrco rn drsfactmemo. Sia di fauo 
ch~ quest'epoca non ricorda un solo 
artis1a, ma solo "movimenti" chc si 3f. 
fannano a scriverc i i loro nome sull'ac­
~ua .• ~ Ron1~ con1e a Cartagine gli 
ar11s11' non s1 rendono conto ne dclle 



scandalose banalita di cui l'arte n1odcr· 
na c un'espressione, ne di quclle idee 
che di volia in voha la seppclliseono. A 
Roma, 1uttavia, questo co11trib11isce alla 
loro fortu11a. Scaltri per reputazionc, 
codardi per scella essi fingono d'ignora­
re perc11e Gilles di Watteau rin1asc i11-
vcnduto per lungo tempo al mercato 
delle pulci del Louvre. Costava cinque 
franchi! 

Te111ps pert/ti. Te111ps pe11d11! 
II co11cetto di cane non n1orde. L'artc, 
come idea gencralc dclle cose, e ii limes 
oricntalc del mondo, ma ii pac.saggio 
dclla forma/spcuacolo e qui, qui Si de­
vono scavare le trincce, qui de\'Ono 
scorrere nuovi " fluxus'', " qucsto C ciO 
chc si chian1a re.alisn10 dell'arteu, scri· 

veva Tzara pensando al suo revOJ\fCf 
magico, ma Dada era un utcnsilc anco· 
ra poco aflilato, basto una stagione per 
scoprire i Jim ili dcl realisnlo, le sue 
dcliranti cautele, le sue 1naniere crep11· 
scolari. Un'antic-:.-t radice lega l'etimo di 
tappeto a quello di farfalla, ma perche 
un tappeto voli non basta ii lampo delta 
filologia. La sostanza di ogni cap0lavo­
ro e l'in1possibile. 

Dt1ll<1 sc11/11tra a111ica 1111n lczio11c: s1>an·· 
sl·o110 le opcre 11011 i fra111111e111i! 
I I vero non ha i suoi li1niti nella falsita, 
ma nell'insignificanza. II tema e qucllo 
di capirc non di descrivere la reaha, 
intcnderla non rappresentarla. Si sent­
bra at1raverso la n1aniera, per questo ii 
\fUOt<> dcgli anni Ottanta ncll'artc si 

appalcsa auraverso le procedure. In cs­
se l t;;arte>' scopre la sua identita i i suo 
"dcsir de paraitre". Una "profusion des 
orna1t1ents insignifianrsi· l'accont1>ag.na 
verso la fine del millcnnio - la vergogna 
n1ostra sempre ciO che si vorrebbe na­
scondcrc. Abbiamo abitato Toledo sot­
to la pioggia c sappiamo che ad essa 
scgt1ono i "•cr11li, per qucsto ncll'artc 
ogni volta chc la stupiditfl trionfa ci 
sono gendarn1i a 1>ro tcggerla. Sta di 
fauo chc c troppo rnrdi per qucsto 
secolo, ii prossinlO, piU fclicc, 11e eredi· 
tcra le rovinc. 

Oa Fl11xslw1 - 10/10, Gallery. Mil"no, diccm­
bre J989 • gennaio 1990. catalogo dclla 
OlOStra. 

~-----·------ ·-- -·---------------------------~ 

M ARiVAUOAGE 
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<. 

Gianni-Enlilio Simonetti, Mori,·11udage (per voci su banda regis1rata), 1964. 
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Anne Tardos 
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Anne Tordos, 1985. 
(Foto·Jackson ?\1aclo,v). 



Even though I do not appear on 
George's chans, I've been connected 
with Fluxus by friendship and by my 
works that arc very clearly related to it: 
Faces. 1970, a film of about 365 
people's and a few c.nis' and dogs' faces 
sho\ving them each for a fC\\' seconds i11 
the sequence in which they were shot, 
mostly in the streets of New York, in 
Central Park. Tompkins Square Park, 
and my loft on the Dowery. 
Apple Eaters, 1973. a S·channel video 
instullation (at the Kitchen) showing 30 
different people eating 30 differc-nl ap· 
pies al 30 different 1i111es in 30 very 
differem ways. 
l'i'pes at J JO J\1errer, 1Vo1'1.!111ber 1974. 
1974. an audiotape of the heating pipes 
al 110 Mercer Street, the sound of the 
air trapped inside them. keeping me up 
all night, leaving me no o ther choice 
but 10 record them. (Collection New 
Wilderness Audiogrnphics.) 
1';:rritorial De1>111rc<1tlo11, 1974, \vas pre­
sented at the 10th Annual Avant-Garde 
Festival of New York in a boxcar al 
Grand Central Station, and consisted of 
a plastic cons:truc1ion. a fenlale urinal, 
out of which I ran IO plastic tubes into 
a circle of 10 plastic (lransluccnl) let· 
lcrs spelling 0111 my nnme A-N-N-E 
T·A·R·D·O·S. Only women were in · 
vitctl to par1ici1>ate in this piece - tc) 
:1nin1alistically dcnlarcntc 1hcir place 
:1n1ong n1cn. 
Brc/lkfast 111 Stefa11011y's, 1975. is a 6-
channel video installation (at Stefanoll)' 
Gallery) showing 6 New York artists 
having breakfast. They were Larry 
Rivers, Malcolm Morley, Vito Acconci, 
\Villiam \Vegman with Man Ray, Bren­
dan Atkinson, and myself. Each artist 
hnd breakfast at home except for Mal· 

colm Morley who preferred Oa\'CS 
Comer on Canal Street. an all-night 
restaurant 1ha1 was since replaced by a 
Chinese restaurant. 
Ucfiigcmtor Defrosting, 1975. an audi· 
OtUl)C or n1y rcfrigcrfit()r defrosting. A 
microphone placed inside the refrigera­
tor picked up the sounds of the drops 
of water as they fell into a metal re· 
frigerator pan. (Collection New \Vilder­
ncss Audiographics.) 
Anytime, 1975-1976. a clock-like. eke· 
lric ·nlagnetic constr\1ction sho,vi1lg 
many different times in many different 
ways. (Collection Marcel f'leiss.) 
Kimler Bom Childre11, 1984. First pcr­
fomtcd at tl1c Expcrin1cnt:1I I ntcrn1cdia 
r:ol111da1ion in New York. :ind in 198..Ci, 
at th e Festival of Fantastics in 
Roskildc. The performance begins with 
a projection of a slide I took on a 
ferryboat from Sweden 10 Denmark. 
Tile picture. shc.)\vS a diagr:.1111 of a child 
'vcnring a life vest. ;1n<J the '"<>rd "chil(I~ 
rcn" appears un(ler it in Gcrn1an, 
Danish, and English. Each performer 
stnnds in front of the projection wear· 
ing a life ,·est and after the slide has 
been on for I minute they innate their 
vests. \Vhen the vests arc inflated the 
performance of Kiluler /Jorn Childrc11 is 
over. ~rhcre can be ;•s nlany pcrfor1t1crs 
as, there arc life vests. 
V<'llclflritm Feast, 1985. Also at the Fes­
tival of l'ant:istics in Roskildc in 1985. I 
invited tl1e audicrtce lip on s1age 10 
parrnke in the banquet 1ha1 was pre· 
pared in advance and waiting behind 
the curtain. (\Vith complirncnls of the 
City of Roskildc.) 
During the Seventies and early 
Eighties, when I was mostly making 
vi<lcotaJ)CS, I shot n1any photographs 
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from the video monitor while manipu· 
lating the tape. One example is the 
Portrait of George 1\111ci1111as ••ia Video by 
A1111e 7irrtlos, videotape: 1976. photo: 
1978. (Collection Anne Tardos.) 
Since 1986 I have usc<I o lurgc variety 
of digitizing - and gra1>hics - programs 
on the computer 10 make images which 
I then transfer onto canvas and paint 
with a brush. Having studied painting 
and sculpture as \\•ell as filmmakin& I 
ant now 001't1bi11ing alt 1hc ntcdia 1·,,c 
worked in before (except for music) in 
one single process. I shoot the original 
image (e.g., a person or :l drawing) with 
n vi<lco ca1ncra ancl feed it into the 
co1tlf>Utcr. Tl1cn I n1anipulatc tile i111agc 
on the computer and finalize the cont· 
position. After 1ha1 I photograph the 
screen of the computer's monitor and 
then manually transfer the image onto 
canvas, \vhich I rhen paint . The c-anvas·s 
surface is \\•here the con1puter graphic 
is completed. 
One vc1y strong source for n1c has been 
an ink·dra,ving by Henri Gaudier· 
Brzcska: a portrait of Ezra Pound. The 
clements of that drawing ha"c provided 
a bash for many canvases of the "Ez" 
series. I am sorry about Mr. Pound's 
p0li1ic>. but I do like that particular 
dr~l\Ving of Pound, anll he \vas a great 
poet. 
An<>thcr series of cligitizc<1 in1ugcs that 
led to u 11u111bcr of paintings is H111t1a11 

Geogmr>lry. a series of collugcs dealing 
\vi1l1 hun1an anatomy placed ncxc to 
other clcnlCnls of civiliz.a1ion: archilCC· 
turc, painting, and technology - or not 
collaged with anything. just left alone. 

New York. April 1990 



Block & WJi;i~ u, 
Anne Tardos. lairoo. 122x92 cm. 1990. Acr1ltc0 SU 
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Yoshi Wada 
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Yoshi W<1da. 1988. (Courtesy Emily 
Haivey Gallery. foto Wilfrid Rouff). 

Alla pagina scguentc: Albert M. Fine c 
Yoshi Wada prcparano 'ntt Eanh Homs 
di Yoshi Wada. Byrd Hoffman 
Foundation, New York, 191S. 
(Foto Siji Kllkiuki). 





Yoshi \\'adt1, .II .5ou1t(/ /11s1t1llt11io1t. 
Emily l-l;.tr.·cy G;.1llcry. 
Ne\\* York. 21 aprile · 13 n1~io 1989. 
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Marian Zazeela 
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~1arian Zo.tc:ela al Li,•ing 
Theaarc. New York. in\"erno 
1960-61. (Foio Charles Ro<mil, 
COl')Tight Morion Z.uccla 1990). 



The poem words not words was written in 1975 as a text for an exhibition of 
some of my lightworks and drawings during the Dream Festival at the first 
Dia Art Foundation space, 141 Wooster Street, New York City. 

words words not words 
not words 
what were words 
calligraphy 
1 ight 
shadow 
reflection 
what can be seen 
what is invisible 
what is visible in what light 
what lies on the fine line between 
what can be seen and 
what not seen 
but still 
affecting vision 
apparent 
and transparent 
looking through 
and into 
or beyond 
exposing the cross-section of vibration 
to light 

the line between 
incomprehension and 
recognition 
seeing and not seeing 
the 1 ight 

the line that curves 
or rotates 
between what it 
what it is not 
its color 
its shadow 
its form 
its reflection 

is and 

the light that passes through 
is reflected back. 

the line that collects 
the colors it is not 
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the field of light 
coming from 
and going to, 
through and beyond 
the l ines and the particles 
at once moving 
and st i 11 
reflected 
or transparent 

the line in or 
of focus 
the angle of 
vision 

out 

the plane of attention 

coll ection 
diffusion 

the line 
the letter 
collection of letters, of lines 
a word 
a pattern 
focused on a plane 
between 
what it is 
and what it is not 
what it looks like 
at one moment 
in time 

Marian Zazeela 
4 v 75 
NYC 



Marian Z.azecla, 
J\fount A11tl10tf)'. l960. 
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Flux.us video decollage 
U1cia110 Giaccari 

"Fluxus video dccollage" prcsenta, in­
scriti net nusso dcl "Klavierduel1 " in 
onore di Maciunas d i N.J. Paik c J. 
Bcuys, documentazioni "storiche" degli 
evcnti Flux'uS, documcntazioni uauten­
tic.he", per esempio di Ben, di pezzi 
storici cscguiti in cpoche piU rccenti e­
filn1s Fluxus originali, <>ltre a interviste, 
brani di tras1nissioni televisive, docl1-
1nen1azioni di mostre ecc .. 
L ' inconlro Ira video e Fluxus non e 
casuale. Nam June Paik c \Volf Vostcll, 
due protagonisti storici di Fluxus, SOnO 
ncllo stcsso tempo i paf!ri fondatori del 
video d'artista. 
Television Dccollagc, cui si rif;\ ii titolo 
della sczione video di "Ubi Fluxus ibi 
n1otus", ven11c presentato insicmc ad 
al1ri "n1ateriali" su circ.uito televisivo 
all'intcrno di un environn1cnt, in c11i 
introduccva \1n clcmcnlo tcn11>oralc, 
basat<"> sulla s<:ansi<.)nC di in1magi11i, rc­
gistratc da televisorc. r i fercntisi all'at­
lualita politica dell'cpoca. 
Ma lo stin1olo piU intcressan1e, <lerivato 
dal n1ontaggio in viclco dci vari matcri;,. 
Ii Fluxus. l; costilt1i10 dalla riflc-ssionc 
sui rapporti tra filn1-F-luxt1s e video. 
Qucsto stimolo dcriva, in particolarc, 
dal fano chc ii video c di gran Junga Jo 
s1nimen10 critico piit decisivo J>Cr la 
lettura di qualsiasi rorma di 11artc i11 
performance". 
D'allm canto proprio ii formato del 
video sembra ' 'eramcntc csscrc ii piii 

aclatto per certe 1>crforn1ances Fluxus 
1>iut1os10 che i n1uri bia11chi o le lenzuo­
Ja, usati a mo' di schcrn10: ncllc salctte 
underground dove si videro i films Flu­
xus in cpochc s1oriche. 
Cred<.) chc qucsto sia vcro a un punto 
tale cl1e certc. ope-re, con1e S111ok;11g di 
J. Jones, Music for Face di Chieko Shio· 
mi, Fi/111 Fl1tr1's 110. 16 di Yoko Ono c 
altre ancora, scmbrano pc11sa1e proprio 
per lo schermo 1elevisivo, cosa panico­
Jarmentc interessan1e, da10 che consen­
tc di invcr1irc la 1cndc11Z...'l per cui nor· 
111almente ii cinen1a, '"passa1oi• in televi­
sione, subisce u110 scarto che risulta 
spcsso scorwolgentc. 
In realla si puo dire che ii film Fluxus 
sia un aprcviclco" • tantO piU SC Si consi­
clcra che cli\rcrsi '"videotapes" crano ap· 
pt1nt<> la rcgistrazione di perforn1~tnccs; 
questo toglierl• u11 J)O · cli sn1alto al ntito 
<Ii Gerl)• Shum, n1a non s>itl di tanto: 
data l'iclentifie-azione sostanziale che 
ve11iva a \1crificarsi tra revento e la sua 
ripresa/ rcgistrazionc. 
Questa idcntifi(·.azi<.)nc C tale chc c'C da 
chic-dc1·si fondata111cnte se le azioni 11011 
fossero escguitc J)Cr la cincprc-sa c 11oi 
per la 1clccan1cra piu11os10 chc per lo 
scarso pubblico, al quale quanto mcno 
va riconosciuta una prccisa funzionc 
scenogr:ifiea. 
II cara1tere- e ii clima di 1nolti cvcnti 
infatti rcndcvano la prcsc11za dcl pub­
blico cssenzialc in funzionc d i in~cgra-

George Maeiunas, /11 A1e111oria11 Atlrilln() Olivetti. 

379 

:r,.ione c bilanc-ian1en10 degli cvcnti stes· 
si. a11clle al di Ii- <lei caso pill evidcnte 
in ctii gJi csC:Cutori di tin concerto Flu­
xus e11travano in scena e applaudivano 
al pubblico. 
Un'altra consideraziorte, nata dalla vi­
sionc dei 111ateriali storici di Fluxus, C 
quella chc si rifcriscc alla incapacit~ 
dimostrata dalla megatelevisione (quel· 
la broadcast per in1cnderci) di Jeggere a 
caldo qucs1i fcnomeni in modo correl· 
to. 
Gli artisti Flux.us~ ncllc trasmissioni tc­
levisi,,c, venivan<> C<'>nsiderati spcs..~o de­
gli eccenrrici, cla riprendcre n1agari ca. 
povolti, anctando poi a cercare tra ii 
pubblico lo spenatorc che si grnlla ii 
naso o quello rimas10 a bocca apcr1a c 
(lin1ostra11do cosl di non csscrc cntrati 
n1inin1amentc ncllo spirito dcllc azioni, 
nC tanto 1ncnt) cli aver capito quel pclr· 
1icolarc rap1>0rto con ii pubblico di cui 
si (>arlava prin1a. 
lnfine u111ultin1a considerazione.~ basata 
sull'assurllo del video inteso come s1ru· 
n1cnto critico, si rifcriscc all'intportanz.a 
di f luxus con1e feno1nen() che ha pre­
corso te111i e 111ocli dcll'artc successiva, 
cosa cite C stato n1olto facile verificarc 
1>roprio nel n1on1en10 in c.ui si andava a 
es1rapolare, per )'editing, i momenti piu 
significativi dcll'a111pio materiale filma· 
to ricevt1to da tutto ii n1ondo. 
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George ~faciunas, Joseph Beuys, 
Nam June Paik. 

Joe Jones, Srnoki11g. 

Yoko Ono. 



Ya.sunao Tone, Stn()()lh £\.'e11t. 

Geoffrey Hendricks, Clo11ds111i1/1. 

Shigcko Kubota. 
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Fluxus Fibn No. 12. 

Yoko Ono. 
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Nanl June Paik. 
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Sopra, da sinistra: 
Dick Higgins, Danger i\1itSic. 

George Brecht, /)11e1 for JVi11ds, 
George Brecht, />ion() Piece. 

A lato: George M·aciunas, 
In Me111orill1f, Attn·a110 Olire11i. 

-Sotto: George Brecht. 
f~lt« Fil1n 1Vo. 10. 

t-.1icko Shiomi~ 
Di.sap1xari11g Afusic for Face. 
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Wolf Vosiell, 
TV-Cubism< Siig<e, 20". 1985. 

Wolf Vos1cll. 
N(ujalJ.1$·An.sprttlr~. 197 l. 
scrig.rafia, nx64 cm. 

\Volf Vosccll. s,,,, ;,, Yo.v H(!Qd. 
I TV-<l<-coll/agc tlcctronique, 
T. Colonia. 1963. 

\Volf Vostcll. Vrt11ra1nsi11fo11ic. 1971. 
p;;rtitura dcll'hnppcning.. 104 x73.5 cm; 

e Jt1r<lin ties 1/l!liccs. 1982. serigrafia, 43 x 45 c:rn. 
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PU11r.oforti.ssin10, Fondazionc ~1udima. 
gennaio 1990 . 
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.. Mil:inopocsia" 1989: Eric A_ndcrscn. 
Philip Corner. Esther Ferrer~ Ken 
Friedman. Al Hanscnl Geoffrey• 
Hcndriol<s. Juan Hidalgo. Milan Knizak. 
Jcan·Jacqucs Lebel c Valeria Magli. 
Jackson ~iacl,.O\\', Walter ~iarchettit Nam 
June Paik, Oen Patterson, Takako Saito. 
Gianni·Emilio Simonetti, Anne 1·ardos, 
Den Vau1ic r, \Vo1f Vostcll, Emn1e1t 
\Villiarns. 



Aflerludc 10 the Exposi1ion 
of E."<pcrin1cntal Television 
1963, March. Gnlcrie Parntts.' 
/\'0111 J1411e Paik 

Ill 

The core ol tti. be My ef .,.__.. ls, Uuit, tht liaitffss 
QUAM Tit 'f of NllN 41t.""'*' tllie CMetClrY of QUALITY• 
'llhich 1t. uM4 lfll(OftSCJousl1 111hctd and <«1.fvscd with 
dolitbfe mtMlf'llL 

1) c.lw.td~ 
2) v1l111. 

111 my t•Wleeitfltlll TV• the words "QUAllrf• 
mta.ns only the CHARACTER, but 11ot the VALUE. 

A Is dllftttl'll ft,,,,_ B, 
b~ not th• 

A IJ btUtr lhl.n 8, 

Somtlimts I ntt<I ,td llP91e 
$omttlmts I nttd rtd lips. 

2 M1 ow"'9tt&.al TV IS 1'- Rr\t ART ( ? ) , 111.tikh 
Ult "'petttct 0 ;1111* ls PHlfWt ............. -~-· I lud p;t. 
jvst &4~ if'l• ~\t diftdl•~ ft tot .a "•ifl9• 
ntt•ivc TtfC¥1t lo!I. If er tl'ifOl'lS de tbr Snt trid, Ult 
tts-1t wtll be c~l"-'4)' t.ht sne ( '°""i'b Wt!ltrn .t 
Wt~n-tJitO'lsl ............... tlla ls ............ . 

Mt lV It HOT tht tkJll'tsslon of "'1 i:ittson~ity, 
bl.A t!ltt-tl)' -

.a • !?!'!.Sl~_L_ ~itS.!.t_" 

like my " Ft.UXUS ell~plonectrtei.t ", 
in whieh tht l<1n91u .. pts•ln9-1lmc..,tc0tdho!-det ls hon- bl 
owed -..n11"1his1'1/ltlon.al h~n. ( tht nrM clu1mp!Qn; 
F, Trowbrld91. U.S.A. S9. 7 uconds) 

My TV IS"'°"' ( 1 ) lh.tn lhe NI, .. 
l1s•<?lth1nthtart. 

I c.,n compos• som_.hln9, wh1ch lies 
hl9ti.f ( 7) th4WI ~ p.ttSMllil)', 

" lowtt <?I th.at-, ptts.oullty. 

I.._ _ _.._,_, ) .............. ... 

Tbtttfoot < ? ), ~1 dltttfore • ct. wott1ft9 
~SS .tl'ld lht flMI Nsull has ll.uJe to do,,.. .,,. 

therefore, ..... by no preYl011t wotlt was I so happy 
WOtkln9 .,s In Oltst TV ••Pfl'lm1nt1. 

In 1111111 compotlUont, • • h..,, first the approx­
'"'"' vision of ttlt c~lcttd work, (tht ptt .. JmagN 
ldot.il. Ot' "IDEA" In tht Sll\SI of Pl1to), Then, the 
w0t1tin9 process meant the tortutl"9 1nd1JVour to ap­
PfOadl to l~J ldt.al "IDEA•, BIA In tht txpttl~1I 
TV. the thlnt Is compltttly r1vlstd .• Usu;illy I don't, °' cllVIO( fllvt 11'1)' pr1-fm19fd VISION befM •Otting. 
Filst-lsiett!W • WAY•, of ..tllchl cwiotfu­
SH •tier. 1t '••• ,., ri. •wA v• , ,,, ,,thll 11e~. 
to SWdy the clr<.u;t,. to try.,...,,..,,. 'F££0 SA.CKS', 
to C\l scirw flfac:.ts #Id fff'd l1lit 41fftrtftl •:avts tbtr"e .. 
lO cNtlgc , ... pllne ol w•es ICC,,_,, •1lou tcdlltii~ 
det~ls, I wlll _,J.ai I• tht "'°' tSt.IY-~. 
..twl. I •ed Is tlflP'ftiuttlr UM, .... !ind cl ·10C4· 
wNdi netkM M Aftl'lcy •Mid to ws., ...... , Jvst 1 
w:ay er 1 "1 to '09!CN"' NEW, This "Wtodtm•(?) 
""89t ol •10EA. • h.a1 Mt IWCh t t tie wltll • TRUTII•, 
•ETERMtTY•, • CONSUMMATION•, • 1dt4'l IDEA•, 
wbldl Pl1lo---Ht91I •Kr•kd I• lhlt ctltbra.4 el.a.s­
Sicll teml"ol09y, (_IOEA)• 
f.i. ----

·KUNST 1$T DIE ERSCHEINUNG DER IOEE': 
"Al\ It thl ~.annce of l~ 1611": 

( Ht0tl·••·Schill1r.> 

This dlfftfffl« should bt \lnderllntd, bfCa11u tht 
•fttlclJlll of ld11" s1tms to"" the m.aln c-titkll cri ­

ttfii"l'it1M:COiiltiiPot-1r1 M., llkf •Nob111ty W Slm­
pllclly" In Ult 9rttk 11'1 CWl11Qlm1n>, 01 f.wnovs five 
pl.lrs of cll190tltt of Wotllfll" 11'1 R1n11ss.1tJCe and -.... .... 

•••••411•!!•11 

IHDETEltMIHJSM W YARtA81LITY i t U1e ,._., 
UHDERDEVELOPEO ,.,llMttf 5n \hot •Jal ltl, 
~ tMs b.11 fM.t• U.. ,....,.. poblta In -.rsk 
I# tilt la1t lD ,-..1tt, <Jwt u PMnetff SVC ~s vtrJ 
tn!.""1C'ffl""4 "-_,le, IS eppoMd to Ill~ ltld ... .,., .... 
• ) 1-.tilited Wlflstly tht lh>t~$.t'lilsJJOP ol 

l'IOrnlal Pl'09f'MI, which 11 Ult most vattabte 

optiul ltld SM#lllc1I ..... ,. , 111 NIMtf'tl\• 
slAlfs. The btll.ll.y of dl.tOtttd Ktnnedy is 
dlffmtt f~ the btllt)' of footW.11 heto, Of not 
1lwoty1 prttt)' t.IA alw~• ttupld fe111.1.le MnWllCtt, 
Second dlmtntlOP of varllb!llt)'.. 
1 J ieti s\t"tfe'31 '3 Hit'i Or vflf •Ion In their 
VIDEO-HDRIZDNTAL,.VERTICAL l.l'llts. I am 
proud to ff otblt to sl)' th• all 13 sets ac:twlty 
ctui"904 their Inner clrc:\111•. Ho TW<I Stts hfld 
ti~ SI.IN kind of ttchnlc1I Ol)lr•lon, Hot Otlt Is 
lhe slmplt t.lii, which o«1,111, •htl'I y~ 14.lm 
the vertlcotl Md hoflionl•I eontrol•IMA.ton at tlo!M. 
I 111Joyed VH')' .UCll th. ttud)' of electt0nlct, 
.tlfc-h I ~11'11961, Mid SOIM IUc-dMftt, I 
fMt while wOt\1119 • ltf'l 15 Kll .. Vtflt.. I II.ad the 
h.tc:.~ lo INlt. l'lk• c.tflboraOfl: HIDEO UCHIDA 
(jlt'tsldent of UCHIM ltldlt Rewatelt IMl:ihUl, 
I. tdat l'l'lf"lf#'H •l«tltl'lkM, .flit dltcortmd 
the prtt1ci,lt of Tr1111sl stor 21••• t•ll4r tJtM 
the .,_.unt, llfld $HUYA ABE, ... ....,_,-I· 

e> 

•> 

technlcJl'I, who knCMS IJIM the science Is more a 
k1uty thin the loglc. UCHIDA. Is now ll)'ln9 to 
prove the- telepathy ltld l)l'ol)hosy tll(itrom.a9ne­
tie11ly. 
As Ult third dlmt'ntlon of vatl&blllty, t~ w..,,, 
from various 9'ntrollors, t'"-rccotd~• Ind 
ndlos atl (f<I lo Vlt10llt polriJ to 9IV• dltfmrt 
tftylhms to taic.h «'*· This rJthef old~1"d 
bt1~. wl'llch 11 n« t»enrllll'y c-Of9'bl* wrth 
High F1t41tftC)' Ttchf!f4U1, W"&S tUltf' tO'lftl'«""" 
SLMd to tht l'IOtNI .tltl'IC•, ~ O.Cause It 
Nd M9lt .,,,,_..le l.IPKlt.. 
n.tt ft u ~ Htts of N circuits~ u 
f"'tet1elli dwM--'"'1t.. f"'.t t.nt •M 90dflt o1 
19S2 4o c•rUift Ufld ol vlirlMltft, wlilia a.ea 
aodttt .-idi MOIUlk ~y COl\tiol (.IMIOI ... 

GRA.SP tht Eltmfly. 

u) To stop at Ult COtlWIWlllled or sterll Ztto-poinl 
is a clas11e11 method to 9')SP tht tltn':ity. 

bl>) To PttCtlve SIMUL TANE:OUSLY the flata,llet 
nows of e111y ln6ependtnt 1110¥1mtnts Is 111<thtt 
cl1sslcll w~ for II. 

&.t poor JQ'1Ct WIS Comptlled to wtllt th. PM•llel)' 
advancl119 storles ' "one book with Oflt-W•Y dltteUon, 
beeaus.e of the CCf'lol09y of Ill. book. Th• Sllllllh~ 
ptfC>tption of tht P••lltl n .. -1 of 1) lncfePMdMt TV 
90".-et!ll- un ~ rtallte this old.,..,. of mys• 
lies, art11ou9T11- ,,.,._.II ,.,. wwtM ........ wMth« 
tMt ls posslble with ew .,..J tlly1...,_, Cwt 
hatfe 08ly °"" h.Mt,. ._ tweai... °"" '-"' ti q<t .. > 
atta.o..: IOlllt 11!11lfcafii a1tll,... WlF WE LL 
TRAJll'EO,,,,, ,,,he nttds M$Oltt l) TVs. not TV, 
ta electtonk1, M1r 110k, w M , ••• - • .tht ~ 
SlAc;de of art._. &ht atost 41ffktllt M l-M., thK tvtl 
existed •• ,_ •• I dc.i't \now, who eouW hw• ICNwtd 
this pllltonie and st-11 cons...,.ltft of art. 

beewte If he REALLY 41d, 

I should not kMw lllJ l'lllllt, 

I mint 11ot kn.ow his I'll/I'll. 

-,-
This rtffeetlon ttfl'llndS 1111 Of tW'O lltl9•• Of the WOid 
•ttSTASY", whJch orl11ln1I)' 111ti1t11 II\ C.eclt 

1bl5tun1I <11t-u~ out°' .. t1i11111"' to wt,stand), 

n) HcnuJ tt:St of this •Ofd Is tl'lit hiuy ol poetic In· 
splraion, 0t -.nc.1f ttanS9Qft °' nptlll'e tn:wa thf. 
cO!Mflpl.ti1- of dl'llM thltit.1. <A.C.o.>• 
kti othtr wonf 1, , , 
** ccap1ittel1fllltd11..- U. prHtect of ttt1~ 
NI prtstt'C 
_.a li., ti ....Us._,.,. of lhe amclai;is-



.... '*"* !M'le.on:sc:ious .. or S\,lf>tfCOMC:IOll$llt$S *:ll+ 
Mrtme ic:onctnttatlon 
~ s~ IJIY$tlcs f0t9tt them.wives 
.,.. , ..,Uy with myi.ctr..., The wor!d st~s for' 
minr.tes ! ! ! .the d.tflWll } mrmrtes '1rr- -
coostoy~sky, be-fort h.win9the sp.asm ol 
EpiltSISY) etc. etc: .... 
...._ Thtfe Is dimension of "HIGH•OR "DEEP" 
which 9('mlaM art very fonrS of ...... . 

iz) Abovt uses are ~omthow relo.t~ •Ith the abnonnal 
state of c:onsc:lou'$1ltss, but J.P.SA.RTRE applltd this 
word ( EXTASIS) In anallsll'l9 our c:on.scfOtJJrteSS In 
NORMAL STATE. 
CS. l'Etrt tt Le Nta.nt > 
Ac:e0tdln9 to Sarttc,, our c:onsc:lousntss Cc:0911o> is 
<1lways "''etre po1.11 soi• (Sell'! fuc:r sldl), a kind ol 
being, which cannot uinlfy with its.elf. Wt art con• 
demned to think Md that me-Ans •t att cOtld..n~ to .... 
That mC<&nS In his wotd 

I AM ALWAYS, WHAT I AM HOT and 
I AM ALWAYS NOT, WHAT I AM. 

This llnCeSSMt EX- TASIS (to~ out of oneself) 
Is the '"NORMAL" di.VKtt1 in lhe nonnOlll situ.it Ion 
of Of.I" eonsclousr.ess. The w0td "Ecstasy" <cx:taslsl 
Is uk'd here, almos.t as~ antOl't)'m te> the fltst ca1e 
Cxx>. 111 »:)our C4nscie>u111ess is UNIFIED wilh it­
~lf. It has synthesfted the dualism of our ((IMCf~s­
ntts. But in ti>, thl$ 4uo.11$11t, or the dlaltctlc evo­
hAlon of our tSl)fit is b9t Jlttei~s as tht proof of 
OIA' frtedOlt, •.. 

))) 0 ((( 

The aal (to stop &t the consunmaed 0t stcrll i~o=polnt to 
gnisp the- ettmity •••• > ancl the iod, (tht ecsta.sy,in tht 
~st of" •nta.l transt)Ort 0t fapttn from lht conttmpla· 
lion of divint things" > is the sa.-oe- thing. 
8ut the bbl (the i>¢f'Ctp!,lon of ~allcl flows of m~ fnde-

Nan1 June Pf1ik 
con ii suo De111(lg11e1izer 
(o Life Ring), New York, 
ottobre 1965. 
(Fo10 Peter Moore). 

Pt'fldtot1t movtmtrts simtalta~sly} and thoe 1V < tht 
eesta.sy in the Sf'(lst- ol Sartrt', ,, that Is, the Ptt~\l;il 
procttding of our consclousn.css ln the nonn.oal ~Mt, ,,> 
se-ems to be compltttly dUffft~ . But t.htft are iml)Ol'lal'L 
COIMIOn things between thts.e two (bbl and tz )). 
Both bb) ¥id 11) don't kn.ow t~ ltn'llina1 statiO!'I, conclu­
si <>11, stol)l)td absolt.tt momtfll, consumm;)tlon, il~ension . 
In other words, they are ftlati\tt, ttlaiivt, sus1>tndin9, 
plain and cofl'COll, ~ablt, vatiablt, Mi~ing il'I n id·air,, 

NOT VERY SATISFIED. 
8.UT h'OT VERY UHSA TISFIEO ......... . 

likt twy t)CS)trimtntal TV, which Is 
NOT ALWAYS INTERESTING, 

BUT NOT ALWAYS UNINTERESTING ............. . 

...... 7 ••.• 

Now Jd mt talk aboU Zen, :ii lthou9h I avoid It uslNllly, 
l'Clt to btcom< the $3ltsmM of "OUR." culture liltt Oals.ttw 
Suz:ukl, bacause the cuh1W.1I pJtriotlsm is matt harmful 
than the polltlcal ~tlotisa, bt<:ause tht fOtf!'!tf is tht 
disguised OM, and tspcclally tht self·ptop;1;9and.,, of 2:tt1 
( tht dedrint of the stlf-abandontncflt) n:ust bt tht :Uupid 
wicJd'f: of Ze. .. 

Anyway. 2en COl'lsists of two ne9.-1ons. 
the first ncg.ation: 

Tht absohAt IS lht relative. 
the: s.tc.ond n~tl0f'l7"' 

Tht relat il1t IS the a.bsohA.e. 

Wt \hould leam, 
how to be satisfied wilh 75~ 
how to be satisfied with 50~ 
how to be sausrltd with 387-
ho# to bt satisfied with 97-
how to bt salisfitd with 0?' 
how te> bt satisfied with ·lOOO Y,. ...•.•... 

Z~ Is antl•aYVll.•gard'e, ~tl-fronti-er spi rit, anti·ICtt1nedy,. 
Zen Is ttspo11$lble of as!M poverty. 
HO# can I justify ZEN,wlthol..( Justlfytn9 asl1n P<Wtrty ? ? 
It Is .tnother problem, to which I will ~ftf' ~a!n In tht-next 
essay. 

Anyw:iiy,lf you S« Ot'J .TV ,pita.st,~ It mett thatl 30 minutes. 

"\~ Pt'Pt(u.al e11ohAiC1:1 IS lht perpetual UNsatlsfaetion. 
It is the only lfffit of Htgelia.n dlale«lc." 

{ R.AKUTACAWA) 

"\ht ptfl)ttt>al Unsalls.fa.ctlon Is tht Ptf1)ttual evolution. 
It I s tht main llltfll of my txpe:rimetta) lV" 

C N.J.P.) 
The fruUtatiO!'I temalns as tht fnistration. 
Theft IS HO catharsis. 

( 8) 

Don't txP«l from my TV: $hcM:k.,£xpresslonlstn.,Romanti · 
life first 11C9ation is a simplt fact, which tvtry mortal clsn., Cllma.x., S1.W'pr1w., etc ...... f0t whidl my Pfe'Ylous 
mttts t'iery dl).y; evt't)'thing passes tMltf, •• motl'let, composltiot1s had the honow to bt praistd. In Galefit P.vna.ss, 
lovtt, hero, yotth, famt,,, ttc. one bull'$ head madt nort Stnsation thJ.n 13 1V sets.Ma.y·bt 
The secOf'ld ne9;11tlon is ihe KEY·po;l'lt of ?en. one nttds 10 years to be a ble le> 1>¢rc.elvt delicate d ifference 
That means, , ,, ,,,,, ol l) dllfertm "distortions"<?>, as Ii was so in perctiving 

Tht NOW Is u109la. what i i may bt. the 6t l ic~e dlf(trenct of many kinds of "noises" C?> in the 
111¢ NOW in lOmiriutes is alse> ttO!)ia,wh.alit maybe. field of ele<ttOnlc mu1lc. 
Tiit NOW it120h<M.lrs Is also ut09ia, what it m1y be. ( pltase. ttftt to introdllCllon of J.P.\Vilhtlm 
Tiit NOW In 30QOnths l s also utopia,wl'lat it troay be. and my own le> the Exposition of 1963 March in 
Tht NOW In 40 mllllonyeats is also ttopi1,what it Calerle !>amass, W\1119trtaJ. htPflnts ..,allable, 
miy be. • • • . • • • • • ;).ISO published In DetOlll9f! ll0.4) 



John M. Armleder 

• • 
• 

• 
• 

• 
-------· • • 

• 

• 
• 

• 
• 

• 
• 

• 
• 

• 

• 

• 

• 

John M . 1\rnd<.:der. U111i1/cd, l987. 
Furn ii u rC•SCU I pl u re. 

Alla pagina scgt1cn1c: 
John M. Armleder. U111i1/e1/, 1987. 
Furniture·sculpture . 





John 1\1. r\m1leder. ·11,·o Ct1tpets, 1983: Erik S:itic. 1\f11siq11~ d"a111eublc1ne1Jt. 1920. 
Eosen1ble Conttcchatnps. Galcric Marika Malacorda. Ginevra. 19$8. 

John M. Armlcdcr. ii toppeto per ii cocl<tail. 
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Robert Ashley 

Robert Ashley. (J' oto Michael 0' Brien). 
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The Contented Piano 
Robert Ashlly 

A small wedge in the damper pedal to 
lifl the dampers. 
An electric drill with a soft polishing 
attachntcnt or a sanding n1achine with a 
soft polishing attachment or an electric 
shoe polishing machine with the softest 
brush. 
Polish the piano gently while it hums. 

Practical considerations: 
The piano must not be damaged. 
The physical arrangements for the oc­
casion arc important. 
The polishing lends itself to a certain 
style of video documentation. 

Compositions in this series: 
Chair (1961). 
To Pia110 Music by George Brecht 
(1963). 
A Proposal to Recreate the Fir.;1 
Airplane Flight (1965). 
The Kimberleys ( 1967). 
Depositions (1969, subsequently 
destroyed). 
711e Sa11dbox "Bouomless" (1971). 
Rock Soup (1973). 
77re Great Northem A111omobile 
Presence (1975). 
Sock Ties (1977). 
Over the Telephone (1979). 
A Pla11 to Locate "Lucille" by 
Tria11gula1io11 (1981). 
Camion ( 1983). 
A Very Large Piazza Table (1985). 
Titles (copyrighted) (1987). 
The Comenred Pia110 (1989). 

Combu1atio11 IVeddi11g a11d Fu11eral 
(1964) 
Duration: approximately I hour. 
Location: a church. 
This composition is performed as part 
of a " real" wedding ceremony ( denomi­
nation of producer's choice) followed 
by a "real" funeral ceremony. It re-

quires a specially baked ceremonial 
cake and specially constructed coffin. 
The audience is seated in the church as 
part of the ceremony. 
Personnel: director (Robert Ashley); 4 
speaking actors (formal costume); 8 
non-speaking actors (formal costume); 
\vriter-translator (to adapt the authen· 
tic texts of these ccrcn1011ics as they arc. 
conducted in the performance locale); 
stage and propric1ies designer. 
Musicians: mixed chorus (8 voice.s); 
counter-tenor soloist; organist. 

Boxi11g (1963) 
Duration: approximately I hour. 
Location: large gallery space. 
15-round boxing match between two 
"refrigerator" boxes. Over the course of 
the 15 rounds the two boxes become 
decorated to the point of immobility -
they become pieces of sculpture. 
Personnel: director (Robert Ashley); 
sound designer; 2 performers (inside 
"refrigerator" boxes); 2 performance­
decorators and assistan1s. 

Si<·Day Chair (1962) 
Duration: six days; <locumentation 
throughout each day. 
Location: anywhere. 
This piece is a tour de force for an 
artist-craftsman who doesn't care that 
what he does is ephemeral. And it is a 
contint1ing performance for the docu­
rnentation cre''-'S. 
Personnel: director (Robert Ashley); I 
craftsman (local); (documentary artists: 
photo, etc.) 

Ma11euver.; for Small Hands (1961) 
Duration: approximately I hour. 
Location: concert space with piano. 
This is the composition that Francesco 
Coni has reproduced in portfolio. It 
was written for my son (when he was 6 
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years old), and I would have him per­
form it (he is now 34 years old). This is 
particularly cffeclive as a television pro­
gram. 
Personnel: pianist (Sam Ashley); direc­
t-Or (Robert Ashley). 

