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Juozos lmbrosos 
Mayor of the City of Vilnius 

Today's man no longer knows how to find joy in the new bloom of a violet in the light of the sunrise, nor in the evening 's setting of 
the sun . There is simply no time - the brand new plasma television that one just ,,hos to hove" beckons too temptingly from the store 
window, and the rental down-payment on the new apartment will soon hove to be mode. However, art always was and will be the 
expression, form and content of a different look at our surround ings and a hidden protest against the norm. 

Everyday life - is that art? Perhaps art con become everyday life2 Where is the boundary that separates these worlds, and where 
do they merge? Only one thing is clear - everyday life con be art. To look at life differently. To create a different whole from details 
And that is - FLUXUS. 
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Gediminos Kirkilas 
Prime Minister 

Republic of Lithuania 

During the lost few years, Vilnius has firmly established itself on the cultural map of Europe as a capital city of great creative potential 
and significant events. This fact is further evidenced by the establishment of the Jonas Mekas Visual Arts Center. 

I am firmly convinced that the Jonas Mekas Visual Arts Center will not only make a strong contribution to the cultural life of the capital 
and its residents, but will also be of valuable global cu ltural importance. 

The return of the works of two famous Lithuanian artists and leaders of the avant garde - George Maciunas and Jonas Mekas - serves 
as a ca talyst for Vilnius to become a new 21st century world center of the avant-garde. May their symbolic return serve as an example 
to all of those artists of Vilnius and Lithuania who are lost throughout the world; may it serve as an example to all those for whom future 
recognition awaits.. No matter where you may stray to study, create and work and no matter how famous a venue you find for an 
appreciative audience, Lithuania will a lways be the place that awaits you the most. 

My sincere congratulations to the Jonas Mekos Visua l Arts Center on its inauguration Creative ideas, works and the fame of Lithuania 's 
artists will spread from here throughout the world, affirming the long-held truth of ,,Ars longa , vita brevis. " 
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Arturas Zuokas 
Chairman of the Board 

Jonas Mekas Visual Arts Center 

The foremost goal of the Jonas Mekas Visual Arts Center is to firmly secure the place of Lithuania and Vilnius on the cultural map of the 
world. We have begun by returning to Lithuania the works of two artists who pioneered new movements and have long been o part of 
the world's cul tural lexicon. I believe that Vilnius con become the world's capitol of the avant-garde and Fluxus. Hundreds of thousands 
of fans and friends throughout the world accompany the return of Jurgis Mociunos and Jonas Mekos to Lithuania 

We are working to create o world class cultural centre and to that end hove invited internationally renowned architects Zoho Hodid, 
Doniel Libeskind and Massimiliano Fuksos - whose names alone stand as signs of creativity and quality - to create for Lithuania. They 
need no introduction to art lovers around the world, but they will help those very some lovers of art to discover Lithuania. 

We are pleased and proud of the fact that in pursuing our goals, we hove partners wel l-known throughout the entire world and are 
working with prominent individuals and international art institutions. We also toke pride and pleasure in the burgeoning support that 
we have received and continue to receive from the business and arts communities as well as the general public. They, as we, believe 
that Vilnius can be Europe 's Capitol of Culture not only for 2009, but become o constant center of attraction for enthusiasts of the arts. 
A city in which art is the foundation for bold and innovative new ideas. 
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The Prophets 
of the Avant-Garde 

The origins of artistic advances are always composed of 
certain elemen ts , such as collaboration and innovation, 
through which a gathering of artists rebel against convention 
and force the redefinition of art upon historical concretions. 
Fu rt her more, exploration of these progressions should engage 
a study of their catalysts without whom they would never have 
had the kinetic energy to occur. These embodied foundations 
deservedly ascend to prophetic postures through their 
alternative, subversive concept ions and relentless resolutions. 
Kazys Binkis, Jonas Mekas, and George Maciunas are such 
prophets, men who were instrumental in igniting persuasions 
in the constitution and amplification of a perpetually uni-
versal artistic movement known as the avant-garde. Binkis 
helped introduce Lithuania to the vigor of alternative, western 
practice when he founded the literary movement, The Four 
Winds. Mekas, often described as "the godfather of American 
avant-garde film ," has played a profound role in the history of 
cinema with his novel , diaristic style and his devotion to the 
preservation , exhibition, and canonization of avant-garde film. 
George Maciunas conceived of Fluxus as an "incorporated art 
collective" that sought to destroy the perception of art as either 
sacred or decadent , protest the pretension and professionalism 
of art, and subvert the commercial commodity of the art world. 
He devoted his entire being to a Fluxus lifestyle enlisting others 
to partake. 

It is remarkable how interrelated the legacies of these three 
men are, being that they are each artistic entities in their own 
right. Mekas and Maciunas are the heirs to Binkis ' artistic rev­
elation He was responsible for inst igating the modernization 
of Lithuanian literary standards through contact and eventual 
adaptation of modern avant-garde ideologies within academic 
studies in Berlin This distinctive poet's own work enveloped 
concept ions resonating in Italian and Russian Futurism, folkloric 
and popular Lithuanian traditions, and natural themes melded 
w ith an experimental style. Innovation was produced through 
ecstatic poems that were lyrical and immediate, playful and 
optimistic and the "literary afternoons" he organized during 



which other poets and artists would gather to discuss new 
trends in art and poetry, domestic and international. Binkis 
essentially kindled a radica l spirit that spawned a dynamic 
artistic age adorned with a profound legacy eliciting concerns 
of artistic education and practice Jonas Mekas is a visual 
and literary poet. He was born in 1922 in Semeniskiai , a 
town near Binkis' birthplace. A pivotal moment in his young life 
occurred when he was sent to labor camp during World War 
II After his release he studied philosophy at the University of 
Mainz and , in 1949, immigrated to Williamsburg , Brooklyn 
with his brother, Adolfas 

It was in New York with a Bolex l 6mm camera and passion 
for cinema that Mekas became a film institution , publish-
ing the journal Film Culture, founding the Anthology Film 
Archives, and pioneering the "New American Cinema " He 
rejects the title of "filmmaker" preferring to be called a "filmer." 
Mekas' films are personal and poignant, cerebral and capti­
vating His freewheeling shots and trembling camera embody 
the fragi lity and attractive vibrancy of a memory. The tangible , 
yet transient frames grasp and embed a moment in time pre­
served and lost. His observance of the natural world crafts lyri­
cism that captures the splendor of experience. In the coopera­
tion of incredible tenderness and transforming rhythm , Mekas' 
camera develops beautifu l and hypnotic portraits. His films are 
often visual diaries, recording events from his own life and the 
lives of artists and friends such as George Maciunas, John Len­
non , Yoko Ono, Andy Warhol , Salvador Dali, Nam June Paik, 
Shigeko Kubota , Jackie Kennedy, and Allen Ginsberg, among 
others. Mekas' films were momentously significant to his film­
making peers and continue to affect contemporary experimen­
tal artists. His and Maciunas' iconoclasm liken them to other 
famous poet-theorists such as Tristan Tzara , author of the Dada 
manifesto, Andre Breton, pioneer of the Surrealist movement 
and automatic writing , and Marinetti , forerunner of Italian Fu­
turism. The steadfast lineage of these and other avant-gardists 
distinguishes their immense influence upon the perception and 
adaptat ion of the world at large. 

George Maciunas was an organizing force in the New York 
avant-garde scene of the l 960's. He was a cornerstone 
of eccentricity, diligence, and obsessive impulse, connect-
ing artists with varying degrees of Fluxus involvement. Jonas 
Mekas was an artist in this social milieu and formed a deeply 
unique relationship with Maciunas sharing meals and mindset. 
Mekas was not only one of his closest friends; he was also a 
prominent Fluxus lifeline who devoted a magnitude of funds 
and energy. In 1962, Maciunas devised feats of compiling 
a Fluxus anthology, producing various Fluxus publications, 
and organizing what was to be the first Fluxus festival. Mekas 
provided funds and moral support to the Fluxus cause that en­
abled a grateful Maciunas to act on some of his schema. The 
next year, Mekas supported his friend again , giving him work 
designing for his journal Film Culture . During this period 
Mekas also provided Maciunas with a free place to live at 
80 Wooster Street. Mekas' film , Zefiro Torno : Scenes from 
the Life of George Maciunas is a poetic elegy to Maciunas' 
exceptional spirit that was so instrumental in bonding the New 
York avant-garde scene of the 1960s. Fluxus was a mult ina­
tional organization organized in 1962 that sought to blur any 
distinctions between life and art, invigorate the critical aware­
ness of "art " within the mundane, and promote a non-art reality 
grasped by a ll. It also challenged the structure of imperative 
manifestations of the avant-garde through reinvigoration within 
changed cultural/economic circumstance securing the Futur-
ist legacy of rejecting blind inheritance of tradition. Fluxus 
is epitomized in George Brecht 's word event, exit, in which 
the performer is told to do exactly what the sole word in the 
piece instructs. Maciunas' praise of the piece elucidates why 
it is so archetypically Fluxus, "It does not require any of us to 
perform it since it happens daily without any 'special ' perfor­
mance of it. .. a non personal 'ready mode'." Mociunas rejected 
the notion that a person could be an "artist " as in adopting 
any other profession Art wasn't something you could do 
because it wasn 't anything other than existence. The means 
for conveying this conviction was seriousness meshed with 
playfulness spurring endless Fluxus publications , concerts , and 
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events worldwide. One of his greatest achievements was the 
Fluxhouse Cooperatives, rundown buildings purchased with 
the help of a new "Experimental Housing Bill" in 1966 and 
converted into artists' lofts on Wooster Street in Manhattan. 
Because of dubious legality, the city hod not yet cleared the 
area for residential living and Mociunos never took steps to 
legalize the co-op or his managerial status. However, these 
lofts paved the way for the artist boom that occurred in SoHo 
in the following years The lofts were just one of the thousands 
of Fluxus schemes Mociunos fanatically conceived of and 
initiated , propagating the moss production, distribution, and 
consumption of avant-garde ends to be unlimited and obtained 
by all. 

Current offirmot ion of the Fluxus expedi tion proceeds through 
on exhibition entitled Fluxus East . Represented is on origi­
nal testimony of the progressive Fluxus motions in the former 
Eastern Bloc The echo of Fluxus is documented in on "in­
termedio" of or! involving music, film, photographs, poetry, 
correspondences, actions, and events. The collective bloc 
discovers restoration in this interactive exhibition facilitating on 
enthusiastic encounter with Fluxus incarnate. Though Mociunos 
and Mekos spent the majority of their lives in America, both 
artists maintained roots to their home countries. As mentioned 
before, Binkis was one of Mekos' earliest artistic influences. 
Mociunos hod Lithuanian precursors as well. He printed on 
announcement for a concert of works by Lithuanian composer 
and pointer Mikolous Ciurlionis, renowned for his musical 
works as well as his music-inspired paintings. By intertwining 
these two art forms, Ciurlionis broke down traditional barriers, 
as Mociunos would later do with Fluxus art and concerts. He 
also printed a flyer for on evening of Lithuanian poetry hosted 
by Jonas Mekos at the Film Makers' Cinemotheque, one of the 
Anthology Archives' precursors, featuring visiting poet Violeta 
Polcinskoite. Mekos' ties with the Lithuanian expatriate art 
community come forth in his films Lost, Lost, Lost and Zefiro 
Torno , which feature footage shot at New York gatherings of 
Lithuanian expatriates. Mociunos' personal and artistic history 

is strongly knitted with that of Lithuania. His best friend from 
his school days in Kaunas was none other than Vytoutos Londs­
bergis, a former music professor at the Lithuanian conservatory 
who would la ter become the firs! head of Lithuanian parlia­
ment ofter the dissolution of the Sovie! Union. Londsbergis was 
somewhat of a Fluxus artist himself, mode clear by a corre­
spondence of performance directions that he maintained wi th 
Mociunos throughout the 1960s. 

Together, Binkis, Mekos, and Mociunos form on avant-garde 
triumvirate whose influences and works ore intriguingly intercon­
nected. Devoted to pushing boundaries, these artists attempt­
ed to bring people into a higher state of consciousness about 
the nature of life itself and shatter all assumptions of what art 
is and how it is supposed to function within that life If the 
"avant-garde" remains elusive as a disembodied concept, it is 
concretely manifest in Kozys Binkis, Jonas Mekos, and George 
Mociunos. 

Horry Stendhal, Curator 
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Kazys Binkis 
The Avant-Garde Poet 

Kozys Binkis was a poet and founder of the Lithuanian liter­
ary movement and eponymous iournol, Keturi Veioi, or "The 
Four Winds" Though scholars often place Keturi veioi under 
the umbrella of Eastern-European Futurism, Kazys Binkis' po­
etry defies such categoriza tion It is possible to discuss Bin­
kis ' work in the context of other movements, but not to place 
his poems squarely within any of them He incorporated the 
immediacy and dynamism of Italian and Russian Futurism into 
his work, but exuded on optimistic innocence, and respect 
for nature not found in either of those movements. 

Binkis was born in 1893 in Gudelio, a village in the 
Birzoi district of Lithuania. He was fluent in Russian by the 
age of nine and at home in the world of classic Russian 
literature. He attended primary school at Popilys, and later 
studied to be a schoolteacher at Birzoi progymnosium. In 
1910, he attended agriculture school in Vororec, but left for 
lack of money. He then took courses in education at the 
Lithuanian Committee in Vilnius and later studied literature 
and philosophy at Berlin University. From a young age, he 
began to publish prose and poetry in various Lithuanian 
iournols. He published numerous collections of his poetry, 
including Eilerasciai (The Poems) and l 00 Pavasariu 
(One Hundred Springs) He also wrote a widely 
successful play that debuted in 1938, en t itled Atzalynas 
(The Undergrowth ). 
He also began but never completed a second, more 
ambitious and experimental ploy, Genera line Repeticija 
(General Repetition ) In l 922 , he co-published the Keturi 
vejai Manifesto , The Prophet of the Four Winds and two 
years later, organized the iournol Ketui veioi In addition to 
himself, the most prominent members of Keturi veioi were 
Binkis' fellow poets , most notably Sigitos Semerys and 
Juozos Tysliovo. 

From l 864 to l 905, Lithuania hod been subiected to harsh 
occupot ion under the Tzar of Russia. Under on extensive 

agenda of "Russificotion," all texts published domest icolly were 
required to be printed in the Cyrillic alphabet. Because of this 
repression, the Lithuanian literary landscape was not yet ready 
for "great verbal, phonetic, typographic revolutions as in other 
countries," according to Birute Cipliiauskaite in her essay, 
"Kozys Binkis and the Poet ic Traditions of the 1920s." This 
may explain why avant-garde movements in Lithuania retained 
on air of traditionalism and were never as abrasive or as onti­
bourgeois as the corresponding movements in other countr ies. 
As Cipliiouskaite soys, "To create free Lithuanian poetry was 
their goal." 

Binkis' poetry was mostly lyrical and he often incorporated 
nature into his writing (in contrast to the cold, mechanical 
"naturalness" of Marionetti and the Italian Futurists) His first 
collection of poems, Eilersciai , includes Lithuanian folklore 
imagery and popular tradition He wrote with a lightness and 
optimism, almost as if he were seeing the world through the 
eyes of a child. Even when he does employ social criticism 
and parody, as in his ploys and in his second collection 
of poems, his style is never as bitingly satirical as Vladimir 
Moyokovsky's, the Russian poet and playwright who scholars 
often site as a moior influence of Binkis'. In l 00 Pavasariu , 
Binkis' experimental side is more evident. Like the Futurists, 
he experiments with the creation of new words, though even 
his more liberal use of this concocted language is interwoven 
with lines written in standard Lithuanian. This later work also 
exudes a soaring and ecstatic optimism of a poet "drunk with 
life" In comparing Binkis to Spanish poet and playwright 
Gabriel Garcia Lorco, Ciipliiouskoite describes Binkis and 
Lorco as having similar dispositions: "gay, captivating, the 
soul of every reunion, full of organ izing talents In both , 
musical inclination accompanies poetic creation: Lorco is 
always sitting at the piano; Binkis appears everywhere with a 
mandolin" 

Though he mode a living with his literary work, Binkis was 



involved in numerous pol itical and literary organizations 
throughout his life. At the age of 25 he was elected as a 
chairman of the Birzai District Council. The next year he 
became a secretary of the editorial board at the Vilnius-based 
journal liepsna (The Flame), where he worked as a journalist 
at the press bureau. He also worked for the Society of 
Lithuanian Writers for a number of years. 

Despite his relative conservatism by the standards of a 
continental avant-garde, his modernizing influence on the 
Lithuanian canon, and the new western ideas he introduced 
to his country by way of his study in Berlin, are undeniable. 
In 1922, he held weekly "literary afiernoons," when he and 
fel low intellectuals would meet in his home to discuss new 
literary trends and read European poetry. It was during these 
meetings that the attendees' own "modernist" poetry was read 
and discussed. 

And so, if the avant-garde ideas developing in the literature 
and art of Western Europe and Russia manifested themselves 
in Lithuania, they were combined with a brand of national 
tradition in such a way that created something new altogether. 
"One could say that Binkis' main motive for writing is not 
'epaler le bourgeois' or to produce a 'slap in the face of the 
public ' [the name of Mayakovsky and his Russian compatriot's 
manifesto]. His poetry never becomes a mere game, a riddle, 
or a succession of mathematical signs . There is less stress 
on the erotic element so abundant in the Italian Futurists, 
and less evolution toward epic writing, as in the Russians. " 
Keturi veja i did not simply recycle folkloric themes or styles, 
as previous Lithuanian poets had done. Instead, according to 
Bronius Vaskelis of the University of Illinois at Chicago, they 
extracted the cruder, more paradoxical subject matter from 
peasant folklore and used it to synthesize a truly novel, yet still 
fundamentally national style. 

Kazys Binkis died in Kaunas in 1942, but his work continued 
to influence young Lithuanian writers . According to Jonas 

Mekas, upon completing sixth grade, students received 
a collect ion of Binkis' writings , "a beautifully printed and 
designed little 120 page book as a graduation gift." The 
little book was a combination of "Lithuanian history, culture, 
past, present, arts, etc -like you see in guide books published 
today for tourists. The difference was that it was written 
specifically for young students and written in the most beautiful 
literary language of which Binkis was a master," says Mekas. 
He also has stated that ii was a director at his school, who 
"wrote the first in-depth study of Futurism in Lithuania, it was 
never published but he gave me the manuscript to read and 
that 's how I got the virus of modernism." Though Keturi vejai 
never published any literary masterworks, it changed forever 
the shape of the Lithuanian literary landscape, paving the way 
for later modernist writers and artists. 

Harry Stendhal, Curator 
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From left to 1 iqht 
Sitting J. Brazaitis, l Tilvytis , A Braziulis, 
J. Petrenas, A Gerutis, K. Binkis; 
Standing: H. Kacinskas and A Gricius Kaunas, c. 1924 
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Spring in Germany 
With paws stuck upward, lies Berlin. 
That silly idiot - the moon 
Bridled with cables, broken in , 
Smiles, goon! 
The close-cropped trees along the streets 
Don 't know if to unfold. 
But here, indoors, norcissi sweet. 
Begin to smile, all gold, 
Like babes in hungry sleep. 
The crocodiles sleep in the zoo, 
Apes, lions, donkeys too. 
Rich women in their villas sleep -
They've nothing else to do. 
And the time is almost two. 
The trams and cars hove stopped their dance, 
Their down-to-dusk quadrille, 
And one ofter another prance 
To their coves and stand still. 
In places lamps a lready wink, 
While higher crawls the moon 
Between cathedral towers - just think, 
It 's stuck, the old baboon! 
It grins still brooder, goofy-face, 
It sighs and blows and then through space 
Worm streams of gentle air begin 
To flow o'er slumbering Berlin. 
It tried to get into the zoo, 
The moon , but then it sow 
Rich women take their clothes off "Oo-oo!" 
The fool blushed pink with awe, 
And then behind the towers hid 
Its face, flat as a saucepan-lid. 

Their heads together fused, professors scold at me 
He's capable - in certa in things - but not too serious. 
But I - wherever I may look, it's springs I see. 
In every pocket I keep springs in endless series. 
You go out - all around boils life's spring flood; 

Hearts threatening to overflow all dams, 
Through every body pumping crazy blood; 
No wish in me to age and rot like some Monsieurs and some 
Mesdames. 

Who turn away to dodge the sun's too torried heat 
So that their blooming glasses shouldn't melt, 
And if a dewdrop wets their hair-do, beat retreat 
To hoircutters , with razors and tight belts. 

But I, even unintentionally, for a joke, 
If I open my mouth or pocket just a bit, 
Springs - such a noisy, squeaking , pushing folk, 
Green, wrigg ling , jump under the fence from it. 

There's noth ing anyone con do about it , friends 
It's like a chronic illness that you catch -
You can't get rid of it, and there's on end -

Like fingers getting squeezed by a tight latch. 



The Water-Lily 
Upon a reed-pond in a meadow, 
Like moonlit snow all pale and gleaming , 
Once bloomed a silver water-lily, 
Upon a reed-pond in a meadow.. 
Sunshine or rain , it lay there stilly, 
Speared in with reed-shafts , deeply dreaming , 
Upon a reed-pond in a meadow, 
Like moonlit snow all pale and gleaming 

19 



1·· ' 1• y '' u il.;L''r'e Th, ht11 Wi11ds", I 928 
[',, 4 11.:n~ Lithurn ro 

20 



928-11 • 

....... . ~ 

Mes skelblam · saua lublllelul 
Kehui Vej .. i, •ulauq aavo k~t.irto numerio, 

randa pro- apeidairyti aplinltui. 

Pradedaml darb~ radom: 

Ty I a. 
Tyloje: 

0111- dal -11-mo-Dl-daa 
Vieipalntl• p o et a i aaiorininkq 

koaando1 bolt ituoe. 

1111 (ii dqtukq diiuciq okolinta) 

LllUll llV•lllS ii parfiumerijoo krautuv~o 
Smulltaa plaaiatai 

Ir .didelj DIHl tnaimai. 
l~teligentijos akonj iiaemia: 
Verhickaja ir Maraentai. 

~ ~ 8'1n Ir •ra•a oi 11um 
~ : :- 111 pat 1lnta 11~1 tnros 
e; .,, •a 1kl1ldHa. -= G) 

Tarp pirmo Ir lio pas.kutfnio zlogsnfo: 

Rodcmea p I a c i au maidaug ku antri metai. -: ,& Mes iimokem ,,kulfiiringua'' 1.=. fmones puikiai keiktis. 

Sujungem visus kriivon. 

I Visi kriivoje susicementavo 
K. Vejq stipr\a neapykanta. - ... -5 . i! - ~-== = I!! .= 

-~-- .. 
i -~ - --=-!! - = s -

Mt1oq raituo neoenai ivy!«• I(,, V. Tei.­
mu •urink:o, puid6jo ant etaJo ir mane, 
_kad turf viH, kae reikia tei1ti. 

Bet net Ponai tei1ijai ir- eksp~tai, apei•. 
rikol 

Jie taiff ne tuoo nepuoiuo pulapiu. 
het Tiaur ne tik to.ie · oalcje pukleiotu 
mtloq bacilu. 

·i§ bO L11tnlftl nna 
·1 ftS lltltl krakilUIDll ia1111 DIDllis. 

a.. 
Bactlas, -

kurios sukelia 
nepasitenkinim~ trafaretais. 

nusistovejusiam, 
,.i§tikimam" galvojlmo bildui 

~ a... las mlla Ir 111lt1 Jilli. ·;;::: ... 
...., •ar •ara karJem. 

Kiti 

paniek~, 

Jaunumo bacilas teise! -

' 

· tro§kiml\ ie§koti ir surasti nauja! 

ii apm.audo I Si epjdemija pasirod~ baisi. • 

A~~:·priekin matom: 
Ant jaunq pefiq uzrioglintas Puntu kas-didiiausias Uetuvofe akmuo. 
Su §ia na§ta mes su visais, neskiriant jokiq neg"'· zengiam · i ateitf. 

21 



22 

"y ., :, 1· :. ',' fhE I u 1 Wind<,', 1928 Nu ,, 
'" • ,i~ l if ,unro 



23 



24 





26 

Jonas Mekas Timeline 
1922 Born on Christmas Eve in Semeliskiai, Birzu 
1944 Left Lithuania to attend university in Vienna. Train was 
stopped in Germany and he and his brother, Adolfas Mekas, 
were imprisoned in a labor camp in Elmshorn, a suburb of 
Hamburg, for eight months. 
1945 The brothers escaped escaped and were detained 
near the Danish border where they hid on a farm for two 
months until the end of the war. After the war, Mekas lived 
in DP camps in Widenbaden and Mainz. 
- Saw John Huston 's Treasure of the Sierra Madre and 
Chaplin's The Gold Rush with US. Army troops and was 
fascinated. Later saw the 1948 film, The Search by Fred 
Zinnemann, a film about displaced persons. Jonas and Adolfas 
were upset by what they thought was an extremely inaccurate 
portrayal. Inspired, they began writing scripts of their own and 
resolved to make them into films as soon as they could acquire 
a camera. 

946-1948 Studies philosophy at the University of Mainz 
1948 Brothers want to go to Israel to join the budding film 
industry They are unable to obtain permission to the country 
because they are not Jewish. Instead they decided to go to 
Egypt and to walk to Israel, but couldn 't get permission to 
go to Egypt either. They board UN ship with 2,000 other 
refugees, with the intention to go to Chicago, but end up in 
New York. 

/1N Settles with Adolfos in Williamsburg, Brooklyn Two 
weeks later, borrows money to rent a Bolex 16-mm camera. 
Carries it around with him everywhere 

-f < Begins screening his own films and programs of ovant-
gorde films at Gallery East and a film forum series at Corl 
Fisher Auditorium. 
1954 Becomes editor in chief of Film Culture 
1958 Begins writing "Movie Culture " column for Village Voice 
1959 Mekos helps found the New American Cinema Group, 
created as a new model of distribution and exhibition for inde­
pendent film: no selectivity in wh ich films were screened, unlike 
Cinema 16 and other programs. 
Co-founds the Film-Makers' Cooperative (FMC) 



1962 Makes Guns of the Trees, Beat-inspired story of two 
couples who struggle to make sense of their changing world in 
the early l 960's. 
1963 Jack Smith's film Flaming Creatures censored and 
excluded from the Knokke-Le Zoute Third International Experi­
mental Film Festival in Belgium, Mekas resigns as a juror. 
1964 Mekas arrested on obscenity charges for showing Flam­
ing Creatures and Jeon Genet's Chant d'amour. 
1964 He launches a campaign against the censor board, and 
for the next few years continues to exhibit films at the Film­
makers' Cinematheque, the Jewish Museum, and the Gallery 
of Modern Art. 
Makes The Brig , pseudo-documentary play about prison bru­
tality in the Marine Corps, performed at the Living Theater 
1964 Founds Film-Makers ' Cinematheque, which eventually 
becomes the Anthology Film Archives 
1964-1967 The New American Cinema Expositions program 
which he organized tours Europe and South America 
1966 Receives Guggenheim Fellowship 
1967 Encouraged by Gerald O'Grady to exhibit some of his 
material at the Albright-Knox Gallery in Buffalo, NY Edits his 
first "d iary film " and entitled it Diaries, Notes, Sketches, or 
Walden. 
l 970's Teaches film courses at the New School for Social 
Research and MIT 
1969 Mekas, P Adams Sitney, and Jerome Hill begin work on 
Anthology Film Archive. 
1970 Film Archives opens as a film museum , screening space, 
and a library, wi th Mekas as its director. 
' 971 Mekas, along with Stan Brakhage, Ken Kelman, Peter 
Kubeika, Jomes Broughton , and P Adams Sitney, begin the 
ambitious Essential Cinema project to establish a canon of 
important cinematic works. 
197 1 1972 Makes Reminisces of a Journey to Lithuania 
' 97 4 Marries Hollis Melton 
'97 4 Daughter Oona born 
1976 Edits Lost Lost Lost in which he retraces his first ten 

years in New York 
1977 Receives Creative Arts Award from Brandeis University 
1978 Edits footage from the "Walden " years to make In 
Between 
1978 Notes for Jerome, an elegy for his friend and patron 
of Anthology, Jerome Hill. 
1979 Makes Paradise Not Yet Lost (Oona's Third Year), 
a letter to his daughter and memoir of the family's life in New 
York and travels in Europe . 
1980 s Anthology moves from Wooster St. to its current loca­
tion at the Courthouse on 2nd Avenue. Tremendous fundrais­
ing effort to raise funds and rescue films that were being 
recorded due to the increasing popularity of video. 
1981 Son Sebastian born 
1985 Makes He Stands Alone in a Desert Counting the 
Seconds of His Life , compilation of footage from 1969-1985 
Including family and friends from the film community. 
- also edits numerous short dance films: Cups/Saucers/ 
Dancers/Radio ( 1965/ 1983) and Erik Hawkins: Excerpts 
from Here and Now with Watchers/Lucia Dlugoszewski 
Performs, and Street Songs ( 1965/ 1983) 
- Written work from this period includes the translation and 
editing of his personal diaries, two volumes of poetry, and 
a compilation of press notes from screenings and his "Movie 
Journal " column, which he stopped writing in 1976. 
1987 After working his whole career with his Bolex, he finally 
buys a Sony video camera. 
1989 Receives Mel Novikoff Award at San Francisco Film 
Festival 
l 990's Compiles a number of film elegies from older footage 
Scenes from the Life of Andy Warhol ( 1990), Zefiro Torno 
or Scenes from the Life of George Maciunas ( 1992), 
Happy Birthday to John ( 1996), and Birth of a Nation 
( 1997), Song of Avignon ( 1998), Memories of Frank­
enstein ( 1996), a recording of the mid-'60s Living Theater 
performance of Frankenstein . 
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He completes o film begun by Jerome Hill, Dr. Carl C. Jung 
or La pis Philosophorum ( 1950-9 l I and, in ant icipotion 
of a longer film he was working on, he also makes Quartet 
Number One (1991). Mekos' other fi lm projects during this 
period include Imperfect 3-lmoge Films ( 1995) and On My 
Way to Fujiyama I Met .. . ( 1995) The '90s a lso sow the 
beginning of Mekos' video work, including The Education of 
Sebastian or Egypt Regained ( 1992), ( 1994), Scenes from 
Allen's Last Three Days on Earth as a Spirit ( 1997), Letter 
from Nowhere - Laiskas is Niekur No. l ( 1997), Labora­
torium ( 1999), and two videos of a drumming bond in which 
his wife performed, Mob of Angels/The Baptism ( 199 l) and 
Mob of Angels at St. Ann ( 1992) 

· ·. Chevalier de l'Ordre des Arts et des Lettres, Ministry of 
Culture, France 

N Receives Lithuanian National Award 
I )')( Doctor of Fine Arts, Honoris Couso, Kansas City Art 
Institute 
- Subject of Special Tribute, New York Film Critics Circle 
Awards 

• ' Receives Pier Paolo Posolini Award in Paris 
- Receives Internal ionol Documentary Film Association Award 
in Los Angeles 
- Receives Governors Award from the Skohegon School of 
Painting and Sculpture 
- Artium Doctoris Honoris Causa , Universitatis Vytouti Magni , 
Lithuania 

· ·, Makes This Side of Paradise , Kennedy family portrait 
Notes on Andy 's Factory 

As I Was Moving Ahead Occasionally I Saw Brief 
Glimpses of Beauty 
Mozart & Wein and Elvis, one minute film commissioned by 
the Viennale Film Festival that revisits footage token of Mekas's 
mother 27 years earlier 
Autobiography of a Man Who Carried His Memory in His 
Eyes 
Remedy for Melancholy 

Ein Maerchen 

Mysteries, Living Theater performance 
Edits Williamsburg, Brooklyn from footage 

token since 1950 
- Installation piece, Dedication to Leger, room full of video 
footage that, when viewed linearly, comprises 24 hours' of 
footage. 
- Jonas Mekos solo exh ibition opens ot the 
Mayo Stendhal Gallery, New York. 

1- Celebration of the Small and Personal, and the 
Times of Bigness 
- Mekos represents Lithuania at the 51st Internationa l Art Exhi­
bition Venice Biennia l 
- Hirshhorn Museum and Sculpture Gorden, Smithsonian 
Institution, Washington DC. holds o lecture entitled "meet the 
art ist" and screens Reminisces of a Journey to Lithuania . 
- The Directors Guild of America awards Anthology Film 
Archives a DGA Honors recognizing the center's dedication to 
preserving the art of cinema . 
- United States Notional Film Preservation Board selects Remi­
niscences of a Journey to Lithuania to be preserved ot the 
Library of Congress' Notional Film Registry. 

Receives Los Angeles Film Critics Association's award 
for his significant contribution to American film culture. 
- wwwJonosMekos.com is launched. 
- PS. l . Contemporary Art Center 
- Jonas Mekos Visual Arts Center is established in Vilnius, 
Lithuania Exhibitions to focus on art and film collections by 
Mekos and his friend, artist ic collaborator, and founder of the 
Fluxus movement, George Mociunos. 
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R. Bruce Elder 
N"'' ' T \'V'Hd' 1 Skt>I I of Jonas Mekas 

In 1944, Jonas Mekas, !hen a young anarchist poet, and 
his brolher Adolfas fled Lithuania. They were headed for 
Vienna , where Jonas planned to allend universily. Their pion 
was thwarted when the German military police seized the 
train !hey were on and diverted it to Homburg. The pair 
were detained until 1945, first in a forced labor camp in 
Elmshorn, a suburb of Hamburg, and later in a work farm 
at Flensburg. From 1946-1948, while living in camps for 
displaced persons in Kassel and Wiesbaden , Jonas studied 
philosophy at the Universily of Mainz. He continued to write 
and brought out, in Tubingen , o volume of prose poems 
entitled A Book about Kings and People; a book of his 
poems, Idylls of Seminiskiaj ( 1948), and a story in a short­
story collection. Idylls of Seminiskiaj is a series of bucolic 
poems !hat presents concrete details of seasonal change in 
the country, farming aclivities, and communal exislence, and 
!he beginning of a theme of exile and a longing for home !hat 
would mark Mekas' work. 

F 11 ,I I, r j r · i r ~'J 1- ·-g down shrubstems 
Of the yellow fields of barley and oat, 
The herdsmen fires in the wet, windy loneliness of autumn, 
Of polato digging lime, 
And of !he sultry heat of summer, 
The white glare of winier, !he din of sleighs on endless roads. 
And about the heavy timber wagons, !he boulders in the 
fallow, 
About the red clay ovens and limeslone in the fields; 
And !hen by lamplight in the evenings, in the autumn fields of 
grey-
About the wogonloads for tomorrow's market, 
About !he flooded and washed - out O ctober roads , 
And the wet potato digs. 
(Translated by Vyt Bakaitis) 

Mekas described the people in the village and their various 
aclivities during the four seasons, as faclually and prosaically 
as he could , avoiding what was accepted as poetic Lithuanian 



language. As he told Scott MacDonald , he strived to produce 
"documentary poetry. " 

The following year, the brothers were transferred to yet another 
DP comp, thi s one in Schwobisch Gmund. In Heidelberg 
Jonas "bought, by chance, a book on the theory of cinema" 
that got him "very excited about the possibilities." Moreover, 
in the DP comps, he experienced his first urge to make film , 
in protest against Fred Zinneman 's The Search [ 1948), a 
film about displaced persons which , Jonas and Adolfos felt, 
grievously misrepresented its subject. Later, when they went 
to study at the University of Mainz, which was in the French 
Zone, the brothers sow many French films. Still , the works 
that interested them the most "the movies that really got us 
interested in film were not the French productions, but (what 
is quite extraordinary, given what the two hod lived through) 
the postwar, neoreolistic Germon films. They ore not known 
here-films by Koutner, Josef V. Boky, Liebeneiner, and others." 
Mekos analyzed the reason these German works appealed 
to him "The war hod ended , but the realities were still all 
around Though the stories these films told were fictional and 
melodramatic, their visual texture was drab reality, the some 
as in the post-war Italian films." Mekos, it seems, hos always 
leaned towards reality. 

They left from Schwobisch Gmund for America , arriving on 
October 29, 1949. In the first weeks ofter arriving , Jonas read 
some wri tings by Vsevolod Pudovkin and Sergei Eisenstein 
(whose writ ings likely reinforced the realist bent of Mekos' 
thought). He also read writings by Grierson and Rotho and 
watched British and American documentary films of the '30s 
and '40s 

Life in America was tough for the brothers. Still, two weeks 
ofter his arrival , he borrowed the money to buy his first Bolex 
camera and began to record moments of his life. The first script 
that the brothers wrote was for a film to be called Lost Lost 
Lost, a documentary on the life of displaced persons The 

desire evident here, to record the everyday, was basic to his 
poetry and would lie at the heart of his subsequent film work. 

The Mekos brothers learned more about nonfiction (docu­
mentary and experimental) film at Amos Vogel's pioneering 
Cinema 16, an organization devoted to exhibiting and 
distributing non-fiction film. In an article in Hollywood 
Quarterly (Summer, 1950), Amos Vogel described the success 
that Cinema 16 hod experienced and commented on the 
reasons for it: the article's concluding paragraph asserted that 
" increasingly, the nonfiction film is coming into its own in the 
United States." The disasters of war hod turned peoples' mind 
toward reality. The realist film , in one form or another, is a 
cause that Mekos, too, would champion. 

In 1953, too, Mekos began working at Graphic Studios, 
a commercial photography studio, where he stayed for fi ve 
or six years. He looked at olot of still photography and met 
photographers, great and not-so-great, and artists (e.g., 
Archipenko) who would drop in. This early exposure to the 
work of photographers (including art photographers) also 
would hove reinforced Mekos' realist proclivities. 

In January, 1955, Mekos put out the first issue of Film Culture 
magazine, which soon established itself as the key forum for 
discussion of issues around American independent cinema. 
At first Film Culture was devoted to outeurist criticism and 
featured writers such as Andrew Sarris, Peter Bogdanovich , 
and Herman G. Weinberg. In the early 1960s, Mekas helped 
spearhead a collection of independent filmmakers known as 
the Group, whose members included Robert Frank and Peter 
Bogdanovich. Radically opposed to "offi cial cinema," the 
Group declared "We don 't want rosy turns , we wont them the 
colour of blood." The Group hoped to create a commercially 
viable alternative to official cinema. To fulfill film's redemptive 
potential , the cinema would have to disaffiliate itself from the 
studio-produced cinema and become radically individual. 
"The New American Cinema Group proclaimed in its "First 

31 



32 

Statement" of 1961 that "the offic ial cinema all over the world 
is running out of breath It is morally corrupt, aesthetically 
obsolete, thematically superficial, temperamentally boring. 
Even seemingly worthwhile films , those that lay claim lo high 
moral and aesthetic standards, and hove been accepted 
as such by critics and the public alike, reveal the decoy of 
the Product Fi lm" There is no other way to break the frozen 
cinematic conventions than through a complete derangement 
of the official cinematic senses," Mekos proposed. 

Mekos soon rejected this American outeurism and took 
up instead what we might characterize as on Emersonion 
advocacy He become the spokesperson for a radical , 
individual, personal , avant-garde cinema. In 1958, Mekos 
began writing his "Movie Journal " column for the Village 
Voice , spotlighting the newest and most radical filmmakers 
in N ew York City, and in the first three of four years of that 
column, we con see his conviction in the fundamental human 
importance of consolidating the avant-garde cinema. 

In becoming on advocate for what in the "Anti-100 Years of 
Cinema Manifesto," he called "small forms of cinema, the 
lyrical form, the poem , the watercolour, elude, sketch, portrait , 
arabesque, and bagatelle, and little 8mm songs," for "the 
personal things that bring no money ... for art which we 
do for each other, as friends" he hod reali zed what Annette 
Michelson was to realize so many years later, in her revision of 
Film and the Radical Aspiration , that the relot ion between 
the capitalist production system (the studio-system) and the 
forms cinema adopts is so much more intimate in the United 
States than it is in Europe. Accordingly the American film artist 
must develop a more thorough-going strategy of disaffiliation: 
to bring the cinema bock to a vital relation with the life-force 
of American cul ture demanded a more complete, more radical 
formal revision. A panoply of new formal devices would hove 
to be created, to facilitate the expression of the new human 
being emerging in the New World of post-war America. The 
new cinema would borrow from the authentic language of 

the spirit, the language that speaks of the internal world, the 
language of poetry. It would be a cinema of metaphor, of 
resonant , ambiguous imagery, a lyrical cinema, 
a cinema as intimate as poetry. It would hove to be, as 
Emerson proposed for American poetry, a cinema of personal 
vision. 

