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Alors que 2012 marque le cinquantieme anniversaire de l'acte fondateur du groupe 

Fluxus, divers evenements se tiennent en Europe et en France, avec notamment 
!'exposition proposee auJourd'hui par le Musee d'Art Moderne de Saint-Etienne Metropole. 
Ce Musee, riche de plus de 19 000 ceuvres, affiche une politique ambitieuse d'expositions, 
monographiques ou thematiques, et parfois historiques - !'exposition consacree au 
Groupe Zero en 2006 ava1t deJa beneficie de !'attribution du label d'1nteret national. 
Fluxus est l'un de ces mouvements des annees 1960, proteiforme et disperse, dans un air 

du temps qui nous rappelle !'affirmation d'une liberte sans contrainte, de la puissance 
ludique de l'art qui se retrouve intrinsequement lie a la vie. Evoquer le mouvement dans 
toute sa richesse constituait un veritable defi qu'a su relever le Musee d'Art Moderne de 
Saint-Etienne Metropole, melant films, diffusion sonore, archives, obJets et installations 
spectaculaires Mener un projet d'une tel le ampleur ne put se faire sans la mise en reseau 

d'autres institutions museales qui consentirent, sous formes de prets d'oeuvres, a 
participer activement a la mise en place de la« nebuleuse », completant ainsi 
judicieusement les donations Vicky Remy et Francois et Ninon Robelin , riches en ceuvres 
de Filliou, Brecht et Ben, conservees au Musee. 
Enfin le Musee d'Art Moderne reaffirme ses ambitions internationales en accueillant deux 
fonds exceptionnels, l'un consacre a la collection de Gino di Maggio avec un ensemble 

significatif de pieces de Wolf Vostell, le second devoilant une quinzaine d'oeuvres du 

maitre et pionnier de l'art video Nam June Paik grace a la collection Zaru 
Cette exposition se veut un des marqueurs de la celebration internationale du 
cinquantenaire de Fluxus, grace notamment au parti-pris de la « nebuleuse », qui tout en 
documentant le mouvement de facon pedagogique, preserve l'aspect «tout azimut » si 
caracteristique de ce groupement a geometrie variable et sans veritable mot d'ordre, si ce 
n'est celui de faire rentrer l'art dans la vie et la vie dans l'art 

Aurelie Fil!ppetti 
Ministre de la Culture et de la Communication 



With 2012 marking the fiftieth anniversary of the founding performance of the Fluxus group, 
various events are being held in Europe, and in France, with, in particular, the exhibition 

proposed today by the Saint-Etienne Metropole Museum of Modern Art 

The museum has a rich collection of more than 19,000 works, and pursues an ambitious 

policy of exhibitions; monographic and thematic, and sometimes historic - the exhibition 

dedicated to the Group Zero in 2006 was attributed the label "exhibition of national interest". 
Fluxus is one of those protean and dispersed movements of the 1960s, times that recall the 
assertion of unbridled freedom. and the playful power of art. intrinsically linked to life. The 

Saint-Etienne Metropole Museum of Modern Art has risen to the exacting challenge of 

evoking the movement in all its splendor. with a mixture of films, sound broadcasts, archives, 

objects and spectacular installations. Presenting a project of such importance would not have 

been possible without the support of a network of other museums and institutions, who 
agreed to loan works, thereby actively participating in the setting up of the "nebulous." and 

judiciously completing the Museum's collection of the donations of Vicky Remy and Fran<;:ois 

and Ninon Robelin, rich in works by F1lliou, Brecht and Ben. 

Finally, the Museum of Modern Art reaffirms its international ambitions by hosting two 

exceptional collections, one devoted to that of Gino di Maggio, with a significant number of 

works by Wolf Vostell, and the second unveiling some fifteen works of the master and pioneer 
of video art. Nam June Paik. belonging to the Zaru collection. 
This exhibition aims to constitute a benchmark for the international celebration of the fiftieth 

anniversary of Fluxus. thanks in particular to the bias of the "nebulous," which, while 

documenting the movement in a pedagogical manner, preserves the "anything goes" aspect, 

so characteristic of this grouping of variable geometry, without any real guiding line other 

than that of introducing art into life, and life into art. 

Aurelie Fi!ippetti 
Minister of Culture and Communication 



Avec Fluxus, s'appropier /'art 

La volonte de rapprocher les oeuvres d'art moderne ou contemporain, comme les 
autres dimensions des arts, de toutes les categories de citoyens, y compris de ceux 
qui ne se sentent pas familiers des musees ou des salles de concert, est l'un des piliers 
de la politique cu lturelle de Saint-Etienne Metropole. Je suis done toujours satisfait de 

voir se mettre en place des manifestations qui signifient que l'art est pour taus, que 

les musees sont pour tous, que les ressources culturelles sont pour taus. 
Cette visee est particulierement presente dans !'exposition Fluxus, du fait des 
orientations de ceux qui ont fait naitre et vivre ce courant dans les annees 1960, a 
commencer par George Maciunas, !'a rti ste lituanien qui en a ete le fondateu r le plus 
connu. Contester les rapports habituels entre l'art et les citoyens, desacraliser l'art et 

l'oeuvre d'art, les demystifier etait l'une de leurs intentions principales Pour eux, qui 

etaient aUSSi bien des dessinateurs, des peintres, que des realisateurs Video OU des 
musiciens ... chacun d'entre nous peut etre creatif et createur, chacun est meme 
potentie llement une oeuvre d'art. Une exposition d'oeuvres des tenants du courant 
Fluxus. qui sont souvent au croisement de plusieurs formes d'art, peut done derouter 
une partie de ses visiteurs : mais elle leur adresse une invitation a faire JOuer, face aux 

elements composant !'exposition, leur propre creativite, leur imagination artistique 

plus ou moins profondement enfouie. 
Le courant Fluxus a ete davantage reperable dans les annees 1960 et 1970 ; mais ii 
n'est pas tari un certain nombre d'artistes actuels continuent a s'en reclamer. Visiter 
cette exposition est done aussi une facon de connaitre une part ie des mouvements 
qui traversent et portent aujourd'hui l'art contemporain. 

N'hesitez done pas a aller a la rencontre des artistes de Fluxus ! 

Maurice Vincent 
President de Saint-Etienne Metropole 

Senateur-Maire de Saint-Etienne 



Appropriate Art with Fluxus 

One of the pillars of the cultural policy of Saint-Etienne Metropole is to bring works of 
modern or contemporary art , and other art dimensions, closer to all categories of 
citizens, including those who are not familiar with museums or concert halls. I am 
therefore always satisfied to see presentations of art which signify that art is for 
everyone, that museums are for everybody, and that cultural resources are for all. 
This aim is particularly present with the Fluxus exhibition, given the orientations of 
those who gave birth and life to the movement in the 1960s, beginning with George 
Maciunas, the Lithuanian artist, the best known of the founders. Among their principal 
intentions was the desire to challenge the usual rapport between art and the public, 
to do away with the sacred aura of art and works of art, to demystify them . 
For these artists. painters but also video producers or musicians ... each one of us can 
be creative and a creator, each one of us is even potentially a work of art. Therefore, 
for a number of visitors, an exhibition of works by adherents of the Fluxus movement, 
who were often at the crossroads of several forms of art , can be very disconcerting: 
but it sends out an invitation for them to use the different components of the 
exhibition to express their own creativity, and their previously suppressed artistic 
imagination 
The Fluxus movement was more present in the 1960s and 1970s, but has not 
completely faded away; a certain number of contemporary artists stil l claim adhesion. 
Visiting this exhibition is also therefore a way of getting to know some of the 
movements which cut across and convey contemporary art today. 
Don't hesitate to come and meet the Fluxus artists 1 

Maurice Vincent 

President of Saint-E tienne Metropole 
Senator-Mayor of Saint-Etienne 



FLUXUS <ITS HISTORICAL OEVELOPMENT AND RELATIONSHIP TO AVANT-GARDE MOVEMENTS> 

Today It Is fuhlonable lmOng the av.,t-garde ond the p,.tendlng avant-garde to broaden and obscure 
the definition of fine arts to some omblguous rulm thll Includes practically everything. Such broad­
mindedness although very convenient In shOltcuttlng all analytlcol tho119ht, has nevertheless the 
disadvantage of also aholtcuttlng the semantics and thus communlcalon thro119h words. Elimlnalon of 
borders makes art nonexistent as an fftlty, since It Is an opposite or the existence of 1 non·a.t. thlll 
defines llt 11 an entity, 
Since fluxus .ctlvllles occur ill the border or even beyond the border of m, It 11 of utmolt lmportlnCe 
lo the comprehension of fluxus and Its development , th• this bonlerllne be ralonaly defined. 