Ghost Concert from the 011ce Ftl!ilival 
Trios (IVhire 011 Wlrire): Ashley 
small ensemble and voice 
Mograplts: Mumma 
two pianists (one piano) 
The Holy Ghost Vacuum or America 
Faints: Cacioppo 
electric organ 
Cou111ry Boy Cou111ry Dog: Sheff 
small ensemble (to be selected): Rey­
nolds 
small ensemble (to be se lected): 
Scavarda 
small ensemble 
Personnel: director (Robert Ashley); 
conductor and small ensemble ( 10 
instr.). 
Duration: about 3 hours. 
Location: concert hall or gallery. 
Nore: we could combine certain works 
from this concert with the program of 
1\1a11euvres for Small Hands. 

George Ma1111pelli Films (Once Group 
productions) 
I will have to select these films on the 
basis of what would be good for a 
non-American audience. M.any of the 
films arc "silent" '"ittt music by Robert 
Ashley. Other films are in conventibnal 
dialogue style in English, bu1 with an 
emphasis on speech and location-sound 
for each scene. Many of the dialogue 
films could be enjoyed by a non-English 
speaking at1dience. 
Duration: 2 or 3 programs of approxi­
malely 90 minutes. 
lo<:ation: film theater I 16mm projec­
tion with sound. 



Boxi11g ( 1963) 
A li1tle some1hing you can 1hrow 10-
ge1hcr, if friends drop by unexpec1edly. 
You' ll need 1wo refrigera1or packing 
boxes made or heavy corruga1ed paper. 
In bolh boxes cul pairs of boles on 
opposi1e sides about six inches lower 
1han shoulder height and a lit1lc closer 
toge1her 1han shoulder width (about 
two feel). These holes accomoda1e 
pairs of 2" x 2" pieces of lumber 10· 
long on 1hc ends of which ( fron1 only, 
of course) are pairs of boxing gloves. 
A person gels inside of each box and by 
grabbing the 2x2's 1ha1 run through the 
box can lift 1hc box enough off 1he floor 
10 move around, and also by jabbing 1hc 
2x2's back and forih can punch 1he 
01her box. 
You'll need some sort of fenced-in area 
like a ring wi1h ropes. elc. An official 
ring is 20· x 20'. And you'll need some 
sons of sounds 10 keep 1he boxers on 
schedule. Try a loud tape tha1 al1er­
nalC$ one minu1e or commercials re­
corded off your local radio wi1h a 
1hree-minu1e loop of crO\\·d-cheering. 
As part of 1he general sound of the 
performance you can also amplify 1he 
boxes from tl1c inside wich radio mies. 
The punching and moving around is 
very hard and a 101 of work for 1ht 
people inside the boxes, so perhaps you 
should pu11hem in the ring (10 punch ii 
out} during the onc-n1inutc co1n.n1er­
cials, ancl let thcn1 rest during the 
thrcc-ntinutc periods (thus, reversi_ng 
lhe ordinary schedule). 
II is nice, if, during 1he 1hree,-minu1e 
rcs1s belwecn rounds, 1he seconds lry to 
make lhe boxes look t>ener. I mean, 
besides pa1ehing (which is seldom ne­
cessary. since refrigerator boxes are so 
1ough), 1hey can be pain1ed and deco­
rated. I think of 1his pan as 1hree-di­
mensional. (Remember "The Heap"?) I 
imagine 1ha1, in 1he hands of really 
crea1ive seconds, at the end of 15 
rounds (giving 42 minu1es of decorating 
lime) 1he two boxes could lake up al­
mosl 1he whole ring wi1hou1 even 
moving. I mean, 1heir very physical 
bcauly makes 1hcm inaccessible 10 one 
another. (Really!) 

Availilble Now Titles (Music for 
Television) 

What She '!11inks (Its History) 
Tille Wi1hdrawn ... 
Yellow Man wi1h Hearl wilh \Vings 

A1a/a111a (Acts of Got/) 
Requirements of Desire M 
\Vuh ... Moun1ain Coun1ry Counship 
Odalisque n (wilh Leopards) 

Perfoc1 U1~s (Lost in the Sun) 
The Park 
The Supermarke1 
The Bank 
The Bar 
The (Uhn) Living Room 
The Church 
The Backyard 

/11111rove111e111 (Do11 Leave.s Li11tla) 
The Airline Tickc1 Coun1er 
A Car wi1h a Rumble Seal 
The Big Ci1y 1he Good Life 
A Bridge Game 
(North1Sou1h/Easlf\Ves1) 

FQTtig11 t:x,Nrit1ices 
The Flying Serpenl 
The Jaguar 
The Coyote 
Eagle Tearing Hearts ou1 of Chesis 

Now £/eanors ltlea 
Change 
TI1e Miracle of Cars 
Queslions and Answers 
TI1e Song 

When 011{J<)rt1111ity Knocks 
A Day on Ph111e1 Gilberl (If these 
projcc1ions work ou1, / this, by the 
year 2000. I will be 1he Plane! Gilber1.) 
Yes, bu1 Is II Edible? 
A Post-His1orie Ligh1 Ploi 
Love Is a Good Example 
\Ve Res1orcd Democracy 
Don't Forget Re: Di1a B. 
\Vhen Famous Lasl Words Fail You 

Wl1t11 Opporrw1il)• Knocks 
El Aficionado 
My Bro1her Called 
A Simple Border Crossing 
An Answer Is Expected 
Vivas Boy 

When Oppo111111ity Knocks 
Dusi (fhc Picasso Projcc1) 
"Texas,. Reliable \Vhilc 
One-Year China Fores1 Fire 
Jesus Find Mc a Good Job 
Pale by Comparison 
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The Lasl Chance (\Vomen Welcome) 
All in All (Those Were the Days) 

When Opporrwrlty Knocks 
The Conquest of the New World 
El Dorado (Drcamcs Come True) ( R. 
D"Juan Vic1ory) 
La Rcvisionis1a (Wynn Dwan Z'\Vrrld) 
From a Lillie Town in Spain (Tso On 
\Vildc·Olcs} 
From 1he Sana1orium (Ev Erhuan N. 
Love) 

When Opporr1111ity Knocks 
One Day, a Group of Leaders 
Ano1her Classic Moonsho1 
The fu1ure Is in 1he Pas1 
Some Days. ll's a Long Way Home 
Famous in a Certain Sense (J.H. as C. 
Columbus I G. Bruno; W.M. as G. 
Bruno f C Columbus; E.F. as Q. 
Eliulbc1h I C de Medici) 
Celestial Excursions 
Lezards Prefercnl Du Slime 

W/1t11 Opporru11ity K11ocks 
Devo1ed Himself to These 
Single-Pole Magnc1ism 
Fixi1y of A11en1ion 
Smell Use in Diagnosis 
Encyclopedia Sales 

When Opporr1mil)• Knocks 
The New England Chill Fac1or 
A List of Disappoin1eds 
Gong and 1hc Advcrsnries 
Precious Linle to Oo On 
The Mongoose and 1he Cobra 

lllus/011 ,\1odels (Fi11al) 
Hypo1he1ical Models for lnves1iga1ing 
Audi1ory-Tac1ile Boundary Illusions in 
Real Space 
I The Perfect Cusmrd (an 
immediate-boundary illusion program) 
II The Entrance (a remote·boundary 
illusion program) 
III Practice Alert (a 
coincidence-illusion program) 
IV Fancy Free / ti's There (an 
obstacle-illusion program) 

0 Robert Ashley 1989 



Nanni Balestrini 
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Nanni ll:llcs1rini ... Cronogramma 4 .... 
Un grandt .,·110to~ 1963. 

Nanni Balcscrini ... Cronog.ramma 5"', 
P« ww MJluzior1e, 1963. 



Gianfranco Baruchello 

Puo succedere a chiunque di identificarsi col fiume, di scoprire che si ha col f iume un 
rapporto diverso da quello avuto nella fanciullezza e nell'adolescenza. 

I Puo succedere di rivedere se stessi, la vita trascorsa e quella ancora da vivere come ii 
tracciato di una corrente, di un flusso con una Sorgente e una foce. 
Attraversando un fiume • atto quotidiano, abituale • accade improvvisamente di ren· 
dersi conto di cio che si sta facendo e di pensare ii f iume in tutt'altro modo, con ii ri· 
spetto • almeno • che si deve a un possibile simulacro di se stessi. 
Si guarda dunque con qualche paura al corso d'acqua come alla propria immagine vi· 
sta in uno specchio impietoso. 
Se si vorra poi dare un aspetto grafico o pittorico a un immaginario fiume personale 
ad al nuovo, timoroso rapporto che con esso si intrattiene, ci si accorgera che all'eser­
cizio partecipa inconsapevolmente ii desiderio di attribuire forme propiziatorie al tem­
po, sia questo ii cosidetto passato o ii futuro che lo segue. Ecco dunque un'immagine 
che si trasforma in un privato e criptico esorcismo dove ii ricordo prospettico dello ieri 
si coniuga con la impossibilita di dare una forma non piatta ai tempi del domani. 
In questo grande quadro B. ha diviso in dieci ipotetici segmenti ii proprio fiume e se 
stesso, lasciando che la mano, aiutata dal caso, gli suggerisse lenti o • a piacere • velo· 
ci percorsi del passato insieme a soluzioni grafiche incommensurabili e ''frattali'' adat­
te a rappresentare ii futuro. 
Ne risulta un percorso esile e tortuoso all'inizio, gonfio e disteso poi, che si fa a tratti 
nascosto, carsico, che affronta ostacoli, genera isole e finalmente diventa palude, la· 
guna prima dell'ultimo tratto che porta alla foce. 
Nulla di piu strumentale - per ultimo segmento • della scelta della palude, luogo dove 
le correnti si fanno impercettibili, ma ricco di fanghi primordiali generatori di vita orga­
nica, meta di uccelli di passo dove ancora molte isole possono proliferare. 
II Grande Fiume di B. puo esser letto nel suo insieme e nel singolo segmento; ii fiume 
va disceso o risalito, l'occhio puo percorrerne le anse, aggirarne le isole, lasciarsi tra· 
scinare dalla corrente. Lo spazio, ii fluire, la natura delle acque (dimenticati gli affluen­
ti}, i tempi di percorrenza sono accennati e genericamente ricondotti, mediante imma­
gini di riferimento, alla similitudine lata con i dati corrispondenti della vita e delle ope­
re di B. 
II colore azzurro invita ingenuamente all'oblio, la insula -inf lumine-nata e presto fascia· 
ta, le correnti la creano e possono distruggerla. Quella che resiste resta tale per sem­
pre; citta nascono sulle isole. 
Un fiume ha dunque un principio e una fine ma nella sua continuita esiste finch8 si 
pu6 immaginare, con l'acqua , un equilibrio non precario della vita e in questo senso 
pur non essendo eterno o immortale riveste profondi significati consolatorii per le pau· 
re osCJJre di chi vi si identifica. 
Mediato da necessita e casualita questo quadro non ha pitl certezze di quante ne for· 
nisca una risposta di oracolo o un'ipotesi di calcolo delle probabilita. 
E quando l'acqua e la vita scompaiono, di un fiume resta pur sempre · dicono · l'im· 
magine fossile percepibile dall'occhio elettronico dei satalliti. 
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Gianfranco Baruchello 
febbraio 1983 
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Gianfr~1nco Baruchello. 
G ru11/i()11Se b!ASI.. 1977. 
(Foto Giorgio Como). 

Gianfranco Saruchcllo, 
01ocri1ni11al a 4()()() Hertz, 1989. 
(Foto Giorgio Como). 



William S. Burroughs 
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L' arte nagual 
IVilliam S. 811rrrmglis 

Nci libri di Carlos Castaneda, Don 
Juan distingue due universi: uno tonal e 
l'aJtro ''''8'''''· L'uni\•Crso 1011al e l'uni­
verso quotidiano dei rapporti di causa· 
effetto, prcvcdibilc pcrch6 gift registra· 
to. Qucllo 11ag11al e l'univcrso scono· 
sciuto, imprevcdibile, incontrollabilc. 
Pcrclt6 ii 11<1g11al abbia libero accesso, 
bisogna spalancarc la porta al caso. 
Ci dcve csscrc un fattore casuale: gocce 
di vcrnicc sulla tcla. dar fuoco al qua· 
dro, spruzzarlo. Fo~ ii fattore casualc 
piii rondamcntale e ii colpo di fucilc 
che produce una csplosione di colore 
sccondo modclli e forme imprevedibili. 
Senza qucsto rauorc casuale ii pittore 
puo soltanto copiarc l'univcrso 101101, c 
la sua pittura e prcvcdibilc quanto l'u­
nivcrso chc cgli copia. 
Klee diccva: "Un anista non riproduce 
la Natura. Riproducc ii visibile." Inrrav­
vede, cioC, l'universo 11ag1,al - ii non-vi-

sto - c ncllo scorgerlo Jo rcnde visibilc 
allo spcttatorc sulla tela. Se la porta del 
Caso C chiuS3, ii pittore e prcvcdibilc 
quanto l'universo: puO solo copiare, e i 
pittori si sono accontcntati a lungo di 
copiarc la Natura. 
Quello che sto provando a fare potreb­
be dunquc csscrc delinito arte 11agual. II 
colpo di fucilc che ha fatto scoppiarc 
una bombolctta di vcmice spray, un 
tubetto o un altro oontcnitore di colore, 
C un modo c.ti mettcrsi in contatto col 
11agua/. Naturnlmcnte ce ne sono molti 
ahri, come l'ordinc arbitrario di sagome 
scclte n caso, ii 111arn1ori2zarc, ii mac­
chiarc ... 
Colui chc voglia cvocarc l'imprcvedibi­
lc, dcvc coltivarc incidence e casualitA ... 
ii lancio di unn moncta, di un pennello, 
ii colpo di un rucilc, ii macchiare colori 
e formc per produrrc nuove forme e 
nUO\'C combinazioni di colore. 
Puc} portarc ancora oltre ii proccdimen· 
to. usando s.agome inseritc arbitraria­
mentc: ii profilo di un uomo, di una 
casa, di un albcro puo cssere casuale 
quanto l'csplosionc di un barattolo di 
' 'ernice o quanto ii cospargcrc a caso 
una supcrlicic di foglie. griglie, masche· 
re .. ccrcl1i. pczzi di vctro rotto o di 
puzzles fotogrnfiei C /Jllrole. 

3119 

Ho usato una frasc. "canccltare la paro­
la col ve11to", e poi l'ho tradotta in 
geroglifici cgi2iani. La parola non vienc 
usata per ii suo signiflca10, ma come 
immaginc. 
Visto chc ii nagual c imprevcdibile, non 
csiste alcuna formula attravcrso la qua­
le csso poss.1 csscrc attcndibilmcnte 
e"ocato. Ccrto, la magja C piena di 
formule e di riti, che pcro sono solo 
aggiu11te di cfficr1cia variabile. Una for­
mula che oggi funziona potrebbc risul· 
tare del tutto incfficacc domani. 
II pittore e vincolato alle formulc gia 
date di formtl e colorc da applicarc su 
una supcrficic. Lo scrittorc c ancor pi~ 
rigidan1cntc lin1i1a10: alle parole su una 
pagina. II 11ag11al dcvc cssere continua­
n1cntc crcato c n'·creato. 
E alla fine, ii crcatore. Norman Mailer 
diccva gentilmcntc di me che potevo 
esscre .. posscduto dal genio". Non che 
se110 un gcnio, o chc possicdo ii gcnio, 
ma che, a volte, posso esscre posscduto 
dal genio. Dcliniscono "gcnio" ii 110-

gual, l'imprcvcdibile, l'incontrollabilc, 
sp<>ntaneo. vi,'O, capriccioso e arbitra· 
rio. Un anista ~ posscduto dal genio, a 
volte, SC e molto fortunato. 

Gcnnaio 1989 



\Villiam S. Burroughs. 
F()()/Slq>S 0tt ~d 
Lto1..,, 1987. 
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Giancarlo Cardini 

Giancarlo Cardini, /\lco-flaik11 Suite. ( l':"\)tO Bucci). 
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Gianc..rlt) Catdini. (fo10 l~obcr10 !\1~1sot1i). 

Gianc3rlo Cardini, La 1/11.reua de/le pietre. (foto Bartalini). 
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Claudio Costa 

O•udio eo.ta, /rutollorioll, 1978. 
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Braco Dimitrijevic 

13t~ico Dio1i1rijcvic. 1ri110-clt<1s f)o.,·1 ,.li.ltoric11s. 
v~.n r\bbcn1uscun1. l~indhovco. )<)79: 

Parl one, Diegrosse Gtifiihb11lll·1.:l1i11c:, L~1 Y.IO ~1oholy-1''.:1gy. 1920; 
f>;\rt t \V<), llitit.le Usr.·1f I>;· 11x>1> .'ia1u/,,rs. 1978· 79: 

Pan 1hrcc. ~f('fon. (Courtesy V:1n Abbcn1oscurn, Eindhovcn). 
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Braco Ointirrijcvic, 1"ript)·clros 11os1 Hi.~toricus Qr l~CJk!lllt!ti St.'fret~ 
Tale Galle!)'. Londrn, 1978: 

Part one. Litt/~ Pet1sa.n1, 1\medeo ~fodigliani, 1920. 
Pflrt two, IVarrfrobe Painted by S11r11l1 ftloortt. 

Part 1hrcc, Pl1111pkit1. (Councs)· 1·a1c Galler)•. Londra). 
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Braco Oin1itrijevic, 'fii11t)·cli<Js />ru11'/iston'c11s. 
Van 1>\bbe111uscun1, Eindhovcn, 1979: 

Part one. Co1t11JOsi1io11 XIV. Piet Mo11dria11, 1913, 
Part t\vo, Ha1ts 8ie:ie11 :~ C11itar. 

Part three, Grape. (Cour1esy Van Abl>cn1us.eum. Eindhoven). 
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Erik Dietman 
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Erik l) ie1n\an, L'art 1110! t't n1itle 011 
Cpil1;·1>sisn1e sl,s111ogrt1J>hc 1><n11· tf res C11ilti:s: 
111i11i 1t1al ,,,;,J co1t11nc u11c ai(lc 1ni11i111t1le. 
1986. (Couctesy f\.loderna Muscct, 
Sioccolrna). 

Erik Oierman. Le hall d '/101111e1tr. 1985°87 
(CourtCS)' Moderoa Muscet, S1o"«oln1a). 
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Charles Dreyfus 
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In alto e in basso; 01~1rlC·S Dreyfus. 
U1re tour, ,/erL-c reiues, u11 1011r de rei11es, 
1983. ['astiche contcncntc l'cdizionco 
rigioale dcl libro di Marcel Duch;_tmp 

//rose S<lao~· (GML, Porigi, 1939) 
c trc 1>0laroid, 28,7x23,9 cm. 

Al ccn1ro: Charles Dreyfus, i\fites r;ques, 
1982. 1>as1ichc contencnte J'edizionco 

riginale del Jibro di Daniel Buren Ll111ites 
crill<1ue.s (Yvon Lo1ml')Crt cditore, 1970) e 

un cartoncino n1anoscritto, 27 x 59 em. 



Brion Gysin 

AM TH1\T I A,\\ 

AM THAT A~·\ I I 
AM THAT I A~; I 

THAT I AM I A1\ t 
TllAl I I AM AM 

THAT I 1\1\ t I A,\·t 
THAT I AM :, \\ l 
Tt,t,\l I ,\,\\ ,\.\ ·\ 

THAT I A.\\ "'''' I 

AM ,, \\ TH,\T 
AM ;\ '' I THAT 
AM TllAT ,, \\ I 
1\tl.\ THAT I Af\\ 
,\.\\ ;\,\\ TllA T I ,,,,, I ,,,,, Tt-t,\ T 

;\ ,\\ Tl l1\T ,,,,, 
A .\\ Tl-I,\ T ,,,,, I 
,1\i\\ ,,,,, I THAT 

1\A·t I 1\ \\ THAT 

AM Ttl,\T I ;\i\\ 
AM A\\ THAT I 

lH1\T AM A\\ 
lH1\T 1\f\\ ,\ ,\\ I 
THAT ,\1\1 I I A,\\ 
TllAT ,,,,, l I ,\,\\ 
l 1 t,\ T AM A,\\ I I 
l llA T /\;\\ I ,,,,, 
AM ;\.\.\ I Tl 11\ T I 

"''' ;\,\\ Tlll\1 I I 
AM ;\,\\ I I Tit,\ T 
AM A\\ I I TH,\ T 
A~\ 1\ ,\\ l 11.\ T I I 
Al\\ ,\ ,\\ I lllAT I 

I AM ltl,\1 ,,,,, 
I TliAT A\\ 1\~\ 

I ;\~1 Tit,\ T ,,,,, 
l ,\,\1 l'lt1\l ,\ ,\1 
I TllAT A ,\\ 1\;\\ 
l ,\,\\ A.\1 Tll,\T 

Brion Gysin./ 0111 that I artr, 1964. 

~10 



Malcolm Goldstein 
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Malcol1n Goldstein. 
(F'oto ,\ntaranlian). 
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Malcolm Gol<ls1cin, 77ic / ,i/c l)~l.s of 
S1011t·.~ (au<lio-vidco inst,1tla1ion), 
.. Sound Ari 1::ocsliV'.al'·. Mobiu.s. lJoston. 
( f o10 OavicJ Ncipris). 

Malcolm Goldstein. brano di p~rlitura 
per TM $ttJons: Vtn,,0t11JSlnnt1~r 
(for unspecified insuumcn1al ensemble 
and magnetic tape c:ollasc). 1980. 
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Dorothy Iannone, Pia110 for 
Alexa11<ler, J989·90. (Courtesy 

Francesco Conz) . 
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James Lee Byars 
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" Un distruttorc chc aggiuoge a11•esi­
stcnza" (Cioran). Qucsto e l'artista che 
al desiderio eomune di bellezza aggiun· 
ge la cupidigia. La !)cllezza e sempre ii 
frutto della nostalgia di una perfezione 
mancata. Elaborazione de) tuttO di una 
din1cnsione 11011 fac.iln1e1lte raggiungibi­
lc c per questo vagheggiata. Un impul· 
so dirctto a sconfiggcrc l'orrore quieta­
to per la propria imperfezione, vita o 
mortc. 
~"\ (."ltpi1ligi11 (/ell'onc e la pratica d i un 
cccesso, rafforzata proprio dal suo 1>ro­
dursi nel sensibile. Una sorta di squili· 
b rio , una dcrorrnazionc raggiunta pro­
prio dalla massima concentrazione di 
forma. Ques10 ~ ii versante dranunatico 
dclla creazione artistica chc non rispon­
dc a una don1anda~ a u11 vuoto socialc 

1tla affernta ed in1pone una diversa e 
n\1ova realta che distrugge ogni possibi­
le memoria di doppio attraverso ii lin· 
guaggio. 
Un ccnno imperioso dell'artista sgom· 
bra ii campo <Ii ogni a1>1>arcnza chc 
precede ii suo 1 ~ ... voro c rcati\fO, Egli si 
n1cttc all'opcrJ con un scntin1cnto ini­
ziale di distruzione per poi incuneare in 
questo vuoto la prcsenza tangibile della 
sua forn1a. 
Jan1es Lee Byars con un ccnno impcriO· 
so sgombra la galleria di ogni suppellet · 
tile, dclla n1cn1oria dcll;l sua ft1nzionc 
storica, dell!essere cleposito transitorio 
di opera d'arte, pilt ura o scultura. CJ1ie· 
de alla parcte la preziosita dcll'oro. 1111 
n1atcriale 11on soltanto colore n1a sin1-
bolo di una matcria rara, culturaln1cntc 

r1nv1ante al proccsso alchemico dclla 
sua trasforn1azionc dalla condizionc vi­
le a quclla nobilc, dalla brutalc consi· 
stenza all'astrazionc spirituale. Ecco 
cite ii ccnno in1pcrioso di Byars diventa 
ii ce11110 i11ga1111a1ore clell'artista cite 
svuota lo spazio di ogtti 111e111oria, fonda 
una nuo"a 1cn1poraliti• tutta abitata dal 
prcscntc dt1raturo c paralizzato ncl co­
lore assoluto dell'oro. Uno spazio con­
ccntrato e dccantato ncl pro1>rio "uoto. 
Assistito dalla prescnza ficra dell'artista 
vesrit(> nello stcsso colorc dcllc parcti. 
Con tan cilindro sul capo ed tin nastro 
chc gli rieopre &Ii occhi. Uno sbarra· 
mcnto che interdicc la vista verso J'c­
sterno e potenzia quclla ri"olta all'in· 
ter110. 

Achille 8011iro O/iv(l 

Jan1es Lee Oyars. Tlie A1011u111c11t 10 Cleop<11ra, 1989. 
Marmo rivcstito in £oglia d'oro. J20 x 20 x 20 cm. 
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Daniele Lombardi 
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Daniele Lon1bardi. 
(Fo10 Carlo Camini) . 
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Valeria Magli 
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Chercher la mouchc 
Promenade per un corpo fenomenologico 
luogo di flusso perpctuo 
dcll'umorc acqueo 
del potere fosforico 
dell'umor nero o atrabilc 
dcl giallo capriccioso 
e poi e noto ... 
1~ • • • era la svelta fortuna chc sollcva 
la sua tunica sino all'ombelico 
per corrcrc mcglio 
e per donarsi piU faci.lmentc." 
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Davide Mosconi 
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l\lilano. 
Pezzo per custodia per arpa e voci di balene. 
l\1 illenovecen t oset tantaset tc. 

Cent. 
I>ezzo f)Cr str11111e11to/ i c fiarn111iferi. 
Per 11110 o 1>ii1 esec11tori. 
l\I i ll~11c.>\1ecc11 t osct tart t;111ovt~. 

Milano. 
Pt:zzo J) (~r 1>i.a11ofo1·tc piscir1a .. ~,f a.c<111a. 
M ii l<:no'"'cen t oset ta 11 t asei. 
30 sccondi. 

Varese. 
'"1\11toritratto. ,,. 
Solo. 
Millenovecentosettantatre. 

Da\tide l\1osconi, 
(}uorteuo, 1972·74, 
Galleria Multipla, 
Milano, 1974. 

Sotto; brani tr;1tti 
da Davide MOS(...'Oni. 
LCI SIOri{I tlella t'1llSi<'ll. 
Do.Soul, s.d. 

Spedi.rela custodia dopo aver acceso un registratore 
posto all' interno, sul qualc sono rcgistrati canti di 
balene. 

Nel buio leggerc uno spartito alla luce di un fiammi­
fcn> ed cscguire fino alla fine. 

Buttat·c un piai1ofor1e in una piscina piena d'ac<1ua 
ross~1. 

i\'l entt·e si suona eercare di vedersi. 
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Vettor Pisani 

L.a. por1p€c 111oc/1i11c 
Afacchilla celilx: per celibi 
[rate/Ii o ccle/Jri fr111elli 

Nota dcll'autore 
I Germani Illunlinati di Drescta. 
Tcatrino chimico c comico dci 
Germani, dci Fratclli crranti e oclanti 
muratori (Artisti Rosacroce). 

Per una convinzione e conven'lione ge-­
neralmente accctrata da tutti, la Ger­
mania, la tcrra dci Germani, C stata da 
sempre considcrota in Occidente: ii 
Luogo d'lnizi3zionc. dcll'Erranza, la 
Terra d'clczionc o di originc dci Rosa­
crocc (i Fromassoni). la patria idcalc o 
di adozione dci Germani, dei Frate11i 
erranti e cclanti muratori, Artisti Rosa­
crocc. 
Questo necessariamentc, almcno a par· 
tire dalla pubblicozione in Gc-rn1ania, 
Kasscl 1614·1616, dei due cclcbri mani­
fcsti rosacrocc: l"a1>ta Frt1tcn1itatis Rosae 
Cmcis c Confcsslo Frarcmi1atis Rosae 
Cn1cis, 1n3nircs1i presto scguiti <lal noto 
seppur breve ron1anzo inizi:ttico, 1616, 
di Johann Valentin Andreae: Le Nozze 
Chimicl1e di Christian Rose11kre111z. 
Fantoso, rra tantc confraternite SCOl\0 -
sciutc, c stato, intorno al 1890, al tempo 
del noto viaggio in Germania di Franz 
Hartmann, assistcnte e coll,aboratore di 
madame Helena Pctrowna Blavatsky. 
l'Ordu1e Rim10\·ato dtgli lllumi11ati Ger· 
1na11i di Orcsda, cclcbrc confratemita 
di Framassoni, di Fratclli crranti e c:e­
lanti muratori ai qunli noi dedichiamo 
qucsto nostro breve divcrtisscmcnt. 

JI Teatrino dei diccimila errori. 
11 Nome (La l'11rol11 Perd11111 ): cosa vuol 
dire R.C. T heatrum. 

R.C. Theatrum: Rose Casta T catro. 
11 Tcatro di Rose Castri la Baby dal 
sesso implumc. II Teatro azzurro di 
Cristullo, della Verginc, la Pietra azzur­
ra (filosofole) dci Germani, dei Fratelli 
erranti c cclan1i muratori, Artisti Rosa­
crocc. Un tcatro muratorio, archiletto­
nico, massonico, un Tcatro d'Arte To­
tale apcrto a tutti (finalmente democra­
. ') hCO •• 

R.C. Theatrum: Ruotantc Croce Tea· 
tro. 
II Tcatro (cosmico) dclla Croce Ruo· 
tan1e. La S\vastik::i.. In. Croce ansa1a ger-
1t1anica (ahin1C ruotnntc!). Un'cli~1. ii 
flusso, l'energirt di·Lucc che fa girare ii 
mondo. Uno spiritoso ventilatore (elet­
trico) di vane pnrolc inascoltate gettatc 
cosi per caso al vcnto. 
German Love Sinfonieua: musica sexy, 
musica infinita. Un concerto all' I nfinito 
per una danz.a cosmicn. Musiea lnfinita, 
Musica Fluxus (germanica), un'armonia 
continua infinita su una sola nota,. un 
suono musicale infini1amcnte lungo. 
Una canzoncina d'Amorc per lo Strip­
tease di Rose Baby Casta la bambina 
tre puntinc. per Virginia la signorina 
csibizionisrn (giudea). per la danza coi 
suoi cclibi fra tclli o eclebri fratelli, per 
i suoi gern1ani crranti e danzanti, crran· 
ti e ruo1anti. 

R.C. ~rhc,1trunl: Rosn Croce Tcatro, ii 
Teatro Rosa + Croce. 
Crystal Theatre Ballet: ii teatro, ii bril· 
letto dclla spogliarcll istu di nome Rose, 
la signorina esibizionista giudea (Tre 
Puntine), la Minivergine dei Fratelli 
Trc Puntini ( :. ). i Frnmassoni. i celibi 
Fratelli o celebri Frntelli Erranti + 
Croce, l'Architetturn di Cristallo o di 
sottilc vctro trosparcnte di R.C. Thea­
trum: La Loggia Trc Puntinc. 
La Pietra auurra (filosofale), lo Strip­
tease di Rose Baby C'8ta la bambola di 
plastica, di gomma rosa gonfiabile 
(meecanica. elettrica) per eclibi e ma­
sturbatori o per Celcbri Masturbatori. 
Virginia, la Poupec, le Fichel Machine 
dci Germani, dci Frt1tclli crranti e cc· 
lanti n1uratori. Erran1i e ruotanti, co­
smici c cosmologici. 

R.C. Thcatruni: Rosa Carne Teatro, ii 
Tcatro Rosa Cnrnc. 
II scsso, la Rosa Mistie:• (fomminile). II 
sesso rasato c rosa di cipria della nobile 
Giocasta madrc e moglie di Edipo l'e· 
roe. 
Teatro dell'Esserc c dcll'origine. II 
Tcatro di Edipo l'crrantc: ii cercatore 
dell'ldentit~. ii fabbricantc di Errori 
Grandi; crrori grandi o divini, il Dio 
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crudelc e vcndicatore. II Dio burattina­
io che dall'alto dei cicli tira (ahimc 
marionette squintcrnate agitate dal 
vcnto!) i fili dcl nostro dcstino. 

R.C. Theatrum: Renato Celante Tea­
tro, ii Teatro dcl signor Renato O:lan· 
te, l,ebreo errantct ii Gcr1nano della 
Coniglictta, ii Fratcllo della signorina 
rosacrocc (giudca) di Virginia la signo­
rina esibizioni,sta di R.C. Theatrum. 
L'Antiedipo, rantieroc, l'uomo banale 
(normale). II fabbricnntc di crrori pie· 
coli piccoli a tempo picno. Diecimila, 
non divini come quclli di Edipo, ma 
umani o trOppi um3ni. 

R.C. Thcatrum: cos.• significa R.C. 
Theatrun1? 
R.C. Theatrun1 C un Enign1a, un L.1bi· 
rinto inespugnabilc, un Tcorema pcr­
fctto, oppurc un Rebus, per i piu sem­
plici, per i piu piccini soltunto un gioco, 
un piccolo, piccolii:simo indovinello. 
R.C. ·r11catrl11t1: cos;l significa R.C. 
Theatrun1? R.C. 'fhcatrunl sig.ilifica i11-
finitc cosc: cut to ciO che inizia con R.C. 
Ma c soprattuuo ii Teatrino hard a luci 
rosse o rosa, la f'nvola Rosacroce di 
Fratel coniglietto o German O:migliet· 
to, ii Coniglietto crrantc c celante ( ii 
celibe fratcllo o cclcbre fratcllo) alla 
Cerca o riccrca dclla Coppa del Groal, 
la Pietra azzurra filosofalc, la Coppa 
della Verginc, ii sesso implumc di Rose 
Baby Casta. 
E la favola dell'lo, del D'io, di Dio, 
dell'ldentita. La Favola dcl Germano, 
dcl Fratcllo crrante e cclante innamo­
rato e chc n1uore d'a1nore per sua so­
rella la vergine. Virginia la signorina tre 
puntine, esibizionisrn (giudca), Rose 
Baby Casta la sempreverginc, l'irrag· 
giungibile signorina Rosncroce. 

AJla pagina scgucnlc: Vc1tor Pisani. 
La 1nadrin~ Ji1 JIW. I.A J'04'{1h 111'1chi11~: 
mattliina ttlibt per ttlibi /rordli o cftdwi 
fra1dli. Document• 5. Kassel. 1972. 
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Mario Schifano 
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, Mi.lrio Schifano. 
()ua:erturc • J\1<1g11ifi(:tl 

ossessionc, t965. 

~Ila pt.1gina scgucntc: 
Mario e rv1onica Schifano 

c Achille Bonito Oliva 
r:ircnze. 1985'. 
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M:irio Schifano; 
~pc~1kcr d¢1l;1 Tclcvisionc fr:u1ccsc, 
foto dcl fi,glio ~larco 
Giuseppe, 1990: Carniclli. ii 
cos1ru11ore dcll3 bi<idcua di 
Lemond; squadra Molvor. 1990: 
ii c:tmpionc dcl mondo di 
ciolisn10 su strada Greg Lemond 
con In niaglia gialla dcl Tour de 
Fronce; la maglia <lipin10 1>cr la 
sc:1u:idra ciclistica f\<1alvor. 1987. 



Demetria Stratos 

(Foto Corinto). 

427 



Oen1e1rio S1r~11os ncl Trcno di Johll ("age 
Alla ricerca <lei 1e11rpo 1>er</,,10, Bolog11;~, 1978. (Foto Fabio Sin1ion). 
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KOAN for so lo viol in for Malcolm Goldsrcin 

• 

G ~a~ It• A D 

Swell Piece 
HAVI Nr; l\EVl'.R ll!UTil:N f , NOTE f-01( !'F.RCUSSION 

for John eerr,amo 

James Tenney 

8/6/71 

430 

for Alison Knowles 

To be pcrfQCmed by uy numbu 0£ 
inlU\ltncn<s btyol'ld thr~. and luring 
any length o( t1l'l'lc previoudy fCJ"tCd 
upon. 
£.ii:h performer pb.ys one long tol\O 
after :inocliu (actual dur:atil>n5 and 
pitclict free lnd independent). 
Elcb cone bc:W.n.s" softly ai pc>.JW>!c. 
builds vp to msxtrnum intc1\~ty. thorn 
fldca J.'A'.lY :av-i11 it!IO (individual) 
tile nee. ' 
Within each ton~. at Urtlc chuigc of 
pitch QC timbre u po&:Siblo, Ut spite o( 
chc intensity cha.ngcs. 