Mekos' conception of ci nema reflects a poet's spirit, and it 
is important to realize that Mekos hos continued to write, 
and publish poetry. All told , he hos published six books of 
poetry. In addition to Idylls , there is Flower Talk , published 
in Chicago in 1961, which like Idylls is on intimate chronicle 
in quasi-diary form of the turning of the seasons, but also 
a record of the discovery and progress of first love. Words 
Apart, published in Chicago in 1967, is a poem of percussive 
line breaks and tentative, half-awkward enjambments, not 
unlike his films in its staccato style and in troubled interplay 
between the quotidian and the remembered, between 
presence and absence. This book was something of turning 
point in Mekos' poetic development, for it developed 
the extremely condensed, elliptica l, fragmentary, almost 
parotocticol style, and mode use of the vernacular and 
quotidian that his later writings (and films) would rely on. 
Some of its features resemble those of Idyll , however, Words 
Apart presents fragmentary perceptions of reality, in what 
seems to be on almost random accumulation. As do other 
poetic sequences Mekos hos produced (and as do his diary 
film) Words Apart discovers, as its form evolves, a pattern 
(that of the turning seasons) that holds these fragments 
together. Mekos' works generally exhibit a tendency to 
discover immanent meaning in that which seems to lock 
meaning, to discover presence is what seems, nearly, a 
phantasmal absence. Poetry, a "collected works," published 
in Vilnius in 1971, includes some previously unpublished 
poems and some extended versions of previously published 
poems Reminiscences , published in New York in 1972 (and 
in translation in City Lights Review in 1987), deals with the 
poet 's experiences in post-war Germany, and, as both his 



earlier poems ond his films tend to do, finds redemption ond 
meaning in the turning of the seasons. Datebooks 1970-
1982, published in New York in 1985, radicalizes the 
fragmentary poratactical form along the lines of his film work, 
and extends it into a longer, open-form work-even the title , 
Datebooks, suggests its affinity with his films , which ore often 
in diary form Mekas' most recent book of poetry is Black 
Writing on the Gates of Dawn . 

Throughout the early 1960s, Mekas announced his convictions 
about the importance of a new cinema-a new cinema that 
would facilitate the expression of a new human being-in 
Film Culture . These pronouncements were increasingly 
informed by Mekas' filmmaking Mekas' film work was 
fuelled by that Emersonian aspiration to develop unalienated 
modes of experience. Like many, he concluded that the most 
important condition for forming such modes of experience is 
the development of the capacity to live with one 's immediate 
condition, to move beyond anticipation and recollection so as 
to live in "the immediate now." 

Mekas' use of autobiography represents an attempt to turn 
cinema away both from collective fantasy and from depictions 
of external reality-from that cinema that descends from 
Melies ' work , ond , at the same time, from that cinema that 
descends from the work of the Lumiere brothers. For him , 
autobiography represents an attempt to undo the deleterious 
effects of a highly codified system of representation , to reverse 
the perspective of c inema, so that it points towards the self. 
Embracing autobiography is an aspect of Mekas' progression 
towards a radical , Emersonian cinema: while he kept the self 
out of his earlier, more overtly engaged work to put emphasis 
on external realities , the isolation he felt forced him to look 
inward. This sort of dioristic cinema is unprecedented in 
American avant-garde cinema-the diary work of another 
Lithuanian-American experimentalist, Morie Menken, would 
appear just o few years later. 

Mekas suggests that being rooted in the self gives the 
personal cinema its strength and its integrity. Mekas' highest 
term of praise in his critical writings is "realism." Realism is 
a term that , in art criticism , is always very slippery, but is 
unusually so in Mekas' writing. For Mekas seems to mean by 
"real " those depictions whose veracity is guaranteed by their 
having been produced by an authentic individual (that is , by 
an exemplar of Emerson 's authentic , self-reliant individual) 
Thus, Mekas praises Lionel Rigosin 's Come Back Africa 
( 1960), for " the very amateurism of the cast [that] becomes 
port of movie's truth and authenticity ." A commitment to realism 
is evident too in his first film project: in the late 1950s, Mekas 
made a twenty-minute long film , Grand Street, on the life 
of a street in Williamsburg , Brooklyn , populated mainly by 
immigrants, where he spent a lot of time. 

As though to confirm the role of authenticity and the authentic 
self, Mekas associates a second term of value with "realism "; 
this second term is spontaneity. An entry in his Diaries , from 
September 5 , 1960, praises filmmakers who work through 
"ignorance and confusion ," and who hove freed themselves 
from a "trust in clarity, in pre-planning where everything is 
predictable. " He proposes a similar conception of the value 
of spontaneity in his 1960 text , The Cinema of the New 
Generation : 

The spontaneity of the new American artist is not a conscious 
or on intellectual process; it is rather his way of life, his whole 
being ; he comes to it rather intuitively, directly. 

The new artist neither chooses this spontaneous route himself, 
nor does he do it consciously; it is . . . the only possible route. 

Mekos kept a diary from his boyhood in Lithuania until some 
time in the 1960s. Here is a characteristic passage, from 
the time he spent in the Schwobisch Gmund DP camp, about 
three months before leaving for America: 
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Moy 17. 1949 
SPM 
Two drunks ore walking along the street. 
"Let's go, let 's go . " 
"Where do you want to go?" 
"What? It's raining." 

"Let's go to the Truman Street, ioptvaimat (a Russian curse)" 
They have a silent exchange, I can't hear it. 
They both walk away. 
A woman comes through rain, pressing a large empty plate to 
her side. Down the corners of buildings noisily run streams of 
rain water. At the other end of the street-music, boyan. 
A man in green pants , his hands in pockets, runs by, his head 
pulled into his shoulders, wet. A girl runs by. A voice from the 
window: 
"Where are you running2 Lost your key2" 
The man in the window is whistling, the girl keeps running 
without acknowledging him and without turning back. 

The method adopted in these selections from his diary, of 
collaging impressions, is exactly the method of Mekas' diary 
films. Mekas' films evolved towards this form when he put 
the influence of Grierson and Rot ha aside and so came to 
understand the photographic/cinematographic image as a 
matrix of self and world. Cage reinforced th is new tendency 
in his film work, as through his influence Mekos come to 
accept that chance procedures (either the chance processes 
of accepting what comes to one in filming or the chanced 
process involved in simply stringing footage together) con 
produce meanings that transcend those conceived by the 
limited self and embrace those that arise at the point where 
self and world meet. This meeting of self and world is 
reflected in his poetry as well 
In a text from 1966, delivered at the Philadelphia College of 
Art, Mekas traced the origin of his ideas about the authentic 
individual and value of spontaneity back to his experience of 
war: 

And then come the war, and I went through horrors more 
unbelievable than anything I had read in the books, and it all 
happened right before my eyes-before my eyes the heads of 
children were smashed with bayonets. . Everything that I 
believed in shook to the foundations-all my idealism, and my 
faith in the goodness of man and progress of man; all was 
shattered. Somehow, I managed to keep myself together. But 

really, I wasn 't one piece any longer; I was one thousand 
painful pieces. 

It 's really from this , and because of this, that I did what I did. 
I felt I hod to start from the very beginning. I hod no faith, 
no hope left. I hod to collect myself again, bit by bit. And I 
wasn 't surprised when , upon my arrival in New York, I found 
others who felt as I felt. There were poets and filmmakers, and 
painters-people who were also wailing like one thousand 
painful pieces. And we felt there was nothing to lose 
anymore. There was nothing worth keeping from our civilized 
inheritance. Let 's clean ourselves out, we felt. Let's clean out 
everything that is dragging us down-the whole bog of horrors 
and lies and egos 
The return to humanity degree zero correlated with a reduction 
of cinema , an elimination from the cinema of all that is 
artificia l, contrived , false 

In cinema , this search is manifest through abandoning all 
the existing professional, commercial values, rules, subjects, 
techniques, pretensions. We said: We don't know what man 
is ; we don 't know what cinema is-let's go in any direction to 
break out of the net that is dragging us down. 

The lexis that Mekas used in developing these ideas reflects 
the poetics of projective verse that Charles Olson, Robert 
Duncan, Michael McClure, and Allen Ginsberg championed 
As in their writings on poetics, in Mekas' writings, artmaking 
takes on a performative dimension. The artist's sensory 
involvement in the immediacy of the situation, and his or her 
unconceptua lized response to that situation has paramount 



value. The artist's key abilities become the capacity to feel 
and the spiritual strength and freedom to respond to the 
"urgencies under hand," as Olson put it. This is what Mekas 
proposes when he says, "Let us be completely open and 
listening, ready to move to any direction upon the slightest 
call, almost like one who is too tired and too weary, whose 
senses are like a musical string almost with no power of 
their own, blown and played by the mystical Winds of the 
Incoming Age, waiting for a slightest motion or call or sign." 
This tack, of following what "the field" (as poet Robert Duncon 
terms it) prompts one to do, reflects a longing to apprehend, 
even to assimilate oneself to, an uncontrolled reality, a longing 
to fuse art and life. 

Autobiography, of course, is an ideal mode for reconciling 
art and life, as autobiography plays itself out in the space 
between art and life; its goal, as Lost, Lost, Lost ( 1975) 
shows, is to form a new consciousness, to bring forth "the new 
human." Autobiographical film levels the distinction between 
art and life precisely because it turns the practice of shooting 
into an event within life. Mekas wrote in the catalogue of the 
New York Filmmakers ' Cooperative: 

To keep a film (camera) diary is to react (with your camera) 
immediately, now, this instant: either you get it now, or you 
don't get it at all. To go back and shoot it later would mean 
restaging, be it events or feelings. To get it now, as it happens 
demands the total mastery of one 's tools (in this case, Bolex): 
it has to register the reality to which I react and also it has to 
register my state of feel ing (and all the memories) as I react. 
Which also means that I had to do all the structuring (editing) 
right there, during the shooting , in the camera. All the footage 
you ' ll see in the Diaries is exactly as it came out from the 
camera. 

The spontaneity that Mekas advocates , the desire to capture 
experience in its immediacy is a methodological response to 
the dismembering of reality by the Second World War. The 

temporal coincidence of the diaristic recording of the event 
with the event itself holds out the promise of a way to heal the 
breach, to overcome division between the self and world war 
had opened up 

Immediacy thus became the key criterion of value in this 
new cinema. We can discern the marks of this immediacy 
in the resultant film 's heterogeneous surface. The popular 
misconception of Mekas' films represents them as being 
shot off-the-cuff, a frame at a time , resulting in a relentless , 
extended pixillation The most evident feature of this caricature 
is its misrepresentation , for there is extraordinary variety in 
Mekas' works-to accuse them of being composed a frame 
at a time, in relentless pixillation , is a little like accusing a 
poet of composing one word at a time. In Mekas' films , the 
shifting relations between image and image, sound and 
silence and the alternation of intertitle and image creates a 
variegated surface. Mekas' films generally have an episodic 
character, and Mekas treats each episode differently. The 
caricature fails to note that Mekas is a camera virtuoso, 
who plays the camera like a musical instrument, and he 
constantly generates new riffs. Watch any section of any of 
Mekas' longer films , and ask yourself, "How is reality being 
transformed?" If you keep this simple question in mind while 
watching Reminiscences of a Journey to Lithuania or 
He Stands in the Desert ( 1986), and keep asking it and 
answering it, you ' ll see that Mekas' work possess extraordinary 
variety. These are extremely heterogeneous films that proceed 
principally by parataxis. The effect of this parataxis resembles 
the effect of Ezra Pound 's use of that form of construction-it 
transforms the image into a matrix where subjectivity and 
objectivity meet. For the images seem, at once, both to 
belong to the consciousness of their maker, and charged with 
the emotional valences his mind (or soul) gives them , and 
autonomous, objective fragments. 

Furthermore, these fragments seem to be both of this world 
and above the world-of the world due to their immediacy, 
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and above the world, because of the transformat ions to 
which Mekos subjects representot ion The principa l trope 
Mekos employs is synecdoche, both spatial and temporal 
synecdoche, and cinematic synecdoche, paradoxically, rela tes 
shot-fragments to the world from which they derive, inasmuch 
as it implies its continuity with that world. At the some time, 
the trope transforms these fragments by assimilating them to 
a new relational context, a context in which their mean ings 
are wholly intrinsic. More than that, their fragmentary quality 
and their isolation one from the next suggest a series of 
epiphanies, each of which is wholly autonomous, but charged 
with a fullness of meaning that makes it self-sufficient 

Mekas' magnum opus, the sprawling diary film he has created 
across decades, is an open-form work, a work whose form 
emerges in the process of the work's being created. Nothing 
makes this more evident than the way Mekas portrays his 
becoming a filmmaker Artists' autobiography traditionally 
accorded special privilege to the artists' moment of election, 
the moment when they ore called to assume the artist's 
vocation. By contrast, part way through Lost, Lost, Lost , 
Mekos comments, casually, that he bought a Bolex. His 
magnum opus has a non-hierarchic form, o form that accords 
equal value to all its contents. This is characteristic of open 
form works. 

An open-form is permeable to reality-and so open forms 
incorporate heterogeneous elements. From moment to moment 
the work con move in new directions, take on a new shape. 
This serialized method of composition accords considerable 
autonomy to each fragment, and this autonomy increases 
the force with which each fragment asserts itself-and thus 
adds to the sense of immediacy and presence. This feeling 
of immediacy is increased by the use of the characteristic 
features of the home-movie and other spontaneously created 
cinematic forms, including flash-frames, swish-pons, over- and 
underexposure, variable focus, lack of establishing shots, jump­
cuts, hand-hand camera, abrupt changes of space and time, 

unusual camera angles and camera movements, shi ft ing cast 
of players, etc. 

The disjunctiveness of the work, the shifting styles of 
ironization, and those characterist ics that we associate with 
spontaneous cinema give Mekas' film d iaries a qual ity of 
immediacy. However, Mekas' diary forms also evoke a sense 
of pastness, a sense of absence-a sense that memory, not 
immediate perception, is the faculty that generates his films. 
Both mournful and celebratory, Mekas' films ore intensely 
personal meditations on memory, time, loss, and recovery. 
For the voice-over, with its poetic, sub ject ive, vern acular, 
and tentative formulations-tentative to the poet of allowing 
interrupt ions, digressions and reformulations-situates the 
imagery of the film in the past. As he edits, Mekos constructs 
his sound-tracks at his editing table-many of these tracks 
consist of first-person commentaries mixing remembrances with 
immediate responses to his images that ore, by definition , 
ghosts from the post 

It might seem that the spoken text of Mekas' films belongs to 
the present and the image belongs to the rea lm of memory. In 
fact, in his films, presence and absence ca nnot be separated 
according to media. Consider the text he wrote for the 
Filmmakers ' Cooperative catalogue: it stresses the need to be 
intimate with the camera's operations because the camera 
"hos to register the reality to which I react and also it hos to 
reg ister my state of feeling (and oil the memories) os I react." 
The image itself is o matrix of presence and absence. 

There is more the voice, with its heavy weight of the past-the 
weary delivery that only increases the words' sensuous weight, 
the hesitancy that leads him to separate word from word, 
loaning each successive word its peculiar material force, and 
by that very discontinuity stressing Mekos' distance from the 
experiences he recounts-oil these features suggest the voice 
carries the burden of pastness, and acting together with the 
film's montage transforms the immediacy of experience into a 



chronicle assembled by the faculty of memory. A particular 
strength of Mekos' films develops from this intricate and, at 
times, paradoxical relation between sound and image. 

Autobiography involves the artist 's turning his or her gaze 
upon the self. In literature, it is possible to represent the self by 
using one of the simplest, most basic signs of our language: 
the word for the first-person singular. Film , curiously , cannot 
deal with this being ubiquitous in our consciousness with 
anything like the simplicity that language does. For, short of 
depicting oneself shooting by using mirrors or resorting to 
other mediating contrivances, a film hos no way to represent 
the subject of the enunciation or pronounce its sign. 

The perfect coincidence between art and life, seemingly 
guaranteed by autobiography, is disrupted by the incapacity 
of film to represent the subject of its enunciation. The only 
hope for disclosing the transitory states of the filmmoker 's 
subjectivity is to foreground the act of enunciation instead 
of its subject. Only the filmmoker 's power to toke on object 
from the real world and turn it into a self-object con reveal the 
subject 's potency We believe that we con sense something 
about the artist 's emotional state by examining the quality of 
the camera-handling, or the use of light, or colour. These ore 
essentially projective methods - and other filmmakers too have 
found Olson 's projective methods attractive. What makes the 
application of Olson 's projective method especially attractive 
to filmmakers is the fact that, in film , the subject of enunciation 
con never really be the enunciations ' represented subject. That 
inability creates a need to foreground the act of enunciation. 
Foregrounding the act of enunciation provides a way for film , 
a medium that cannot easily represent the enunciating self a 
means of conveying aspects of the self. But that presence only 
highlights a central absence of the "I." 

Here then is another matrix of presence and absence: the 
absent subject of the representation is presented by the 
representation 's formulation. This mingling of presence and 

absence is a cardinal feature of Mekas' films, reflected in the 
interplay in his films of perception and memory, actual and 
ideal , reality as experienced and the reality that the artist 
longs for. 

If only the image could be pure presence. But the image 
furnished by perception is overlaid by memory, and reshaped 
by memory The rendering of images, apprehended in their 
row immediacy is a mode of experience Mekos longs for, 
and sometimes attains, but only fleetingly. Mekos' films 
acknowledge that the reconstituting and restructuring of the 
image by memory does not begin with the editing , but only 
concludes there. This restructuring by memory begins right 
with the experience itself Perception only rarely escapes the 
clutches of memory; the processes that structure memory almost 
always structure perception itself. 

Mekos stressed this immanence of memory in perception 
when , in a lecture on Reminiscences of a Journey to Lithuania 
he stated 

In my film diary, I thought ... I was capturing life, bits of it , as 
it happens. But I realized very soon that it wasn't that different 
at all. When I om filming , I om reflecting. I was thinking 
that I was only reacting to actual reality, I do not hove much 
control over reality at all , and everything is determined by my 
memory, my post. So that this "direct" filming becomes also a 
mode of reflect ion. 

Thus, in Diaries, Notes and Sketches , the image of New 
York is shaped by the image of Seminiskioj , the image of 
Centra l Pork is shaped by the image of the nearby fields , the 
image of New York's artistic community reflects the village 
community of his home. The absence that haunts every image 
reveals itself, too, in the fact that meaning is not immanent in 
the image. Mekos stresses this in Lost, Lost, Lost, when he 
soys, "Everything is normal , everything is normal. The only 
thing is , you' ll never know what they think . You ' ll never know 
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what a displaced person thinks, in the eveni ng and in New 
York." There is a horrible breach between experience and its 
representot ion. 

Pure immediacy is impossible, in representation and in 
experience. The vast purview of Mekos' diary films , the 
massive heterogeneity of their surface which suggest a form of 
textual excess, their elliptical manner of self-presentations (that 
reinforces this massive heterogeneity) suggests the desire to 
merge the self and reality, to integrate art with the text of life 
itself 

But resolute presence of reality-of the local, the domestic, the 
quotidian-exists in tension with a second moment, of absence. 
This absence arises out of the never fully achieved effort to 
spirituolize the image or, at least, to turn it into something 
ideal We could conceive this tension as one between the 
Emersonion man and the European , between, on the one 
hand the self-authenticating, self-reliant man who brings forth 
the world, in its full presence, through the act of genuine, 
Adomic perception and the European man , for whom making 
art is a constant effort at reparation , whose end is to restore 
the unity that is lost. Mekos negotiates the conflicting visions 
with remarkable adeptness 

Toke the more recent As I was Moving Ahead , Occasionally 
I saw Brief Glimpses of Beauty the work includes portraits 
of friends, family, and children-but what perhaps impresses 
one the most is the image it presents of nature in New 
York: snow, puddles of rain , or intense sun. The sun, heat, 
phenomena of nature seem to rule , even in New York: we 
see streets in New York, with friends talking ; we see people 
spending lazy summer days in the pork or on the beach , 
people making food, intimate scenes, of love, a marriage, the 
birth of two ch ildren and glimpses of them growing up. The 
effect of the flow of images is that all images seem equally 
immediate, their object matter equally present. One even 

, experiences at times the joy of living in the present moment 

- of living in the ecstatic present (expressed, inter olio, in 
intertitles like 'Ecstasy of summer and being in New York'). 
But one realizes ofter some time that the film spans more 
than two decodes (roughly from the late 1960s to the early 
1980s) One realizes, then, that the film is a composition 
of journals-on effort to keep the post present, to keep it from 
slipping away 

On the sound track of Paradise Not yet Regained ( 1980), 
Mekos recounts a tole that suggests his mythologizing bent, 
a parable that offers his reworking of the story of Adam and 
Eve. After they were driven out of Eden, while the pair rested 
in the deep shadow of a rock, Eve looked bock and sow the 
glow of paradise exploding into little fragments. The pieces fell 
to earth in a heavy rain , covering the ground and Adam, who 
remained asleep. Eve did not tell Adam of this. So now, for 
Adams descendents, paradise still exists the filmmaker gathers 
together the fragments of paradise that ore scattered a ll over 
the world This fiction offers the deepest truth about filmmoking 
anyone hos articulated. II is also story of lost unity and the 
shards we use in on attempt to re-create that porodisiocol 
moment. 

Mekos' affirms of the redemptive powers of beauty and of art. 
You may be wondering, sometimes, why we keep making 
little movies, underground movies why we ore talking of 
Home Movies. . We want to bring him down, into his small 
room, to bring him home, where he con be, once in a while, 
alone with himself and his soul-that's the meaning of the 
home movie, the private vision of our movies. We wont to 
surround this earth with our home movies. Our movies come 
from our hearts-our little movies, not the Hollywood movies. 
Our movies ore like extensions of our own pulse, of our 
heartbeat, of our eyes, our fingertips, they ore so personal, 
so unambitious in their movement, in their use of light, their 
imagery We want to surround this earth with our film frames 
and worm it up, until it begins to move. . There is pain in the 
arts of the last few decodes. The whole period of so-called 



modern art is nothing but the pain of our ending civilization . 
. . Now we are looking , we are being pulled by a desire for 
something joyful deep within us, deep in the stars, and we 
want to bring it down to earth so that it will change our cities, 
our faces, our movements, our voices, our souls-we want an 
art of light. 

What he declares here is hope for recovering a lost unity, the 
unity of total presence. 

In his memoirs , Mekas wrote about staring at New York from 
the deck of a ship called the General Howze, adding, "I am 
still staring at it, in my retinal memory " Much of his memoirs 
are consumed with a core loneliness of a man displaced by 
war and ideology. Displaced from his own country, dropped 
by the UN. in New York , he plunged into his new life , filming 
all the while. Practicing an art few know, he remains an 
outsider; but, too , he has increasingly found-and founded-a 
new country, a new nation , conceived in liberty, composed 
by those figures of capable imagination who have dedicated 
themselves to keeping the soul from going rotten. With 
them, he has made himself a home. In his remarkable Anti-
100 Years of Cinema Manifesto he concludes "The real 
history of cinema is invisible history. History of friends getting 
together, doing the thing they love. For us, the cinema is 
beginning with every new buzz of the projector, with every 
new buzz of our cameras. With every new buzz of our 
cameras, our hearts jump fo rward my friends ." 

R. Bruce Elder, Film-Maker 
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P. Adam Sitney 
I had tried to meet Jonas Mekas for at least a year before 
the filmmaker Gregory Morkopoulos introduced me to him in 
the lobby of the Charles Theater in the fall of 1961. For a 
man who was so bold in his weekly "Movie Journal" columns 
in The Village Voice he appeared startlingly shy. He said 
little and often stammered. His brother, Adolfas, was the 
opposite. Nattily dressed, w ith a beret and cigarette holder, 
he intervened and held forth with intimidating wit and irony. 
Intimidating, at least, to me, a seventeen-year-old highschool 
student, who had read through at least once all twenty-three 
issues of Film Culture Jonas and Adolfas had edited and 
published since 1955 and nearly every "Movie Journal" 
column Jonas had written since 1958. Crudely imitating 
him and Porker Tyler, then the major exegete of avant-garde 
cinema in the pages of Film Culture , I had already launched 
myself as a critic and apologist (in my own mimeographed 
journal, Filmwise) for many of the very films Mekas was 
extolling. The shy, stammering prophet of a new cinema and 
his suave ironist brother struck me as a version of Moses 
and Aaron. Although Adolfas did nothing to disguise how 
ridiculous I must have appeared-an adolescent sycophant, and 
breathless enthusiast for the cinema of Moya Deren, who had 
just died, Sidney Peterson, Gregory Morkopoulos, and above 
all Stan Brakhage-Jonas somehow found a way to encourage 
me. He told me he would reprint an article I had written on 
Ron Rice and Robert Frank if I rewrote it. Under his laconic, 
often painful editorial scrutiny, I began to find my own voice 
as a writer. 

I was perhaps the first, but for from the last, adolescent 
on whom Jonas would gamble. A year later he put David 
Brooks, then a freshman at Columbia , in charge of the newly 
formed Film-Makers ' Cooperative. I was merely nineteen­
yeors-old when he offered me the opportunity to head up the 
International Exposition of the New American Cinema with 
which I toured Europe in 1964 and 1968 and went to Buenos 
Aires in 1965. Dozens of young, untested artists, critics, 
curators, as well as a few conmen and fledgling frauds, would 

launch their careers because Jonas saw signs of hope in them . 
Richard Foreman put on his first play, Joan Jonas performed her 
first dance concert under his aegis. Barbara Rubin was under 
twenty when she attached herself to Jonas and quickly became 
a filmmaker in her own right. 

We became fast friends despite the age difference of more 
than twenty years. When Adolfas married and moved out, 
Janos's public persona changed. He spoke more fluently and 
gradually lost interest in the narrative feature films that had first 
attracted him and Adolfas to cinema. As Jonas became more 
and more of a public figure , giving most of his time to the 
distribution and exhibition of films, the previously retiring poet 
turned into a charismatic leader. 

In the Sixties it was easy to live with very little money in New 
York. The Belmore Cafeteria, opposi te the loft-office which 
housed the Film-maker's Cooperat ive and Film Culture on 
Pork Avenue South and 28th Street, offered a selection of 
three vegetables for forty-five cents. Nearby at Bickford 's Jonas 
could buy his standard holdover meal , a piece of pie and a 
cup of coffee for even less. He wore an inexpensive corduroy 
suit day in and day out, rode the subways or walked-he 
never learned to drive Sometimes he didn 't even have an 
apartment; so he slept under Adolfas's editing table in the 
office. He never took a vacation and traveled reluctantly, only 
when paid to present his work or shoot film. 

An aura of magic in which poetry irradiated Janos 's daily life 
more than compensated for poverty His writing, his filming , 
and his programming always left room for the subtle miracles 
continually expanding his work. Every week exciting new 
films appeared, often by previously unknown filmmakers. One 
afternoon as I was preparing to take the second exhibition 
of films to Europe, we were walking the streets discussing 
whether or not Jonas would start off the tour himself by 
accepting on invitation from the Pesoro film festival. My final 
examinations and graduation from Yale kept me from going 
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to Italy in time for Pesoro The only attraction the invitation 
held for Jonas was the possibility of stopping on the return trip 
in Spain, to visit Avila and pay homage to St. Teresa , who 
fascinated him. We suspected her interventions accounted for 
the strange gifts and mysteries abounding in our activit ies. 
Unable to decide whether or not to go, he said, perhaps 
in jest, that he would wait for a sign from St. Teresa herself 
No sooner hod he finished that sen tence than two roses fell 
from the sky at our feet. !Perhaps someone cost them from 
the window of a highrise apartment.) Thus, the decision was 
mode He went to Pesoro to launch the exposition and to Avila 
to thank St. Teresa for looking ofter him. 

Even l 6mm film stock and developing was cheap in those 
days. The way Jonas taught himself to work-clicking off 
single frames between short spurts of imagery, doing his 
preliminary editing in the camera-keeping up his film diary 
was a negligible expense. He photographed so non-cholontly 
his subjects were off guard The filming was over before one 
could become self-conscious, posed. Only once con I recall 
accompanying him on a deliberate foray with the intent ion of 
shooting film. During a horrendous rainstorm he suggested we 
go out to record the weather. I was never so thoroug hly, or 
happily, soaked as that day. The even t appears in Diaries, 
Notes, and Sketches . 

But Jonas didn't know he was making Diaries, Notes, and 
Sketches at the time. In 1965 he was still meditating various 
feature films. He was even making screen tests for one of 
them, to be told from the point-of-view of on adolescent girl 
Even these tests were eventually incorporated into the film 
diary-in fact , at the very start-when he first assembled it in 
1970 for a massive festival of new films he curated at the 
Elgin Theater. By that time, a lot hod happened. Anthology 
Film Archives hod been founded. Jonas asked me to head 
it up, but I couldn't handle the demands and tensions of the 
directorship I settled into a secondary position and he was 
forced toke over, giving up his pion to devote full time to his 

filmmoking. The directorship come with a salary from which 
he drew the funds to print the three-hour film Although Jonas 
hos always insisted that he mode the fragmentary diary 
rather than autonomous works because his obl igat ions as 
on archivist , curator, and distributor kept him from toking the 
time to shoot and ed it longer films, that is only partially true, 
and the least interesting port. With the assembly of Diaries, 
Notes, and Sketches he found his voice as a filmmaker 
Th is was confirmed two years later when a Germon television 
sta t ion commissioned both Jonas and Adolfos to make films 
of their first return to Lithuania since the Second World War. 
Jonas was free to shoot in any mode he wished, but he mode 
Reminiscences of Journey to Lithuania as a chapter of the 
on-going diary. 

As a writer, the diary and the lyric hod been his natura l 
genres. But it took him more than a decode, and a thorough 
immersion in the films of Morie Menken, Stan Brakhage, and 
free-wheeling documentorists such as Richard Leacock, to 
realize his own cinematic signature in a fusion of the diary 
and the lyric !particularly the ldyll ).ln the early Sevent ies, 
none of us (including Jonas himsel f) recognized the scale 
and achievement of his film, that it was one of the rare 
masterpieces of the American avant-garde cinema. 

In the fifteen or so years that I sow Jonas nearly every 
day, he never expressed a regret , or spoke of a mistake 
or on erroneous judgment Rot her, he acted as if every 
unacknowledged error, failure, or lapse was on essential step 
in the pursuit of his goals. That odomontine self-confidence 
always amazed me. Even more surprisingly, he never talked of 
his fee li ngs, even at the death of friends and family. Instead, 
he focused that expression of emotion in his poetry and in the 
poetic monologues that that accompany some chapters of his 
fi lm diaries. 

Janos's marriage to Hol lis Melton and the birth of Oona and 
Sebastion mode the most dramatic changes in his life, but 



didn't alter his spirit. They moved into o large book-lined loft 
on lower Broadway where they put up visiting filmmakers and 
nearly every evening fed up too dozen friends. At some point 
during the meal Jonas would toke o few frames of the laughing 
or arguing guests for inclusion in the diaries that hod come 
to be more and more centered on the growth of his children. 
Late at night, the friends deported and the family asleep, 
Jonas would edit his new and old footage. In these years , 
the concentrat ion on his l 6mm diaries and the acquisition of 
video technology permitted him to he become on astonishingly 
prolific filmmaker 

Sadly I see too little of Jonas these days. I seldom get to 
New York and he is often in Paris, sometimes in Tokyo. 
With his children grown and his marriage ended , he 
remains indefatigable in his early eighties. The nearly five 
hour long chronicle of his marriage, As I Was Moving 
Ahead, Occasionally I Saw Brief Glimpses of Beauty, is 
o masterpiece. This year he hos released o new film every 
day! No filmmaker ever even attempted that before. He is 
still surrounded by young artists, many of them sixty years 
his junior. The shy prophet of o cinema-to-come hos himself 
become the symbol of the insistent vitolism at the center of the 
art. 

Copyright © 2007 by P Adorn Sitney. 
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Amy Taubin 
On the very day in 1949 that Jonas Mekas and his brother 
Adolfas arrived in New York, they plunged into its burgeoning 
film scene. The Mekas brothers were already film enthusiasts, 
but in New York, they discovered avant-garde film. They soon 
acquired a l 6mm camera and Jonas began filming daily life 
in the city, focusing in particular on his own Lithuanian commu­
nity. He attended film screenings all over Manhattan at such 
venues as the Museum of Modern Art and the City College of 
New York , where the artist and filmmaker Hans Richter was 
the Director of the Film Institute. Jonas often speaks about the 
profound effect that Richter 's Rhythmus 21 had on him. He 
was flabbergasted that a seven-minute film consisting of noth­
ing more than the movement of black and white abstract geo­
metrical shapes could be so visual ly and kinetically intense. By 
1953, Mekas was himself organizing film screenings and in 
1955, he brought out the first issue of what would be for many 
years the most serious, wide-rang ing , and provocative film 
journal in the United States, Film Culture magazine Included 
in this initial issue was an essay by Richter titled "The Film as 
an Original Art Form " 

Richter wrote about the relationship of European avant-garde 
filmmakers of the 1920s to 20th century modernism "The 
story of these individual artists , under the name avant-garde, 
can properly be read as a history of the conscious attempt 
to overcome reproduction and to arrive at the free use of the 
means of cinematographic expression. This movement spread 
over Europe and was sustained for the greatest part by mod­
ern painters who, in their own field , had broken away from 
the conventiona l. " Richter goes on to define, as central to this 
first wave of avant-garde filmmaking , several films included in 
the program Jonas has curated for th is new Visual Art Center: 
Anemic Cinema, Ballet Mechanique, Un Chien Andalou , 
and Richter 's own Rhythmus 21 , and Ghosts Before Break­
fast . 

In the l 930's, the avant-garde film movement became largely 
invisible as artists fled the rise of fascism in Europe and 

totalitarianism in the Soviet Union. Many came to the United 
States bringing with them their knowledge of this brief brilliant 
moment in film history, and perhaps more importantly, the 
surety that films could be made outside the stranglehold of the 
Hollywood film industry. Richter settled in New York where 
Duchamp had already been living for a decade. Bunuel also 
immigrated to the US, working in New York at the Museum 
of Modern Art before moving to Mexico where he directed 
some half-dozen surrealist-infused narrative movies before 
returning to Europe. Others settled in Los Angeles, among 
them Alexander Hammid, a Czech cinematographer and the 
maker of several lyrical films. In the early 1940s, Hammid 
partnered with Maya Deren (who herself was brought to the 
United States as a baby by parents fleeing the rise of Leninism) 
to make Meshes of the Afternoon ( 1943), one of the most 
influential films of what would become the Second Wove of 
Avant-Garde Film , otherwise known as "Underground Film ," or 
"The New American Cinema." 

The major strands of early 20th century modernism-abstrac­
tion, dado , surrealism, cubism, and constructivism-all fed the 
first wave of avant-garde film. Ballet Mechanique ( 1924), the 
only film by the painter Fernand Leger, employs Cubist paint­
erly strategies of fragmentation and collage, finding their filmic 
visual corollaries in close-up camera angles and in editing. 
Leger gleefully employs the cinematic apparatus as a machine 
that imparts mechanical qualities to everything it records, from 
an array of spoons and crockery to a beautiful woman's mouth 
to a washerwoman who carries her laundry basket up a flight 
of stairs-the same stairs she probably climbed everyday of her 
actual working life-over and over again. The magical ingredi­
ent, which transforms animate and inanimate objects alike into 
wind-up toys, is time, structured by repetition. An image of a 
smiling mouth is just a mouth or perhaps a lipstick advertise­
ment. But when that some mouth widens into a smile and then 
relaxes three times in a row, we become aware of machine­
like musculature that makes it possible to repeat the facial 
gesture, independent of any psychological cause. 
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The most familiar film on this program is Luis Bunuel's Un 
Chien Andalou ( 1924) Bunuel collaborated with the painter 
Salvador Dali on this cinematic Surrealist manifesto, which 
influenced not only the avant-garde, but narrative filmmakers 
from Hitchcock to David Lynch. With its opening sequence in 
which a scalpel slices through a forcibly-held, wide-open eye , 
Bunuel signals that the power of film is not limited to represent­
ing the surfaces of the physical world, but also can evoke the 
interior world of fantasy and dreams. Un Chien Andalou is a 
prototype for the surrealist theory of film as dream. What we 
find in the film is not the particular dream of a particular char­
acter (although in its depiction of the cultural, religious, and 
Oedipal baggage a man brings to a marriage , there is that 
too) but the underlying structure of dreams as they are shaped 
by the unconscious. Embraced by the surrealists as a source of 
artistic subversion and creativity, Freud 's theory of the uncon­
scious became a film editing manual. His description of the 
associative processes of the unconscious and of the conden­
sot ion and displacement performed by the "dreamwork" on 
residues of doily life were made manifest on the editing table 
(or in what today's digital videomakers call post-production) 
thus liberating film from the straight iacket of 19th century nar­
rative. 

Like Leger, Marcel Duchamp made only one film , the decep­
tively simple Anemic Cinema ( 1926) It consists of alternot ing 
shots of two kinds of Roto Relief construct ions. Duchamp's 
Roto Reliefs were flat disks attached to a motor, which made 
them spin, rather like a pinwheels. On one set of disks , Du­
champ inscribed a text-one or two sentences per disk-in the 
fo rm of a spiral The text is filled with sexual innuendo, most 
of it in the form of puns that ore impossible to translate When 
the disks spin, it becomes difficult to read the words as they fly 
by. On the other set, he drew a variety of spirals. When these 
disks turn, the flat graphic appears three-dimensional , undulat­
ing toward and away from the viewer. Recorded on film (by 
Duchamp's collaborator Mon Roy) the undulating effect intensi­
fied, as did the problem of reading the text The association 

with the "bathroom graffiti" gives the undulating spirals an 
unmistakable erotic charge. Anemic Cinema is a piece of 
meta-pornography Hilariously confrontational, it frustrates the 
viewer 's twin desires to read and to get off_ 

Something of a gadfly, Richter follows the pure abstraction 
of Rhythmus 21 ( 1921) with a mix of Dada and Surrealism 
in his charming Ghosts Before Breakfast ( 1927-28) and 
again some twenty-years later in Dreams that Money Can 
Buy (1949)_ The premise of the latter film is an invocation of 
"film as dreams" and a pretext for collaboration. A young man 
discovers that he has the power to create dreams that seem 
like works of art, and he puts them up for sale_ The dreams are 
indeed the work of maior artists_ Richter enlisted Duchamp, 
Man Ray, Leger, Max Ernest , and Alexander Calder as col­
laborators. 

It is this spirit of collaboration as much as Richter's roots in the 
first film avant-garde that must hove appealed to both Jonas 
Mekas and George Maciunas. Long-time friends and major 
artists , they are each of them renaissance men, both for the 
range of their art making , which encompasses a variety of 
mediums and for their importance as organizers, curators, 
theoreticians, and proselytizers for art movements that without 
them would never have had the recognition they now enjoy 
Mociunas was the impresario of Fluxus, a loose-knit associa­
tion of artists who brought a neo-dadaist, proto-conceptualist 
aesthetic to bear on every recognized art medium and on 
ones they invented on their own The contributors to the FLUX­
FILM ANTHOLGY ( 1964-68) include major artists associated 
with Fluxus, some of whom would never hove made a film had 
Maciunos not asked it of them. Indeed , most of these pieces 
are so minimal that they seem to be anti-films, albeit made 
with great wit and a sense of secret love for the medium_ This 
description certainly fits Maciunas's own films_ 

An anarchist with an epic sense of the absurd , a brilliant 
draftsman , a performer, an archaeologist who made archives 



of everything from military medals to cot shit, a visionary archi­
tect, builder, and city planner, Mociunos's great work was the 
creation from the late 1960s through the mid-1970s of co­
operatively-owned buildings in which artists lived and worked 
in the neighborhood that become known as Soho. Hod Moci­
unos not been on anarchist and on artist-hod he followed city 
and state rules and regulations-Soho would never hove come 
into being and certainly would not hove been affordable for 
the avant-garde artists with whom Mociunos identified. But 
this art work ca lled Soho (which hos similarities to the 1970s 
site-specific work of Gordon Motto-Clark and Robert Smithson) 
was achieved with great cost to Mocuinos, who, become, in 
a very real as wel l as a philosophica l sense, on outlaw. 

Mekos reads his poignant diary of the lost year of Mocuinos's 
life on the soundtrack of his Zefiro Torno or Scenes from the 
Life of George Mociunos (Fluxus) ( 1952-78). It is one of the 
most delicate, precise, and moving of his portrait films In the 
mid- l 960s, Mekos began editing the footage that he hod 
been shooting with his hand-held Bolex camera since his arriv­
al in New York in 1949 as a displaced person from Lithuonio­
on anarchist poet who fled the Soviets only to be captured by 
the Nazis and sen t to a Germon work comp during the war. 
Among twenty-odd films he fashioned from this "row" materia l 
ore at least two of the greatest works, not only of avant-garde 
film but of cinema in its entirety, Diaries, Notebooks, and 
Sketches : Wolden ( 1969) and Lost, Lost, Lost ( 1976) 

What we could coll Mekos film poet ics sprang in port out of 
economic necessity. Since film was expensive, he developed 
a method of shooting in short bursts of one, two, or three 
frames , before turning the camera elsewhere. Thus a single 
second of film could, theoretically, be edited in the camera 
into 24 discreet images Although in pract ice, Mekos varied 
the length of his shots, the impression one hos as a viewer of 
his films is of images that ore simultaneously intensely pres­
ent and as elusive as memory. The images ore gone before 
we con fully grasp them. Like still photographers, Mekos hos 

always attempted to capture the essence of the moment, but 
for him as a filmmaker, that essence is found in movement-the 
instantaneous transformation of present into post. That transfor­
mation is re-enforced by the soundtracks that he constructs at 
his edit ing table-first-person commentaries mixing remembranc­
es with immediate responses as he views and pastes together 
images that ore, by definition , ghosts from the post. 