Diagram no.l attempts at such a definition by the process of ellmlnat.lng categories not believed lo be 
within the realm of fine 11t1 by people 1ctlve In these categories. 

0£FINITION OF ART OERIYEO FROM SEMANTICS AND APPLICABLE TC ALL PAST ANO PRESENT EXAMPLES. 

(dtflnlllon follows t.he proce11 of e(lmlnlllon, from bro.S calt90rlu to nlmrW c•et0'Y) 

INC LU OE ELIMINATE 

l . ARTIFICIAL: 111 hwnan crHtlon """"' nat1#'1I events, objects, 
sub Of un-consc ious run ... acts, (drearas.sffftl,deah> 

2. NONFUNCTIONAL : non essential to swvlnl production of food, houslno. utlllllH, transpol\atlon, 
LEISURE malntalnonce of hoallh, ste"lly. 

non essentl1l to material pr09re11 science W tKhnolo9y , crafts . 
tanws , Jokes, sports, fine arts.• education, doc1.111tnlltlOt1, communication ( IMtuatt) 

3. CULTURAL 111 with pretence lo sltnlflunce, games, Jokes. gags , sports , 
profundity, Mrloutness, 9re1tness, 
lnsplr&lon, elev•lon of mind, 
lnstll\Alon1I value, excluslveMss. 
FINE ARTS** only. 
literary , plastlc, muslnl, ldnetlc . 

* Put history shows that tht Jess people h.ve leisure, the less their conctm f0t all these leisure actfvlt111. 
Nott the Ktlvltlts In games, sports and fine arts among arlstocrlls versus cNI 111fners. 

** 'oicllonuy deftnlllon of fhw arts: " art which Is concerned wlth tht creJtlon of objects of lm1glftallon 
and lute for their own sake and without relll lon to tht utlllly of the object -produced."' 

S ince the historical development of fluxus and ,.1aed movOlllOltls are not linear as a chronological 
commenury would be, but raher plonometric1I, a dlagrom would describe the development and 
relationships m.,. efficiently. 

Diagrom no. 2 <relalonshlps of various post-1959 avant-garde mov-t•l 
Influences upon various movtme111s Is lndlcaed by the source of Influence and the strength of Influence 
(varying thicknesses of connecting llnksl. 
Within fluxus group thlle are 4 cat09orles Indicated: 
l l Individuals active In slmll:ar activities prl0t to form&lon of fluxu1 collective, then becoming active 

within fluxus ond still active up lo the present day, (only Ge- Brecht and Bon Vautier 1111 this 
category); 

2l lndlvlduals IC!lve since the formation of fluxus ond still active within fluxus; 
3l lndlvlduals active Independently of fhll<us since the formation' of fluxus, but presently within fluxus; 
4l lndlvlduals active within fluxus since the formalon of fluxus but having since then detached themselves 

on following motlvalons: 
al antlcollectlve attitude, excessive Individualism, desire for personal gl0ty, prim& dona complex 

<Mac Low; Sclvnlt, Wiiiiams, Nom Juno P1lk, Dick Hi90ins,Kosugl), 
b) opportunism, joining rival groups offering greaer publicity (Palk, Kosugl, 
cl competitive atlludo, forming rlval ope<alons (Hl119ln1, Knowles, Paikl. 

These cllegorles.,. Indicated by lines leading In or out of e1ch name. Lines leading llW&y fTom tho fluxus 
column lndlcae the -oxl,..e dae such Individuals detached themselves from fluxus. 
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Artistes Fluxus, amis Fluxus, vie Fluxus 
Nam June Paik, Wolf Vostell, Antonina Zaru, 
Gino di Maggio 

Lorand Hegyi 

« La beaute de Fluxus, c'est que nous voulions faire de l'art sans categories. n·est-ce pas ? Nous 

ne vou lions pas abolir la qualite, nous voulons abolir les categories. Et nous voulons montrer, c'est 

du mains mon interpretation personnelle, que ce qui est petit est beau. Petit, vous voyez ? La 

retrospective pompeuse est done anti-Fluxus. Et de nombreuses performances Fluxus montrent 

bien que le banal est beau. » 

1. « ... elever cette nature au rang de l'art » 

Nam June Paik et Antonina Zaru 

Nam June Paik, 7983 

Apres la presentation a Cologne de l'Etude pour Prano Forte en octobre 1960, c'est -a-dire 
avant l'assemblee fondatrice de Fluxus a New York, et avant l'ouverture de la celebre AG 
Galerie sur Madison Avenue, Nam June Paik parle dans une interview de !'influence du 
bouddhisme zen sur sa reflexion musicale. 

« Et maitre zen alors ? Pratiquer le bouddhisme zen, essayer de creer un art qui ne soit pas beau 

mais qui soit un style de vie. Vous me suivez? Un maitre zen s'exerce. et en s'exen;:ant, ii s'adonne 

a la contemplation. Du matin au soir, de sorte qu'il peut toujours s'impregner d'une certaine purete 

et d 'une harmonie ou d'une catharsis. Vous comprenez ? Et si j'avais ne serait-ce qu'une fois une 

tel le pratique de la vie ancree en moi. 1e n'aura1s peut-etre pas besoin de composer. [ .. J J'ai 

toujours dit a John Cage que lorsqu'on ne fait aucune difference entre l'art et la nature, ii est inutile 

de composer. II suffit de maitriser une certaine pratique qu i nous permette d'elever cette nature 

au rang de l'art. ,; 

Nam June Paik souligne !'importance de la pratique permanente de la vie. qui nous permet 
d 'elever la nature en tant que telle au rang d'art. Lorsqu 'i l dit qu 'i l ne cherche pas a creer 
un « art beau » mais un style de vie. ii parle de la totalite de la vie, de l'unite indissociable 

13 



des experiences et des perceptions humaines. L'unite de la vie et de l'art ainsi que la 
suppression des frontieres entre les domaines artistiques et non artistiques ont toujours 
ete au centre des mouvements et ecoles de !'avant -garde, du symbol isme tardif au futu­
risme, et du constructivisme au dada1sme. Dans cette lutte pour une nouvelle unite et pour 
une nouvelle totalite des energies creatives, l'art a souvent ete montre du doigt, impliquant 
une denonciation des formes primaires de l'a rt qui s'est souvent transforme en une denon­
ciation generale, en une delegitimation critique, en une abolition radicale de l'art. 
Plus tard, l'ami et collegue artiste de Nam June Paik, George Maciunas, a formule une 
theorie allan t partiellement dans le meme sens, a l'interieur de la logique et de la rhetorique 
de !'unite de la vie et de l'art, bien que, du fait de ses opinions politiques et de son passe 
personnel en tant qu'emigre europeen, ii se soit concentre plus radicalement que Nam 
June Paik sur des st rategies neo-dada1stes et nihilistes de la critique des formes primai res 
de l'art Le 9 juin 1962, ii donne une conference dans la celebre Parnass Galerie de 
Wuppertal, intitulee Le neo-dadaisme aux Etats-Unis. Au cours de cette conference, ii 
evoque les « concretistes » qui travaillent avec des materiaux et elements concrets de la 
nature et de la vie quotidienne, de meme qu'il parle des « nihilistes de l'art », qui rejettent 

la representation mimetique et illusionniste de la nature pou r se concentrer sur les pheno­
menes vrais, sur la veritable realite. « L'anti-art, c'est la vie, la nature ; la veritable realite est 
unique et partout » 7 

Les deux artistes parlent de l'unite de la vie et de l'art ; ils soulignent tous les deux le 
rapprochement a la veritable nature reelle plut6t qu'a sa representation Et pourtant leurs 
deux concepts son t differents. Nam June Paik evoque l'harmonie, la purete et la catharsis 
que la pratique constante de la vie permet d'atteindre. George Maciunas evoque le nihi­
lisme, !'anti-art et les banalites pour lutter contre la beaute et la mimesis. La categorie tres 
controversee du « neo-dada·1sme » repose elle aussi sur l'avant-garde radicale des annees 
de guerre et des revolutions, sur la position militante et radicalement critique de !'artiste, 
tandis que Nam June Paik place au premier plan !'importance de la meditat ion et de la 
recherche de l'harmonie et de la purete. 