Junes Tenney 
12167 



Tufano 
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Qui e alla pagina seguen1e: 
Tufano, 1978-1988 F11()CQ c ceneri, 18 

01tobre 1988. Tufano dit alle fi;:.n1me la 
sua produ2ione dal 1978 al 19&l; 

musiche di Sylvano Bussotti. 
Cavriago (Reggio Emilia). 
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Peter van Riper 
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Peccr van Riper. 
(Courtesy Emily H_arvcy Gallery). 
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Peter \fan Riper, in collabora~ione 
con Ay·O. Hlltt "Pee· Toa··~ Tokyo. 1973. 
(Counesy E mily Ha"·ey Gallcl)·). 
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Art for Life's Sake: 
The Fluxus Influenc.e 
on Contemporay Culture 
Peter Fm11k 

The first few months of 1990 have seen 
\vOrld at1cntic.)r1 focused on a sn1all en­
clave of defiance. Leading the Lithu­
anian people's unila1cral move 10,vards 
self-dc1ern1ination l1as been an otltcr­
'visc unas.~un1ing figurc 1 a n1usicologis1 
who hap1>ens 10 be one of the charier 
1ncnlbcrs of Sajudist the ac<.ldcn1ically­
based ii1depe11clence n1oven1cnt in Li1l1-
uania. Vytautas Lanclsbcrgis is kn<>'''" 
for his research into the life an<I '''Ork 
of Mikl1ailis Ciurlionis, Lithuania's 
greatest composer (and perhaps 
greatest artist, for Ciurlionis both 
painted and composed). Landsbcrgis is 
less kno'''" for the conceptual and ges­
tural n1usical pieces he forn1ulatcd in 
the early and middle Sixties. TI1cse he 
SClll 10 NC\V York, \\'here his ()Id high 
school friend George Maciunas was 
publishing, collating, and sponsoring 
the perforn1ancc. of \1lOrk by an inter· 
national net,vork of avant-garclc artists! 
n1usicians, '"ritcrs, and thinkers, all 
under the rubric of Fluxus. 
L.1ndsbcrgis '"as Maciunas' one con· 
tact, and thus the one .. member" of 
Fluxt1s in the Soviet Union at this tin1c. 
The musicologist 's focus eventually 
shifted back to his teaching and his 
'vork on Ciurlionis. anct his 1>ar1icipa­
tion in Fluxus (if not his contact \vith 
Maciunas) waned. Bui Fluxus, as aui­
cude and as practice-! as in1plica1ion and 
as actuality, as position and as opposi­
tion, oontinued to be a touchstone for 
Landsbcrgis. Its emphasis 0 11 aesthetic 
and social liberation and on lhc cxen1-
plary nature of radical artistic thought -
proposing (however loosely) a demo· 
cratic anarchisn1 in 'v11ich irtdividual 
and collective action complement each 
other - resonates in the declaratio11s 
and actions of 1he ne'v Lithuanian 
govcrnn1en1. As fi lm1naker Jonas 
Mckas (friend and countryman of both 
Landsbcrgis and Maciunas) has ob-

ser\1ed, "Sajudis:· is lhe Litht1anian 
\V<)rd for flux. 
For all the rhetoric about rcv()lution in 
the li terature of Dada. Surrcalisn1 . 
Constructi,•isn1, etc., t hen, Fluxus, 
lto,vever tangentially, n1ay be the first 
art n1ovcn1en1 to c reate and to run a 
co11ntry. This c ircu111stance ntay be 
coincidental, t>111 it is also logical. 
Fl11xus \Vas not the first 111ovcn1cnt to 
pro1>osc the h11proven1cnt of life ac­
cording to aesthetic or aesthetically-in­
spired principles; but it \vas the one of 
1hc few 10 dedicate itself to the con­
crete (rather than merely paradig­
matic) appl ica1ion of those principles 
to a sphere <>f praxis greater tha11 1he 
art world. Especially since the Second 
\Vorld \Var, eve11 \vith the boundaries 
of art so distended that almost anv 
activity c~'" be ac.tivity for art's sake, it 
J1as been r<1rc to rind artistic thought 
that seeks to affect, eve n serve, life 
ratlter t 11an avoid, excoria1c, n1ock, or 
sintply 1l1irror it. 1-1.o,vcvcr in1practical, 
even foolish, the ideals and inventions 
of Fluxus nlay have been~ the)' 'vere 
ain1cd ou1side as '"e ll as inside al't -
and have had impact in both places. 
ln1pcllcd by so an1bitious~ even visio11-
ary an ethos. Fluxus could not help but 
revolutionize tl1ot1gh1 and 1>racticc 
within the realm of art itsel f. Indeed, 
Fluxus emerged as a progrnm (neces­
sarily loose in i ts organization, despite 
the n1inistrations of the aln1ost con1i­
call)• autocratic Maciunas) coorclina1ing 
vanguard artistic ideas, activities, and 
associations around the globe. Such 
ide~l.S, acti\lities anct ~tssociations 'vere 
oriented to the fundamental redefini­
tion of art. Attracting a vast array of 
adherents and chan1pioning the ideas 
and '"ork of n1any other advanced art­
ists, Flt1xus came to f11nction as a n1ect­
i11g-place and filter fc>r the vario11s 
111anifestations of the i11tcrnte<lia sensi-
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bilily - that is, the tendency of so many 
artists s ince the end <>f the \var to seek 
the d issolutio11 of practical distinctions 
l>et,vecn artistic disciplines, an<I by ex­
tension bct,vee11 art and life. Many 
extra-artistic 1novcn1cnts fed into, and 
off of, Fluxus as well. 
1·t1e 171uxus " manner" as preached and 
pro111tllgatcd by Maciunas en1phasized 
a s tylized and r~-ireficd version of inter­
n1cdia chotracterized b)1 \Vit, gan1e-play­
ing, rccluced n1cans and formats, and 
cnigntatic ex1>ression. No''' recognized 
as Fluxt1s' signacure ustyle", this Du­
cl1an1pian infra-111incc a1>proach -
Maciunas called it "Zen vaude\fillc" -
constiitatcd only one facet of Fluxus. It 
\vas a face1 n1os t artists associated ,vitlt 
r:iuxus cotrld revert t<>. but it ' "as a 
manner followed cxclusi\•ely by almost 
no one b11t rvtaciunas. O ther artis1s as­
sociated '"ith Fluxus operated in n1uch 
i11ore grandiose '"a)is, preferring tc) en· 
gage textural contplexity an<J ove.1·t 
socio1>olitical con1111entaf)' in actions 
more like Happenings than like the 
spare gestures which normally consti­
tute a Fluxus eo11cert. Whether n1ini­
n1alizing or ma.ximali2i11g their n1cans, 
ho,vcver, the artists :tssociate<I \vi1h 
Fluxus could trace a co1nn1on lineage, 
going back to Duchamp and Dada and 
passing through the work and thought 
of John Cage. 
In fact, the original generation of artists 
who fed into and out of Fluxus - the 
l·lappcnings artists, the Gutai n1e1nbers, 
the Nouveaux Rt:alistcs. 1he concrete 
poets, the grapJ1ic·nOtation con1posers. 
the reduced-means dancers, and the 
other pioneer inicrmedialists of the 
post,var period - 'vere vario11sly respon­
sive to suclt ltistoric avant-garde n1od­
els. f luxus served as a rcfinen1cnt of 
that response, one that fed back to the 
broader field of interincdia and served 
to determine the nature of subsequent 



intcrmcdial practice, including the 
borderl ine-imermcdial aspects of more 
n1ainstream clcvelopn1ents. As a phe· 
nomenon of the Sixties for instance, 
Fluxus had an a t least indirect effe.c.t on 
such pron1incnt movcmc11ts as Pop Art , 
Minimalism, and Arte Povera. This cf· 
feet was oppositional much of the time, 
\Yith Flux·us detcr1t1ining the ''purely" 
va.nguard, or intermedial, or politically 
"correc1" ' vay of 'vorking - a11d thus 
serving to inflect the criticized ntove· 
mcn1s (even if only a liule bit) with 
self-critical concepts . .Bui the effect 
son1etin1es provided tl1e nlore ntain· 
st.ream n1ovc mcnts \vith their firs t 
1hcorc1ical grounds. 100. 
The specific effect of Fluxus on its fcl· 
low movements of the Sixties is hard to 
document except circumstantially. Even 
if one were able 10 prove that Andy 
Warhol saw Yoko Ono's repetitious 
films of banal subjects before he made 
his own early m<>vics, f<.) r instance, War· 
ho! left no record of ack.nowledgmen1. 
The seminal roles Robert Morris, \Val­
ier De Maria, Terry Riley and La 
Monte Yo11ng played in the en1ergcnce 
both of Fluxus and Minimal an bespeak 
a co111n1011 artistic heritage, but not nee· 
cs..~ri ly a con1mon p<>int <>f vie\v. The 
recurrence of neon in Arte l)overa - in 
the work of Mario Merz, for example, 
and equally in that of American anti· 
formalis1 Keitll Sonnier - 'vas quite 
po~sibly due to earl}' \Y<.lrks in this ntc· 
dium by .Bob \Vans: but others, such as 
Zdenek Pe.sanek an<.I Lucio Fonta11a, 
had experimented with glass-rod light­
ing (IS \Yell, in the Sixties, Fifties. and 
even before. 
We n1ust see tlte relationship of r:iuxus 
to these other carl)'· and ntid·Sixties 
phcno1nena as tl1at of an clcter silll ins~ 
not a progenitor. Tl1ey shared spiritual 
and practical sources in Dada, D u· 
champ, Cage (and the dance of his 
frequent cQIJab<>rator Mcree Cunning· 
ham), Leurism and concrete poetry, 
NouveH11 RCal~.n1e, n1arginal social 
move1nents suclt 'as Situationism, artd 
other models of formal and con1ex1ual 
disjunc1urc. They came about in re· 
sponse IO the exhaustion of lnformcl 
styles in painting - Cobra, Abstract Ex­
pressionism, Tachisn1e - \vhicl1 had 
don1ina1ed artistic discourse for f\YO 
decades; the \vhole en1phasis on " pure 
painting" implicit in these pos1-Surreal­
is1 tendencies provoked an anti-purist 
response, one which encouraged the 
melding of media. The innucnce of 

Flu.xu& on l'op, Minimalisn1, ancl A.rte 
Povera ' vas not negligible, bu1 - thanks 
in great part to Fluxus' o'vn generally 
modest, even reticent voice - it '"as 
indirect, n1ore a ntatter or ··flavoring 
the air ' with a spirit of rebellious per­
missibility than of providing speci fic 
idcational and practical models. 
This \vas not true of later intermcdial 
clcvelopn1en1s. The inlpact of Fluxus on 
sucl1 manifestations as Conceptual Art, 
Performance Ari and Video was pro­
found. "Concept Art" was itself a 
proto-Fluxus concept, proposed by 
Henry Flynt in an essay originally writ­
ten late in 1960 and published in 1963 
by La Monte Young in A11 A111/Jology. 
Ironically, the Fluxus realization of 
"concept art'' 'vas ult in1atcly looser and 
less close to the <1uasi-acaden1ic, re· 
search-oriented definition that philoso· 
pher~1natl1cmaticic·1n Flynt hacl i11 nlind 
tha11 'vere the realizations of later or· 
thod<>x Concept 11al Artists ,;ucl1 as 
Joseph Kosuth, Sol LeWiu, Oernar 
Venet, Oon;:1l(t· Burg}'. o.111cl Ar1/Lan· 
g11age. This is not 10 say 1ha1 Fluxus 
concept art '"as entirely lacking in such 
dogged, prosaic i11vcs1iga tion: the 
theoret ical <lis<111isiti<>ns <>( Benjan1in 
Patterson and PhiliJ) Corner. to na1nc 
j ust two Fluxus "philosopher,scien· 
tists", eould achieve the san1c abstruse· 
ness as Flynt's. Furthermore, the bro:id 
poet ic inflection 'vith 'vhich 111uch 
Flu.xus practice in1buc<I concept art rc­
cu rred in the 'vork of La,vrence 
Weiner. Robert Garry. Douglas Hue­
blcr, and other early Concep1ualis1s. 
Their reliance on language, and on ver· 
bat precision. also recalled the verbal 
scores (or: to i1se ~laciunas· tern1: 
" Haiku tl1e~tter") \vrittcn as f<lr back as 
1959 by Yoko Ono, La Monte Young. 
Philip Corner, George Orcclu, Robert 
Waus, Alison KJ1owles, Dick Higgins, 
Mieko Shionti, ancl ntany o ther FltL:<us 
1ne1nl)ers ancl assc)ciates. 
·r11osc verbal scores proposed sin1plc 
activities as art. T hey 'vcre clclibcrately 
d istanced in tl1eir rcl<ttivcly clen1cntal 
ges1ural i1y from Happenings and rwant, 
ga rde tlteater. In tltat direct , un· 
c labort1tc refinen1ent such verba lly 
scored Fluxus events directly prefigured 
the Pcrforn1ance A.rt of the Seventies. 
A lthough Performance, including Body 
Art, derived m<>st <>f all front Mini1nal· 
is1 work and theory in three (and four) 
d ilncnsions, it is clearly sourced as '"ell 
in Fluxus srngework and in the Fluxus, 
related post-Cunningham dance (itself 
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a precursor of Minimalism). The force­
fully materialistic li1erali1y of staged 
and docun1ented performance as d i· 
verse as that of K.la11s Rinke, Rc-becca 
l-lor11, Vincenzo Agnetti) Dennis, Op· 
penheim. Jan Dibbels, Daniel Ouren, 
and Joan Jonas points right back 10 the 
meditative activity proposed by Brecht, 
Young, Ono, Corner, Robert Filliou. 
Tomas Schmit, Giuseppe Chiari, and 
<)the r Flux11s a rtis,ts. ( Resea rching 
f' lt1.xus ancl intcrn1cdia act ivity, Vito 
Acconci visited D ick Miggins' Some, 
thing Else Pres.~ office several t imes in 
1967-68.) The antic sight-gag aspect of 
'f' ltixus 1>erfor1t1ance, notable i11 the 
stagc,vork of \Vatts, Eric Andersen, 
Ben Vautier, Willen1 cle Ridder. and 
Maciunas hi1nself, recurred in the Prop· 
oriented activity of Ralston Farina, Stu­
art Sherman, and other practitioners in 
the Seventies of what might be called 
"'<.le.vice theater". 
It is interesting 10 note tha1 Lat1rie 
Anderson an(I John Zorn, no'" impor· 
ta11t figures in contentporary 111usic, 
bega11 as perforntance artis1s o riented 
10 this dcvice-1hea1cr approach. or 
cot1rsc, t l1c Fluxus impact <>n nc\V n1usi­
c.al ctiscourse has l>ccn profou11d and 
thoroughgoing. f' luxus emerged directly 
out of John Cages thinking and peda­
gogy~ J)l:lrtly as a result, 111usical forn1s 
ancl rercrcncc.s arc cited n1ore often in 
Fluxus '''<>rks than those of other clisci­
p linc-s. Mininlalis111. 1J1e ntost influential 
Jnusic•·11 style of the last t'''O decaclc.s_. 
comes directly from the Fluxus and 
Fluxus·rclated musical thought of La 
Monte Young and Terry Riley (and, 10 
lesser and vaf)•ing extents: Philip Cor· 
ncr, G iuseppe Chi;·1ri, Nan1 J11ne Paik. 
and others). Less directly, the poe1ic;il 
cxpcrintents of E1nn1ett \Villian1s, Jack· 
son Mad.ow, and Dick Higgins, notably 
those employing repetitive devices such 
as pern1utation and graphic patterning~ 
J)rovided a str11ct11ral 1t1odel for the 
modular compos1ional methods of 
Steve Reich, Philip G lass, and <>thcr 
n1usic;1l ~"1inin11llists. 
Modular methods can also be found in 
the early experi111ental filn1s of Paul 
Sharits, n1an)' realize<I as Fluxus \\'Orks, 
as \veil as in Sharits' post·Flux11s filnl· 
\vork. Sharits' fih11s have 1>roven highly 
influential on cxpcrirJ1Cntal - espec.ially 
but not exclusively non-narra1ive - cin· 
en1a. Fluxus has al\vays had an intpact 
on " underground' ' film, not only 
through Fluxfilms themselves b111 
througl1 ~lii.Ciunas• personal connection 



to J<>nas Mckas. Mekas' filn1n1akers' 
Cinemalheque - now Anihology Film 
Archives - and auendant publica1ions 
are recognized as perhaps the most im· 
portant organizational force.s in Ameri· 
can alternative c ine1na; Maci11nas (and 
thereby Fluxus) \vas lo og associated 
with those spacc.s and publicatio11s~ as 
progranlmer, as clcsigncr, and even as 
landlord. It was in the Filmmakers' Cin· 
ematheque on the ground floor of the 
80 Wooster Street "Fluxhouse" (which 
Maciunas 11ot only developed int<) co­
op artists' habitations, but inhabited 
himsell) that Stuart Sherman - and his 
mentor, "Ontological-Hys1eric 111eatre" 
writer-director Richard Forenlan - firsl 
came into contact \vith Fluxus. 
Fluxus artists arc responsible for vir­
tual!}' inventing one of the most popular 
new media of contemporary art. The 
firs1 artists to engage in video ari -
indeed, to become involved with televi· 
s ion technology in any co11centrated 
form - were Nam June Paik and \V<>l f 
Vostell. \Vorking in Cologne in the la1e 
Fiftie-s and early Sixties, Pa ik \vas cx­
lending the Cagian grasp of musical 
possibil ity, while Vostell was imbuing 
!he still-new Happening form wi1h ex· 
prcssionistic nlonu1t1entality. Indc, 
pendent!}' of one t1n()thc r1 Vostell an<.I 
f'aik alit upon the television set as an 
icon of contemporary life. Vos1ell sub· 
jec1cd discarded TV sets to his rough 
''dC-collage" transforn1ations, \vhile Paik 
explored the TV se1 as musical instru· 
n1ent and began subjccti11g it tc> c lcctr(l· 
magnet ic n1an ipula t i<)n. \\/hen the 
Korean·bor11 co1nposcr n10,1ccl to Ne' v 
York, he increased J1is involven1ent \Vith 
television technology, ult imately bccon1-
ing the first artist to acquire a honte ­
video camera a11d produce an art-video· 
iape (a rnomenious event which 1ook 
place on October 4, 1965). 
Fluxus art ists \VCrc a lso in the vanguar<I 
of other n1ovements \\•hich took aclvan· 
tage of nt\\' technologies and fostered 
ne\v a rt istic attitudes. l "hc production 
of nlultiples - i.e., artists' objects pro­
duced in editions - \\•hich burgC<>nCd in 
the later Sixties, '"as clearly a direct 
outgro,vtll of Maciu11as' producti<>n 
and distributio11 of l~luxus boxes; the 
clen1cntal and toy-like nature of n1an}' 
multiple objects, and their rcla1ively 
low pricing. carried over Maciunas' 
populist social ideals. Similarly, the art· 
ists ' books movement of the Seventies 
was spurred by Fluxus publishing - not 
Maciunas' O\v11 Fluxus public-ations (he 

actually produced n\thcr few books) 
but 1hc pan-intermedial production of 
the Something Else Press. Dick H iggins 
began 1he Press after losing patience 
\Vith Maciunas. \vho had clelayed over a 
ye:ir the publication of Higgins' an· 
tl1ology of i,crforntance pieces, Jcffer· 
son's 8irihday. The Press published 
books not only by Fluxus artis1s and 
thei r friends (John Cage, Mcree 
Cunninghan11 Ray Johnson, Oiter Rot. 
Allan Kaprow, Daniel Spoerri), but by 
avant-garde theoti s t s (Ma ts hal l 
McLuhan, Bern Porter) and historical 
figures not otherwise widely a\•ailable 
(Gertrude Sicin, Luigi Russolo, Ri· 
chard Huelsenbeck ). The Something 
Else Press also publ ished severa l 
" practical" books, oriented to gan1e· 
playing and do-it-yourself activity (e.g. 
gardening). The Press set standards of 
produci ion quality as well as of con· 
tent, which became ideals (albci1 ideals 
too infrequently achieved) of the ar· 
tists• books n1ovcn1ent. 
Antong the earliest publicati(>nS rcoog· 
nizcd as r:1uxus arc 1he postcard seric-s, 
"Monsters arc Inoffensive", by Robert 
Filliou, Daniel Spoerri, and Roland 
·ropor; Robert Watt's sheets of "Yam 
Flug" an<I "'fl11x Post'' s ta111ps; an(I 
George Brecht's box or C·\ICllt scores 
and proposals entitled Water Yam, 
\vhich Drccl1t '''a s to supplcn1cnt cacl1 
yc-ar by n1ailing nC\\' SC<>res tO pur· 
chasers. Along wi th the New York Cor· 
rcspondancc [siel School acti,•i tics of 
Ray Johnson1 in '"hich f'luxus 1ncntbers 
\\'Cre ortcn involved. these Ola il ­
oriented Fluxt1s publications are an1ong 
the earliest manifestations of co11tcn1-
porary n1a il art, inat1gurating in the 
eatly Sixties a ' ' 'orld,,·ide net,vork of 
artistic correspondence \vhich has e 11-

dured to this day. 
As part of his California-based Fluxus 
West ac1ivitics of 1966-72, Ken Fried· 
n1an engaged in '"classic'1 ntail art, se11<.l­
ing letters, flyers, ancl eventually fou11d 
and fabricated objcc1s through the mail 
to an cvcr-,videning nct,vork of Fluxus 
participants and others syn1pa1hctic to 
(or at least curious about} Flt1xus. 
Fricdn1a1l thus t>roadcncd n1a il-art ac­
tivity into a p<)tentially n1ass n1ediun1. 
Given his sociological bent and his sym· 
pathy with Maciunas' populist outlook, 
Friedman grasped and amplified 1he 
implicati<.)nS of rnass·nlail art into his 
/111er11a1io11al Co111ac1 ! ... 1st of 1/ze A rts. 
This 1972 address list, circulated to all 
Fluxus \Vest correspondents and up· 
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dated periodically 1hroughout the Seven· 
ties, seived as the m<)dcl for several even 
more e'1ensive directories (most notably 
Giancarlo Politi's Art Diary), and in· 
fluenced more traditional reference 
books (e.g. 'Y/10~ ' Y/10 i11 A11zerica11 Art, 
Co111c1111JOrt11y Al1i'its) a .. o; ' "ell. 
Friedn1an thus gained a reputation as ~·1n 
art-\vorlcl inforn1ation technologist -
without the use of computers. Other 
liluxus artists, notably poets sucl1 as ?i.'1a· 
cLI>''" Higgins, and Emmett Willia1r1s, 
di<I explore con11, uter tcchn<>logy as early 
as the middle Six1ics. A11hough relatively 
inconclusive, such investigations 'vere 
characteristic of Fl1Lxus. Maciunas had 
set up Fluxus in order to auract and 
disseminate tl1e ,.,.ork of artists \vho '''ere 
vanguard not s i111ply in artis tic style, but 
in social a ttitude. A fef\1ent socialist hin1· 
self> Maciunas believed in tltc po'vcr of 
new art to transform social and political 
practices direc1ly. Like mos1 idealists, 
especially those involved in the change 
and uphc.aval of the Si.xries, Mac-iunas 
\vas a ll)t nlorc hopeful than he \vas 
praciical. Bui he and his Fl1L,us cohoris 
\Vere c.tbie to devise forn1a1s for sociHI 
discourse which would prove to be of 
lasring i111portan(."C. 
·rhc l>CSt kn<)\vn cxan1plc of 1l1c impact 
f luxus hacl 011 the ethos of 1he Sixties 
and Se,•enties. of course, was the highly 
publicized inte raction bct,vccn Y<>k<> 
One> and Jo hn Lennon, an interaction 
which Mfected popular music and also 
\vider social dcvelopn1c1lts (such as tltc 
anti·\var a11d environn1en tal nlove, 
ments). But Fluxus flavored the lenor 
of its tin1es in (>ther \vays as \veil. Tl1e 
Fluxshops ~1aciu11as created in Ne''' 
York a11cl encouraged o ther Fluxus art­
ists (Willem de Ridder in Amsterdam, 
for instance, and Oen Vautier in Nice) 
to create, for exan1ple, \\•ere inelegant 
s torefronts ' "hose cr11dcne.ss 'vas offset 
by a severe simplicity and forthright· 
ncss. T he Fluxshops thus prefigured the 
nt inin1alist-ft1nct ion al ist reconfig11 rat ion 
of con1nlercial outlets as (t ivcrse as 
je,vef'ry stores and cigarette. kiosks in 
1hc later Sixties and Seventies. The 
Fluxsl101>s also furthered the simplifica· 
tion of cxhit>ition design, both in and 
bey<>nd the art '''<>rid. l'hc connections 
ti.1aciunas - as \VCll as 1'1iggins, Fried· 
ntan, de Ridder, and Vautier, anlong 
otltcr Fluxus artists - 1t1aintaincd 'vith 
01her radical publishers of their day 
helpe<I ntaintain the intporta nce of art· 
istic cxperin1cntation, a1td the spirit of 
play, in countercultural ideology. 



Fluxus helped initiate the Underground 
Press Syndicate in An1erica, and pro· 
vided many S)rndic.atc n1cn1bcrs \Vilh 
European contacts. 
Notable among the Fluxus-ind t1ccd 
phcnon1cna \vhosc intpact f1as lasted, 
C\•Cn gro,v11, into the prcscnl has been 
Maciunas' crcacion of co-operative ar­
tis1s' lofts. This Maciunas first achieved 
in 1966, in the \varehouse neighbor­
hood of Manh~ltlan 1hat - heavily as a 
result <>f Maciunas~ co-op efforts - be· 
came SoHo. Given that Sol-lo and 
other co-op loft districts around the 
world have e\•olved into high-priced 
playgrounds f<>r the arnucnt, one n1igl1t 
say that Maciunas' plan to provide a<le­
((uatc living ~ind '''Ork space- to artists 
under their <>'"'" jurisd iction has back­
fired. But co-op loft structures have 
enrichecl artists, 100, as 1hcir art n1ight 
never have. More i1nportantly~ Maci-
11nasi co-op Jof1 concept, ho,vcvcr 111od­
ific.d, conti11ucs 10 serve as cl1e rcaclicst 
pa<adign1 for a1·1iscs' sclf-suscai11ing li\fC· 
'vo rk p rograms. 
While finished as a cohesive movement, 
Fluxus continues tc.) play ~t rc.)IC t<>day, 
both in art an<I social and political 
cvc1tts. The spirit of "'fluxis1t1", perpctu­
acing the Fluxt•s e thos ancl aesthetic, 
n1anifes ts itself increa.sing1)• in content· 
poral)' artistic practice, whether in the 
'vit1icr, less prete11tious aspects of nco­
Geo appropriation or in the lusty, ex­
pansive 'vork or bricolagistcs such as 
John Armleder, Guillaume Bij l, and 
Presence Panchoune1te. Bricolage, 
offering a paradigm for recycling the 
detritus of civilization, points to an ext r.t· 
artis tic realm 'vhcrc FllLx·us has provided 
inspiration and n1odels for practical a1)· 
plication: the ecological move111c.nt. From 
Maciunas~ co-op structures to the Or­
ganization Cor Direct Democmcy - one of 
the parent groups of the Green Pany -
which son1etin1e Fluxus men1ber JO:>Cph 
Bcuys introduced in the late Sixties the 
Fluxist spirit peivades popular ecological 
thought. 
Bcuys himself emerged in the last dec­
ade as a forceful and inspiring spokes­
man for social change in general; i f his 
willingness to nlai11tain an 011going par­
ticipation i11 1he public forun1 differe<I 
f ron1 the reticc11t, behind·the-scenc 
method of organization favored by 
Maciu11as, .Beuys' faith in ar1 as an ex· 
emplary agent of social change matched 
Maciunas• O\vn. Before he became one 
of Europe's most dynamic instigators of 
social change, however, Beuys had es-

tablished himself as one of the most 
inspiring art teachers of n1oder11 tin1cs. 
His classes ~ti the Kurtstakadcnlie Olis­
scldorf produced many of today's lead­
ing Gern1an artis ts; n1oreover, even 
thougl1 Bet1ys hin1self ' "as fircdi l1is 
classes helped radically alter 1icdagogi­
cal method in art schools throughout 
Europe. 
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In fact, n1(1ny Floxt1s artists played an 
in1portant ro le in tl1c rcvc)lution in 
educatio11 that rnarked the Se,•c11tics. 
T he establishment of the California l.n­
Stitute of the Arts, near Los Angeles, 
'"as a bertchmark in this revolution, and 
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Fluxus members such as Nam June 
Paik. Shigeko Kubota, Emmen \Villi­
an1s. Dick l·liggins, and Alison Kno'"les 
(as well as figures close to Fluxus such 
as Allan Kapro,\I) 'vcre ,,ron1inent 
a 111ong the inaugu ral f:icttlty. Like 
Bcuys, these Fluxus teachers, 'vho 
taug.l1t i11 '""YS as unor1ltodox as their 
art, sa'v 111an)• of their stu(lcnts at Cal 
Arts con1e to subsequent artistic prc.)nt· 
inencc. 1\lthoug.h not on tltc Cal Arts 
faculty, K.cn Fricdn1an '"~'s l)art of the 
fcrn1ent in the first years of the school 
(having n1ovcd there 10 n1a11agc the 
Something Else Press for H iggins) . 
FriccJn1an s 11bsec1ttcntJy trave-lled 
throughoul North Arnerica ror seven 
yc~trs> gi"ing lectures, cl<tss..:.s, and '''Ork· 
shops, c.·.rcating exhibitio ns and events, 
ancl p reaching his O\vn social!)' rc.spon · 
sive interpretation of Fluxus at US and 
Canadian schools of all kinds and sizes. 
\Vhilc circuh·1ti11g. Frie<l111a11 cstablishe(I 
our1>os1s for ltis "Fluxus \\'est". cng~tg· 
ing res1,onsi,•c. a11d gjftcd art ists in 
Flux11s activities a11d <>rganizat ional 
Structures in regi(>1lS as far Oung as 
norrhern Gcorgi;.1 and eastern Soutl1 
Dakota. 
The bravest sirtglc cxan1plc of F'luxus 
pcdagoro· is ~1ilan Knizak, ' "hose stu · 
<tents in Prague usually had to con1e to 
him clandestinely. From the early Six· 
t ics Knizak (and his students) con· 
siantly risked and frequently su ffered 
arrest fo r tl1e exhil>itic>ns, street C\•ents. 
nlail art ac1io11s ~ind other acsthc.iically 
subversive actions he (:ind they) 
created under the Fluxus-AJ'I Aktual 
rubric. The tables have completely 
turned nC)\\I, or course; a pla}'\\1rigl1t 
runs Czechoslovakia, and Knizak is 
director of Prague's prestigious art 
academy (having turned down an ap­
pointment as Minister of Culture in 
Vaclav Havel's government!). \Ve can 
only hope that things turn out so well 
clsc,vhcrc. But that Lithuania has e11-
joycd a go,•ernn1ent - one \Vidcly sup· 
ported by its people - inflected con­
cretely by the Fluxus spirit, no mailer 
ho'v long and i11 \Yhat form that govern­
n1e.nt endures, testifies to the cxtr~l-ar­

t istic, socially responsible outlook at the 
heart of Fluxus. As playful, hermetic, 
and even sel f-indu lgent as Fluxus 
tl1ought ancl activity ltas scen1ed over 
tl\C past three <lecadcs, it has aJ,vays 
l>een impelled by the desire to dedicate 
art to the betterment of life. 

Los Angeles, April 1990 



Ce n'est pas 
Fluxus? 
Afa1111e/a Ga111fi11i 

Storicizz:trc 1'11uxus o ccrcarc cli de finir· 
lo (J{)lrCbl>c cs.,cre un 1>roblcma chc 
sopravanzn nllc spallc dcl Sig. Palomar. 
ii calvinio.no contc111plrltOre, mentre ri­
volto verso ii n1are gu~1rda r~'''anzare 
dclle ondc, in ogni loro par1icolarc. 
pcrdcndosi in u110 sconsolantc scnso 
d'impo1cnza. oppurc sarebbe come en· 
1rarc nelle ore di un orologio a pcndolo 
c rinuirc nclle allrui vi1e. usccndo fuori 
allo scadcre di ogni ora per annunciarc 
al mondo l'accadu10. 
l':fuxus scivola come ii mcrcurio nel 1en­
tativo di affcrrnrlo, C uno Stato rclig.ioso 
di antircligio11c, di solc nne distruz.ionc 
dcllc regolc c dci linguaggi dclla vim c 
dcll'aric (qucsic ullimc due parole so· 
no si:1ldatc assicn1c c ossidatc 11ello 
scor-rcrc "lcl tcn1po). Gli dci stanno a 
guardnrc dall:i cima dcll'Olimpo. Ogni 
event<> J71uxus contagia ii pubblico ncl· 
l'azionc c lo costringc a par1ecipare-. gli 
dei allora sccndono giu, loro malgrado. 
c aurnvcn:rno le visccrc dclla 1erra in 
sudicic mc1ropolitanc per arri\•are i11 
1cmpo allc performances, ma i i piu del· 
le voile nrrivano alla fine. 
Allora di Fluxus non rimane nienle, o 
la disiruzionc, ii perso, l'irraccon1abile 
nci codici comuni. La 1es1imonianza di 
traccc. indizi c frammcnti e la memoria 
non rcifica1a dell'arte chc si tramanda 
da persona a pcrso11a ncl moto rotato­
rio dcl pia11c1n. 
Fluxus c poligloua. insicmc di quotidia­
nc mos1ruosi1~ per clczione, e si sgre10-
la dallc 1orri di llabele chc sianno in 
ogni ci1t1J dcl n\onclo a inclirizzi ignorati 
anchc sc cvidcnti , tr:l i 111unicipi e i 
convcuti. gli os1>cdali c gli uffici, tra la 
norn1~tlit~ istcrica c ii puro pensiero. i i 
Sesso :l nsin1an1c c i rigagnoli di s:tupidi· 
1a. 
Fluxus c in iuuo ii mondo. come una 
malattia virnlc o ercdita ria. chc si tra­
manda di gcncrazione in generazione 
con l'cvcn10 che. per quan10 banalc 

1>ossa cssc1·c, si aprc un'e-sistcnz.a per· 
sistcntc ncl Ctllllf>O dclla n1c111c.)ria in 
forn1c di rcgis1rnzic>nc n1ultiplc: video, 
fotografia. n1unifcsti c <late. sopratcutto 
<:alendari. f.lt1xus non ha patria ne ter­
ra. C ovunquc. a rr:lmn1enti. errante, 
una sorta di cbrai::,1110 pcrscguitato dai 
campi iscituzionali di normalizz.u.ionc. 
Mette la n1aschcra prima di la,-arsi la 
faccia. "En1rn" nell'anc. "cscc" dall'ar­
tc: C uno St:lto dcllo spiri10 c non un 
oggcuo. un'idea che si 1rasrom1a. chc c 
sc111pre: c~istila nclla dircz.ione del· 
l"'obliqui1i\", 
La s1ori:1 si discgn:1 e si scolpisce nclla 
discontinuit!t dcgl i C\•cnti c nclla S\IC· 
ccssionc di catas1 rofi, J'>iccole o grandi. 
chc gcncrano s1>ttrgin1cnto c.li liquido 
gcr111inal..: !'lullc rt>vinc <lcl pcnsicro. nci 
contlitt i 1ro le opposizi<>ni. 1:1uxus non C 
continuit:'\. tutti lo h:,11110 incr<.)ciatc>, at · 
travcrsato o nffiancnto c Fluxus a sua 
voha ha in1acca10. per breve o per lun­
go tcn1po1 tutti i n1ovin1c111i limirrofi, 
antcna1i c pos1eriori. £.rp<mdetl Arts 
Diagra111 di Maciunas visu3Ji22a la si11te· 
si di 1u11i gli intrccci c le influenzc. 
dalla sioria passata al 1966, incrociando 
di.se:iplinarmcntc al1rc ' 'iC. 
Silcnziosamcn1c c in formc sempre me­
no lisichc c maicriali Fluxus si e diffuso 
ed evolu10. assunlcndo conce11i, spazi e 
1cn1pi divcrsi d::illc origini. alcune ,roltc 
spcdcndo bustc picnc di c"arte. altre 
voJ1c, nci sis1cn1i tccnocra1ici pill rcccn· 
Ii, SOllO fornrn di OuxshOI (made in 
compuicr's era). II gruppo fonda1orc ha 
gcttat<> scn1i t1i in1n1atcrialita indigcsti c 
scgni s1>czz.n1i onchc ncl fondo dcl fiu· 
111c do\'C sono s1n1c ritrovatc le tcste 
n1ozz.n1c di Mocligli\1ni. 
ll sistcn1a dcll'artc si l: :arriccl1i10. indo· 
rato e patinato. J.R. con1ro Proust e la 
scansionc dcl tc111po rcalc, ma l'ar1e 
viralc si cstcnde in perforn1anccs quoti· 
dianc ncgli uffoci di giorno e ll<!llc gallc­
ric di nottc quando g.li angcli \'anno a 
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clo1·n1i rc, c vive clcl 1cn1po rc::ile anchc i i 
rca<iy·n1adc dclla 11011c. Sian1<"> dcntro 
una scc1ucnza c:oloruta di imn1agini 
sc1nprc ugt1nli a 11oi stcssi chc si ripro· 
ducono al bagliore dcllc luci psichcdcli­
chc. Souo al dominio dcll'arte opulcnia 
gli oggc11i brillano dcl loro dichiara10. 
inautcnti<.."O 5tato di bigiottcria, od 
ostentano una tn1cc aus1cri1fl da Terzo 
Reich. Le bandicrc rossc sono venuic 
giu dai loro sicndardi, come ghiglioui­
na1c. l'una dopo l'altra, sirappando ii 
1cssuto dal lcgno a indicare ur\a secon· 
da csccuiionc 1><>icll~ ii sin1l>0lo C piU 
rortc di qualsiasi rcal1fl c \1ic11c a sosti· 
1uirsi agli uomini. Ncll'O•x:idcnie indu­
s1rial izzu10 :iumcnin l'cscrci10 degli ar­
tisti chc son1iglirtno SC1l1prc <Ii piU ad 
angcl i COlllJ>UlCl'iZZ.Uli in n1r1rcia verso 
tin desert(> tli scnso in una con1~>e1 iz i <"> · 
nc scnz:, 1ragu:1r<.lo1 fianchcggia1i da 
n1crct111ti. critici. C<litori incalzanti. Non 
c·(! ironia o earicntura, c·c un co11tatto 
di pclle. frcddo •'Orne l'acciaio, con l'og­
ge110 di produzionc indusirialc che ha 
1a111c rormc: barocchc 0 fu1uribili. ba­
nali o utopichc. Scmbra chc tutti si 
sicdano. almcno per una \'Oita. a \Va­
shing1on Square, ncl tcntali\'O di gioca­
rc a scaochi con Duchamp scn?a riusci­
rc mai a spunt:1rla. 
1..·cas1 Village c s1a10 poco piu chc un 
n1iraggio. sor>rnttutlO nclltt rcificazione 
dcllo slog(on " Ronnie for President" chc 
l1a dissolto ii n1ito co111e un'allucinazio· 
nc. Orn l'Eas1 Village, pensandolo in 
astratto, C con1c la fo1c1gr;1fia di un 
villaggio bonlbnrclato c intc ran1cntc 
cv:u.~uatc>. Si C (ll'CSCntnta, sul finirc dcl 
dcccnnio. una gcncrnzi<>nc incrava11a1a 
c altan1cntc n•anagcrinlc che si ~ spin1a 
sino agli c<..-ccssi di z.clo nei confronti 
del 111crca10, con la lucid;o coscien2a dcl 
non po1crc concc11ualmcn1c andare ol­
cre la fornl/non function dci raffinati 
oggcui d'appar1amen10. Oggi l'Eas1 
Village. in dimcnsioni assai piu larghe c 



generali, e in Europa, d O\ 'C crollano 
contcmporaneamentc tutti i muri dcllc 
idcologic dcl XX secolo diffondcndo 
un'epidcmia scnz.a quarticre in tutti gli 
altri pacsi del Vecc.hio e del Nuovo 
Con1inc11tc. L'a rte . oei canali p ii1 con· 
ccttuali della reccntissin1a storia, sta 
perdendo l ':sspetto oggettualc c produt• 
t ivo che l'avc\'a messa "nell'in1passe" e 
si awicina paradossaln1ente-, con nuovi 
rnezzi e idee, allo spirito di Flux\1s. 
A.stratta, ncl scnso piU re :-ilc dcl tcrn1i· 
ne, rartc. si e inserita nci tcrntinali <Jel 
sistcma ncrvoso dcl n1ercato, sirnulando 
'o costrucndo dcllc s tr\1tturc di terziario 
avanzato finalizzatc alla produzio11c1 al· 
la vendita, alla distruzione dcll'arte. 
Conte per i gruppi finanziari, ai non1i 
degli a rtist i st sono sostituiti n1arcl1i d i 
fabbrica c sigle dcpositatc prcsso i tri· 

--

bunali. Si sono cost1tu1te assoc1az1oni 
opcranti a tutti gli cffctti, compostc da 
n1cn1bri chc cscrcitano la libcra profcs· 
sione ~•nchc in a ltri settori. Si sono 
cos1itt1iti cnti n1orali per l'arte . Si sono 
invcn1a1i con1cnitori notturni de ll'artc 
ruori clai lin1i1i dei circui1i cli sn1crcio 
usuali. Ciascuna di questc forme pre· 
suppone una performance notarilc chc 
e ncll~atto di costituzionc1 nclla prassi 
burocra1ica. nclla s1>cdizionc e 1rasn1is· 
si<>nc <lei dc>Cun1cnti, n1a, al contr<lrio cli 
prin1a, la perfQflll<lOCC 11()11 C J)Ul>l>lica C 
11011 richicdc1 ncl suo svolgcrsi istanta· 
nco, la partccipazionc di pubblico. E 
u11a pcrforn1ancc 1>rivata: ii cui effctto 
si c strinscca ncgli atti notarili p rodotti, 
11ei grafici c nclle sigle. Vicne a questo 
pu1110 a 111a11care J 1ogger10~ i i rcfcrcntc 
fisico, i i reacly·1t1adc si evolve; da og,get-

--

to di produzionc a produzionc di infor· 
mazioni. L'opcra c ii proccsso di forma· 
zionc, ii fax riccvu101 lo s ta tuto socicla· 
rio. oppure un segno def codice basico. 
L'artc viralc sma terializzata circ<>la nei 
cc111ri clcl 111ercato ntc.ssc> a nuclo. spes­
so sostitucnclovisi, in un indis1inguibilc 
legan1e Ira vero e non vero, nclla 1ra­
sn1issionc <lei dati c ncll'csccuzionc dci 
proccssi. 
G li dci discuto110 ubriachi attorno ~i un 
ravolo coperro eta n1ontagne di fotog.ra­
fic. Le Joro <ii111orc, usualn1cntc-cristal· 
line, SQnO opache di fumo C()ntc vetrine 
pic11c di ncbbia allc cinquc di un matti· 
no d'inverno. Nella sala da pranzo, \111a 
ta,•ola non sparccchiata C me.ssa sotto 
' 'etro cosl co111:e. 

~---- ----
What is f·luxus'? 

One book 1ha1 is in1possiblc 
publisher because l>cn n1isreyre 

replay: Robert Watt>. 
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I situazionisti 
e la nozione di ''derive'' 
e di psicogeografia 
nell'ambiente urbano 
Mirella 8omli11i 

Unn sor1u cli s1>rcco consapevole clel 
te nlJ)Q utile, 1>rovocan1e nell' individ\aO 
cffctti psicologici c ludici altcrnanti c 
disoricntnnti, c la pratica compor1a­
mcn1alc dcl "possibilc appuntamento", 
1corizzata da Debord nci primi anni 
Cinquan1a. II soggeuo e pregato di lrO­
varsi. solo. in un·or~t c in un luogo 
prccisa1i dclla ciun. Ncssuna persona lo 
aspettcrn. Pur 1uuavia qucsto "possibilc 
appun1amcn10" clle l'ha condouo in un 
luogo chc pub sia conosccrc, sia ignora-

re, lo porta n osscrv;lrne l' t1n1bientc. 
CiO lo induce a inizi:trc una conversa­
zione con alcuni passanti. PuO cosi in­
contrarc ncssuno, o anchc per caso i1l­

con1rarc colui chc ha richies10 "le ren­
dcz-vous possible". In qucs10 modo, e 
soprauuno sc ii luogo c l'ora sono stali 
scchi bcne. l'impicgo del tempo prcn­
derii per lui un andamcnto imprC\'edibi­
lc c avvcnturoso. 
Ahri giochi urbani, proposti da De­
bord. sono l'in1rodursi nouc1cmpo nci 

··cc <1ui ch;1ngc notrc n1ani~re de ,·oir les 
rues est plus in1Por1on1 quc cc qui change 
notrc m;:1ni~rc de voir 13 pcin1ure." 
(Guy E. Debord. 1957) 

piani dcllc case in dc1t1olizionc, percor­
rcrc inccssnntcnten1c J)arigi scnza meta 
in autostop durnntc uno sciopero dei 
1raspor1i urbaniJ crrrire nel so11erranei 
dellc calacombc chiusc al pubblico. 1 

Sono qucs1c alcunc dclle 1ema1iche 
presi1uazionis1c cl3bora1c ncl 1953-56 
da Debord. nclla riccrca di una in1era­
zione tra contpor13men10 c spazio ur­
bano. chc vicnc usato in un modo nuo­
vo, ludico c dinamtco, con la .. dCri,,e!' e 
la psicogcografia. 

Pino1Oallizio 1ra gli zingari. Al~. 19SJ. (~1u~'<> Q,•ko di Torioo. ArchMo Pinol Gallizio). 