Completed in 1992, fourteen years ofter Mociunos died , 
Zefiro Torno is both mournful and celebratory. The title , of 
which the English translation is A Soft Wind Blows, is also 
the title of a Petrarch elegy and of the Monteverdi duet which 
was one of Mociunos's favorite pieces of music and which 
he used during one of his most inspired performance pieces. 
Captured by Mekoss' camera , a fragment of this performance 
appears in Zefiro Torno, a film which is a tribute to a great 
artist , to a great friendship, and to a community that, I fear, 
hos all but vanished-as Mociunos, with his obsurdist w isdom, 
always knew it would. 
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Adolfas Mekas 

You asked me to write something about my brother's poetry 
Jonas Mekos I don't know how one writes about poetry. 
Or: should one write about poetry2 And why2 

Let me start , anyway: As for os I con remember, Jonas always 
wrote poetry. I think he wrote his first poem the day he was 
born. Perhaps even earlier he might hove composed his first 
lines in the womb by listening to our mother sing-songing to 
herself as she worked - making up words and melodies - all 
day. She did this in the kitchen , in the fields - whenever 
she was alone. When I was a child I didn 't realize what she 
was doing. I thought she was praying. Only later I learned 
that she improvised poetry all day long - making up words 
and melodies day ofter day, year ofter year. That was Moma 
Mekos. We, her children , we grew up in o mist of words and 
melodies 

I reread Jonass' short poems written when he was l 3- 15 
years old. He was not very big for rhyming. His very early 
poems were not rhymed - there were alliterations, similarities, 
indications of rhyme - they read as if he were talking to 
himself (Mamo Mekasl) By 17-18 all his writing become 
very lyrical and (sometimes) romantic (which is good - it 
shows he was growing up as o man). He wrote quite o lot in 
those early years 

Then his whole world fell apart - war, etc. Nostalgia. 
Nostalgia as heavy as seven times seven tons of bricks 
on his chest mode him write Semeniskiu ldiles (Idylls of 
Semeniskiai ) This collection of pastoral images, his very 
first book published in 1948, is considered by Lithuanians as 
a classic to stand on equal footing with another Lithuanian 
classic - Metai (The Seasons) by Kristijonos Doneloitis , first 
published in 1818. Idylls of Semeniskiai is the only book 
of his poetry available in on authorized English translation 
- published by Hallelujah Editions. The renowned American 
poet John Ashbery wrote: Jonas " ... conjured lost landscapes 
in free-verse idylls that recall Virgil's Georgics, Holderlin , 

Stifter, Clore, Leopardi, Rilke, Pasternak, and William Carlos 
Williams, and ore as direct as cinematography. His brother 
and fellow cineoste Adolfas, who was with him in exile and 
had shored those Kinderszenen , has performed o valuable 
service by rendering these marvelous poems in a crystal line 
translation whose clarity and emotional nuance ore that of 
memory itself. Idylls 
of Semeniskiai is o spellbindi ng work of col laboration." 

Prior to Idylls, Jonas wrote o long narrative poem cycle -
Reminiscensijos (Reminiscences) about life in Displaced 
Comps in Germany ofter the war. It was published by Thistle 
Press in 
a passable English translation. These poems and Idylls 
mark the end of his "old fashioned" writ ing - very narrative, 
detailed descriptions to the point of being read like cinema 
verite or on inventory of life on the form and a chronicle of 
misery, loneliness, and survival in the DP comps. 

After arriving in New York (which to Jonas means: America), he 
was suddenly exposed to contemporary litera tu re of the world. 
His writing style changed dramatically. The most startling 
and impressive is his collection of Pavieniai Zodziai (Single 
Words) The entire book consists of poems written in single 
words - a single word per line. Sometimes one word is broken 
up into syllables and carried over three lines These poems ore 
extremely condensed images, in the manner of o haiku. 



Like lhis one, in a very quick lronslolion 

Raining 
again. 
I 
lie 
listening 
how 
the rain 
drops 
splash 
in 
the yard, 
it 
is 
raining 
OS 

if 
into 
my 
very 
soul. 

Or lhis one· 

stand 
on 
a hill 
feeling 
the history 
as 
if 
it 
were 
now. 
In 
the valley 
running 
fields 
of 
gropes, 
like 
blood. 
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As you see from the samples above, Harry, the poetry found 
in the Lithuanian words is missing in English The images and 
meaning translate easily, bu! !he color, the pulse, and the 
sound are missing. 

The book Pavieniai Zodziai (Single Words) starts with very 
simple images but as it progresses it becomes more abstract 
and complex, more soul searching (!he theme which slowly 
becomes Jonass' trademark: Sorrow, Sorrow, Sorrow - I he 
word you will find over and over in his later writings) 

Geliu Kalbejimas (Flower Talk), precursor to Pavieniai 
Zodziai (Single Words) and the later collection of Einu as 
Vienas 
(I Go Alone) create a trilogy of emotionally loaded little 
gems If anyone wonts to try , they may be (deceptively) the 
easiest three books to translate into English. Single words -
who! more con a translator ask for2 In these and later books 
Jonas no longer invents new words as he did in Idylls which 
frustrated many a translator Here he invents emotions, which 
also con be as challenging as ploying with sharp swords. 

I hove read translations of Rainer Mario Rilke and Federico 
Garcia Lorco - they read beautifully in any translation. Nice. 
But when I read Der Tiger by Rilke or Romance Sonanbulo 
by Lorco in the original, my eyes fill up with tears. Some with 
Jonas poems, especially the early ones: As nezinou , or soule 
podore toi, lietus or vejos - (I don't know if the sun did it, the 
rain or wind), one of his most beautiful lyrical love songs. I 
tried to translate it into English several times - I foiled each 
time. The Eng lish hos definite breaks between the words, while 
in Lithuanian the words merge imperceptibly into a litany or a 
lament. Mamo Mekos again! 

Horry, ofter you asked me to write about Jonas as a poet, not 
as a filmmaker, about a poet who is almost unknown outside 
his native homeland of Lithuania , I took down from the shelf 
all of his poetry books and opened them - year by year, page 

by page, line by line. The collection of Jonoss' writings is a 
heavy burden to bear at one time. He wrote so much. Besides 
the books I mentioned above, he collected unpublished 
pieces wri tten over twelve years, and called it Dienorasciai 
(Diaries) . The only thing that unites them is that they ore in 
the some book. This is a collection of Jononesque moments in 
his life, jotted down quickly as if in shorthand the book he 
is reading , the annoying noise of cars, boots he sow by the 
shore, white snow, sweeping the floor at the Anthology, or just 
a thought: 

No, 
they won't shoot 
poets -
or 
workers -

in your eyes 
bloom 
summer 
roses 
time 
and 
suffering 

Without poetry 
as if without 
a church: 
a brick only 
a brick 
stone only 
stone 
cloy only 
cloy 
word only 
word 



and a grape 
not wine. 
Dienu rastai (Daily writings), is a collection of previously 
unpublished pieces spanning his entire writing life. The first 
third of the book contains his writings before he left Lithuania. 
The rest includes unpublished writings from the time he came 
to America, up to the summer of 1996. This collection shows 
clearly how Jonas' writing style evolved over the years, but 
the subject matter never changed: each piece stands alone, 
and the subject is anything that had caught his eye or mind 
at that moment: blue eyes, late spring, working in o factory in 
Brooklyn , what is Lithuania? I cry then I sing. The mist is rising 
in the meadow. Letters to friends Avenue A. Julius, Eugenijus, 
Aurelija and other friends The rain stopped. I walk al l night. 
Ludlow Street. Baudelaire. The streets are empty. I am alone. 

Jonass' writing is always lyrical, sentimental, and extremely 
personal. A multitude of themes and images appear and 
reappear many times throughout his writing. His poems are full 
of rain, of windows, of loves lost, of loves found, and 
much nostalgia. And always flowers. And stones. September 
wind. Glimpses of love in the spring and bits of love in the 
fall, before the freeze sets in. Snow. Rain. Apple blossoms. 
Sadness. Sorrow sorrow. Loneliness. More rain. More flowers. 
Rain again. Moments of joy. Paradise. 

See, Harry, I tried to write, and this is it. Not much. How 
can I write about the poet struggling to express himself - to 
communicate - to reach others. I am sure Jonas would say 
the same as many a poet has said before him - I tried my 
best to open my heart to you. It is still bleeding. But you can't 
see it. Wishing you love and flowers in the fall, before the 
freeze sets in, 

Adolfas Mekas 
August 2007 
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Jonas Mekas 
Collection of 40 Films 
1. Fluxus on tne Hudson 4 min 45 sec. 
On July 7, 1971, George Maciunas arranged a boat ri de up 
the Hudson. Mekas captured up-close and personal moments 
of these dynamic figures which features Maciunas, Yoko Ono, 
John Lennon, Joe Jones, Bob Watts, Ken Jacobs, and Michael 
Snow, among others, in a vibrant celebration of life on the 
scenic Hudson River. Presented in fleeting images, the film 
conveys these influential artists rela t ing to one another in an 
open and intimate way. Music by musician and artist Henry 
Flint accompanies the film 

2 Jackie & Lee 
Fragments of on Unfinished Biography, 5 min. l I sec. 
The footage comes from an unfinished film biography of 
American icon Jackie Onassis and her younger sister Lee 
Radziwill in New York, 1972. Mekas creates intimate portraits 
of Onassis and Radziwill by open ing up with rare access to 
childhood photos, poems, and memorabilia The well -loved 
American sisters opened their lives to Mekas' humble and 
trustworthy person, thus opening up intimate family events such 
as Jackie playing with her dog and shopping w ith her sister 
and family. This film is yet another example of the way 
Mekas' kind heart and dedication to his passion gave him 
a key into the lives of some of the most important figures 
of the 20th century 

3 Mozart and Elvis 3 min. 
Through selective ed iting, Mekas creates a unique recording 
un it ing two of music history's greatest figures - classical 
composer, Wolfgang Amadeus Mozart and the King of Rock 
n' Roll Elvis Priestley. The film begins with footage of Vienna 
and leads into Elvis ' last performance in New York on June 
9, 1972. Music by Mozart plays through out the film, and 
accom panies Elvis' at his now legendary show. The conflation 
seems humorous as a bodysuit clad Elvis swivels and sings to 
the famous Mozart piece, that the archetype of high art. 

4. Wa1hol and Mociunas 3 min. 12 sec. 
Warhol and Maciunas features Mekas' good fri ends and 
collaborators George Maciunas and Andy Warhol. Images 
include Warhol's show at the Whitney Museum of American 
Art in May of 1971 and Maciunas' dumpling party, attended 
by Warhol, John Lennon , and Yoko Ono, in SoHo, the 
following June The film 's audio track consists of Mekas' 
com ments on the relationship between Warhol and Maciunas, 
Pop, and Fluxus. 

5 Nam June Paik's Piano Piece, 6 min. 13 sec 
This short film (in two parts) portrays well-known video 
artist and Fluxus member Nam June Pa ik destroying a 
piano during a performance at Anthology Film Archives on 
November 1, 1997. In the spirit of Fluxus Happenings and 
performances of the 1960s, Paik untrad itionally employs the 
instrument, repeatedly pushing it over onto its side, grodually 
making it unusable. Paik uses a stick-like ob ject to beat the 
keys, smashing it until a strange type of sound emerges, 
in this musical performance that employs highly unusual 
techniques. The performance is a tribute to conceptual artist 
and fellow Fluxus member, Joseph Beuys and his similar 
piece Revolutionsklavier ( 1969), which also involved the 
destruction of a piano. 

6 Toping f 1 as I was Mov ng Ahead.. 7 min 52 sec. 
This film gives rare insight into Mekas' creative process. 
Included is a recording of Mekas singing and playing 
accordion in preparation for the soundtrack to his film, As I 
Was Moving Ahead Occasionally I Saw Brief Glimpses of 
Beauty, a supreme example of diarist cinema. 

7 End of the Millennium Espresso 7 mi·1 52 sec. 
Over his last espresso of the millennium , Jonas Mekas sits 
alone at the bar of a restaurant in New York City, waxing 
poetic about the 20th century. He contemplates the 
atrocities of the last hundred years but also the creat ivity 
it inspired, giving nods to some masters of the century. He 



also pontificates about the future as he sits at a cafe bar. The 
film , shot by the filmmaker, starring the filmmaker, exhibits the 
qualities of poeticism, intimacy, and sentimentality for which 
Mekas is known. This body of work ultimately looks to the new 
millennium, for a continuation of all hopes and miracles that 
Mekas' work has caught on film since the 1960s. 

8. Deslruclion of lhe Berlin Wall 3 min. 49 sec. 
The film presents footage from July l 990's historic fall of the 
Berlin Wall Mekas films slreet peddlers selling pieces of 
the wall , and people walking by and taking pictures of its 
destruct ion. Presented is a rare and up-close look at one 
of the 20th century's most momentous events, a symbolic fall 
of an era , and a time during which Germans' lives changed 
forever. 

9 Palli Smith at Anthology Film Archives, 4 min. 38 sec. 
Mekas creates a portrait of one of rock and roll 's most 
influential figures , Patti Smith during an intimate performance 
at Anthology Film Archives. Smith performs an acoustic guitar 
solo of a song she was working on at that time, inspired by 
Harry Smith. The work is yet another example of the endless 
ways in which Mekas' reaches out to a wide expanse of 
artists, attending all kinds of very important cultural events and 
carefully documenting each moment of his extraordinary life. 

l 0 The Song of Central Par , 4 min 24 sec. 
Songs of Central Park was shot on January 16, 1966, with 
images of Central Park, the skating rink, and people walking 
around New York City. The images paint a lyrical portrait of 
the city. In the background , the filmmoker 's own voice radiates 
like a song, retorting with irony that cinema is between the 
clips. The entire audio track is a kind of manifesto in which 
Jonas Mekas talks about the principles of film, revealing his 
unique perspective of avant-garde cinema. 

l l. The Song of Moscow , 3 min. 26 sec. 
Filmed in 1971 , Mekos' emotionally rich footage includes 

residents of Moscow engaged in daily activities such as 
walking around the city, drinking, eating together, and 
working. Mekos manages to capture the beauty and unseen 
magic of everyday life through footage of Moscow's majestic 
architecture, its energetic people, and traditional culture. 

12 Jonas ' Independence Speech at the Ann iversary of the 
Filmmaker 's Cooperative , 4 min. 25 sec. 
In his compelling Independence Speech given on July l , 
2004, Mekos reflects upon the Filmmoker 's Cooperative's 
pivotal role in the establishment of independent cinema. 
He describes the organizations conception, noting that 
its founding was necessary to ensure the existence and 
progression of independent cinema. The speech discloses 
Mekas' dynamic and idealistic nature as he looks forward to 
on only-better future for the independent film community. 

13 . GroHit i Museum Bronx, NYC , 6 min. 14 sec. 
In Graffiti Museum Bronx shot on July 17, 1993, Mekas 
is given rare access to the behind-the-scenes work of New 
York City graffiti artists. These artists, similar to avant-garde 
filmmakers , operate outside the boundaries of mainstream 
society, invite Mekas into a world of paint over hushed 
subway tracks in the Bronx. His tour guide is graHiti artist 
Ivory. Footage includes grof pieces created by many classic 
graHiti artists of the time. 

14. Award Presentation to Andy Warhol, 12 min . 
After short footage of Andy Warhol receiving a Film Culture 
Magazine Award for his film , Sleep, this footage depicts 
lost scenes from within the Factory. On December of 1964 
at Andy Warhol's Factory, Mekas filmed Warhol with some 
of his closet friends , including Factory superstars such as 
Baby Jane Holzer, Ivy Nicholson , Gerard Malanga, Gregory 
Battock, and Gregory Markopoulos. The film captu res Andy 
and the figures above, eating fruit and vegetables handed 
to them by Andy. Each person slowly savors his or her fruit , 
mysteriously smiling as if to keep a secret. Subtle actions and 
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exchanges between the group create a vivid and row portrait 
of Andy Warhol and his close friends performing a seemingly 
ordinary task. Mekos narrates , giving in-depth and personal 
commentary which points out the importance of Andy's work 
in society, his history, and his role as a visionary ovont-
gorde filmmaker, a role that , as Mekas points out, is so often 
forgotten or overshadowed by his fame as a painter 

l 5 A \ I I< I n < ti'\ I eOl 'y 6 rT r 3 1 ,ec 

Shot at the Millbrook estate of LSD guru Timothy Leary on July 
l st through 4th , 1965, the film expressively presents flickering 
images of nature; trees, open fields, and flowers. Children 
jump on trampolines and ploy in the fields as the sun costs 
on the countryside. Mekos talks about humanity's lost love 
for mother earth. Weaved through out his somber, heartfelt 
testimony, ore subtle hints of hope. The music is by composer 
Auguste Varkalis. 

l 6 Imperf,. I f rr 4 n' r 16 sec 
From his vast collection of film works, Mekas culled outtakes 
and found footage to create what he describes as on 
" imperfect film. " Random images ore presented-two monkeys 
ploying, a man in a rocking chair reading a book, and 
moving clouds in the sky, as well as footage of the filmmaker 
himself. Accompanied by Auguste Vorkalis on piano, Mekos 
singing a song by Hannelore Hohn , as the sound of church 
bells in Provence ring from afar. These "random" images, when 
viewed in sequence, become lyrical and poignant. 

l Allt·< G r .ber j S r'1S B1 1es L rn r c., 3 .ec 

Recorded in Morch 1990 at Mekas' loft al 491 Broadway, the 
film gives an intimate look at Mekas' friend and collaborator 
Allen Ginsberg. The esteemed contemporary poet sits around 
a table of friends adorned with bottles and food. He sings 
his version of the blues, relating his poetic performance to 
political issues and examples of war and killing, that ore 
affecting the world over. The refrain of Ginsberg's blues is the 

haunting line, "hearts full of hatred will outlast my old age" 
Mekos captured a riveting and personal testimony from one of 
America's most intriguing figures of the 20th century. 

8 A Vr~it r Sim BrakhogP l 3 mrn 15 sec. 
A Visit to Stan Brakhage is an ultimate example of Mekas' 
ability to create film portraits through skillful camera work and 
selective editing. The film captures legendary experimental 
filmmaker Stan Brakhage at his home in Rollinville, Colorado 
during a visit Mekos took to capture him. Included ore images 
of Brokhoge's children, dogs, wife Jone, and Colorado's 
picturesque landscape. The film is accompanied by the music 
of Lily Boulenger and the voices of the Brakhage family. 

I Cf (_ 11ern11 ls N1)! '00 Yroar Old 3 mrn 35 sec. 
Mekos expressively states his declaration of the eternal 
youth of cinema. Presented is a viewpoint that avant-garde 
cinema 's history is constantly beginning again, fresh , each 
time filmmakers gather or a camera begins shooting As if 
to visually prove this , Mekos moves energetica lly around 
his apartment with a young boy, spinning and dancing and 
playing with a green balloon. Mekas himself appears eternally 
youthful. The word "terrorist" flashes across the screen in red 
capital letters The word seems humorous, applied to a happily 
dancing Mekos but it also conveys the radical revolutionary 
potential of cinema , which is not something old to be 
canonized. Also noted is a momentary image in which Mekos 
and another filmmaker appear to be toasting to the future of 
avant-garde cinema. 

2C r r "rr J' IV''<lUE:-' Fr 111 1 sr 6 mrn 8 sec 
This film depicts Mekos' heartfelt visit to the legendary 
Cinematheque Francaise , established by Henri Langlois at 
Poloisde Choillot The Cinematheque Francaise was one of 
the largest film repositories , and screened a diverse program 
of archived films from all over the world that hod been 
meticulously maintained by its founder Langlois. The footage 



shows Mekos walking around the gutted structure's ha llways, 
filled wit h movie posters but silent and empty. The film depicts 
Mekos himself in on act of reverence to his beloved cinema, 
which is symbolized so beautifully by this historic landmark. 

21. Moires with Professo1 Oster and Salvador Dali, 
4 min. 37 sec 
This footage from January 24, 1964, portrays Professor Oster 
demonstra t ing a series of moi res patterns. He is shown 
discussing various topics and ideas with artist Salvador Da li; 
everything from Japanese basket weaving to LSD. The film 
gives a rare opportunity to observe first hand on in tellectual 
meet ing between two influentia l figures from varyi ng 
disciplines. 

22. To New York With Love : A Letter to Penny Arcade, 
14. min. 46 sec. 
In this diarist film shot on June 25 , 200 l , in Mekos' loft at 491 
Broadway, the filmmaker declares his love for New York. He 
reflects bock upon his home for the post fifty years, describing 
it as col lection of memories that have become a port of 
him. The film compellingly conveys the poetic, lyrical, and 
sent imental qualities for which Mekos' films are known. 

23 . Phil Glass Ploys for Rolph Steiner 's "Mechanical 
Principles, " 9 min . 17 sec. 
The film fea tures a compelling performance given by Phillip 
G loss, widely considered one of the 20th century's most 
influential composers, at Anthology Film Archives on Moy 
31, 2000. He ploys the piano to modernist photographer 
and filmmaker Ralph Steiner's important fi lm Mechanical 
Principles Gloss' music expressively accompanies the film 's 
imagery of mechanical gears in motion. The shadow of Gloss 
and the piano he 's playing appear on the screen upon wh ich 
the film is being projected. 

24. Robert Fronk Films 1 min . 55 sec. 
Jonas Mekos documented photographer and filmmaker Robert 
Frank making his well-known film The Sin of Jesus in 1960. 
The footage gives a rare look at Fronk in the creative process. 
Dick Belomy and Mory Frank also appear. 

25 I Am Searching For Nothing , 2 min . 51 sec . 
An autobiographical vignette , Mekas presents footage from a 
visit at Marseilles in 1966. The film is occomponied by Mekos 
proclaiming his philosophy on life, disclosing that his films are 
his way of life, and a celebration of what he sees. Footage 
includes a wedding and Mekos shoring a croissant with a cot. 

26 . Salvador Dali , Happenings, 7 min. 24 sec. 
Mekos filmed artist Salvador Dali carrying out a series of 
"Happenings," which include a series of artist ic events which 
took place in New York between 1963-64. Included in the 
line-up is photographer Peter Beard , as both "production 
manager" and "costing director," model , actress, and artist 
Verushko, in the starring role, and writer, performer, and 
underground film star Taylor Meade, among others. Conceived 
as semi-happenings, performances were never carried out on 
stage, but usually in studios and private homes. In the footage , 
Verushko 's body is repetitively lathered in shoving cream , a 
signature prop for Dali. The footage also features the model 
being tied up, a lot of twitching , and a girl slipping into a 
small wooden box as the film comes to on end. The footage 
is accompanied by Mekos' commentary and music by Dalius 
Noujo 

27 Andy Al Work. 5 min 
Andy At Work is a revealing portrait of one of modern art 's 
most iconic figures. The footage includes Andy videotaping 
John Kennedy, Jr and Anthony Rodziwill at Andy's estate in 
Montouk, Long Island. With direction by Peter Beard, it shows 
these influential figures as young boys having a light with 
shoving cream , perhaps a reference to another of Mekos' films 
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which features another hugely famous artist, Salvador Dali, at 
work. Mekos brilliantly captures rare footage of Andy at work 
in Manhattan, at the Village Gate in 1966, and at work in 
his Union Square studio in 1976. Lee Rodziwill, Peter Beard, 
Gerard Malango, Peter Orlovsky, Ed Sonders, and Ronna 
Page ore oil featured Music by Dolius Noujo and August 
Vorkolis accompanies the film 

28 Bed-In. Join Lennon & Yob) OnrJ I! min 2 I sec 
In this footage, shot on Moy 26, 1969, Mekos captures John 
Lennon and Yoko Ono carrying out their extraordinarily famous 
Bed-In for Peace Event at the Amsterdam Hotel in Montreal. 
The event was conceived as a non-violent way to protest the 
Vietnam Wm Present at the event were many close friends of 
the couple 's, including Timothy Leary, Timothy Smothers, Al 
Clopp, and Dick Gregory. John and Yoko, along with Leary, 
Derek Taylor, Petula Clark, and many others recorded the 
anthem of peace, "Give Peace a Chance," during the bed-in. 
Five weeks later the single reached no. 14 on Billboard's chart, 
and inspired a generation of youth to sing for peace, and on 
end lo the Vietnam Wm Accompanying the film is Free Music 
on Second Street. 

29 Hore Krishna 5 min 3 sec 
This film features Mekos' friends and collaborators, Srilo 
Probhupodo , Barbaro Rubin , Phil Corner, and others, joining 
Hore Krishnos and protesters in a political demonstration on 
November 5 , 1966, in New York City. Audio consists of 
chanting performed by Allen Ginsberg and others. 

3( p, •'I -it ·I, \I l Tl ?l'··I ~ 11 I 2 
Filmed in 1958 at the Living Theater, the footage presents 
poets Allen Ginsberg , Fronk O'Hara , Roy Bremser, Le Roi 
Jones, and Peter Orlovsky. The film is on engaging visual 
account of these renowned poets interacting at the legendary 
venue, which provided writers , poets, and playwrights an 
alternative space to stage works. Voiceover by Allen Ginsberg , 
reading from his poem , Sunflower Sutra ; recorded in 1960. 

3 l To Jahr with Love 7 mrn 50 sec 
To John with Love is a telling portrai t of John Lennon featuring 
some of the ort world's best-known personalit ies including 
John and Yoko, Ringo Star, George Harri son, Al len Ginsberg , 
Phil Spector, Stevie Wonder, and others. Presented in three 
ports, footage begins with friends gathering to celebrate 
John's birthday on October 9, 1972, in Syracuse, N ew York, 
with people strumming guitars and sing ing meaningful songs 
This footage gives a real sense of the filmmoker's love for his 
subjects and his work. John and Yoko's concert at Madison 
Square Gorden is conveyed in quick, flickering images. The 
film ends with images from Central Pork on December 8, 
1980, the day John was shot. Sound includes improvisations 
during the birthday scenes and percussion by Dalius Noujo 
which blends quietly into the bold , vibran t images from the 
concert. Mekos created an expressive tribute to his friend and 
collaborator. 

32 Velvet Undergrounds F rsl Public Appearance , 
3 r r 5 ;er 

On January 14, 1966, Andy Warhol was invited to speak 
at the annual banquet of the New York Society for Clinical 
Psychiatry at the Delmonico Hotel in New York. Warhol invited 
Factory regulars , such as members of wha t would become 
the Velvet Underground , including Lou Reed and Nico. The 
bond mode their first-ever public performance with Nico at the 
psychiatric banquet, a legendary event that Mekos captured 
the only footage of. Mekos' work captures the early innocence 
of a band on the verge of revolutionizing rock n' roll for 
years to come. The captivating montage of images includes 
appearances by magnanimous celebrities such as Lou Reed , 
Edie Sedgw ick, Gerard Malango, John Cole, Andy Warhol , 
and others 

3' r\·1111rr1Prl1Vv1IL)v•'/rnrn 13sec. 
This short film is a mini-portrait of Barbara Rubin, on experi­
mental filmmaker of the 60's who fought to blur the lines 
between film and ort. Rubin hod a profound impact on the 



New York art communi ty - Mekas credits Rubin with the 
discovery of the Velvet Underground, for saving Bob Dylan 's 
mind after his motorcycle crash , and produci ng one of erotic 
cinema's key works, Christmas on Earth . This filmmaker 
speaks out about women 's rights and art istic freedom in this 
important short film by her dear friend Mekas who first gave 
her a camera when she was a teen , with which she directed 
her acclaimed film , Christmas on Earth . Allen Ginsberg said 
of Rubin , "Her genius was sympathizing with everybody's 
desire to get together in work with the ir fellow geniuses." 

34 Elio Kozan, l min. 56. sec. 
Elia Kazan was a Greek-American theater and film director 
who influenced the cinema industry at every end. He co­
founded the well-known Actors Studio in N ew York in 1947, 
and directed cinema masterpieces such as A Street Car 
Named Desire, On the Waterfront, and East of Eden . He 
is pictured at the house of Lee Radziwill on August 18, 1972 
in Montauk with Barbara Loden, Peter Beard , Tina Rodziwill , 
and Kozan Jr Mekos portrays his subjects with the deep 
sentiment and poeticism for which he is known. 

35. Corl Dreyer, l min . 26 sec. 
Mekos recorded Carl Dreyer, widely considered one of the 
greatest directors in cinema, on September 17, 1965. Dreyer 
was renowned for his meticulous approach to filmmaking. The 
film is a brief portrait of the director who was very interested 
in Mekos' lifetime passion of broadening avant-garde film and 
creating a flourishing community for it in New York City and 
the art world. It opens with a shot of the filmmaker staring out 
of a window with his back facing the camera. Mekos' camera 
moves around Dreyer 's head , focusing and zooming in pro­
bingly on his face The film is interspersed with an image of 
da isies in a fie ld 

36 Carl G Jung or Lopis Philosphorum, 4 min. 17 sec. 
This footage features Corl Gustav Jung, one of the most 
influential figures in the history of psychology in a riveting 

portrait of one of the most visionary minds of the past century. 
Shot by artist and composer Jerome Hill at Jung 's home in 
Switzerland in the summer of 1950, it begins with Jung 
reading from Lapis Philosphorum , the "philosopher 's stone." 
With music and cinematography, both by Jerome Hill and 
editing by Mekas in 1991 , this footage creates a revealing 
portrai t of the Swiss psychiatrist in his natural habitat. 

37 The Monks of Cinema, 6 min. 17 sec. 
The insightful film was shot in the summer of 1964 when 
Mekos, Barbara Rubin , and Ken Jacobs went to the Robert 
Flaherty Film Seminar in Vermont to present Jock Smith 's film 
Flaming Creatures (for which they were later arrested on 
obscenity charges l) . The filmmakers were not considered to be 
official guests and had to sleep outs ide in the Vermont cold. 
Mekas wrote , "The morning was beautiful and we all felt 
great, we felt we were the 'Monks of Cinema'." The footage 
is evidence of the young filmmakers' commitment to the art of 
avant-garde cinema. It conveys the playful spi rit, but also the 
devotion and seriousness of the art ists. 

38 Kreutzer Sonata (From the Diaries) 4 min 51 sec. 
The film gives a rare glimpse into Mekos' creative process 
during the making of "As I Was Moving Ahead , Occasionally 
I Saw Brief Glimpses of Beauty ." In the film within the film , we 
see images of Mekos' former wife by a seaside. It displays 
how Mekas works, edits , and tapes but also shows a man 
reflecting on moments in his life. Musician and artist Henry 
Flynt's piece, "Kreutzer Sonata ," expressively accompanies the 
footage. 

39 The Song of Avila July 22 1967 3 min . 2 sec. 
In 1967, Mekas met Meher Baba , the Indian guru/ scientist 
who believed that three holy places existed in Europe: Avila , 
Assisi , and Fatima. Inspired by Saba 's idea , Mekos traveled 
to Avila the following year. The film is a diaristic record of his 
vis it , disclosing his enlightening experience of the city, how he 
felt , and what he encountered . The footage presents flickering 
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images of Avila , its people, and buildings with voiceover by 
the filmmaker. 

4i Bt.heHm»·n 3mn 9se1 

In 1966, Mekas filmed the young Bibbe Hansen, a Factory 
child, whose parents introduced to Warhol and his many 
muses at a very young age. She also starred in Warhol films 
with other Factory starlet Edie Sedgwick and in a screen 
test for a film Mekas intended to make about the life of a 
young girl growing up in New York. Shot in Central Pork, the 
footage conveys the imaginary and innocent world of a city 
girl in a pork, looking at grass, smelling flowers, and enjoying 
the sunshine. A haiku by Matsuo Basho, to whom the film is 
dedicated, accompanies the visual imagery, which seems like 
a whimsical ode to youth and beauty 
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John Lennon 
Jonas Mekos Collection of 40 Films and Film Stills 

Born in 1940 in Liverpool, England, Lennon was a founding 
member of The Beatles, as well as on artist, writer, actor and 
filmmaker. Mekas was introduced to Lennon through his wife 
and collaborator, Yoko Ono, on important member of the 
Fluxus art community. Yoko introduced John to the world of 
experimental filmmoking, and together the couple collaborated 
on Smile, You Are Here, Rape, Fly, and Imagine, among 
many others. Similar to the work of Jonas Mekos, the films 
double as "diaristic " portraits of John and Yoko as on artistic 
force moving through time. In the early 1970sJohn and Yoko 
took up permanent residency in New York City, bringing them 
closer to Mekas' circle of artists and filmmakers. They were 
frequent and adored subjects for Mekos' intimate film portraits. 
In his film Bed-In : John Lennon & Yoko Ono, Mekos con­
flates the role of artistic participant and historical preservation­
ist. Mekas' final film , For John with Love is a moving elegy to 
the slain singer and a token of remembrance for his mourning 
fans 
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Carl Dreyer 
Jonas Mekos: C01 1ection of 40 F lms rn d Film Stil s 

Born in 1889 in Copenhagen, Dreyer is widely considered 
to be one of the most visionary filmmakers of avant-garde 
cinema. His films include The Passion of Joan of Arc ( 1928) 
and Vampyr ( 1932) His meticulous approach to filmmoking 
combined with o strict perfectionist tendency slowed his cin­
emot ic output, but nevertheless yielded the masterpieces that 
we hove today . According to film critic Pauline Koel , "Corl 
Dreyer's art begins to unfold just at the point where most direc­
tors give up." Mekos' short film of the director, mode a couple 
of years before his death, is a gentle, painterly portrait in light, 
reminiscent of Warhol's Screen Tests , in its adherence to the 
personal "reality" of the portrait's subject. 
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Salvador Dali 
Jonas Mekos Collection of 40 Films and Film Stills 

Born in 1904, Dali is a wildly popular Surrealist pointer, 
perhaps best known for his melting clocks in the pointing The 
Persistence of Memory. Dali 's immense talent and outrageous 
personality gave him access to the poets, filmmakers, and 
pointers who mode-up the international avant-garde of the 
mid-century. Most notably, he collaborated with the surrealist 
filmmaker Luis Bunuel on the script for Un chien andalou . Dali 
was also courted by Hollywood directors such as Hitchcock 
and Disney, to varying degrees of success. Jonas Mekos, most 
notably makes his own appearance in Dali 's film oeuvre as a 
participant and director of series of "Happenings" carried ou t 
on the streets of New York in 1963-64. Mekos' reverential joy 
in helping to bring Dali into the l 960's world of Happenings 
is mode apparent in the film. 





72 

The Velvet Underground 
Jonas Mekos. C__lr.,_,, 1 >ll of 40 Films and Film S1.lls 

The Velvet Underground's rock and roll career is a study in 
how a radical change in music culture con come from "under­
ground" non-commercially viable groups. First gaining recog­
nition as Andy Warhol's "house bond" for the Factory, the 
Velvets so ng about drug, sadomasochism, and French Surreal­
ist inspired love songs Jonas Mekos was on hand to capture 
the group's first live performance outside of Warhol's orbit, at a 
psychiatry conference, of all places. As the group's manager, 
Warhol brought in the German-model Nico, and was the 
mastermind behind the Explod ing Plast ic Inevitable light shows 
in w hich the band performed at. Like many members of the 
Factory scene, the bond was a relatively short-lived project, re­
leasing their final records in the early 70s. However, w ith the 
exception of Nico and Sterling Morrison, the majority of the 
band members including Lou Reed, John Cale and Mo Tucker 
ore stil l going strong. 





74 

Andy Warhol 
Jonas Mekos Collection of 40 Films and Film Stills 

Born in 1928 Warhol is on American pop artist, avant-garde 
filmmaker, and perhaps the cultural force of the 1960s. Jonas 
Mekos was on early supporter of Warhol 's first forays info 
experimental filmmoking with classics such as Sleep, Blow 
Job, and Empire . Mekos worked as a reel changer on l 964 's 
Empire , a film of the Empire State Building captured al 24 
frames per second As a frequent guest al the Factory, Mekos 
captured a number of Warhol's "Superstars" on film , such as 
Edie Sedgwick, Bibbe Hansen, and the members of the Velvet 
Underground , whom he filmed in their firs! public appearance. 
A devoted follower and admirer of the consummate Pop Ari 
legend, Mekos continued lo film Warhol at work throughout 
the 1970s and remained friends with him until his death. 
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Barbara Rubin 
Jonas Mekas: Collect ion of 40 Films and Film St ills 

Born in 1945, avant-garde film prodigy, Barbara Rubin began 
shooting her first films as a teenager, with the support of Jonas 
Mekas and the Filmmakers' Cooperative. Introduced into 
Mekas' experimenta l film world by her uncle, the art dealer 
William Rubin , Barbara soon became a close friend and 
collaborator. Her film Christmas On Earth , a document of a 
night of debauchery in a New York City apartment, is widely 
considered to be an erotic avant-garde masterpiece. Barbara 
Rubin had the gift of camaraderie with many key figures from 
the 1960s, making introductions between Warhol and the Vel­
vet Underground, and bridging the avant-garde world with the 
pop world of her close friend Bob Dylan. Sadly her presence 
on the l 960's scene was short lived-she moved upstate and 
married a Hassidic Jew, became deeply religious, and died 
tragically at the age of 35 in ch ildbirth for her sixth child. 
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Nam June Paik 
Jonas Mekas: Collection of 40 Film ond Film Stills 

Born in 1932 in South Korea , Nam June Paik rose to promi­
nence as a member of the Fluxus movement. Paik was one of 
the first artists to experiment with the newly popular medium 
of video. Trained as a classical musician as a child, Paik's 
video art often includes footage of performances, most 
notably that of cellist Charlotte Moorman. In his first public 
exhibit as a visual artist, Paik stacked televisions on top of one 
another and used magnets to distort their images. Nam June 
Paik is seen in a number of Mekas' films as a spectator as well 
as a performer, most memorably in his musical performance 
homage to Beuys at Anthology Film Archives. 
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Richard Serra 
Jonas \i\~kos Co1 ection of 40 Films crnd Fi lm SI ills 

Born in 1939, Serro is on American artist , widely recognized 
for his minimalist , industrial material based-sculptures. He is 
a lso on experimental filmmaker, w riter, pri ntmaker, and occa­
sional performer in films, such as Matthew Barney's Cremas­
ter 3 . After graduating from Yale's MFA program, and time 
spent abroad in Fronce and Italy, Serro eventually relocated 
to New York City in the mid- l 960s. His short film Hand­
Catching Lead ( 1968) o document of the artist 's and the 
viewer's relationsh ip to scu lptura l forms , is highly influenced by 
ovont-gorde filmmakers such as Mayo Deren , Michael Snow, 
and Andy Warhol. 
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Henri Langlois 
Jonas Mekos Colleetion of 40 Fi ms and Film Stills 

Born in Turkey in 1914, Langlois is the founder and director 
of the Cinemotheque Francoise in Paris. An institution be­
loved of film enthusiasts worldwide, the Cinemotheque was 
a landmark establishment that preserved films during the Nazi 
occupation and helped jumpstart the French New Wove in the 
1950s. As a film preservationist and exhibitor, Langlois laid 
the groundwork for Jonas Mekos' own Anthology Film Archives. 
At the heart of both of their projects is the dual cultural need for 
both a film archive and a communal space for cinema in which 
aspiring filmmakers con meet one another and perpetuate the 
forward movement of cinema as on art form . 
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Allen Ginsberg 
Jonas Mekos Collection of 40 Films and Film Stills 

American poet whose 1956 poem "Howl ," skyrocketed him 
to fame as the defining voice of the Beat Generation Gins­
berg was a close friend of fellow Beat writer Jock Kerouac, 
whom he met at Columbia University in the late 1940s. 
Ginsberg was a key member of the pop-rock intelligentsia 
in the l 960s-bridging the avant-garde film and art world 
with the burgeoning folk-rock scene. His friendships with 
Bob Dylan, filmmaker Barbaro Rubin , Andy Warhol, John 
Lennon , and Jonas Mekos helped facilitate a radical dialogue 
across disciplines. In 197 4 Ginsberg combined his deep 
interest in Buddhism and poetry by founding the Jock Kerouac 
School of Disembodied Poetics at the Noropo Institute in 
Boulder, Colorado. 
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Jonas Mekas 
Zefiro Toina Col lee I ion of 4) F Irr St Is 

Almus Salcius holds up a loaf of Lithuanian bread and George 
Maciunas makes a joke for the camera at a picnic in Great 
Neck, Long Island, NY, circa 1970. 
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Jonas Mekas 

Teams compete in Ay-O's "team race with one pair of skis," 
held in the street in front of 80 Wooster Street as part of the 
Flux-Game Fest of May 1973. 
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Jonas Mekas 
Zefiro Torno Co1t~t1ori of 40 F1 m St lls 

Maciunas enjoyed sharing meals with his Fluxus friends and 
associates. The meals often became Fluxus performa nces in 
their own rights. Among his most infamous culinary delights 
were his dumplings As Jonas Mekas says in the commentary 
to the film Zefiro Toma , "And he has always been so proud 
of his dumplings all those dumpling parties! I tried to eat them 
too, but I always told him they were about the most terr ible 
dumplings I ever ate, or rather tried to eat. They were terrible, 
made out of prepared , packaged dough, heavy, half-cooked, 
and tasteless. But George sat there, in the chair, leaning back, 
holding his stomach full of them , hiccupping and ecstatic." On 
this occasion Andy Warhol, Yoko Ono, and John Lennon were 
among the lucky guests. 
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Jonas Mekas 
:::'.eiiro To . Co lec1;0" of LiO F1·rr S· s 

John Lennon , Yoko Ono, and George Maciunas. Dumpling 
party at 80 Wooster Street 
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Jonas Mekas 
Zefiro Torno Collection of 40 Film Stills 

This door was a port of the event "Flux-Combat Between G. 
Mociunos & Attorney General of New York, 1975-76." In 
1966, Mociunos launched a pion to buy old warehouses (in 
the area now known as SoHo), renovate them and form on 
affordable artists ' FluxHouse Cooperative During the proc-
ess, however, the Attorney General of the State of New York 
crocked down on what it perceived to be "illegal co-ops" that 
were not remodeled according to code. Thrifty Mociunos hod 
token some short cuts, and was subpoenaed and intimidated 
by the Attorney General's Office to appear in court. In defiant 
yet humorous response, Mociunos turned his evasion of the 
low into a performance, complete with irreverent letters to the 
Attorney General, disguises, false impressions of having fled 
the country, and a booby-trapped and barricaded apartment. 
Anyone wont ing to poss through Mociunos' front door to drag 
hi,m to court would hove to maneuver the threatening guillotine­
like blades. 
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Jonas Mekas 
Zefiro Torno Col lecl ion of 40 Film St ills 

During the renovation of the buildings for the FluxHouse Co­
operat ive, Maciunas hired contract laborers for certa in jobs. A 
dispute over a parti cu lar bi ll resulted in the contractor sending 
strong-arm men to Maciunas' apartment to "settle accounts" 
on November 8, 1975. They a ttacked Maciunas, and he was 
hurt badly. An ambulance took him to St. Vincen t's hospital 
in New York where he received treatment for broken ribs , a 
collapsed lung, and a severely damaged left eye in which he 
lost sight. 
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Jonas Mekas 
Zefiro Torno· Collection of 40 Film Stills 

After the "official" Fluxus wedding ceremony of George 
Maciunas and Billie Hutching on February 25 , 1978, the 
couple performed a piece called "Black and White" in which 
they exchanged clothes so that he ended up in the bridal 
gown (loaned by his sister Nijolie) and she in the bow tie , 
collar shirt and jacket. 
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Jonas Mekas 
Zefiro Torno Colleclion of 40 Film SI ills 

Jonas Mekos slonds by the tree that he and Mociunos planted 
"illegally" in front of one of the FluxHouse Cooperative build­
ings ot 80 Wooster Street, New York, circa 1967. 