Cette difference conceptuelle, mais egalement humaine et emotionnelle entre la position 
neo-dadalste, radicalement critique de Maciunas et !'attitude empreinte de bouddhisme 
zen en quete d'harmonie et de purete de Nam June Paik, devoile encore d'autres diffe­
rences au sein des artistes Fluxus, qui ne se sont d'ailleurs jamais consideres comme un 
groupe completement homogene, et encore moins comme un mouvement ou une ecole. 
Cette divergence d'orientation, ces differentes references des activites Fluxus temoignent 
egalement de la diversite de !'observation du caractere fondamental et de l'origine de 
Fluxus. du point de vue des artistes comme de celui des theoriciens, des cri t iques artis­
t iques et des historiens. Au debut des annees soixante. le terme technique de « neo­
dadalsme » est utilise a tort et a travers pou r designer des oeuvres relevant du pop art, de 
pratiques comme le happening, le combine painting, !'assemblage, et la performance, 
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jusqu'aux activites Fluxus. La remarque subtile et pertinente de Nam June Paik a propos 

de la confrontation entre Duchamp et Schwitters repose precisement sur cette problema­
tique : « Je ne savais pas que j'avais un humour aussi leger. C'est pourquoi j'ai toujours 
prefere Schwitters a Duchamp, tandis qu'avec John Cage, j'ai sans doute decouvert mon 
moi inconscient »3 Les Merzbilder (collages) poetiques, legers. ludiques, presque musicaux 
et denues de toute intention de Kurt Schwitters sont beaucoup plus proches de la concep­

tion poetique de Paik, de son attitude harmonieuse, humoristique et tolerante, que l'intel­

lectualisme et la theorisation de Duchamp 
D'un cote, les activites Fluxus ont ete considerees comme relevant du neo-dada1sme, du 
concretisme critique et de la destruction nihiliste de l'art, s'articulant autour de materiaux 
reels, concrets et banals servant a generer des collages et des ceuvres nees des pratiques 
du combine painting, de la performance, du happening et de !'assemblage. D'un autre cote, 
le caractere musical. immateriel, spirituel et conceptionnel des reflexions artistiques est mis 
en evidence. Nam June Paik, John Cage, Yoko Ono, et pour partie Wolf Vostell se referent 
plutot aux entites immaterielles. spi rituel les et musicales de leur travail, tandis que George 
Maciunas, George Brecht, et en partie Dick Higgins operent davantage au moyen de mate­
riaux reels, concrets et physiques, bien que les activites essentielles s'expriment toujours 

dans le contexte de la musique, de la tonalite, des manipulations audiovisuelles et de la 

performance musicale. 
Pour Nam June Paik, l'harmonie, la purete. !'indetermination. l'humour et la legerete restent 
toujours lies a une nouvelle conception de la beaute. Cette beaute ne provient pas de la 
representation de beaux objets, mais au contraire de !'indetermination, de l'inuti lite, de 
!'evanescence, de l'inadvertance, et de !'absence de hierarchies, d 'in tentions et de monu­

mentalisme. II parle meme tantot de beaute, tantot d'harmonie. 

« La beaute de Fluxus. c'est que nous voulions faire de l'art sans categories, n'est-ce pas ? Nous 

ne voulions pas abolir la qualite. nous voulons abolir les categories. Et nous voulons montrer, c'est 

du mo1ns mon interpretation personnelle, que ce qui est petit est beau. Petit, vous voyez ? La 

retrospective pompeuse est done anti-Fluxus. Et de nombreuses performances Fluxus montrent 

bien que le banal est beau. »' 

L'aspiration de Nam June Paik a donner une nouvelle definition a la beaute, OU du moins a 
liberer la beaute de toute intention didactique et a la faire dependre plutot de la legerete, 
de la banalite et de l'indeterminisme, est liee a sa conception fondamentalement harmo­

nieuse et tolerante de la vaste realite. 
Cette sincerite, cette tolerance, cette tendance fondamentale et profonde a embrasser la 
realite infinie, vaste et illimitee (c'est-a-dire la veritable nature reelle). a ne faire qu'un avec 
elle et a s'adonner a la pratique permanente de la vie pour atteindre l'harmonie et pour 
concevoir la simplicite transparente comme une richesse, comme de la purete et de la 
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clarte, cette attitude zen de Nam June Paik a conquis la jeune et talentueuse ltalienne 
Antonina Zaru, qui vit alors aux Etats-Unis. Les deux personnages nouent une amitie reci­
proque, respectueuse et eternelle qui se traduit par une collaboration intense, exigeante et 
creative a plusieurs niveaux, dans differents contextes et projets Antonina Zaru permet a 
Nam June Paik de concretiser bon nombre de ses grands prOJets. Non seulement elle co­
finance certaines productions, mais elle parvient, grace a ses nombreuses relations econo­
miques et politiques en Europe et aux Etats-Unis, a trouver d'importants sponsors qui 
contribuent a la realisation des proJets de grande envergure et onereux de Paik. 
Anton ina Zaru s'interesse des son plus jeune age a l'art contemporain Elle etudie l'histoire 
de l'art, l'histoire et la politologie, et s'installe aux Etats-Unis apres son mariage. Tres rapi ­

dement, elle fait la connaissance des principaux galeristes, crit iques et responsables de 
musees, et se noue meme d'amitie avec quelques historiens d'art et conservateurs. Du fait 
de ses etudes theoriques d'une part, et de ses inepuisables innovations artistiques d'autre 
part, Nam June Paik represente aux yeux d'Antonina Zaru !'artiste ideal, !'artiste vrai, veri­
table et authentique de notre epoque, qui sait parfaitement lier les nouveautes les plus 

radicales de l'art contemporain (meme lorsqu'elles sont latentes, cachees, invisibles) a la 
tradition et au savoir ancestral de la pensee humaine. 
Antonina Zaru admire et accompagne Nam June Paik des le debut des annees 1980. El le 
l'aide a realiser son installation complexe. aujourd'hui devenue celebre, pour la Biennale de 
Venise, en 1993, dans le jardin du Pavilion allemand, alors que la Coree n'a pas encore son 
propre pavilion d'exposition national. C'est ainsi que Nam June Paik, en tant qu'invite sur le 

territoire d'un autre pays, en tant que nomade ou qu'il se trouve et qu'il travaille, a pu 

concretiser, a la Biennale de Venise, sa grande installation a ciel ouvert, avec la Volkswagen, 
les haut-parleurs dans les arbres, le melange subversif de technique et de nature, de quoti­
diennete et d'esthetique, de culture populaire et de haute culture, d'Orient et d'Occident. 
Pendant toutes ces annees, Antonina Zaru entretient une collaboration intense avec Nam 
June Paik et lui permet de produire toute une serie de robots avec des references musi­
cales. Antonina Zaru developpe pour Nam June Paik de tres importants contacts en 
Europe et en Amerique, qui ont conduit a de nouvel les invitations et productions. Elle­
meme tres active en Europe et en Amerique, Antonina Zaru essaie sans relache de 
promouvoir le travail de Paik sur les deux continents. Par le biais d'achats reguliers, mais 
avant tout en apportant un soutien financier aux nouvelles productions de Paik, elle 

contribue de maniere essentielle a permettre a Nam June Paik de pouvoir t ravailler conti­

nuellement. Elle l'accompagne en outre partout et l'aide a elargir son reseau professionnel 
et a trouver de nouveaux col lectionneurs et de nouveaux lieux d'exposition. Au cours de 
ces annees. Antonina Zaru rassemble sa premiere collection, au nombre de laquelle se 
trouvent des sculptures video maJeures, des robots mais egalement les nouveaux travaux 
de Paik qui s'art iculent a l'epoque autour d 'elements de combine painting. 
Au cours d 'un entret ien avec Antonina Zaru a New York en 1992, alors qu'il prepare son 
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installation pour la Biennale de Venise, Nam June Paik explique sa relation avec la peinture. 