II concetto di derive, sorta di passcggia­
ta libcra senza fisso itincrario anuata in 
una dimensione alternativa deJl'am· 
biente urbano, e stato messo a punto da 
Debord nell'lnternationale lettriste, 
gruppo scissionista dal lcttrismo di 
lsou, formato da lui ' 'entunennc a Pari­
gi nel 1952 con Michele Bernstein, Oil 
J Wolman e Mohamed Dahou. Debord 
stesso cosl dcfinisce !'Internationale let· 
tristc ncl 1955: "La nostra non C una 
sc.uola letteraria, 11n rinnova1nento del­
l'csprcssionc, un modernismo. Si tratta 
di un modo di vivere chc passera attrn· 
verso esperienze e formulaz.ioni provvi­
sorie, e cbe tende esso stesso a eserci· 
tarsi nel provvisorio... Dobbiamo pre­
pararc e sperimentare nclla misura pos­
sibi.le sia forme di architettura che modi 
di comportaincnto."2 

Tematichc di costruzionc sperimcntale 
della vita quotidiana, durc critiche al­
l'arehitcttura funzionalista, prcse di po­
sizione in appoggio ai nazionalisti algc­
rini vcngo110 discussc in Potla1cJ1, bol­
lettino mensile del gruppo, prima del 
Joro passaggio nell' Jnternazionale situa­
zionista. In questo studio e controllo 
della vivibilitii dell'ambiente urbano 
Debord sottolinea come sara proprio ii 
gioco (ncl significato di "azione libera" 
per eccellenza dato a esso da Breton), 
"e che ii funziooalismo e l'indl1strial 
design cercano di climinarc-, a spcz:zarc 
l'isolamento dell'individuo nella socicta 
attuale e ad affrancarlo dalla malattia 
mentalc della banalizzazione, concen­
trata sulla produzionc c sul comfort".' 
Da questo atteggiamento socializzante 
(i situ·azionisti insistevano sul ruolo di 
socializzazione dclle pratiche ludiche) 
hanno tratto alimcnto gli happenings, 
gli events e le performances in America 
e in Europa alla fine degli anni Cin· 
quanta e lungo gli anni Sessanta. 
Alla dt!rive e connessa l'en1ergenza del­
la soggettivitft situazionista dalla massi­
ficazione odierna. Talc pratica C cosl 
dcfinita dal gruppo situazionista nel 
1958: "Modo di comportamento speri· 
mentale legato alle condizioni della so· 
cieta urbana: tec.nica di passaggio im­
pr<>V\•iso attravcrso atmosfcrc ambicn­
tali diverse. In partiCQlare, si usa anche 
per designare la durata di un esercizio 
continuo di tale esperienza. 11 

Strenamente unita alla d~rive c la psi· 
cogeografia, dichiarata "studio degli ef­
fctti csatti dell'ambiente gcografico, co­
scientemente trasformato o no, diretta· 
mente attivi sul con1portan1ento indivi­
duaJe":~ 

La dCrive C diretta da rilevamenti psi­
cogeografici effettuati da un'~quipc 
predisposta nella zona di svolgimento, 
che p110 essere l'insieme della citta, o la 
sua periferia~ o l'estensione minin1a, co­
me un solo quarticre. 
La narrazione di un lungo attraversa­
mcnto di Parigi verso nord, c dcl rileva­
mcnto di due punti focali di attrazione 
- la rotonda di Claude-Nicolas Ledoux, 
e la "bella c tragica" rue d'Aubervilliers 
- e pubblicata nel citato saggio di De­
bord, "La th~oric de la d~rive". E la 
cronaca di un'intera giornata di d6rive 
effettuata da Debord con Oil J \Volman 
ii 6 marzo 1956. 
Due citta privilegiate dai situazionisti 
per la loro struttura labirintica sono 
Amsterdam e Venezia. Nel 1957 ii gio­
vane situazionista inglesc Ralplt Run1-
ney, che- aveva fondato all'inizio dcl­
l'anno ii Comitato psicogeografico di 
Londra, inizia sistematici rilevamenti 
psicogeografici a Venezia; nello stesso 
1957 si svolgc una manifestazione psi­
cogeografica a Bruxelles, in collabora· 
zione con la Galleria Ta1>toe. 
II metodo psicogeografico c diretta· 
mente in funzione della esplorazione e 
determinazione del terreno della dfri­
ve: viene effettuata l'analisi ecologica 
della tipologia dcll'ambiente urbano, 
del ruolo del microclima; ii rilievo delle 
corrcnti costanti di folla, dci punti fissi 
di attra?,ione e dei vortici che rendono 
l'entrata e l' uscita difficili in ccrte zone 
della citta. II terreno della dfaive devc 
anche essere definito nei suoi rapporti 
con la morfologia socialc. II caso c 
molto importante, ma la sua azione 
tende a ricondursi all'alternanza di un 
numero limitato di varianti. La durata 
media C di una giornata intcra, C()n i 
partecipanti divisi in piccoli gruppi, che 
poi si scan1bieranno le intpressioni; per 
praticarla e necessario concedersi con1-
plctamentc alle sollecitazioni dell"am­
biente c <lei corrispondenti incontri, ri­
nunciando alle normali attivita.5 

Sul primo numero dclla rivista /111ema· 
tiorrale Situatio1111is1e, uscita nel 1958 po­
co dopo la fondazione del movimento,' 
c stato pubblicato un tC$tO di Gilles 
Ivain, "Forntulaire pour un urba_nisme 
nouveau'', dcl 1953, adottato dall'Inter­
nationale lettristc nello stesso anno: si 
tcorizzano complessi architenonici mo· 
bili e modificabili a seconda della vo­
lon1a degli abitan1i, riconoscendo l'ar­
chitettura come mezzo pill semplice per 
ar1icolare le attuali concezioni di tcntpo 
e di spazio, per sperimentare le possibi· 
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lit3 di n1odificare la vita. 
E interessante notare come in questo 
testo, dei prin1i anni Cinquanta, si inizi 
a strutturare, oltre quello di derive, ii 
conceno di ·•costruzione delle situazio­
ni", che diverr:'i rondan1entale nell'IS, 
qui dichiarata "comme un des d~sirs de 
base sur lequels serait fondce la pro­
chaine civilisation. Ce bcsoin de crea­
tion absolue a toujours etc ~troitement 
melc au besoin de joucr avee !'architec­
ture, le temps et l'cspace". 
Nci quarticri dclla ci1ta, cl1c potrebber<> 
corrispondere ai nostri diversi stati d'a­
nimo che per hasard attraversiamo nel­
le vita quotidiana (Quartier Bizarre, 
Quarticr Heureux, Quartier Noble e1 
Tragique, Quarticr Sinistre, ccc), l'atti· 
vita principale sara la derive continua: 
ii cambiamento di paesaggio d'ora in 
ora determinera uno spaesan1cnto com­
pleto. 
Dal I 958 la "costruzione delle si1uazio· 
ni" e definita come "momento della 
\•ita, concretamcntc c dclibcratamentc 
costruito per n1ezzo dell'organizzazione 
collettiva di un antbicnte unitario c di 
un gioco di avvenirnenti", qualc si rca­
liz.za nell'"urbanisme unitaire" ~er una 
creazione globale dell'esistenza. 
Come per i surrealisti, la citta piu ama­
ta, indagata, letta in 111odi nuovi e spiaz­
ia11ti e Parig.i: citt3 vissuta attravcrso la 
sua percorrenza, e il cui itinerario ha 
detern1inato Ja maggior parte dclle 
azioni dei protagonisti dei piu famosi 
testi degli anni Venti e Trcnta di Bre­
ton, Aragon, Dcsnos. Nelle passeggiate 
per le strade di Parigi, una delle princi­
pali attivitli <lei gruppo surrealista, la 
citta si n1uta in un caleidoscopico e 
mobile intreccio d'incontri, casi. avveni­
menti inattesi, coincidenze alogiche, ma 
risolventi i desidcri dell'inconscio. I 
luoghi piu semplici - 11n piccolo ncgo­
zio, un passaggio, un incrocio, t1na sta­
tua - rivclano la loro vera 11atura di 
trappole del desiderio: la vita e ii so­
gno, ha din1ostrato Breton, sono vasi 
con1unic.a.nti. 
I quartieri di Parigi ove si svolge la 
dean1bulazione e la narrazione surrcali­
sta non sor10 i quartieri turistici, cclc­
brati per i loro monumenti, e ne1>pure 
quelli letterari. Vi e una predilczione 
per la Rive Droite: ii quartierc dclle 
Hailes, degli affari e dci giornali, e la 
zona nord, popolare, della ciua; i pro­
tagonisti dclla nancric surrealista S()n() 
la strada, popolosa e moderna, ii g_iardi­
no pubblico, ii caffe, la piazza. Nella 
concezione a.storica, amodernista, sur-
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realism, Breton e ii suo gruppo vedono 
Pa rigi, c la vivono, in n1odo non socio· 
logico, ma ct1tologico, in un lavoro di 
analisi sugli oggetti della citta. La pre· 
fcrcnza \: per la Parigi colle ttiva, e 110 11 
per la Parigi dclla storia c clclla t radi­
z io nc, nclla ricerca di un'unit3 tra r in­
divicl110 c la citta; gli unici rifcrintenti 
portano a cp<.)che rivoluzionaric: la Ri­
' '<.)luzione franccsc e la Co11l1ine. 
l<'"l nancric c ii ntito cli Parigi dcrivan<.) 
da una lunga tradizionc lcttcraria, cite 
risale a Ncival, Rat1c.lclaire. fin<> ad 
Apollinaire e Benjan1in, nta e i i g.ruppo 
di Brcto1l in particolarc chc ha evidcn· 
ziato nll'interno c.lcllo spazio tirbano 
l'attc-sa 1e11sionalc <Jel n1e ravig.lioso, 
dell<.) sconosciuto . a ttravcrso "nodi" vi· 
branti agli incroci dellc strade p:1rigine, 
d i cui l'energia nascosta si rivela a chi l:l 
sollccita. 

Andre Breton, in La cit des clr11111ps 
(1953), p:trla della nostra di,•ersa scnsi· 
bilita di fronte a certi aspetti della citta, 
chc si prescntano os.cur~ln1cntc i11 for111a 
cli a ttrazic)ne c cli rcp11Jsionc. PcrC<>r· 
rcndo abitualn1cn1c u11a strada. ··possia· 
1110 riconoscerc, prcstanclo un 111inin1<> 
di attenzione, zone a ltc rnanti cli bcncs· 
sere c di n1alcsserc~ di cui si 1>otrcbbe 
precisare la lunghczza " .l.i'. Breton prcvc .. 
de. in ~>ropc.>s i 10 . una nlappa in1n1agina­
ria c in<JivicJuale clclla cit t?t, nell~' qualc 
i luoghi cite si anla rrcc1ucn1arc sono 
scgnati in l>ianco, c quclli cla evitare in 
nc rc), n1cn1rc la parte rcstantc, scg.nata 
i11 g.rigio, rapprcsentercbbc zone ;;ilte r­
n:inti d i a tt razione c c.li rcpulsionc. 
Qucstc ricerchc surtcalistc di intcrazi<>· 
nc pSiC<.)logica con l 'a1nbicnte urbano. 
con percorsi non1adici nclla citt3, 1>asse­
ranno in partc ncl lcttrism<> (1946) c ncl 
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movimento Cobra (1948·51), e quindi ai 
situazionistii che le an1plicranno in un 
campo ricchissimo di csperienzc.• 
"Per noi i i surrealisn10 e stato soltanto 
tina pri111a cspcric11za rivolt1zionaria 
nella cul tur:1, espcricnza chc ~ subito 
cad t1ta . Bisogna andarc pill lontano." 
C<>Si vicnc dich iarato nel prin10 nun1cro 
clella rivist~l /111en1t11itJ11t1/e s·;1i1atio1111;s1e 
dcl 1958, ncll'cditorialc clal titolo 
"An1Cre victoirc <lu surrCalisn1e". Ac· 
canto alla constatazionc clell'a 111aro suc­
cc.sso <lei surrc~1l isn10, chc si prcfiggcv~'t 
i i rovcscian1ento c.lell'or<linc sociale, eel 
C invccc stato assorbito da parte di una 
socie t3 che 11011 C st ~'l t<l trasforn1ata, i i 
<lircttorc Dcborcl traccia le coordinate 
sullc quali poggia la 1>rinla dCn1arche 
dell'IS: ii problcma dci giovtmi, c 111 
loro rasscgnazionc c noia~ l' in1portanza 
dcl gioco nella vita quot idiana; la "co-



struzione delle- situazioni" e l'"urbani­
sn1e unitaire)'. 
Nell'ambito della psicogeografia, sul se­
condo numero della rivista del 1958, c 
pubblieato un interessante "Essai de 
description psychogeographique des 
Hailes", di Abdelhafid Kathib, della se­
zione algerina. II quarticre parigino c 
oggetto di un attento studio psicogeo­
grafico condotto attraverso le strade, le 
correnti di traffico e l't1nita ambicntalc 
chc si detcrmina in certc zone, special­
ntente di notre, con lo scenario n1obile 
di ceste e di vivcri, c gli spostamenti dei 
cariehi. Kathib divide ii complesso in 
quattro differenti zone con percorsi in­
terni al di fuori dei grandi attraversa­
menti convcnzionali: in cssi \•engono 
evidenziati gli effetti emotivi chc un 
an1biCnte urbano pu<) suscirare~ la fina­
lita e l'esaltazione del carattere di po­
polarita, dello spessore di vita delle 
Hailes. Si propone una soluzione per ii 
prossin10 trasferimento dei mercati fuo­
ri cit1i11 cite, '"ncl scnso di una socicti• 
nuova, richicde di conSCf'•are qucsto 
spazio al centro di Parigi per le manife­
stazioni di vita collettiva liberata'~. Gli 
attuali padiglioni possono essere tra­
sforn1ati in piccoli con1plessi architettO· 
nici mobili situazionisti, c i11 labirinto 
per giocl1i. L'ar1icolo di Kathib l: corre­
dato da un questionario in sedici punti, 
rivolto ai lcttori, sulla nuova lettura di 
vita dcllc Hailes, attuata in chiavc psi· 
cogcografica, o di "ecologia un1ana". 
L'attrazione notturna dei situazionisti 
per le Hailes rimanda ancora a un fa­
moso libro di Breton, L 't111101tr /011 1 dcl 
1937. In esso ii poeta francese ripren­
dendo la tematica della Oanerie per 
Parigi giil ampiamentc descritta in Na· 
dja, ne catalizza la cen1ralitit sulla esal­
tante passeggiata notturna con Jacque­
line Lamba nelle Hailes (denominata 
'~la nuit du tournesoln), vibrante della 
pansessualitil intercor rente tra es.."i c la 
ciua. 
Di poco prcccdenti a qucsti testi sono 
pubblieati a cura del Bauhaus imagini­
ste tre piani psicogeografici, uno di Co­
penhagen e due di Parigi, nell'ambito 
dei documenti c dei piani preparatori 
dclla Confcrenza unificatrice di Cosio 
d' Arroscia, dove si forn1a l'l11tcrnazio­
nale situazionista nel luglio 1957. 
II primo e un libro di Asger Jorn e 
Debord edito a Copenhagen, dal titolo 
Fin de Cope11liague (Essai d'ecriturc de-
101,n1€e), 1957. In tiratura di duccc11to 
esemplari, e racchiuso nella coperti11a 
in nano tipografico di un quotidiano 

danese, questo piano psicogeografico si 
pre.senta corne una succcssione di bel­
lissimc pagine articolate trn colature e 
macchie di colore, inserti di immagini 
fotografiche di oggetti di consun10, an­
nunci pubblicitari c di cronaca, fumetti, 
a11ticipa1tici dcl gusto pop, c pianl della 
cittit di Copenhagen. In qucSto assem­
blaggio di immagini c parole trntte dal­
la Stampa e dallo "spettacolo" della vita 
quotidiana appaiono fr~1si con1e " Vive 
I' A.lge.rie Jibre", "lc·S n101s rnCrne pren­
ncnt un sens notiveau", usatc second<> 
la tccnica situaiionista del "d6tot1rne­
men1". 
Quasi contemporaneamente apparc 
u11'altra edizionc del Bauhaus irnagini· 
ste a cum di Debord, la Guide psycho­
geograpJ1iqt1e tie J>aris - JJe11tes pS)•cl1ogf!o­
grophiques de la d~rive et /oca/isation 
<i'l11ri1e da1trbria1rce. 
Interi quartieri parigini - estrapolati da 
una planin1ctria prospettica e che si 
ticonoscono per tnla dc1crn1inata unita 
ambicntalc (qui dctournata in "am· 
briance' ') - sono collegati tra di loro 
mediante un percorso, indicato dalle 
frcccc.) di cntrata c us.cita a circuito 
psicogcografico. Ciascun quartiere c 
poi sudcliviso eta linee di penc1tazionc, 
cli uscita. o di aggira1ncnto; le linc.e di 
derive sono state stucliatc da Debord e 
clalla sua equipe tenendo conto del­
l'ambientc, intc.so non tanto in scnso 
architetto11ic<.) quanto in qucllo 1>sicofi­
sico (la popolazionc cite vi abita, le 
zone verdi, ii gcncrc-dci ncgozi, la pro­
spetti\•a di una strada o di una piazza, 
nelle ore diurne e notturne. Accanto a 
quartieri molto '1n1pi, con1c ii Quartierc 
Latino o le Hallcs ccntrali, ne appciiono 
di piU piccoli, o addirittura una strada 
circoscritta (ii Quai aux Fleurs), o la 
zona in1orno a un antico ponte (ii Pont­
Neuf) entrambi luoghi amati dai surrea­
listi. 
II terzo piano psicogeografico dcl 1957 
c 111e Nflked City - /l/ustrfltio11 de l'lrypo­
tlrese des plaques touma111es e11 p;ycho­
geograplrique, firmato da Debord e pub­
blicato come quarta esperienza del Mo­
vimcnto internazionale per una Bau­
haus inln1agi11ista ncl libro di Jorn l'1>11r 
la fon11e. Con fre.cce rosse che at1raver­
sano diverse zone privilegiate di Parigi 
(i giardini del Luxembourg, i giardini 
del Louvre, le Hailes, la Gare de Lyon, 
l'Ospedale Militare ecc.) vengono rnp­
prcsentatc le dirczio11i chc collegano 
naturalmente diverse '"unitit d:a1nbien­
te", e lo spontaneo orientarsi dcl sog­
getto che le attraversi senza so11oporsi 
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agli usuali condizionamenti del traffico 
urbano. 
Queste tre pubblicazioni fanno parte 
dei documenti e dei piani preparatori 
della Confcrenza unificatrice nell'cstate 
1957. Essc "illustrano" la magna charta 
del movin1cnto, i i documcnto prepara­
torio piU importantc, ii Ra11port stir la 
co11stn1ctio1i des sit11atio1is et Sl1r le co11di-
1io11s de l'orga11isatio11 et de l'ac1io11 tie la 
1e11da11cc si111atio111risre i111er11a1io11ale di 
Debord, pubblica10 a Parigi nel maggio 
1957. 
L' assunto centrale C la tesi di una rivo· 
luzione culturale, sostenuta accanto ai 
partiti operai e condotta mediante 
un'analisi serrata delta societft capitali­
s1ica c 11cl rifiuto di tutti i va1ori bor· 
ghesi. Debord non propone tina nuova 
ideologia, ma di abolire, demistificare 
tune le idcologie: una prassi rivoluzio­
naria della "critica della vita quotidia­
na" che, riallacciandosi alla sociologia 
marxista di Henri Lefebvre, alle fonti 
utopico-politiche (Fourier, Proudhon) 
c a quellc lenerarie surrealiste (Rim­
baud, Breton), con una ricchezza e 
complcssita di motivi di fonclo si dirige 
verso la contesrnzionc globale del capi-
1alisn10 modcrno, privilegiando al pro­
letariat<>. di cui rivcndica la condizione 
soggettiva 1tella coscienza di classe, la 
rcalizzazio11e dcll'arte. La finalitit C la 
creazione di uno "stile di vita" nuovo, 
st1perando l'arte; ii 1>rog.ran1n1a imme· 
cliato e \10 lavoro collettivo organizzato 
c intcr11azionale, tc11dente a un impiego 
unitario di tutti i ntczzi di ro"csciamcn· 
to dclla vita quotidiana: "Non dobbia­
mo rifiutare la cultura modcrna, ma 
in1possessarcene per oegarlci" afferma 
Debord. 
Nodo centrale del programma presen­
tato e la 11costruzione delle siluazioni" 
in ambienti collettivi mon1entanci di 
vita, attra\•erso i comportamenti chc 
essi producono. L'urbti11is111e 1111itaire, 
piu complcsso ed esteso della sintesi 
delle arti, deve comprendere la crea­
zionc di nuove forme, come ii cinema~ 
la musica, l'an1biente sonoro, e ii de­
tournen1e11t di quelle conosciute. L'e­
lcmento base di questa nuova urbani­
stica non sarft dunque la casa, ma i i 
complesso architettonico. imperniato 
su effetti d 'atn1osfera emotivi dei va­
ni, dei corridoi, delle strade, lcgati ai 
con1portanlenti che essi conte11go110 c 
suscitano. In opposizione al razionali· 
smo e al funzionalismo (allora impc­
ranti) si costrt1ir3 un!arcl1itettura par· 
tcndo da situazioni cmozionali, piU 



chc da formc cmozionanli. 
Riallacciandosi allc posizioni di Anro­
nin Artaud (che attraverso John Cage 
innucnzcranno la formazione. di Fluxus 
e la nascita degli happenings in Ameri­
ca a meta dcgli anni Cinquanta), De· 
bord so1101.inea come le piu valide ricer· 
cite rivoluzionarie nella cultura siano 
dirette a coinvolgere lo spcttatore, ii 
suo intervento attivo, provocandone la 
capaci1a di canlbiare la vita. L.a ''situa· 
zionc'' C dunquc crcata per csscrc vis­
suta dai suoi costmttori. II molo passi­
vo del pubblico deve diminuire, lino a 
divenire partc ~t ttiva, vivcntc. Si dcvono 
nloltiplicare gli oggetti e i soggetti poe­
tici, oggi rari; C nc·cessario intcgrarc ii 
gioco, azione comportamentale, nella 
vita quo1idiana, allargandolo a 1u11e le 
forme dei rapporti umani, come l'amici· 
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zia e l'amorc: '*In una socicta scnza 
classi non ci saranno pill pittori1 n1a 
situazionisti che tra le altre cose fara11-
no dclla pittura." 
La critica della \1ita quotidiana situazio­
nista c anche ii punto di contano con le 
teorie del filosofo e sociologo francese 
Henri Lefebvre, con ii quale Debord 
ass:ieme alla Bernstein e Vaneigen1, 
aveva una stretta frcqucntazionc negli 
anni 1957-58 a Parigi. la trasformazio­
nc della quolidianita - grande terreno 
d'azione dcl gauchisme - e portata 
avanti da Lefebvre, partendo dalla 
"mCtamorphose de Ja vie quotidienne'' 
surrealista, 11el suo lil)ro Cri1iq11c <le la 
vie <J1,01idie1111e1 dcl 1961. 
In questa con1iguita di ricerche, i si1ua­
zionis1i punlano sulla 1eorizzazione del­
la spontancitfl rivoluiionaria (che giun-

gera all'au1oges1ione della loua opera­
ia), le cui prime fondamcnta sono la 
dCrive, la psicogcografia e la Hcostru­
zionc dcllc situazioni". 
Alla dCmarche collaborano attivamente 
gli artisti del movimento: ii danese 
Asger Jorn, l'ilaliano Pinot Gallizio, 
l'olandese Constant. Tulli e tre, lino al 
1961., anno dell'esclusione dell'ala arti· 
sc ica dal n1ovimento. agiscono 11ell'am­
bito dclla critic-a dell'urbanistica, cioC 
dcll'urbanismc unitairc, in modi vari c 
intersecan1isi tra loro. 
Jorn, fautore dello sperimenlalismo gia 
praticato in Cobra, pubblica ncllo stes· 
so 1957. e in concon1itania cori ii Ra1>· 
port di Debord, un irnportantc tcsto, 
Por1r la fon11e, serrata analisi critica del­
l'esletica funzionalista, dcll'indus1rial 
design e dcll'architc11ura, c a11iva pole-

rvtos1ra e vcndita della "pittura industriale" di Pino1 Gallitio, Galleria Van de Loo, f\ttonaco di Baviera, aprile 1959. 
(CourteS)' Museo Civico di Torino, 1\rchivio Pi1lot Oallizio). 
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miche coniro la scuola di Olm direua 
da Max Bill. In piuura, alla fine degli 
anni Cinquanta, sperin1enta la "peintu­
(e detol1rnte" o umodificazioni" di qua­
dri pompiers, ridipinti con colature e 
macchie di colore. 
Cons1an1 progeua nel 1956 ad Alba un 
'
1A.ccar.npamento per gli zingari'' che da 
sempre sostano in quella citti•, quale 
prima architcttura mobile e modificabi­
lc clcll'urbanisn1e unitaire, pun10 di par­
tcnza dci suoi progctti di citt:i sospcsc -
New Babylon - per una nuova c iviltf1 
urbana. 
Ma e soprauuuo Pino1 Gallizio a pro· 
durre dal 1957 la piu sorprendenle rap· 
prcscntazionc situazionista, con i rotoli 
di "pittura industriale", lu11ghi scssanta­
scttanta mctri. Come tultc le pratiche 
situazioniste, anche la "pittura indu­
striale" esula da esperienze disciplinari 
ar1is1iche lradizionali: nel Laboralorio 
sperimenlale di Alba, con ii figlio Giors 
Melanotte, Galli.zio produce pittura con 
tecnica a stampaggio o a olio e rc,sinc i11 

quantit3. talc da innazionarnc ii valore 
di nterce. Dcc.ine di n1ctri di pittura, da 
tagliare a metri, per rivestire d ivani, 
farne tappeti, decorare tavoli e ambien­
t i, avvolgersi in abiti, e per essere vissu­
ta, usata, C<)nSumata c quindi distrutta 
in comportamenti collettivi. Una pro­
duzione artistica banali1..z~•la, devaloriz­
zata, venduta nci supermcrcati o nc lla 
s1rada, e fruiia da ciascun individuo per 
un uso soggettivo e immaginifico. 
Le manifcs1azioni pubbliche della " pil· 
tura industriale" avvengono nel circuito 
artis1ico-mcrcantilc-, dcl quale vicne at­
lualo ii de1ournemen1 medianle crea· 
zione di ambienti rivestiti di pittura, 
dove si muovono indossatric.i avvolte 

Note 
1 G.E. Debord, "La th6orie de la d6rive", in 
Us Levds A111es, n. 9. Bruxelles, nove111bre 
1956; ripubblicato in lt1ten1a1ionale Sittta· 
rio1111is1e, n. 2, Paris, dicen1bre 1958. 
2 G.E. Debord, G.J \Volman, "Pourquoi le 
let1cisme?", in l 1()llarcJ1, n. 22, Paris. scttcni­
brc 1955. 
3 G.E. Debord. " La thCoric de la dCrive", 
cit. 
4 Da "DCrinitions", in /111enw1io1wle Si111a· 
1io1111is1e, n. 1, Paris, giugno 1958. 
$ G.E. Debord, '"la thCorie de la derive". 
cit. 

11clla stess.a: l''*unitC d'ambiance" situa­
zionista vicnc intcgrata dal coinvolgi­
men10 dello spe11a1ore in suoni e odori, 
menire Gallizio con un me1ro da sar10 
e un paio di grosse forbici iaglia per gli 
acquircnti n1c tri d i pittura, con1e nclle 
azioni alla Galleria Notizie di Torino 
nel 1958, alla Galleria Van de Loo a 
Monaco di Baviera nel 1959, alla Galle­
ria Drouin di Parigi sempre nel 1959. 
La "pittura industria lc '' non propone 
un rnodcllo da riprodurre, n1a teode a 
inflazionarne i \1.alori tradizionali; nclla 
<lcfinizione di gioco "fatto attraverso le 
macchine", come Gallizio enuncia nel 
manifesto on1onin10, ritor11a circolar­
mente ii concetto di g.ioco situazionista~ 
irttrccciato allo studio dellc tecniche di 
comportan1ento. Tecnic-he cite egli, stu­
dioso di nomadismo, avcva rilevato dal 
vissulo degli amici zingari, e chc nclla 
"cos1ruzione delle si1uazioni" dcll'IS 
hanno caranere radian1e, come nella 
derive e nella psicogeografia. 

Guy E'r11c.~1 Dcl>Or<I e nato a Parigi net 1931. 
Dopo un breve pcriodo di appartcncnza al 
lettrisn10 forma a Parigi un nuO\'O g.ruppo 
scissionisla l'lnlernalionale leltriste. ln que­
sto suo primo periodo, ace~tnto all'attivi1a 
1corica, dirige e produce film, con1c Hurl~ 
11u!11IJ' e1t fi1,•e11r de Sode (1952). Oirige a 
Porigi dal 1954 al 1957 Por/arch, ii bolleuino 
<lell'IL Nel 1956 l' Inte rnationale lcttriste 
confluisce nel ~1ouven1ent international 
p<>ur un Bauhaus imaginiste fondato da 
Jorn; en1rambi i movi1nenti si unificano ncl­
l' l111ernazionale situazionista nel 1957. D•1I 
1958 al 1969 De-bord dirige l ~l ri\'ista /111cr-
11a1io11tllc Sit1U1tio1111is1e~ cdi1a a Parigi. L'l'S, 
alla quale Debord ha dato oontinuita coor­
di11.ando le sezioni curopee e amcricane, si 
e sciolta ncl 1972. Tra i -suoi scritti: La 

6 L'ln1emazionalc situazionista C stata fon­
data nella Con(crcnza di Cosio d' ;\rroscia 
(ln1pcria) nel luglio 1957: in essa si unifica· 
rono ii MO\'inlento in1en1azionale per una 
Bauhaus irnmaginista, l' lnterna1ionalc let· 
triste e ii Con1ita10 psicog_eografico di Lon· 
dra. Tra i fondatori1 Debord, Pinot Gallizio 
e Asger Jorn. Sulle vicende s1oriche e sui 
documenti del movimento c(r. M. B;,ndini, 
L'es1e1it(), ii 1J()fi1i,o - Oa Cobra all'/111en10· 
zio11ale. siluo1io1tis.to 1948-1957, Roma, Offi­
cina, 1977 
7 "ProblCmcs prcliminaircs 3 la construction 
des si1uations", in /111en1a1io11ale Si1i,a1;01111i· 
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socie1e di1 spect<tcle, Pari.s1 1967; Co111,tte111a;. 
rts sur la rociell! du spectacle, Paris, 1988. 

Asger Jonr (Jotge11se1t), pittore e teorico, e 
nato a Vejrun1, in Danin1arc-a, nel 1914 c 
morto ad Aarhus ncl 1973. Ncl 1942 fonda 
a Copenhagen la rivista lcttcraria Helhtstt11, 
organo del gruppo Host di eui e ii teorico. 
chc poi connuiscc nel movimcnto Cobra 
( 1948·5 I), dcl quale Jorn e uno dci maggiori 
animatori. Ne! 1953 fond<t a Villars Chtsii!· 
rC·S ii MOu\•¢mCnt inlCrnational pour un 
Bauhaus in1aginis1e, a cui nel 1954 t.tdcrisco-
11<.) Enrico Baj, E1tore S-01tsass. C· alcuni 
a11is1i di Cobra. Ncl 1955, con Pinot Galli· 
zio e Piero Simondo, crea ad Alba ii Labo· 
ratorio sperimentale <lei MIBI, in cui ncl 
1956 confluiscono )'Internationale lettriste e 
Constant. Dal 1957 e tra i rondatoti dell'ln­
ternazio11ale situazionista, da cui esce. ncl 
1%1. 

Co11s1a111 (folieu"-'t11/111)'S), pittore e arehitctto, 
e nato 11el 1920 ad ,\n1sterdam, dove ncl 
1948 ha fond<HO con Karel Appel c Corneil· 
le ii gruppo Rcflc.x. che lo stesso anno 
confluisce ncl movimcnlo Cobra. Nel 1956 
adcrisce al f'vfouven:icnt international pour 
un Bauhaus in1agini.s1c c dal 1957 al 1961 
all' I111ernazionale situazionis1a, dove appor· 
ta la sua attivit3 di teorioo e di progettista 
di abitazioni collcttivc sospcse (New Baby· 
Ion). 

J>i1101 Oalliz.io, pittorc, ?: nato ad A.Iba del 
Picmontc ncl 1902, dove morir3 nel l964. 
1\.rcheologo, s1udioso di cul1ura popolarc, 
inizia a dipingere nel 1952 con J)iero Simon· 
do. Nel 1955. dopo la sua adesionc al MIS!, 
ne fonda ad Alba ii Labora1orio sperimen· 
talc ton 1\Sgcr Jorn e-Simondo cd cdita in 
qucsla citt3. ii bollcttino Eristica. Net 1957 C 
tra i fondatori dell' IS, CtJi partccipa at1iva­
n1entc fino al 1960 con la crcazione della 
"pittura industriale"'. 

ste, n. I, 1958. 
11 
,\. Jlreton. "Pont·Neuf', ill l<i cle d~· 

cl1tl1n1>S, Paris, 1953. 
9 I 1en1i di una architettura "simbolica'' c di 
una prin1a "coscienza geografica" sono gia 
dibattuti ncl n1ovimcnto Cobra. Cfr. M. 
Colle, " Vcrs une architecture S)•mboliquc". 
in Cobra. n. I, Copenhagen, 1949; e "Pre­
miCre planche de I' Alias PS}'Chologique u11i­
\'Crscl", con discgni di Pol Bury, su proge1to 
di Christia11 Dotren1ont, 1>ubblica10 in Co· 
bra. n. 7. Bruxelles, 1950. 



Shiraga 
C"t1rlt1 Lo11zi 

l¥/1e11 /)o/lock's <lri111Ji11g bect1111e est<1b · 
lisl1etl tis t1 p<>Jsil>le t ec/111it/llt! i11 /Jai11ti11g, 

it see111e1l 1/101 pS)·c/1ic li1110111titis111 J1atl 
acl1ie,1ed 1/1e 11/1i111a1e l ibera1io11 of 1J1e 
sig11, 1101 0111)1 fro1>1 all reprcse111a1io11al 
req11irc111c111s, 1/1is /tad already occ11rred 
lvi1/1 al>slrt1c1io11is111, 1>111 also fro111 everyi 
{JOSSible Ji11k betlVCCll 1/1e sig11 (Ill(/ J>re· 
co11s1itc11cd 111et111i11gs. Tl1c effect, ,,..J1c1l1er 

of tire t/1i1111i11g J>roces.s irself (>I' its rcs11l1s, 
is 1/1ar tlrese obsessive 11111gles co11ftl tip· 
pet•r~ st1i1>11ed of i111c/lcctr1a/ 111etlilltio1r, tis 
1110111e111s of air e.rtre111el)1 tlra111a1ic 1e11· 

sio11 0111/ also as e.\1Jeri11Je11t<1tio11 'vit/1 a 
real e.t·cl11di11g any co11flic1. Holve1'er, I 
/1ave also 11otetl l101v. eve11 i11 1/1e A111eri· 
ca1r's lllOSI (/il'eCt ll-'Orks, a 111e111al JJIOI, (Ill 

011;a11iS<ltio11 of 1/1e fJai111i11g ;,, tlct·ort!a11l·e 

· Kazuo Shiragat Fe.~tival di Osaka, 1959. 
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·· \
1c)u cannot obtain it through thought. 

You e,,~nnot obt:1in it , .. •ithout 1hou~h1." 
(Fron1 the Zcnrin) ... 

1vi1J1 c11bi s1 a11al)'SCS, s11bsis1i11g as a 
{11111i11011s 11en .. ·ork, s11s1t1i11s 1J1e <11ra11ge· 
111c111 of co/011rctl sig11s a11tl breatl1es life 
i1110 1/1e111 - over a11d above 1/1e i111111etli· 
<icy oj· 1/1eir 01v11 vitt1lis111 - i11 a /XJSsible 
fomwl order. 
Certai11!)1 011e of 1!1e 111oti11cs for Pollock's 
re111r11 10 1!1e f1g11re 1vt1s J1is fnistratio11 i11 
realisi11g 1J1at. at 1l1e 1110111c111 1v/1e11 tire 



l1a11<i 1l1n1s1s 1/1e sig11 01110 tire ca11vas, it 
a1,10111atically beco111es a COJISCiOtiS poi11ter 
to 1l1e pai11ter's c11/n1re a11d its ideal sr1pcr· 
stn1c1r1res. fit 1/1e e1ul, a 111e111ory of 1/1e 
'vorlll, <is a 111e111ory of {Jartic11/ar fon11al 
artic11/a1io11s, re1nai1is ca11gl11 11p i11 1l1e 
tirippi11g proced11re. 11rus Pollock leaves a 
1i.·ork i11 Jvl1icl1 tire 1111iq11e11e.ss of 1/1e pic-
1ori<1l gestttre is sig/11etl b111 1101 acl1ievetl, 
'vl1ere <liss0<:it11io11 i11 all its 111otles (co11-
scio11s·1111co11scio11s1 spo111a11eity-cOJ1trol) 
is co11v11/si1•cl)• felt ei•e11 i11 1l1e artist :5 
11ervo1tS sys1e111. liistoriograpl1y l1as al­
ready 1ra11sfom1ed this drama imo an epic 
1.,·itl1 Pollock as "t/1e 111a11 at 1/1e A111e:rica11 
frontier". This has bec11 011c of the most 
a11tl1e11tic eve111s OJI 1/1e a11 sce11e i11 rece111 
)~ears: tl1e ftg11res lvl1ic/1 best re1Jrese111 l1i11r 
are, as 1vi1/1 JVols, 1/1ose l11l1ic/1 look 10 1l1e 
fi1111re. Wi1/1 1l1e '~'Ork of Sl1iraga, •ve tire 
perhaps alreatly there. 
It is k11ow11 1ha1 Shimga ll'Orks in this 
1vay: /1t111giJ1g fro111 (1 ro1>e, l1e 1l1ro1t1s l1i111-
self at 1l1c ca11vt1s 1,1id 011 1l1e gr<>1111tf, 1111<1 
coverc'I n1i1/1 /111111:>s of color1r ~"l1it'l1 lie 
spreatfs by n1bbi1rg over lVitl1 l1is feel '''ltile 
lte s1vi11gs 011 a rope. S11cl1 a tecl111it111c ''' 
first sight appears 10 be merely an extreme 
variatio11 011 Pollock's, a11<I certai11~v 1l1e 
latter 111a)1 be 1ake11 <1s 1l1e i111111etfitile 
1>recc1le111. Ho"·ever, .S/1iragt1 S 1ccl111iq1'e 
i1111>lies a sig11ijica111 <1<l"'<111ce OJI Pollock's 
i11 tl1a1 it represc11rs a defi11i1ivc libert1tio11 
fro11t tire i111ellect11al, a11d coffeSpoJ1tli11gl)1, 
<1 11at11r<il, co111plerel)' free 111ove111e111 s11b­
s1i111tes 011 obsessive a11<l li111ited ges111re. 
By eli111i11a1i1ig tire tratli1io11al i111en11etli­
t11y i11 tl1e JXii111i11g process. i11111iti11g its 
a111big11011s 11011,re as JJci11g bo1l1 fX1nit1/ 
t111d i11l1ibi1ed, Sl1ir<1g<i l1t1s 111n1e<I a jJlrys­
iological orga11is111, /1is ou111 bodJ~ i1110 a 
livi11g 1>ic1orial i11s1n1111eJ1t. I do11'1 lvisl1 10 
iJisist 100 111111:11 011 1/1is 1>0i111, b11t ir see111s 
IQ 111e /Ital $CS/lire$ i1111Jly (Ill ai111. (..'ll(!Jl 1f 
it's 011!)~ 1/1a1 of crea1io11. Botly 111o"'e· 
111e11ts, l101vever, tire 111erel)1 11ra11ifes1atio11s 
of life, immediately apparem as wlu11 they 
are: "art of living'; as 1'apie so rightly 
said. For Tapie the discovery of the Jt1· 
patrese ava111·gar(/e '""'$ c.·tutt1i11/y 1101 ti 
cause of Iris searcl1 for a11 art autre. 
111c fact the Shirt1g<1 m11ke.s works by free 
111ove111e111s ca11 be illt1ffti11a1i11g lvl1c11 011e 
is co11fro111ed 1vi1/1 Iris '"·orks u1l1icl1 are 
extre111ely viole11t, a/1/101,g/1 i11 a11 i11-
vigortiti11g ti11d lively ,,.·ay 11101 is differc11t 
fro111 11e11rotic Westen1 pai11ti11g t/1a1 1vears 
itself 0111 i11 tl1e vai11 t1tte1111Jt to 11et1tralize 
1/1c coefficie111 of 1/1011gl11, 1vl1icl11 i11 a11y 
case, belongs 10 it by definition and 
cltaracteriies i1s exprcssio11. (Tl1is is 1vl1ere 
Ma1/1ie111s 1l1eorizi11g tlebl1tes i11 <I dr1alistic 