106 

Jonas Mekas 
Zefiro Torno: Collection of 40 Film Stills 

George Maciunas, Yoko Ono, and John Lennon participate in 
the Hudson River Fluxus boat trip organized by Maciunas, 
July l , 1971. 
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Jonas Mekas 
Zefiro Torno Collection of 40 Film SI ills 

In 1976 Maciunas purchased the New Marlborough farm 
near Great Barrington , Massachusetts, and left New York City 
for the countryside. He attempted to get Fluxus artists involved 
in the project, envisioning the farm as a sort of "Post Cage 
Black Mountain College" where artists could live and work 
communally. II was a sizeable estate with some 12 buildings, 
including a 30 room main house. Here he sits al a table in the 
farmhouse, wearing his special glasses with a darkened lens 
over the eye in which he lost sight after being attacked by a 
contractor's thugs. 
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Jonas Mekas 
Zef1 ro Torno Collect 1011 of 4 him St ills 

The Fluxus Wedding of George Mociunos and Bil lie Hutching 
took place on February 25 , 1978, at the loft of Olga Adorno 
and Jeon Dupuy in New York City. Both bride and groom 
wore wedding gowns. Their Fluxus artist friends ployed al l the 
key roles for the ceremony. Larry Miller was the bridesma id, 
Alison Knowles the best man, and Geoffrey Hendricks offici­
ated as minister. 





112 

Jonas Mekas 
Zefiro Torno . Collection of 40 Film Stills 

Maciunas and Hutching at Maciunas' New Marlborough farm 
in the winter of 1977-78 Maciunas died that spring on 
May 9, 1978 . 
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Mari Dumett 
Geo1ge Mociunos and Fluxus Rear-Guard 

In 1964, George Maciunas proclaimed, "Fluxus must be reor­
gorde "1 This pugnacious word play from the self-appointed 
chairman of the international art collective Fluxus was o retort 
to Charlotte Moormon 's annual "New York Avant-Garde 
Festivol. "2 Mociunas likened the "Happenings" of Moorman 
and her associates to "Versailles Gorden Spectacles, " 
cons idering it all "Neo-Boroque theatre."3 If that was what 
"avant-garde" represented, then the avant-garde had gone 
belly-up in its own pretension and decadence, a nd Maciunas 
wanted no part of it. Instead he proposed the notion of the 
"rea r-guard." 

Whi le it may seem strange to begin an essay for an exhibition 
entitled The Avant-Garde: From Futurism to Fluxus 
by noting Maciunas' apparent refusal of this tradit ion, his 
statement is pertinent. Mociunas saw the avant-garde in 
decline, but he was not willing to give up on it. So he aimed 
to give the avant-garde a swift kick from the rear to get it 
up on its feet and running again within the changed cu ltural 
and econom ic circumstances of the postwar period. It was a 
Herculean task token on by a sickly, bespectacled Lithuanian 
with a love of history, an obsession for organizing and a 

I. George Maciunas "Comments on relationship of Fluxus to so called 
'Avant-Garde' Festival ," as reprinted in Mr. Fluxus: a Collective Portrait 
of George Maciunas, 1931 -78 . eds. Emmett Wil liams and Ann Noel. 
London: Thames and Hudson, 1997. In this instance, Maciunas used the 
spelling "rear-garde. " More often he used "rear-guard." 
2. Maciunas' animosity towards Moorman and her representation of the 
avant-garde continued throughout his lifetime. In addition to the ideological 
and aesthetic debates, Maciunas undoubtedly was incensed by the fact 
that certain artists he considered to be Fluxus (or at least whom he admired) 
had entered her camp. In 1971 , he wrote a Composil ion dedicated lo all 
those artists he deemed truly representative of the avant-garde and consist· 
ing of a list of their names. The piece also slated that until the next year 's 
festival he would have no "visual or oral contact" with those artists who 
had viola ted what should have been a sacred "Flux Trust" by participating in 
Moorman's event. 
3. Maciunas makes these equations in his "Comments on ... ," op. cit., and 
also in Fluxus (its Historical Development and Relationship to Avant-Garde 
Movements) . 



Vaudevillian sense of humor. Yet, it was from th is unlikely bag 
of traits that Mociunos constructed Fluxus to test the limits of 
possibility for avant-garde practice at that time. 

Of his generation of artists in New York, Mociunos was one 
of the most knowledgeable on the ovont-gardes of the early 
20th century. His historical comprehension was a product 
of a life-long self-education and several years of institutional 
training. After immigrating to the United Sta tes with his family 
at the age of 16 from Lithuania (via Germany in 1948) he 
studied art, graphic design and architecture at Cooper Union 
( 1949-1951), received a bachelor's degree in architecture 
while also studying musicology at the Carnegie Institute of 
Technology ( 1952-54), and immersed himself in art history 
during five years spent at the Institute of Fine Arts, New York 
( 1955-1960). While at the Institute, Mociunos began a 
graphic mopping of the history of art that occupied him for 
years to come. Hours upon hours he spent poring through 
books (especially encyclopedias where information is so 
well ordered), and fastidiously hand writing stacks of charts 
on ancient to modern art. It all culminated, however, in the 
avant-garde. And once he founded Fluxus, he visualized it as 
the logical end point of his evolutionary scheme. Unwilling 
to wait for the "passage of time" or a "recognized authority" 
to determine Fluxus' historical fate, his numerous diagrams 
would substantiate Fluxus' place in the avant-garde "canon " 
Such was the paradox of Mociunos' rear-guard avant-gardism. 
His Fluxus (Its Historical Development and Relationship 
to Avant-Garde Movements) venerable sources as Italian 
Futurist Theatre, Berlin Dada, and the Russian LEF (Left Front of 
Art). And his Fluxus Manifesto of 1963 recal ls the manifestos 
of these groups 
Purge the world of bourgeois sickness, 'intellectual ', 
professional & commerc ialized culture PROMOTE A 
REVOLUTIONARY FLOOD AND TIDE IN ART, promote NON 
ART REALITY to be grasped by all peoples, not only critics, 
dilettantes and professionals ... .FUSE the cad res of cultu ral , 

social & political revolutionaries into united front & oction. 4 

Echoes of Marinetti, Huelsenbeck, and Moyakovsky's familiar 
anti-bourgeois and militaristic avant-garde tropes marshal 
Fluxus to carry on. But it was Mociunos' innovation to 
bring together the parodic playfulness of Dodo and Futurist 
theatre with the organized functionalism of the Bauhaus and 
Constructivism. Lithuania, too, had on avant-garde tradition 
that might hove provided inspirotion. 5 Mociunos' great friend 
the Lithuanian filmmaker Jonas Mekas acknowledges that his 
own lifelong association with the avant-garde began when he 
read a history of Lithuanian Futurism as lead by the poet Kozys 
Binkis and the Four Winds movement. 6 

Certainly Mociunos' construction of a convincing ovont-
garde heritage for Fluxus was about affiliation, giving Fluxus 
credibility through on apparent sameness to the earlier groups. 

4. George Maciunos Fluxus Manifesto, 1963. The manifesto wos first 
distributed at the Festum Fluxorum on February 2 and 3 in Dusseldorl. 
was not handed to audience members, but rather thrown at them. 
5. For current references to Eastern European avant-garde tactics see the 
anthology East Art Map: Contemporary Art and Eastern Europe, ed. 
IRWIN. London: Afterall , 2006 !including a section on Lithuania!. 
6. In response to my query about his knowledge of Kozys Binkis, Mekos 
replied: "what I know for sure is that all graduates of six-grade school of 
Papilys in 1938 II graduated that year, it was my school too [Binkis finished 
the same school in 1908], my village, Semeniskioi , was three miles from 
Popilys) received a beautifully printed and designed little c. 120 pp book, 
as a graduation gift It was written by Binkis and published probably by 
the dept. of education of Lithuania. Texts were all about Lithuanian history, 
culture, past, present, arts etc. , like you see guidebooks published today for 
tourists. The difference was that it was written specially for young students 
and written in most beautiful literary language of which Binkis was a master. 
By the way, it was the director of the Gymnasium of Birzai , where I also 
went, [and where Binkis also studied] who wrote the first in depth study of 
Futurism in Lithuania. It was never published , but he gave me the manu­
script to read and that 's how I got the virus of modernism. I do not know 
if George also had a copy of the Binkis book, but possibly his sister hod it 
because she was older and probably hod graduated by the time they hod 
to leave Lithuania." Letter from Jonas Mekas, August 12, 2007. 
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But it also served the opposite purpose, to set Fluxus apart as 
something distinct. Thus, despite Mociunas' own use of the 
term "Neo-Dada" in a pre-Fluxus text, he soon repudiated the 
notion that Fluxus was Dada. 7 In 1963, when he was hashing 
out Fluxus' program he wrote to artist Emmett Williams, "we 
must coordinate our activities or we shall become ... another 
dado club, comming [sic] and going." 8 Maciunas expressed 
his anxiety about the avant-garde losing its "edge" with each 
new manifestation 

Although the Fluxus Manifesto of 1963 evokes the past, it 
also provides clues to the historical specificity of Maciunas' 
"rear-guard" strategy. Maciunas alternated his own hand­
written rhetoric with mechanically reproduced dictionary 
entries for the word "flux" Like this appropriation of the 
dictionary, a tool that organizes, standardizes and authorizes 
an official language for a radical manifesto, Maciunas 
appropriated aspects of the system of mass production, 
distribution and consumption at large in order to call that 
system into question No longer able to presume a privileged 
position outside the capitalist market, Maciunas' organization 
of Fluxus evinced an awareness of the system itself as a 
totalizing , if flexible, thing, in which the artist and the art 
object were wholly implicated. Maciunas' "rear-guard" would 
have to "flux" the system from within, going through society 
and exacerba ting its purgative flows 9 

7. George Maciunas "Neo-Dada in Music, Theatre, Poetry, Art " ( 19621 
The text was read at the opening of the performance evening "Apres John 
Cage" al the Galerie Parnass in Wuppertal, Germany, June 9 , 1962, the 
same event al which Maciunas distributed his Fluxus [Brochure Prospectus 
for Fluxus Yearboxes] 
8. George Maciunas Letter lo Emmett Williams as reprinted in Emmett 
Williams My Life in Flux and Vice Versa . London Thames and Hudson, 
1992. p. 164-68. 
9. Maciunas was a systematic thinker and his organization of Fluxus par­
ticipated in the broader discourse on organization and systems thinking al 
that lime. This discourse had its roots in cybernetics, but by the 1950s and 
early 1960s expanded to include practitioners from farther afield, including 
the social sciences and business management. 

In this regard, it is fitting that Mociunas made his home and 
established his Fluxus Headquarters in the world's postwar 
cultural and economic capital, New York Cily Yet, even within 
the belly of the Western "beast," he never abandoned his 
particular Eastern European sensibilities: from what recipients 
of his Fluxus communiques called his "Lithuanian-Engl ish stream­
of-consciousness" method of letter writing (which they found 
difficult to decipher) to his sharing of his beloved Lithuanian 
dark bread and borscht with Fluxus friends (which they 
preferred to his diet of canned food) In fact, the first sign of 
something called Fluxus emerged in this commingling of East 
and West, when on the evening of October 8, 1960, at an 
art gallery in Great Neck, Long Island a group of Lithuanians, 
including Maciunas and the gallery's owner Almus Salcius 
(whom Mociunas had met through Mekas), gathered to 
plan for the creation of a Lithuanian Cultural Club. 10 After 
much debate, they settled instead on the idea of publishing 
a journal Maciunas proposed the name "F luxus, " to which 
the others agreed. In addition, Mociunas was allotted funds 
to purchase a lypewriter for the 1ournal's production. By the 
second meeting a month and a half later, however, Maciunas 
and Salcius found themselves alone in their determination 
for the project's success, and the journal was put on hold 
indefinitely. But in terms of the history of Fluxus, this false start 
afforded Maciunas two key things the name Fluxus itself and 
the IBM Executive typewriter with its sans serif font with which 
he would design Fluxus' distinctive col lective identity 

Maciunas and Salcius did not give up. They continued their 
partnership by opening the AG Gallery at 925 Madison 
Avenue in early 1961. It was during this same period, around 
the turn of the 1960s, that Mociunas became familiar with 
artists in New York who shared a desire to break down 
the barriers between traditional artistic media th rough 
performance-based works. Several years later, Fluxus artist 

l 0 This history is recounted in MATS B., Birth of Ftuxus the Ultimate 
Version , Kalejdoskop, Lund, Sweden, 1979. 



Dick Higgins would coin the term "lntermedio" to characterize 
these new art forms. 11 Many of the art ists whom Mociunos 
wou ld organize as Fluxus, including Higgins, Jackson Modow, 
George Brecht, and Al Hansen, had token classes with 
composer John Cage at the New School for Social Research , 
and were adopting his Zen inspired experiments in chance, 
simul taneity and unconventional music scores to their own 
work. Mociunos emphasized the centrality of Cage to Fluxus' 
development in his art historical diagrams While Cage 
created the possibi lity that everyday sounds could be music, 
Fluxus created the possibil ity that everyday actions could be 
art. 

Although the AG Gallery got off to lively start with on 
exhibition of paint ings by Yoko Ono, Mociunos' own ink blot 
canvases, and two performance series, Bread & AG and 
Musica Antiquo et Novo, by mid-summer all account books 
indicated that the gallery was a financia l flop. It closed its 
doors on July 30th. Despite the AG Gallery's failure to surf the 
flux of capitol , it was another short-lived venture embarked 
on by the two Lithuanians that would influence the formation 
of Fluxus in significant ways. Mociunos ga ined a first-hand 
sense of the importance of on organization for getting things 
done, and moreover of the seemingly con tradictory potential 
of a bus iness model to promote avant-garde culture. He hod 
hoped that the gallery's operations would finance the pending 
FLUXUS magazine. 12 The gallery suggested the possibility 
of establishing on alterna t ive system through which capitol 
could be raised , administered and reinvested not with but in 
disruption of the flow of capitol accumulation. 

l l. Dick Higgins, "Statement an lntermedio," ( 1966) published in DE­
COLL/ AGE , July 6, 1967. 
12. For example, one announcement for the Musica Antique et Nova 
series stated: "Entry contributions of $3 will help to publish FLUXUS maga­
zine." George Mociunos, Musica Antique et Nova, event announcement, 
n.d. (Archiv Sohm) 

These points become sharper in Mociunos' mind once his 
awareness of experimental art expanded from New York to 
Europe. Apparently eager to ovoid debt collectors' house 
calls, Mociunos left the States in the foll of 1961 , and took a 
job as a civilian graphic designer at a U.S. Air Force base in 
Wiesbaden, West Germany. Crossing the Atlantic enabled 
Mociunos to make the contacts that formed the basis of Fluxus' 
internationalism, weaving a net of artists from North America, 
Western and Eastern Europe and Asia. The Korean-born artist 
Nam June Paik was the most instrumental in this regard When 
Mociunos arrived in Wiesbaden, Paik was in nearby Cologne 
rapidly making a name for himself in West Germany's culture 
of new music with his own version of performance he called 
"action music." Paik used wha t cachet he hod to connect the 
Lithuan ian to art ists, musician , composers and gallery owners. 
And it was Paik who created the opportunity for Mociunos to 
stage the first Fluxus related performance, "Apres John Cage," 
as port of the Kleinen Sommerfest at the Golerie Pornoss, 
in Wuppertol on the evening of June 9, 1962. By this time, 
Mociunos already hod big plans. He envisioned a multi-issue 
FLUXUS journal and a series of concerts to support it, all 
showcasing the new performance oriented "talents " across 
Europe. For the Wuppertol event, he prepared specially the 
Fluxus [Brochure Prospectus for Fluxus Yeorboxes] to publicize 
Fluxus and its upcoming activities. 

From this point on he worked tirelessly from his office­
oportment in Wiesbaden, and between the fall of 1962 and 
the summer of 1963, Fluxus mode its bona fide world debut 
with concerts in Wiesbaden, Dusseldorf, Copenhagen, Paris, 
Amsterdam and Nice. These European experiences convinced 
Mociunos of the necessity for Fluxus to develop beyond the 
idea of journals and performance series into a full-fledged 
organization complete with centralized command and multi­
city outposts. 

117 



118 

Hoping to build on the momentum gained during the festivals 
in Europe, Maciunas returned to New York and established 
the official Fluxus Headquarters This is when his idea of the 
"rear-guard" really picked up steam. Fluxus the organization 
began to take shape based on a model of a multinational 
corporation, what I coll Fluxus' "incorporated art collective." 

As its chairman , Mociunos organized o complex amalgam 

of Flux Products from the FluxShop and the Flux Moil-Order 
Catalogue and Warehouse, Fluxus copyright protection, o 
collective newspaper, a Flux Housing Cooperative and 
frequently revised lists of incorporated Fluxus "workers." 
To help him manage Fluxus on a multinational scale, he 
appointed artists such as Ben Vautier in France, Willem de 
Ridder in the Netherlands , and Tokehiso Kosugi in Japan , as 
Fluxus regional outpost chairmen As the Dutchman Ridder 
remarked: 

We decided that I would become chairman of Fluxus for 
Northern Europe I loved the idea that George was setting 
up a business ... It created a fantastic confusion and nobody 
dared to take the risk not to toke you seriously .. we agreed 
that I would set up a mail-order house for Flux products and 
ofter that I got regular instructions from headquarters in New 
York. Precise instructions about who was Fluxus and who 
was not. Who was lost forever and who was promising. We 
agreed that Fluxus had to run a tight ship 13 

The outpost chairmen facilitated the flow of Fluxus capital and 
goods (modest though they were), ostensibly circulating Fluxus 
ideas through the system parallel yet ideologically counter to 
those of corporate capitalism This end, however, relied on the 
very hierarchic and bureaucratic means that Fluxus seemed 
to want to question, one indica tion of the greater degree of 
ambivalence towards the system characteristic of Maciunas' 
postwar "rear-guard ." Fluxus represented a historically specific 

13 Willem de Ridder, Letter to Emmet t Williams, Amsterdam , 1993, as 
reprinted in part in Williams and Noel , op. cit. p. 75. 

"coming to terms" with the system yet for all its criticality, it 
shared many of its aspects with the system itself 
In 1965, Maciunas wrote a second manifesto entitled 
FluxManifesto on FluxAmusement. Several versions exist, 
and the most extended one clearly identifies "Fluxus Art­
Amusement" as a "rear-guard " action in direct opposition to 
"Art" (o category inclusive of Moormon's "avant-garde" with its 

"Baroque tendencies") He states: 

Fluxus art-amusement is the rear-guard without any 
pretention (sic] or urge to participate in the competition 
of 'one-upmanship' with the avant-garde. It strives for the 
monostructural and nontheatrical qualities of a simple 
natural event, a game or gag. It is the fusion of Spike Jones, 
Vaudeville, gag, children's games and Duchamp. 14 

In attempting to challenge the elitism, pretension, 
professionalism and henceforth "high value" of art, Maciunas 
sough t recourse in the "low" and "base." This was, of course, 
a strategy as old as the avant-garde itself. However, Maciunas 
brought to it something new. And on this point his bag of 
traits from which he paradoxically pulled both a love of jokes 
and pranks and a desire for organization and systematization 
set him apart from his avant-garde predecessors. In other 
words, there was an underlying seriousness to his Vaudevillian 
masquerade. By means of Fluxus as an "incorporated art 
collective" he simulated the modes of mass commodity 
production, distribution and consumption, aiming to "flux" the 
system at each point. 

Although most dictionaries categorize "amusement" and 
"entertainment" as synonyms, I suggest that Mociunas 
proposed "amusement" in strategic contradistinction to the 
"entertainment" of mass consumer culture. No longer able 

14. George Maciunas "Fluxus Art-Amusement, " as published by Maciunas 
in a 1965 inventory list of artists, publications, objects, fest ivals and con­
certs, and reprinted in Williams and Noel , op. cit. p. 88. 



to deny art's commodity status, Flux-Art-Amusement would 
chal lenge the commodity form in both its "h igh art" and "low 
culture" manifestations. As Maciunas wrote in the Manifesto: 
" ... art-amusement must. .. have no commodi ty or institutional 
val ue The va lue of art-amusement must be lowered by 
making it unlimited, massproduced [sic], obtained by all and 
eventually produced by a ll." 15 In addition, Maciunas' idea 
of "amusement " asked users to think creatively in opposition 
to "entertainment's" expecta tion of a passive viewer. At the 
"rear-guard show," a vis itor could only imagine what she 
might find when sticking her hand inside Ay-O 's Tactile 
Box or, she might question uneasily w hether the show was 
rea lly over after being abandoned by the actors on stage 
during a performance of George Brecht 's Exit. Like the roar 
of a swift tide coming in and out, a combined rais ing and 
lowering process occurred in the Art-Amusement. Here is the 
"REVOLUTIONARY FLOOD AND TIDE IN ART" of Maciunas' 
1963 Manifesto. It was a utopian dream in which Fluxus Art­
Amusement (as objects and performances) fl ooded the entire 
culture industry like an enema from behind , washing away 
pretentious art and mindless entertainment in a fantastic purge 
from which the entire system never recovered but a new less 
rational, regimented, and commerc ial social reality emerged 

Although a variety of Flux Products were produced through 
Fluxus Editions Robert Watts' Stamps, Brecht and Maciunas' 
N o Smoking sign, the many objects listed in Maciunas' 
FluxShopNews the most characterist ic form of the Flux Product 
was the box. It was one of many Fluxus standards that were 
born of Maciunas' extreme thrift. A shop on Canal Street 
sold plastic boxes in bulk at a price too cheap for Maciunas 
to pass up; he knew he could do "something" with them. 
Maciunas sol ici ted ideas from fellow Fluxus artists for themes 
and contents of the boxes, but just as often produced the 
boxes himself, creating graphically innovative eye-catching 
labels that allowed him to control Fluxus ' "branded " identity. 

15. Ibid. 

His obsession with organizing found ideal miniature form in 
the compartmentalized "perky boxes" into which he placed a 
wide assortment of thing s: keys, corks, pills, plugs, ticket stubs, 
light bulbs, used postage stamps and machine parts. 
Much of wha t he meticulously deposited in to the boxes 
was trash. In a letter to Vautier regarding the preparation of 
Vaut ier's "Mystery Boxes," Maciunas seemed excited to share 
the significance of this practice: 

We are packing your mystery boxes in nice carton boxes .. 
Each box sold for $2 nicely sealed, so there is no way to 
tell what is inside unless you open .... Ok? .. .This will be very 
practical since we can dispose of garbage by this and even 
get money for it.. 16 

In Fluxus performances, actions of everyday life routine such 
as exiting a room in George Brecht 's Exit , making food in 
Alison Knowles ' "Proposition # l : Make a Salad ," or taking 
out Vautier's garbage are restaged and re-valued. In the 
Fluxus Boxes, th ings of everyday life the detritus of mass 
consumer society are repackaged and, through commerce, 
also re-valued. As opposed to a resource-guzzling , trailblazing 
avant-garde, Fluxus ' rear-guard swept up what was left 
after consumption's glut and shot it back into circulation in 
new form As Maciunas explained, Fluxus was "motivated 
by a desire to stop the waste of material and human 
resources ... and divert it to socially constructive ends." 17 It 
attempted to create "social value" out of society's "shi t. " And 
the closer Fluxus approximated the dominant system the 
more vital it became, the greater its potential to generate 

16. George Maciunas, Leller lo Ben Vautier, 1964, as reprinted by Jon 
Hendricks in Ftuxus etc. I Addenda ti. The Gilbert and Lila Silverman 
Collection. Pasadena: Baxter Art Gallery, California Institute of Technology, 
1983. p. 155. 
17 . George Maciunas, Letter ta Tomas Schmit, January 1964, as reprinted 
in What's Fluxus? What's Not! Why. exh. cat. Curator and Editor, Jan 
Hendricks. Centro Cultural Banco do Brasil - Brasilia / Rio de Janiero; The 
Gilbert and Lila Silverman Fluxus Collection - Detroit. p. 163. 
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"fantastic confusion" and to "flux" that system. Fluxus was a 
necessary yet temporary tactic. Maciunas understood the 
concerts, publications and objects to be at best transiti onal 
as "educational means to convert the audiences to ... non­
art experiences in their daily lives." 18 After the task was 
accomplished Fluxus would also wash out with the tide 
But it was a utopian dream. The revolutionary flood and tide 
never came. In an interview near the end of his life, Maciunas 
remarked that they did not sell anythi ng from the FluxShop at 
359 Canal Street the enti re year it was open, not even a $.50 
sheet of sta mps. 19 In addition, the strategy of appropriation 
always ran the danger of sim ply reproducing the dominant 
system it aimed to crit ique 20 The dream was not realized 
fully, the current going against it proved too strong, but all the 
sa me, Maciunas' "rear-guard " was not a failure. The strategies 
Maciunas set in play with his rear-guard action enable us to 
see more precisely the degree to which the historical position 
and contradictions of the avant-garde had shifted in the 
postwar period in relation to the broader epistemological 
rupture and refo rmulated terms of cr it ical discourse. This 
rupture has been described as the shift from modernism to 
postmodernism. Maciunas' kick from the rear did not prove to 
be the purgative force for art and life that he had hoped, but it 
was right on target. 

18 . George Mociunos, Leiter lo Tomas Schmit, 1963, as reprinted by Jon 
Hendricks in Fluxus etc. I Addenda ti , op. cit. p. 166. 
19. Fluxus did moke soles through its moil-order business, but they were not 
of significant volume. Lorry Miller, Interview wi th George Mociunos, 1978, 
as reprinted by Jon Hendricks in Fluxus etc., Addenda I. The Gilbert and 
Lila Silverman Collection. New York Inc&, 1983. p. 20. 
20. Mociunos himself realized this when he, Robert Watts and Hermon 
Fine formed Implosions , Inc. as a strictly commercial for profit enterprise. 
Maciunas slated: "we could consider at present Fluxus to be a kind of 
division or subsidiary of Implosions." See George Mociunos FluxNewsletler, 
Morch 8 , 1967 as reprinted by Jon Hendricks in Fluxus Addenda I, op. 
cit. p. 174. 



121 



122 



123 



124 

Mani{e5fo: 

2 . Tt:> a!Tt·t.:t, or l 1rinl{ t n . t et·r t; 1i n ... 1, 111· , 1, , 11 ' ' l I J!l.: 
111 1 1>r·· trC'Jlin;; with, a tlu .x. "Flr1J 1.·1/ 1ri r ii , 1 n • i l h l' r \\ 1r ! ·· ,,

111
, t

1
, 

3 ., Jfr.d. T o cui...(: ;t~J i .... ch . ~r~r. Ji:~ . , 1 ~ i n p ur :..: n ..: . 

lllLt (tluks), n . · [CH'.·, fr . L. fl uriu; fr . fl•urrf jl11n1111( to 
flow. · Ste FLn::>r ; cf. FLl'Sll, r1. rof c.11 ,i , 1 1. .\ oi. 
a A flo'l'·i n,q: or fl uid discharl{e,fr11m !hr liowl'ls or " ' ""' 

. '· . part: esp., . an c~n· ,,j\· e ;ind rn <>rl•:•I · ~ ''" cl i,;r h.iriir : :1s, the bl11ody jl11r, nr 
" ' · d_,·srntt'f'' . b The m;tftrr 1h11, .J i, 1: .. , .., J 

Purge l/,e wor,111 of J"!'rye oi> stcKne 
"111kl!edwo/ ~ pro{esrl"nq/ k commen::1;,.;,·;~tl( 
c. u !fure.,, PURGE: f/,e worM of tlet1o{. 
art 1 imdedion, adi{ic1'1I art, ab.rfrad art 
;f/vsioni>lic art, mafltemaficol ar't,, -
PU£6£ TH6 wo~lP OF "EUf?Of'ANISM " ! 
. .,_ . · 2 . Act ol I ""'1111<: a con t10u111i- m r" 1n~ 
. • ·. · ·on nr 1•.1-'tn>i liy, as of a tlowin.i:: , frc .im. 
~·· ,. ~ · · a cunttnui ru.: !-'UCC c~:-iio n of ch.tn;.:c ~ . 

3 . A strran~; copious flow; llood; outll11w . 
4. Thcsrtt inllin of thcUdctow,trclthc shnrc. Cf WUL l! X. 
5. Sta ft• of l>rin~ liri11id thrnud1 lw.it; fu,i on li ·irr 

f'RoMOTE A f?.f3VOLUTIONARY T=Loop 
AND TIP~ 1/V Af?.T, 
Promote livin3 artJ Pnfi- art , pro,..,of-~ 
NOIV ART f:.EALITY +o be 
~ :JrasperJ ~ al/ peop/.u, nof on/7 
cnf1cs, J, /effanfes and profe.m~nqh, 

7 · Chem. & .\fefol. a Any sul"tance or rni .\ lurt· ll ' C' In 
Promote fu-.ion, c, p, the fusion of metal s nr miner .ii-. 
Common mctallurJ.:ical n,ixcs arc >ilica and silica It's Ca• idiu, 
lime and limt•stonc rJia,i cJ, ·and fluorite (IH'lllrall. b An" 
substance a111>licd io surfaces to lie joined hy ,oldrrinJ.: nr 
wcldin~; i•1sl Prior tii iir. durinii th" o11crati11n, to ril'.1n .1n.J 
frrf' lh<'rll from o .xidl', 1h 1 1 .:..· prnrt11 di ru~ tlwir 11ninn, .l - r

11 
1fl 

Fu 5 E fhe cadres of culfvrq/ 
soci°r)/ & po/i ft'cal revolvhonari~ 
t'nto vni'fed fronf g,.. 01cfi'on. 

George Maciunas 
f luxus Mor1ifeslo 1963 

The various definitions of the word flux were of great appeal 
to Maciunas in selecting Fluxus as the name for an internation­
al art collective, and for the manifesto he alternated dictionary 
definitions with his own rhetor ic. The goa l of Fluxus was to 
emphasize !he purgative flux that wou ld clear out both art and 
life. Life had become too rational, regimented and commer­
cial, and art a profess ion like any ot her. In the manifeslo, the 
dictionary excerpts provide rational meaning for the idea of 
change , while Maciunas' words echo the revolutionary tradi­
tion of the historical avant-garde. The dialectic of order and 
disorder was central to Fluxus. 

Clive Phillpot on 
Maciunas' Manifesto 

When George Maciunas consulted his dict ionary he found 
that the word "flux" not only existed as a noun , a verb, and an 
adjective , but also hod a total of sevenleen different meanings. 
At !he head of his Fluxus .. .Tentative Plan for Contents of the 
First 6 Issues, issued late in 1961 , he rearranged five of these 
definitions to explain ihe use of ihe term Fluxus, bringing to the 
fore the idea of purging (and its association w ith the bowels) 
By 1963, these selected dictionary definitions of "flux" could 
no longer encompass the developing intentions of Fluxus, and 
Mociunos began to promote three particular senses of the 
word purge, tide , and fuse~each not amplified by his own 
comments. These amounted to new working definitions of !he 
three senses, and were refined to the point where they could 
finally be incorporated inlo a collaged , three-part Manifesto, 
together with photostats of eight of the diclionary definilions 

The aims of Fluxus , as set out in the Manifesto of 1963, are 
extraordinary, but connect wilh the radical ideas fermenting 
at the time. The text suggests affinities wilh the ideas of Henry 
Flynt, as well as links with ihe aims of radical groups earlier in 
the century. The first of the ihree sections of Maciunas' Mani -



festo revels that the intent of Fluxus is to "PURGE the world of 
dead art. .. obstroct art, [and] illusionistic art. .. " What would 
be left ofter this purging would presumably be "concrete art," 
which Mociunos equated with the real , or the ready-mode. 
He explained the origins of concrete art , as he defined it, with 
reference to the ready-made objects of Marcel Duchamp, the 
ready-made sounds of John Cage, and the ready-made ac­
tions of George Brecht and Ben Vautier. 

The first section of the Manifesto also states that Fluxus in­
tends to purge the world of such other symptoms of "bourgeois 
sickness" as intellectual , professional , and commercialized cul­
ture. In one of a series of informative letters to Tomas Schmit, 
mostly from 1963 to 1964, Mociunos declares that "Fluxus is 
anti-professional "; "Fluxus should become a way of life not a 
profession"; "Fluxus people must obtain their 'art ' experience 
from everyday experiences, eating , working , etc. " Mociunos 
is for diverting human resources to "socially constructive ends," 
such as the applied arts most closely related to the fine arts, 
including "industrial design , journalism, architecture, engineer­
ing , graphic-typographic arts, printing , etc. " As for commercial­
ism , "Fluxus is definitely against [the] art-object as [a] non­
functional commodity-to be sold and to make [a] livel ihood 
for on artist. " But Mociunos concedes tha t the art-object "could 
temporarily hove the pedagogical function of teaching people 
the needlessness of art. " 

The lost sentence of this section of the Manifesto reads: 
"PURGE THE WORLD OF 'EUROPANISM' !" By this Mociunos 
meant on the one hand the purging of pervasive ideas ema­
nating from Europe, such as "the idea of professional artist, 
art-for-art ideology, expression of artists ' ego through art, etc. ," 
and on the other, openness to other cultures. The composi­
tion of the group of Fluxus people was exceptional in that it 
included several Asians, such as Ay-0, Mieko Shiomi , Nam 
June Paik, and Yoko Ono-as well as the block American Ben 
Potterson and a significant number of women-and in that it 
reached from Denmark to Italy, from Czechoslovakia through 

the United States to Japan. Interest in and knowledge of Asian 
cultures were generally increasing in the West at the time, 
and , in this context , ore evidenced by Mociunos' tentative 
plans in 1961 for a Japanese issue of Fluxus, which would 
hove included articles relating to Zen , to Hokuin , to haiku , 
and to the Gutoi Group, as well as surveys of contemporary 
experimental Japanese art. Uoseph Beuys rather missed the 
point when he altered the 1963 Manifesto in 1970 and 
read: "Purge the World of Americanism ") 

The second section of the Manifesto , which initially related 
to flux as "tide," is really the obverse of the first "PROMOTE 
A REVOLUTIONARY FLOOD AND TIDE IN ART. Promote living 
art, anti-art , promote NON ART REALITY to be grasped by all 
peoples, not only crit ics , dilettantes and professionals. " 

Mociunos' third section was "fuse," and read: "FUSE the 
cadres of cultural , social & political revolutionaries into (a) 
united front & action -" Inevitably most of Mociunos' time was 
spent trying to fuse cadres of cultural revolutionaries , though 
not all the Fluxus people sow themselves in this way. One of 
his tactics was the employment of the term Fluxus beyond the 
title of the magazine as a form of verbal packaging , whereby 
Fluxus people would benefit from collective promotion. 
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·. 'flu dU1ks), n. to~ .. fr. L. flW:U., fr. flu.ere., ftuzu'!'~ to ; 
ftow. See FLUENT' cf. FLUSH, n. (of cards).J 1. Med. i 

a A ftowing or fiuid discharge from the bowels or other -~_ 
part; esp., an excessive and morbid discharge; as, the ; 
bloodY ftuz, or dysentery. b The matter thus discharged. :--
2. Act of flowing; a continuous moving on or passing by, .-_ 
as of a ftowing stream; a continuing succession of changes. :. 
3. A stream; copious flow; flood; outflow. : . 
4. The setting in of the tide toward the shore. Cf. •EFLUX. '.~- ~ 
5. State of being liquid through heat; fusion. Rare. ~:.: 
6. A fusible glass used as a base for enamels; also, an easily 
fusible enamel used as a ground for ·enamel painti~. 

· 7. Chem. &: Metal. a Any substance or mixture used to 
promote fusion, esp. the fusion of metals or minerals. : · 
Common metaUurgical ftuxes are silica and silicates (acidic), · · 
lime and limestone (basic), and fluorite (neutral). b Any ~-·. 
substance applied to surf aces to be joined by soldering or 1:_ -

welding, just prior to or during the operation, to clean and i .. 
.. free them from oxide, thus promoting their unio~ as rosin. ~· ... 

8. Math. The integral over a surface of the normal com- : . 
ooneiit of a vector field. Cf. STOKES' TBEOIEK. . . 
9. Photom. == 1st LIGHT, 18 b. ; 
10. PhytJica. a The rate of Bow or transfer of ftuid or of '. · 

· energy across a surf ace. b By analogy, the surf ace in- : ·. 
tegral of a vector distributed over a surface. Cf. ELECTRO- <­
STATIC FLUX, MAGNETIC PLUX. 

·. ·: 11. Plant Pathol. A slime flux. :·· · 
Dux, 11.: FLUXED (ftukst); FLux'1NG. Tranaitive: 1. To . 
cause to become fluid; to fuse; to treat with a flux. : 
2. To ~fleet,. or bring to ·a cer~in state; by subjec;ti_!Ur to, ; 
or treating wt th, a flux." Fluxed into another world.'' ~outh. i 
3. Med. To cause a discharge from, as in purging. l-

'r
lntranBitive: 1. To flow freely. Archaic. I·· 

2. o become fluid; to melt. 
3. To undergo a ftux; specif., to bleed copiously. Obi. ..·, 

fl~ 8~flx~k~an~'f!.e. b~:,.ffuzua, _rr. _1:~~~~-- ~ ~~°:~·r!;~.: 
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Fluxmanifesto 
on Fluxamusement 
Cc OICJC Muci1n c1 90 'i 

In proposing the idea of "FluxAmusement," Mociunos aimed 
to deflate pretentious professional "high art," and also to offer 
on alternative to the commercial cul ture of advanced capitalist 
culture. He knew Fluxus works would hove to compete with 
commodity culture's allure, and attempted to produce "amus­
ing" objects and performances of higher "use value" as a 
parallel yet cr itical alterna t ive. This is indicative of Mociunos' 
general Fluxus strategy of appropriating certain aspects of the 
dominant modes of production and distribution in order to 
critique the system itself from within. 