« Je n'avais jama1s peint avant 1970. Rien. Je m'y etais toujours refuse ... Je n'avais rien peint avant 

Jene m'y suis mis qu 'apres m'etre affirme en tant qu'artiste videaste. Je me suis trahis, en quelque 
sorte. En realite, Je n'arriva1s pas a saisir la notion de temps dans la peinture Jene comprena1s pas 
ce que pouvait signifier le climax dans l'art pictural, le sens de la catharsis en termes non tempo­
rels. Dans la vie. le climax ne survient que dans le temps, a un moment precis. II en est de meme 
dans l'art et dans d'autres plais1rs Lextase s' inscrit dans une dimension temporelle Mais dans la 

peinture, qu i ne se deroule pas dans le temps, le climax ne peut se produire Pour moi, c'etait une 

certitude, j'avais la convict ion absolue que le climax ne pouvait exister que dans la musique, et non 
dans la peinture. »" 

Bien que Paik ait beaucoup peint pendant les annees quatre-vingt-di x ou plut6t, bien qu'il 

ait peinturlure ou « sali » ses sculptures video d'elements abstraits, ii considere malgre tout 

lui-meme comme secondaires ses ambitions picturales 

Cette prise de position passionnee de 1992 met en lumiere deux elements esthetiques 
centraux et fondamentaux de la position artist1que de Nam June Paik. II s'agit d'une part 
de sa conviction selon laquelle l'art permet un deploiement specifique, euphorique, exalte 
et palpitant, une apogee, une reelle extase, un « climax » qui peut survenir au cours du 
deroulement temporel, du processus, de la« dimension temporelle »de l'oeuvre d 'art C'est 

pourquoi ii met en doute la peinture, qui selon lui ne detient aucune « dimension tempo­
relle ». D'autre part, ii confirme une fois de plus son ferme engagement pour la musique 
qui revele le« climax» et la cathars is. En definitive, nous devons concevoir et accepter que 
les inspirations, les aspirations esthetiques et les reflexions methodologiques de Nam June 
Paik sont initialement et fondamentalement issues de la musique, et qu'elles se concreti­

sent dans le contexte de l'activite musicale. Pour Nam June Paik, l'art est la conscience du 

temps, le deroulement du temps, la materialisation du processus temporel, qui constitue 
en fait !'essence de la vie entiere. La question du temps n'est pas pour Paik qu'une proble­
matique purement esthetique, ou philosophique, abstraite et speculative. elle est la ques­
tion centrale de la vie. 
Son travail (de !'action par la musique et de la performance a la sculpture video), traduit 

!'articulation materielle diverse du sentiment de temps, la concentration sur les change­
ments pendant le deroulement temporel, qui ne communique pas obligatoirement l'idee 
d'une evolution intentionnee indispensable, mais plut6t qui met en valeur !'indetermination 
et !'absence d'intention. C'est pourquoi Nam June Paik fait souvent reference a un texte 
d'Arnold Schonberg, ou celui-ci exprime sa conception du temps Pour Paik, la conscience 
du temps n'est pas seulement le moment artistique central, mais plut6t le moment fonda­
mental de la vie : 
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« Oui, c'est tres bien ecrit par Schonberg vers 1949. C'est une video qui met en scene de maniere 

tres compliquee la question du temps ... La plupart des videos d1tes conceptuelles sont ennuyeuses 

car elles sont unidimensionnelles, vous voyez? J'ai toujours garde en tete cette citation. La cons­

cience du temps nous n'avons que le temps et l'espace. Rien d'autre. Le temps est la moitie de 

notre vie. C'est egalement tres important (II rit ) Oui tres complique Et jusqu'a notre dernier jour, 

nous avons toujours quelque chose a faire. Et lorsque l'on meurt, on pense a la reincarnation. Le 

temps est important Je veux dire, c'est tres compl1que. Et l'art video le traduit directement .. nous 
n'apprenons pas que l'art video, nous apprenons aussi notre propre vie. »6 

lei, Nam June Paik met precisement le doigt sur l'idee fondamentale des diverses activites 

Fluxus au debut des annees soixante : les differentes formations, propositions, innovations 

et activites pratiques des adeptes de Fluxus de New York a Wiesbaden, de la Californie a 
la Ruhr, reposent essentiellement sur une conception de la vie, sur une conduite de vie, sur 
une pratique de vie. Ainsi, des personnes exen;:ant des metiers completement differents, 
ayant des formations tres diverses, des idees politiques tres eloignees et des habitudes 
culturelles differentes se rassemblent dans le monde entier autour des organisations 

Fluxus, car les activites Fluxus abordent certaines questions fondamentales de la vie, notre 

position essentielle par rapport a la question du temps, de la necessite d'une quelconque 

logique ou de !'evolution au cours de l'histoire, la liberte et l'independance spirituelle, et la 

souverainete. Jacquelyn Baas le formule en ces termes : 

« Le concept de Fluxus en tant que mouvement anti-art correspond a la position politico-philo­
sophique de l'organisateur George Maciunas, selon laquelle la fin de l'art, au sens de son objectif, 

est la fin de l'art au sens de son integration dans la pratique d'etre humain. Lorsqu'il dit que "les 

objectifs de Fluxus sont sociaux (et non esthetiques)", ii ii lustre !'intention de Fluxus de contourner 

a la fois les musees et le monde de l'art commercial, et de donner aux gens le pouvoir de s'en­
gager dans des questions essentielles via l'approche Fluxus de la vie en tant que connexion et que 
flux . [ ... ] La fonction pedagogique des ceuvres d'art Fluxus consiste a nous aider a pratiquer la vie; 

Fluxus nous "apprend" a fonctionner comme un etre en perpetuel changement qui fait partie d'un 

monde lui aussi en perpetuel changement »' 

Bien que Nam June Paik considere la vocation« pedagogique » ou « ideologique »de l'art 
toujours avec son humour subtil et un certain scepticisme, et bien qu'il rejette de maniere 
crit ique l'idee evolutionniste d'un developpement obligatoire ou d'un imperatif historique, 

ii reste neanmoins convaincu que l'art peut aider les gens a se rapprocher de leur moi inte­

rieur, a mieux se comprendre et a mieux s'accepter eux-memes, a mieux comprendre et 

accepter leur vie et ses opportunites : « nous n'apprenons pas que l'art video, nous appre­
nons aussi notre propre vie ». Antonina Zaru a compris le message de son ami et mentor, 
et pendant des dizaines d'annees, elle l'aide a vehiculer et a propager cette conviction 
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fondamentalement humaniste, liberatrice, emancipatrice et a la fois empreinte de boud­
dhisme zen. La collaboration fructueuse et etroite entre !'artiste et la galeriste, collection­

neuse, mecene et coproductrice Antonina Zaru se transforme en symbiose spirituelle dans 
le cadre de laquelle la participation au travail artistique. !'aide au financement de nouvelles 
productions, !'organ isation de nombreuses exposi t ions et de nombreux evenements 
Fluxus. Jes voyages communs et avant tout Jes longues et profondes discussions sont un 
bel exemple du deploiement de l'esprit Fluxus libre et creatif. 

2. Elargissement de la notion de vie 

Wolf Vostell et Gino di Maggio 

La naissance et l'i nventeur dudit art video, ou encore de la sculpture video, sont assez 
controverses. Les avis divergent au sein-meme de la famille de !'artiste. Shigeko Kubota, la 
derniere femme de Nam June Paik. a toujours pretendu qu 'elle etait en real ite a l'origine de 
la premiere sculpture video, et que son compagnon, Nam June Paik, a plus tard developpe 
cette idee pour finalement devenir bien plus celebre qu'elle Dans un entretien avec Peter 

Moritz Pickhaus, Shigeko Kubota declare • 

« Voici ce qu'a dit Rene Block : "Peter Campus fait des installations video. Le travail de Shigeko 

consiste en revanche en des sculptures video. Une installation video est comme une douche : le 

rideau fa1t partie de la structure. Son ceuvre a le caractere d'un objet. D'ou le nom de sculpture 

video. qui est tres approprie" Rene Block a invente ce terme pour moi. Je Jui do1s beaucoup. Block 

avait une galerie a Soho et ii m'a exposee en 1976. ce qui m'a valu d'etre invitee en 1977 a la 

Documenta de Dr. Herzogenrath Ensuite. Nam June Paik a commence a faire des sculptures video 

et je suis tombee dans l'oubli. »' 

L'autre artiste a avoir decouvert tres tot, peut-etre en meme temps que Nam June Paik. Jes 
perspectives esthetiques de la television en tant qu'obJet sociologique culture! mais aussi en tant 
que nouveau moyen et nouvelle possibilite technique dans la main de !'artiste, est Wolf Vostell. 
L'artiste Fluxus allemand presente en effet son installation video a la Smolin Gallery de New 
York peu apres !'exposition de Nam June Paik a la Parnass Galerie de Wu pperta l La bande 
video creee pour l'occasion (en realite une pellicule cinematog raphique de 16 mm) est 
consideree comme la premiere ceuvre d'art uti lisant ce support Cette controverse quant 
a l'origine douteuse de la bande video a inspire a Wulf Herzogenrath des propos empreints 
de critique et de scepticisme . 