se1ti11g.J Fro1n or11sitle lire tl11alis1 i1111>asse, 
110 11reJ1lal pri11ciple 11ee.tl be bro11gl11 i11to 
pla)', 110 111ore 1/1a11 ii 11eed be i11 t1rcl1ery', 
(1tlzlerics, etc. Tl1is is fi111tla111e111t1/1)1 «11 
a11cie11t idea fro111 Ze11: i1 is 1101 a q11cs1io11 
of tl1e <1rtist 111asteri11g 1/1e pictorial 111ea11s 
so 11111cl1 as itle111if>•iJ1g 1vi1/1 1!1e 111eti11s 
itself 
The capaciry for co11cen1ra1ion, as being 
si1111Ji}· 11rese111 10 011eself. 1vi1l1011t fi1rtl1er 
e11tls, '''''' 1l1e 11«t111'(i/11ess of 1J1e tl1ro1v 
i11to S/}(lt'e as 1/1e obvio11s t1vailabili1y of 
the self in the flow of the real seem 10 be 
fired elemems that accoum for Shiraga's 
JJic1orial s11cces.s, 1vl1icl1 11e,.-er1l1ele.ss 111t1s1 
eve1y 1i111e rei11ve111 ils 01v11 111<)</alities <1c­
cor,li11t; 10 1111 111iforseeable e11101io1rol cir­
c11111st<111ce. ~i11c/1 fl tlirect ttll<tck 1111<1 s11cl1 
i11flexible e11e1ro' ··)vit/10111 ''"t1veri11g" i11 t1c-
1io11 bc)·o11d tire S)'111bols, i11 a ki11tl of 
selfevitlent ph)~iological eral1a1io11, give 
Sl1iraga 's n:orks tl1e cl1aractcr of'' 111t1r· 
vellotiSly si1rgle e1•c111. A lvl1olc Ja1Ja1rcsc 
1ra<li1io11 of c/1iaval1)1 (111tl reft11e111e111 (;(111 
be seett i1r tire traces of tire e.recr11io11 of 
air)' of Sl1;rag<1 S {Jl1i111i11gs, " co111bi11<11io1r 
of spectacle t111tl C<itl1ars;s. 111e t'.rec111io11 
is in higlt style. The agile, fcrocio11s mo•'e· 
111e111s sp/;1 tlze colo11r t111t/ tlrag i11 fast 
i111erset·ti11g stri<le.s_. <111i11i11g 1!1e fie/ti bril­
lit111tl)'· /1rca11tiesce111 f/olveri11gs of 
1t111terit1l CO(ISt t1lo1r1; 1/1e ellges 1vl1ere 
tl1e feet l1t1ve pressetl 111ost l1e<1,,i/)~ sliJJ· 
/Ji11g Q11 1l1eir on111 i11St(111t<111eo11s tr<ick 
which is left radiam. 
We find ourselves here perhaps t1r the join 
of tire 111ai11 c11/111res of tlr(! co111e11r1>0rt11y 
u•orl<I. We.s1cn1 1lroug/1r is 1Jresc11r "' tlte 
l/t1icke11i11g s1111se1 of i1s 01v11 .\)i111bols, a11tl 
of its own ideological waste. Amt 1ltro11glt 
the discredited me/Ila/ Stheme itself, 10 
1vl1ose fitlft/111c11t 1/1c 1ratli1io11 of a11 a1t· 
cic111 Orie111a/ '''i.'il/0111 111ay 1ro1 ap1Jear 
esse11tia" tliesc c11ln1res 1vi/l fatle. fl 11111s1 
be obsen1ed 1/1a1 Sltiraga /Jr<1c1;se~'i Ze11, 
a11(J /tis s11ccess is i11co11ceivable 0111si<ie 
this rigorous pmctice of the refinement of 
i11111i1io11. T11;s a//01vs a li/Jera1;011 1/1t11 
e11ables 111<111 10 reac/1 a stt11e of t1n't1re11ess 
before 1l1e occ11rre11ce of 11«t11ral cvc111s 
re<lee11rs /1i111 ft·o111 tl1e 111e11111I s11pets1n1c· 
111re. 
~Yl1t11 is i111por1a111 abo111 Sl1iragt1 ·s 
s11cccss, a11tl sir11i/arly 1vitl1 otl1er Japa11es-e 
ar1is1s: YosJ1;/1ara, 1\fo1011aga, 011isl1i, 
Ta11ako, c1c. is also •vl1a1 J1as bee11 re­
vealetl ;,, figt.1ra1ive flrt si1rce tire lt1s1 ce11-
111ry1 1/1e sig11iftca11ce i11 tire e11co11111er be· 
11vee11 Westen1 011<1 Eas1er11 c11/111re. ft is 
certai1r 1/1(1/ 1l1a1 e11co11111er ca111101 1101v be 
i11tef]Jre1ed i11 1en11s of lite absorp1io11 of 
a11 <111c.·ie111 ci,1ilisatio11 i11 1/1e co11rse of 
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being tii.5credited by a Nege111011ic civilisa· 
1io11, 11l1/1011gl1 ii 111t1y l1a11e see111e<I .'io i11 
1l1e ti111e ofi\1011e1 f111tl an 1ro11vea1t. Fro111 
1l1e perspective of tl1e presc1r1 day, lite 
i111eres1 of A1011e1 t11rd 1\Jo1rdria11 i1r la1X111ese 
"" is merely ti phase i11 the process of recip· 
rocal i1ifi/1ra1io11 i11 tliffere111 c11l111res -
011e of tlte 111os1 <lecisive co11ditio11s for tlte 
fi1t11re of l111111a11i1>'· 
Tire fac1 1l1at 1l1e J,1pa11ese a11a11l·gartlc 
J1as clea1·/y beeJ1 affcc1c<I try 1/1c Wes1en1 
posl·lv<1r 111p111re, <111<1 l111s itselj' 11ssi111i­
/a1ed 1/1c res11/1s of JJ/e.s1er1t li11g11is1ic 
clabort11io11 fro1t1 1l1e 1i111e of i11rpressio11-
is111 0111i.·ards, de1:elo1Ji11g i11 t1ccor(/t11zce 
1vi1!1 1l1ose 1ex1s its 01v11 111otler11 pictorial 
se11sibilifJ1, ,foes 1101 i1rtlica1e a 111erely 
coi11citle1r1al borro1vi11g. 1'11e soltleri11g 
u1it/1 1l1e IVesl occ11rrtcl tit 1/1e precise 
1110111c111 i11 1vl1icl1 co111e111por,11y art, 
having reached the most acllle phase of 
1:risis, JJega11 10 </11es1io11 i1s ou111 ra1io1111/ 
data, t1/loi,1i11g tl1e ca1)(1/Ji/i1y of i11'J.·estigt1t· 
i11g 111iforesee(1ble tlevelo1>111e111s i11 1111i..,·er­
s(1/ vt1!11e. /11 effect. lvl1e11 ives1e11r (111 
.>7Jrc<1tl tis a /on11al rt11io11alis111 <ieri"ed 
frOtll CttfJiS111, t/1e On·e11I COltltl 011/y Sttb· 
111i1 to or reject t111 i1111)(}siti<)11 so c:.r1re111elj1 
foreign 10 it. (And it has been seen that 
J111>«11ese ar1 1>rod11ce1l 011 1/1ese li11es 
de11ietl its ret1so11s tvitl10111 bei11g able to 
f<1src11 011 t111y1l1i11.~ real/>1 vital.) f-lolvt">l-·er, 
tire Orie111, u:/1e11 <iy11t1111ict1lly C01'SCiOttS 
of i1s 01v11 co111rt1dic1io11S a11tl scl1e:111es, is 
re1uiy to plunge from the depths of its own 
1radi1io11s. 
Tire val11e of Jt1pt111ese <111 l0</<1y ca11 be 
1111ders100<I if •ve free 011rse/1ies t·o11111lctclJ1 

fro111 1l1e l,Ves1en1 1c11tle11cy 10 co11ceive of 
a work as the product of an effort to make 
tire 1em1s of a11 operative dialectic wily. 
1Woden1 Japa11esc art is j11stifie<I i11 l1avi11g 
i111en-·e11cd at tire riglrl poiJll i11 1!1e 
dc1:elo11111e111 of co11te1111JOral)' fig11ra1i,rc 
art: tit tlte poi111 of tire 111os1 tfr(1111111ic 
co11v11lsio11 i11sitle its 01v11 c11l111ral co11· 
flicts. Ail tire resources of a spo111a11eiry 
which go.!s beyond any ded11ctive de111011-
s1ra1io11 l1t111e llfJpcared 1vi1/1 disco11certi11g 
1iJt1eli11es.s. Tl1is also sce11rs 10 accord 1vitl1 
1l1e co11rse 1vl1icl1 Ottr 1vorl<I is taki11g i1J 
teSolvi11g itself i11crcasi11gly ;,, '''ri1)1, ei,.·e1t if 
0111), 11111l1ipl)1i11g 1l1e i11tlivit/1,al prctlica· 
111e111. 

£xhibitio11 catalogue, Galleri<1 /\'oti~ic anti 111· 
ren1a1io11al Ce11rer of Aesthetic Rcsearc/1, 
Marc/1 7, 1962. 
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Da sinistra: 
2nd Oucdoor Exhibicion Gucai, 1956; 
Sadan1as.a Moton1aga, UJ11g "I' S1noke. 
Osaka, 1958. 

Akira Kanayam~. 
Le pas sur f< JKlpier, 1956. 
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3rd Outdoor Exhibition or Gutai. 1957. 
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John Cage 
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John Cage, Alla riccrc11 tic/ te111po 1>erd1110, Italia, 1978. (Foto M. Corinto). 
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About John Cage's 
''Prepared Piano'' 
Da11iel C/1,1rles 

One knows Schonberg's prophecy 
about tone colour: if we arc able to 
erect "structure-s \Yhich \Ve call melo· 
dies~·, i.e. "successions \Yltose coherence 
is similar to that of thought", out of 
pitch-differentiated sounds, then we 
will create,' out of the dimension of 
tone colour. successions "\vhose rela­
tionships 'vork 'vith a kind of logic en­
tirely equiva lent to that 'vhich suffices 
for a n1elody of pitchcs".1 Even if that 
could but seem "a Futuristic fantasv" in 
1911, Schonberg firmly believed it 
\VOuld cause " tlte sensuous~ expressive, 
and spiritual pleasures 'vhich art is in a 
,>0si1ion to offer to gro'v in unheard-of 
v.•ays": it 'vould "l')ring us closer 10 the 
bewitchment of drcams".2 Even 'vithout 
theory Of ulOgic'', i.C. \VithOUt OlC3SUf­

ing, describing ~nd ordering the variety 
of tone colours, their succession \vould 

"son1eho\v agree \Vith 011r feeling for 
beauty";~ 
In fact Schonberg himself did 1101 ap­
proach !he logic of dreams he had been 
1>raising in his Hant1011ielc/1rc: having 
stated that the paradox of tone colours 
" lies in the contrast between its direct 
co1t1n1unicative po,ver and the historical 
inability t<> grasp it criticall}' or analyti· 
cally"'. he never atten1ptcd to explain 
"'the 1>rinci1>lcs that interrelate the 
clivcrsc sounds of a given 'vork" :' Con­
fining his n1usic to the conventio11al 
12-tonc scale, he did not seek to 
elaborate on the fourtce11th-ccntury 
developrnents l')y incrc<lsing still furthe1· 
the instn1n1cntal tccltniqucs or a11era· 
tions \vhich had led to the \\•ide variety 
of the orchestral colouring or the full 
range of discrete chromatic pi tches. 
111at perplexed the mind of one of his 

"I couldn't use percussion instruments for 
Syvilla's dance, though, suggesting Africa, 
they would have been suiiable: 1hey would 
have left too little roo1n for her co 
perfor1n. I \V3S obliged 10 \\•rite a piano 
piece. I spent a day or so conscientiously 
trying to rind an 1\fric.;_tn 12-tonc ro,v. 
I had no lucJ.:. [ dccidc<l th<·11 'vhat '"as 
' vrong 'vas not n1c but the piano. 
I decided to change ii." (John Cage, 
Fore,vord to Richard Bungcr·s 
T/1e 1.Jlt//./'rc.•pare(/ /'iano. l973) 

students and fans, John Cage, for whom 
the practical problem of how to com­
pose 'vithout having at his disposal 
neither the ordinary instrun1ental re­
sources nor the rclativcl>t uncommon 
one.s of the percussion ensemble arose. 
In the late Thirties, Cage was employed 
:is accompanist for the classes in mod­
ern dance at the Cornish School in 
Seattle-~ Washi11gton: the.se classes 'vere 
taught by Bonnie Bir<I, 'vho had worked 
\Vith Martha Grah::tn1. One of Bonnie's 
students. Syvilla Fort, asked John Cage 
to \vritc an accon1paniment for a Bae· 
cl1t111til site 'vas to 1>errorn1 son1e days 
later. Cage J1a<I at the tin1c l\V(> 'vays c>f 
con\posing: e ither 12-tone n1usic for 
clas.~ic:·,1 instrun1ents, or approximate 
pitch or noise for l ittle percussion en­
sembles. Unfortunate!)', the Cornish 
Theatre had no space in the 'vings, and 

John Cage, All" ricerca ~lei 1e111fH) /H!-nlu10. J1alia, 1978. (Foto Gui<fo f·tarari). 
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no pit; there was only a piano at one 
side in front of the stage. Now how was 
it possible to compose an appropriate, 
i.e. Afric.an, accon1paninlent. without 
any pereussive device? Having tried in 
vain to find "an African 12-tone row", 
Cage "decided that what was wrong 
was... the piano": he decided "to 
change it".~ 
Cage had studied not only with 
Schonberg, but with Henry Cowell: "I 
had often heard him play a grand 
piano", he says, "changing its sound by 
plucking and muting the strings with 
fingers and hands. I particularly loved 
to hear him play 771e Banshee. To do 
this, Jienry Cowell first depressed the 
pedal with a wedge at the back (or 
asked an assistant, sometimes myself, to 
sit at the keyboard and hold the pedal 
down), and then, standing at the back 
of the piano, he produced the music by 
lengthwise friction on the bass Strings 
with his fingers or fingernails, and by 
crosswise sweeping of the bass strings 
with the palms of his hands. In another 
piece he used a darning egg, moving it 
lengthwise along the s trings while 
trilling, as I recall, on the keyboard; this 
produced a glissando of harmonics.'" 
And in parallel with Cowcll's experi­
ments in the Tv.·enties, Maurice Ravel's 
L'etifant et /cs sortill:ges (1920-25) had 
included the weaving of paper into the 
piano strings.' \Vith such examples in 
mind, Ca.ge didn't hesitate. 1'1 wc1tt to 
the kitchen'', he recounts, "got a pie 
plate, brought it into the living room 
and placed it on the piano strings. I 
played a few keys. The piano sounds 
had been changed, but the pie plate 
bounced around due to the vibrations, 
and, after a wlt_ile, son1e of the sounds 
that had been changed no longer were. 
I tried something smaller, nails between 
the strings. They slipped down between 
and lengthwise along the strings. It 
dawned on me that scre\\'S or bolts 
would stay in position. They did. And l 
was delighted with the sounds they pro­
duced. I noticed the difference ob­
tained by use of the 1111a corda ... I wrote 
the Baccha11a/ quickly and with the ex­
citement continual discovery pro­
vided.''3 
As psychophysicist Harvey Fletcher, an­
alyLing the colour of the piano tone in 
1962, has shown, the quality of the 
"colouring" does not only depend, 
during "normal" piano playing, upon 
the wave form or spectrum ("Helm­
holtz's differing partials with differing 

intensities") of the sound. It also de­
pends "upon the pitch, the loudness, 
the decay and attack time, the variation 
with time of the intensity of the par­
tials, the in1pac1 noise of the hammer, 
the noise of the damping pedal, and 
also the characteristic endir!f of the 
tone by the damping felt, etc.' It is not 
"one characteristic, but rather a bundle 
of clraracteristics, 'vhich has COfne to be 
called (especially in electronic music) 
the so1,11d e11velope".'0 One may vc-ry 
well introduce slight or important 
changes into the onset, the body or the 
release of the sound simply by modify­
ing one's minute gesture while playing. 
Moreover "due to the stiffness of the 
vibrating string. certain of the partials 
(particularly of low notes) are sharp; 
this slight discrepancy of intonation, far 
from being displeasing, produces an 
element of 'warmth' in the sound"; and 
similarly there is a "11ecessary sliglrt 1nis· 
t1111i11g of the two or three 'identical' 
strings that pia11os have for each 
pitch";11 so tltat "a very slight shortc1t· 
ing, lengthening, softening, or louden­
ing of the impact noise - as well as 
narrO\ving or extending its frequency 
band - is enough to destroy the sense of 
piano colour, even if all other charac­
teristics remain unchanged".12 Conclu· 
sion: "To deal adequately with tone­
colour phenomena, we must consider 
the complete vibrational spectra of the 
sound events, not merely a simplistic 
reduction of the sound to a fundamen · 
tal (as in notational conventions and 
almost all previous theory) or even IO 

John Cage alle.~ t isce il Prepared Piano. 
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instrumentation/orchestration (as in 
what has 11ntil now passed for tone­
colour theory)."" Such a holistic per­
spective was already present in 1938, 
when Cage began to 11prepare1

' his 
piano for Syvilla Fort's 8acclra11al: in­
stead of conceiving the transformations 
of the piano sounds as Schonberg 
would probably have conceived them, 
i.e. as merely rendering the piano tones 
unidentifiable as such, Cage ,..,as open· 
in.g his cars - and our ears - to a radical 
expansion of ne'v sonic resources, 
through a systematically (even if 
empirically) increased exploration of 
the available sound materials. In other 
terms, he \Vas inventing the new context 
in whicll such transformations were to 
become meaningful." 
He himself has explained this specific 
point. "\Vhen I first placed objects be­
tween piano strings", he tells u~ "it \Yas 
with the desire to possess sounds (to be 
able to repeat them). But, as the music 
left my home and went from piano 10 
piano and from pianist to pianist, it 
became clear that not only arc two 
pianists essentially different from one 
another. but two pianos are not the 
same either. Instead of the possibility of 
repetition, 've are faced in life \Yith the 
unique qualities and characteristics of 
each occasion. The prepared piano, im­
pressions I had from the work of artist 
friends, studies of Zen Buddhism, ram­
blings in the fields and forests looking 
for mushrooms, all led me to the enjoy· 
ment of things as they come, as they 
happen, rather than as they are 
possessed or kept or forced to be."" 
First of all, the fact that two pianos arc 
never the same is worth underlining. 
Let us consider the "scale" (the "entire 
set of proportions of sounding parts") 
for any piano design: it is "different", as 
Richard Bunger explains in his study of 
The Well-Tempered Piano, for every 
make and model of piano. "Therefore 
preparations used for 01te may sound 
differently or be inapplicable on 
another piano".16 For .instance, since 
the string length for any given pitch 
varies from piano 10 piano, the location 
designation (e.g. "four inches behind 
the damper") must be re-calculated 
from one instrun1ent to the next, i.f one 
wants to obtain some identical sonic 
result; but if one doc.I) 1101 wish to re­
peat the "same" sound, one may very 
well keep the designation i.ntact. In a 
similar manner, the second F below 
Middle C has three strings on some 



pianos. t\VO on o thers: since there is, as 
' "e l1ave seen, a necessary slight mistun· 
ing of these strings, the unisons are 10 
be dramatically controlled; but it is 
possible as well to leave cerrnin reso· 
nances free. Now when the design of a 
piano includes an .roverstringing" ("the 
design feawre whereby the bass strings 
cross diagonally over the strings of the 
middle register, at a higher elevation 
above the soundboard ... necessary for 
the efficient use of space inside the 
piano, for 111a.xin1un1 string lc11gth in the 
middle registers, and for added reso­
nance in the middle and lo'''er registers 
through sympathetic vibrations"), one 
cannot apply an)rthing to, or ren1ove 
anyth ing from, the lo\ver strings, 
without using tweezers, and the objects 
introduced in the overstrung area may 
not rattle against one of the set of 
strings.17 '"fhe cardinal rule or piano 
preparation is: Nc\ler force a11y1/1i11g be· 
/)veet1 tl1e stri11gs." 18 If this rule is ob· 
served, preparing a piano 'viii never 
damage the instrument; the prepara· 
tions, though they will slightly increase 
the tension on the strings, \\'ill 11or 1>ut 
the pian<> <>ut <>f tune, since they 'viii 
affe~t it "substantially le.ss 1han the ten· 
sion \1aria1ion cattsed b)' nor1nal 
changes in humidity";'9 and there is no 
reason why dry hands should corrode 
the strings. In order to prevent the 
han1n1ers from striking the l' rcpara· 
tions, all the objects used \Viii have lo 
be placed over the soundboarcl area, 
but in such a '"'a)' as nol 10 vibrate 
against the soundboard when the note 
is played."' 
No'v as concerns the .. unique qualities 
and characteristics of each occasio1\" 
which, acc:orclin,g to Cage, prevent the 
live performer to indulge himself with 
mere repetition, one will easily agree 
with Richard Bunger: verbal descrip· 
tio11s are. too lirniting to allo'" any in· 
ventory, e.,•en approxin1atc, of the '·rny· 
riad tin1bres available t>)' preparati<.>n of 
a piano".11 Rather, one has to ex· 
pcrience and dist inguish aurally each 
nuance. Nevertheless, it is possible to 
say that "tin1brcs of prepared notes vary 
fron1 bright to dark ~ ... s the 111atcrit1ls 
cn1pl<>yed vary fro111 hard to S<>ft", ~'nd 
to classify some of the "interdependent 
variables within each preparation which 
affect timbre am/ pitch of the resulling 
prepared sound": the pitch may be 
lo\vcrcd if 011e increases the mass of the 
preparing object; and it may be raised if 
one increases the side,vays te11sion on 

the strings by placing between them 
Objects the d iameter Of \Vhich is gradU· 
ally enlarged; in both cases, the timbre 
will be affected. Symmetrically, the 
relative placement of the object along 
the string length and the strength and 
rapidity of the keyboard attack will con· 
cern not only tintbre, but also pitch. 
Bolts (including stove bolts, cap scre,vs, 
c.arriage bolts, thumb scre\\'S, n1achine 
bolts and machine screws) and screws 
(including wood screws, sheet metal 
screws and lag screws), with all their 
possible variations of mass, may be 
used in co111bina1ion \\•ith '"ashers and 
nuts, \vhich '"ill provide '1jangle, buzz, 
c link or rattle when the note is 
played";" coins (pennies, as specified 
by Cage, or din1cs), 'vire, L-scre\11S and 
U·bolts are also to be employed. In his 
Suite 1 for Prep<1red p;a110, Christian 
Wolff uses strips from a 1in can cover. 
A s conccr11s '''OOd, every degree of 
hardness provides its own timbral 
characteristics: brittle woods such as 
bamboo offer gong-like sounds and soft 
woods offer thuds. As concerns cloth 
ntulcs. one n1a)• use '"cathcrstrips, \VO<>I 
rclt, ancl ribbons; n1utcs of plastic and 
rubber of different densit ies ancl 
elasticities will provide drum-l ike and 
woodblock-like thuds and thunks: while 
a '"iring insulation n1ay help t<> in1itate 
Chinese tcn1ple l'locks. 1>iano tuners• 
rt1bl,c r '"cclgcs proctuce~ if 1he notes arc 
played pp i11 the middle p i;1n<> range. 
sounds similar to those of the bamboo 
stamping drums of Polynesia. One is 
''lso free to use rubber pencil erasers, 
like Cage in the So11t11as & J11terlt11Jes; 
Jan\p cords: foan1 rubber: scraps of 
sheet plastic: etc.is 
"To thicken the plot'', as Sri Ran\ak· 
rishna - quoted by John Cage'' - said, 
it is possible to im•cnt "hybrid" pre· 
parHtions, en\ploying ~·n1orc than a 
single tintbral fact<)r for an)' one note"'. 
For instance <>n a three·string u11iso11 
one n1ay place nvo idc11tic.al 1>repara­
tions at different distances behind the 
damper, or prepare a single note with 
1nore than one type of p reparation 
n1ateria l, or con1bine l>oth pr<->cedurcs.2S 
One n1ay also, thanks to the 111111 conl1i 

l'eclal, ntanage tra11sitions fronl 011e 
tin1bre to another, or front a hybrid 
l)reparation 10 a i'purc" one.X<> One n1ay 
place a preparation at the harmonic 
11oclc on a piano string in order to 
cn1phasizc the pitch of tha1 r>artiaJ.:7 

One may also use st1,fi1ce /Jre1Jart11io11s -
1l1ose \vhich ;·are laid upon the strings 
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rather than being wedged between 
them" - by damping the strings with 
one hand, before playing 1he damped 
note on the keyboard with the other 
hand; or by lightly 1ouching a node, 
thus producing a pure piano harmonics; 
or by sliding the damping finger or 
hand along the length or the string in 
order to vary the timbre~ etc .. Ainong 
the indefinite number of surface pre­
parations available, Richard Bunger 
has given the following relli (recently 
called for by composers during the six· 
ties) selection: 
" . a book (size specified) laid onto the 
s1rings; 
• ping-pong balls on the treble-register 
strings; 
• a strip or paper (2' x 8 ·) laid onto the 
strings and slid forward beneath the 
dampers: 
· a chalkboard eraser; 
• a metal triangle beater laid on the 
Strings bel\veen a and a'; 
• metal protractors and 3· notebook 
rings linked and laid onto the bass 
strings; 
.. a nude \VQ1t1a.n lying Ofl tlte piano 
strings inside lite lid."l:.>: 
Another possibility of enhancing the 
complexity of the preparations has been 
introduced by the use or electronics. 
Microphones or relays conver1 sound 
vibrati<>nS to electrical energy. ancl an1-
plificrs, fi lters and niodulators arc 10 be 
en11>I0)1ecl as n1odifying device-s. "Micro~ 
pl1oncs·•, Riehar(-1 Bt•nger explains, 
" may be masking-taped to the sound· 
board, the piano case or the iron plate. 
They may also be suspended on mike 
boon1s underneath or inside the open 
piano. One sl1ould experimen1 \\•ith 
both air n1icrophones and contact mi· 
crophones for different effects."" And 
among the innumerable modifying de\•· 
ices currently n1arkctcd, o ne has to 
111en1ion a1 least "ring 1nodulator, en· 
velope follower, voltage-Cc.)nlrollcd an1· 
plifier, 10,v-p;:1ss filter, ' fuzz l>c>x"'.30 

\Ve may recall here the talk which John 
C~1ge delivered at (t n1ee1ing of a Seattle 
arts society organized by Bonnie 13ird in 
1937 - one. year before 1he invc111ion of 
the J)rC:parcd piano - under the title 
711e Ft1111re of Mt1sic: Cretlo.J• "Given 
four filn1 phonogr,1phs", Cage said, ",,,e 
can compose and perform a quartet for 
explosive motor, 'vind, hc:r1rtbca1~ and 
landslide." l"his is certainly not " n,usici· 
in the or<linar)' sense. Therefore, "if 
1his '"ord ·n1usic' is sacred and reserved 
for eightcc11th· and ninetce11th·century 



instrumenlS, we can substitute a more 
meaningful term: organization of 
sound". But unfortunately, "most in­
ventors of electrical musical instru­
ments have attempted to imitate eight· 
eenth-and nineteenth-century instru· 
mcnts, just as early automobile design· 
ers copied the carriage"-" So that "we 
are shielded from new sound ex· 
pcricnces".33 But, in Cage's perspective 
of 1937, 1his ratlter negative situation 
was soon to be. i1nproved: 1hanks to 
electricity, the composer would be 
"faced with the entire field of sound"; 
and then, he would not have any more 
to deal with the old "methods of writing 
music) princ.ipally cltose which en1ploy 
harmony and its reference to patticular 
steps in the field of sound"." "New 
methods - Cage added - will be dis· 
covered, bearing a definite relation to 
Schonberg's 12-tone system ... and pre· 
sent methods of writing percussio1t 
music." \Vhy Schonberg's system? Be­
cause while harmony ·~assigned to each 
material, in a group of unequal materi­
als, its function with respect to the fun­
damental or most important material in 
thC group", SchOnberg's n1ethod "as· 
signs to each material, in a group of 
equal nl.atcrials, its functio1t \vith re­
spect to the group"; so that it is 
"analogous to a society in which the 
emphasis is on the group and the inte­
gration of the individual in the group". 
And why percussion music'? Because 
"percussion music is a contentporaty 
transition from keyboard-influenced 
music to the all-sound music of the 
future. Any sound is acceptable to the 
composer of percussion music; he ex­
plores the academically forbidden 'non­
musical' field of sound insofar as it is 
manually possible"." 
The i.nvention of the prepared piano is 
thus to be judged not only in reference 
to the ancient state of affairs, which 
involved harmony and hierarch)1 and 
uneql1ality. but as a positive step 
toward the liberation of music a_nd its 
transformation into the '"all-sound 
music of the future". For the young 
Cage, Schonberg is a model inasmuch 
as he is the herald of eq11ali1y (between 
the sounds, and between human beings 
as well); but Cage rejects Schonberg as 
a zealot of harmony, i.e. of unequal 
relationships between sounds as well as 
between men. In the age of electricity, 
how could we take it upon ourselves to 
confront music (and society) in a reso­
lutely feudal and mechanistic manner, 

as if the arrival of precision technology 
could only lead to the re-activation of 
strict determinism, by right and de 
fac10, as a logical conclusion of the 
scientific positivism of the twentieth 
century? By driving to its last extremity 
the keyboard-influenced music, the pre­
pared piano upsets all allegiance to the 
inherited pattern of unequality and 
<>pens the \vay to 1he carrying out of tl\c 
utopia of paf1to11alit)•::.o bet\vccn 1937 
and 1938, between the Credo and the 

Bacclta11al, it is our entire intellectual 
equipment which has suddenly been 
modified, as much as - if not n1ore t11an 
- our artisan musical practice... Not 
only has the music of our time ceased 
to resemble that of yesterday, but, 
moreover, the category of music itself, 
the definition of this an-form, has been 
overthro,vn. A decisive destabilization: 
as "organization of sound'', music has, 
in effect, bec<>n1e a 110111ad. 

John Cage con Stockhausen, 1958. 
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De Dada a Fluxus 
A1ic/1<I Giroud 

Dada Zurich. Dada Berlin. Dada Paris 
ct Merz ~ Hannovre onl fabrique le lit 
in1cma1ional-planc1aire du Fluxus des 
annces 60-90. Ces anisies muhimedia 
on! rcpris Cl lransforme, de 1916 a 
1922. lcs premisses energe1iquc du fulu· 
risme itnlicn commc Jes constructions 
nlini1nalcs cles foturistcs russcs. 
Raoul Hausnlann, plasticien 1nulti1>licn· 
leur, invcnlC Cl theorise la pocsic CIC· 
mcnrnirc lcnriquc, visuclle, typographi· 
quc. sonorc Cl op1ophone1iquc avcc scs 
fameux poemes a!fiehes de 1919. II ou· 
"'re unc voix nouvelle diffCrcntc des 
experiences du Cabaret Voltaire de 
Ball Cl Tuira, anicule jusqu"ii rcxlrcmc 
scs positions: cc qui dcvie.ndra la future 
poesie minimalc. Le relais est realise 

A 

par son ami Kun Schwiuers. l'invcn1eur 
de l'an Man ii Hannovrc. qui en 1922 
c!l3bore le concept de poesic clcmcntai­
re (suite alphabC1iquc, suite numeri­
que ... ) a la suite de nombrcuscs discus­
sions avec Hausn1ann. ce qui fondcra ta 
eel~brc Ursona1c Cl produira son mani­
fcstc P<>Csie co11sC1111e111e (1>ren1ier 1nani· 
fCSIC de pOesie Slrucluralc OU de pal· 
tern poetry). Les redecouvcn es de Flu· 
xus ct lcs explorations d'Emmcu \Vil· 
Iiams en seront une cons6qucncc. 
Le photographc. eineas1c exp<!rimcn1al. 
pcintrc ct sculptcur dada M an Ray in· 
,-cn1e en 1924, dans le olima1 general 
des multiples innovations dada 3 Paris, 
la poesie signale1iquc (mais ii n'cn tire 
aucune consequence). sous In formc 
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Kun Schwincrs, A·A Bildg<dich1. 
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d'unc suite de signcs du langagc morsc 
(utilise pour le telcgraphc). 
Autant dire que 1ou1 e1ai1 la en gesta· 
1ion. N'oublions pas dans ce bref con· 
cert !'immense Russolo don1 L 'an des 
bntits ouvrira la porte aux ar1s intcrm6· 
dia puisquc le nouvelle poesie comme 
la nouvelle n1usiquc vont sc conrondrc 
dans la vibration encrgclique naturclle, 
animalc, hun1uinc ct industriclle. 
Fluxus avair un bon lit qu'il cultlvc t1 
J7extrCmc, nous l~guan1 aujourd'hui un 
instrument asscz complcxe pour inven· 
IC:r 1·an pl::ln6tairc de l"an 2000, OCI· 
\\·ork in1crna1ional d'~nergies e:roisecs 
el multiplicairiccs. 

1 1 1 

Kurt Schwillers, S-S Bildgedic/11. 



Raoul l·lt\us1uann, PoC111e·afficht, 1918. ------------- -
--- ------ -----·---- ------·-··-------- ---------------------Man Rny, 1924. 
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A Into: Francis Picabia, 
L 'all cacody/ate, 1921. 
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Erik Satie 

(Awe11e11za] 

A chiunque. 
Vie10 di leggere, ad aha voce, ii 1cs10 
durante l'c.secuzione della n1usic.a. 
Ogni inosservan.za di 
quest'an1moniment<> detcrminercbbc 
la n1ia giusta in(lignazionc verso 
l'impudenle. 
Non sara accorda10 alcun 
lasciapassare. 
Erik Satie 

(Istruzio11i per l'uso) 
(/11 ordille alfabetico J 

Acc-t1ratan1ente 
Afferma1ivo 
Alla napolc1ana 
Allargando la men1e 
Allarghi le spalle 
A n1ezza vita 
Ampli la sua impre.ssione 
A11cora pii• barboso. se possibilc 
Appaia come iniettato 

A11en1amcn1c 

Balli in1criormcn1e 
Barboso e as1ioso 
Bev a 
Bianco 

Cadenza d'obbligo (d'au1ore) 
Cami seriamente 
Carezzevole 
Cacrcmoniosus 
Calmo c profondamente dolce 
Che la sua cn1ozionc sia soa,•c 

Man J~ay, Erik Sa1ic, 1/ie Only Mi1sicill1t "'"<>find £)·e.s. 
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Claustralmente 
Come una dolce domanda 
Come un usignolo con ii mal di denti 
Con buona educazionc 
Con una convinzione e una tristezza 
rigorose 
Con deferenza 
Con energia 
Con cntusiasmo 
Con fascino 
Con giusta collera 
Con grande bont:\ 
Con grande serieta e eortese gravita 
Con lieve umilta 
Con modestia 
Con molta Cura 
Con precauzionc e lento 
Con una salutare superioritft 
Con serieta, ma senza Jacrime 
Con stupore 
Continui se11za perdere i sensi 
Con tristezza e fatalita 
Con una certa i111in1itA 
Con una timida pie-tfl 
Con un candore sciooco ma decoroso 
Con un grandc oblio del presente 
Con una visione ampia 
Con un'ironia contagiosa 
Convince re 
Corpulent us 
Crivellato 
Culli 
Cumulativamente 
Cu po 
Curvando la schiena 
Dall'alto di lei stesso 
Da lontano c con noia 
Dandogli molta importanza 
Dandosi importanza 
Danzando 
Da succhiare 
Oeciso 
Deliziosamentc-
Dia prova di sangue freddo 
Oissanguato 
Dolcemente 
Dritto di Cronte a lei 
Enigma1ico 
Epotus 
Eviti ogni esaltazione sacrilega 

Faccia come n1e 
Faccia meglio che pui> 
Fisicamcntc smunto 
Grandioso 
Guardandosi da lontano 
lg.nori la sua slessa presenza 
lllusorius 
Imitativus 
Immobile 
Impallidisca 

Impassibilc 
Impregni 
lncendiato 
Indiscutibilmente 
Infiammato 
Jnnessibile 
In fondo al pensiero 
In gola 
In mod<> da ot1c11ere un vuoto 
In pieno pctto 
In punta di picdi, quelli di fondo 
In punta di pensicro 
In punta d'occhi 
Jnterrogativo 
Jn testa 
Jn una timida picta 
ltl un n1isero soffio 
lpocritamcnte 

D 
0-C> 

I'' ,,,, 
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Lacc.ato come 011 cinese 
La mano sulla coscienza 
Largo di vedute 
Lcggcro, 1na decente 
Lento e calmo 
Le ossa sccche e lontane 
Lo porti un po' piu in Iii 

Maggior finev..a, si fidi di me 
Mcccanismo dcn1olito 
Mcla11conico 
Modestamente 
Molto annoiato 
Mollo bellimbusto 
Mollo bianeo 
Molto c.ristianamcnte 
Moho luminoso 
Molto mogio 
Molto sinceran1ente silenzioso 
Mollo sparito 
Mollo terra a terra 
Moho turco 
Ncl cavo dcllo stomaco 
Nelle costolc 
Nel piu prnfondo silcnzio 
Nerastro 
Nobilmente 
Nocturnus 
Noioso 
Non cambi la fisionon1ia 
Non c.sca dall1ombra 
Non gonfi 
Non guardi eantare ii signore 
Non molto al sangue 
Non perda la testa 
Non prcnda quell'espressione 
a11tipatica 
Non si rimpinzi 
Non si tormcnti 
Non sudi 
Non 1ossisca 
Non vada troppo di fretta 

Obbedisca 
Opacus 
Opta11do coraggiosamente per la via 
piu facile e compiacendosi della 
propria solitudine 

Pallido e ieratico 
Passo passo 
Paedagogus 
Paululun1 
Pesa.11tc 
Pianga come un salice 
Piccoli no 
Pi\1 bianco 
PiU intin10 
Piuttosto azzurro 
Piuttosto caldo 
Piuttosto cotto 
Piuttosto frcddo 
Piuttosto lento, se non le dispiace 



Piuttosto n1eschino 
Positivan1cntc 
Posluli in SC SICSSO 
Prenda dolcemcn1c la piega 
Prenda un'aria sciocca 
Prenda un'aria falsa 
Prci.iosamcntc 
Proprio intcriormcntc 
Qualchc lacrima Ira le di1a 
Quasi invisibilc 
Rallcnli amabilmcnic 
Rallcn1i con bon1~ 
Rallenti educntan1cntc 
Rallcnti n1cntnlrncntc 
Raso lerra 
Respiri 
Ricominci, faccndo finia di nien1e 
Rida senza dar nell'occhio 
Riflelta altrimcn1i 
Ripcia a volon16. ma non di piu 
Ritardi di un'ora 
Sapien1emen1c 
Sccnda 
Scoco come un cuculo 
Segua ii signore can1an1c 

Sc lo dica 
Senza affre1tarsi 
Senza arrossirc sullc dita 
Scnza baucr ciglio 
Senza cattivcria 
Scnza far rumore. mi crcda 
Senza frcmcrc 
Scnza frcua 
Senza irritarsi 
Senza luccichii 
Senza orgoglio 
Senza ostcn1azio11c 
Scnza sollcvorc le sopr~tcciglia 
Scparatantcntc 
Seria1nc11te, n1~' senza lacrin1e 
Se SICSSO 
Sia a1toni10 
Si accasei fino all'cs1cnuazione 
Si allcni alla rinuncia 
Si consigli scrupolosan1cntc con sc 
SlCSSO 
Si dondoli 
Si mella in ombra 
Si modcri 
Si munisca di chiarovcggenza 
Si salga sulle diia 

Sl sp~uicntisca 
Si spicci 
Si s1abilizzi 
Si tenga la 1esrn Ira le mani 
Si trattenga 
Solo per un istantc 
Sotterri ii suono 
Spcnga a bassa vocc 
S1acca10. ma non troppo asciuuo 
Sirizzando l'occhio 
Stupidamcn1c 
Subi1us 
Stibstantialis 
Su dcl vcllu10 ingialli10 
Sulla lingua 
St1pers1 iziosan1cnte 

Tcncro 
TranqUillo cornc un p~1pa 
Tremi co1ne una fogliu 
Triste 
Trisle e sempre piu calmo 

Verso la carcassa 
Virtuoso 
Viscoso 
Visibile per un attimo 

Oaude Debussy c C:rik Sa1ie l0te>gr3ia1i da Igor S1ra,·insl<ij. 1911. 
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Marcel Ouchanlp, J futOJ)()rfrtlit de profd, 1958. 
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Su una messa in posa 
di Marcel Duchamp 
Acliille Bonito Olfra 

"Chi ha occhi per vcdcre c orecchie per 
sentire si convinca chc ai mortali non c 
possibilc cclare nessun segreto. Chi ta· 
ce con le labbrn. chiacchiera con le 
punte dclle dita. si tradisee attraverso 
tutti i pori. Percio ii compito di rendere 
coscienti le cosc piu nascos1e dell'ani­
ma e perfcttamente realizzabile.• (S. 
Freud) 
Eceomi di frontc alla fotografia di Mar· 
eel Duchamp, mcsso in posa da Irving 
Penn. chiuso in un angolo, le mani 
abbandonatc l'una sull'altra, che sorri· 
de con la 11Jo/i11co11;co ironia del saggio. 
Consapevole di stare sottrano alla vita 
ma anche alla morie, in quanto l'esibi· 
zione del proprio corp<> t1'11ne c la ma­
nicra di conscgnarsi fllln nlClnOria CO)· 
Jcttiva dclla cultura c <1t1indi a una sorta 
d'immorcalitU. 
L'esibizionc c la consnpevolezza della 
propria csemplaritil, come ese mplare 
(per Slatuto C giustn qualifica) e ogni 
opera d 'arte. Oavnnti all'impossibilita 
Duchamp assume l'atteggiamento dello 
statistico, la ccrtezza incluttabile dclla 
mone c dclla propria finitezza. 
Alla disperaz.ione l'anista sostituisce la 
molinconia, l'assunzionc opcrativa del· 
l'ironia, la 111elo11colia artificialis, come 
occessita dclla rcgola, la rcgola come 
preclusione dcll'indistinto biologioo e 
aristOCrJtico csoroismo della n1orte. 
"La disposizione alla malinconia dell'u· 
morista classico, che dimostra una spic­
cata predilezione 1>er qucsto tipo di 
sbocco, o non nc con<>SCC altri, C una 
c<>nstatazionc clinica chc pt10 co11side­
rarsi statistic:11l1cntc provata. Si tratta 
di un dato di fatto dcgno d'attenzione. 
pcrchC in qucsto modo anchc la mania, 
ii grande parallelo del comico a livello 
patologico, cn1ra ncllc nostrc considc· 
razioni. Possiamo considerarla ii corri­
speuivo patologico dcl comico. Sappia­
mo chc talc siato c contraddislinto dal 
trionfo dcll'lo, in favore del quale ii 