FLUXMANIFESTO 0 
ARTISTS NONPROF. 
HE MUST DEMONS' 
SELFSUFFICIENCY 
THING CAN SUBSTr 
STITUTE ART-AMU~ 
INSIGNIFICANCES, H 
BE UN LIMITED, OBi 
THE ARTIST DOING 
STRATE THAT ONL~ 
COMPLEX, INT ELLE 
ITS COMMODITY VA 
THEREFORE ACCES 



.UXAMUSEMENT-VAU·OEVILLE-ART? TO ESTABLISH 
ONAL ,NONPARASITIC,NONELITE STATUS IN SOCIETY, 
rE OWN DISPENSABILITY, HE MUST DEMONSTRATE 
rHE AUDIENCE, HE MUST DEMONSTRATE THAT ANY­
: ART AND ANYONE CAN DO IT. THEREFORE THIS SUB­
~NT MUST BE I LE, AMUSING, CONCER ED WITH 
NO COMMODITY OR INSTITUTIONAL VALUE. IT MUST 
~BLE BY ALL AND EVENTUALLY PRODUCED BY ALL. 
MEANWHILE, TO JUSTIFY HIS INCOME, MUST DEMON­
CAN DO ART. ART THEREFORE MUST APPEAR TO BE 
~L,EXCLUSIVE,INDISPENSABLE,INSPIRED. TO RAISE 
IT IS MADE TO BE RARE, LIMITED IN QUANTITY AND 

.E NOT TO THE MASSES BUT TO THE SOCIAL ELITE. 
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Self Portrait 
George Moc unos c 196.: 

Mociunos' construction of Fluxus' collective identity is full of 
anachronistic play. His graphic design comes to life in the 
clash of his innovative typography and images of a 19th 
century bourgeois world This play is also highly visible in his 
self-presentation In this self-portrait he dons his characteristic 
bowler hat, high-collar shirt, suit and monocle, calling up the 
sartorial image of both an early 20th century avant-garde 
artist (such as the Italian Futurist or the Dadaist) and a busi­
nessman. In playing these images off of each other, Mociunas 
raised questions as to the possibility of avant-garde practice 
within the advanced capitalist system at that time. 
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George Maciunas 
Life Chronology 1939-1978 
I /78 

When Yurgis Maciunas traveled from Lithuania to Germany his 
name was "Deutschified" to Jurgen Matschunas for the official 
records. When the Lithuanian Society in New York rescinded 
its agreement on the use of its audi torium for the promotion of 
Fluxus for fear that Maciunas and his colleagues were commu­
nists, Maciunas was so incensed that he Anglicized his name 
to George. Perhaps even from a young age Maciunas had a 
sense of identity's mutability. In Fluxus, Maciunas had great 
fun playing with his ident ity, as seen in the variety of biogra­
phies and life chronologies he produced. In Personal His­
tory, Maciunas represented himself through clinical statistics 
as if a subject of medical study. Maciunas was plagued by 
poor health from childhood, and sickness and treatment are 
recurrent themes in his accounts of his life. In "Life Chronology, 
1939-78," Maciunas' life appears as fragments of "facts" and 
"memories" some years are left blank, many notations are 
vague, and certain pivotal events are inserted as if after­
thoughts It is chaotic by Maciunas' usual ordered standards. 
In Flux Biography, Maciunas placed the clinical self-presen­
tation amid the Fluxus logo and his Fluxus Artist Name Card, 
iden tifying himself as an individual with the collect ive 
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GEORGE MACIUNAS 

Address: 349 West Broadway, New York, N. 
Born: Nov. 8, 1931 in Kaunas, Lithuania, 

Schools: 
Cooper Union, Scho.ol f Art, graduated 19! 
Carnegie Institute of Technology, Bachelor 
Institute of Fine Arts, NYU, 1955 to 1959, 1 

PAST EMPLOYMENT 
Skidmore, Owings & Merrill 19 
Olin Matheson Chemical Corp. 400 Park 19 
Knoll Associates, 320 Park ave. 19 
AFEX (AirForce Exchanges) Europe 19 
Jack Marshad,lnc. 300 E 40 St. 19 

PRESENT OWN BUSINESS 191 
Clients (starting with most recent): 
N.Y. Graphic Society Ltd. (Forrest Selvig) Vi 
Hy Ross Assoc. Inc. 180 Madison Ave. (Bob 

mailing piece for Duals by Herman Mill 
University of California, Santa Cruz, (Carnegi 
Aspen Magazine, 333 6 Ave. 989-1623: 196! 
Fluxus, POB 180, N.Y. 10013: logos, monog 
Lord & Hill, 565 5 Ave. (Bill Shepard) 986-9 
Implosions, Inc. 80 Wooster st. (Bob Watts): 
Film Culture Magazine, 80 Wooster st. (Jonas 
Film Makers' Cinematheque, 80 Wooster st: i 
Museum of Primitive Art, 15 W 54 (Douglas r 
Museum of Contemporary Crafts, 29 W 53 St 
E & 0. Mari, 38-01, 23 Ave . LIC. (Daniel Mar 
EL AL Airlines (tour booklet 1959) AG G 

TYPE OF WORK DONE: 
trademarks, logos, letterheads, envelopes, mai 
packaging, labels, box-design, books, magazin 
Design & production in all categories. 

Exhibited at: 
Rewards: 

AG Gallery, 1961; Mead I 
Typomundus 20, 4 Certific< 

MINIMUM PAY REQUIRED: $14,000 



3 tel: (212) 966-6986 Soc. sec. no. 106-24-6003 
1tly L TSR, USSR) . 

tecture, 1955 
uate studies in: history of art (European & Siberian migrations, iconography etc.) 

Architectural work 
Research & Development dept, Aluminum Div. product development & design 
interior design, interior graphics, exhibits, displays, structures. 
interior design, interior graphics, signs, logos for shopping centers. 
graphic design: annual reports, house organs, film/slide strips, displays, exhibits etc. 
clients: Air Reduction, Am. Bible Soc. Society of Chemical Engineers, etc. 

4, book design 
usen) 532-3570, 3D & graphic display wall for their lobby, display for Sikes carpets, 
aging & box design for their swatch boox, etc. 
project) (Margaret Mahoney) PL3-3100, set of 30 posters (art education reform) 
nd possibly Winter issue), multi-media box (with booklets, posters, records etc.) 
Jels, newspapers, posters, books, films & film-titles,multi-media boxes, environments,e1 
otographs for their calendar 
·oducts: tabletops, aprons, napkins, cups, playing cards, sunglasses, stick-ans, etc. 
925-2250: (since 1963) magazine (design of format, logo, papers etc.) 

fosign, logo, posters, announcements, tickets, letterhead, etc. 
Cl 6-9494: Book on African & Afro-American Art by R. Thompson (in progress) 

)mith) Cl6-6840~ announcement,poster,ticket & mailing piece for paper show, 1967 
l005: book series (Guitar, Guitar Strings, Viola d'Amore etc.) 
nterior, letterhead, announcements 1961) 

. posters, announcements, 3-D announcements, 3-D displays, exhibits, environments, 
:papers, photography ,,interior, product & architectural design. 

Library of Ideas, 1964; Walter Thompson, 420 Lexington Ave. Nov.1968 
Mead Papers' Library of Ideas, Graphis: several pieces published. 

rnr hour on free-lance basis, plus costs. 
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George Maciunas 
C ,.r culun '. to'? 

November 8. 1931 Born in Kaunas, Lithuania 

[d1.,co·r 1r 

I 94-/ )1 Cooper Union School of Art, studied art, graphic art, 
architecture 
19 L ',4 Carnegie lnstitue of Technology, Pittsburgh, studied 
architecture and musicology. B. of Architecture 

Y ;-., Institute of Fine Arts, NYU, studied European and 
Siberian art of migrations 

Chm I Diagrorns arid At lase' 
I '-i )J Atlas of Russian History (book of translucent pages, 
superimposed mops) 
I 9')fl Atlas of Prehistoric Chinese art 
l q' '> 60 History of Art Chart (incomplete) a giant 6 ft. x 12 ft. 
time/ space chart categorizing all post styles, movements, 
schools, artists, etc. 
I 9')8-66 History of Art 3-dimentionol Chart ( l st category on 
drawer faces, 2nd category on horizontal surface of drawer in­
terior and 3rd category on vertical multiple surfaces of drawer 
interior-faces of filing cards) 
1969 Re-categorization of fields of knowledge, completed 
2-dimentional diagram & tabulation, intended as the first 
surface of 3-dimentional storage and retrieval system, called a 
"learning machine" 
19!/C µr, ·" r I History of Avante-garde, particularly its develop­
ment from Futurism, Dada , Duchamp, Surrealism, John Cage, 
Happenings, Events, and Fluxus, with particular emphasis on 
documentation of Fluxus. 23in x 80in. (still in progress) 

Y . r , "'''" Architectural monuments of the world, Atlas of 
maps. (still in progress) 

Ot'1· 'I· (ll'd Exhrhrls 
l C)(,2 prc:senr edited, published, designed containers, labels, 
packaging, other graphics of all flux editions (several hundred 
items) 
l JI-~ edited & published Fluxyearbox 1, anthology of flat 
objects in envelopes. Contributed a chart on architectural criticism. 



1965 edited and published Fluxkit, an attache case with vari­
ous flux objects produced up to that date. 
Flux-organ ( 12 bird calls activated by bellows), various chess 
sets (pieces as grinders, colored balls, sand timers, etc.) 
Edited , designed titles (using various animation and camera 
techniques) of some 20 films into Flux-film anthology, contrib­
uted: films made without camera (sing various adhesive pat­
terns on clear film stock) Artype, l 0 feet, end after 9, eyeblink 
(high speed camera) 
1966 edited & published Fluyearbox 2, anthology of film 
loops, games and paper events. Contributed 4 film loops. 
Designed first prepared ping pong and badminton rackets 
(undulating, convex, with hole, hinged, elastic etc. surfaces) 
1967 stick-on tattoos of hardware etc. photo aprons (venus de 
milo, stomach anatomy, Napoleon, etc.) 
1968 organized and participated in Fux-exhibit, Univ. of Calif. 
Sand Diego art Col. 
1967 designed announcements for paper show annd body 
covering show at Museum of Contemporary Crafts, NYC 
Participated in the first. 
1969 clock faces decimal , degrees, backward etc. multi­
faceted mirror, adding machine, distilled coffee, tea, juices, 
eggs, containing vodka , noodles, egg-white; tea from ropes, 
pine cones etc. 
1970 smile machine, 64 needle syringe, l 2 bird aerophone 
machine, dancing duck call machine. 
1971 Produced , designed and contributed to "This is not here" 
show of Yoko Ono and John Lennon at Everson Museum, 
Syracuse. 
1972 names spelled with objects, burglary kit, anthology of 
animal exreta , etc. 
1975 ed ition of Hospital even, edited Fluxpack 3, contributed 
3 stationary designs, 2 aprons, postage stamp[s, published by 
Multipla , Milan. 
1976 Sept. init iated collaborative flux-labyrinth project, major 
contribution, to be exhibited at US Centenial Exhibition , 
Berlin. 

Pertormonce Com posit ions Performances 
F'lm Screenings. Events 
1961 Organized a seies of events by Maxfiled , Cage 
lchiyanagi , Higgins, Flynt, La Monte Young , Yoko Ono, Ray 
Johnson, Walter De maria. 
1962 Initiated the Flux group activities with first flux festivals 
14 concerts in Wiesbaden state museum, 6 concerts in Copen­
hagen, 7 in Paris , First musical compositions (music scored by 
animals, music for lips, mud, bottles, pebbles, balloons, lad­
ders, violin, 12 piano pieces, In memoriam to Adriano Olivetti 
for bowler hate, 8 homages, etc. 
1963 Flux festivals in Dusseldorf, Amsterdam , Hague, Nice 
(first street events) 
1964 organized & contributed pieces for flux orchestra concert 
at Carnegie Recital Hall , (piano for carpenter, string quartet, 
etc.) 
Piece for violin performed at Little festival of new music at Univ 
of London , also at Hague and Milan. 
Organized a series of concerts and events at 359 Canal St. , 
NYC Initiated l st sport events at Washington Sq. Gal. own: 
ping-pong & badminton. 
1965 2nd flux-orchestra concert at Carnegie Recital Hall , 
designed balloon tickets and glider programs Flux-fest at NY 
Cinemathque 
1966 Event at Village Gate (benefit for EVO) (adhesive net 
dropping over dancing guests) Organized flux fest in Prague 
1967 Flux films shown at Cologne, Turin , Perugia , Como, 
Savona , Zurich , Belgrade, Zagreb, Sarajevo, several U.S. 
colleges, 
Flux films awarded Milwaukee Art Center Award , 4th Ann 
Arbor film Festival Award. 
Organized and contributed to Waldorf Astoria Hotel room 
clinic. Own pieces performed at Genoa , Nice, Paris , Rome etc. 
2 paper performance pieces at Time & Life bldg , sponsored by 
Container Corp. & Museum of Contemp. Crafts, (arrow attack 
on paper curtain and a paper sound orchestra) Participated 
with paper objects in Paper show at Museum of Contemporary 
Crafts, NYC 

14 1 
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1968 Organized first artist housing cooperatives in SoHo, 
NYC Organized and contributed to first flux-food events 
1969 2nd flux-food event (funny foods) contributed egg pieces, 
rope, cone & wood teo , distilled juices etc. transparent coffee, 
etc. 

)/!) Composed flux moss, performed at voorhees chapel , 
Douglass College, NJ At some college organized flux sport 
Olympiad (own handicap races , giant glove boxing , bicycle 
joust, various rocket games, etc.) 
Organized a flux festival in collaboration with Yoko Ono & 
John Lennon at 80 Wooster St. grapefruit banquet, funny tours 
& tickets, measuring clinic, garden of water events, made of 
difficult doors, film capsule-envi ronments, etc.) 
1 '71 7 L. Advised & contribu ted to the Flux shoe festival, at Fal­
mouth , Exeter, Croydon , Oxford, Cardiff, Blackburn , Hastings, 
Nott inghom (England) 

9 7 1 Ping-pong table & rockets set up ot Contemporoneo. 
lncontri lnternozionoli D'Arte. Rome 
Organized & contributed to flux game festival on Wooster St. 
(human treodwheel , multi-bike square vehicle , 2 swing joust, 
mult i-ployer chess ) 

)l'"J Organized & contributed to flux harpsichord recital at 
Film Archives, Organized 1 2 big name event & Rainbow food 
event (+ transparent) 
1916 Organized & contributed to Time events at Clock Tower, 
Leonard St. & Broadway. Also flux-tours (2 weeks of events at 
SoHo, NYC) 
Fall: will perform own pieces and organize entire harpsichord 
recital at the Berlin , SoHo show. 

r=- t it 11 E. ,CJy'>, Art ides 
'' 1 Covered in Postfoce by Dick Higgins, Something Else 

Press. Also in John Cage-Notations, 1962 various European 
newspapers. 

___,,_. Tulane Drama Review, designed fluxus fold out section. 
Also article on Fluxyearbox l by John Wilcock in Village 
Voice, No. 25. 

196() essay US surpasses all nozi genocide records I Pub I. 
by Edizioni di culturo contemporoneo, Milan, N o.2, ED 912 
I </6/ 69 published in Arch Do, Milon. Also in Do o/u delo, 
mogozine of orts , Milon 
1968 Article on Fluxyeorbox 2 by Groce Glueck, New York 

Times, June 16 
19/0 Article of Flux festival in Village Coice, Moy 20 & april 
30. Happenings & Fluxus Catalog , Cologne, edited by Hons 
Sohm. 
l i72 Arts & Artist Magazine, England , issue devoted to 
Fluxus: Edited and contributed to special section of paper 
events. Oct. issue. 
Flux shoe, published by Beau Geste Press, Devon, England 
1976 AO 16, microdmystificotion. Contribution in special 
issue. 
Article on Horpischord Flux recital by Peter Fronk in SoHo 
News. 

'l II · r >I 

Stockholm Museum of Modern Art, Centre Beaubourg, Paris , 
Jeon Brown Archives, Tyringham, Moss, Hons Sohm Archives, 
Germany, Cedille qui Sourit, Fronce, Mult iplon, Milan; collec­
tion of Yoko Ono &John Lennon, John Cage, Marcel Duch­
amp, Peter & Barbaro Moore, etc. 
Mn·v ) I Y/t1 recipient of "Loudotio scripto pro George 
Mociunos concepto hominibus fluxi", organized by all flux­
members (27) 
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Birth of Fluxus - the ultimate version 

In 1960 an unusually small art gallery, Almus Gallery , was in exi­
stence since a few years in a private home of a once fancy suburb of 
New York, Great Neck on Long Island. The shows at the gallery were 
mostly dedicated to immigrant or East European artists. Its owner, 
the expressive but somewhat disorganized Almus Salcius, had arrived 
from Lithuania ten years earlier and in the U.S. he, like so many 
other nouveaux pauvres, adapted to the contrasts of a dynamic inner 
life and a cold outward reality filled with compromises. 

In the evening of October 8 a group of Lithuanians met in the 
gallery to discuss the possibility of founding a "Lithuanian Cultural 
Club", a meeting-ground for recollections, sentiments and debates. 
Among the enthusiasts were the artist V. K. Jonynas, Salcius and 
George Maciunas, an artist at large whom Salcius had met through 
the filmmaker Jonas Mekas. As the evening became late they finally 
decided to start a magazine instead. Someone proposed the name 
Rysys (Lithuanian for 'Union'), someone else suggested Influx - but as 
one of them knew about the medical meaning of the word a few of 
them laughingly accepted the quick proposition of Maciunas: Fluxus . 
However, the definite name was not agreed upon. The one thing they 
did agree on was to let Maciunas, already a part time designer, do the 
lay-out of the future magazine and so it was decided that he during 
the following week would receive the funds to acquire an electric IBM 
on behalf of the group. 

The next day Salcius sent a check to Maciunas and started to write 
an article: "Lithuania Belongs to the World." He had read the article 
"The United States Belong to the World'', written by an executive at 
the Rockefeller Foundation, and considered its polemics to be useful 
once again. 

At the second meeting of the group, November 21 in the home of 
Maciunas and his mother, Salcius and Maciunas realized that they 
were the only ones still interested in the project. Salcius kept asking 
Maciunas to review a book about the history of Soviet music, and 
Maciunas kept insisting that the magazine should be calledFluxus. In 
an attempt to reconcile their different outlooks they began to plan an 
expansion of the gallery instead. 

December 8 Maciunas found an empty space on Manhattan: 925 
Madison Ave., a prestigeous address close to ParkeBernet Galleries, 
and two days later Salcius visited him again. They had an exquisite 
dinner made out of canned french gourmet foods (Maciunas had 
bought enormous quantities of cans in Europe the same year with the 
hope of selling them with a profit to American restaurants). During 
the meal they found a name for the new locale, AG Gallery (which 
opened shortly thereafter), and decided that Maciunas should be sole 
responsible for it, as Salcius alone was in charge of Almus Gallery. 
Their policies were to be the same: they were both to show relatively 
negotiable works of art, and the exhibiting artists were to pay the 
maintenance of the galleries. 

But then, of course, Fluxus turned out to be quite something else! 

MATS B. 
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George Maciunas 
Fluxhouse Cooperot ve Building Pro1ecl , I 966 
photogroph ond prospectus 

In 1966, a new U S Federal Housing Authority subsidy 
enabled Mociunos lo organize a plan to buy abandoned 
buildings and convert them into artists living and working 
spaces. The chosen neighborhood is now known as SoHo, 
but was then called "Hell 's Hundred Acres" for its urban 
decline. Mociunos hoped to realize his dream of creating 
a true Kolkhoz (collective estate), including a permanent 
Fluxus theater, FluxShop, Film Co-op, darkroom and recording 
studio Mociunos incorporated the Fluxhouse Cooperative 
officially, mode himself chairman, acquired the first properties 
at l 8 Green Street and 80 Wooster Street, and got many 
artists to buy into the spaces. By 1968, Mociunos and Mekas 
had moved into the Wooster Street address, where Mekas 
also housed his Film Makers' Cinemotheque. In th is way, 
Mociunos started the first artist cooperatives in SoHo, and the 
tree that Mociunos and Mekos planted "illegally" in front of 
80 Wooster Street circa 1967 grows as marker of this history 
to this day 
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George Maciunas 
F 1 xhc,use Coope1ol 1ve Build111 J Projeci 1966 
pi tug1op11 ,P1d p1ospcclus (bock side) 



FlUXHOUSESMre torrnld m 191i6auoop r11w1Hon 
smmg saJelv al artittJ. film m1k fl. mt1sicitin5. dancm, 
dt$igner'$. etc:. ~king adequacP! tombinad wud Jnd lMng 
llJIU. 1u.1im is to purthm. rtnovaH d m11101tin suit.Ible 
builcin~ 1or lift~ ot.tupancy. A ~m1nehtmiwt su,,..,, r.d 
FLUXHOUSE co ~K• •ht lffi oi MtnhatlMI between 
HOtlfton and Canah:unoS1111Jittablt btuu:ill ol ~onomy, 
5'rnttur1l i.QU11dllitS1 1)1 bu1 din!JS loc.utod •her .anrl ~t$· 
Ii mtv from thtm •o $1.!bWJY r~OfUICllll!I. B buit di~ 
h-.it alrtady btto purthntd. grouf.ltd in 3 coop ali\it'S 

nid 1'1110VJ1ic:m !MHl t.flml"Mttc•d or nearing uimpltl•o 
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George Maciunas 
F 1·H hJ<>wsletter Nu l 0, Feb . 8 1967 

By 1967, Mociunos' plans for the FluxHouse Cooperative 
were well underway and much of his time and energy was 
devoted to realizing them. As the Newsletter indicates, he 
hod artists signed up to toke spaces in the various buildings, 
but still hod many bureaucratic details to work out according 
to the mandates of the Federal Housing Authority. The News­
letter is also a good example of Mociunos' own bureaucratic 
methods, organizing people and events through charts , lists, 
schedules, orders, etc. In 1968, he incorporated the Fl ux­
House Cooperative officially and named himself president. 
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George Maciunas 
[: .,_,1 ' 1 • L ·huor-·011 p,,, lry rnrnouncemenl, ri.d. 

Mociunos designed this announcement for on event ot Jonas 
Mekos' Film-Makers' Cinemolheque, which by 1968 was a 
port of the FluxHouse Cooperative at 80 Wooster Street. As 
avant-garde artists Mociunos and Mekos often felt estranged 
from lhe traditional Lithuanian immigrant community in New 
York, however, both mode efforts to maintain connections. 
The Lithuanian American Foundation, Inc. sponsored the event 
and Lithuanian was lhe primary language spoken with English 
translations available. 



PAKVIETIMAS 

KAOA: Tiikstantis devyni simtai septyniasdesimtais metais, birzelio seStq dient ketvirt\ valand\ "po pietii" 
KUA: Film-Makers.' Cinematheque, 80 Wooster Street, New YQ.rk City. . 
KAS: LEONAS LETAS, is Kauno, pakeliui; VIOLETA PALCINSKAITE,is Kauno,pakeliui; JONAS MEKAS,isSemenifki11,pakeliui,-

skaitys is savo na1Jlos ir ne m!uios poezijos. Jus esate kvi&Eiami biiti ill sve~iais. 
PRO GA: VIOLETOS PALCINSKAITES prabegantis sustojimas New-Yorke, pakeliui. 

FOR OUR ENGLISH (AMERICAN) FRIENDS: 
An afternoon of contemporary Lithuanian poetry will take place at the Film-Makers' Cinematheque on June 6th, 4PM. Miss Violeta Palcinskaite, 
one of the young poets of the Soviet Lithuania, who is here for a brief visit, will read some of her poetry. Two other modern Lithuanian poets, 
Leonas Letas and Jonas Mekas, both on a world journey,(temporarily sojourning in New York) will read their poetry too. Fragmentary and 
unpretentious English translation will be provided. 

THE LITHUANIAN AMERICAN FOUNDATIO N, INC. 
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George Maciunas 
F ,-C1r F- , i'.\r r r _e"'-"11 ', ,, '{ rk Moy 1973 

The majority of activities for this event took place on Moy 
19th at 80 Wooster Street Some were held outdoors in the 
street, including the construction and riding of Mociunos' multi­
tondem bicycle , team race on one pair of skis by Ay-0, team 
race with canvas loop by Robert Watts, and Mociunos' giant 
wheel that moved as people walked inside it Other activit ies 
took place indoors, such as jousting on swings by Mociunos, 
"Kicking Boxes billiards" by Soito, and soccer on stilts by Bici 
Hendricks. It all ended in o Fluxus themed food party. 
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George Maciunas 
Compos1t1011 dediLoled to all Avonl-Goide 
ort ists such os 1971 

111 1964, Mociunos and other Fluxus associated artists staged 
the first boycot t and picket of Charlotte Moormon's annual 
"N ew York Avant-Garde Festival." For Mociunos' there was 
a sharp disti nction between "Happenings," which he called 
"neo-Wognerion operas," and Fluxus, which were based on 
simple, mono-structu ral everyday actions. Belief in a humor­
ous, unpretentious art fo r the mosses was central to Mociunos' 
Fluxus, ond Moormon's event appeared to be the antithesis of 
his ideas In 1971, he went so for as to denounce individual 
artists who worked with Moorman, indicating he would hove 
no further "visual and oral contact" with them. Composition 
includes the names of artists who did not participa te and 
Mociunos felt were more authentically avan t-garde. 

Composition 197 
Vito Acconci, Eri1 
Robert Barry, Jo~ 
Stanley Brouwn, · 
Jim Collins, Mere 
Fahlstrom, Robe1 
Friedman, Terry 
Have, Davi Det H 
Ken Jacobs, R. Ja 
King, Per Kirkebv 
Paul Kos, Joseph 
Barbara Lloyd, R 
Mekas, Bruce Mel 
Bob Morris, Gord 
Nitsch, Claes Old1 
Patterson, Steve F 
Rinke, Diter Rot, 
Robert Smithson 1 

Stromberg, Julias 
Robert Whitman, 
who refused or di 

George Maciunas. 
this festival until i 



~eorge Maciuna , dedicated to all avant garde arti uch a : 
ersen, Carl Andre, Arman, David Ascevolt, Ayo, J. Balde~ri, 
:euys, Mel Bochner, Robert Bozzi, George Brecht, Bazon Brock, 
1 Brown, Gunther Brus, James L. Byars, John Cage, Neke Carson, 
ningham, Walter De Maria, Ger Dekkers, Jan Dibbets, Oyvind 
iou, Henry Flynt, Richard Foreman, Simone Forti, Ken 
Dan Graham, Colin Greenly, Hans Haacke, Alex Hay, Henrik 
on, Hi Red Center, Doug Hubler, Alice Hutchins, P.Hutchinson, 
Ray Johnson, Joan Jonas, Joe Jones, Thadeusz Kantor, Kenneth 
~t Af Klintberg, Milan Knizak, Alison Knowles, Arthur Koepcke, 
th, Tetsumi Kudo, Jean Jacques Lebel, Barry LeVa, Sol LeWitt, 
j Long, J.O. Mailander, Gordon Matta, Barry McCallion, Jonas 
Mario Merz, Jean-Claude Moineau, Meredith Monk, Peter Moore, 
umma, Giancarlo Nanni, Bruce Nauman, Phil Niblock, Hermann 
g, Dennis Oppenheim, Judy Padow, Daniela Palazzoli, Ben 
n, Yvonne Rainer, Robert Rauschenberg, Jock Reynolds, Klaus 
1ko Saito, ltalo Scanga, Tomas Schmit, Paul Sharits, Mieko Shiomi, 
1ael Snow, Alan Sonfist, Keith Sonnier, Daniel Spoerri, Harvey 
as, Timm Ulrich, John VanSaun, Ben Vautier, Branko Vucicevic, 
imasa Wada, La Monte Young, ZAJ group, 
: participate in the so-called annual avant-garde festival 

flvoid all visual and oral contact with any of the participants in 
rixt one comes along. 
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Ben Bozzi 
Festival of Tota l Art ond Orgonrzed Behovror 
(with the Po ' c1p1 it on of the Inter no t io11ol Fluxus G roup) 
julv 2o l Qc3 NrcP Fronce 

Mociunos was very impressed by French artist Ben Vautier, 
and gave him unprecedented control over the program and 
publicity for this festival in Nice from July 25 through August 4 , 
l 963 The festival represented a convergence of Vout ier's idea 
of "Total Art Theatre" and Mociunos' idea of Fluxus, which 
were not so different In the photo, Robert Bozzi , Mociunos, 
and Vautier (from left to right) perform in front of on outdoor 
audience. 
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George Maciunas 
hJ, >1r '' 111q Flux1 5 I 'Ill ;11 963 1 )/'3 

"No Smoking" was first a ready-mode sign by Brecht from 
c. 1963. In this later version , Mociunos suppl ied the creative 
graphic design It was the ideal collaboration as the asthmat­
ic, adamant non-smoker Mociunos was well-known for posting 
"No Smoking" signs in his living and working quarters. 
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Julio E Robi11sc•1 is on art historian and curator based in 
New York She rs completing her doctoral dissertot ion on the 
F uxus ortrst George Brecht at Princeton Un;versity and recently 
curated a moior retrospective of Bre< 1-t s work for the Museum 
Ludwig, Cologne, and the Musel;IP c·f Contemporary Ari, 
Barcelona. Her writing on FIL.xL' Pop Art, Assemblage, 
and other art f •he 1950s or d 1960s hos been published 
widely in rterr nr l11ol art journals and magazines. She 
lecturer at the Mllseun of Modern Ari , New York 

Julia E. Robinson 
George Mociunos Des;gen on Fluxus 

George Mociunos is best known today as the "impresario" 
of Fluxus: on interna tional group of artists whose first members 
come together in 1962 for on inaugural concert series at 1Ni­
esboden , Germany (not for from the epicenter of New Music 
in Darmstadt). Hardly a regular "concert ," the "Fluxus Festspiele 
Neuester Musik" - as Maciunos called it, upping the stokes 
of New Music, by claiming this to be the "Newest " Music 
- introduced on extensive array of the most radical scoring 
practices of the day, enacted by a group of young artists from 
the United States, Korea , Germany and Lithuania. The Fluxus 
group would come to include more nat ionalities and more 
women than any avant-garde since Dado. The first concert 
series happened at Wiesbaden because Maciunas was based 
there and he set about to organize it; he gathered the scores 
to be presented , rallied the artists, arranged the venue, de­
signed the poster, promoted the event and performed in it. In 
fact, the word "impresario" does little to explain the work the 
Lithuanian emigre did for Fluxus . Rather, it has mostly been a 
way for scholars to avoid the difficult territory of how and with 
what to credit George Maciunas . 

The unorthodox range of tasks Maciunas undertook to orga­
nize Fluxus has generated debate between Fluxus artists as 
well as historians about his proper title and whether or not he 
warrants the description of "founder " or "leader." For simpl ic­
ity's sake, Maciunas is often called an artist, but the role he 
adopted among art ists resists this classification. As a trained 
graphic designer with broad political ambitions, Maciunas' 
Fluxus work - designing posters, flyers and labels, compiling 
editions and multiples, drawing up calendars of act ivities, 
writing and circula ting "news (policy) letters," and planning 
and directing concerts - suggests a complex and hybrid 
"authorial " model that would suspend the term "artist " or 
reveal it to be beside the point. Rather than imposing conven­
tional terms onto the figure of Maciunas, as debates about 
his proper title in Fluxus would do, it is perhaps more useful to 
examine this hybrid role he devised for himself, its fundamental 
motivations and its legacy. 



Re-Presenting History 
To appreciate what Mociunos brought to Fluxus and how he 
positioned it at all levels, it is essentia l to look back briefly at 
his training and early ideas about the role of history and its 
(re)presentotion. A postwar emigre from Kaunas, Lithuania, 
Mociunos come to the United States in 1948 sett ling in New 
York. 1 Over the course of a decode, beginning in 1949, 
Mociunos studied graphic design at New York's Cooper 
Union, architecture at the Carnegie Institute of Technology 
in Pittsburgh, and finally, art history at New York University's 
Institute of Fine Arts. During this time, he developed a 
passionate interest in genealogical charts. Producing them 
become a monumental project running parallel to his studies 
and informing them . 

The charts were a magnum opus for the young Mociunos, a 
feat of utter commitment, diligence and exhaustive attempts to 
master a vast body of information. The scale of some of the 
early charts is breathtaking. The final dimensions of his "Atlas 
of Russian History," tracking the major changes in the Russian 
state up to the Revolution , were six by nine feet, and his 
"History of Art " chart, from the Visigoths to Modernity, come in 
slightly larger at six by twelve feet. These were great fields of 
posted paper, which projected the information laterally while 
also extending into three dimensions in towers and accordion 
structures filled with gridded text (the precursors of the 
formats for his Fluxus compendia). As movable, architectonic, 
genealogical models, Mociunos' charts emancipated the 
student of history, placing the structuring of knowledge in 
his own hands and those of every future reader. Through the 
charts Mociunos acquired a thorough grounding in Art History, 
which undoubtedly emboldened him to judge the status of art 
in his own historical moment. He called the charts "Learning 

l . A new biography on Maciunas gives an extensive account of previously 
unpublished information about his background, see Thomas Kellein, The 
Dream of Fluxus: George Maciunas-An Artist 's Biography, !London 
and Bangkok, Edit ion Hansjorg Mayer, 2007). 

Machines" and ultimately considered them among the most 
important work of his life. 2 

Some years later, Mociunos brought his passion for charting 
history to his work on Fluxus, giving Fluxus a genealogy of its 
own. In addition to drawing up a number of charts position­
ing Fluxus within a trajectory of 20th century ovont-gordes and 
neo-ovont-gordes, he continued to use the chart structure for 
his overall organization of the group's activities. The rigor with 
which Mociunos crafted the Fluxus charts framed this seem­
ingly cryptic and ephemeral project in terms of its historical 
relevance as well as giving it a kind of "reodymode" place in 
history. In on important late interview with Fluxus artist Lorry 
Miller, Mociunos explained one of these charts, acknowledg­
ing the central position of John Cage: 

So, you see, this chart is just a culmination of other charts I've 
done in the post for other histories .... In the vertical line is 
shown the years and the horizontal layout shows the style. So 
you con point on the chart to any activity, pinpoint it exactly 
with this grid of time and style. Now it could also be I've 
done charts which ... vertically is shown time and horizontally 
geographical location. This way you could soy any activity 
of the post, you could locate exactly on the chart where it 
happened and when. Now for this chart I chose rather style 
than location because the style is so unlocal ized ... mainly 
because of the travels of John Cage. So you could coll the 
whole chart ... "Travels of John Cage" like you could soy 
"travels of St. Poul ," you know? Wherever John Cage went 
he left a little John Cage group, which some admit, some not 
admit his influence. But the fact is there, that those groups 

2. For further information on Maciunas' charts see Astrit Schmidt-Burkhardt, 
Maciunas' Learning Machines: From Art History to A Chronology of 
Fluxus, The Gilbert and Lila Silverman Collection !Berlin: Vice Versa Verlag, 
20031. Schmidt-Burkhardt's path-breaking scholarship and the Berlin exhibi­
tion for which this catalogue was made !mounted with the support of Jon 
Hendricks, curator of the Gilbert & Lila Silverman Fluxus Col lection Founda­
tion), are an invaluable contribution to the Maciunas literature. 
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formed after his visits. It shows up very clearly on the charts. 3 

After this, he goes on to fill in the picture at the prompt of 
Miller's questions, si tuating first Cage and then Fluxus with ref­
erence to Futurism, Dada, Surrealism, and the relevant postwar 
movements: from the first Happenings (in Japan in the 1950s -
the Gutai Group), to French Nouveau Realisme and then back 
to the US with figures su rrounding Cage such as La Monte 
Young and many artists who would ultimately join Fluxus. 

Designs fo1 Radical Practice 
In October 1960, Maciunas was meeting with a group of 
compatriots at the gallery of his friend Almus Salcius in Long 
Island to discuss prospects for a Lithuanian cultural club. In the 
end, the group decided to make a magazine and "Fluxus" 
was the name George Uurgis) proposed for it. 4 Maciunas went 
on to start an exhibition space with his friend Almus, called 
the AG Gallery (Avant-Garde? Almus & George?) at 925 
Madison Avenue in New York City The idea of presenting 
Lithuanian cul tu re did not last long and Maciunas took over the 
programming of the gallery (albeit conservatively at first). After 
attending composer Richard Maxfield's electronic composition 
class of 1960 at The New School for Social Research, and 
meeting La Monte Young, the program for the gallery changed 
radically and Maciunas started showing future Fluxus artists 
and having Young program concerts there. 

Young not only exposed Maciunas to a whole range of new 
and exciting work - Yoko Ono, Henry Flynt, George Brecht, 
Dick Higgins and others - he also gave him a chance to see 
how these radical scoring practices might figure as an object 
of graphic design, asking him to be the designer for a new 

3. Mociunos, interview with Lorry Miller, Morch 24, 1978. Reproduced in 
Jon Hendricks, Fluxus, etc. Addenda I (New York, The Gilbert & Lila Silver­
man Collect ion , 1983), l l . 
4. For a detailed account of this story see Mr. Fluxus: A Collective 
Portrait of George Maciunas, edited by Emmett Williams and Ann Noel 
(New York: Thomes & Hudson, 1998), 33-35. 

collection of scores he was editing, which came to be called 
An Anthology Out of this collaborat ion, Maciunas discov­
ered much of the work he would gather together under the 
banner of Fluxus the following year. He kept the idea of a 
publication called Fluxus for a long time, though the proposed 
content changed as much as Maciunas' ideas about art did in 
this period. 

"Ever since he had become friends with three Lithuanian 
colleagues, namely Jonas Mekas, Alm us Sa lei us and Stanley 
Buetens ... he had wanted to become the ed itor of a journal 
of his own"5 The first chance at this was in the designing of 
An Anthology Maciunas approached this work with zealous 
commitment to economy, insisting "contributions were to be 
copied on colored, a lmost square copy paper, pasted together 
and sold as a low cost book" 6 He typed the entire book on 
his IBM Executive typewriter but within its pages there were 
many innovative approaches to presentat ion, including little 
envelopes containing scores, loose pages with cut-outs, etc. 
This would be the beginning of many more adventurous design 
projects for Fluxus, which were port book, port poster, port 
object As Maciunas explained to Miller: 

We couldn't include everything that we had col lected by then, 
like it didn't have Bob Watts and ... had very little things by 
George Brecht and so I thought I would go ahead and make 
another publication with all the pieces that were not included 
in Anthology. More or less newer pieces. But La Monte 
wasn't interested in doing a second Anthology book. So the 
initial plan was just do another, like a second Anthology 
book except graphically it would have been a little ... less con­
ventiona l than the first one, which means it wou ld have had 
objects and . a different kind of packaging. So really then the 
idea germinated to use the whole book as bound envelopes 

5. Thomas Kellein, The Dream of Fluxus: George Maciunas - An Art­
ist's Biography, op. cit., p. 37-38. 
6. Ibid , p. 38. 



with objects in the envelopes. See, we had a couple objects 
already in the first Anthology, you know, like the loose Diter 
Roth machine holes, things like that. A little envelope with 
[the] card of La Monte Young [Composition# 10, 1960 To 
Bob Morris - draw a straight line and follow it.], another en­
velope with a letter in it, you know, so things like that. Cards 
that have to be cut up . 7 

This format came to inspire the first compilations of the col­
lective works of Fluxus: Fluxus I and the Fluxus Yearboxes . 
Fluxus I consists of envelopes containing contributions from the 
artists with foldout parts. It was bolted together and encased 
in a wooden box. In an amusingly self-deprecating comment 
on the innovative format, Maciunas stated that the contents 
were "like an accordion , it just keeps falling out and being in 
your way." 8 After the prototypes were complete, Maciunas 
assembled subsequent copies on demand (from l 964-mid-
l 970s). 

Maciunas conceived and worked on these first Fluxus 
publications and others, such as the complete collection of 
George Brecht scores, called Water Yam [ 1963) while he 
was in Germany. Since they were so complex to make, and 
he did not always have the funds to proceed , he decided 
to organize concerts of Fluxus scores and contextual work as 
publicity for the immanent arrival of the published material. 
This concept initiated the performance practice of concerts 
and festivals that has animated and defined the Fluxus group 
from 1962 to the present. 9 

The first events explicitly called "Fluxus" (at Wiesbaden) ran 
as a series of fourteen concerts (September 1-23, 1962) and 

7. Maciunas, interview with Larry Miller, March 24, 1978, op. cit. , p. 15. 
8. Interview with Larry Miller, op. cit., p. 17. 
9. A rich compilation of Fluxus performance over more than two decodes 
can be seen in the 1991 film Some Ftuxus, by Larry Miller (distributed by 
EAi-Eiectronic Arts Intermix). 

others followed at Amsterdam , Dusseldorf and Paris. With the 
a number of artists there to perform the scores of both present 
and absent authors - Nam June Paik, Alison Knowles, Emmett 
Williams, Benjamin Patterson , Dick Higgins and Maciunas 
- the spectrum of activity was broad enough that the scope 
for Fluxus was glimpsed. As previously mentioned , Maciunas' 
strategy on this occasion , to draw attention to the concert , 
was to connect it with New Music. This was highlighted in the 
poster he designed, which read "Fluxus Feslspiele Neuesler 
Musik," with white text on a black ground naming all the 
scores lo be performed and listing their composers 

More than mere "publicity" for the forthcoming publications, 
which ultimately did not come out in these first months, the 
performances drew scandalous attention and a number of 
misunderstood impressions from audiences and the press . This 
may have been due lo the selection of scores, which them­
selves were rather extreme and often performed in somewhat 
hyperbolic ways. Paik's Zen for Head, for example, involved 
dipping his head , hands and tie into a bucket of paint and 
tracking it along a long scroll of paper, which he did mani­
cally, sending the audience into fits of laughter. And the finale , 
Phillip Corner 's Piano Activities , which called for performers 
to "play," "scratch or rub ," "pluck or lap," "drop objects" on, 
"act on strings," "strike soundboard, pins, lid or drag various 
kinds of objects across" and "act in any way on underside 
of piano," ended by an excess of enthusiasm, with the total 
destruction of the piano. There were undoubtedly aspects of 
many of the pieces, performed here for the first time, which 
might have superficially conjured Dada (as the press ob­
served) But Fluxus had almost nothing to do with Dada , and 
ways were found to clarify this important distinction as the 
concerts were repeated. 