19 



(( C'est pour cela que j'ai tOUJOUrS dit a Wolf Vostell : "Je croirai que tu as ete le premier a condi­
tion que tu me le prouves noir sur blanc Dans ce cas, je reviendrai sur tout ce que j'ai dit." Nous 
partons du principe que seul ce qui a ete publie et ce qui peut etre prouve sert de date officielle. 
Tout le reste n'est que speculation, c'est pourquoi je reste sur ma position · mars 63 pour Paik et 

deux mo1s plus tard (ma lin 1), Vostell presente a la Smolin Gallery de New York (formidable I) ses 

telev1seurs et, avec toute l'1ntelligence qu'on lui connalt. une "bande video", qui a b1en sur valeur 
de fi lm etant donnees les conditions techniques de l'epoque : Sun In Your Head »9 

Tout comme Nam June Paik, John Cage, Yoko Ono et George Maciunas, Wolf Vostell s'inte­
resse egalement de maniere intense a la musique, a l'art de l'action et au deroulement 

temporel du processus musical. Mais contrairement a Paik et a Cage, !'artiste allemand opere 

davantage dans un contexte dense et suJet a turbulences sur le plan thematique, agite et 
provocant, a savoir le champ des references historiques, politiques et quotidiennes, qui sont 
presentes et saisissables dans tous nos actes quotidiens, dans les informations quotidennes 
banales, dans les journaux et les publicites, mais egalement a la television. 
Wolf Vostell mene ses operations Fluxus dans les realites de la nouvelle societe de 

consommation, marquee par les mass-medias, mais en adoptant une methodologie et des 

conceptions totalement differentes par exemple de ses amis artistes americains adeptes 
des tendances en plein developpement des divers groupements du Nouveau realisme, du 
Neo-dada'i'sme et du Pop art. Le nouvel art contemporain des annees 1960, le Pop art, le 
Nouveau realisme. la Figuration narrative, ou encore un peu plus tard le Realisme capita ­
liste allemand, perpetue avidement cette livraison d'images pour ainsi dire banales, 

courantes et accessibles a tous, et l'integre sous diverses formes dans les ceuvres d'art 

actuelles. Tout comme Robert Rauschenberg traite de maniere artistique dans ses 
combine paintings les photos de la guerre du Vietnam ou les portraits bien connus des 
Kennedy, tout comme Andy Warhol transforme des bo1tes de conserve ou des portraits de 
stars en " photos cultes » de l'epoque. tout comme Jasper Johns fait de chiffres, de lettres 
ou du drapeau americain des sujets de peinture et des themes de photographies, Wolf 

Vostell se sert de cliches, de fragments de texte, de morceaux d'affiches etc. de la vie quoti­

dienne contemporaine, de la publicite ou encore de la politique, du Vietnam a !'invasion de 
Prague par les troupes du Pacte de Va rsovie, comme matiere de base pour creer une 
structure de connotation complexe. II essaye plusieurs methodes artistiques. avec 
lesquelles ii met toujours en avant l'origine bana le et quotidienne des objets. 
L'element nouveau par excellence de ces methodes artistiques a la fois diverses et simi­

laires consiste en la position centrale de la vie de tous les JOurs, en la reprise directe de ces 

images banales, courantes, connues de tous et facilement accessibles dans la structure de 
pensee de l'ceuvre d'art. La guerre du Vietnam, les hommes politiques, les mouvements 
pour la protection des droits de l'Homme. les manifestations, les slogans polit1ques, les 
differentes formes de propagande ideologique, ou encore la publicite et les obJets cultes 
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de la nouvelle societe de consommation deviennent partie integrante de l'art actuel . qui 
n'accepte aucune limite entre la vie quotidienne et l'aura esthetique de l'c:euvre d'art. 
Les differentes directions et tendances artistiques com portent egalement d'autres compo­

santes essentielles. d'autres dispositions de base des annees soixante. a savoir la revolution 

sexuelle anarchique et libertine et la culture de la drogue. souvent mythifiee. ainsi que la 
propagation de la musique Beat et de la culture rock, qui vehiculent toutes les represen­
tations radicales des styles de vie alternatifs, les differents commentaires cri tiques et les 
differentes secessions de la societe de consommat ion. Dans le meme temps, cette nouvelle 

societe de consommation. avec ses toutes nouvelles offres et ses reformes des styles de 

vie, se presente comme quelque chose de radicalement nouveau, tout du mains au niveau 
de la vie quotidienne. 
Cette contradiction constitue precisement le paradoxe de cette epoque : la modernisation 
de la societe. et la propagation des mecanismes de consommation qu'elle implique. s'im­
pose de maniere effrenee, tandis que les differentes alternatives des nouveaux styles de 

vie possibles, differents et modernes sont inevitablement lies aux nouveaux mecanismes 

de consommation et a leur destruction permanente, voire a leur restructu ration et a leur 
renouvellement. En d'autres termes : !'impl ication dans la nouvelle societe de consomma­
tion, la pratique des nouveaux styles de vie differents de la societe de masse, les formes 
legeres de consommation et la mobilite genera le de la societe. semblent tout aussi 
« modernes » que les formes radicales de rejet de la consommation bornee, que les 

nouvelles methodes de protestation contre la consommation fetichiste et que les strate­
gies subversives de la critique et de la destruction de la societe de consommation. 
Contrairement aux artistes americains, Wolf Vostell s'appuie considerablement dans son 
c:euvre su r des references fortes et permanentes a l'histoire allemande, notamment au 
passe national socialiste du pays Peter Weibel fait la remarque suivante : 

« Apres la Seconde Guerre mondiale. a laquelle Wolf Vostell, ne en 1932. survit en Tchecoslovaquie. 

Jes maisons n'etaient pas les seules a etre en ruines. J'humanisme aussi. L'experience historique de 

cette decheance marque le 1eune Wolf Vostell et a partir de 1959. ii consacre son attention aux 

aspects de la realite. de la perception de la realite et de sa transmission via les medias de masse 

comme la television. la radio, le cinema. la photographie. Jes journaux et Jes affiches. qui mettent 

en evidence la fracture entre la realite et la representation, entre J'horreur de la rea lite et Jes aspi­

rations ideologiques. montrant ainsi du doigt la deliquescence des images et des valeurs clas­

siques du monde. » ' 

La description de la situation politique et culturelle generale, ainsi que des methodologies 
et attitudes artistiques contemporaines des annees soixante doivent s'accompagner de 
reflexions sur les conditions concretes, historiques et politiques specifiques qui regnent 
dans l'ancien « bloc de l'Est » de !'Europe cent rale et orientale, et qui se ressentent tres 
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nettement dans l'Allemagne divisee. Ce contexte plus large et historiquement correct des 

rapports ideologiques, politiques et culturels de l'Europe entiere est le seul cadre qui nous 
permette d'expliquer a quels niveaux d'interpretation et dans quels contextes certains 
evenements culturels, certains engagements artistiques et litteraires et certaines methodes 
esthetiques ont ete pen;:us et discutes. Dans la Republique Federale d'Allemagne, la litte­
rature contemporaine, les films, le theatre, la musique et en partie egalement certaines 
presentations de !'art contemporain comptent au nombre des themes culturels souvent 
abordes dans le« bloc de l'Est » Les prises de parole de Heinrich Boll, l'avis politique, moral 
et esthetique de Gunther Grass, les discussions ethiques et ideologiques du cercle d'ecri­
vains progressistes « Gruppe 49 », les films de Fassbinder, Herzog ou Volker Schlondorff 
font l'obJet de debats permanents et animes et font partie integrante de la vie culturelle de 
l'epoque, et ce egalement a Budapest, Prague OU Varsovie. 

La situation de l'Allemagne divisee traduit toute l'immediatete dramatique et absolue de la 
confrontation directe de « !'Est » et de « l'Ouest » ainsi que des luttes ideologiques des 
deux camps, tandis que la difficile question de la responsab ilite du nazisme, les questions 
du positionnement politique par rapport a toute l'ideo logie nationale socialiste et au 
racisme, les revelations souvent douloureuses et la lutte contre la tentation de retoucher le 
passe, completent et concretisent la confrontation ideologique generale avec des 

elements locaux, ethiques, humains et emotionnels directement VeCUS, seuls OU collective­

ment. Les confrontations ethiques et ideologiques avec le national socialisme, le racisme, 
la responsabil ite de la societe allemande, et europeenne, par rapport au fascisme et au 
nazisme perdurent au moins jusqu'au milieu des annees 1970, et elles sont souvent amal­
gamees aux nouveaux conflits et aux controverses actuelles de la Guerre froide, notam­
ment sur le plan emotionnel. 