Super-lo rinuncia al proprio potore, c 
ci accorgiamo che essa rivcla, in scala 
maggiore, quello che ii comico tenta di 
ragg.iungcrc in scala minore, \•ale a dire 
la compcnsazione dellc tendcnic chc 
costituiscono una minaccia dell'esisten­
za. Accenno infine all'estasi, quale polo 
oppos10 della mania in cui si realiz2a ii 
trioofo del Super-lo: per un momento 
l'lo rinuncia alla propria indipendenza 
in fa,·orc di una 1t11dt11zn o//'1111ificozit>-
11e ... che controlla l'apparato psichico. II 
con1ratto tra mania cd cstasi ha un 
significato realc, chc va oltre le dcfini­
zioni puramentc formali. Perche se la 
mania cle\re esscre considerala ii corri· 
spettivo patologico dcl comico, nell'am­
bito della normalith ii corrispenivo dcl­
l'estasi C ii subli111c. Mo noi snppiam<> 
che ii sublin1c C unn gra11tlczzt1 1>sicl1ica: 
se ii comico cffcnua un rispnrmio di 
energia psichica, ii sublime implica un 
suo consumo straordinario." (E. Kris) 

Eccomi ancora a gunrdare la fotografia 
di Duchamp chiuso ncll'angolo, che 
parla con le punte dcllc dita, a11eggia10 
come la Gioconda di Leonardo, sfiora· 
ta anch'essa dal sospctto ironico della 
propria immonalita di frontc agli spct· 
tatori del futuro. 
Acconciata sul proprio sorriso la Gio­
conda sorpassa ed annulla anche la de­
gradazione della matcria (pi11orica). 
Conscg.nnln a noi nclla misura esempJa. 
re del quadro, con le braccia incra<:iate, 
murata nclla cornice chc dclimirn e de­
fi1tisce ii 1novimcnto gcon1ctrico clclle 
labbra, lascianclc) (uori ((Clln nostra vista 
ii suo quotidiano c la partc bassa del 
corp<>. 
lnvccc Duchamp incrocia non solta1tto 
le braccia, ma anche le gambc, perch~ 
la fotogrnfia. parafrasando Blanchot. 
sospende ii morire. 11 suo corpo incro· 
ciato si asscsta nclla sospcnsione atem­
porale di un"esibizionc che prolunga ii 
sorriso e ne istituzionalizza la qualita 



filosofica, quella di cssere coscienza fa. 
miliare della morte e asscnza sentimen· 
tale di disperuione. II sorriso privilegia 
e si sviluppa sopranuno ncl luogo alto 
dcl corpo di Duchamp. ii capo, spazio 
privilcgiato entro cui avvicne la forma· 
zione del pensiero c dell'anivita intel· 
lettuale. 
" II sorriso e espressionc pa1ognomica di 
a11ivi1il mentalc."" (E. Kris) 
II sorriso, appena scgna10 sulla bocca 
dcll•artista, nascc da una condizione in 
cui non esiste la noiione di lavoro ma· 
nualc c dunquc corporale. 
Egli non ha biso1ino di affrancare ii 
proprio corpo ne di assumere liberta 
chc gi~ gli competono, senza a1cuna 
difficoltil. Ma l'escreizio dcl sorriso, del 
Javoro mentaJe, non lo affranca com· 
pletameo1e, ne riescc a scardinare ii 
pensiero logico ehe aecompagna la sua 
attivitil intellettuale. 
Egli non ri=e a fare cmergere comple· 
tamcnte e operarc ii st10 slancio prirna­
rio, libidico, arginato con1'C dalle meta· 
fore della regola e dclla posa. In ques10 
scnso ii sorriso diventa espressionc pa· 
tognomica, in quanto sintomo rivelato· 
re di un "proccsso primario control· 
lato"' cosi come Kris dcfiniscc ii ritratto. 
Duchamp si muovc tra scriositU e sorri· 
so, sempre entro posizioni psicologichc 
chc csprimono ii sussiego di un rappor· 
to che, constatata l'impraticabilitii dcl 
mcmdo, finisce col rivolgersi tutto all'in· 
tcmo, utilizzando ii mondo sollanto co­
me occasione. 
Pcrchc Duchamp non ha alcuna fiducia 
nclla storia, nessun intcrcssc per le vir­
tu civili, in quanto non csistono para· 
metri di giudi2io sul mondo, ne una 
tclcologia degli avvcnimcn1i: da qui ii 
suo orrore per lo sprcco e ii suo amorc 
per la reticenza. intesn non tanto con1e 
silenzio, ma soprattultO con1e ambigui· 
tA attravcrso ii silenzio. 
Come Socrate ha scardinato ii sistcma 
dclla tradizione filoso!ica agcndo al di 
IA dclla scrittura. oosl Duchamp ha 
cstcso ii sistema dcll'artc rino a inglo­
barc ii corpo e ii proprio sorriso. Ma 
Socrate ha credu10 nclla storia e nel 
valorc maieutico, cscmplarc e didattico 
dcl gesto, perche vivcva lo spazio tragi· 
co del pensiero ove csistc idcn1ita tra 
dcntro c fuori, tra rcalt3 c linguaggio. 
Cosl ha realizzato ii tcorcma della pro­
pria morte: ii suicidio. II gesto, traman· 
dato dalla storia e dalla cultura, diventa 
portalore non di mortc ma d'immortali· 
t~, in quanto la sua csemplarila lo scol· 
la dal quotidiano e lo eolloca delinitiva-

mcnte nel sistema dclla conosccnza, 
dove ogni gesto pcrdc di privatezza per 
acquistare una eertczza aggeuante sul 
futuro. 
Duchamp invece sa benc chc non esistc 
alcuna prospeuiva per un intcrvento 
p11bblico: la sospensionc, lo siare nel· 
l'angolo, e una condizionc definitiva e 
cinic-an1ente confortcvole. II cinismo 
non oonsiste in un attcggJamcnto pura· 
mcn1c aggressivo o sol1anto provocato· 
rio, anzi na.scc dall'escrcizio concreto di 
qucllo stile de/la distanto tipico del sag· 
gio, di colui cioe che ha raggiunto la 
consapcvolezza che " ii n"y a pas de pro· 
bl~mes parce-que ii n'y a pas de solu· 
tions''. 
L'onnipotenza del lin~uaggio ripara 
l'impotcnz.a della vita, II doppio della 
parola o dell'irnmagine rccupera la for· 
ma impraticabilitii dcl rcalc e la trasfor­
ma in ultimo e sostanziale contenuto 
del "cogito", dell'attesn cartcsiana. 
II snggio C proprio colui chc, in ultin'la 
analisi, J1a 1ira10 le somme c si C accor-
10 chc l'unica manicra per vivere e 
quclla di farsi vivcre dal linguaggio, 
appartati, mcssi a lato, ehiusi negli an· 
goli. ma pieni di carica nel proprio 
sguardo sul mondo. 
Proprio per questo mo1ivo a Duchamp 
e possibilc, ad escmpio, la prassi del 
hready·made", <Ii un oggetto cioC ruba­
to dalla quotidianitil dcl mondo, cstra· 
polato dal quotidiano c promosso a un 
ruolo artistico dall'onnipo1cnza dcl Jin· 
guaggio dell'artis1a. 
Sempre a questo li\•cllo dcvc esscre 
lcna anche la pratica dcl travcstimeoto, 
non solo per quel chc riguarda ad 
csempio ii gioco contrnffallorio dei baf­
r; c del calembour osccno sulla Giocon · 
da, chc c proprio ii segno dcll'onnipo· 
tcnza dislocatoria di scgni c signific.ati, 
affidata alla mente, al progcno dcll"ar· 
1ista. 
Cosi e anche per la fotogralia di Du­
champ travestito da donna. dove pero 
csistc anche la risoluzionc dcll"enigma. 
c cioe le mani che sono in realta rico­
noscibili come qucllc di Madame Pica· 
bia. Allora l'indovinello si ribalta su se 
stcs.w, si compic 11el n10111cnto stesso 
dcl suo sciogliersi, e ii mondo sembra 
ridoltO a un vico/o cieco. 
Duchamp da le spalle proprio al pun10 
dove i due muri si 1occano c chiudono 
ogni possibili1ii di proscguimcn10. I mu· 
ri calzano perfenamcntc, sono proprio 
cnlzanti. L'artista Ii indossn co11 malin­
conictt disinvoltura, scnia peso. Eppurc 
cssi son(> come un'arn1atura che crea 
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un impaccio stilistico, ncl senso cbe 
s1ringono e comprimono le spalle di 
Duchamp. Ma egli e lcggcrmcnte spo­
s1a10, con l'asse del corpo dcccntrato 
rispcno al punto di convcrgcnza dei 
muri. 
II vicolo cieco diventa ii luogo dell'ar· 
111is1;zio, dove 1•artis1a accccta la protc­
zionc c, nello stesso lempo, ne d3 noti­
zia agli altri, dandosi come spenacolo, 
esibcndosi allo scano ncu1ralc della 
macchina fotogr31ica. 
In qualchc modo e Duchamp che foto· 
grafa la macchina, la sorvcglia con tune 
le armi dclla sua intelligcnza, con un'ar­
ma in piu rispetto alla ncu1rale ogge11i­
vi1h dcll'obicttivo fotografico, quella 
della consapcvolczza ironica. Ancora 
una volta Duchamp omologa la dis1an­
za, anu la fotografa, la 1rasforma da 
condizione imposla in Jti/e. 
" II mondo e un palcoscenico, l'essere 
una creazione teatrale. L'esscrc, dun­
quc. come un personaggio rccitato, non 
~ tina cosa organica con unn sua speci­
rica locazio11e, ii cui destino rondamcn­
talc sia qucllo di nasccrc, maturarc, 
morirc: ~ un effetto drammatico cbe 
nasce globalmente dalla presen1azione 
di unn scena. L'csscre non appartiene 
nl suo proprietario. Lui c il suo corpo 
rornisco1to scmplicen1ente ii gancio al 
qualc vcrra appeso per qualchc tempo 
un ccrto prodotto collcnivo. II gancio 
non ha in s6 i mczzi per produrre e 
man1cncre l'cssere." (N. Brown) 
II corpo di Duchamp, anche sc trasfor· 
mato in corpo d'artc, non wume mai 
un'cmblcmaticita statica o ii valore 
dogmatico dcl modcllo. Al contrario, si 
pone sempre come azzardo c come oc­
casionc, appiglio del nulla, del vuoto 
chc coincide con ii picno, garantc e 
garant ito solo <lalla prcsa dcfinitiva di 
posscsso del linguaggio sul mondo. 
Pcrcio Duchamp e OOSlrCllO ad appog· 
giarsi, toocare con le spallc i due muri 
chc corrono a chiudcrglisi dictro. Egli 
accctta oon garbo la propria condizio­
nc, sa c sente chc ii vicolo C cicco, 
gunrdn in avanti e non hn bisogno di 
constatarlo. 
II cor1>0 non si espandc nclla nicchia, 
scmbra quasi non oceuparla lisicamen1c 
tanto ii suo verticalismo si inscrivc, preci­
so come un segno scnz.a sbavature. nella 
goomc1ria dell' incaslro dcllc parc1i. 
Bisogna sapere pen) chc ii vicolo cicco 
dclla fotogra!ia e un cspedicnte artifi· 
ciale costruito da Penn per l'occasione 
della fo1ografia a Duchamp. ~ un gan· 
cio al qualc l'artista si assoggctta con 



garbo, ncl scnso della duttilita propria 
di c:hi sa. in realt~, quanto tut1e le 
situazioni possano esscrc intcrcambia­
bili, azzcrate, proprio dall'cscreizio gar­
bato dcllo stile. 
L'escrcizio dcllo stile, in qunlsiasi dirc­
zione si svolga, e sempre Stnto, nell'am­
bito della storia e della storio dcll'arte, 
il seg1to piU spccifico di connotazione di 
epochc in cui l'invisibilita del mondo c 
l'impraticabilita del realc sono state 
maggiormentc lampanti c drammatiche. 
Lo stile ha da sempre le caraneristiche 
delln compensazione e dcl riparo, ma 
mai in senso reg.ressivo, al contrario 
assume sen1prc i connotati di un'attivita 
promozionale, pe11etrantc1 attiva, per lo 
meno a quel livello sovrastrunurale di 
linguaggio a cui si propane di operare. 
Cosl la distanza ( dal mondo) che po­
trcbbe csscre Crustrantc c tragica diven· 
ta. nello stile della distanza, ii momento 
dclla rcvanche e, forsc, della vittoria, 
pcrch6 in nome del linguaggio tuno e 
po.1Sibilc c la negazione acquista un roo­
lo affcrmativo proprio pcrch6 si pone 
dialctticamcnte come contrnddizione. 
Se ~ pur vcro che Ouchanlp pcrscguc ii 
mito dcll'artista borghesc. la presunzio· 
ne dcmiurgica di potere c sapcrc mette­
re ordine ncl mondo, e anchc ccrto chc 
non elude ii momento della praxis con 
inu1ili riti sublimatori. 
Dal follimento politico dcll'avnnguardia 
non trac spunto per una sterile quanto 
tardoron1antica disperazionc, ma la co­
scicnza lucida c cinica chc per non 
morire bisogna dar nome alla morte: e 
qucsto esorcismo e l'opcra che, come 
dice Hegel, richicdc la piil gran forz:a. 
Allora la mone di\•cnta lo Spcttacolo, o 
mcglio ii dare spcuacolo, far finalmente 
scendcrc ii Se dal piedistallo dcfinitorio 
c catcgoriale, costruito per secoli dalla 
cultura occidentale. L'Io sccnde nel 
camp0 di battaglia con ii mondo, ma 
non ncl campo apcno dove trovcrcbbe 
sconfilta., bcnsl in qucllo chiuso e con­
ccntrato dcllo stile, appunto. e dcl cini­
smo folicc della distanzn. 

"La manifestazione privilcgiatn dclla 
Ncgativita c la morte, ma In morte, per 
la verita. non rivela nulla. Qucllo per 
cui In n1ortc rivcla l'Uonto n SC stesso C, 

in teoria, ii suo csscrc naturalc. anima­
le; ma la rivclaz.ione non ha mai luogo. 
Perch~, una vo11a mono l'csscrc anima­
le chc lo sostiene, l'esscre umano stesso 
ha ccss:tto di cssere. Perchc l'uomo alla 
fine si riveli se stesso, dovrcbbc morire, 
mtt dovrcbbe farlo vivcndo-guardandosi 
n1cntrc ccssa di essere. 111 a.Itri termini, 
la mortc stessa dovrebbe divcntnre (au­
to)coscienza, ncl momcnto stcsso in cui 
annicnta l'esscre coscientc. In un ccrto 
scnso e quanto avviene, (o almeno, 
quanto e sul punto di avvenirc. 0 che 
avvicnc in modo fugacc, inafrcrrabile) 
grazic a un sotterfugio. Ncl sncrificio, ii 
sacrificante s'idcntifica con l'aninlale 
colpito a mortc. Cosi muorc vedendosi 
morirc, e anche in un certo qual modo 
di sua propria volonta, d'accordo con 
l'arma del sacrificio ... Ma i: una com­
media! 0, almc.no, sarebbe una oommc· 
dia sc csistessc un altro metodo per 
potcr rivclarc a chi vi,,e l'irruzionc dclla 
morte: qucst'csaurimento dcll'csscre fi­
nito, chc solo compie e sola puo com­
picrc la s1111 Ncgativita, la qualc lo ucci· 
de, lo fi11i.sce definitivamcntc ... Bisog1lC­
rcbbc cosi a ogni costo chc l'uomo 
vivcsse nel momcnto in cui rcaln'tt:ntc 
muorc, o che vivessc con l'imprcssione 
di morirc realmente. Questa difficoltil 
rivcla la nccessitii dcllo spe1111colo, o in 
gcncrulc dclla rapprese.1111,zio11c: scnza la 
ri1>c1izionc <lcllo spettacolo c dclla rap­
prcscntnzione noi potrcnl1no di fronrc 
alla 1nortc, rcs1arc cs1ranci, ignoranti. 
come apparcntemente rimangono le be­
stic. Nulla in effeui i: mcno animale 
della finzione, piu o mcno distantc dal 
rcalc, dclla morte." (G. Bataille) 

L'architc1tt1ra artificialc, costruita a 
bella posta, ii vicolo cieco, costituiscc 
allora la ribalta su cui ii corpo di Du­
champ e mcsso in posa, cioe in opera, 
perch~ la posa (lo speuacolo, la rappre­
scntazionc) equivale proprio alla pro­
posta alternativa dcllo stile rispctto alla 
pura biologia dclla vita. 
Non si 1r:.11a perO di cos1ruirc una ba· 
nalc antinomia tra Vita c Mortc, quan­
to di dialcttizzarc i due termini e di 
rci11vcnl\lrli. PcrchC la Vita significa la 
rapprcscntazionc dclla Mone c la Mor­
tc lo spcttacolo della Vita. 
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Allora si puo rivisitarc la noz.ionc di 
arte contcmporanca, partcndo d31 lavo­
ro di Duchamp, attraverso la nozione 
lacaniana di realc, dove ii realc c ii 
nodo oscuro cui non arriva ncanchc ii 
linguaggio, dove ii pensicro c l'intcllet­
to s'arrcslano, incapaci di rorn1ula_zioni 
esaus1ivc e calzanci. 
L'a_rcc contcmporanea d.iventa ii tcnta· 
tivo di rapprcscnta2ione dcl realt , nel 
scnso che assume in prima persona la 
prcsunz.ionc non piu di costruire mo­
delli sul mondo ma alternativi al mon­
do. di dar voce a qucllc zone finora 
imprnticatc dal linguaggio, proprio pcr­
chC ii linguaggio C l'unica arn1a arfilata 
e appuntita che gli artisti di oggi p0s.«>­
no adopcrarc. 
Duchamp c stato tra i primi ad accor­
gersi chc ii mondo non si puo ripetere 
ma si puo solo roppresentare c chc l'arte, 
in particolare, non ha piil la possibilita 
di interpretare ii mondo c neanchc di 
cambiarlo, soltnnto di doppiarlo, di ci­
tarlo, di ricostruirlo ( o azzcrnrlo), ncl 
modo tulto specifico c parzialc proprio 
dci mcccanis1ni del linguaggio. 
" ... Q11a11tO 11()11 e \'t'tltllO 11t/fa /1,Cc def 
si1t1bolico oppore nd reale... infatti, ii 
rcalc non attende ii soggctto, poichc 
non attendc alcunche dalla parola. Ma 
esso c lb, identioo alla sua csistcnza, 
rumorc in cui 1utto si puO udirc, e 
pro1110 a son1nlcrgcrc con le sue csplo· 
sio11l ciO chc ii pri11cip;o c/i rea/10 vi 
costruiscc so1to ii nome di mondo 
esterno. Pcrchc sc ii giudizio di csisten­
za funziona ... cio accade proprio a spe­
sc di un mondo dal quale l'astuiia dclla 
ragionc ha due 'ro lte prclevato la pro· 
pria partc." (J. l.acan) 
Dice lo stcsso Duchamp: "// coefficieme 
d'arte personale c come una rclazionc 
aritmctica tra qucllo clre e i11espresso ma 
era proge11a10 e quello che e espresso 11011 
i111e1uio110 l1t,e111c." 
Qucsto significa chc l'artc sta ncl m.irgi­
nc trn ii progeno mentalc c l'cmergenza 
dell'inconscio, significa chc tra la mcssa 
in posa e la foto esiste un valico dove ii 
linguaggio stcnta a funzionare, tra ii sor­
riso c lo sguur<Jo la coscicnza chc solo 
attrtt\rcrso IO Stile Si puO vint'CrC rincqui· 
vOC<lbilc c invincibile distanza. 
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f\<1arccl Duchnnlp, '/'rfJ>1,sclu.•r, 1917. 
(Foto Attilio llae<i). 

Alla pagina p<Ueckntc: Marcel Duchamp. 
F()lu11a1it, 1917. (Foto 1"\ttitio Bacci). 
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On the Posing 
of Marcel Duchamp 
Achille Boni10 Oliva 

"W11oever /10s C)'es 10 see a11d ears to /1ear 
co11vi11ces /1 i11isclf tl1at it is 1101 possible to 
keep ''''Y secret fro111 111ortals. JY11oever is 
silent witil Iris fips. talks witil tire tips of 
ilis fingers, betrays ltimse/f tltrouglr e"ery 
pore. Therefore tire task of making con· 
scious tire most lridde11 tltif18S of tire mind 
is peifectly realizable.· (S. Freud) 

H<re I am i11 fro11t of tire photograph of 
!.farce/ Ducltamp, posed b)' ln•ing Penn. 
closed in a comer, ha11ds falling one 011 

top of the other, smilitrg with the melan­
cholic iro11y of tire sage. 
Co11scious of being Sllbtmcted from life 
bt11 also f ro111 dtotl1, i11 1/1a1 tire t'.xl1ibi1io11 
o/ l1is O••''' are body is tire 111a1111er of 
delivering himself ro tire collective memory 
of cultllre a111/ rlterefore to a sort of im­
mo11ality. 
Tire e.rhibirio11 is tire aware11ess of his own 
exe111plan.,1ess as (by s1a1111e a11d correct 
qr1alifico1io11) every ... 'Ork of an is exe111~ 
plary. Faced with impo$Sibilil)I Ducltamp 
takes 011 1l1e a1titt1,Je of tl1e statisticia11, tire 
ineluctable ce11ai111y of death and his own 
finite11w. 
The a11ist substitutes dt.speration with 
melancholy, th• "'Orl<Urg =ption of 
irony, mclancolia anificialis, as the ne­
cessity of the ntle, tire ntle as the indistinct 
biological a11d aristocratic ext>rcism of 
death. 

•nre dispositio11 to mela11choly of the 
classical J11,111011ris1, 'i•/10 sl1o•vs a marked 
predilt'Ction for this type of 0111/et, or does 
1101 k1101v 01/1crs, is a cli11ical s1a1e111e111 
wl1ic/1 Cl111 be co1isltleret/ stt1tistically tried. 
We are deali11g with a fact which is wo11hy 
of a11e1;1io1t, beca11.se i11 tl1is way also tl1e 
111a11ia, 1/1e great parallel of 1/1e co111ic at a 
pa1J1ological let.•el, co1ttes in10 our co11· 
sidero1io11S. JYt co1r co1uider it 1/1e patho· 
logical cou111trpart of the comic. We 
know that tltis srate is ma~d by the 
friwnpli of the Ego in fa•'OI" of whiclt tire 
Super-Ego rcnoimces its OM! power, and 

1ve realize tltat it re,1ea/s1 011 a gret1tcr 
scale, 01/101 tire co111ic a11e111p1s to t1cl1ieve 
0 11 a s111olfer scale, 1/1t1t is tire co111pe1isa· 
1io11 of tire 1e11tle11cies u1/1icl1 cor1sti1111e a 
threar of e.riste11ct. I refer to ecstasy, t1s the 
opposite pole to rhe mania i11 which the 
triumph of the Super-Ego occurs; for a 
1t101t1e11t tl1e Ego gil 'ts 11p its ow11 i11de· 
pe1ule11ct i11 faa-Y>11r of a tcnde.ncy to 
unification. .. "·l1icl1 c0111rols tl1t PSJ-C.l1ic 
apparatus. 71tt COlrtrast be'"tt11 rnarria 
arid tcStasy lras a rral 111ea11i11g 'K'l1icl1 
goes be)'011d ffllrely Jonna/ definition. Be· 
catlSC if lite 111t111io 11111st be corisidere.d lire 
patltological CO/lllltr/)(Jrt of the comic, in 
1l1e SJJl1erc o/ 11on11alil)' tire co11111crpart of 
ecstasy ij ' 1l1e s11blit11c. 811r •i·e k11olv cl1a1 
tile s11blime is a psychic measure; if 1/re 
comic effects n Sal'ing of psycltic energy, 
the .wblime implies its e.rtraordinary co11-
sumptio11. " (E. Kris) 

Here I 1m1 still looking at tire photograph 
of D11cl1a111p closed i1r tire c<Jn1er; 1alki11g 
with tire tips of his fi11gert, in an auirtufe 
like Leo11ardo's Gioconda, she also 
touclred by rite iro11ic s11spicio11 of her own 
immortality ~fore tire p11blic of the future. 
Filled onto lter OM! smile, the Gioc01ufa 
m-ertakn and annuls ewn tire dtgmda­
tio11 of mailer (pictorical). Ha11ded down 
to us i1r tire eu111plal)' size of tltt pic111re, 
lier amis crossed, walled in b)• tile frame 
which 011tlines and 1lefi11es tire geometri­
cal 1110,ie111e111 o / 1l1e lips, e.xc/11di11g fro111 
011r sig/11 lrcr C' 'Ctytlay life a11tl 1l1e lo~i·er 
lralf of lter /xxly. 
D11cl1a1111J i11s1eatl crosses 11ot 011/y J1is 
an11s, but alio Iris legs, so that tire photo­
graplt, [J(rr11pilrasi11g Dlancltot, suspends 
death. flis crossed botly is set in tire 
1i111eless stupe11sio11 of 011 ex/1ibl1io11 w/1ic/1 
prolotl/!jS tilt s111ile a11tl i1u1i1u1ionalises its 
philosophical quality, that of bei11g tire 
familiar co1isci0tw1tSS of death and se111i­
me11tal abse11ce of des~mtion. TTie smile 
privilegu and de.·elops abo..., all in tire 
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lrigh 1n1rt of tire b0<fy of Duchamp, the 
l1eacl, 1/1e JJrivilegc<I S/)(tCe 1vitl1i1t lv/1icl1 
1J1e fon1111tio11 of tl1011gl11 a11d i111cllec1ual 
acliviiy tllkt place. 

'"The smile is rhe pathog11omic txpression 
of memo/ activity." (E. Kris} 

T11e S111ile1 as SOOlt as ii /omas on tlte 
'''°''''' of tlte oniJr, is bon1 of a c011ditk>n 
in K'11id1 tl1c n()li<N1 of 111onuol 01ld tlitte-
fore of pliysical """* 1loes 11ot exist. 
fie does not 11ttd to mark his own body 
or 10 ass11111e f-rtetl011t h'l1ic/1 already wi1J1 
110 diffic11/ty is his. Dw tht practising of 
ll1e s111ile. of 111e11111/ 1 ... '0rk, <foes 1101 co111· 
pletely 111ark /,;,,,, 11or floes it 111a11age lo 
t111f/en11i11e tire logicttl tl1011gl11 1~1l1icl1 ac­
co111pa11ies Iris i111cllec111al activity. 
He does not manage to make fully emerge 
a11d operate his primary, libidic thmst, 
bam:d as it is by the metaphor of the n1/e 
a11tl ll1e 11ose. /11 1/1is sc1rse 1/1e sniile 
1Mco111es pa1l1og110111ic txpressio11., in 1/101 
the "''ea/Ing symptom of a "controlled 
pri1111Jry proc.ess", as Kris tlefines tire por· 
trait. 
D11cl1a111p n10\'tS btm-t~11 sniocuness and 
smile, alk'tl)'S in psychological positions 
t111id1 express tire rigidity of a rclations/iip 
M-/1icl1, 011ct C011ftm1ed llzt i111pracricabi/. 
ity of the world, ends 11p refem11g inwards, 
utilizing the world 011/y as chance. 
Because Duchamp lras 110 faith in history, 
110 i111eres1 ,.,, c;vil vin11es, in 1J1a1 ll1ere are 
110 pora111ctcrs of jt1dge111c111 01i tire ~·orld, 
or teleology of occt11Tc11ces; J1e11ce l1is l1or· 
ror of l~·astc a11tl lrlf love of re1ice11ce, 
r111dcrs100</ 1101 .ro 11111cl1 ftS sile11cc, b111 
111t1i11/y 11s a111big11il)1 by •vay of sile1rce. 
As Socrates wulenni11ed tire system of 
plrilosoplrical tradition t1cti11g beyond 
~vri1i11g. so D11c/1a11ip /1as ex1e11tled lite 
S)'Ste111 of an to e11co111pass l1is bod)' and 
his own smile. 8111 Socmte> believed in 
history a11d i11 tire 11wi~111ic, exemplary 
a1uf didactic •'Dlttt of the dttd, because 
he lfred tire tragic spoce of thcught .. 11ue 



tl1cre is ide111it)1 of i1iside a11d oi1tside. 
reality a11d /011g11age. 
11ms Ire fulfilled tire theorem of Iris ow11 
tleat/1: s11icide. Tl1e deetl, J1a11tletl do•v11 by 
J1is1ory t111tl c11/111re, beco111es a carrier 1101 
of tleatlr but of immortality. Ill that its 
exemplariness lifts it from tire evetyday 
a11d .5ets it defi11itively i11 tl1e .lyste111 of 
k1101vledge, ,,1/1cre every tlecd loses JJrivacy 
10 t1cqr1ire o projec1i11g cerrai11ty of 1/1e 
fi1tl1re. 
D11cl1a111p, l1QJtlever, k11o•vs 1ve// tl1t1t tl1ere 
is 110 prospect for public participation: the 
s1ape11sio11, 1l1e sta11di11g i1t tire con1er, is a 
fi11al cynically comfortable condition. Tire 
ey111icis111 does 1101 co11sis1 i11 a pt1ref)1 ag· 
gre.ssive or 111erely provoct1tive atti111<ie, b11t 
is bom of the concrete exercising of that 
distance style typical of the sage, of the 
011e 1vl10 l1as a1tai11ed tl1e a1vare11ess 1/1at 
''il1ere are 110 proble11is becac1se tl1ere are 
110 sol11tio11s". 
77re 011111ipote11ce of la11g11age J1arbor1rs 
the impotence of life, the double of the 
"''Ord or of 1J1e i111age reco11ers tire fin11 
impmcticability of the real {l/ul 1r1111sfon11s 
it ;11to lt1s1 t111tl sc1bs1a111ial co111e111 of tl1e 
"cogito" of tire Cartesia11 erpec1at;o11. 
Tl1e •vise 111a11 is 1>recisely tl1e 011e 1vl10. i11 
poi111 of fact, /1t1s tlrt11v11 11p acco1111ts t111tl 
realized that the only way of living is 10 let 
yourself live by language, separated, C({St 
aside, closed in comers, blll fully charged 
i11 )'Oltr Oltlf()()k Oil life. 
For jr1s1 1l1is reaso11 is possible for Dt1· 
cl1a111p, for exa111ple, 1l1e praxis of tl1e 
ready-made, of t111 object stolen from tlte 
eve1ydayness of tlte woritl, extrapolated 
from the tlay-to-day, and promoted to an 
artistic role by tire omnipotence of the 
language of tlte artist. 
Again at this level must be read also tlte 
practice of tlisgi1ise, 1101 0111)• as regards, 
for example, tlte forged game of mous­
tache and obscene calembour on the 
Gioconda, wlriclz is the sign of tire dislo· 
cati11g 0111r1ip<>te11ce of sig11s t111tl sigJ1ifi· 
ca11ces, e11tn1Stetl 10 1/1c 111i11d, of tl1e pro· 
ject of the artist. 
So it is 100 for tlte pltotograplr of Du· 
cl1a1np dressed as a 1vo111011 1vJ1ere, 
however, there exists also the solution of 
tlze enigma and tltat is, the hands which 
are really recognizal>le as those of 
Madt1111e Picabia. Tl1e11 tl1e ritltlle re· 
bounds on itself, completes itself as it 
dissolves, a11tl tl1e 1vorld see111s 10 be re· 
duceti to a dead end. 
Duchamp tums Iris back right at the point 
where the two walls meet and close every 
possibility of continuation. The walls fit 
perfectly, are a really good fit. The artist 

1"·eaT:S' tl1e111 wi1l1 n1ela11cl1/oy ease, '"·cigl1t· 
lessly. Yet 1J1ey· are llke t111 an11011r h1l1ic/1 
creates a s1ylistic hindrance ;,, 1J1e se11se 
tl1t1t till')' crt1111p a11d co1111>ress Drtcl1t11111>'s 
sltoulders. 8111 Ire is sliglttiy sltifted, witlt 
tire axis of !tis botly offcentre with respect 

10 the poilll of convergence of tlte walls. 
Tlze dead end becomes tlte place of 
armistice, 1vl1ere tl1e artist accepts tl1e 
protectio11 a11d, at tlte sa1t1e 1i111c. gives 
11ews of it to 01/1ers, prese11ti11g l1i11rself 
as a sl101'1, exl1ibiti11g /1i111self to tlie 
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11e11trol click of tl1e ca111era. 
/11 a 1va)t it is D11c/1a111p •v/10 pl101ograpl1s 
1l1e ca111era, keeps •"·atc/1 over it 1vitl1 all 
tlze •veapo11s of J1is ;,1tellige11ce, ~vi1J1 011e 
lveapo11 11lore tl1a11 tl1e 11e1itral objectivity 
of tire photographic le11s, that of ironic 
a1vare11ess. 011ce 111ore Dticl1a111p fro· 
1110/ogates t/1e dista11ce, or ratlrer pltoto· 
gmplis it, 1ra11sfon11i11g it fro111 i111f)OJ'etl 
COl1tli1io11 i11to scylc. 

'··111e 1vorld is a stt1ge, t/1e be.i11g o tl1eatri· 
cal creation. Tire being, therefore, like a 
cl1arac1er i11 1J1e pla>~ is not 011 orga11ic 
1l1i1tg 1vitl1 a specific locatio11, •vl1ose fate 
l~ fi1r1<la111e11tally tl1at of bei11g bon,, 1110· 
t11ri11g a11tl dyi11g: it is a dra1natic ejfcc1 
which is bom globally from the prese111a­
tion of a sce11e. Tire being does not belong 
to !tis Ow11er. He and Iris body simply 
supply the hook from which a certain 
collective product will be l11111g for some 
ti111e. Tlte J1ook tloes 11ot co11tai11 i11 itself 
tlze 111ea11s of prod11ci11g a1td 111ai11tai1ig 
tire bei11g." (N. Brown) 

D11cl1a1111>'s boil)~ eve11 if 1ra11sfon11ed i11to 
011 t1rt hotly, 11ever ass11111es a static e111· 
ble111a1icit>• or tl1e dog111a1ic vail1e of 1/1e 
111Ql/cl. 011 1l1c co11trary, it appears al•vays 
as a gamble or clumce, footlrolcl of tire 
voi<I, of 1J1e ,.-ac11u111, "'ltic/1 co;11ci1/es 1vi1/1 
fullness, guaro111or and guara111eed only 
by tire defi11itive possession of tire world by 
/a11g11age. 
Therefore Duchamp is of)liged 10 lean, 10 
1011cl1 1vitl1 l1is sl1011lders tlie t•vo ltt'a/ls 
1v/1icl1 n111 to a close bel1i11d J1i111. 
He acccp1s J1is Qlv11 co11ditio11 wit/1 grace, 
knows and feels tire dead end, looks 
ahead and does not need to prove it. His 
body tloes 1101 expa11d i11 tl1e 11icl1e, see1ns 
a/n1ost 11ot 10 pl1)1sically occr1py it, so 
11111cl1 is its verticalis111 inscribetl, precise 
like a sig11 •vitho11t s11111dgi11g, in tire 
geometry of the joilll of tire walls. 
It is 11eccssaf)~ to k1101v J1ou,:ever, 1/1ot the 
dead end of tire photograph is on (lrtificial 
device co11strt1c1ed by Pe1111 for tlte occa· 
sion of Duchamp's pltotograplr, is'' hook 
to wl1ich lite artist sc1bjects /1i11rself •Villi 
grace, in tire sense of tire ductility of one 
•v/10 really k11ott1s l1o•v 1111tcl1 all si111a1io11s 
can be i111erclta11geal>le, zeroed, by just 
this graceful ererci5ing of style. 
'f/1e prac:tice of st)'·le, iii wl1arcver t/;rec· 
1io11, J1as a/h1ays bee.11 iii tl1e a111bit of 
lrist0ry all(/ the lristory of an, tire most 
specific sign of cow1ota1io11 of eras in 
wlriclr tire 1111/ivability of tire world and tire 
impracticability of the real have been most 
striki11g a11d dra111atic. 
Style lras always /rad tire characteristics of 



COlllj)tllSUtlo11 flll{/ CO\rtf, blll 11ever i11 a 
regressive st1ist,' or1 tlrt contrary, it al•vays 
takts on the connotations of a pro· 
111otional1 pt11ttroting, active matter, at 
ltast at tlrt supersrnu:11ual 1,,.,.,1 of Ian· 
guage at wlriclr ii pro,-a 10 worlc. 
Thus lire distanct (from tlrt world) .. 11icl1 
could bt fnutrating and tragic btrornts, 
in 1/re stylt of dista11ct, the moment of 
reva11cl1e a11d) perl1aps, of victory, becatut 
in tire name of /1111guage everything is 
possible a11d tire 1regatio11 acq11ires arr 
affin1101ivc role precisely because it sets 
itself dialectically 11s a contradiction. 
If it is tnte tllat Ducflamp pursues tfle 
mytfl of tire bouf8cois artist, tfle demiurgic 
presumption of being 11/)/e to 0111/ knowing 
l1ow to brit'l order i11to tire lVOrldt it is 
also ctrtai11 tl1ot Ire does 11ot eli1de 1/1e 
1110111e111 of praxis "'it/1 ttselcss s11blir11ating 
rittt. 
From tire political failure of the avafl/· 
garde Ire does not draw his cue for a 
s1trilt /are-romantic desperation, b111 the 
/11cid 01ul c,·nical conscWusness 1l1at i11 
order 110t 10 die it is 1reca.sary to gil't: 
deatl1 a 110111t: a11d tl1is tx0reisl11 is tlrt 
work wlrich, as flegtl says, requires the 
greatest effon. 
Tlren deatlr becomes tire Show, or better, 
the perfonning. final/)• making the Self 
step down from the defining categori11/ 
t>edestal co11stn1cted for ce11tt1ries b)1 •vcst­
en1 ct1/tt1re. 711e Ego goes tlo•v11 i11to tl1e 
battlefield with tfle worltl, but 1101 into the 
01>c1t battle n1/1ero it ~vot1/d 111eet ~vit/1 
defeat, 0111 tire covereti 011d concentrated 
one of style, 01111 of the happy cynicism of 
dlslilllCt!. ·n,. pri,.ilegcd 111a11ifes1a1io11 of Negativ­
ity is death, blll dca1h, i11 tmth reveals 
not/ring. n .. rt!OSOll death reveals Man 10 
himself Is, i11 tb<Or)\ Iris naturol, animal 
bting; the m~la1i011 "''''" takes place. 
Because Oflce the animal being which 
swrai1u hi111 is dead, 1l1t l11m1a11 be;ng 
himself lras ceased to bt. For man i11 the 
end to m·eal hinuelf to himself, lie would 
l111ve to die, b111 lte ~~'()t,ld l1ave to do lt 
whilst living·looki11g at himself as lte 

ceased to be. 111 01/icr words, dea1h itself 
.~l1ould beco111t (stl/) co11scious1iess, at 
1l1e sa111e 1no111tnt i11 " 1/1iclr it annil1ilates 
the conscious being. Ill o certain sense this 
is wlrat lrappetu (or at ltast wltat is about 
10 l1appt11, or takes place i11 a f1eeti11g. 
intangible "'">') thanks to subterfuge. In 
the mcrifice the sacrifictr idtmifia wi1h 
the animal beaten to death So he dies 
wa1clri11g J1i1t1Stl/ die, a11d n't11 in a cer· 
tain "''OY of l1is ow11 free will, i11 agree111e11t 
lt/itlr tire st1crificit1I "-'l!Opo11. J311r i1 is a 
co1>1c..'tly! Or t11 least it n1011/d be a co111edy 
lf tl1cre tt.•ere t111otl1er "'OY of bci11g able to 
reveal to tire /fvi11$ tire en1ptio11 of tleatlr: 
this ex/ia11stio11 of tire fi11ite bei11g, whiclr 
011/y fulfils a11d alo11e ca11 fulfil its Nega· 
tivif)•, lvl1icl1 kills it, finishes it 011ce a11d 
for all ... It wou/1/ b< necess"ry then at all 
costs for 1>1011 10 /b,1e tire 111011ie11t i11 ~vl1ic/1 
he really dies, or to lit'e wi1h the impres· 
sion of really d}'ing. 171is difficulty reveals 
the nl!USSil)• of tire show, or iii general of 
tire performance; K'itl1011t tl1e repeti1io11 
of the show a11d of the perfom1ance ""' 
cm1ld, k'l1e11 futtd wi1l1 deatl~ re1nai11 
stm1tgtn. igt1om11t, as a11i111als appallnlly 
re111oi11. N01l1i1rg is i11 effect Im a11i1nal 
1111111 fic1lo11, 111ore. or less tlis1a1tt fro1n tJ1e 
real, from death. " (G. Bataille) 

n1e anificial t1rcl1ite<:t1,re, b11i/1 011 p11r· 
pose, tl1e <lead e11tl, co1is1i111tes tl1e11 tire 
stage 011 which the body "f Duc/u1111p is 
fHJ.sed, tl1t1t is, is set, becat1se 1l1e pose (1l1e 
sl1 <>1v, tl1c JN!1fon11a11ce) is eq11ivt1le11t to 
the 11/temotive proposal of style with re­
spect 10 tfle pure biology of life. 
Ho•,"t~'tr ,,1e tire 1101 deali11g wi1l1 1l1e co11· 
stn1ctio11 of a bo11al a11ti110111y be.t~:een 
Life a11d Death so muc/1 as with the 
dialectW1ig of the two tenns and their 
rei111't11tio11. Because Life signifies the per­
fom1ance of Deatlr 01ul Death 1/ie show 
of Life. 
111t11 CHrt ca11 ret11n1 to t/1e n0ti01i of 
co11tt11rporary art~ s1arti11g ot1t fro111 tire 
work of Duchamp, by way of 1he Lacan· 
ia11 11otio11 of n:al, wlrere 1l1c nal is 1l1e 
obsc11re k1to1 1vl1icl1 1101 ei~e11 la11gl1age 
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reacl1es, 1vl1cro tl1011gl1t a11d it1tellect ha/1, 
1111ablc to 111ilkt c.xl1t1t1sti\'C a1id fitting 
fonnulatio11s. 
Contemporary art becomes 011 attempt at 
per[on11i11g 1/ie rca~ in the se11se that it 
ass111nes in fil'$t perso11 tl1e presr1mpti011 
110 /011g<!T of C01utn1ctil1g models of the 
world b111 altentati•'tS to the world, of 
giving voice to 1J1ost ZOlra till 11ow 11n· 
1roddt11 by la11g11age, b<Callse language is 
the only sharp aml pointtd weapon wlrich 
tire artis1.s o/ 10</ay ca11 tt.se. 
D11cl1a1111> l1t1s bee11 t1111011g 1/1e fin·t to 
realize tl1llt tire worltl cn111101 be repeated 
b111 1/rar it can 011ly be performed 01111 
tl1a1 art, i11 1>t1rtic11/ar, 110 lo11ger J1tis tire 
possibility of imerprcting the world or 
el'tlll of c/111nging it, only of dubbi11g it, of 
q11oti11g it, ()/ rcb11iltli11g it (or zeroi11g it) i11 
the specific 111111 pan/a/ way of the mecha· 
11is111s of la11g11agc. 