The "problem" of Dada , had been identified just one year 
earlier in Darmstadt, when Theodor Adorno gave his lecture 
"Vers une musique informelle," enumerating the contemporary 
reasons for its critical disqualification. As Adorno saw 
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the situation, any anti-art sen timent expressed, in the 
postwar period, as a direct action "in contrast to its Dadaist 
grandparents ... degenerates at once into culture ... ". 10 He 
explained that "this is dictated by the impossibility today of 
the politics on which Dadaism still relied Action Pointing and 
Action Composing," sa id Adorno, "ore cryptograms of the 
direct action that hos now been ruled out; they hove arisen 

in on age in which every such action is either forestalled 
by technology o r recupera ted by an administered world." 11 

In Fluxus, however, the intervention of the score was the 
crucia l agent of mediation, the marker of the enactment as 
indirect action. It was important that the line Paik pointed in 
his animated performance was indeed not a direct action he 
had spontaneously devised, but rather, on interpretation of 
Lo Monte Young's Composition #10, 1960 To Bob Morris, 
which instructed the interpreter to "draw a straight line and 
follow it." 12 

Changes in the enactment of Mociunos' own newly penned 
score , In Memoriam To Adriano O livetti , between the 
Wiesbaden and Dusseldorf performances showed that 
he hod gleaned a great deal from the interaction with his 
colleagues In November 1962 he actually rewrote ports of 
it. 13 In Mociunos' Olivetti score, and in the performances 

l 0. Theodor Adorno, "Vers une musique informelle" [ 1961) in Ouosi uno 
fontosio: Essays on Modern Music, Rodney Livingstone transl. (New York: 
Verso, 1998), 316. 
11 . Adorno, "Vers une musique informelle," op. cit., 316. 
12. The Lo Monte Young score is reproduced in An Anthology, op. ci t , 
(unpoginotedl. 
13. Al the lime of the third Fluxus festival Mociunos revised the score for In 
Memoriam Adriano Olivetti . For the sequence of these early festivals see 
my chronology in Julio Robinson , George Brecht Events : A Heterospec­
tive !Cologne Verlag der Buchhondlung Walther Konig , 2005), 312. The 
dole of the revision is November 8, 1962; in other words, before the key 
festivals of Poris (December, 1962) and Dusseldorf (February, 1963). The 
revision dote appears on the score, reproduced in see Susan Hopgood, 
Neo-Dada: Redefining Art 1958-1962 , (New York: American Federal ion 
of Aris , 1994), 88-89. 

that hove deported from it (with Mociunos always as a 
performer), the influences of Cage and Duchamp seem to 
meet up with the "adm inistered " conditions to wh ich Adorno 
referred. The performers stand on stage in su its, which con 
be military uniforms, business attire, and conduct simple 
everyday actions based on the numerical cues from "any 

used tape from on Olivetti adding machine," their timing 

dictated by a metronome. 14 They may be prompted to stand 
or sit for several seconds, bow, raise their hot, or put on 
umbrella up and down. 15 If the performance comes off well , 
it seems less like the anarchic , "direct actions" associated 
with early Dodo, than like the frozen gestures of the "molic 
molds" in Duchamp's Lorge Glass thrown into the context of 
performance, their sub jecti on projected into the living matrix of 

scored mechanical action. 

In between the early concerts in the different European cities, 
subtler deviations from the approach of absent authors also 
occurred Mociunos showed how all approaches were equally 
valid in his performances of George Brecht's score Drip Music 
( 1959-62), which changed several times in the first few 
months of Fluxus. Once he exaggerated the piece by doing it 
from atop a tall ladder in Dusseldorf. Another time he realized 
the piece a little closer to how Brecht migh t hove approached 
it, standing calmly on stage and relocating the water from jug 
to bucket with a degree of reverence in Amsterdom. 16 

14. The score calls for "performers lo be formally dressed," later mentioning 
the use of a "bowler hot," with one performer "No. 9 in military uniform." 
See reproduction in Susan Hopgood, Neo-Dada, ibid. 
15. These details ore token direct~ from the score, see Hopgood, op. cit., 88. 
16. I hove discussed in greater detail the implications attending the gap 
between score and performance , with particular reference lo Paik and 
Breehl, elsewhere; see Julio Robinson, "The Breehl ion Event Score: A 
Structure in Fluxus," Performance Research , Vol. 7.4 , IU.K. , Routledge, 
Foll 2002). For photographs of Mociunos in the two different approaches lo 
Brecht 's Drip Music, see George Brecht Events: A Heterospective, op. 
cit. , 134-135. 



The Fluxus Manifesto 
For Dusseldorf, Mociunos produced the now-famous Fluxus 
Manifesto ( 1963). This was prompted by a request from Joseph 
Beuys, who was based in Dusseldorf and who Maciunas 
had enlisted to help out with the organization. Beuys fe lt the 
group needed some formal sta tement to declare the stakes of 
their project. 17 Maciunos' first response was to mail Beuys a 
clipping of the dictionary definition of the word Fluxus. By 
the time the concert took place, he had amended it, cutting 
and pasting the dictionary text and interspersi ng it with his 
own handwrit ing: the format in which it is now known. This 
manifesto en tered Fluxus performance literally, as hundreds of 
copies of it were thrown to the Dusseldorf audience. 

The 1963 "ma ni festo" has been reproduced and discussed 
many times but it has rarely been analyzed beyond its overt 
content. As an intervention into language and representation, 
it remains one of the earliest and most important documents 
Maciunas used to initiate and define Fluxus It did not matter 
that no one added his or her signature to satisfy the conven­
tional definition of a manifesto. The important thing for Maciu­
nas was that being defined and presented as such, he could 
project manifesto-like energy onto Fluxus. 

New York: Designs on Fluxus 
During Maciunas' final months in Europe in 1963 as he was 
working on Fluxus I and Brecht's Water Yam , he began to 
set his sights on a much more ambitious project of Fluxus 
production. At this time, he wrote a letter to Robert Watts 

17. I than k Joan Rothfuss for informing me about the details of this and 
sharing the associated documentation !email exchange, April 2007) See 
also, Rothfuss, "FluxBeuys," in What's Fluxus? What 's Not! Why, Jon Hen­
dricks ed. , !Brazil: Centro Cultural Banco de Brasil/Gilbert & Lila Silverman 
Fluxus Collection Foundation, 2002), 57-65. 

saying, "Now ... how about. .. boxes. I mean we could publish 
a l 00 (sic. ] boxes each con taining objects which you would 
'moss produce' like in a factory." Later in the letter he reiterates 
his idea to "start a factory!" 18 

When he returned to the United States in late 1963 he did just 
that. He established wha t he called the "Fluxshop" as a site for 
the production of Fluxus objects and the performance of the 
scores at 359 Canal Street in New York City. Here he once 
again drew from the most sophisticated aspects of the projects 
of the historical avant-gardes, deploying his considerable 
skills at design and typography to frame the politics of Fluxus. 
Acknowledging the distant rea lm of the utopian ideals in the 
formats of the Soviet avant-garde or Dada , Maciunas' use 
of design const ituted instead an astute intervention into the 
burgeoning commodity culture of the 1960s contemporaneous 
with the rise of Pop Art. If Pop Art turned commodity culture 
into "art" - "representing" it as painting or sculpture -
Maciunas used impressive and exuberant design to generate 
"anti-commodities." He continued calling for ideas, games 
and scores from the Fluxus artists, which he then "packaged " 
and "marketed" under the collectivist authorship of "Fluxus." 
As Benjamin Buchloh has argued: "Fluxus artists gave a 
dialectical answer to Pop Art's inherent traditionalism and its 
implicit aestheticization of reificat ion by dissolving both the 
artistic genre's and the readymade object's centrality" 19 

The individual labels Maciunas developed turned each art­
ist 's name into a kind of brand. Generated with scrupulous 
economy, he variegated letters, changing their scale by 
photostatic enlargement and printed them in black and white. 
These Fluxus labels thrived on being cryptic, on forcing the 
"consumer" to have to think and work out their meaning One 

18. Letter reproduced in Jon Hendricks, Fluxus Addenda 11 , op. cit. , 149. 
19. Beniamin H. D. Buchlah, "1962" iFluxus chapter), in Hal Fosler, Rosa­
lind Krauss, Yve-Aloin Bois and Beniamin Buchloh , Art Since 1900, Val. 2 
!New York and Landan , Thames & Hudson, 2004, 456-463. 
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example among many is the particularly efficient logo for Yoko 
Ono, which began as a line drawing of every letter in the 
alphabet, and ended as a finite set of axial lines superimposed 
to spell out the letters of the artist's name. In a manner related 
to the function of a score, which must be read and enacted, 
even ii only in the mind, this ambiguous lettering addressed 
Mociunos' concern to generate on active rather than a pas­
sive subject of design Discussing the effect of Maciunas' label 
design, Buchloh notes: 

In the typographical design of these name cords, individual 
subjectivity hovers somewhere between allegorical ornament 
and corporate trademark, between Fluxus' utopian abolition of 
the exceptional artist and the existing rule of corporate culture, 
which dismantles any form of subjective experience. To have 
brought out the precariousness of this historical dialectic is one 
of the movement's many achievements. 20 

The impact of Maciunas' labeling , as the design meets the 
Fluxus object, is dramatically demonstrated in !he before and 
ofter views of Ay-O's Finger Box ( 1964) Ploying upon the 
subject's irresistible desire lo "touch," Ay-O's box features a 
finger-sized hole with various hidden materials placed inside 
(different in each, like nylon stocking, rubber or nails) to chal­
lenge tactile perception. In its row slate, Ay-O's Finger Box 
might ultimately hove been dismissed as on eccentric and 
largely illegible item of Fluxus pronksterism; its unassuming 
form, proposing an action that seems like a futile one-liner. 
However, with the addition of Maciunas' label the object 
becomes a more complex challenge to the subject. 
The 1964 label and packaging design for Mieko Shiomi's 
score, Water Music adopts the classic consumer culture strat­
egy of combining the esoteric and the mundane (the score for 
Water Music and bottled water) while introducing a degree 
of mystification into the prospect of consumption. Buchloh hos 
explained that for Mociunos (hence for Fluxus) "both framing 

20. Benjamin H. D. Buchlah ibid. 

and presentot ionol devices . typography and graphic design 
[were considered] as languages in their own right, not just 
separate and lesser carriers of a language that tokes the high­
er form of "art." [He] thereby equated work and frame, object 
and contoiner-" 11 Fluxus scores and instructions, prescriptions 
for "art experience," as Maciunos called it, clearly anticipated 
the linguistic strategies of Conceptual and Post-Conceptual 
Art. 2? Maciunas' brilliance was to recognize the conceptual 
implications of the work and to elaborate upon them through 
his own "conceptual" design 

The organization through design that was Mociunos' life-
long project for Fluxus constituted a model of quasi-mimetic 
resistance to the regime of design culture. His mode of design 
acknowledged design as a code, one that is accepted by the 
masses and even enjoyed os entertainment, but a code that 
con nonetheless be scrambled by oppositional codes that ore 
able to act in similar ways. By putting this insight to work for 
Fluxus he underscored the politics of the art and mode his own 
powerful political contribution. 

In his 1992 documentary film on Mociunas, Zefiro Torno , 
Jonas Mekas makes a connection between Fluxus and Pop Art, 

21 Buchlah, Art Since 1900, op. cit., p. 458. 
22 The first entry in Lucy lippard's foundational Six Years: The Dema­
terialization of the Art Object from 1966 to 1972 ( 1973), (Berkeley: 
University of California Press, 1997), l l , is George Brecht. Lippard states 
that: "Independently, and in association with the Fluxus group, Brecht has 
been making "events" that anticipate a stricter "conceptual art" since around 
1960." Far a more recent discussion of this topic see liz Katz's articles , 
"Past-Cogean Aesthetics and the 'Event' Score," October 95 , Winter 
2002, and "Language Between Performance and Photography," October 
111 , Winter 2005. Speaking of the effect of Mociunos' work, particularly 
the ubiquity of the recognizable font from his IBM typewriter, Buchloh 
show what Mociunas added to Fluxus' proto-Canceptualism: "This machine 
imbued all Maciunos' typographic designs - from Lo Monte Young 's An 
Anthology ... onward - with an administrative rationalism and immediacy 
that would become compulsory under the reign of Conceptuolism." Buchloh , 
ibid. 



stating that "Pop art took a look at the daily banality too - but 
it seemed to embrace it - Fluxus brought it into critical aware­
ness - in that sense Fluxus is political art." To this he adds 
a somewhat more enigmatic statement "Andy/ George . 
George/ Andy," which he leaves hovering. The connection be­
tween Maciunas and Warhol is st ill almost entirely unexplored 
in the scholarship on Maciunas. It is hardly a coincidence 
that Maciunas and Warhol conceived of the site of their 
production as "factories." Likewise the fact that both trained 
and worked as graphic designers, bringing this expertise to 
the context of art. Maciunas' "performance" of the left wing 
zealot, proclaiming socialist values and being obsessed with 
converting art into factory production , can hardly be seen as 
more eccentric than Warhol's factory production championed 
by the statement, "I want to be a machine." If Warhol's well­
known "performance" as he redefined the role of artist/author 
(and art itself), can be characterized as that of the "author as 
consumer," Maciunas' cho ice, equally as poignantly, was the 
author as producer. 

Though Maciunas' obsessive and idiosyncratic work has still 
not been adequately recognized for what it was, namely, one 
of the most incisive critiques of art and consumer cul ture of 
the 1960s, some of his contemporaries had understood this: 
above all, his oldest friend, Jonas Mekas. Echoing the model 
of Maciunas' beloved Soviet avant-garde, the full title Mekas 
gave to this film was Zefiro Torno: Scenes From the Life 
of George Maciunas. In case we were to think this a co­
incidence, interspersed with amusing and playful images of all 
Maciunas' activities comes the flash card: "This is a political 
film. 
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George Brecht 
George Maciunas 
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Brecht's original idea for this work was to hove people 
subscribe to events. His advertising cord reads: "ICED DICED. 
Events arranged by G. Brecht on a subscription basis. Order 
by title from block cords like this one, enclosing a fee in any 
amount or on object you core about G Brecht , FLUXUS, P.O 
Box 180 New York 13, NY" If someone subscribed to the 
title "Dry Cleaning," then Brecht would make art from doing 
dry cleaning. But no one subscribed. Mociunos' designed 
this piece as a Fluxus Edition for sole through the European 
FluxShop and Moil-Order House. 
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George Brecht 
George Maciunas 
1964 

Demonstration Destruction Earth Exits 
& Entrances Fire Flag Fluid Food Furniture 
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George Brecht 
George Maciunas 
1964 

Haircut Handshake Hearing Jackpot Joke 
Junking Key Lecture Light Lingo Night 
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George Brecht 
George Maciunas 
Iced Dice, 1964 
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George Maciunas 
Fluxus Ar• I'·~ N-rn I. ( r11th 1964 

Mociunos designed these cords for his Fluxus colleagues. 
They ore of o standardized size, and although the colors, 
fonts, and layout differ from cord lo cord, they ore visually 
port of a unified whole. The Artists Name Cords ore port 
of Maciunas' strategy lo creole o collective identi ty for 
Fluxus, branding all publications, products, and artists with 
his dist incl ive graphic style. 
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George Maciunas 
1 n< \'o~ 1 Nnnie fo,1 964 

Both Lithuanian immigrants with on interest in avant-garde 
culture that alienated them from the majority of the Lithuan ian 
community in New York City in the 1950s and 1960s, Mekos 
and Mociunos probably understood each other better than 
any other Fluxus artists. They worked tirelessly to reinvigorate 
the avant-garde in the specific circumstances of thei r historical 
moment, Mekos promoting cinema and Mociunos promot-
ing Fluxus with its alternative idea of art and life. Mekas hod 
a strong impact on the production of film in Fluxus, and 
the anthology FLUXFILMS was first assembled by Mociunos 
and distributed through Mekos' Film-Makers' Cooperative 
circa 1966. Mekos' filming of the avant-garde community in 
New York in the sixties and seventies is another of his major 
contributions. His Zefiro Torno or Scenes From the Life of 
George Maciunas is important for its insight into Mociunos' 
world and as a poetic memoriam and historical document. 
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George Maciunas 
Ben Voul1c·1 Noine Tog, 1964 

Mociunos and the French artist Ben Vautier, aka "Ben ,'' first 
met in London in 1961 at the "Festival of Misfits," o pre-Fluxus 
group event that included many artists who soon ofter associ­
ated with Fluxus. Voutier's Festival piece, Living Sculpture , in 
which he put himself on display like a work of art in a gallery 
window for two and one-half weeks, impressed Mociunas and 
he asked Vautier to contribute to the planned Fluxus publica­
tions and performances. Vautier supplied Mociunas with many 
ideas for Fluxus Editions, and is best known for his idea of To­
tal Art Theatre in which he signs everything as art dirty water, 
himself , time and God in his overarching project. Maciunos 
designated Vautier chairman of Fluxus South , one of several 
Fluxus ou tposts coordinated by Maciunas at Fluxus headquar­
ters in New York. 
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George Maciunas 
Yoko Ono Norn• fog, I 9(11) 

In 1960, Ono's loft on Chambers Street in New York was on 
important site for the presentation of new performance-based 
art in the city. On several occasions, Maciunas attended 
performance evenings there. When in 196 1 Maciunas and 
fellow Lithuanian Almus Salcius opened the AG Gallery at 
925 Madison Avenue, one of their first shows was of Ono's 
in teractive paintings, such as Painting to be Stepped On . 
After the founding of Fluxus, Maciunas provided the graphic 
design for several of Ono's works, including Do It Yourself 
Fluxfest of l 966. 
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Yoko Ono 
Do It Y 11;rse:f Fluxfest, 1966 

Indicative of the Fluxus notion of art as a simple action that 
anyone con do, Ono's piece presented a series of instructions 
to be carried out on consecutive days of an imaginary "festi­
val." Maciunas provided the obsessive images that g ive Ono's 
text humorous, erotic, or ominous twists. The work appeared 
first in "3 newspaper eVents for The pRicE of $1," the No. 7 , 
February 1966 issue of the Fluxus magazine cc V TRE, edited 
by Maciunas, and was also printed on cord stock and cut into 
squares to be packaged and sold as a boxed Fluxus Edition. 
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Film Culture Magazine 
Ecfr 1 Jom1 Mef os 
De ,1qner, (A'orge Mociunoo vor10L5 dotes 

Jonas Mekas published the first issue of Film Culture maga­
zine in December 1954. At the time, there were hardly any 
serious journals on film of any kind, and so Mekas stretched 
Film Culture to cover both commercial and avant-garde cin­
ema. By 1965, when more film publications emerged, Mekas 
trimmed the commercial content to devote more pages to the 
discussion of avant-garde productions. Mekas hired friend and 
fellow Fluxus artist Maciunas to do graphic layout, resulting in 
some of the journal's most innovative designs. Thrifty and in­
genious, Maciunas always made use of his day job resources 
for Fluxus, and Film Culture was no exception. Often he was 
able to take home left over paper stock, wh ich would then 
become a Fluxus event poster or a Fluxus Artist Name Card. 
Looking at his designs, it seems Maciunas had a keen eye for 
color. But Maciunas was colorblind, meaning such decisions 
were sometimes left to chance, including the color of Film 
Culture's refuse on any given day. 
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An Anthology 
Editor George Mociunos, 
Designer Lo Monte Young , 1961 1963 

An Anthology is a pre-Fluxus publication, but is important to 
the history o f Fluxus in several respects. It includes works by 
artists who become port of Fluxus. Mociunos designed it, using 
the IBM Execut ive typewriter with its sons serif font that charac­
terized his Fluxus typography. It was distributed in port through 
the Fluxus European Moil-Order Warehouse and Shop. And 
Young's idea of the anthology format inspired Mociunos' pion 
for a series of Fluxus Yearboxes . Of the seven international 
versions he envisioned initially, only FLUXUS I 
was actually produced in 1963. 

l V NT 
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George Maciunas 
Ed tor and designer. FLUXUS I, 1964 

Initially, Mociunos planned for seven issues of FLUXUS, but 
in the end only the first was actually published. It is repre­
sentative of Maciunas' innovative design. Although there 
are conventiona l printed pages, often these are replaced by 
manila envelopes inside of which are the artists ' contributions 
it is o book literally full of things. Rother than standard stitched 
binding , Mociunas used bolts to hold it together. Finally, he 
packaged it in a wood box that served simultaneously as 
protective cover and mailing case. Maciunas produced copies 
of FLUXUS I 
on a per order basis, and it was available from 1964 to the 
mid- l 970s But this production method meant that each copy 
was in fact un ique and not a sta ndardized object of mass 
production, the form Maciunas intended to appropria te in his 
critique of the objet d 'art. 

Wolf Vostell, De-Col l/ Age-Happenings, 
N ew York, Something Else Press, 1966 
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Jonas Mekas 
Reminiscenciios , F uxus , New York 1972 

In addition to all of his work in avant-garde cinema, Mekos is 
a poet He writes his poems in Lithuanian. Reminiscencijos 
(Reminiscenes) is on extensive meditation on the author's 
life in the immediate post World War II period. Jonas and his 
brother Adolfos were forced to leave Lithuania during the war 
due to their anti-Nazi and anti-Soviet activities. While escap­
ing on a train to Vienna, however, they were seized by Ger­
mon troops and put in a forced labor comp near Homburg. 
After the war they were token to a displaced persons comp in 
Wiesbaden , where they spent nearly four years In the poem, 
Mekos describes his doily sense of alienation, fear and fatigue 
as well as his hope for freedom during this time 
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George Maciunas 
Dice Sculptu re n d. 

In his "FluxMonifesto on FluxAmusement," Mociunos sta ted 
that Fluxus was "the fusion of Spike Jones, Vaudeville, gag , 
children 's games and Duchamp." He believed that the avont­
gorde tradition of Duchamp's ready-modes could be reinvigo­
rated in the contemporary moment through, among other 
things, on infusion of games and ploy. This gesture contrasted 
greatly with dominant postwar cu lture's prizing of rational effi­
ciency. According to Fluxus artist Lorry Miller, Mociunos would 
get inside the die to be "rolled" by his fel low Fluxus art ists. 
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Ay-0 
Tactile Box, 1964 

Ay-0 conceived of Finger Boxes and Tactile Boxes , based 
upon the single concept of experiencing the tactile surprise 
of what is felt but not seen inside a box. Both Maciunas 
and Ay-0 probably made the box from Ay-O's prototype 
for Fluxus Edit ions. 
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Robert Watts 
$ Bill r \fV, Jd Ches-
FIL xus Ed·1 on '1' en'018d oy Moc 1ur m l Q7 5 

In 1962, when Maciunas was working as a designer for the 
US. Air Force in Germany, he and Wat!s humorously "plot!ed" 
to produce counlerfeit American money in the piece Dollar 
Bill. Maciunas would offset prinl !he bills in Germany and 
then send !hem to Walts in the Slates. However, this raised 
!he problem of how lo mail them. Such "subversive" Fluxus 
aclivity might cost Maciunas his APO (Army Posl Office! status 
or bring U.S. Customs officials knocking al his door. Maciunas 
decided to look for lravelers going back lo !he States to carry 
the counterfeil loot. 
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Fluxus ob· 1ecl 
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Ben Vautier 
Total Art Match·Bax 1965 

Ben Vautier produced these boxes, and sent several to 
Maciunas to sell through Fluxus. The work represents an 
incendiary take on Vautier's idea of "Total Art Theatre," which 
was similar to the Fluxus idea of purging art and life Both 
were premised on a disdain for traditiona l art, elitism , and 
authority. Like Maciunas' idea of Fluxus as a temporary tactic 
to bring about the demise of bourgeois notions of art and the 
artist, Vautier encouraged the viewer to save the 
last match to burn the box itself 
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Fluxfax Portfolio 

The Fluxfox Portfolio was created in honor of George Mociu­
nos, the founder and guiding soul of the Fluxus art movement, 
on the occossion of the Fluxus Festival held in New York City 
in 1994. The portfolio contains 35 hand printed lithographs 
and screenprints by the following artists; Eric Andersen, Ay-0, 
Giuseppe Chiori , Henning Christiansen , Philip Corner, Willem 
de Ridder, Jeon Dupuy, Ken Friedman , Geoff Hendricks, Jon 
Hendricks, Dick Higgins, Allen Koprow, Bengt Al Klint berg, 
Milon Knizok, Alison Knowles, Shigeko Kubota, Vytoutos 
Londsbergis, Jackson Moc Low, Jonas Mekos, Lorry Miller, Her­
mann Nitsch, Yoko Ono, Nam June Paik, Ben Potterson, Knud 
Pedersen , Jeff Perkins, Takako Soito, Mieko Shiomi, Anne 
Tordos, Yosunoo Tone, Ben Vautier, Wolff Vostell, Yoshimoso 
Wada, Emmett Williams, LoMonte Young, and Morion Zozee­
lo. All of the artwork was foxed with attached instructions for 
the printer, hence the title FLUXFAX. 
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Nam June Paik 
Artforum International vol 29 Morch 199 l pp. 90 l 
2 x mini Giants - a project for Artforum . 



By Nam June Paik 

The East European revolution produced a 
playright-president: Vaclav Havel in 
Czechoslovakia, but few people know that it also 
produced a Fluxus-president: Vytautas 
Landsbergis, the president of Lithuania. During 
the spring of '90, the bespectacled and stoop 
shouldered image of this "music professor" 
paraded across the TV. news every day. He 
successfully defied the blockade of soviet power 
and the "benevolent" advice of the Western 
press to go slow lest he destroy the superpower 
summit. When Gorbachev received the Nobel 
Prize, Landsbergis sent him a congratulatory 
telegram: "His Majesty ... .. " 

This audacious (seemingly reckless) style of 
David and Goliath situation strongly reminded 
me of his best friend George Maciunas: founder 
of the "small " Fluxus Movement and the 
"enormous" Soho glitz . 

Landsbergis and Maciunas were both the 
sons of well-to-do architects, and were best 
friends at a grade school in Kaunas, Lithuania in 
the last peaceful days of pre-war Europe. The 
Soviet-German occupation/war/retreat with the 
German army/hunger/the displaced person 's 
camp/his father's enigmatic death (suicide?)/the 
vanity of New York/Capitalism's "contradictions" 
- all these horrendous events made George 
Maciunas a heavy asthmatic, a fanatical do­
goodist, an ego centrist and a part-time 
paranoiac. As a native Marxist, Maciunas 
started to contact his old friend left in Lithuania 
in 1963, who was alas a burning anti-Marxist. In 
a letter of December 5 1963, Landsbergis sent 
Maciunas performance ideas: 

A Sewer's Hymn 

"The performer walks on stage, pulls out 
from a bag a dozen licey rats and throws them 
at the public ! I this would be work for people, 
animals and the public. I Do not take this as a 
joke, these are chance ideas which could , in 
thousands, come to a head, in Fluxus spirit. " 

Landsbergis, although still confined in Soviet­
Lithuania, participated three times in the Fluxus 
mail art event organized by Mieko Shiomi from 
Osaka, Japan. Two examples from 1966 are: 

Spatial Poem No. 3 

"Falling Event. Various things were let fall : 
Vytautas Landsbergis caught a pike at the lake 
of Aisetas, cleaned its entrails and threw them 
into a pit towards the center of the earth . Then 
he cut the pike into pieces and let them fall onto 
a frying pan." 

Lithuania, July 31 , 1966 

Spatial Poem No. 5 

"Open Event. People opened ... Vytautus 
Landsbergis. A day after my return from the 
country to my flat in Vilnius, I opened the lid of 
my piano and hit the keyboard of F. sharp. 
When the sound died down completely, I went to 
my study to continue on some unfinished work. " 

Vilnius, 1 PM July 23, 1972 
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Spatial Poem by Meiko Shiomo was printed in 
1975 in Osaka, Japan. In 1964 George 
Maciunas picketed Karlheinz Stockhausen's 
music-play "Originate", played by myself and 
other Fluxus members on 57th Street. He 
accused us (or me in particu lar?) of being 
"social cl imbers", and Stockhausen of being a 
"racist" and a "cultural imperialist" because the 
latter did not have a high regard for jazz: the 
Black people's invention. (Maciunas even let 
the French Fluxus member Ben Vautier picket 
John Cage and Merce Cunningham in Nice for a 
similar reason in 1965.) 
However, we (Allan Kaprow, Dick Higgins, 
Jackson Mac Low, Charlotte Moorman, Ayo and 
myself) continued the "Originate" performance 
inside the Judson Hall at 57th Street. 

Feeling betrayed by his comrades, Maciunas. 
the chairman of Fluxus, declared Fluxus dead 
and plunged himself into the Soho housing 
project. He won a landmark decision to convert 
a light manufacturing loft building into an artist 
studio residence. He yet endowed the 
venerable Fluxus name to the first artist co-op in 
Soho at 80 Wooster Street. The similar 
conversion of twenty seven buildings followed at 
no profit to him, which ignited the Soho real 
estate boom. Nevertheless, Maciunas finished 
his life at forty seven in poverty, betrayed by his 
tenants, co-op members and real estate 
interests. He was half killed by terrorists and the 
Manhattan D.A. sent him a formal arrest 
warrant. 

In 1978 Josef Beuys and I performed a 
farewell Sonata for him at the Dusseldorf Kunst 
Akademy. Soon a quiet renaissance of Fluxus 
began, and behind the Iron Curtain, the slow 
renaissance of Lithuania was growing, led by 
the stubborn Ex-Fluxus man Vytautas 
Landsbergis. 

Recently the correspondence of these two 
giants from a mini-nation was printed in the 
Lithuanian Music Magazine "The Young Music." 
When he was dying in 1978, Maciunas 
entrusted his part of the correspondence to 
Jonas Mekas, and President Landsbergis kept 
his half for the past quarter century in the long 
winter of resistance. 

ALL MATERIALS SUPPLIED BY JONAS MEKAS 
THANKS TO AUAN MARUS 
MACIUNAS PHOTOS ©1978 BY PETER MOORE 
DESIGN BY GIL SHAAR I! 

A PROJECT FOR ARTFORUM 
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Astr ii Schmidt-Burkhard t is a historian of images She is a lectur­
er of the history of art since the Enlightenment ot Freie Ur1iver­
siti:it Berlin She studies and publishes 011 diagrammatics, the 
eye, and the pseudonym. Recent publications: Stammbaume 
der Kunst : Zur Genealogie der Avantgarde, Berlin, 2005 ; 
Maciunas' "Learning Machines": From Art History to a 
Chronology of Fluxus , Berlin 2003 (Mociunas "Learning 
Machines": A mi.iveszettortenettol a Fluxus-kronol6gi6ig , 
Budapest 2006) Numerous articles (selectior1) "Der Wirz 
im Diogramm Wit in Diagrams in Helmut Draxler (ed ), 
Shandyismus. Autorenschaft als Genre Vienna 2007 op 
194 20L 305 307 "Mopping Minds - Mapping Concepts. 
Zu Stephan VOil rluenes diagrammat ischer Zeichenpraxis", 
in Monika Grzymala and Katrin von Maltzahn [eds ) Be ­
yond the Line : Ein ki.instlerisches Forschungsprojekt zur 
Zeichnung diesseits und jenseits der Linie , Braunschweig 
2007, pp 94 I 03; "Das Diograrnm als Gedi:ichtnisform 
Zu Stephan vm1 Huenes Mind-Mop-Methode", in: Irmgard 
Bohu11ovsky·Brn r1t hole· [ed I Kunst ist gestaltete Zeit : Uber 
dos Altern . Klagenfurt, 2007, pp l 05 14 l · 'O,ulortyrannis 
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Parnes Ulri~P Vedder and Stefan Willer (eds I, Generation : 
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ZL.,m kJnst l;:,r rschen ldent iti:itslronsfer mil tels Pseudonymer1 

11 1. Martrr Hel lmold Sabine Kompmnnn Ralph Lindner and 
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Astrit Schmidt-Burkhardt 
George MaciJnas Charts the Historica Post of Fl uxus ' Future 

One makes history if one actively intervenes. From the position 
of stepping bock and reflecting, one writes about it. George 
Mociunos practiced both. As "agent-provoca teur" of the New 
York Fluxus Movement, he made himself a name and , lastly, 
made his own name synonymous with Fluxus. As editor of 
partially improvised , partially graphically styled publications, 

the educated designer banged heavily the advertising drum. 

As impresario, he coordinated worldwide the artistic activities 
so that Fluxus not only continued to be a "new wave" which, 
as many other isms came and went, grew to an international 
stream of art which overtakes all other styles. Maciunas tried 
to impose on it a status of something historical not from the 
outside and not afterwards, but rather from the midst of this 
artists' movement, and from its inception. 1 Only for this reason 
already, Maciunos became the central figure of the whole 

group 

Despite Mociunas' engagement, the danger of trivializing this 
avant-garde movement, which had formed itself at the begin­
ning of the Sixties, was by for not averted Fluxus moved in 
the limits between art and non-art and consequently risked 
being marginalized and, thereby, landing outside the popular 
art scene, which was dominated by Pop Art With Fluxus, it is 
less about artistic theory, which led to an affirmative aesthet­
ics of the consumption culture and more a specific practice 
which was oriented towards the trivializing of the aesthetics 
and bringing ordinary life into the arts. Particularly ephemeral 
works like "gag-like simple events" or so-called "games" ore 
characterized more by their event character than by tangible 

results. Therefore, they run the danger of being played down . 
To this adds the medial fuzziness. Fluxus acted predominantly 
within the limits between music, performance, visual arts and 
literature It was a mixed form, therefore, "in termedia." 2 In 

I Jon Hendricks, Fluxus Codex, Detroit, Mich. and New York, Harry N. 

Abrams , 1988. 

2. Dick Higgins, "lntermedia ", in: The Something Else Newsletter, vol. 

I , no. I , Febr. 1966. 



order to create a general conscient iousness for this type of art, 
new general conditions had to be crea ted. Mociunos spoke in 
the his flyerbrochure "Fluxus" (Its Historiczol Development and 
Relationship to Avant-garde Movements) of a "borderline be 
rationally defined", a limit, which on one side should hove the 
effect of being historically legitimizing and, on the other side, 
to be artistically encouraging. He illustrated, with a series of 
diagrams, how he wonted this to be understood. The diagram 
was Mociunos' life theme. 3 Not only did he produce numerous 
diagrams with almost scientific diligence, but he also archived 
selected examples, or redrew them for purposes of demonstra­
tion. 

Mociunos began collecting facts at a very early stage. It 
began during his studies at the Cooper Union School of Art 
in New York ( 1949-1952), he carried on at the Carnegie 
Institute of Technology in Pittsburgh ( 1952-1954) and contin­
ued at the Institute of Fi ne Arts at the University of New York 
( 1955-1960) He collected facts on art , facts on history, facts 
on migration , facts on economy, facts on literature and facts 
on Fluxus. All in all Mociunos studied for eleven years. While 
toking classes like art, graphic design , architecture, music and 
art history, he additionally stud ied languages, took classes in 
logic and psychology. His constan t accumulation of knowl­
edge practically forced him into developing diagrams. 
Following the examples of chronology and synopsis he started 
developing graphic displays or build atlases, which he used 
to show large amounts of condensed information. There ore 
many indications that Mociunos was aiming for on ultimate 
source of reference. In the course of this challenge he substitut­
ed a narrative transfer of knowledge with a visual information 
system The illustrated diagrams ore a logical consequence of 
Mociunos' animosity towards weighty tomes. 

Aslri l Schmidt-Burkhardt, ,,Learning Machines": From Art History lo a C hro­

nology of Fluxus, Berlin : Vice Verso Verlag , 2003 . 

During his studies Mociunos began visualizing his notes from 
class into several illustrated text collages. More remarkable is 
the quality of the stomp sized block and white photographs 
and the precise accuracy of the added comments in ink. 
Mociunos preserved the letter sized perforated pages in ring 
binders. They hod the advantage that new pages could be 
inserted without mixing up the chronological order. Not until 
uncountable sums of information were brought together does 
Mociunos toke the next step of designing a historiographical 
layout. He bonds page ofter page to display his schimo . The 
footage was divided into geometrical fields and keywords 
were systematically added. Concrete illustrated material hod 
no more space in these diagrams. The lock up of consecutive 
eras brought a system into the course of history no matter if it 
was about artifacts from Chino , archaeological discoveries 
of the "Siberian interrelationship with West and Chino" or 
European and American art. The first approach of a layout 
regarding a global culture and art history was determined and 
Mociunos could begin elaborating. 

In his Art History Chart consisting of 28 pages he attempts to 
mop out the development of the Visigoths all the way to Vorti­
cism with his microscopic handwriting. The chaos of history 
tamed The systematical arrangement within the coordinates of 
historical moments and geographical room allow orientation . 
According to his grid , the two dimensional area is divided 
into historical modules. The lined pages with the vertical pink 
margin on the left hand side, which Mociunos preferred , were 
on ideal premise . Additionally he received helpful suggestions 
from the design industry. Oswald Ungers' furniture series or 
Charlotte Perriond 's simple storage system supplied him with 
demonstration material for diverse structures . Mociunos, visibly 
impressed by this , had discovered images of the grid-like-struc­
tures in a French magazine about art and architecture. 

Already from the first Fluxus charts on , it is clear that Mociunos 
wonts to put on paper the artistic and sociopoliticol chrono­
logical evolution. He could not imagine the extent to which he 
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was port of a new trend. That is to soy, with the 20th century, 
the era of art genealogy begon. 4 However, Maciunas had no 
concrete precedence for his charts. He also entered the mul-
l icultura l and intermedial condi t ions for Fluxus in a tabular ar­
rangement With this, he moved in a clear counter position to 
the American trod it ion of formalism, which reaches bock over 
Ad Reinhardt's sarcastic art genealogical tree How to Look 
at Modern Art in America ( 1961 and 1946). Nathanial 
Pousette-Dort's Gestaltiar Chart of Contemporary Ameri­
can Art ( l 938), and Alfred H. Borr, Jr 's poradigmat ic Chart 
( l 936) to Miguel Covarrubias' Tree of Modern Art - Planted 
60 Years Ago ( 1933) 

The heterogenic relations, which Mociunas shows in his charts , 
mirror, if looked at together, the tendency of Fluxus artists to 
a synthesis of the arts the entirety of a piece of art. Thereby, 
Marcel Duchamp, as a representative of art beyond point-
ing , and John Cage, with his experimental music, were each 
conceded a central position. Diverse influences from church 
processions to futuristic theatre, channeled Mociunos in view 
of the different performance and action directions w ith in the 
artistic collective, which let them finish in chronological order 
of the Fluxus history The chronology lets the long history of 
Fluxus appear relatively short in view of its thoroughness and 
degree of precision. Mociunos determines time and again, on 
the basis of these schemes, who belongs to the hard core of 
Fluxus and who hod been excluded from membership. The dia­
gram, therefore, tokes the characteristics of a "show" trial. In 
this manner, questions of writing history and pictorial politics 
ore brought newly forward 

Mociunos' diagrams, relative to the history of Fluxus, hove 
not been spontaneously designed, certainly not at the spur of 
the moment. They were preceded by many intensive history 

Astri t Schmidt-Burkhardt, Stammbiiume der Kunst: Zur Genealogie der 

Avantgarde , Berlin: Akademie Verlag, 2005. 

studies, which Mociunos undertook at the Carnegie Institute of 
Technology and New York University. As was usual amongst 
American students of the fifties, he developed long tables with 
data and facts , offering him a better overview of larger de­
velopments. The written word became the decisive motive for 
the trained typographer. Mociunos was a downright "Learn­
ing Machine" His widespread interests and his universalistic 
approach required suitable forms of knowledge management 
in order for him to retain on overview of the enormity of the 
material. The diagram offered its services in so far as it sorted 
the facts, reduced the complexity, and made sense. Maciunas 
established very precise and orderly, extensive chronologies 
relative to Russian history, relative ancient history, and relative 
to the history of art, in which he sometimes also drew minia­
tures. 

Mociunos' Learning Machines ore mode from paper and 
glue. Their design followed the comparative time tables 
Space and time, the juxtaposition, and the dissolution into 
succession, configure together in on orderly system in which 
one can integrate historiographical knowledge. Thereby, the 
space and time axis create a mathematical relation between 
the individual data which allow the making of quantitative 
statements. It is this geohistoricol coordinate space which 
interests Mociunas for the generation, distribution, and main­
tenance of knowledge In order to create these informative 
concentrot ion zones, he breaks up the foctographical scheme 
by extending into the third dimension. 