Ce discours (historiquement bien comprehensib le) marque la narration fondamentale de 
!'artiste Fluxus Wolf Vostell tout autant que la phraseologie ideologique et la terminologie 
politique de la nouvelle gauche de l'Allemagne de l'Ouest, du cercle de Rudi Dutschke et 
plus tard de la Fraction armee rouge, alors que l'imperialisme americain moderne et le 
colonialisme, ou le neo-colonialisme, occidenta l trad itionnel sont souvent associe, voire 
amalgames au national socialisme allemand ou plus generalement au fascisme. En 

Allemagne, dans les cercles de la nouvel le gauche et de !'opposition extraparlementaire, la 
lutte ethique contre le « retouchage », voire le maquillage du passe national socialiste, et 
contre le melange des questions sur la responsabilite, est souvent associee avec la lutte 
contre l'imperialisme moderne, actuel et multinational, contre l'agression des Etats-Unis au 
Vietnam, voire meme avec le conflit entre Israel et la Palestine. De nombreux ecrivains, 

artistes, realisateurs et autres intellectuels allemands prennent activement part a ces 
debats animes, entra1nant ainsi !'integration directe dans les confrontations politiques des 
engagements artistiques, notamment dans les cas de Joseph Beuys, Wolf Vostell, Klaus 
Steck, ou encore Gunther Grass, Volker Schlondorff et RW. Fassbinder. Ce lien politique 
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etroit et intime entre l'art et la litterature semble parfaitement naturel et historiquement 
logique aux intellectuels de l'ancien « bloc de l'Est », puisque la vie culturelle de l'Europe 
centrale et de l'Est a toujours connu une telle situation. 
La narration politique provocante et le nouveau langage irritant des tableaux de Wolf 

Vostell renvoient a ce discours politique A la difference du pop art americain, l'art de Wolf 
Vostell se perc;:oit avant tout au travers de ses connotations narratives et de ses references 
philosophiques, et ii se contextualise dans la situation politique contemporaine. Cela 
implique egalement que le langage innovant, provocant de ses tableaux, bati sur une 
confrontation exceptionnellement violente. est moins considere comme quelque chose 

« de nouveau et d'exotique », « d'occidental » ou « d'americain », que comme quelque 
chose « de connu sur le plan thematique ». Ce dont Vostell parle n'est en quelque sorte ni 
etranger ni inconnu, bien que ses formes de langage temoignent d'une immediatete 
encore Jama is vue, d'une incroyable radicalite. Tandis que les rares images alors disponibles 
sur le pop art americain dans le bloc de l'Est evoquent un certain lointain exotique, une 
legerete coloree et d'une certaine maniere joyeuse, une « popularite moderne » amusante 
et simple. ou les couleurs des habits et des voitures modernes. le caractere direct humo­

rist ique des publicites et des obJets simples du quotidien, les produits de l'industrie de la 
restauration rapide et les offres bon marche du Do It Yourself renvoient a une societe de 
masse moderne et populaire empreinte d'optimisme, les tableaux de !'artiste europeen 
Wolf Vostell semblent sombres, sans Joie, critiques, desoles. obJectivistes. sans aucun 
compromis et durs, documentaires et materiels. 
Le statut culture! special de l'art politiquement engage et subversif de Wolf Vostell s'ex­

plique par sa narration provocante et parses innovations methodologiques. techniques et 
linguistiques. Lorsque l'on s'interesse de plus pres au premier contexte, ii faut noter que 
Wolf Vostell choisit intentionnellement un moyen provocant et radical de confrontation 
directe qui. du point de vue historique. est comparable a la pratique et a l'activite du 
dada·1sme a Berlin. Cette voie de la confrontation provocante, qui met en lumiere les ques­
tions ideologiques et ethiques des situations de conflits contemporaines actuelles, et qui 

ne permet aucune reconciliation entre les extremites, entraine la rigueur et !'absence de 
compromis de sa vision artistique. Bien qu'il fasse toujours preuve d'un humour subversif, 
ii ne !'utilise jamais pour desamorcer la radicalite essentielle des antagonismes ethiques, 
politiques et ideolog iques en conflit les uns avec les autres. 
Les revoltes artistiques. les innovations methodologiques et les nouveautes linguistiques radi­

cales apres la Seconde Guerre mondiale se refletent dans les domaines formels, structurels et 
linguistiques de la communication artistique. La revolte a l'encontre du contenu litteraire. 
anecdotique et thematique de l'art, qu'il soit aussi irrationnel et fantastique que l'etait la narra­
tion surrealiste, est radicalement rejete dans les differentes ecoles de l'informel. Le contenu 
litteraire, verbalisable devient douteux et indesirable. L'extremite dramatique et existentialiste 
de l'expressionisme abstrait, le langage romantico-subjectiviste et emotionnel de !'abstraction 
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calligraphique et les rituels de destruction du materiel de l'art informel tentent de separer le 

message de l'a:!uvre d'art de tout contenu litteraire et thematique possible, considerant le 

contenu comme la soumission de l'art a une fonction pratique et utilitaire, qui pour les 
contemporains est similaire a la pratique politique des dictatures totalitaires en matiere de 
culture. et a la propagande d'agitation ideologique Le modernisme de la periode d'apres­
guerre per<;:oit les differentes methodes d'abstraction comme une « liberation », qui permet 
de se concentrer sur les experiences spirituelles essentielles, sur le positionnement de !'artiste 
dans l'univers, dans les processus temporels de la reconnaissance de soi. 
Paradoxalement, ma is assez logiquement si l'on considere la situation historique, cette 
rigueur fondamentale sans compromis. dure, transparente, didactique, politique et mora­
liste, qui se concentre sur l'essentiel, constitue precisement ce qui est irritant, inhabituel et 
troublant dans l'a:!uvre de Wolf Vostell, car elle traduit une rupture radicale avec la longue 
epoque des abstractions diverses, meme si elle n'a pas davantage a faire avec les elements 
consumeristes de l'esprit des annees 1960, a savoir l'insouciance, la legerete, la sensualite, 
l'irresponsabilite et l'hedonisme des societes d'abondance occidentales. 
Bien que Vostell lui-meme partage egalement dans une certaine mesure l'humeur antihierar­
chique. antiautoritaire. anti-conventionnelle, anarchique et critique de la jeune generation des 
annees 1960. son travail degage une ambiance « pop » de laisser-aller identifiee aux jeunes 
revoltes, car ii se concentre intensivement sur une certaine problematique fondamentale de 

la realite politique de l'epoque C'est en cela que l'adepte allemand de Fluxus Wolf Vostell 
rejoint le jeune ingenieur italien. amateur d'art, collectionneur, coproducteur et communiste 
convaincu, Gino di Maggio La profonde amitie et la collaboration engagee de ces deux 
esprits critiques donnent lieu a un grand nombre d 'expositions, de groupes de travail, de 
publications et d'organisations Fluxus et enfin aussi au musee Wolf Vostell en Espagne 
Originaire de Sicile, Gino di Maggio part etudier a Milan. Pendant ses etudes deja, ii s'engage 

activement au sein du vaste parti communiste italien. Avec ses camarades, ii visite l'Union 
sovietique, lit les grands classiques du marxisme et se decouvre tres tot une affin ite avec les 
idees d'Antonio Gramsci. II decouvre egalement autre chose, qui est pourtant totalement 
absent du paysage cultu re! du communisme italien d'apres-guerre : le Futurisme. Du fait de 
la carriere politique de son inventeur, l'avant-garde radicale de Marinetti est en effet liee au 
fascisme, sans analyse plus approfondie et plus complexe du modernisme italien, dans lequel 

les perspectives revolutionnaires (au travers des specificites de la situation politique et sociale 
en ltalie apres la Premiere Guerre mondiale), sont liees a des pensees autoritaires, anti-demo­
cratiques, reactionnaires et nationalistes. Malgre cette orientation ideologique. Gino di Maggio 
considere le Futurisme comme une forme radica le et absolument revolutionnaire de la jeune 
avant-garde, qui donne vie a taus les niveaux de la creativite artistique et de la restructura­
tion de la vie quotidienne, a une toute nouvelle methodologie authentique. progressive et 

experimentale, ainsi qu'a des innovations linguistiques Gino di Maggio s'interesse activement 
a la performance musicale, au dada ainsi qu'a la litterature et a la musique futuristes. 
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Lorsqu'un peu plus tard. vers la fin des annees 1960 et le debut des annees 1970, ii fait la 
connaissance de la musique d'action et des concerts des artistes Fluxus, ii comprend qu'il 

existe des liens etroits entre le Futurisme, le Dadalsme et Fluxus. Ce n'est d'ailleurs pas un 

hasard si les premieres organisations fluxus prennent souvent la forme de manifestations 
« Neo-dada »et si les premieres representations de musique d'action sont intitulees « Neo­
dada », comme par exemple la celebre exposition Le Neo-dadaisme a New York avec la 
participation de George Maciunas et Ben Patterson. en JUin 1962 a la Parnass Galerie de 