" ... What has not come into the light of 
the symbolic appears in the real. .. In 
fact, the rt!al does not "'"it for tire subject, 
sl11ce i1 dots 1101 up«I ati)·tl1it1g {rotn tire 
"'·ord. Bl11 it is tl1ert, itle11tical 10 its exist· 
e1rce. a so1111d ,.,, wl1icl1 tt-'tl)'tlring can be 
heard, and ready to subme'8" with its 
explosi011s wlrat the principle of reality 
b11iltls 1/1ere 1111tltr tire 11011re of outside 
,,,·or/ti. Bec111tSe if tlte j11tlge111e11t of exist· 
e11c"e 1vorks ... 1/1ls takeJ' place tit tire et"· 

pe11se of 11 1vorltl fro111 1vl1icl1 tire ost11te· 
11eSS Of l'C(lSOll flllS t1vice lllkC11 itS s/1are. n 

(J. Lacon) 

D11cl1a1111> l1l111self s<t)1s: ... n1e coefficient 
of pcrso11a/ art is Ii/ire a 11iatl1er11arical 
eq11a1io11 be11,'Ct11 wha1 is not expressed 
but was planned a11d what is not inten­
tionally expressed" 
This 111eans that art lies it1 tl1e tnargin 
bttttittn 1/1e 111t11tol pr<>jtct a11d tl1t e111er· 
~11ce of tlie 1111consciocu, 1neans tl1ot bt­
twet11 the ,-ing arul the photo lies a ford 
where language co11 barely work, between 
s1r1ile a1rtl g/011ce 1J1e co1isciof1.s1ress tliat 
only by way of sl)•le ca11 the 1111eq11ii'ocal 
a11d l11vi11cible <ils1a11ce be co11quered. 
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l'oggetto tipografia 
di marinetti 
Afario Diaco110 

la linen d'uzionc chc s'C vcnuta cristal­
lizzando chcz la culture ncl rccepire­
pcrccpirc i Ire 1cs1i tipografici, i ire 
ul1in1i, n1ctn.verbali. '1llegati d:1 n1~1rine1-
1 i a /es 11101.f c11 lilx!rte f11111ris1cs ( 1919) ha 
assunto una fisionon1inazione - ai due 
livclli intcrnazionalc c italiano - chc 
ormai sembra impassibile di ulteriori 
spos1amcn1i. mcntrc ncllc an1ologic, so­
pra11u110 anglosassoni, di pocsia con­
crc10-visi"a i In: fak111~icl11e11 (cosl Ii 
dcfiniva moholy-nagy nel '29) di mari· 
ne11i ricorrono con puntualit3 quali ar­
chctipi dcl 1ra11amcn10 cs1rcmis1ica­
mcn1c scgnico-matcriale che viene oggi 
riscrvato con unanimit~a. perfino ecces· 

siva c sospc11a, dallc nuovc "avanguar­
dic'' al linguaggio in <1uan10 n1cdiu1n 
clclh1 funzionc Sf>Ccifica dclla "1>oesia" 
(parol:' orn1ai ascn1antica), cssi in italia 
vcngono considcrati ancora escmpi in­
cffabili di folclon: 1ipografico ru1urista. 
ammcsso sc nc (ri)conosea addiriuura 
l'csistenza. tultavia in aprCs la 11zan1e, 
joffre l'isilo lefro111 c11 01110 (1915), le soir, 
coucllk do11s S()11 lit, die relisait lo /eJtre 
de $()11 anillet1r 011 /T011t e 1u1e asse111blh 
h1111u/1unae (S<!t&Sibiliui 111111tbiqt~) (1918) 
da un la10 chiudcvano ii discorso sull'a/. 
cl1i111ie t/11 ,-erf>c, ii "'discorso", sin1attioo 
rivelandosi appunto sehiaccia10 dal pc· 
so idcologico dcllc nuo,'c nozioni-op-

r;,,,,,0? 
'"t~c·~ 
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zio11i <Ii pcrcczionc c tccnologia, che le 
poctichc dcl tempo nominavano nel 
concct10 pita opcrativo o tccnicistico di 
sin1\1lt;:incitU, <l;tll'oll ro iniziavano J'6cri· 
turc alla d.:n1archc cxtral inguistica se­
gno ~ gcsto....,.. oggctto _,. azione, cioC 
la promuovevano allc rcsponsabilita 
dell'es1e1ica piil auuale. la tipografia vi 
conosccva ii sovvcrtin1ento di regole, 
l'e.<pansionc di ruolo, la eclebrazione c 
la neg;iz.ionc piil radic.•li delta sua sto­
ria, in una specie di li\'Olla massacro 
dclla dcnotazionc grafica sulla connota­
zionc semantic-a. dcl carattcrc c del 
corpo (tipografici) sul vocabolario. lino 
ai fu1uris 1i e a dada nclla prassi, a 

... ...... ~ 
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' 



476 

Marinelti e Oepero Milano ncl 
gcnnaio del 1924. 

Alla pagina preccdente: Filippo 
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moholy-nagy e a mcluhan nella teoria, 
la tipografia veniva vissuta non con1e 
una fase storica, repressiva, te.cnologi­
co-borghese della comunicazione lin­
guistica ma quasi ii modus naturalis di 
prc.sc1ttazione, topologican1cntc dcfini­
tivo, forn1almcntc finale del linguaggio 
lctterario-filosofico scientifico. la pagi· 
na stampata di baudclairc, di marx, di 
freud appariva l'unico correlativo og­
gettivo possibile dei processi mentali, ii 
solo tipo di s tatement e.sistenziale so­
cialmcntc acccttabilc. e fino a marinctti 
chiaran1ente tutta la cultura aveva guar­
dato alla s toria delJa con1l1nicazionc 
scritta, dal n1orfen1a astratto preistorico 
o etnografico. inciso s111Ja rocc.ia o d i­
pinto su pcllc, anchc umana, o cOrtCC· 
cia d'albero, dal geroglifico/ideogram­
ma egiziano e dal pittogramma preco­
lombiano o pellcrossa al codice mc­
diocvale europco o medioricntalc, co­
me a pure tappc di awicinamento a 
quell'optimum di rispecchiamento del 
behaviour linguistico costituito dalla ti­
pografia rinascimcntalc, cl1c intanto 
avcva conosciuto una sola e trascurata 
c-0ntestazione importantc ncl co111J tie 
des di mallarrn~. ancora oggi in questo 
senso, se si concede csistenza lctteraria 
(mai "poctica" ... ) alle parole in libcrtit 
di za,ig 11111rb 11111111 un rifiuto 1>ern1anc 
chez nous a decifrare nci tre tcsti ''i11 
libert3'' indicati quanto vi e pill palese: 
J'inizio di una potenzial itit presentaliva 
dell'azione.-poetica -+ (comportamen­
to-estetico) registrati in tipografia "di­
retta" (sc possianto chian1are i11diretta 
la tipografia che comunica non sc stessa 
ma un sistema simbolico logico-verbalc 
che gli preesiste ). [e in direzione paral­
lcla marincni gilt ncl '14-15 avcva volu­
to riportare J'azione poetica a una sua 
fase aurorale fonico-verbale integrata 
in una di.mensione tecnologica "rumor i· 
sta", chc sara prin1arian1entc strumen­
talc ncllo sviluppo dclla pocsia fonetica 
e di suoni puri dadaista (r. huelsenbeck, 
c11 ava11t dada, 1920; r. hausmann, COlir­

rier dada, 1958).1 un progetto di "poe­
sia" anrave~o J'oggcno tipografico e 
verso ii compo rtamcnto gift dcfinito ncl 
manifesto della ci11e111atografla fi1111ris1a 
(1916): "meucrerno in moto le parole 
in libertii chc rompono i limi.ti dclla 
letteratura marcit1ndo verso la pittura, 
la musica, l'arte dei rumori c gettando 
un ... ponte tra la parole e l'oggeno 
rcale ." i i volumctto dei 11101s e.11 liberti 
fi1t11ristes costituis.ce ii vcrticc ideologic<> 
e crcativo dell'esplorazione letteraria di 
marinetti, che vi condensa i tre manife-
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sti "1ecnici" dcl 1912-14 (11umifesto 1ec-
11ico <lel/11 le11em1,1ra fi11r1risra con le ri· 
sposte t1lle o/JiezitJ11i - distn1zio11e <lei/a 
.;,-i11111ssi. i111111agi11azio1te se11za fili. fJ(lrole 
i11 /ilX!rtil. l<1 s11le11tlore geor11etrico e 
lllCCC(llliCO tie/la /Ntrole ;,, libert<l, 0110111(1· 
10/Jee tlSlftllle e St!tJSilJi/it<l lllilllCriCtl ). vi 
risultano accentuate anchc le intenzioni 
di ipcrsincstcsia c ascrnanticit3: 1tclla 
:>czionc ri1··ol11zio11e liJJ()grajica del secon­
do dci t1·c fllanifc.sti asgiung.c la fr<\SC 
"11011velle co11ce1Jtio11 tie 111 pt1ge f)1fl()gra· 
p/1iq11e111e111 pic111rale'', n1entre ncl ccrzo 
manifcs10 sosti1uisce ii paragrafo finale 
dclla sczi<>nc Stille ()nQn1;·11opee con un 
nuovo par;·1gr;1fo intitolato la ver/}(l/isn· 
1io11 t1fJs1roi1e (intcsa c<>ntc J'e.,1>ressio11 tie 
11os 1/ivers Ctats 1J'lt111e 111o)·c1111(l111 ties 
br11i1s e1 <ies so11s sa11s sig11iflCl11io11 11!ici· 
se. s1Jo111t111C111e11t orga11ises e1 co111bi11es)~ 
concluso con un cscmpio di "vcrbaliz­
zazionc astr;_\tta" 1ratto dalla tavola 
O/Jrl!-s /(1 111(1r11e, gia l>ul>blicata su un 
volantin<) ncl fcbbrt1io 1915 col titolo 
111011tag11c + vnlla1c + s1ratle x joffre 
(rnocastrinar fral ingarcn donl doni d<)11I 
ccc.). c·c da ch icdcrsi 1>ercl16 n1arinctti 
1>ubl>lichi la sua s111111111} del parolibcri· 
sn10, c in frnnccsc. pr<Jprio in u1l n10· 
t11en10 <Ii cclisse quasi totalc dcll'attivi~ 
tft clel n1ovin1ento Jetter(lrio futurista: 
ncl 1919 cgli :lpparc soprattutto impe­
gnat(J nell'uttivitft pc)litic;.t, in perenne 
os<.~illaz ione tra anarchis1110 antiborg.l1c.· 
sc c nazi(>n~tlisn10 antisocialista (aln1e­
no fino al 1921, fino cioc :ii pamphlc1 al 
tli Iii def co1111111is1110, e rin1a11do in pro· 
pos:ito al noto g.iudizio cli gramsci 11cll~1 
lcttcra a 1ro1zkij dcll'S scncmbrc 1922; 
pan1phlct chc con tle111oc.razia ft111,n·s1a 
del 1919 contic11c ii 1>iU vitale 1narinctti 
' 'isionario poli1 ic-0: due tc.s1i che come 
c 11crgia <li utopia porrei dietro solo al 
pri11cipe di 1t1acl1iave.lli c al fra1i,Y1is e11· 
core 111t c//011 di sade ). la risposta, 1>en· 
sand<) sernprc anzitutto alle ire tavolc 
del volun1c cui nti rifcrisco costantc· 
rne.nte, va ccrcata forse ncgli auacchi 
cui 1l1arinctti ve11iva sottoposto sullc 
pubblicazioni dadais1c (e riassunti piu 
civiln1cntc ncl '21 da haus1nann ncl 1110· 
1ufes10 tie/ PR£se111is1110: "marinctti. 
l'uonto pil1 lllOderno die\1ropa Ci C a11ti· 
patico, perchc pane non da una supc­
riore coscic1lza 1t1a dal caso ... 11

) , c in un 
bisogno q\1incli di rivendicare ii lavoro 
di esplorazi<.)ne-esplosivazi<>nc letrera· 
ria da lui cont1,iu10 pri111a e contc1l1po· 
ra11ean1cnte a dada. 
nel '16 egli a\1eva collaborato al nu1tlC·fO 
unico cabaret voltairc con d1111e, gia ap­
parso nel ' 14 su lacerlJa, c nel '20 hucl-



senbcck scriveva in ava1t1 tlaclc1 del dada 
zurigl1e.se: "trao1ite tzara eravao10 an­
chc in rapporti col n1ovin1cnto futurista 
ed in corrispondenza con n1arinet1i." 
non si sa come c sc si arrivO a una 
rotlura formalc, n1a a parte gli cvcntua­
li motivi di concorrcn.za a l1na q\1alsiasi 
forma di leadership 11ell'avanguardia, 
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Filippo Tomn1aso Marinetti, 
Parole i11 libenh (Greve), 1912-14. 

Filippo ·romn1aso f\1arinetti~ Parole;,, 
lil>e11li (l?espimtore cit la re.tre}, 1915 c. 

che non erano in pochi a volersi attri­
buire l'indonlani della prin1a gucrra 
mondialc, cssenzialn1cntc la polemica 
dadaista contro n1arinetti 1t1t1oveva dal 
fatto chc "dada cohiva ii nonscnse11

, 

contc scrivcva sch,vittcrs ncl l920i c 
n1arinet1i ii nonsense l'aveva 1>rcconiz­
Z.;.l.tO a livcllo sintattico n1a di fatto pra-

Filippo Ton1n1aso Mari11etti, Parole i11 

lilx:rr,; (A11<:l1e 11oi), 1914·15. 

Filip))() Tommaso Marinctti, f'arole ;,, 
libenQ (!tfa11ic1m: 1-·ain: les 011gles Q / 'Italic). 
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tica\•a un iperrc-alismo clclla sensazione. 
nlisurandosi, con una lucidilfl di analisi 
che anticipava p.crfcttan1ente mcluhan, 
proprio su quclla 1ecnologia chc invece 
i dadaisti dcnunciavano, o dialcttica­
ntcntc C<..)nfr<>11tavano alla "alchimia p il1 
profonda dclla parola" cui "aspira"a hu· 
go ball nc l '16 (rilrovando al di lit dcl 
futurisn10 ii "sacro" chc marinctti aveva 
volu10 espcllere dalla le11era1ura). cp­
pure la pil1 cstrovcrsa tensione delle 
tavole dei 11101s e1r libe11C ft1t11ris1cs le 
collocil al di Ii\ di 1u11a la 1ipogrnfii1 
da<laist~-t, 11011 solo o non tanto per gli 
cffctti di sin1ultancit3 sp(tzio·ten1porale, 
\•isual izzazic>ne di suoni, sintcsi visi\'a di 
scgni a11ditivi, trascrizionc segnica dcJ 
ntovirncnto, di cui hanno parlato moho· 
ly·1tagy (11isio11 i11 1>1otio11, 1949) e jasia 
rcicl1ardt (be1,i1ce1t /JOr!ll)' a111I pai111i11.,;:, 
1965), 1na pill per l'introduzionc d'un 
gesto tifJOgnifico nclla scrittura, chc dis· 
soda la 1ipografia d:dl'al fabe10, e con­
tcmporancan1cntc. for1nalizza ii scg_n(> 
tipografico in oggctto, e a\1via ii "tcsto 
poctico·· a dissolvcrsi ncll'azione. inol· 
tre, non solo ''treating language as be· 
haviour", con1c affermnva then1erson 
per le par<>lc in liberta (k1111 sclr•vitters i11 
e11gla111l, 1958), n1a l>roiettando senza 
diafran1111i linguis1 ici ii con1portan1en10 
stc-sso nc-lla tipografia, accentuan<lo ii 
segno cx1ralinguis1ico rispc110 a quello 
linguistic<), prcs.a.gcndo un ''''de ta {le''' 
/Jltrole che istituzionalizzi rinteragirc 
corJ)O·SituilZionc, con1c vcrrll in par1c 
prospcttato ncl succcssivo 1atrilis1>10 
(1921). la sola analoga impaginazionc 
viole11ta, dinan1ico-csprcssiva, fatta di 
scontri anzicl1C associazioni di scgni ti· 
pografico-visivi, e rinvcnibilc nei colla· 
gcs c f(>tOmt)ntaggi del dada bcrlincsc, 
la cui si11tassi di con1penetrazioni, in· 
croci di l incc diagonali c scatti di ang<.)Ji 
ac.uti, effcttivan1cnte "doppia" qt1ella 
delle tre tavole di n1arinetti. le quali 
a.ccclcrano dal canto loro un chiaro 
cvolvcrsi nclla direzione extralin,guisti· 
ca. mentrc in a11rl!s /<1 111t1n1e, joffre visi1<1 
le fro111 e11 auto fonen1i lettristi (nella 
n1eta inferiorc delltt ta\•ola} sono asso· 
cia1i a rcssemi in asin1assi (FRANC£, 
/J£LLI'.; CU£RR£, VICTOIR£, ilfON 
AMiiiii, MaAAAAa pe1i1e, l'l/USSl£NS, 
ecc. ) , c ~'Id elcnchi di nun1cri. a visualiz· 
zazioni cli run1ori ( <>n<>n1atopcc grafiche 
c linguistict1c), a scrie di scgni 1natcn1a· 
1ici, a grnfismi rapprescn1an1i i i pcrcor­
so della n1ac<:.hina1 <:-On hand\vriting 
contrastato ai carattcri tipografici in 
qualche pun10 delta ta\'Ola, in le soir, 
co11c/1t!c da1ts so11 Iii, e/le relisa;1 la le11re 



de so11 artillet1r '''' fro111 la grammatic.a· 
lizzazionc visiva, per cosi dire. di ele· 
menti extralinguistici tocca piu altri li­
velli di astrazionc: la silhouette della 
ragazza chc lcggc. c l'enormc gesto­
suono sotto 1·onomatopca in alto, pu.r 
nella loro opposizione reale/astratto as­
sumono di fatto uno stesso valore di 
ideogrammi; le due zone di handwriting 
sono "oggetti" perche non si associano 
ai carattcri tipografici n1a costitue-ndo 
riporti di rc;1hfl hnnno una fu11zione 
collagistica; nlentre l'area centrale di 
onomatopcc, earolc scgnaletiche (SI­
MULTANEITA - ESPLOSIONE), gra­
fismi, macchic, lcttcrc frammcntatc (la 
grandc U che appare :1nche nclla terza 
tavola), cc>n controsti fortissh11i di c-arat· 
teri ti1>0grafici e di nero/bianco, tra· 
sccnde come pattern. visualc tutti i sin· 
goli elementi linguistici. nella storia del-

la poesia postlinguistica veran1cntc que· 
sto posttesto occupa lo stesso posto che 
ii quadrato ncro di malcvic ha nella 
storia dclla pittura astratta. in 1111e as· 
se111blee 1u111t1l1r1e1JSC. da ultimo, ogni ri­
ferimento al linguaggio parlato soompa· 
re: elenchi di p.1rolc in ordine alfabeti­
co, alcune puri giochi di nonsense, sono 
intcrcambiabili con le colonnc di nume­
ri con cui visualmcntc si confondono. 
"'Striscc•' di parole c numcri, di ratto 
puri clcn1cnti g.rafico-gcon1ctrici, si in· 
con1rano, convcrgono. si 1agliano, so· 
vrnppongono con lcttcrc sparse. sillaba­
zioni, formc gcomc1riche (la serie di 
eerchi neri sulla dcstra dclla 1avola), in 
una tcnsionc ccccntricu cli con1penetra­
zioni; la silhouette dcl t ~11nb11rino sulla 
dcstra si costituisce anch'cssa in un 
nuovo ideogrumma. la gestalt finale ~ 
una pura proiezionc di n1ovimento ge-

sto·mcntalc. la verifica puntuale che 
questa estrema tipografia oggcttualc di 
marinetti forniva dell'opposizionc chc 
era stata dichiarnta a mallarme a con­
clusionc dcl manifesto tccnico dcl 1914, 
oon la sua rcaliuat3 volont;\ di trasfor· 
mare le parole in at1toill11Strazit>f1i con­
notava una consapcvolczza della neecs· 
saria convcrsione dcll'area tipografica 
da spazio metafisico. luogo di convoca­
zionc e pres.c11tazionc di significati log_i· 
co-vcrbali, a spazio fisico, cipografia CO· 
n1e a\1tosin1boliai:1zionc. l'ho gift dctto, 
da quel momcnto la pagina stampata 
volcva rimandare a sc s1cssa come og­
geno c comporrnmcn10, non pii1 rap­
prcscntazionc n1cccanica c condizionc 
segnica le cui lcggi di csis1cnza risicda· 
no al di ruori dcl suo auiore. 

Azione fotogiafica di Balla con un allicvo ncl suo a1clicr romano, 1915. 



Uno sguardo 
dal futuro 
Da11iele Lombardi 

1:-erri1ccio Busoni riportava nel suo Sl1g· 
gio di ti11a 11tlova estetica 1111tSicale, chc fu 
pubblicaio per la prima volta in tedesco 
nel 1906 da Schmidl a Trieste, la notizia 
che un certo Doll. Taddeus Cahill ave­
va inventato tut prin1ordiale generatore 
ele ttrico di suoni, ii D)111a111opl1011e . 

Vale la pena di leggere come, all'origi­
nc, nc aveva data informazione i i giOr· 
nalista del A1cClure Magazi11e, citato da 
_Busoni: "L!osservazio11c cite tutti gli 
s1rumcn1i danno dei suoni i111pcrfetti 
porto ii Doll. Cahill a riflellere. II ma­
teriale, le condizioni fisichc, la tcn1pC· 
ratura, i fe11on1cni clin1atici inOtaiscono 
sull'esauezza di ogni strumento. II pia­
nista pcrde ii suo c!ominio sul suo110 

dclla corda, dal momcnto in cui ii tasto 
e StalO colpito. Nell'organo ii sentimen­
lO nulla puo aggiungere alla nota. II 
Doll. Cahill concepi !'idea d'uno s1ru-
1nento che potesse dare all'esecutorc 
un controllo assoluto su ogni suono c 
sulla sua espressione. Egli parti dalle 
teorie di Helmholtz, che gli insegnaro­
no come i rapporti fra ii 11umero e la 
forLa dci suoni arn1onici c ii suono 
fonda1ne11tale siano <lec.isivi per ii ti111. 
bro caratteristico <Ii ogni singolt) stru· 
mento. Di consc.guenza cgli aggiunsc, 
nclla sua costruzionc, all'apparcccl1io 
c1le di• ii suono fondan1cntale, una serie 
<Ii apparecchi supplcmcnti-tri, ognu110 
dci <1uali produce u110 dei suoni arn10-
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nici, c cosl potC son1n1are questi al suo­
no fondamentale ncll'ordinc c forza 
che piu gli piaccssero. Cosl ogni suono 
puQ vcnir variamente caratterizzato, la 
sua espressione pui> venir regolata di­
namicamc11tc con la n1assima sensibilita 
e la foria puo essere portata dal pianis­
simo quasi impercenibile a una potenza 
di suono insostenibile. E, poiche lo 
stn1n1ento viene azionato per mezzo di 
11na tasticra, gli rimanc co11scrvata la 
pos;;ibilita di piegarsi alla personalita di 

• 111 un art1sta ... 
Sc11za dubl)io quest<• notizia contrib11i a 
smuovcrc la fa11tasia di Marinctti e di 
Russolo, da11do t111' 11lteriore s1>in1a alla 
ideazio11e dcll'Ane <lei n1111ori, c con i 



Filippo Tommaso Marinctti 
a Mosca, 1914. 

Alla pagina preceden1e: Carlo Carra, 
lruegui1nen101 1914. 
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prin1i n1anifesti si vcde gift una forte 
osn1osi tra ii pensicro innovatorc di 
B11soni e i fut11risti. 
Mcritcrcbbe uno studio piu approfon· 
dito ii rapporto tra 11111i questi ar1is1i 
che si sono tro\1ati, nello stesso momen· 
to storico, a esserc dcsidcrosi di andarc 
avanti verso l'avventura cli 11na musica 
non in1n1aginata, non udita prima di 
allora. Busoni avcva in comunc con i 
futuristi la stanchezza 1>er le fonti sono· 
re tradizionali, conte gli strumcnti e 
l'orchestra, de-siderava indagare sulla 
possibilitil di uscire dalla scala tempera­
ta per una nuova n1usica microinte-l"\1al· 

..• 
~ . •· •, 

• ~ 
• 

~ 
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" • 

, . 
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D. llurjuk e V. f\1ajak<>vskij. 19 J•i. 

larc, 1l'la resta di fo11do t111a sostanziale 
diffcrcnza di concczionc dcll'opcra 
d'artc, diffcrenza che appare chiara se 
conrrontiamo gli scritti IC<>rici. 
Prc-ncliamo per escn1pio due ·'dcscrizi<)· 
ni .. d i ciO chc la ntusica do,,rcbbc cvo· 
care, una dal Saggio di Busoni e una dal 
primo Manifesto di Russolo: 
Bc1so11i: " ... facciamola scguire la curva 
dcll'arcobalcno e incerron1pere a gara 
con le nubi i raggi <lei sole; non sia altr<> 
chc la natura rispccc.hiata nell'anin1a 
umaoa e da lei ritlcssa .. :~ 
Russolo: " ... attravcrsiamo una grandc 
capitale moderna, con le orecchie piu 
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attentc che gli occhi, c godremo nel 
disti1tgucre i risucchi tl'acqua, 'l'aria o 
di gas nei tubi n1ctallici, il borbottio dei 
motori cl1c fiatano e pulsano con una 
incliscutibile animalilit, ii palpitarc dcllc 
' 1alvole1 l'andirivieni degli stanttlffi ... " 
II grande pianista opcrava una continua 
riflessionc tcorica sulla metamorfosi 
della forma e fctce\•a questo analizzcln· 
do i tessttti connettivi tra stilcn1i com· 
positivi storicizzati e le nuove intuizio· 
ni, con t1na sintcsi as torica, una specie 
di transavanguardia musicale nclla qtia· 
le Mcfistofele e Apollo bisbigliavano 
tra loro senza csserc uditi. Ben diversi i 



fu1uris1i, Prn1clla c Russolo, sempre 
sull~onda d'urto crcata da Marinetti, 
avcvano costruito l'idca di un Dioniso 
ipertecnologico. La loro furia iconocla­
sta, forsc non sempre ncccssaria, fu una 
istanza fin dalrinizio, e fu ii 1allone di 
Achille sul qualc inficrl poi ii mondo 
musicale, con modalita simili a qucl 

sarcasmo chc csprimeva Gennaro Na­
poli nel 1914: "Poireste osservarc chc 
rartc dei suoni non ha pcrcorso vana· 
mcntc ii suo cammino a trnverso i scco· 
Ii, da Tcrpandro a ... Debussy, eppurc di 
fu1urismo non si era mai parlato, ne 
scritto: ma le soni della musica pare 
non siano mai st3te in condi.zioni cosi 

gravi~ ragionc per cui s'imponeva quc· 
sta azione energica e rigcncrntrice del 
futurismo. Del qualc vi parlo ora, dubi­
tando fortcmcntc che. proprio piu in la. 
di questo nuovo c vccmcntc grido non 
rcsti ... nemmeno l'cco. Cogliamo dun­
que quest'attimo fuggente ... "' 
Ncl contcsto di questa polcmica incan· 

Do11UJ ddlo spltndon g<otntlrico, clol film v;1a futuriua. 1916. 
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desecnte ii nosiro sguardo dal futuro 
riconosce nell'Ane dei nimori di R11sso­
lo ii tentativo di perscguire una Strada 
nuova, non solo teoricamcnte, ma co11 
la realizzazione dcgli intonaruntori, 
uni1i in \1na orchestra, e poi nel russ<>· 
lophono. Questa era la soluzione futu­
rista alle problematiehe musical i nellc 
quali stava dibattendosi tutta !'Europa 
negli anni Dieci. 
A d istanza dai Conscrvatori e dalle Ac­
cademie ii rombo dcgli intonaru1nori 
cercava di spaz:zare via sia la fiducia 
nclla se1nantica dell' intcrvallo, s ia Jc 
convenzioni dclle modalita di ascolto 
dell'epoca. Per averc un' idea di quale 
rossc l'effctto dcgli intonarun1ori sugli 
orecchi dcgli ascoltatori del tcn1po C 
intere.ssante rileggcrc una cronaca sul­
l'esccuzionc londincse della "spirale di 
rumori", // risveglio f/i 1111a c;110: "At first 

a quiet eve11 n1urn1ur \vas lteard. The 
great city \Vas asleep. No\v and again 
some giant hidden in one of those 
queer boxes snored portentiously; and a 
ne,v-born child cried. 'l'hen, the nlur­
mur '"as l1eard again, a fa int noise like 
breakers <.)n the shore. Presently, a far· 
away noise rapidly grew into a mighty 
roar. I fancied it must have been the 
roar of the huge printing machines of 
the ne,vspapers. I \Vas right, as fc\v 
seconds later hundreds of vans and n10-
t<>r lorries SC·emed to be hurl)'llg 10-
\vards the station, sun1n1oned by tile 
shrill whistl ing of the locomotives. La­
ter, 1he trains \Vere heard, speeding b-Oi· 
stcrously a\vay, thc11, a nood of '''atcr 
see1ned to 'vash the to,vn. children 
crying and girls laughing under the re­
frc.shing shower. A multitude of d(>Ors 
\Vas next heard to open ancl shut \vith a 

{ 

U. Boccioni, lo·11oi·Boccio11i, fotografia. 
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bang, and a procession of receding 
footsteps intimated that the great ar­
n1y of bread-'''in11ers '"as goi11g to '''Ork. 
Finally, all the noises or the st reet and 
facto!)' n1ergcd into a gigantic ro;•r, and 
tltc n1usic ceased. J a'voke as tltouglt 
from a drcan1 ~ind applaudcd ... "J 

A tutt 'oggi resta ii desidcrio di poler 
ascoltarc t1na di queste esecuzioni, ma 
la 111usica di queste '"spirali di run1ori" 
non csistc piU, sc non (>Cr 11n frammcn-
10 <Ii sc1te battute, ma c.iO basta per 
avcrc un' idca di quan10 gli in1011arun10-
ri precorresscro i tentpi. Questa descri­
zione ricorda ii testo di un lavoro ana­
logo cite Luciano Serio e Bruno Ma­
dcrna realizz.a.rono nel 1957 ne llo .$1u­
di<> cli Music.a E lcttronica di Mila110, 
nta ricor<la anchc l·Yeek·etrtl , lavoro d i 
collage sonoro fatto nel 1929 da Walter 
Ruttmann su banda ottica. 

.. 
•. 



E opportuno citare anche i giudi7,i dati 
da alcuni tra i con1positori oggi consi­
derati forse i pil1 in1portanti e n1oderni­
sti dcl Novccento: 
Varese: " Pourquoi futuristes italicns rc­
produisez-vous servilement la trcpida­
ci<-)O de notre vie quotidicnne en cc 
qu'ellc n'a quc de supcrficiel ct de ge­
nant? Je rCvc des instrun1ents obCis­
sants f1 la pensee. et qui, avec l'apport 
d'une noraison de tin1bres insou~On· 
ne.s, sc prCtent aux conbinaisons qu'il 
me plaira de leur imposer ct se plicnt a 
l'cxigcncc de n1on ry1l1mc intCricur.,,4 

Stravi1tskij: "Cin<1ue gran1mofoni su cin­
quc tavolini in una grande stanza prcs.­
sochC vuota cn1ettcvano run1ori digcsti· 
vi, statici, ecc .. , notevoln1cntc sin1ili alla 
1t111siq11e co11crCtc. »!> 

Prokofiev: " Peccano di una insufficicntc 
chiarczza dcll'intonazione, della prc­
senza d i un run1ore con1int10 ( no11 del 
bcl ru1norc cc.rcato (lai ft1tt1ris1i, bcnsl 
di un runtorc chc dcriva dall'inlpCrfe· 
zione del congegno) c di una rclativa 
dcbolezza del suono ... I futuristi confc­
riscono ai loro s1ru1t1en1i un significato 
autonomo1 c prc>van<.) a con1porrc e<)n 
essi singole orchestre, n1a per u11 rt.10!0 
dcl gcncrc gli strurncnti sono tropp-0 
caren1i di 111ezzi, per non parlarc dclla 
loro immaturita tecnica. A un'orchcstra 
sinf()nica, invccc, possono aggiungere 
dci colori insoliti."6 

E cvidcntc una seric di rcsisten.zc che 
vcnivano fatte da questi, che erano sen· 
z'altro tra i pill sprcgiudicati dcll'cp<>ea. 
L 'intuizionc di Russolo fu quclla di fago­
citare politonalit~t, poliritmia, procecli· 
n1cnti atonali1 protododccafonici~ cspan· 
sione clclla sfcra tin1brica, tutte cioC le 
n1(><lalitft chc in qucl n101ncnto crano i 
n101ori del ntissilc della nuova n1usica, 
in una totalizzantc onon1atopca del ru· 
n1orc chc SCl'vissc co1t1c n1atcrialc sono· 
ro per tin nuovo criterio con1posi1ivo. 
Non \•Olcva quindi tin run1orc ready· 
n1ade, bensi cercava una nuova struttu· 
ra cl1e proprio clalla c<)n1plcssitb t intbri­
ca di partenza si evolve.sse per sp0nta­
nca C<.)nseguenza. Nelle sue n1cmoric 
Nuccio Fior<la, n1usicista chc fu vicino a 
Russolo c al di lui fratello Antonio. 
scrivera poi che, se la n1usica n1odcr11a 
ha cercato di 1rasformare ii suono in 
rum(>rc, Russolo cercO di 1rasforn1arc ii 
run1orc in rc1usica. 1"ran1itc la i•grafia 
cnarmonica .. Rt1ssolo avcva provato a 
mc11crc in atto un prcciso controllo del 
n1atcriale sonoro e, nacuraln1entc, ii ri­
sullato suonava agli orccchi dci con· 
temporanei tro1>po cacofonico, si chia· 
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1,.uigi f{ussolo 



lvo Pannaggi, Collage posrale indirizzato a Ka1/ien·11e S. Dreier. 1926. 

masscro anchc Varese, chc pcrc.) solo 
dicci anni dopo scrivcra /01ris(1tio111 un 
capolavoro n1olto vicino a ciO che Rus­
solo avrcbbe idcato, sc avcssc avuto 
una cecnica conlposi1iva professionale. 
Tu110 questo fa ripensarc a quanto 
u1t'avanguardia abbia assunto co1t1s>i ti 
di preveggenza c quan10 di cio che ha 
prodono venga poi verifica10 nella s10-
ria succes.siva, per un critcrio di valorc. 
In qucsto scnso i i futurismo C stato 
considera10 t111a fantaarte, quasi co1n e 
se fosse un 11genere'~ assimilabile alla 
fantascienza, un prodotto che artistica­
rnente si au1olin1i1a in quanto monodi­
rezionale nella poe1ica. 
In rca1t3. Marinctl i, fin dall'inizio, ilttc­
se ii suo fare avanguardia come un 
continuo gesto di autostoricizzazio ne , 

ICSO a CS!Crnare ii viSSUIO dell'arliS!a in 
una cquazione ar1c-vita chc lo renda u11 
re Mida. JI valorc delle sue azioni e, 
succcssivan1cn1c, di <1uclle dcgli altri 
ar1isti ruturisti era indiscutibile, c con 
esso la n1icrostoria personale- \1eniva a 
cquivalcre alla macros1oria; ma per 
qucsta din1cnsionc era ncccssario chc 
l'artista agisse sui 1nass media. 
A fr<.>ntc di c1ucsta continua scopcrra di 
giaci,ncnti aurifcri Jc azio11i compiute 
da Fluxus cinquan!'anni dopo, pur mo­
tivate <la \ln'analoga autostoricizzazio­
ne, sono d i segno contrario e implicano 
l'elogio della merda come grado zero 
del valorc. Quesio c.ambiamenio di sc­
gno c dovuio a un ancggiamen10 che 
era completameme sconosciu10 a Mari­
nelli, ma era invece in ogni azione. degli 
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artis1i Fluxus: parlo dcll'au1oironia, del­
la dissacrazio11c pt)Stcsistcnzia list:t e 
dell'inizio d i una nuova idea di artc chc 
st ra tific.a n1oltc p rccedcnti sollccitazio· 
ni al ntutan1cnto~ dal dada a l tcarro 
surrealista. 
In wni gli scrini dei fu1uristi convh•e 
un'ansia di fuggirc in avanti dal prescn­
lc e una con1inua infarinatura di ideali­
sn10 cite nJai fa d in1enticarc cosa era i i 
provincialisn1(> c ultura lc chc contraddi­
s tingucva la rcaltfi italiana in qucgli 
a1tni. 
La ntancanza di apertura intcrnaziona­
lc c la n1ancanza di reali sca1nbi tcnnc 
tutta l'operazione della n1usica f\1turista 
su un rcgist ro non molto considerato, 
pcrsino dagli al!ri composiiori irnliani, 
preoccupali dall'audacia au1oproposit i-



va di questi artisti e irri1a1i dai risultati, 
senliti come occasioni mancate. 
Dopo tante tempeste teoriche, poi, la 
n1usica futuris ta aveva trovat() albergo 
nclla dimensio11c dcl tcatro di varictil, 
in spettacoli cioC in1prontati sulla clissa· 
crazione c l'clin1inazionc dci "gcncri". 
Ma ii tentativo di Marinelli fu ben piu 
vasto e lungimirantc, con1c bcrt indivi· 
duava Nicola Tranfaglia su La Repub· 
b/;ca: " ... Ma allora \1icnc da clticdcrsi: 
perc.hC negli anni succcs.sivi, sia Mari· 
netti che molti (non tutti) gli esponenti 
dcl futurismo ~1deriscono al regin1e, col· 
locandosi magari in quellit fittizia 's ini· 
stra fascista' del quotidiano l'lmpero 
diretto da Settimclli? II discorso sareb­
bc lungo c n1i 111anca lo spaiio per farlo 
intcramcntc. DirO soltanto chc, per 
q\1a11to rigliarda Marinctti, proprio tra 
ii '19 e ii '20 (come sottolinea anche 
Claudia Salaris) si collocano due saggi 
(Democraz;a fwurista e Al di Iii de/ co-
1111,11is1110) chc chiariscono ntcglio i ca· 
ratteri clella sua utopia socialc, ma an· 

che della sua contraddizione di fondo: 
cercare al di fuori delle organizzazioni 
politichc che, nel bene e nel male, si 
erano date le massc popot;·1ri, un i(tcalc 
di socictit chc solo a quelle masse pote· 
va apparire auspicabilc. ti fascisn10 in· 
fatti non presto ncssuna attcnzlonc a 
c1uci saggi; c Dottai, chc orntai avcva 
scclto lv1us..~olini, Ii criticO dura1ncntc. 
Ma, come si l: vis10, a sinistra Gramsci 
Ii notO c dicdc. un giudizio positivo sui 
futuristi, con1c dcl rest<> fccero negli 
stessi anni, e anche in quclli sticcessivi, 
n1c>lti artisti sovietici ... "7 

Le discipline artistiche riflettevano 
quindi ii momento di grande trasforma­
zionc socialc i1t atto, c l1avanguardia 
f\1turista aveva per prin1a aV\1ertito1 co1i 
Marinetti, chc ciO chc veran1ente stava 
cambiando era lo stesso processo di 
con1unic.azione, perche c.ambiava i i tar· 
get. Oggi, in epoca di necessiti1 di radi­
ci, ci si occupa molto di futurismo, di 
fluxus c tutta la linca ol)Jiqua dclla 
stc>ria dcll'artc, pe rchC, con lo stra1,otc· 

re assoluto che i 1nass n1edia hanno 
assunto negli l1ltin1i dieci anni, l1ar1e. 
deve mettere in atto un processo di 
trasformazionc c in fretta. Questa linea 
obliqua ha sempre indicato la necessita 
cli spostarsi dall'oggctto, da vcdcre· 
asct)ltarc·lcggcrc, al co11cctto; vccchi 
discorsi, 1na quanto n1ai attuali. 111 quc· 
sto scnso dal futuris1t10 1 attravcrso Flu· 
xus c oltrc, passa un ripc11samcn10 sul· 
l'uso di rnass ntcdia con1e la tclcvisionc. 
In 11na intervista di venticinque ~•nni fa 
Cage diceva: '~Cos'C cite Marshall 
McLuhan considerava attivit:l per un 
artista'! E perfettamenle bello e ogni 
volta che lo vediamo adesso ne godia· 
mo: dice che tutto quanto dobbiamo 
fare e accostare inforn1aiione a infor· 
mazionc, 11011 importa qualc. t cosl chc 
cliventeremo consapcvoli del n1ondo 
perche e quanto fa esso stesso ... "8 

Ma la considerazione successiva a que­
sto impegno di presenza sul quotidiano, 
n1csso in atto appunto dai futuristi per 
prh11i c poi dagli artisti Fluxus ccc., C 

Giaco1110 Balla. Biglietto /tO:;tale a Pri1no Conti, 1917. 
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chc l'arle dovrebbe avcrc luogo nei 
mass media in modo che zapping alla 
1clcvisione, nelle fascc di largo asooho, 
ci si possa imbattere, tra un variet3 
dcmcnziale c la ancor piu dcmcnzialc c 
ripctitiva "canz.one italiana d'autorc", o 
una partita di c.alcio, anche in trasmis~ 
sioni chc prcsentano cose d'nrtc. .. 
Sarcbbc facile per i programmo1ori dcl 
palinses10 fare. per escmpio una 1rn­
sn1issione dal titolo (jMusica inaudita'', 
visto che la musica del Noveccnlo lo ~ 
per ii 90 per cen10, porlarc a conosccn­
za dcllc per.;one la ''era sioria dclla 
musica modema c eon1cmporanca, far 
scntirc per la prima volta, aoc-anto a 
SchOnbcrg. au1ori come tlaucr, Obu­
how, Lourie, Ornstein, Roslnwc1z; far 
scnlirc accanlo a Stravinskij le compo­
sizioni di Ives, Co,vell, An1heil e cosl 
vin. 