As a self appointed genealogist, Mociunas summarizes the 
essen t iol influences for Fluxus. As a Fluxus chronicler, he keeps 
track of all events; he transfers his many experiences with 
Fluxus in large amounts of data. Mociunos tried to escape from 
the silence of facts and to change them into a diogrammati­
cal discourse on history, and to process them graphically so 
that they ore accessible for historical interpretation. Mociunas 
was not a fantasist With a certain bean counter mentality, he 
established accurate lists of all Fluxus activities and put them 



together in a synopsis. Mociunos was on analyst. He tried to 
explain Fluxus in his charts since he was interested in historical 
preconditions and backgrounds. Add to that the What, When 
and Where. Mociunos was a chronic systemizer. Regardless of 
whether he managed his work week or brought abstract words 
into correlation to each other, or whether he schemotized the 
history of Fluxus, the anti-narrative structure determined his 
thinking. Mociunas spread the sequential events of history out 
in a way that they mode spatial order. In the grid , they take 
symbolic form. This geometrical figure, whether in its strict form 
or as a graphic matrix, structures all Maciunas' knowledge 
pictures. 

Mociunos approaches the field of art from the side of history. 
But still he comes with his schemes to visual expression about 
the development of art, which ore a testimony to his attention 
relative to the problems of historiography. Writing history has 
to do with processes which , in their multilayered appearances, 
have to be continually newly oriented. The advantage of ana­
lytical graphics in the field of art and images lies in its explica­
tive function. It reduces complex situations without many words 
and makes them presentable in their entirety. By systematizing 
the information, by means of rational izing factual relations, it 
establishes a structure of knowledge. 

The art of networked thought is dealing with simplifying com­
plexity and to admit new views. This basis of thinking , which 
transgresses all areas of science, also determines Maciunas' 
artistic practice. If it were up to Mociunos, there would be 
no real understanding of the evolution of art without visual 
presentation. 

The three dozen history diagrams which Mociunos established 
between 1953 and 1973 to demonstrate historical causalities 
try to create a foctogrophical image of history in different ways 
which consist of data and facts and also of lines and vectors. 
The result is scientifically and artistically equally fascinating. 
It does not only open views into previously unknown relations 

between years on one side and historical events on the other 
This results in a completely new form of knowledge transfer. 

Maciunas makes transparent very complex relationships by 
means of close interaction of political , cultural , historical , 
economical , poetic and aesthetic aspects You can read his 
diagrams like a "cultural timetable" which , at the some time, 
predetermine the geohistorical framework of the Fluxus move­
ment. From universal history is created the Fluxus chronicle , on 
which the claim is based for universal validity for the future 

Astrit Schmidt-Burkhardt 
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George Maciunas 
LP.rt< r •• 11 f •11 Mok"' rs Cir 1e111nl liL:yue 
to A I h r(·nn:, c ,f ( nemo AL SJ isl )() 1967 

In 1966, Maciunas set plans in motion for the founding of 
o FluxHouse Cooperative in which artists living and working 
spaces as well as permanent facilities for Fluxus would be 
housed. This project also enabled the co-habitation of Fluxus 
and Jonas Mekos' Film-Maker 's Cinemotheque. Mekos hod 
been running the Cinemolhque from o theolre on 4 lst Street, 
but !he FluxHouse Cooperative enterprise afforded the oppor­
tunity lo expand and reorganize the Cinemotheque's activities 
al o cheaper cost. In order to effect the proposed changes, 
Mekos needed to raise o lot of money quickly. Mociunos 
provided the graphic design for this fundroising letter, includ­
ing the characteristic Fluxus pointing finger graphic for playful 
emphasis (also used by Dodo) In 1968, o new Film-Makers' 
Cinemotheque opened in the Fluxus Co-op building al 80 
Wooster Street. 



From: THE FILM-MAKERS' CINEMATHEQUE 
FILM-: MAKERS' DISTRIBUTION CENTER 
FILM- MAKERS'.COOPERATIVE 

To: ALL FRIENDS OF CINEMA 

August 20th, 1967 

To provide some guidance to the speedily growing movement of New Cinema in this countty and to give a new impetus to 
the viewing of cinema and the creation of cinema, a need has arisen to bring a new clarity Into the Film-Makers' Cine -
matheque's programming. For this purpose, we have taken the steps to establish three different showcases described 
below. Our decision was helped by the fact that the National Foundation for the Arts gave a $20,000 grant to the Flux­
house Coop as part down payment on the 80 Wooster St. and 18 Greene SL buildings (which will be transformed Into art­
ists' studios). Film-Makers' Cinematheque, as a member of the Fluxhouse Coop, became the owner of the ground floor of 
the 80 Wooster St. and the ground and basement floors of the 18 Greene St. As soon as these two low rental spaces be­
came available to the Cinematheque, decision was made to abandon the more expensive 41st St. Theater (which was the 
home of the Cinematheque for last two years) and move downtown, out of the competitive and commercial spheres. The 
41 st St. Theater was taken then by the Fl Im-Makers' Distribution Center to serve as a "commercial" outlet for those 
films which will qualify so, that is, to serve those film-makers who will want to reach wider audiences or who need wid­
er audiences by the nature of their films or by the nature of their producing methods. 

FILM-MAKERS' DISTRIBUTION CENTER 

41st ST.THEATER 
During the month of September the 4 lst 
St. Theater wi II be transformed into a reg­
ular First Run moviehouse. Because of its 
low (when compared with other arthouses) 
cost, it wi ll, finally, fill the long overdue 
need of a first run showcase for the inde­
pendently made features. The theater wi II 
be owned and programmed by the Film­
Makers' Distribution Center. It will be 
used to premiere or simply run all those 
films or programs of films which have a 
need of wider audiences, be It by the na­
ture of their content or their producing 
methods. 
The Theater wi II open on October 1st 
with the premiere of Shirley Clarke's new 
film, .._Portrait of Jason." 

FILM-MAKERS' CINEMATHEQUE 

CINEMATHEQUE I <80 WOOSTER ST.> 
This will be our experimental showcase 
open to anyone who has a fi Im or a mixed 
media show, happenings, events, etc. 
with no strict "quality" control over the 
programming. The audiences will have to 
take chances with new artists and with 
new works of established artists. This 
wl II be our workshop, our testing ground 
where anything goes. It will premiere all 
new Coop works. 
Cinematheque I wl 11 open September 30th 
with the First Annual N. Y.Film-Makers' 
Ball which will inaugurate one month Fest 
ival of New Cinema and Events. 

CINEMATHEQUE II (18 GREENE ST.> 
In a sense, Cinematheque II will be our 
Academy. The films at the Cinematheque 
II wi II be carefully selected. Although the 
emphasis will be on the Avantgarde cine­
ma, other classics of cinema will not be 
excluded. This will be a place of CINEMA. 
This will be the first Repertory Cinema 
Theater. The programs will be designed 
so that during a period of one year a film 
student would have a chance to see the best 
that there Is in cinema. Every addition to 
the repertory wi II be carefully considered. 
The 18 Greene St. building will also house 
the Millenlum Film Workshop, the Clnema­
theque Archives, the Film-Makers' Coop 
archives, lecture rooms and private film 
viewing rooms for film students, visiting 
University fi Im teachers, and others. 

To put all three showcases into working conditions we need your immediate assistance. This is what's needed: 

41st ST.THEATER 
$12,000 ls needed for putting proper 
projection, the marquee on 4 2nd St., the 
entrance to the theater from the 4 2nd St., 
to change the lobby, to put in new seats, 
to paint the theater. 
After this work is done, theater will be 
able to operate on approximately $1500-
$1800 weekly expense (as against the 
$3500 weekly rental of the lowest price 
theater available today to the film-maker 
In midtown area>. 

CINEMATHEQUE I (WOOSTER sn 
Total of $16,000 is needed before Octo­
ber 1st. Expenses are devided as follows: 
Clean-up, painting -- $500; electricity 
-- $100; seats -- $600; plumbing,bath­
rooms, toilets - - $1500; front of build­
ing - - $400; flooring of theater -$3500; 
projection room $1700; projection and 
sound equipment -- $4000; down payment 
on the building (needed by September 1st> 
-- $3280. 
Monthly rent wi ll be $ 250. 

CINEMATHEQUE II <GREENE ST.> 
Total of $16,000 Is needed before Nov­
ember 1st. <The breakdown of expenses 
is similar to that of Cinematheque I>. The 
down payment on the space Is $3050 and 
is due on September 15th. 
Additional $5000 will be needed to put 
the workshops and lecture rooms in shape. 
Monthly rent will be $250. 
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George Maciunas 
riuxShopNews lo•e 1960s 

In "FluxShopNews," Maciunas plays on the seductive lan­
guage and imagery of advertising for the dual purpose of 
selling Fluxus products and propagandizing of Fluxus ideas. 
The multiples produced under the aegis "F luxus Editions" repre­
sented Maciunas' ideo to provide affordable art to the masses. 
Although some items on the price list run over $100, the 
maiority cost between $.50 and $7. This price list applied to 
Flux Products ordered through the mail , or purchased directly 
at the Fluxshop at 356 Canal , which was open for a year 
during 1964-65. Maciunas appropriated the idea of a mail­
order warehouse and shop because he considered them to 
be less elitist forms of distribution. Idealistically, he attempted 
to develop these forms in Fluxus with the hope of sabotaging 
the dominant market system in a revolutionary flood and tide. 
However, the risk to reinforce the system was always present. 
In the end , they did not sell a single Flux Product the entire 
year the FluxShop was open. 
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George Maciunas 
At las of Russian History 
Feltt1p 11 k and ballpoint on translucent paper, 1953 
29 '2 cm x 20 32cm 
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George Maciunas 
Fluxus (Its Historical Development and Relationship to 
Avant-Garde Movements). c 1966 

Although Mociunos was critical of much of the art that 
professed to be avant-garde in the postwar period , he 
was invested in a proiect of rehabilitating what he perceived 
to be true avant-garde ideals. Fluxus (Its Historical Develop­
ment and Relationship to Avant-Garde Movements) com· 
prises two diagrams. In the first , Mociunos delineated the cote 
gory of "art " so that Fluxus' activities might be distinguished 
clearly from it. In the second, he drew lines of influence from 
the avant-garde groups of the early twentieth century to the 
proliferation of avant-garde trends in the 1950s and 1960s, 
while also indicating the relationships of the various contem· 
porory artists to each other. He wanted to establish who was 
Fluxus and who was not. This work was o part of Maciunos' 
larger proiect of graphically mapping the history of art, and 
also represents his belief in the importance of rational system· 
atization to efficient learning 
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George Maciunas 
Skeleton Pion of the Firs! Six Issues of Fluxus Yeorbox, 1962 

Mociunos mode certain to hove the first prospectus of the 
publication Fluxus ready in time for the performance evening 
"Apresjohn Cage" at the Kleinen Sommerfest at the Golerie 
Parness in Wuppertol, Germany, on June 9, 1962. He sow 
the event not only as on opportunity to perform Fluxus composi­
tions, but also to spark interest in upcoming Fluxus activities. 
Included in the four-page publicolion ore a dictionary entry 
for "flux" to define Fluxus, and a skeleton outline of !he themes, 
schedules, editors, contributors and content for each of the 
six (seven total) proposed issues. They wou ld be international 
in scope, encompassing of new art, and mindful of ovont­
gorde history 
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George Maciunas 
Ciurlionis Announcement 

George Mociunos produced this announcement for a program 
of works by the famous Lithuanian composer Mikolous Kon­
stontinos Ciurlionis However, Ciurlionis was also a pointer, 
and he created on innovative relationship between the two 
arts at which he excelled. Many regard him to be the father of 
musical point ing. In this regard , Ciurlionis' work represents a 
historical precursor to Mociunos' own interest in a more radical 
dismantling of the barriers between traditional artist ic media. 
Ciurlionis was born in Vareno, Lithuania in 1875, but grew up 
primarily in Nemunos where his father hod a job as on organ­
ist. Under the influence of his father, Ciurlionis learned to read 
music by the age of seven. Thus, at this young age he entered 
Prince Oginski's orchestra school in Plunge, learning to play 
several instruments and to compose music before leaving in 
1893. Sponsored by the Prince, he left Lithuania for the War­
saw Conservatory of Music, which he attended from l 893-
1 899. At the Conservatory he created his first major musical 
compositions for which he received high recognition. And of 
his own accord he studied the natural sc iences, cu ltural history, 
and literature He hod a great interest in the harmony of the 
universe, which influenced both his music and his visua l art. 
In the first decode of the twentieth century, he turned more 
seriously to drawing and pointing. Although Ciurlionis was 
interested in the fundamentals of painting , it was musical form 
that most strongly influenced the organization of his visual 
art. Some paintings hod these forms in their titles; he pointed 
"fugues," "preludes," and a series of "sonata" cycles. Thus, he 
was among the first to use musical methods to organize form 
and color in visual works, attempting to create a synthesis 
between the two. Inspired by the greater cultural freedom 
that resulted from the 1905 revolution , Ciurlionis declared he 
would "dedicate all his post and future work to Lithuania." His 
paintings were on display at the first Lithuanian art exh ibi-
tion held in Vilnius from December 27, 1906 to February 15, 
1907. In Vilnius he was active in the Lithuanian Arts Society 
and wrote on music and art for the Lithuanian press . When he 
died at the young age of 35 in 1911, Ciurlionis left to Lithu­
ania and the world on impressive legacy of over 200 musical 
compositions and some 30 paintings. 
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George Maciunas 
Various Scores 19591965 

Brecht invented the "Event Score" In con trast to a conven­
tional music score that uses notes to produce sound , on event 
score uses words to produce act ions. One of Brecht's sparsest 
scores reads simply Exit , and the event itsel f was as si mple as 
the idea conveyed. Brecht's scores hod a strong impact on 
Mociunas' definition of the Fluxus event, which he sa id was 
monostructurol , humorous, insignificant, unpretentious, unpro­
fessional , and "closer to a natural event (t ill it wil l eventually 
disappear). " 
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George Brecht 
Various Scores 1959-1965 

Brecht invented the "Event Score_" In controst to a conven­
tional music score that uses notes to produce sound, an event 
score uses words to produce actions_ One of Brecht's sparsest 
scores reads simply Exit , and the event itself was as simple 
as the idea conveyed. Brecht's scores had a strong impact on 
Maciunas' definition of the Fluxus event, which he said was 
monostructural, humorous, insignificant, unpretentious, unpro­
fessional, and "closer to a natural event (till it will eventually 
disappear)_" 
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Shigeko Kubota Duchampiana 
Nude Descending ci Staircase I 976 

Kubota arrived in New York City from Japan in 1964, and 
soon after got involved in Fluxus. She was among the pioneer­
ing artists who turned video into on art form after the first Sony 
portable video cameras appeared on the market in the mid-
l 960s. Her work of the early and mid- l 970s introduced the 
term "video sculpture" to the art history lexicon. Marcel Duch­
amp was a pivotal art historical figure in the life of Fluxus, and 
in the life of Kubota in particular. Between 1976-1990, she 
created five major works in dialogue with Duchamp's concepts 
and gestures. In this piece Kubota re-envisions Duchamp's 
painting Nude Descending a Staircase of 191 2. Kubota 's 
"video sculpture" embodies (through a real female model) and 
literalizes the movement of Duchamp's abstract canvas. 

Nuci~ Descending a Staircase ( 1976) 
A freestanding plywood staircase with four steps originally 
with one nine-inch and three thirteen-inch monitors, (now all 
thirteen-inch monitors) cutouts in the steps expose the monitor 
screens. The image is of a nude woman going up and down 
stairs built by George Maciunas at Anthology Film Archives, 
New York. The tape is a single-channel combination of color­
synthesized , color video, and color Super-8 in video. Kubota 's 
handpointed wall text reads: Video is Vacant Apartment./ 
Video is Vacation of Art./ Viva Video .... Nude Descending a 
Staircase was the first video sculpture acquired by the Museum 
of Modern Art 
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Nam June Paik 
Real Plant/Live Plant, l 978 ( l 982 version) 

Closed-circuit video installation with television cosing , dirt, live 
plants, monitor, and video camera; color silent; dimensions 
variable. Tokyo Metropolitan Art Museum, Tokyo. 

Photo by Peter Moor /VAGA, NYC 
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Maria Carolina Carrasco 
What the Flow Meant: Mociunos' Corbusier 

George Mociunos' background in architecture hos been the 
object of recent interest. 2 The main facts of his involvement in 
the discipline ore embedded in his biography. His father was 
o successful engineer with ties to the field of orchitecture. 3 

Further, his mother Leokodijo Mociunos observed in the young 
Mociunos on early interest in construction, which led to her 
"decision," to use her own words, "that he should be on orchi­
tect."4 In 1952 he began studies at the Carnegie Institute of 
Technology in Pittsburgh, where he completed his Bachelors 
in Architecture, with honors, in only two yeors. 5 Mociunos' 
training at Carnegie Institute of Technology hod on enduring 
effect on Mociunos' thinking, as it provided on early stage to 
test out the relationship between art and functional production. 
It marked the beginning of o long engagement with architect­
ural concepts that would later impact his vision of anti-art and 

l. This essay is part of the author's ongoing dissertation work on Maciunas 
and notions of space and place, where Corbusier is studied ini:lepth. 
I would like to thank Harry Stendhal of Maya Stendhal Gallery for the 
opportunity to publish this paper. Many thanks to Robert Storr, Edward 
Sullivan, Marco de Michelis, ond Terry Smith for their continuing support of 
my research. For their invaluable research assistance at Carnegie Mellon 
University Libraries I would like to thankjennie Benford and Kathleen Beh­
rman (University Archives), Martin Aurand (Architecture Archives), and Mary 
Catharine E. Johnsen (Special Collections!. I thank also Mary Weakland 
of Carnegie Mellon University's Enrollment Services. For his orientation and 
feedback I would like to thank Daniel Williamson, and for help with drafts 
of this lex! I would like to !hank Adele Nelson and Jennifer Brown . 
2. Two authors that have discussed Maciunas' background in architecture 
thus far are Cuauhtemoc Medina in "Archilecture and Efficiency: George 
Maciunas and !he Economy of Art," RES 45 (Spring 2004); and Thomas 
Kellein in George Mociunos: The Dreom of Fluxus (Thames and Hudson, 
2007) 
3. leokadija Maciunas, "My husband -Aleksandr Maciunas," Special Col­
lections, Gelty Research lnslilute, cited in Kellein, l l. 
4. leokadija Maciunas, "My Son," trans.Thomas Campbell, in Kabinet: An 
Anthology, Viktor Mazin, ed. (Amsterdam Stedelijk Museum, 1997) , 151. 
5. Grades transcript, photocopy at Enrollment Services, University Registrar, 
Carnegie Mellon University. Maciunas attended college at Cooper Union 
School in New York before transferring to the Carnegie Institute of Technol­
ogy. Carnegie lnslitute of Technology became Carnegie Mellon University, l 967. 

his articulation of Fluxus. 
Maciunas' stay at the Carnegie Institute of Technology 
coincided with momentous changes in its teaching philosophy 
and faculty, which tempered its practical orientation - modeled 
on the Bauhaus, like that of the majority of US architecture 
schools ofter 1936 - with o more humanistic approach. 
Broadly speaking, these changes may be considered o port of 
the reaction against a mechanistic conception of architecture 
that is also the result of the mistrust in technology brought 
about by World War II. It is nonetheless true that Maciunas' 
education was affected by the very specific circumstances at 
Carnegie Institute of Technology in the early 1950s. One of 
them con be seen as the result of the gradual implementation 
of the "Carnegie Pion " (officially proposed in 1940), the 
university's attempt to improve the communication skills of 
its students. 6 In 1950, as o response to that university-wide 
call, the School of Architecture launched its "Experiment in 
Teaching Communicot ion to Students of Architecture ," which 
was fully implemented by Mociunos' lost year in school. Rother 
than odd courses in written and oral expression, the strategy 
was to emphasize communication within the pre-existing , 
problem-solving oriented curriculum. A preliminary report on 
the experiment describes the approach , "Students were asked 
to write about buildings .... They were asked to verbalize 
their thinking about orchitecture. "7 In 1947, another crucial 
event in the School of Architecture at the Carnegie Institute of 
Technology took place, when Hons Vetter ( 1897-1963) joined 
the faculty. Vetter was on Austrian orchitect connected to the 
Viennese Arts and Crafts movement, who become professor 

6. Auslin Wrighl, The Warner Administration at the Carnegie Institute 
of Technology (Pittsburgh , PA: Carnegie Press, l 973), 29. 
7. Department of Architecture, College of Fine Arts , Carnegie Institute of 
Technology, "Report to the Pittsburgh Foundalion , Wherrett Fund , on the 
Experiment in Teaching Communication lo students of Architecture, 195(} 
1953. Draft ," April 15, 1953, Administrative Series, Architecture Depart­
ment Holdings, University Archives, Carnegie Mellon University. 
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at the Academy in Vienna in 1933 .8 At the Carnegie Institute 
of Technology he "became the soul of new directions" as he 
brought "o new artistic spiri t" and his in terest in the philosophy 
of architecture. He gathered o large student following , and his 
sudden death in 1963 "left ovoid in the department that hos 
never been filled " 9 

Mociunos' Corbusier, o recently uncovered manuscript most 
likely produced during Mociunos' studies in thi s school, allows 
o focused look at the mentioned circumsta nces . 10 (F ig l ). In 
Corbusier, Mociunos transforms and comments on images 
of Le Corbusier's model for Maison Locative a Alger ( 1933), 
o non-executed proposal for o specific building that emerged 
from Le Corbusier's extended project of urbanization for 
the city of Algiers ( 1931 - 1942) 11 The union of technica l 
training and the fostering of critical thi nking and writing skills 
attempted by the experiment in communication is echoed 
in the dual nature of Corbusier Here Mociunos transforms 
through drawing the design solution by Le Corbusier for 
ensu ring visual access to the sea from the street for cliff-side 
buildings, and develops in w ritten and visual format his own 
ideas on architecture. 

8. Biographical informal ion an Hons Vetter, in Carnegie Review 20 Uuly 
1969), 3. 
9. Haward Saalman, "Arch itectural Education at Carnegie Tech: 1905-
1990," photocopy, Carnegie Mellon University Architecture Archives, 23. 
l O_ Among the factors taken into consideration for the dating of the piece 
that will not be directly addressed in this essay are its hand-styled graphics, 
non-execution of the project by Le Carbusier lit cannot have been part of 
Maciunas' projected Atlas of Architectural Monuments), availability of 
a research library, and its lack of mention in any Fluxus-related ephemera_ 
Corbusier is part of the holdings of the The Janas Mekas Visual Arts Cen­
ter, Vilnius, Lithuania_ 
l l _Jean-Louis Cohen, "Le Carbusier, Perret et les figures d 'un Alger 
modern ," in Alger: Paysage urbain et architectures, 1800-2000 , Jean­
louis Cohen , Nabila Oulebsir and Youcef Kanoun !Paris: Les Editions de 
L'lmprimeur, 2003), 160. Far more on Le Corbusier 's involvement in Algiers , 
see Mary Mcleod, "Le Carbusier ond Algiers ," in Oppositions 19-20 
!Winter/Spring 1980), 55-85_ 

On the other hand, Vetter left o deep imprint on the young 
Mociunos, which will be the object of a closer analysis in 
what follows In addition to toking Vetter's Philosophy of 
Architecture class, Mociunos traveled to Soltzburg in the 
summer of 1953 to participate in o summer seminar Vetter 
organized, where he, not su rpri singly, gave great importance 
to courses on cultural sub jects. 12 Vetter's impact on Mociunos 
came first at the level of encouraging o desire to reth ink basic 
terms in the field, among them chiefly form and function 
and their relationship. Vetter was engaged in on ongoing 
scholarly conversation with Sigfried Giedion, a prominent 
mid-century Swiss historian and cri ti c of architecture who, 
during the 1940s, developed fresh accounts of the history 
of architecture in two widely circulated books: Space, Time 
and Architecture : The Growth of a New Tradition ( 194 l) 
and Mechanization Takes Command: 13 A Contribution 
to Anonymous History ( 1948). In this sense, Giedion was 
certain ly a figure whose arguments needed to be closely 
fol lowed, if not agreed with. In his 1951 lecture "The Artist 
and the Mechanic What We Are Not Allowed To Soy," Vetter 
discusses at length his views on functionality, criticizing o 
mechanistic and merely causa l approach to the determination 
of needs, o response to Giedion's Mechanization Takes 
Command. Vetter was far from being Mociunos' on ly possible 
means of exposure too discussion of these terms-the reaction 
to functionalism hod long been in place by the early 1950s 
and Giedion himself hod done his share in spreading them 
to larger audiences. Yet what needs to be stressed here is 
Vetter's attempt to come up with his own theoretical framework 
and how this influenced Mociunos. In the text of Corbusier, 

12. Hons Vetter lo Dean J.W.Graham, undated, Hons Vetter Collection, 
box l , Carnegie Mellon University Architectural Archives. 
13. Hans Vetter, "The Artist and the Mechanic: What We Are Nat Allowed 
To Say," annual banquet of the Department of Architecture , Carnegie Insti­
tute of Technology, May 3, 195 l, Hans Vetter Collection, box l , Carnegie 
Mellon University Architecture Archives. The ideas expressed in this lecture 
were offered subsequently in various occasions by Vetter, and published in 
Carnegie Review 20 Uuly 1969), 4-7. 
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Maciunas compares the design philosophies of two icons 
of the Modern Movement, Le Corbusier ond Frank Lloyd 
Wright: 14 

Corbusier He lost the tie with nature, would say F.L.W. 
Well, what is nature2 Is it what is under the ground or maybe 
above the ground? FL Wright certainly thinks nature is on the 
ground .... But to Corbusier, nature may just as well be in the 
air, and it isn 't any more unnatural, than the earth 15 

The not ion of organic architecture , promoted and symbolized 
chiefly by Wright's designs, proposed the integration of 
the site and context and the work of arch itecture. Maciunas 
indirectly alludes here to Wright's motto "form and function 
are one," whereby the "nature of materials" should determine 
architectural forms. 16 For Wright, the best example of the 
relationship between form and function is to be found in nature 
itself, where this integration is best fulfilled Though Mociunos 
is clearly versed in this standard interpretation of Fronk Lloyd 
Wright and organic architecture, when discussing Le Corbusier 
and Maison Locative, he performs a conceptual shift that 
enables him to link the notion of the organic not with nature, 
but with space 

Vetter also prompted Mociunas' wish to experiment with the 
style of communication, in addition to the content, of his 
ideas. Vetter employed varied manners of expression of his 
knowledge and thinking on architecture and space, ranging 
from diagrams to poems-among which con be found a 
collection of sonnets entitled "Ruhme den Raum" [In Praise 

14. Mociunos also mentions in passing the architecture of Mies van der 
Rohe. 
15. Unless otherwise noted, the quotes by Mociunos used throughout this 
essay were extracted from his work Le Corbusier. 
16. Frank Lloyd Wright. An organic architecture; the architecture 
of democracy, Watson Choir Lectures 1939 ICombridge, M.1.T. Press, 
1970), 4. 

of Spoce). 17 In Corbusier, Maciunos reworks diagrams and 
photographs of Le Corbusier's model for Maison Locative. In 
the upper part of the drawing, Maciunas copies a photograph 
of an elevation of the building (Fig. 2). In the lower part of 
the drawing, however, he synthesizes three images of Le 
Corbusier's project, a diagram illustrating a design solution 
to ensure visual access to the sea from street level, and two 
elevations of the building. (Figs. 3, 4, and 5) 18 Instead of 
describing the direction of vision, the arrows now describe 
movement between the buildings; yet Mociunos appears quite 
ambivalent as to what is the subject of that motion. Without 
the accompanying text, one might take the arrows for a 
rendition of air circulation, and indeed at the beginning of the 
text Mociunos writes mostly about air movement. As the text 
progresses, however, Mociunas increasingly substitutes space 
for air, and the piece gradually strikes the viewer/reader as 
on almost lyrical exposition on the essence of space. 

Le Corbusier's concept of "ineffable space" provides here on 
interesting comparison, in that it also obeyed the desi re to 
work out on alternative language for the omnipresent concept 
of space. 19 "Ineffable space" for Le Corbusier is a "boundless 
depth " which resonates, like a sounding board, with the 
presence of architectural elements. It is a concept that calls 
attention to the relationship between architecture and setting -
a concern parallel to Wright's concept of organic architecture, 
among others. However Le Corbusier uses a more expressive 

17. Hons Vetter, "Ruhme den Raum ," Hons Vetter Collection, box I , 
Carnegie Mellon University Architecture Archives. Three of the sonnets were 
published in Carnegie Review 20 Uuly 1969), 25-29. 
18. For on interpretation of the relationship between Le Corbusier's ideas 
and the illustrations on his books, see Doniel Naegele, "Photographic 
lllusionism and the 'New World of Space,"' in Le Corbusier. Painter and 
Architect IAolborg: Nordjylonds Kunstmuseum, 1995), 83-117. 
19. The concept of "ineffable space" is described by Le Corbusier in his 
book New World of Space I 1948). Anthony Vidler, "Framing Infinity: 
Le Corbusier, Ayn Rand , and the Idea of ' Ineffable Space'," in Warped 
Space: Art, Architecture, and Anxiety in Modern Culture (Cambridge, 
Mossochusells: MIT Press, 2000), 54. 
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vocabulary to describe this relationship; the effect of the 
work of architecture on the site provokes "Vibrations, cries, 
or shouts[ ... ] arrows darting away like rays, as if springing 
from an explosion" In turn the si te "brings its we ight to bear" 
on the work Le Corbusier also employs language rich in 
bodily allusions, as the site is "shaken," "touched, wounded, 
dominated or caressed" by the work of architecture, and 
alternately, the site imposes on the work its deep spaces 
or projections, its hard or soft densities, its violences or its 
softenesses." 20 Similar wording, both in its expressive and in its 
phenomenological content, is used by Maciunas: 

(Air) flows through the building, down from it, and through 
again cutting the building in half The second part !h igher) 
becomes then an organizer of the flow, and therefore is sub­
jected to the attack of the air. The defensive side becomes all 
gnawed out by the flow of the air. It seems as if one flat area 
has lost its flesh, because the winds blew it away from the 
skeletons. Yet the other side, being never attacked by the flow 
of the air is smooth and "fleshy. " The air in this case is the tool 
that shaped the building. 

For Maciunas as for Le Corbusier, the relationship between 
work and setting is not the plain and stra ightforward result 
of truth to materials but rather is akin to magnetic forces in 
interaction; to paraphrase Anthony Vidler, buildings are objects 
activated in space and by space 21 One may, prompted by 
the similarities in writing style, interpret Maciunas' emphasis 
on the play of light and dark in the photographs of Maison 
Locative !he extends the massive shadow on the cliff where 
the building stands to cover the lower portion of his drawing) 
as illustrating Le Corbusier's boundless depth, or Maciunas' 
vectors between buildings as visually describing Le Corbusier's 
"dart ing arrows." What must be stressed, however, is the 

20. Le Corbusier, New World of Space !Boston: The Institute of Contempo­
rary Art , 1948). 8. 
21 . Vidler, 55 . 



degree to which Maciunas experiments in this work with 
different ways to think about architecture and concepts like 
form , function , and space. 

Maciunas' insistence on the flow of space in Corbusier testifies 
to an additional connection with Vetter 's thought: 

For Corbusier space is a movement within itself, it is never at 
a standstill, just as sea is never without a wave .... Space is 
a dynamic force that cannot be defined by static defense, for 
it is an unconquerable force, which instead of being defined , 
defines us .. 

At the beginning of the twentieth cen tury the notion of 
space as dynamic (because of its interaction with the "fourth 
dimension ," time) had broadly concerned artists and theorists, 
particularly those associated with Futurism and Cubism. In 
fact, Le Corbusier, central to that intellectual milieu , shares 
and shapes thi s concern ; he gives it its most clear expression 
in some of his buildings and refers to the fourth dimension 
when describing " ineffable space. "22 Nonetheless Maciunas 
here also responds directly to Vetter's ongoing scholarly 
conversation with Giedion. 

In 194 1 Giedion published his extensive history of architecture 
Space, Time and Architecture , where he made the notion 
of "space-time" (space that flows because of the added fourth 
dimension) widely available and emphasized the importance 
of the experiments of Cubism and Futurism for the history 
of architecture. His interest was, above all , to re-integrate 
emotional content, "the special concern of the artist" to 
industrial and technical fields , a concern certainly related to a 
generalized reaction against rationalism and functionali sm. 23 

In this text Giedion commented on the feeling of uninterrupted 

22. Le Corbusier, New World of Space, 8. 
23. Sigfried Giedion, Space, Time and Architecture : The Growth of a 
New Tradition (Cambridge: The Harvard Un iversity Press, l 94 l ), 350. 
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flow of space provoked by certain works of arch itecture . 
In what seems an intentional misreading of Giedion, in his 
Philosophy of Architecture class, he emphatically asserted 
"Space does not flow as Giedion says. Th is is an example 
of sloppy language - bad iournalism." 24 Indeed in one of 
his diagrams entitled "On Knowledge 'A Priori ': Twenty Easy 
Lessons," he gathered w hat he saw as basic truths beyond 
which everything else could be questioned. 25 He expressed 
these in a group of aphori sms, divided into three columns , 
one each for time, space, and matter. In the column for 
space he states: "Space has no motion , but all motion is in 
it." Interesting ly, however, one of his sonnets in his collection 
"Ruh me den Raum " seems to contradict this idea, as he 
proclaims that "[spaces] open and lead you/- More fl uent 
than stream or flood/Where room and room touches -". 26 The 
multiple conceptual complexities that historians and theori sts 
of architecture dealt wi th during these yeors, ranging from 
the nature of space to the tension between fu nctional ism and 
feeling were available to Maciunas through Vetter, and are 
apparen t in the multiple tensions in Corbusier. 

Special circumstances in the School of Architecture, in spite 
of the school's strong professional orientation and its problem­
solving emphasis, allowed Maciunas not only exposure to 
theoretical questions on space and architecture, form and 
function , but the room to elaborate on them. This stimulus 
becomes central to his vision for Fluxus. In his diagram "The 
G ra nd Frauds of Architecture" (published in 1964 in Fluxus 
l ), he accuses arch itects Wright, Mies van der Rohe, Eero 

24 Jon D. Collier, Class notes of Professor Hans Vetter's course Architec­
tural Philosophy, September 1951 - June 1952, Hons Vetter Collection , 
box l , Carnegie Mellon University Architecture Archives. 
25 Hans Vetter, "On Knowledge 'A Priori'," Hans Vetter Collection, box l, 
Carnegie Mellon University Architecture Archives, published in Carnegie 
Review 20 Uuly 1969). 30. 
26 Hans Vetter, "Gateway," in "Ruhme den Raum," trans. Howard 
Saalmon, manuscript, Hons Vetter Collection, box l, Carnegie Mellon 
University Architecture Archives. 

Saarinen and Gordon Bunshaft of Skidmore, Owings & 
Merrill of imposing preconceived stylistic solutions on design 
problems (and notably omits Le Corbusier), a criticism of the 
degeneration of functionalism into one more stylistic formula , 
the International Style. Thi s diagram has been interpreted 
as expos ing Maciunas' anti-a rt rationale , and as evidence 
of his na·1·ve understanding of functionalism. 27 After analysis 
of Corbusier what was before seen as lack of intellectual 
sophistication might be more accurately seen as a consc ious 
adherence to the concept of functionalism , or rather, as a 
w ish to experiment wit h its expression (the work is indeed an 
unlikely mix of diagrams, photographs, and transparenc ies). 
In 1965, he transforms his criti cism into a concrete proposal 
for prefabricated housi ng for the USSR In 1966 he begins his 
most ambitious enterprise to date, the Fluxhouse Cooperatives, 
whose main goal was to transform run-down buildings in 
SoHo in order to provide inexpensive housing for friends-and 
friends of friends. This has been seen in retrospect as the first 
of several similar projects that led to the urban renewa l of 
SoHo, and as a pioneering model for alternative art spaces. 28 

Maciunas' work continues to testify to his involvement with 
questions emerged and derived from his years of architectural 
training, of w hich these are on ly the obvious examples. 

Explanations for the origin of the word Fluxus are mult ifarious; 
some were emphasized by Maciunas himself (namely its 
biological/medica l usage), some are scholarly reconstructions 
(based on, for example, his late fifties belief in the cycles of 
art), 29 and others are retrospective views on the nature of the 
movement (as, for example, its resistance to definition) I would 

27. Cuauhtemoc Medina, "Architecture and efficiency: George Maciunas 
and the economy of art," RES 45 !Spring 2004). 275. 
28. Peter Frank in Emmett Williams, Ay-0, and Ann Noel, eds. Mr. Fluxus: 
A Collective Portrait of George Maciunas, 1931- 1978: Based Upon 
Personal Reminiscences (NY . Thames and Hudson, 1998), 170 
29. Peter Frank in Emmett Williams, Ay-0, and Ann Noel, eds. Mr. Fluxus: 
A Collective Portrait of George Mociunos, 1931- 1978: Based Upon 
Personal Reminiscences (NY : Thames and Hudson, 1998). 170 



like to odd yet another: Mociunos' exposure to mid-century 
discussions on the flow of space. As he writes in Corbusier, 
the architect crea tes a "waterfall ," which becomes "not on end 
but a passage." Years later this language reoccurs when he 
employs a dictionary definition to compose the manifesto of 
the movement, and what the flow meant during his years of 
architectural training is brought to bear in its very definition 
"Flux, n. [OF , fr. L. fluxus , fr. fluere , fluxum , to flow ... 2. Act of 
flowing: a continuous moving on or passing by, as a flowing 
stream; a con tinuing succession of changes. 3. A stream; 
copious flow; flood; outflow." 30 

30. George Mociunos, "Manifesto," in Emmett Williams and Ann Noel, 
eds. Mr. Fluxus: A Collective Portrait of George Maciunas l 931-1978 
(London: Thomes and Hudson, l 997), l l 6. 
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George Maciunas 
f'1t"tob11( r1i<'d Buildi11q 'wslf'"'. l ')( 

Also known as Mociunos' Plastic Prefab, this work marries 
Mociunos' design skills and systematic thinking in o scheme for 
prefabricated moss housing. It was published initially in two 

places: a 1965 issue of the journal Underground , and a 1966 
collaborative work by Henry Flynt and Mociunos. Mociunos 
admired the official Soviet housing program and in 1965 he 
called it "the most efficient moss housing program in production 
in the world today" but he also believed his pion was "even more 

efficient" The charts, diagrams, and isometric cross-sections detail 
both Mociunas ' rational analysis informing the scheme as well as 
the pragmatics of how it could be realized. This work dialogues 
with his earlier text The Grand Frauds of Architecture : Mies 
van der Rohe, Eero Saarinen, Gordon Bunshaft, Frank Lloyd 
Wright ( 1964), in which he critiques these icons of modern 
architecture for not living up their own ideals. To rectify this 
betrayal, Maciunas' Prefabricated Housing System would remain 

true lo sta ndards of value , economy, and efficiency. 
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APPENDIX 2. MACIUNAS PREFABRICATED BUILDINGS 
1. METHOD OF DESIGN DEVELOPMENT 
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George Maciunas 
Corbusier 
c. 1952-54 

It is likely that Maciunas produced this piece w hile studying for 
a degree in architecture at the Carnegie Institute for Technol­
ogy, Pittsburgh from 1952-54. The work represen ts Maciunas' 
early critical engagement with modern architecture in which he 
hails Le Corbusier as the exemplary builder in space. Le Cor­
busier never surrendered his architecture ent irely to pragmatism 
or "stage design " In 1964, Maciunas of stronger voice pro­
duced The Grand Frauds of Architecture: Mies van der Rohe, 
Saarinen, Bunschaft, Frank Lloyd Wright, a systemat ic critique 
of the iconic modern archi tects based on sta ndards of va lue, 
economy, and effic iency. In his estimation, they had know­
ingly betrayed the very avant-garde idea ls they proposed. As 
a corrective to the "fraud ," Maciunas proposed his own design 
for a Plastic Prefab Building System in 1965. 
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'-loll is Mellon phr logropne1 ,\ 1t. ' I bl 1 er - :.ri (,r~, >1< 1• 

Maciuna'- 1 s·,·rn1I cLr1rg tfi ri • · " 'CF> of his lifP ond 
v\·15 .e .J ·1 ·"° ' · t-k e.E: pn· 1 I 111d Nork of Ar,tl' Ji :v 

,-,, '-''Cr,.=. 1 • • 1 ·• ear\ yEor . Hr p1r>sen11y vv·1 . ' 
1 ·, 1·a1\.e men c11·· rl'1d lives in Ve1111<111I 

Hollis Melton 

"Although once thought as a 'movement', with all the appro· 
priate manifestos and positions , Fluxus is not a movement as 
such, but a tendency which cuts across the oeuvres of vari· 
ous artists rather than encompassing them totally This brings 
Fluxus into total harmony with the art trends of the 1970s. 

What distinguishes Fluxus from other trends is that it itself is 
the locus of various trends - or, rather, of various arts. Music, 
theater, dance, literature, visual art, and even non-art factors in· 
form Fluxus-withoul forcing ii, as they might force other forms 
of intermedia , lo identify its principal roots. Unlike happenings, 
conceptual art, current performance art, visual poetry, and 
new forms of dance, music and theater, Fluxus exists at a point 
equidistant from all the arts." 