Wuppertal. Le terme technique « Neo-dadalsme » est egalement utilise en lien avec les 

diverses formations du Pop art et du Nouveau realisme. 
A compter du milieu des annees 1960. Gino di Maggio entretient des relations personnelles 
etroites avant tout avec les artistes du Nouveau realisme et des groupements Fluxus, parmi 
lesquels notamment Wolf Vostell, Nam June Paik. George Brecht, Ben Patterson et Dick 
Higgins. II achete des oeuvres d'art et contribue a la production de grands groupes de 
travail ; ii organise des expositions et apporte aux artistes l'aide financiere necessaire pour 

se rendre en ltalie. Organisee sur la Piazza Martini a Milan, l'une de ses premieres exposi ­
tions est consacree a !'artiste Fluxus americain George Brecht 
Pour diffuser ces methodes experimentales actuelles et les prises de position theoriques 
qui leur sont liees, Gino di Maggio devient a la fin des annees 1960 coediteur. aux cotes 
d'Umberto Eco et de Gianni Balestrini, du celebre magazine d'art avant-gardiste ALFA­

BETA. Le magazine devient rapidement un forum international des formes d'art radicales, 
des experimentations artistiques et de la pensee politique en ltalie. 
L'evenement principal pour Gino di Maggio consiste en la creation de sa fondation artis­
tique Mudima. via laquelle ii organise dans sa propre maison de la Via Tadini a Milan des 
expositions et des concerts, des performances et des conferences, pour lesquels ii opere 
egalement en tant que producteurs d'oeuvres d'art et d'expositions. et comme editeur des 
livres et catalogues Des le depart, la Fondazione Mudima est l'une des fondations cultu­
relles italiennes les plus actives et les plus connues sur la scene internationale. Le site actuel 
de la fondation est inaugure en novembre 1989 dans le cadre d'une organisation Fluxus 
typique. Le concert-performance, inti tu le From Dinner to Breakfast, est donne entre autres 
par Arman, Cesar. Ben Vautier. Joseph Beuys et Nam June Paik. Chaque artiste a etudie un 
pianoforte, qu'il integre dans son action. Peu apres, debut 1990, Wolf Vostell rejoint la 
fondation cul turelle Mudima, ou ii realise sa performance Fluxus Pianofort1ssimo. L'annee 
suivante, en 1991, Vostell presente via la Fondazione Mudima son « environnement 
musical » intitule Radio-fish. qui consiste en !'accumulation de poissons sabre surgeles 
entre des blocs de glace et des postes de radio. Les radios font ici office de choses 
courantes de la vie de taus les jours, d'objets techniques, d'artefacts, a l'image par exemple 
des postes de television dans les « de-collages » et les sculptures video, qui representent 
!'antipode anorganique des realites organiques comme les animaux et les plantes 
Malgre l'amoncelement en apparence chaotique des obJets selectionnes, une structure relati-
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vement simple et transparente se devine. L'adepte de Fluxus Wolf Vostell est etranger et refrac­
taire a tout forma lisme, a toute forme d'embellissement de la realite chaotique. II opere avec 
une simplification presque propagandiste et emblematique des elements figuratifs. tandis que 
les allusions historiques et politiques sont toujours presentes, meme si elles sont parfois dissi­
mulees ou tres discretes. II se montre tres critique a l'egard de la na·1vete du citoyen de la societe 

d 'abondance et de l'hedonisme irresponsable du monde de la consommation, a l'egard de !'at­
titude parasitaire, voluptueuse et bruyante de la societe de consommat ion, qui refuse tout 
simplement de prendre conscience des rapports internationaux et des conflits d'interets. Wolf 
Vostell, lui, en a parfaitement conscience, et ii veut montrer de maniere claire. directe et inevi­
table la facon dont ce monde hedoniste, naW et en apparence innocent de la consommation 
fa it en realite preuve d'une indifference insupportable, immorale et egolste vis-a-vis du reste du 

monde, de la souffrance et de la misere des masses qui ne font pas partie du « paradis occi­
dental » Cette radicalite sans compromis confere a ses travaux une certaine « simplicite 
archa·lque », une sorte d'innocence et de juvenil ite, qui n'est pas sans rappeler l'infantilisme 
intentionnel, reflechi, intelligemment badin et subversif de Nam June Paik. 
Bien entendu, l'histoire et les evenements politiques marquent egalement son agencement 
visuel plastique La confrontat ion de la magni fique diva hollywoodienne Marilyn Monroe 

avec des scenes brutales et rebutantes d'executions pendant la guerre du Vietnam, ou 

encore les bombes tombant du gigantesque et effrayant bombardier 852 qui se transfor­
ment en rouge a levres, provoquent une projection superposee directe de differents 
niveaux de realite. alors qu'il s'agit en fait de situations et de chances sociales differentes. 
Vostell argumente avec une ironie subversive, ii opere un effet d'alienation qui est en fait reste, 
depuis Bertolt Brecht. une methode majeure de l'avant-garde politique radicale. Ence sens, les 

travaux de Wolf Vostell peuvent etre interpretes dans le contexte de l'avant-garde litteraire alle­

mande, et c'est sans doute justement pour cela qu'ils t rouvent un echo aussi favorable au sein 
des cercles d'intellectuels postmarxistes critiques d'Europe centrale et de l'Est. Mais !'artiste 
Fluxus intelligent et polyvalent qu'est Wolf Vostell parle egalement, et avant tout, des realites 
immediates de situations de vie concretes. Dans le texte d'accompagnement de son travail Oas 

Haus des Tauben. qu'il presente a l'occasion de la Documenta 6 a Kassel en 1977, ii evoque sa 

position artistique en ces termes : « Ma theorie operatoire ne comprend pas uniquement l'ex­
tension de la notion d'art. mais bien davantage l'extension de la notion de vie ! »" Cette phrase 
est precisement le reflet du meme esprit Fluxus que celui formule par son ami et collegue 
artiste Nam June Paik : « [ ... ] nous n'apprenons pas que l'art video. nous apprenons aussi notre 
propre vie. »12 Cet engagement pour la vie, cette volonte de vivre la vie et de la liberer des 
systemes de pensee repressifs, des conventions vides. des mensonges et des restrictions. voila 
ce qui unit les deux amis a travers !'experience active vi tale de l'evenement Fluxus. Nam June 
Paik l'exprime ainsi : « Mais vous savez, Fluxus rassemble de nombreuses personnes qui sont 
toutes libres. C'est ce qu'a voulu montrer Fluxus : autant de personnes qui sont restees amies 
aussi longtemps, sans discipline et sans dispute, c'est unique r »13 
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Fluxus Artists, Fluxus Friends. 
Fluxus Life 
Nam June Paik, Wolf Vostell, Antonina 
Zaru, Gino di Maggio 
Lorand Hegyi 

"But Fluxus beauty is that [ .] we wanted to make 
art without categories, yes? We didn't want to 
abolish quality But we want to abolish categories. 
And we want to show. at least that's how I interpret 
it. that sma ll is beautiful. You know. sma ll , yes? 
Therefore the pompous ret rospective is anti­
Fluxus. And many of the Fluxus performances are 
so that the casual is beauty." 

Nam June Paik, 1983 

1. " ... to elevate this nature to art" 
Nam June Paik and Antonina Zaru 

After the Cologne performance of Etude for 
Piano Forte in October 1960, and thus before 
the foundation meeting of the Fluxus artists 
in New York and before the opening of the 
famous AG Gallery on Madison Avenue, Nam 
June Paik gave an interview where he spoke 
about the influence of Zen Buddh ism on his 
musical thinking. 

"And Zen master, yes? Practice Zen 
Buddhism. create. try an art that is not beau­
tiful art but an art of living Yes? A Zen master 
practices, practices. so. contemplates . From 
morning to evening, so that he can always 
have such purity and harmony or catharsis. 
Understand? And 1f I once have such a prac­
tice for living in me. then perhaps one does 
not need to compose. [ ... ] I've always told 
John Cage. if you don 't distinguish art from 
nature, then you don't need to compose. All 
you need is a certain practice, one that allows 
you to elevate this nature to art." 