In qucsta ottiea anchc la riccrca sulla 
musica futurista potrcbbe awalersi di 
una maggiorc profondi1A, con piccole 
scoperie come qucl R0tative che Giacin-
10 Scelsi scrisse ncl 1930 e che rappre­
senta un rari.ssimo escmpio di n1u.sica 
macchinistica di qucgli anni in Italia. E 
la lotta tra idea di rcpcrtorio e idea di 
marginali1a, ovvero fare la storia dei 
vinci1ori, la lcggc del piu for1e, sceglien­
do a chi dare qucsrn forza. Delirio di 
onnipolenza di chi decide, sia egli un 
critico o un cditorc, un dircttore artisti· 
co o un dirc1torc di n1useo, nuotando 
sopra le onde, come ii cclcbre ' 'alzer di 
Rosas_ 
Chi lavora ncll'anc in prima per.;ona 
procede sul cammino dcl conosccre c 
non dcl ri-conosccrc, spcrimcntarc c 
non ripctere forn1ulc di succcsso, non si 
i.nteressa di Aucl ite l ~ n1a ccrca spazio, 

\ ... 
• .. • . 

quello spaz.io chc gli sarebbe gius10 ri· 
tagliare IA dove avvicnc la rcahA dclla 
comunicazionc quotidiana. 

Note 
1 McClure Afa1;azi11e, \'Ol XXVJI, n. 3, lu· 
~lio 1906, a firma di un eer10 "DI'. Baker''. 

G. Napoli, "Fu1urismo musicale", in 
l'Artc l>i11tristica, a. I, o. 7, Napoli, l aprile 
1914. 
' Cir. L. Ruio;olo. 771e An of Noises, 1rado1-
to dall'i1atiano con in1roduzionc di Barclay 
Brown, New Yori<, Pendragon Press, 1986. 
' J91, V, giugno 1917. 
' I. Siravinsl<ij. R. Crall, Colloqui COi• S1ra. 
,.;JUk;j, Torino, Einaudi, t9n. 
6 M11z)'kn, 18 aprilc 1915. 
7 u1 Rep11bblica, 13 dicembre 1988. 
8 M. Kirby, ·•1ntcrvis1~' con John Cage", in 
Marr:111re, nn. 37·40, Roma. Lcrici, 1965. 

Fo1og.ramn1a da1 film l 'C>dissta di J)m, Gioi·a1111i, Cines. 1918. 
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L' arte dei rumori 
Manifesto futurista 
Luigi Russolo 

Caro Ba/ilia Protella, grandt nmsitista 
futurista, 
A Roma, nel Teatro Cosianzi affolla1is· 
simo, mentrc coi miei amici fu1uristi 
Marineui, Boccioni, Balla ascohavo l'c­
scruziooe orchestrale dclla 1ua 1ravol· 
genie !tfusica f11111ris1a, mi apparve alla 
mente una nuova artc: I' Anc dci Ru· 
mori, log.iea consegucnza dellc tuc me· 
ravigliosc innovazioni. 
La vila anlica fu 1una silenzio. Ncl 
diciannovcsimo sccolo, colrinvcnzione 
delle macchioe, nacque ii Rumore. Og· 
gi, ii Rumore lrionfa e domina sovrano 
sulla scnsibili1ii degli uornini. Per molli 
secoli la vita si svolse in silcnzio, o, per 

lo piU, in sordina. I rumori p iU forti cbe 
intcrrompcvnno qucsto silenzio non 
crano n~ intcnsi, nC prolungati, nC va· 
riati. Poich~, sc trascuriamo gli e=io­
nali movimenti tellurici, gli uragani, le 
1cmpes1e, le valanghe e le cascate, la 
natura e silenziosa. 
In qucsta scarsit~ di rnmori, i primi 
s11011i chc l'uomo potC trarrc da una 
canna forata o da una corda tcsa, stupi· 
rono come cosc nuove e mirabili. II 
s11ono fu dai popoli primi1ivi anribuito 
agli dei, considera10 come sacro e riser­
vato ai sacerdo1i, chc se ne servirono 
per arricchirc di mistcro i Joro riti. Nae. 
quc cosi la concezione del suono come 

cosa a sc, diversa e indipendenle dalla 
vita~ e ne risultO la musica. n1ondo (an-
1as1ico sovrapposto al rcalc. mondo in­
violabile e sacro. Si comprcnde facil· 
menie come una simile concczione del­
la musica dovessc necessariamen1e ral· 
lentame ii progress<>, a paragone dellc 
altre ani. J Greci s1cssi, ron la loro 
teoria musicale matcmaticamcntc sistc­
ma1a da Pi1agora, e in base alla quale 
era ammesso soltanto l'uso di pochi 
intervalli consonanti, hanno mollo limi· 
tato ii campo della musica, rcndendo 
cosi impossibile l'armonia, chc ignora­
vano. 
II Medio Evo, con gli sviluppi e le 

Dal ~ Rls11tgllo dl una tlttA 11 per Jntonarumori. - L. Russolo 

F rr P. 
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Luigi Russolo c u,o Piut1i nel laboratorio dcgli in1onarun1ori a M il:tno. 
da L'"t1c <lti n1n1()ff, Edizioni Pt11uris1e di .. Poesia ... 1916. 

modificazioni dcl sistema greco del te­
tracordo, col canto gregoriano c coi 
canti popolari. arricchl l'arte musicale, 
ma conunub a oonsiderare ii suono nel 
suo swJ/tpSi nel tempo, con<:ezione ri· 
strena chc durb per parecchi secoli e 
che ritroviamo ancora nelle piu compli­
cate polifonic dei eontrappuntis1i fiam­
minghi. Non esisteva l'accordo; lo svi· 
luppo delle parti diverse non era subor­
dinato all 'nccordo che qucste parti po· 
tevano produrrc net loro insieme; la 
concczionc, infinc, di questc parti era 
orizzontalc, non verticaJe. II desiderio, 
la ricerca e ii gusto per l'unionc simul­
tanca dci divcrsi suoni, cioC: per l'accor· 
do (suono complesso) si manifestarono 
gradatamcntc, passando dall'accordo 
pcrfeno assonante e con poche disso­
nanze di passaggio, alle complicate e 
persistcnli dissonanzc che caratterizza­
no la musica contcmporanea. 
L'arte musicale ricercb cd oncnne dap-

prima la purczza e la dolcezza del suo­
no, indi amalgamO suoni diversi, preoc· 
cupandosi pcrO di accareuare l'orec. 
chio con soavi armonic. Oggi l'ane mu­
sicale complicandosi sempre piu, ricer­
ca gli amalgami di suoni piil dissonanti, 
pill strani e pill aspri per l'orecchio. Ci 
awiciniamo cosl sempre piU al su.0110· 
n'111ore. 
Q11fsta tn1ofr,zio11e <le/la 111i,si,·11 ~ para/le· 
la al 1nol11jJfican·i tlel/e 111accl1i1re, chc 
collaborano dovunquc coll'uomo. Non 
soltan10 nclle atmosfcrc fragorosc dclle 
grandi cin~. ma anche nelle campagne, 
c1le furono rino a icri normahncnte si· 
lcnziose, In 1nacchina ha oggi creato 
tante varietft c concorrcnz.a di rumori, 
che ii suono puro, nella sua esigui1a e 
monotonia, non susci1a piU emozione. 
Per eccitare cd csaltare la nostra sensi· 
bili1a, la musica ando sviluppandosi ver­
so la piu oomplcssa polifonia e verso la 
maggior varic1l di 1imbri o oolori1i stru· 
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men1ali, riccreando le piii complicate 
succcssioni di accordi dissonanti e pre· 
parando vagamcntc la creazione del 
Ru1n01e 11111Sicale. QuCSla e\'Olut:ionc 
verso ii "'suono run1ore·~ non era possi· 
bile prima d'ora. L'orecchio di un uomo 
del seneccnto non avrebbe potuto sop­
portarc l'intcnsit!t. disarmonica di ccrti 
accordi prodoni dalle nosire orcheslre 
(triplicate ncl nuntcro dcgli esecutori 
rispcuo a quclle di allora). II nos1ro 
orecchio invcce sc nc compiacc, poich6 
e gia cduca10 dalla vita modcrna, cosl 
prodiga di rumori svaria1i. II nosiro 
orccchio pcro non sc nc aocontcnta, c 
recl:tn1a sc1nprc piU antpie en1ozioni 
acus1iche. 
O'al1ra partc, ii suono musicale e trop­
po limi1a10 nclla varie1il qualitativa dei 
1imbri. Le pii) complicate orchestre si 
riducono a quanro o cinque classi di 
s1rumcn1i, diffcrcn1i nel 1imbro del suo­
no: s.1rumcnti ad arco, a pi.ttico, a fmto 



in mc1allo, a fiato in legno, a pereussio­
nc. Coskche la musica modcrna si di­
battc in qucs10 piccolo ccrchio. sforzan­
dosi vanamcntc di crcarc nuove variet3 
di 1imbri. 
LJisog11a ro1111>ere <1r1esro cerclrio rlstnttto 
tli s11011i p11ri e co11q11is1aro lt1 ~·t1rietti 
;11fi11;rt1 tlei J11011i-n1111ori. 
Ognuno riconoscera d'allrondc che 
ogni suono porta con sc! un viluppo di 
scnsaz.ioni gi3 note e sciupatc. chc pre. 
dispongono rascolla1orc all• noia. mal­
grado gli sfor~i di tutti i n1usicisti nova­
tori. Noi ru1uristi abbian10 tutti profo n· 
darncnlc ama10 e gus1a10 le armonie 
dei grandi maestri. Bcc1hovcn c \Vag­
ncr ci hiinno squassato i ncn1i c ii cuore 
per molti anni. Ora nc siamo sazi e 
godi111110 1110/10 pi1l 11el co111bi11arc i.tleol· 
111t11te dei non<Jri di rra111, di 111ot<Jri a 

scoppio, di conozu e di fo/le •'0Cia111~ che 
11el riudire, per esempio, r·£ro1ca. 0 la 
"'Pastort1le". 
Non 1>ossian10 vedcrc qucll'c11orn1c ap­
para to di forze ehe rapprcsc11t:1 un'c.)r· 
chcstrn 111<.>derna scnza provarc la pil1 
profonda dclus.ione da-.•an1i ai suoi me· 
schini risul1ati acustici. Conoscctc voi 
spcuacolo piu ridicolo di vcnii uomini 
chc s'accaniscono a raddopP.iarc ii mia­
golio di un violino? Tuno col> fora na1u­
ralmcntc strillarc i musicomnni c risvc· 
glicrA forse l'aimosforn assonnaw dellc 
sale di concerti. Entrian10 insicn1c, da 
futur isti, in uno di qucsti os1>cdali di 
suoni uncn1ic.i. Ecco: la prinla battuta vi 
rcca subi10 all'orecchio la noia del gia 
udi10 c vi fa pregus1arc la noia della 
battuta che seguira. Ccn1clliniarno cosl, 
di ba11u1a in battuta, due o trc qoalira 
di noic schiene aspcttando sempre la 
sensa.zionc straordinaria c.hc non viene 
mai. lntanto si opera una misccla ripu· 
gnanic formaia dalla monoionia delle 
scnsazioni c dalla cretinesca commozio· 
ne religiosa dcgli ascoha1ori buddis1ica­
mentc cbbri di ripetere per la millesin1a 
volta la loro estasi pill o mcno snobisti· 
ca cd imparata. Via! Usciamo, poiche 
non poiremmo a lungo frcnarc in noi ii 
desidcrio di crcare finalmenie una nuo­
va rcnlta nlusicalc, con un 'ampia distri· 
buzionc di ceffoni sonori, snltundo a 
piC 1>nri violini, pianoforti, contrt1bbassi 
ed organi gcmebondi. Usciamo! 
Non si potril obiettare che ii rumore sia 
sol1anto forte e sgradcvole all'orecchio. 
Mi scmbra inutile enumcrare tu1ti i ru· 
mori tcnui c delicati, chc dAnno scnsa· 
zioni ncustiche piaccvoli. 
Per oonvinccrsi poi dclln varicta sor­
prcndente dei rumori, bas1a pensare al 
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Luigi Russolo, 
inrerno di un ron1.atore. 
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rombo dcl luono, ai sibili dcl vcnto, allo 
scrosciarc di utla casca1a. al gorgog.liare 
d"un ruS<Jcllo, ui fruscii dellc foglie. al 
trotto di un cavallo chc s'allontana~ ai 
sussulli traballanti d'un carro sul selcia· 
to c alla rcspirazione ampia. solenne e 
bianca di una citt11 nottuma, a tutti i 
rumori che fanno le helve c gli animali 
domestici ea tutti quclli che puo fare la 
bocca dcll'uo1no scnza parlarc o canta­
rc. 
At1ra\rcrsia1no tina grande capitale mo­
derna, con le orccchie piu attcn1c che 
gli occhi, c godrcmo dcl distingucrc i 
ristrcchi <l'ac<1ua. ll';tria o <Ii gas nci tubi 
111ctallici. ii borbottio clci ntotori chc 
fiatano c 1>ulsano co11 una indiscutibile 
ani111alitU. ii 1>al1>itorc dellc.:: vaJvolc~ 
randirivicni dcgli stantuffi, gli siridori 
dellc scghc mcccanichc. i balzi del tram 
suite roiaic, lo schioccar delle fruste, ii 
garrire dcllc tcndc e delle bandiere. Ci 
divcrtircmo ad orchc:strare idealmente 
insicnlC ii fragorc dcllc saracinesche dei 
negozi. le portc sb:ltacchianti, ii brusio 
e lo scalpiccio dclle folle, i diversi fra­
stuoni dellc srnzioni, dellc fcrricre, dcl· 
le filandc, dcllc tipografic. dclle cenlra· 
Ii clcttriche c <lcllc fcrrovic sottcrrancc. 
NC bisogna dimc.:nticnre i rumori nuo­
vissirlli dcll:t gucrro nlodcrna. Rcccnte· 
n1cnc ii poct~t Marinctti, in una S\1a 
lcttcrn dallc irinccc di Adrianopoli, mi 
dcscrivcva con mirnbili parole in liberta 
rorchcstra di una grandc bauaglia: 
·•og11i 5 seco11tli t.·01111011; da a.~scdio sve11· 
tmre .'i/NlZio co11 1111 <ICCOrtlo ZANG­
TUM B-TUUUM B n11111111ti11ame1110 di 
500 eclri per azza1111arlo s111i1111zzt1rlo spar· 
pagliarlo all'i11fi11i10. Ne/ cemro di quei 
ZANG·TUMB-TUUUMO spiaccicati am· 
piuza 5() cl1il0111ttri q11adra1i balzare 
scoppi tagli pug11i batttrie a tiro rapido 
Violomr ftroeia rtg<Jlaritil questo basso 
gro.-e $CJJlllftrt gli stnmi folli agitatissimi 
acuti de/la battaglia Furia affan110 Orte· 
cltie occlri 11nrici npe11i! atttmi! forza! cite 
gioia ,·cc/ere tit/ire fi11tare 111110 t111co tara· 
1a1t1ta1a de/le 111itragliatrici strill<1re a per· 
di/into sotto morsi schinffi traak-traak 
fn1s1111e 1>ic-pac-p11111-r11111b blzzarrie saltl 
altezzn 200 metri de/Ill f11cileria. Gi1i giti 
111 {0111/0 111/ 'on:ltestra swg11i dig11nzzare 
b11oi lmff11/i p1111goli cam pl11ff plaff im­
pe1111r1rsi tli co~·t1/li flic floe zl1ig zl1zg scia­
ack t'lori 11itriti iliit'ii scalpiccii 1i11ti1r11ii 3 
battaglt'o11i b11lgari itr 111arcia cr()()()C-Craa­
ac (lento) Sci11mi /o.Jarirza o Karvavena 
ZANG-TUMB·TUUUMB 1oc1oc1oc1oc 
(rapidissimo) croooc-craaac (lento) gri· 
da degli 11fficiali sbataccl1iare come piaui 
o<ume pan di qua paak di Ill BUUU1'1 



ci11g ciak (presto) cinciacia--ciaciaak Stt 
g;,f Ill IQ i11ton10 ;,, alto a11e11zio11e sr,//a 
tcst<l ciank be/lo! Va1111Je va111pe ''a111pe 
v<m1p;: vamp;: vamp;: ri/111/ta dei forti 
lnggi1) dierro quel fi11110 Sciukri P<1scitl 
co111t,,1;co telefo11ica111c111e co11 27 foni i11 
1r1rco ;,, 1edesco all~! lbrol1i111.'! R11dolf! 
a/lo! a/lo, 011ori ruoli «lri s11ggeri1ori sec· 
1111ri di fiuno [orate applor<Si odore di 
fie1to /a1igo s1erco 11011 se11to pirl i 111iei 
piedi gelari Otlore di salnitro 0</ore di 
111arci() Ti111pa11i flt1111i clari11i tlovr111t111c 
busso 11/10 11ccelli cl11g11ettt1re bea1i1t1tli11c 
0111brit ''P"<lf>'<'P breua l'Crde 111a11dre rlon· 
""'·""""'-««· Orclrestro i ptJzzi basto11a-
110 i professori d'orchtstro q11esri basrona· 
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t1SS11n1 StlOltare s11011are Gra11di fragori 
11011 ca11cellare prcci.sare ritaglia11tlofi n1 4 

111ori piri piccoll 111i1u11is.~i111i ro11a111i di 
eclri nel te1t1ro ampiezw 300 chilomerri 
11r1<1tlra1i Fl11111i A1aritzt1 1l111gla stlr11illti 
Nfo11ti Rlx.lotJi rittl t1lt11re palcl1i loggio11e 
2()()() slrrap11els sbmcciarsi esp/0tlere faz. 
zole11i bia11cl1Usi1,1l pie11i d"oro srrrrr· 
rrrrr-TUMB·TUMl3 Zf}()() gra11att prore· 
se strapparc co11 .tcl1ia11ti capiglit1t11re 11e· 
rissime ZANG-srrrrrr-TUMll·ZANG· 
TUMB-TUUMD l'orchesrr<r dei r1111wri 
tli g1terrt1 go11fi11rsi sott<> 111111 11ott1 tll $ile11 4 

zlo 1e1111tt1 11e/f't1l1ro cielo pallo11e s/en'co 
doraro clre S<m'tlliia i tiri." 
r\ 'oi \YJglia1110 i11I01tarr e regolare t1n1101ri· 

ca111~111e e ri1111ica111olte q11esti S\'ariatissi· 
111i n1111ori. Intonate i rumori non vuoJ 
dire ioi;Jicrc ad essi tuni i movimcnti c 
le vibrnzioni irrcgolari di tempo c d 'in­
te11sit:l. n1a bcnsi dare un grado o tono. 
a lla piu rorte e prcdominante di qucs1c 
vibrazioni. ll rumo rc infatti si d iffercn4 

zia dal suono solo in quanto le vibrazio-­
ni che lo producono sono confuse ed 
irrcgolari. sia ncl tempo che nclla in· 
tensitt1. Og11l n1111ore 110 t111 10110. ta/om 
a11c.·l1e 1111 t1ccortlo cl1e pre1/0111i11a 11ell'i11· 
J'ie111e tie/le s11e vibraz.i()11i in-cgolari. Ora, 
da qucsto caratteri.stico tono predomi· 
nante dcriva la possibilit~ pratica di 
inlonarlo, di dare cioe ad un dalo ru-

Ge.,.-re moto = .d\~t"'u.1..\0"'t. 

ft:::::- -di.<-~~~ 
. ~ 
\e. n t l ,....("(a le. 

I ntc""''' :t.'Z..c;> 

bo:,le. f"lu.-{ c. 

Bat tu.la l a~petto 
( JCe11<t, ~4o/, 

-
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Da c.apo .a volo.-ril 

A. \Vilhem. Suonata nl$$O·tc,1tm1;ca i11 do (e prendo) 111agg., opera di dis1n,zio11c 21. 
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Concc.r10 di intonarurnori a1 Coliseurtt di L-Ondrt•. giugno 1914. 

n1ore non un solo 1ono ma tina certa 
varietf• di toni, senza perdere la sua 
catatteristica, voglio dire ii tin1bro che 
lo distinguc. Cosl alcuni rumori ottcnuri 
con un nl.ovin1ento rotativo possono of­
frire tin'intera scala cromatica asc-en· 
dente o discendente, se si aun1enta o 
diminuisce la velocitft del movimento. 
Ogni manifestazione della nostra vita e 
accompagnata dal rumore. II rumore c 
quindi famigliare al nostro orccchio, cd 
ha ii potere di richian1arci in1n1ediata­
mente alla vita stcssa. Mcntre ii suono, 
estraneo alla vita, sempre music..-tlc, co­
sa a se, elen1ento occasionale 0011 nc.­
cessario, e divenuto ormai per ii nostro 
orecchio quello che all'occhio /: un viso 
trOppO noto, ii rumore invece, giungen-

doci confuso e irregolare dalla confu­
sione irregolare della ' 'ita, non si rivela 
ntai interan1ente a noi e ci sc.rba innu­
mcrcvoli sorprcsc. Siarno certi dunque 
chc sccglicndo, coordinando e domi­
nando tutti i rt1mori, noi arricc-hiremo 
gli uon1ini di una nuova voluttil inso­
spettata. Benche la caratteristica del 
run1ore sia di richiamarc-i. brutalmente 
alla vita, {'Arte dei nlt11ori 110 11 <ievc li111i· 

tarsi a<I 1111<1 riprof/11zio11e i111i1a1i,..·a. Essa 
attingera la sua maggiore facolta di 
en1ozione nel godin1ento acustico in sC 
stcsso, che J'ispirazionc dcll~artista sa· 
pra trarrc dai rumori combinati. 
Ecco le 6 famiglie di mmori dcll'orche­
stra futurista che attucrcmo presto, 
mecc.anican1ente: 
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In questo elenco abbiamo racchiuso i 
piU carattcristici fr.ii rumori fondan1en­
tali; gli llltri non sono che le associazio­
ni c le comt>ina2ioni di qucsti. 



I 111ovi111e111i ri1111it:l tli 1111 nt111<>re S<>110 
i11fi11i1i. Esiste se111pre. co11re l'N!r ii 10110, 
1111 rit1110 pretlo111l11t1111e. n1a attorno a 
qucsto altri numcrosi ritn1i sccondari 
sono pure scnsibili. 

C011dtisio11i: 
I. I mustcisti futuris1i de\·ono allarg_arc 
cd arricchirc sempre piu ii campo dei 
suoni. Cio rispondc a un bisogno della 
nostra scnsibilitt1. Notiamo inratci nci 
composit<>ri gcnia1i d'osgi una tcndenza 
verso le piU con1plicatc dis.S<>nanie. Es· 
sit allontunnndosi scn1prc pil1 clal suono 
pt1ro, giungono <1uasi ;\I .\'tto 11(>·r11111o rc . 
Queslo bisogno c qucs1a 1cndcnza non 
po1ranno csscrc sodd isfo11i cite cofl'ag· 
gi11111a e lt1 sosti111zio11c 1/ei n 1111ori ai s110 -
111. 

2. l 111usicisti ruturisli tlcvono sostituire 
alla limitata vt1ric11l dei 1imbri dcgl'i· 
strumcnti che l'orchcstrn possicde oggi 
J'infinita varietil dci timbri dei rumori. 

ripr(xJ<>lti con appositi n1ccc:ani.sn1i. 
3. Oisogna chc la scnsibili1a dcl n1t1sici­
s1a. libcrandosi dal ritn10 facile c tradi­
zionale. trovi nci rumori ii modo di 
ampliarsi c rinnovarsi. dato chc ogni 
rumorc offrc runionc dei ritmi piu di· 
\'crsi ol1rc a qucllo prcdominan1e. 
4. Ot;ni rumorc avc1'do nclle sue \ribra­
zioni irrcgolari '''' tOllO b¥:J1trale prcdo-
111i11a111e. si ottcrrll faciln1cntc nclla co· 
struzione degli s1rumcn1i chc lo imitano 
una \raric1a surticicn1cn1cntc cstesa di 
t<>ni, scn1itoni c <1ti:,r1i tli t<>ni. Questa 
varicta (Ii toni non 1oglicril " <lgni sin­
gc>lo run1orc le c:~1r•1ttcrist ichc t'lcl s 110 

1i1nbro, mu nc un11>licr~ sol<) la tcssitura 
o cs1cnsio11c. 
5. Le difficohil pratichc per la costru· 
zione di qucsti strun1cnti non sono gra­
vi. Tr<>vato ii principio 1n(!Ccani<.X) chc 
da un rumorc. si po1ra n1utarnc ii tono 
regolandosi sulle stcssc leggi gcncrali 
detracustka. Si procedcra per esempio 

Antonclli-Ma11cucci. Ri110110 di Ftonro Casm'Ola, 1925. 
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cc>n l:i dintinuzionc o l'aun1cnto della 
\1Cloci1~1. sc lo strumcnto ttvra un n1ovi­
mcnto rotativo. c con una variet3 di 
grandezza o di tcnsionc dclle pani so­
nore. sc lo strunlCnto non 3\'ri\ movi· 
mcnto rotati\'O. 
6. Non saru n\Cdiantc una succcssionc 
di runlOri imilativi dclla vi1a. bcnsi nlC· 
diantc una fanta~1ica as.wciazione di 
questi timbri vari1 c di questi ritnli vari, 
chc la nuova orchestra 011crril le piu 
complcs.~c c nuove cn1ozioni so11orc. 
PcrciO og11i strunlcnto cl<)vr:'t offrirc la 
possibilita di ntuturc lono, c (lovra ave· 
re u11a 1>ili o n1cno grandc estcnsionc. 
7. l~• varicta <lei run1ori ~ infinittl . Sc 
oggi, mcn1rc noi posscdiamo forsc mille 
't1acchinc diverse, pos.~ian10 ctis1ingucrc 
n1illc run1ori divcrsi. do1nnni. col n1olti· 
plicarsi di nuovc n1ncchinc, po1remo di­
stingucrc dicci. vcnti o tre11ta111ila n11110· 
ri dii·er.si, 11011 cln ;,11i1t1re st1111Jfice111e111e, 
111a tla c0111bi11are stt:o11do la JIOSlrtl fa11· 
tasia. 
8. lnvitiamo dunque i giovani musicisti 
gcniali e audaci ad osse:ivarc con a11en­
zionc tu11i i rumori. per comprcnderc i 
vari ri1mi che Ii cornpongono, ii loro 
tono principalc c quclli sccondari. Pa­
ragonando poi i tin1bri vnri <lei rumori 
ai tirnbri dci suoni, si C00\1inccranno di 
quar110 i pri1ni sian<> pili nu1ncrosi dci 
secondi. Quest(> ci dor~ non solo la 
c-0n1prensionc n1a anchc i i gusto c la 
passionc dci ru1n<>ri. La nos1 ra scnsibi­
litil mollipl icata. do1>0 csscrsi conqui­
stati degli occhi futuristi avri1 finalmen· 
te delle orccchic fu turistc. Cos\ i motori 
e le macchinc dcllc nostre ciull indu· 
striali polranno un gior;no csscrc s.1-
pientcmente intona1i. in modo da fare 
di ogni officina una incbbriante orche· 
stra di rumori. 
Caro Pratella. io sonopongo al tuo ge­
nio futurista qucslc mie con,statazioni, 
invitandoti alla discussionc. Non sono 
musicista di professionc: non ho dun· 
que prcdilczioni acustichc. nc opere da 
difendcrc. Sono un pinore foturisra chc 
proietta fuori di se in un'ar1c molto 
amata c studiata la sua volonta di rin­
novare tullo. Pcrcio pill tcmerario di 
quanto potrebbc esscrlo un rnusicis1a di 
proressionc, non prcoccu1>andon1i della 
mia apparente incompctcnia, c convin· 
to che r audacia abbia tulli i diritti e 
tune le possibilira. ho potuto intu ire ii 
grande rinnovamcnto della musica me­
diantc !'Arte dci Rumori. 

Milano, II mano 1913 



L' art du moteur 
1>011/ Virilio 

A
pres la fin de I' Ari , y a-t-il place pour un Art de 
la Fin? 
Fixer, comme Auguste Rodin, le commencement 

de la fin a )'invention de la photographie, n'est-ce pas 
indiquer clairement l'origine de eel Art des fins dcnrii!res 
de /'Art? 
"Tous Jes arts sont fondes sur la presence de l'homme. 
Dans la photographic nous jouissons de son absence", 
ecrivait AJ1dre Bazin. Cet art de J'absence n'ebauche-t-il 
pas une derniere csthctiquc? Celle de J'absence du 
"sujet", de " l'objet", au profit du seul trajet d'une lumie­
rc capable, comme le son, de s'enregistrer automatique­
mcnt. .. 
"L'esthetique de la disparition" debouche·t·elle alors, 
comme l'esperaient jadis Jes cineastes, sur un art 1enni-
11al? 
Nous J'oublions trop souvent, le "septicmc art" c'cst l'an 
du moteur, celui de la motorisation de l' instantane pho­
tographique, de ses 17 puis 24 images fixes soudain 
animees qui provoquent !'illusion d'optique de la projec­
tion filmique ... rctombee indirecte de la revolution in­
dustrielle, de ses procedures mecaniqucs ct repetitives. 
D'ailleurs, Jorsque le metteur en scene crie "Moteur!", ii 
rend un involontaire hommage a l'ere de la reproduc-

"Bien que l'homme s'inquiete en vain, 
CCJ>Cndant ii marche dans !'image." 
(St. Augustin) 

tion technique de !'image. 
L' image fixe, inanimec, appclce aujourd'hui arret sur 
image et autrefois, plus simplement "photographic", re­
prescntc done un stade anterieur de la perception de 
J'art. Fixer, figer les figures grf1ce au fixati( du dcssin au 
fusain, au vernis OU a Ja Chimie d'un quelconque revcJa­
teur photographique, trahit !'influence persistante du 
li1hiq11e sur l'reuvre contemporaine, la pierre d'un hori­
zon disparu, encombrant encore nos regards. 
Faire le point, pour un individu qui s'eveille it peine, ou 
pour un photographe utilisant Jes lentilles de son objec­
tif, n'a rien en commun avec cette fixitc cadavcriquc de 
!'image qui fausse la vraisemblance des choses represen· 
tees. En fait, la meilleure "definition" du cliche photo­
graphique ou de la perception de vi.511 n'est pas obtenue 
par l'accomodation oculaire ou le jeu de l'optique des 
appareils de prise de vues, mais d'abord grace aux 
mouvements des yeux, it !'imperceptible rnotilite orbitale 
des organcs de perception. Toute image apparemment 
1111iq11e, resultant d 'une Serie inapcr~ue, transparente a 
notre conscience, !'image reelle ne possl:de d 'existence 
"objective" qu'au travers d'une sequence d'images vir· 
t11elles sans Jesquelles ii n'y aurait aucune actualitc du 
regard, aucune image actuelle. 

' \ ' ., Q11alcJ1e <la1rza fi1tl1rista, 
in La Vie J~arisienne, 

19 rcbbraio 1921. 
. \ 
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La serie, la sequence preexistent done aux propric!tes 
figuratives de "!'unique", et ceci, qucllc que soit la 
technique employee: gravure, peinture ou sculpture. 
Cette dccouverte est d'ailleurs l'unc des plus importan­
tes de ce xix< siecle qui vit !'invention de la photogra­
phic, sicclc de l'indus1rie oil la scriali1c s'es1 brusquc­
meni devcloppcc au sein du mode de produc1ion, com­
me dans 11otre "vision du monde", gr8ce 3 l'in11ovatior1 
de l'imagerie II repetition. 
Avec les dcrnicres iechniques de representation vidco­
graphique "en temps reel", ii nc s'agit pourtant plus 
d'une "petite illusion d'optique", commc celle qui effra­
ya les premiers spec1a1eurs du film des frcres Lumicre, 
"l'entrc!e du 1rain en gare de la Ciotat", mais d'une 
"grande illusion elec1ro-optique et acous1ique", ceUe de 
la presence ici ct maintenant du mondc cntier; iele-pre­
sence a distance tout aussi peu reellc que ne l'etait celle 
de la locomotive fon~ant sur la foule du Salon Indien, 
en 1895, lors de la premiere projection cinematographi­
quc. 
Hommage d'un moteur (plus cxactcmcnt cl'une mecani­
que simple bientot electrifiee) a un autre moteur, a 
vapeur celui-la, en attendant le moteur electrique, puis 
elcctroniquc Ct demain le "rnoteur phOtOnique" de l'or­
dinateur-lurniere. Cest cela finalcrncnt, cct art du n10-
teur qui conjuguc et supplan1e un a un, 1ous Jes autres ... 
C'est cela rncrne, l'es1he1ique de la rno1orisa1ion, l'indus-
1rialisation de la vision: la rnise en rnarche du "plan 
fvce", du photograrnme, puis cclle du "plan sequence" 
du videogramme ininterrompu. U1 oil la vitessc relative 
du defilement spectral des instantancs composant le 
pho1ogrammc occasionne le 111011ve111e111 apparent du 
film, la vitcsse absolue de la trame video donne a voir la 
transparence du monde entier, l'imagerie televisee deve­
nant l'ltorizo11 apparent des evenements qui s'y deroulent 
effectivemcnt. 
Obscrvons maintenant la limitation perspective obtenue 
par ces 1echnologies de la represen1a1ion ubiquitaire: 

memc si la transmission du signal-video est effcctuc!e en 
1e111ps roe/, grace a la vi1essc-limite des ondes electroma­
gnctiqucs, le defilement des scenes sur l'ccran est neces­
sairement rc!duit par la vitcssc de saisie visuelle du 
telespectatcur, soit le standard de 25 images/seconde, 30 
images/seconde pour les eCfets speciaux , 60 images/Se· 
conde constituant l'exirerne limite de la conscien~ hu· 
maine de !'image. Au-deli\, nous cntrons dans le domai­
ne du subliminal, la ccci1c psychiquc commence, ii n'y a 
plus ricn ii voir ... 
Ce trcs faible "creneau de visibilitc" de la perception 
motoriscc - les images sont vues, mais leur memorisa­
tion conscien1e est rcndue impossible par la trop grande 
cc!lerite du defilement - explique l'essor des "machines 
de vision" video-infographiques, associant a la camera 
de prise de vues, la memoire d'un ordinateur; invention 
majeure d'une optique active, suppleant l'optique passive 
d'un regard impuissant a saisir !'acceleration des pheno­
mencs. 
Un peu comme les lunenes avaient jadis Supplee a la 
trop faible "profondeur de champ" des organes de 
perception de l'homme, ces machi11es II voir a notre place 
supplc!ent la faible "profondeur de temps" de la saisie 
visucllc du temoin oculaire. 
Ainsi, a partir de la fin du siccle dernier, la vision 
hurnainc a-1-clle cte progressivcmenl i11va/idk, inaugu· 
rant , comme l'expliquai1 le sculptcur Auguste Rodin, la 
crise, sinon la mort de !'Art... cc qui avait ete jusque-lii 
la lampc-tcmoin de la realite du monde et de !'experien­
ce de son actualitc, l'O!il du te111oi11 , est alors frappc d'un 
discredit dcfinitif. 
DCs tors, sans tCmoin ct done sans "amateur d'art", 
comment envisager !'Art de la fin, l'Art terminal de 
l'histoire de l'art, sinon au travers des procedures expc­
ditivcs d 'un pilotage a vue d'appareils dont les simula­
teurs de conduite et de jewc seraient la primitive prefi­
guration? Synthese des arts du mouvemen1, de la cour­
se-poursui1e, d 'un voyage excentrique, qui comple1erait 
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l'art de la danse et son ancienne choregraphie, par une 
sceno-infogrophie dont le theatre serait le monde lui-me­
me ... 

"Le monde n'est-il done qu'une lanteme magique?" 
s'intcrrogcait Schopenhauer. Apres )'audition, la teleau­
dition, le tc!lc!phonc, la radio. Apres la vision a l'reil nu, 
la television, la video. Apres !'action immediate, la 
1eleoctio11, la telecommande a distance, voici la telc!exi­
stence d'unc communautc! dcfinitivement desreuvrec. 
Etre Ill, sans y etre vroime111, a l'instar de l'acteur et de sa 
doublurc. Se rcunir ii distance, eliminant paradoxale­
ment toute "scene" au benefice d'un horizon intermit­
tent et des ombres cathodiques qui s'y meuvent: voila 
l'avenir de cct "Art Terminal" qui vient conclure l'his­
toire de la culture d'Occident et qui, a l'exemple des 
systemes mcdiatiques, brouille a l'envie Jes messages, les 
limites entre chaque discipline. 
Autrefois, en effet, la presse ecrite, l'affichage public et 
!'edition formaient des mondes separes, chacun posse­
dant, avec leur histoire, leur propre culture, le "support" 
des uns et des autres apparaissant alors comme une 
"frontiere" infranchissable. 
II en est dorc!navant de mi!me du monde de l'Art: la 
"motorisation de la perception" entraine a son tour la 
confusion des differences entre Jes disciplines de !'ima­
ge, de J'ecrit et du son, debut promeueur d 'une prochai­
ne comm111a1ion des apparences sensibles qui completcrait 
le soudain telescopage des lieux, du aux moycns de 
telecommunication. 
En effct, lorsquc le printcmps de Pekin et l'hiver de 
Bucarest sont pcr~us en direct de Paris, de Rome ou 
d'ailleurs, comment esperer encore un ecart significatif 
en1re les arts plastiques, le theatre, la danse, la musi­
que? La perte definitive de l'interval/e d'espacc ct de 
temps ebauche done necessairement la disparition de la 
distinction, non seulement entrc "!'image" et le "son" 

(commc a !'invention du cinema parlant), mais cntrc 
"l'audiovisuel" et Jes diverses techniques de la represen-
101io11 artistiq11e, d'une part, et de la si11111/otion i1ulusrriel­
le, d'autre part, en attendant sous peu, l' interactivite 
gc!neralisee des operateurs a distance grace ii ce costume 
de do1111ees mis au point pour Jes besoins de la NASA, 
qui permet deja la telekinesie, le toucher a distance, quel 
que soit l'eloignement des partenaires de ce jeu fanto­
matique. 
"C'est une chose comiquc quc cenc conviction de tant 
de gens agissant comme s'ils avaient sculs une existence 
rcelle, ct que !curs semblables nc fussent que de vaines 
ombres, de purs fantomes", ccrivait encore Schopenh­
auer ... 
Nous ne marchons done plus "dans )'image" comme 
l'cxpliquait saint Augustin: c'est / 'image q11i s'es1 mise e11 
marche po11r nous! Elle arrive de partout, elle cnvahit en 
rangs serres notre environnemcnt immediat, l'amplifica­
tion optique du milieu humain efface l'ancienne "pro­
fondeur de champ" de l'espace reel. Grace a !'extreme 
amincissement de J'epaisseur optique, !'horizon "appa­
rent" et )'horizon "profond" s'estompcnt au seul avanta­
&~ d'un horizon trans-apparent, fruit des tele-technolo­
gies. 
Palette graphique de l'imagerie numcrique (CAO, 
DAO), moniteur d 'affichage de l'imagerie a resonance 
magnetique (RMN), scanner, laser, installation de vi­
deo-performance interactive (gants ou costume de don­
nces), autant d'outils qui prenncnt place desormais dans 
l"'atelicr-regie" de l'artistc-tcrminal. 
Simulateur d'un pilotagc a vue de l'imagc, cockpit d'une 
csthctique teleguidee oil le pcrmis de conduire serait 
obligatoire et l'exces de vitcsse sanctionne ... NO MAN'S 
LAND ART finalement aussi dangercux pour Jes yeux 
que l'etait au desert la cruelle rc>vcrberation du solcil sur 
lcs miroirs de sel. 
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