Peter Frank - Experimental Music in "Fluxus New York," in 
New York-Downtown Manhattan : Soho, catalogue for 
Berliner Feslwochen. Sept. 5-0ct. 17, 1976. Academie der 
Kunste, Berlin. P 177. 

The determination of his individual dwelling lies, as it has with 
the residential housing throughout history, on his financial 
means, technical know·how, and personal whim. Only in this 
way can we open the way to the essential quality of organic 
diversity within the urban environment which hos been the 
natural outcome of human settlement in the past. This diversity 
is an imponderable no architect can forsee, only the inhabit· 
ants and lime can create. The architect provides construction 
whose relationships suggest a certain way of life; the people 
make of those shells a city. 

- Roger Katan, New York: Architecture, Sculpture, Paint­
ing, World Cultural Guides, Dore Ashton, Holt , Rinehart and 
Winston, New York, Chicago and San Francisco, 1972, p. 
202. 

The 43 block area bounded by Houston Street on the north , 
Lafayette Street on the east, Canal Street on the south and 



West Broadway on the west hos been designated as a 
landmark for cast iron architecture. The style of the cost iron 
buildings is called palazzo, an American adaptation of the 
Renaissance palace for the 19th century business. These statu­
esque buildings line Broadway, Mercer Street, Broome Street, 
Greene Street, Spring Street, Wooster Street, West Broadway, 
Crosby Street and Lafayette Street. What used to be called 
"The Volley" by the city planners , or "Hell's Hundred Acres" by 
the Fire Deportment (because there were so many fires caused 
by violations in the buildings) is now called Soho, the name 
token from the City Planner 's mop of New York: So.Ho. (South 
of Houston Street) 

The history of Soho's survival and renaissance is related to 
the history of artists in search of living / working spaces. After 
World War II artist started moving into commercial buildings in 
lower Manhattan. On Broadway just south of 14th Street (De 
Kooning, Jasper Johns, Franz Kline, Jackson Pollock and Mork 
Rothko), on Greene Street (Morie Menken), on the Bowery 
(Robert Fronk, Alfred Leslie , Elaine De Kooning), in the East 
Village, and further downtown in places like Coenties Slip 
(Ellsworth Kelly, Agnes Mortin , James Rosenquist , Ken Jacobs) , 
which was demolished in the Sixties, and a highrise erected 
on the site (the downtown branch of the Whitney Museum 
of American Art is now located there). The artists lived in the 
commercial buildings illegally and their occupancy was tenu­
ous. They could rent the raw space very cheaply, renovate 
it and then the landlord could refuse to renew the lease in 
order to rent the improved space (improved at no cost to the 
landlord) to another tenant at double the rent. 

In 1962, the City Club hod published a study called "The 
Wastelands of New York City," which listed Spring , Broome, 
Mercer and Greene Streets as Commercial slum area No. l 
and recommended demolition and rebuilding "The analysis 
clearly showed ," said the study, "that there ore no buildings 
worth saving. " (Ada Louise Huxtable, The New York Times , 
Moy 24, 1970) The developers were ready to move in with 

the bulldozers and the area south of Houston Street would 
hove been demolished and built up into highrise dwellings for 
the middle class had it not been for the Rapkin Report. Chester 
Rapkin , a city planner, mode a city finance study in 1963 to 
determine the value of the area south of Houston Street to 
the city. The study revealed that some of the industries in the 
area recycled wastes-rags into paper, newspaper waste into 
paper boxes. These and other industries in the area employed 
thousands of minority workers, many of whom did not speak 
English and would hove been otherwise unemployable. There 
were also many small manufacturers who were just starting 
their business and could not afford a higher rent area. The City 
Planning Commission flowed the recommendation of the study 
and decided to protect the industries by forbidding any form of 
residency in the area. 

This move perpetuated the history of artists' evictions and 
harassments by the city. But artist continued to move into 
the area despite the illegality of loft living ; there were many 
unoccupied lofts, even whole buildings had been abandoned 
as the industries shut down , or moved away, seeking better 
alternatives, often across the river in New Jersey The landlords 
were happy to rent to artist who could improve the space, 
and who could then be easily evicted since they had no legal 
protection. 

The general consensus is that the major influx of artist to Soho 
was in 1966, and again the general consensus attributes this 
factor to the vision of the late George Maciunas, founder of 
Fluxus (a loosely organized art movment) who introduced the 
concept of artist owned and run cooperative buildings. 

The first successful Fluxhouse Cooperative to be organized 
was 80 Wooster Street. Maciunas purchased the empty loft 
building for the cooperative in 1966, with the monies put up 
by the Film-Makers ' Cinemotheque, and his mother, and loans 
from Kaplan Fund and the Notional Foundation for the Arts. 

261 



262 

Among the first to join the cooperative venture was Mociunos' 
friend Jonas Mekos Mekos hod been looking for a permanent 
home for the Film-Makers' Cinemotheque since 1961. Prior 
to this the group hod been screening films in rented spaces, 
often chased from one space to the next, the group never had 
the security of a permanent home. The dream of the Cinemo­
theque was to design and construct its own theater suitable to 
the needs of the independent avant-garde cinema. With the 
help from Jerome Hill, a friend film-maker, Mekos secured the 
seed money for the deposit on the 80 Wooster building, ond 
secured the ground floor and basement space for the Film­
Makers' Cinematheque The Building Deportment, however, 
refused to issue the Film-Makers Cinemot hque a Certificate of 
Occupancy, and then refused to issue them a theater license 
because there was no Certificate of Occupancy. The Cin­
emothque was presented with a list of thirty-seven violations, 
the major one of which was the artists, fellow cooperative 
members, who were living illegally on the floors above the 
Cinematheque. Mekos called a meeting of artists from the 
neighborhood on April 22 , 1969. He wonted the neighbor­
hood to organize itself and push for the legalization of loft 
living. Out of this meeting come the Soho Artists Association 
(SAA) The group published a newsletter, met periodically with 
members of the City Planning Commission and helped to save 
Soho from the Broome Street Expressway, along with another 
group, Artists Against the Expressway. 

The SAA sponsored the first Soho Artists Street Festival in Moy 
1970; its opening coincided with the Kent State Massacre; in 
lieu of canceling the festival the SAA draped the fire escapes 
of the Greene Street Cooperative buildings in block crepe and 
Yvonne Rainer led a procession of mourning for the dead at 
Kent State Thousands of tourists come. The festival received at­
tention from the media and John Lindsay, the mayor, and Nel­
son Rockefeller publicly recognized Soho as a healthy entity 
The artists had succeeded in drawing attention to their plight 
with the city to legalize loft living. Finally in September 1970 
the City Planning Commission passed a resolution permitting 

artists to live in Soho lofts whose size did not exceed 3,600 
feet. Buildings owned cooperatively would be legalized 
regardless of their size. However, the new law required that 
all cooperatives file a prospectus with the Attorney General's 
Office. 

Jim Stratton, author of a book about lofts, Pioneering in the 
Urban Wilderness (Urizen Books, 1977) used to write a 
column in the Soho Weekly News about lofts In the Novem­
ber 28, 1974, issue he devoted the ent ire column to the law 
that requires a cooperative to file a prospectus with the A.G.'s 
office He said 

"The main function of the prospectus is to increase the price 
of the building to the person co-oping it and to restrict the 
developer population to only those who con afford it. Legal 
fees to a good lawyer for drawing up a prospectus con run 
to $ l 0,000. Then there ore engineering reports , surveys, ac­
countings and all of them cost money. 

The prospectus, therefore, assures that the developer will be 
monied and shrewd, out for big profits, and the lofts will go for 
a bundle. Then the A.G. is happy. The buyers hove no more 
than they would hove hod without a prospectus, except it cost 
more. That 's the American way. 

Curiously, most ' illegal' offerings I've seen con be read like on 
open book by any layman who wants to dig a little and ask a 
few questions A phalanx of lawyers, however, know no more 
about a building ofter reading the prospectus than they did 
before they opened it. 

Except that now they know they can't sue (the seller)" 

Mociunos organized fifteen co-ops between 1966 and 1975 
without ever filing a prospectus. This brashness infuriated the 
Attorney General's Office A warrant was sent out for the ar­
rest of Mociunos in 1974. Mociunas' response to the warrant 



out for his arrest was characteristic, He designed a series of 
elaborate disguises for wear ing ou t in the street and kept right 
on with business of forming co-ops, renovati ng lofts, and made 
a Fluxus kit of disguises for the AG 's office 

The cooperative owners were safe, there were increasing 
numbers of them, they were homeowners, paying taxes to the 
city. The status of ownership gave them greater stabil ity and 
clout polit ically. Maciunas who had studied architecture and 
whose father was an engineer, was always very forthright with 
those whom he dealt wi th; he knew the building code inside 
and out and knew exactly what the structural problems of each 
build ing were. He never recommended fixing anything that 
wasn't necessary to the safety of the building and the people 
living there. His methods were unorthodox and his financial 
manipulations were staggering to a normal person , but he was 
never d ishonest and his vision was so for reaching that one 
could always forgive his transgressions, provided one cou ld 
apprecia te his particular vision. And many couldn't. many of 
his initial cooperative buyers revolted against his iron rule and 
forced him out of their co-ops. 

At that time he lived rent free in the basement of 80 Wooster 
Street, owned by the Film-Makers' Cinematheque. His room 
was filled with live or six big Norfolk pine trees and some 
huge rubber plants, which he put outside in summer. Tools 
were hanging up along the wall and from the ceiling beams, 
there was a white harpsichord that he had put together him­
self, and a metal table with a glass top and white metal chairs 
around it. The chairs weren't very comfortable. Though neat, 
the room always seemed to be bursting with its contents. Full 
length windows looked outside to the courtyard where he had 
designed a tiled garden. He slept on a cot in a tiny room off 
the main room and had built a secret escape tunnel to the ad­
iacent Mekas' film editing room. From there he had cut a hole 
in the ceiling that led to the ground floor and gave access to 
the street, iust in case he needed to escape from inside to get 
away from the AG. 's men . The escape hole was designed 

only for his thin body to get through; no normal size police 
type could even squeeze himself through the escape hole. In 
addition , he had fortified the door to his room with an extra 
panel , in between the panel and the door he had installed 
rows of very sharp blades. The Fire Deportment forced him to 
cover the blades with the panel , "to protect innocent visitors 
from harm." A sign on the door warned visitors of the blades 
behind the panel To gain entrance in those days one had to 
know the secret knock and then announce oneself in a clear 
voice that was not a shout. 

I used to visit him a lot in 1975. I was President and Treasurer 
of the 491 Broadway co-op he had organized for us-the last 
co-op he did organize - and I needed a lot of help, which he 
was always willing to give. He showed me how to keep the 
books, how to organize all of the bills, how to pay the real 
estate taxes with a certified check so that the building would 
have an instant receipt to show the Mortgagee. He passed to 
me all of the summonses made out in his name for violations 
on the building and when I went to the court to straighten it out 
the woman clerk couldn 't believe George was walking around 
free , with so many warrants out for his arrest. He always 
stressed that we should learn to run the building ourselves, and 
gradually I became more confident and began to enjoy work 
for the co-op. We had some terrible arguments, but I could 
never remain angry with him for long ; he had a strong quick 
temper that would erupt and then everything would be calm 
as ii there had been no outburst. He said his quick temper 
came from toking cortisone injections every day for his asthma 
and the outbursts were the result of the cort isone in his system. 
I can to respect and trust his iudgement; he had an incredible 
purity and singularity of vision rarely encountered nowadays. 
Sometimes he reminded me of Don Quixote. He used to say 
that lawyers and artists were parasites and used to make iokes 
about them. He said he thought home-making was the great­
est art. He was always willing to help anyone who had a plan 
or a dream and was always encouraging people to make up 
Fluxus games and jokes. He had a dream of buying a big ship 
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and going around the world, everyone on the ship would be 
a useful expert-doctor, nurse, botanist, engineer, fisherman, 
mechanic, biologist, sailor, navigator, etc. he spent long hours 
making a tape anthology of this favorite music-Monteverdi , 
Schuetz, Machaud, Adam de la Halle, Couperin-he didn't 
like anything classical after the Baroque period , but he liked 
Bob Dylan He would sell the records he had taped for his 
selected anthology to friends at big discounts. He liked to cook 
Borsht, Mousaka, Beef Bourguignon. Whenever he came to 
visit he would bring a big bottle of semi-sweet German white 
wine. He knew all about the history of food and machines and 
he was working on a map of the world which would encapsu­
late the history of art and civilization. He grea lly admired the 
culture of Burgundy in the 14th century. Sometimes he spoke 
of going to Japan to study the art of archery 

On November 8, 1975 (his birthday) two men lured him to a 
vacanl loft on Mercer Street, under the pretense of being pro­
spective buyers, and beat him up wilh metal pipes They broke 
two ribs, collapsed a lung and damaged his left eye so that he 
lost !he sight. He said !hey were from !he eleclricians union. 
He owed !hem money far some poorly done work; they beat 
him up because he 1old them they would have to wait for the 
money It was a bad time. He was trying to raise $130,000 
lo meet the balloon mortgage on the co-op at 141 Wooster 
Street. The other shareholders were beginning to turn against 
him and threatened to sabotage the deal because they didn 't 
want George to remain a controlling factor in the co-op, then 
known as Good Deal Realty (a typical Mociunos corporate 
name), the balloon payment was met, though at great cost 
to George's health. Soon ofter that he found a 40-ocre farm 
in new Morboro, Moss, which hod been formerly owned by 
a family who bred race horses. There were many barns and 
outlying structures on the property and George persuaded his 
sister Nijole Valaitis, and his partner, Robert Watts, to put up 
money to purchase !he form. He slowly began moving his be­
longings (on enormous collection of odds and ends salvaged 
from empty lofts he hod renovated-boxes full of ribbon, man-

nequins' heads, artificial roses, etc. -all the things he hod col­
lected during his 15-yeor stay in Soho. The move to the form 
coincided with his withdrawal from the real estate business. 
"Too risky," he said, and he didn't wont to lose his other eye. 
Getting away from the city and the pressures of the AG.'s 
office and the Soho real estate business transformed him. He 
worked on the renovation of the form, spent more time making 
Fluxus objects, helped Jeon Brown, the biggest Fluxus collector, 
to organize a Fluxus archives in her home in Tyringham, Moss. 
By the second summer the farm was like a resort. Friends came 
and rented rooms and George dreamed of making the form 
into a school, patterned ofter the Block Mountain School. 

During the foll of 1976, Mociunos participated in a large 
show entit led New York-Downtown Manhattan : Soho, 
sponsored by the Akodemie der Kunste and the Berliner 
Festwochen, in Berlin , to commemorate the American Bicen­
tennial. He designed a Flux-Labyrinth and participated as a 
performer. The catalogue for the show is over 400 pages, 
with illustrations, biographies of the participating artists, and 
articles about Soho by Rene Block, Lawrence Alloway, Peter 
Fronk, Lucy Lipord, Douglas Davis, Stephen Reichert and Joan 
Lo Barbaro. 

In the summer of 1977 Mociunas organized a big Fluxus 
exhibition which was sponsored by the city of Seatlle. He 
came back very elated wilh anecdotes and jokes, bul he was 
very thin and complained of pains in his stomach He joked 
and said he was losing weight so he could fit into the an-
tique clothes he hod found in o trunk on !he form Throughout 
the foll he kept losing more weight and his doctor gave him 
morphine to kill the pain. He was planning to organize a Flux 
New Year's Caborel in which everyone would have to perform 
on erotic cabaret act or bring on erotic dish for on erotic Flux 
feast. His health kept deteriorot ing and he decided to enter 
!he hospital for tests right after Chrislmos. The tests revealed 
nothing , but exploratory surgery revealed a tumor in his pan­
creas, and the cancer had spread lo the liver But George kept 



making plans. He decided to get married and hove a Fluxus 
wedding combined with the erotic Flux cabaret. All the time 
he was actively investigating cures for cancer. His energy was 
phenomenal; he would come thundering into the city in his 
high boots and riding pants, wearing on orange leather coot 
and leather captain's cop and race around buying up toys , 
and odds and ends from Canal Street and Job Lot, the row 
materials for Fluxus objects. 

The wedding and cabaret were on February 25, 1978, at 
Jeon Depuys loft at 537 Broadway George kept a very tight 
control over the whole event. For the wedding both Billie 
Hutchins, the woman he married , and he wore bridal gowns. 
Geoff Hendricks prepared a special Fluxus ceremony and 
officiated as the priest. The bridesmaids, Jon Hendricks and 
Lorry Miller, were in drag and the best man, Allison Knowles , 
in toils. Jonas Mekos was dressed as a Franciscan monk and 
only spoke Lithuanian. There was a wonderful feeling at the 
wedding feast but poor George couldn't eat any of the food ; 
his digestive system hod become so frail that any intake of 
food resulted in tremendous pain. For the cabaret he and 
Billie performed a piece called "Block and White." While 
a recording of Monteverdi 's madrigal Zefiro Torno , a duet, 
ployed , George and Billie walked into the performance space 
dressed very elegantly; he in block toils , she in a wig, and a 
long white satin evening gown, with long white gloves. Very 
slowly, very carefully they performed on exchange of clothes. 
The piece hod on overwhelming dignity and was very beauti­
ful; classic. 

After the Flux wedding and cabaret George and Billie returned 
to the form Lorry Miller and Joe Jones went to help him as­
semble the Fluxus objects which he would give to those who 
hod contributed money towards his cure. His cancer had 
progressed. One of the doctors from Sloon-Kettering Institute 
told him there was no hope; his pain would get worse and he 
would grow weaker; he gave him two to four months to live 
He went to a clinic in Jamaica that specialized in nutrition and 

vitamin therapy; he kept getting weaker, bravely holding on. 
He died in a Boston hospital on Moy 9, 1978. 
He left no will; he hod removed his name from all property 
deeds because of the problems with the Attorney General, 
and a suit brought against him by the 141 Wooster Street co­
op. The form hod been sold Fluxus lives on. The lost concert, 
a retrospective of Fluxus works, at the Kitchen in Moy 1979, 
sold out and many younger artists ore interested in Fluxus now. 
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Flux Labyrinth 

The large Flux-Labyrinth constructed in 1976 at the Akodemie 
der Kunste in Berlin as port of the comprehensive exhibition 
and performance program New York-Downtown Manhat­
tan : Soho was a memorable grand-scale work that marked 
the particular organizational and collaborative genius of 
George Mociunos. Covering on area of approximately one 
hundred square meters, the Flux-Labyrinth was a life-sized envi­
ronment that provided those who entered on experience which 
Mociunos often referred to as "concret ism " and "functionalism." 
From September 5 to October 17 of that year, thousands of 
participants mode their way through the extensive maze of 
puzzling and obstacle-laden corridors. Based on ideas by 
numerous Fluxus artists, doors, walls and floors were altered 
to make passage very challenging. To cite a few examples -
opening one door caused a large inflated boll on a pendulum 
to strike the participant in the face. As it swung bock the other 
way the individual was able to proceed down the corridor 
Another door opened only by ploying a specific key on the 
piano connected to it. There was a slippery floor covered with 
marbles, and a sticky floor covered with tacky adhesive paper 

The Flux-Labyrinth hos special significance in its scale, corre­
sponding as a series of large cubicles, to the small scale Flux­
us boxes that invited close-up physical participation by hand 
and head and , often further assembled into briefcases contain­
ing a panoply of different artists' submissions. The architectural 
"Flux-Box" enabled the human body to fully enter into the 
puzzling and ploying . Port fun house and port game arcade, 
the labyrinth fit within Mociunos' brooder idea of Fluxus-Art­
Amusement. Mociunos spent months planning and adjusting 
the concepts of the contributing artists. We met several times 
in New York to discuss possibilities, and Mociunos sent me to 
Berlin in order to locate materials and begin the fabrication 
two weeks in advance of his arrival In all, construction took 
about one month. 

The label written by Maciunas and posted at the entrance 
to the Flux-Labyrinth read: "Real ized by George Maciunas 

and Lorry Miller With contributions by Ay-0, George Brecht, 
Joe Jones, Yoshimasa Wada , Bob Watts and ... (assisted by 
museum personnel.)" It is important to note that the work was 
a cooperative concept and was intended to include sections 
by artists such as Ben Vautier, Geoffrey Hendricks and others. 
These could not be realized for various reasons at the time, 
nor those of Brecht and Watts. Nam June Paik 's piano-activat­
ed section went un-credited on the outside label, although it 
was labeled inside. 

Diagrams, sketches and correspondence in several publica­
tions by the Gilbert and Lila Silverman Fluxus Collection 
document the realization of the labyrinth that Maciunas and I 
finally constructed. We built the labyrinth over several weeks, 
especially with the help of Yoshimasa Wada and Joe Jones 
A selection of my photos here documents moments during the 
construction and opening of the event. 

The Berlin version was dismantled , but for the Walker Art 
Center 's exhibition In the Spirit of Fluxus in Minneapolis 
in 1993, I was asked to reconstruct the Flux-Labyrinth. The 
updated construction included the addition of elements from 
artists such as Geoffrey Hendricks and Alison Knowles, which 
were not realized in 1976 In 2003 Midori Yoshimoto orches­
trated yet another incarnation of the labyrinth at Al Art Interac­
tive in Cambridge, Massachusetts as port of the show Do-It 
Yourself Fluxus . For this version, I drew up a pion for on 
abbreviated "mini-labyrinth" that replicated nearly one fourth 
of the 1976 installation. 

Lorry Miller , 2007 
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George Maciunas 

Mociunos put together Flux-Labyrinth for the exhibition New 
York-Downtown Manhattan Soho held at the Berlin Akod­
emie der Kunst from 5 September-17 October, 1976. The 
work was on extensive maze of corridors with altered doors, 
walls and floors that mode passage very challenging Open­
ing one door caused a beach boll on a pendulum to strike the 
participant in the face As it swung bock the other way the 
individual was able proceed down the corridor. Another door 
opened only by ploying the piano connected to it. There was 
a slippery floor, and a sticky floor covered with fly catching 
paper. Port fun house and port game arcade, the labyrinth fit 
within Mociunos' brooder idea of Fluxus-Art-Amusement. 

1 + .._. : J I ( 

Two door handles present the first puzzle at the entrance 
to the Flux-Labyrinth. 

Photo Lorry Miller ©1976/2007 
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Larry Miller 
Labyrinth Do01 

Flux-Labyrinth. Akodemie der Kunste , Berlin 1976 
The rotating door to Miller 's dork, multi-layered passageway 
On the left is the rolling metal drum of JoeJones's section in­
side which part icipants walked forward to roll the drum along 
on metal roils. 

Photo Lorry Miller ©1976/2007 
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Ay-0 
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Passing slowly through the rubbery soft latex net obstructing 
the passageway and the entry lined with wallpaper brushes 
conceived according to ideas by Ay-0. 

Photo Lorry Miller ©1976/2007 
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George Maciunas 
Flux-Labyrinth . Akaclemre der Kunsle, Berlin 1976 

Navigating the challenges in the George Maciunas section 
which included a foam stairway, a tottering bridge, a springy 
rubber bridge, a precise path for foot-placement across an 
area of water, a staircase of open bins filled with tactile mate­
rials, a "rolling" floor area covered with marbles and a length 
of "sticky" flooring 

Photo: Larry Miller ©1976/ 2007 
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George Maciunas 
Flux Lc1t)y11nrh AkodArn e CA' KL1' <IP BPrl i1 1 I 9/6 

George Mociunos working on the mechanism in the 
collaborative Mociunos-Miller section in which a large 
inflated boll fell quickly but harmlessly into the face of a 
startl ed participant, triggered by the door being opened 

Photo Lorry Miller ©1976/2007 
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George Maciunas 
Preporolions regard ing Flux-Lobyrinlh and hereto Fluxorum 
Akodemre der Kunsle, Berlin 1976 

George Mociunos, with Robert Watts and Shigeko Kubota, 
surveys his col lection of animal feces gathered from Berlin's 
zoo for use both in the Flux-Labyrinth (elephant dung) and for 
his own Fluxus edition, Excreta Fluxorum . 

Photo Lorry Miller© 1976/2007 
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Program 1 
Early Avonr-Guarde Fi IT'S 

Ballet Meconique ( 19241 Fer11011d Leger 12 min. Silent. B&W 
Considered one of experimental cinema's masterpieces, Ballet 
Mechanique is the only film that artist Fernond Leger mode 
d irectly Dudley Murphy also directed and artist Mon Roy 
directed cinematography. The film 's focus on the mechanical 
world reveals modern artists' fascination, and disillusionment 
with science and technology. In the "ballet," mechanical in­
struments including player pianos, airplane propellers, electric 
bells , wire whisks and funnels, copper pots, and lids assume 
the place of dancers Presented in a series of movements and 
repetitions , these multiple images eloquently express the struc­
ture and repetition of daily life, one of modernism's distinctive 
conditions. 

Anaemic Cinema ( 1926) Marcel Duchamp. 7 min. 
Silent. B&W 
Anaemic Cinema is o characteristically Dodo film by Marcel 
Duchamp with the assistance of artist Mon Ray. The viewer is 
presented with alternating shots of Duchamp's Disk Bearing 
Spirals , spiral patterns intended to produce o three-dimension­
al quality, and texts posted letter by letter, of punning phrases 
by Duchamp's pseudonym, Rrose Selovy The phrases are 
nonsensical, arranged in spiral patterns, and read from outside 
inwards. This reading suggests o sense of eroticism, which 
is reinforced with the backward forward direction of pattern 
movement. Duchamp employed o series of optical experiments 
to create on engaging , near hypnotic effect. 

Un (I «·1 Anr1 1 ( • C129) Luis Bur-1 · 11 11 ~1le11I. Bf,W 

Directed by Lu is Bunuel , in collaboration with Salvador Dali 
on writing , Un Chien Andalou is one of the most well-known 
surrealist films in the history of avant-garde cinema Over a 
period of six days, Bunuel and Dali wrote the film's content in 
a stream of automatic writing , a basis for surrealist theory and 
practice. There is no clear storyline and the film's sequence is 
chronologically incoherent. Instead, a series of irrational, at 
times shocking images are shown , comparable to a sequence 
of dreams. Unforgettable images include o woman's eye being 

slit open with a razor, ants emerging from a hole in the palm 
of a man's hand, and a woman's armpit hair a ttach ing itself to 
a man's face. Pierre Batcheff, Simone Mareuil, Jamim Mi­
ravilles , Luis Bunuel, and Salvador Dali appear in the film 

Ghosrs Before Breakfast ( 1927 28), Hans Richte1. 7 min. 
Srlen· B&W 
German born artist and filmmaker Hans Richter believed it 
was the responsibility of the artist to reveal truth and beauty 
through art. His riveting film, Ghosts Before Breakfast , 
reveals this philosophy. Considered one of the first surrealist 
films ever created, the work also expresses Richter's earl ier 
interests in Dada The film presents a series of illogical images 
- a man's bowtie magically moves and unties itself, men's 
beards grow and then disappear, bowler hats fly around in 
the air, and men vanish behind a pole. Richter explains, "Ob­
jects are also people and [they] follow their own laws" - "the 
rhythm of the clock." The film premiered at the International 
Music Festival, Baden-Baden. Darius Milhaud, Jean Oser, 
Walter Gronostay, Wern Graeff, Paul Hindemath, and Richter 
make appearances. 

Publication excerpt Circulating Film library Catalog, 
New York The Museum of Modern Art, 1984, p 166 

Program 2 
F ri , 11 fl 

Tl fv'I s'il 3L. Y 11 f F 1x11 (I /9.1) 
• 1· '/' • ' (\. '' I 

Lars Movin presents an unconvent ional video portrait of the 
internationa l Fluxus movement of the l 960's. Fluxus aimed to 
overturn past art trad it ions through collaborations in al l med ia 
includ ing performance, the visual arts , music, and literature . 
Footage w as largely shot 30 years later in Venice in 1990 
w hen many original Fluxus art ists met for an exhibition related 
to the Biennale . Presented are interview s with Fluxus' core 
members, documentati on of key w orks, and footage of p io-



neering performances and fi lm works from the post 30 years. 

With : Eric Andersen , Philip Corner, Henry Flynt, Ken Friedman, 
Jon Hendricks, Dick Higgins, Alison Knowles, Jackson Moc 
Low, Jonas Mekos, Yoko Ono, Nam June Paik, Ben Potterson , 
Wilem De Ridder, Ben Vautier, Emmet Williams, Lo Monte 
Young. Appearances by Ay-0, Joseph Beuys, John Cage, 
Geoffrey Hendricks, George Mociunos, Lorry Miller, Charlotte 
Moorman , A.O. 

Some Fluxus ( l 99 l) Lorry Miller, 59 min B&W with Coln1 
Some Fluxus is a revealing documentary examining the wide­
ronging and dynamic activi ti es of Fluxus. Miller culled from 
his vast collection of archival footage Fluxus' most important 
works. Selected pieces from Miller 's interview with George 
Mociunos ore presented through ou t the fi lm, providing insight 
to the movements founding member and the influences such as 
John Cage and Marcel Duchamp that led to Fluxus' concep­
tion. Featured ore performances by Ay-0, Eric Anderson , 
George Brecht, Philip Corner, Jeon Dupuy, Ken Friedman, Al 
Hansen, Geoffrey Hendricks, Dick Higgins, Joe Jones, Milon 
Knizok, Alison Knowles, Lorry Miller, Takako Soito, Mieko 
Shiomi , Yosunoo Tone, Yoshi Wada, Ben Vouteir, and Robert 
Watts. 

Zefiro Torno ( l 992) Jonas Mekos 24 min. B&V\i with Color 
The film presents images from the life of George Mociunos Jo­
nas Mekos documents special moments of his good friend and 
collaborator including Mociunos in 1952 at his parents' house 
with his father, mother and sister Nijole, fragments of Fluxus 
performances, picnics w it h friends (Almus, Warhol , Lennon , 
Yoko Ono, etc), Maciunos' wedding and footage shot of him 
in Boston Hospital three days before his death. The soundtrack 
includes Monteverdi , and Mekas reading from his diaries writ­
ten during the last ten months of Maciunos' life. 

4. George Mac1urios With Two Eyes l 972 
George Mac1u11os With One Eye l 976 ( 1994) 
Sh1geko Kubota 7 min B&V\i 
For this film , Fluxus artist Shigeko Kubota creates on intimate 
portrait of friend and collaborator George Mociunos. She 
records Mociunos touring New York's SoHo neighborhood , 
which he helped make into the legendary artists ' district. 
Mociunos and Fluxus artists and friends including Nam June 
Paik, Barbaro and Peter Moore, and Yoshi Wada discuss a 
SoHo building in his or her own language. The film 's second 
port features Fluxus artist Ben Voutier 's opening at the Guggen­
heim Museum in New York in 1976. 

Program 3 
Flux Film Anthology (1962 l 970) George Moc1unos l 2C rr n 

George Maciunos' ambitious compilation , Fluxfilm Anthol­
ogy, consists of 37 short films that range in length from ten 
seconds to ten minutes . This comprehensive work encapsulates 
the movement 's collective interests, dynamic tendencies, and 
humorous character. The films were shown as port of perform­
ance events and happenings carried out by members of New 
York City's avant-garde during the l 960's. 

Fluxfilm Ant hologv 20 m n. Ant hologv Film Archives versior 
This is the most complete version of the Fluxfilm Anthol ­
ogy. It took several months of research and detective work to 
locate some of the films. Four films, however, ore still missing: 
Fluxfilm No. 32: Intermission , Milon Knizok; Fluxfilm No. 
34: Rainbow Movie, Ay-0; and Fluxfilm No. 35 : Moon 
Landing , Geoffrey Hendricks. 

F ux1 Irr No 1 
Zen For Film ( 1964), Nam June Paik. 20 min. Entry by 
Mociunos: "Clear film , accumulating in time dust and scratch­
es." 
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F uxfilrr N 2 
Invocation of Canyons and Boulders ( 1966), Dick Higgins. 
3 min. version. Entry by Mociunos: "Mouth , eating motions ." 

Fluxfilm No 3 

End After 9 ( 1966), George Maciunas. 1 20 min. Silent. 
B&W. Entry by Maciunas "Word & number gag, no camera. " 

r 1xfi m No 4 
Disappearing Music For Face ( 1966), Chieko Shiomi. l 0 
min. Silent. B&W. Entry by Mociunos: "Transition from smile to 
no-smile, shot at 2000fr/sec. Camero: Peter Moore." Camero 
shows only a CU of I he mouth area. 

Fluxlilm No 5 
Blink ( 1966), John Cavanaugh. 2 30 min. Silent. B&W Entry 
by Maciunos: "Flicker: White and black alternating frames. " 

Fluxlilm No 6 
9 Minutes ( 1966), James Riddle. 9 min. Silent. B&W. Entry by 
Mociunos: "Time counter, in seconds and minutes." 

Fluxfilm Nu --, 
10 Feet ( 1966), George Mociunas. 12-2/ 3 sec. Silent. B&W. 
Entry by Maciunos: "Prestype on clear film measuring tape, 
lOft. length. No camera." At the end of every foot of film 
numbers appear, l , 2, etc to l 0 

F xfrlm No 8 
1000 Frames (c. 1966), George Maciunos. 41-2 / 3 sec. 
Silent. B&W. Numerals on clear film from l to l 000 

rlL ,f11m No. 9 
Eyeblink ( 1966), Yoko Ono. l min. Silent. B&W. Camero Pe­
ter Moore. Entry by Mociunos: "High speed camera , 200fr. / 
sec. view of one eyeblink. " 

F xf1 rr N• l 0 
ENTRANCE to EXIT ( l 966), George Brecht. 6: 30 min. Sound 
B&W. Entry by Mociunos: "A smooth linear transition from 
white , through greys to block, produced in developing tonk. 
The "door sign" ENTRANCE fades in , white letters on the block 
background , stays for a few seconds, then slowly fades into 
white. Five-minute fade in to black and the title EXIT, which 
stays for o few seconds then fades into white. 

Fluxf1 rr No 1 l 
Trace #22 , Robert Watts. l: 15 min Silent. B&W. En try by 
Maciunas: "X-ray sequence of mouth and throat; eating, sali­
vating , speaking. " 

Fluxfrlm No 12. 
Trace No. 23 ( 1966), Robert Watts. 3 min. Entry by Jon 
Hendricks "Begins with a shot of a demarcation li ne on an 
asphalt tennis court. A hand points to the distant landscape, 
then numbers 408 and 409 appear on o female torso. The fe­
male then passes different decorated plastic hot dogs, banana 
shapes suggestively between her legs, th rough her arm pits, 
etc. Ends with an egg floating on wa ter." 

F 'Xrt rr N l 3 
Trace No. 24 ( 1966), Robert Watts. 3 min. Silent. B&W Entry 
by Jon Hendricks: "Begins with a picture of Marilyn Monroe, 
then shifts to a female body, shot from belly button down , 
which is wriggling under piles of cellophane ." 

Fluxfilm No 14. 
One ( 1966), Yoko Ono. 4 30 min. Silent. B&W. Camera: 
Peter Moore. Entry by Maciunas: High speed camera 2000fr/ 
sec. match striking fire. " 

Fluxfil11 N, 15 
Eye Blink ( 1966), Yoko Ono. l min. Camera Peter Moore. 
Same as No.9, probably. 



Fluxfilm No. 16 
Four, Yoko Ono. 5:30 min. Silent. B&W. With Susanna 
Campbell, Philip Corner, Anthony Cox, Bici Hendricks, Geof­
frey Hendricks, Kyoko Ono, Yoko Ono, Ben Patterson , Jeff 
Perkins, Susan Polang , Jerry Sabio, Carolee Schneemonn, 
Jomes Tenney, Pieter Vonderbiek, Verne Williams . Camero: 
Jeff Perkins, Anthony Cox. Entry by Mociunos: "Sequences of 
buttock movement as various performers walked. Filmed at 
constant distance." 

Fluxfilm No. 17: 
5 O 'Clock in the Morning ( 1966), Pieter Vonderbiek. 4 30 
min. Silent. B&W. Camero: Peter Moore. A handful of rocks 
and chestnuts falling , filmed with high speed camera. 

Fluxfilm No 18· 
Smoking ( 1966), Joe Jones 6 min. Silent. B&W Camera Peter 
Moore. Entry by Mociunas: "Sequence of c igarette smoke shot 
with high speed camera , 2000fr/ sec." 

Fluxfilm No. 19 
Opus 74, version 2 (1966), Eric Andersen. l :20 min. Silent. 
Color. Entry by Mociunos: "Single frame exposures, color. Dif­
ferent image each frame, various items in the room, etc. " 

Fluxfilm No. 20 
ARTYPE (1966), George Mociunos. 4:20 min. Silent. B&W. 
Entry by Mociunos: Artype pat terns, intended for loops." 
Bendoy dot patterns. Dots, lines. Entry by Maciunas: "screens , 
wavy lines, parallel li nes, etc. on clear film No camera. " 

Fluxlilrn No. 21 
Untitled ( 1966), Alyson Knowles. Baby footage. 30 sec. 

Fluxlilm No 22 
Shout ( 1966), Jeff Perkins. 2:30 min. Camero: Yoko Ono. 
Starring Jeff Perkins and Anthony Cox. Close-ups of two faces , 

shouting at each other. 

Fluxfilm No 23· 
Sun in Your Head ( 1963), Wolf Vostell. 6 min. Silent. B&W. 
Camero Edo Jansen. Entry by John Hendricks "Single Frame 
sequences of TV or film images, with periodic distortions of 
the image. The images ore oiploces, women men interspersed 
with pictures of texts like: 'silence, genius at work' and ' ich 
liebe dich.' The end credit is 'Television decollage, Cologne, 
1963"' 

Fluxfilm No. 24: 
Readymade ( 1966), Albert Fine. 45 sec. Silent. Color. Entry 
by Mociunos: "Color test strip from developing tonk. " 

Fluxlilrn No 25. 
The Evil Faerie ( 1966), George Londow. 30 sec. Silent. 
B&W. With Steven M . Zinc. A man on the roof making flying 
gestures with his hands. Film is preceded by a picture of on 
object of "L" shape shakingly moving. At the end of the film , 
image of "Kodak girl " briefly appears . 

Fluxfilrn No. 26 28 
Four films by Paul Sharits: Sears Catalogue 1-3 - "poges 
from Sears catalogue, single frame exp."; Dots l & 3 - "single 
frame exposures of dot-screens"; Wrist Trick - "vorious gestures 
of hand held rozorblode, single frame exposures"; Unrolling 
Event -"toilet paper event, single frame exposures." 2 min . 
Silent. B&W. 

I luxlil111 No. ?9. 
Word Movie ( 1966), Poul Sharits. 4 min . Color. Entry by 
Mociunas: "Single frame exposures of words, color." 

Fluxlilm ND 30· 
Dance ( 1966), Albert Fine. 2 min. Face Smiling. Hammering 
a brick. CU of on ear (moving?). Face twitching. Dancing on 
one leg. Rolls , twitches on the floor. Boxes the wall. 
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Police Car ( 1966), John Cole. l min. Silent. Color. Entry by 
Mociunos: "Underexposed sequence of blinking lights on a 
police car. " 

. i.- ,.....- ' .(I 

Fluxfilm No. 36 ( 1970), Peter Kennedy and Mike Parr. 2 30 
min. Sound. B&W. Entry by Mociunos Ti ps of feet walking at 
the edge of frame," all around the frame. 

Fluxfilm No. 37 ( 1970), Peter Kennedy and Mike Parr 2 min. 
Sound. Entry by Mociunos "Face going out of focus by layer­
ing sheets of plastic between camera and subject. " 

' . I ,, r" 
Jene vois rien Je n'entends rien Jene dis rien ( 1966), 
Ben Vautier. C 5. min. 8 mm. Ben stands with ears, eyes, 
mouth bandaged. Entry by Maciunos: "Seeing, Hearing, Say­
ing Nothing." 

La traverse du port de Nice 6 la nage ( 1963), Ben Vautier. 
C 2 minn. 8 min. Ben swims across a boy in Nice. Entry by 
Mociunas: "swimming across Nice harbour fu lly clothed " 

~ . '. 

Fa ir un effort ( 1969), Ben Vautier. C 2 min. 8 mm. Entry by 
Maciunas: "Lifting and holding up a chest of drawers." 

Regardez moi cela suffit ( 1962), Ben Vautier. c. 3 min. 8 
mm. Entry by Mociunos: "sitting on a promenade in Nice with 
a sign Watch me, that's all." 



Special Film 
Presented on 16mm 
Arnulf Rainer ( 1960) Peter Kubeika 6 min B&W 

Arnulf Rainer represents what avant-garde filmmaker Peter 
Kubeika described as "metrical film. " The film began as o com­
mission by friend and Viennese pointer Arnulf Rainer to make 
o color film documenting him ot work. Integrating experimen­
tal techniques with the footage of Rainer, Kubeika ultimately 
abandoned the film 's traditional concept for pure abstraction. 
Guided by on interest in graphic traditions of the 1920s, 
Kubeika reduces the fi lm's content to just single alternating 
block and white frames , w hich produce o flickering effect, 
comparable to the flicker of o motion-picture projector. Solid 
block and white frames ore presented in continuous sequences 
as long as 24 seconds to as short as o single frame, continu­
ally eliciting on immediate response from the viewer. 
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