Nam June Paik emphasizes the permanent 
practice which enables us to elevate nature 
itself to art. When he says that he actually is 
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not seeking to create "beautiful art" but an 
art of life, he is speaking about the whole­
ness of life. about the indivis ib le unity of 
human experiences and perceptions. The 
unity of life and art, abolishing boundaries 
erected between artistic and non-artistic 
realms, was at the heart of diverse avant­
garde movements and schools, from late 
Symbolism to Futurism, from Constructivism 
to Dadaism. In this st ruggle for a new unity 
and totality of creative energies, it was most­
ly art itself that was denounced; specifically, 
this was a denunciation of earlier forms of 
art. and often this led to a generalization, to 
a critical de-legitimization, to a radical abol­
ishment of art per se. 
Nam June Pa ik 's later friend and artist col­
league, George Maciunas formulated his the­
ory in the same sp irit at times, wi thin the 
logic and rhetoric of the unity of life and art. 
although he - in line with his political views 
and personal background as a European 
emigrant in the USA - was far more radical in 
focusing on Neo-Dadaist and nihilistic strate­
gies when criticizing earlier forms of art than 
Paik. On June 9, 1962 he gave a talk ent it led 
"Neo-Dada in the United States " in 
Wuppertal's famous Galerie Parnass. Here he 
spoke about the "concretists" who work wi th 
concrete materials, concrete elements of 
nature, of everyday life, and the "art nihi lists" 
who rej ect the mimetic, ill usionist represen­
tation of nature and concentrate on genuine, 
true phenomena, true reality "Anti -art is life, 
nature, true reality; it is one and all" ' 
Both artists speak about the unity of life and 
art; both emphasize a convergence wi th 
true, given nature instead of seeking to rep­
resent it. And yet, there is no doubting that a 
difference exists between their ideas. While 
Nam June Paik speaks about harmony, puri­
ty, catharsis, to be achieved through con­
stant practice, George Mac iunas invokes 
nihilism, anti-art and banalities, emphasizing 
the struggle against beauty and mimesis. 



This difference is also echoed in the much 
discussed category of "Neo-Dada," which 
refers to the radical avant-garde of the inter­
war years and revolutions, to the combative, 
radically critical position of the artist, where­
as the importance of meditation and the 
search for harmony and purity are at the 
forefront of Nam June Paik's thinking 
This conceptual - and also human, emotion­
al - difference between the Neo-Dadaist, 
radically critical position of Maciunas and 
Nam June Paik's attitude, influenced by Zen, 
striving for harmony and purity. reveals other 
differences within Fluxus artists. who in any 
case never considered themselves to be a 
completely homogenous group and even 
less a movement or school. In this diver­
gence of orientation. in the diverse reference 
points of Fluxus activities, we can also 
observe the diversity in how the fundamen­
tal character and origin of Fluxus were con­
sidered, by artists on the one hand, and the­
orists. art critics, and historians on the other. 
At the beginning of the 1960s. the terminus 
technicus "Neo-Dadaism" was used in a very 
broad and vague sense. attached to Pop Art, 
Happenings, Combine Painting, Assamblage, 
Performance and through to Fluxus. Nam 
June Paik's accurate. subtle remark on 
Duchamp versus Schwitters correlates pre­
cisely to this thematic "I didn't know that I 
had such a light humour. I was always more 
fond of Schwitters than Duchamp, and with 
John Cage I have probably discovered my 
unconscious self." ' The poetic. often thor­
oughly musical, light and playful, intention­
less Merz Pictures by Kurt Schwitters are far 
closer to Paik's poetic disposition and har­
monic, humorous. tolerant attitude than 
Duchamp's intellectualism and theorizing. 
On the one hand, Fluxus activities are 
viewed as Neo-Dadaist, as critical Concrete 
Art, as a nihilistic destruction of the aura of 
art, whereby the real, concrete, banal materi­
als and the formations operating with them, 

namely collage, Combine Painting, perform­
ance, happenings, and assemblage, were the 
centre of attention. On the other side of the 
divide, emphasis was placed on the musical, 
immaterial, spiritual and conceptual charac­
ter of the artistic reflections. Nam June Paik, 
John Cage, Yoko Ono and, in part at least, 
Wolf Vostell all refer to the immaterial. spiri­
tual. musical entities of their work, whereas 
George Maciunas, George Brecht, and in part 
Dick Higgins tended to operate with real, 
concrete, physically tangible materials, 
although the fundamental activities were 
always unfolded in the context of music, of 
tonality, of audio-visual manipulations, and 
out of a musical performance 
For Nam June Paik, harmony, purity, indeter­
minacy, humour and lightness always remain 
tied to a new conception of beauty. This 
beauty is not allied to a representation of 
beautiful objects but rather with the indeter­
minable, with uselessness, with the transito­
ry, the involuntary, with the absence of hier­
archies, intentionality, and the monumental. 
At times he speaks of beauty, at others har­
mony. "But Fluxus beauty is that.. we want­
ed to make art without categories, yes? We 
didn't want to abolish quality. But we want to 
abolish categories. And we want to show. at 
least that's how I interpret it, that small is 
beautifu l. You know. small, yes? Therefore 
the pompous retrospective is anti-Fluxus. 
And many of the Fluxus performances are so 
that the casual is beauty"·' Nam June Paik's 
aim to present a new definition of beauty, or 
at least to liberate the idea of beauty from 
didactic intentions and connect it to light­
ness, casualness, and the indeterminacy, is 
fully coherent with his fundamental attitude 
of harmony and tolerance towards broad 
reality 
This openness, this tolerance, this fundamen ­
tal, deep-seated tendency to embrace end­
less, unlimitedly broad, boundless reality -
the true, given nature -, to unify with it and 
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make life's constant practice out of it. a prac­
tice in and through which harmony emerges 
and transparent simplicity is perceived as 
abundance and purity, as clarity - this Zen 
attitude of Nam June Paik sparked the 
enthusiasm of a talented and open-minded 
young Italian woman living at the time in the 
United States. Antonina Zaru. A mutually 
respectful . lifelong friendship was forged, 
one that found concrete expression in an 
intensive, demanding, and creative collabo­
ration across a variety of levels, 1n different 
contexts. and in diverse projects Antonina 
Zaru made it possible for Nam June Paik to 
realize several of his large projects. She not 
only co-financed some productions but also 
- thanks to her diverse economic and polit i­
cal contacts in Europe and the US - organ­
ized significant sponsors who were instru­
mental in helping Paik undertake large, 
expensive projects. 
Antonina Zaru studied art history, history, 
and political science and from her early 
years was interested in contemporary art. 
After marriage she moved to the United 
States. Quickly she got to know the most 
important galleries, collectors. critics. and 
museum people. developing close and last­
ing friendships w ith some art historians and 
curators. Thanks to his theoretical studies on 
the one hand. and his inexhaustible artistic 
innovations on the other. Nam June Paik was 
the ideal artist for Antonina Zaru. the gen­
uine, true. authentic artist of our epoch, who 
was certainly aware that the most radical 
renewals of the respective contemporary art 
are always - albeit sometimes only latently, 
veiled, hidden - connected to tradition. with 
the age-old wisdoms of human thought. 
Antonina Zaru admired and accompanied 
Nam June Paik from the beginning of the 
1980s. and she helped him to realize his 
meanwhile famous complex installation at 
the Venice Biennale. in 1993, in the garden of 
the German Pavilion. as Korea was yet to 
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have its own national exhibition pavilion in 
the Giardini. As a guest on the terrain of 
another country, as a kind of nomad or emi­
grant in terms of how and where he lived 
and worked everywhere. Nam June Paik was 
able to make his large open-air installation 
with the Volkswagen. the loudspeakers in 
the trees. the subversive mix of technology 
and nature. everyday banality and aesthetic. 
popular and higher culture. Orient and 
Occident. 
During these years Antonina Zaru worked 
intensely with Nam June Paik and enabled 
him to produce a whole series of robots 
'equipped' with musical references. She also 
introduced him to very important and useful 
contacts in Europe and America. which in 
turn led to new invitations and projects. 
Antonina Zaru herself was very active in 
Europe and America and was tireless in her 
efforts to have Paik's work presented on 
both continents. Through regular purchases. 
but above all by financially supporting Paik's 
new works, she contributed decisively to 
enabling the artist to work continuously. In 
addition, she accompanied him everywhere, 
helping to build up a network of new profes­
sional contacts, to find new collectors and 
exhibition venues. It was in these years that 
Antonina Zaru's first collection developed, 
featuring important video sculptures. robots. 
and Paik's new works with elements from 
Combine Painting 
Nam June Paik explained his relationship to 
painting in a talk with Antonina Zaru in New 
York in 1992, while preparing his work for the 
Venice Biennale. 

"I had never pa inted before the 1970s. 
Nothing. I always refused to [ .. . ] I had never 
painted anything before. I came to painting 
after having positioned myself as a video artist. 
I kind of betrayed myself. In fact. I couldn't 
catch 't ime' notion in painting. I couldn't 
understand what the climax meant in pictorial 



art. the sense of catharsis in non-temporal 
aspect. In life. climax only occurs in time. at a 
precise moment. It 's the same thing 1n art and 
other pleasures. Extasy exists 1n a temporal 
dimension. But in paint ing, which doesn't 
develop 1n time. climax cannot happen. For me. 
1t was a certainty, I was absolutely convinced 
that climax could only exist in music, and not 1n 
painting."' 

Although Paik painted quite a deal in the 
1990s, or more precisely: complemented - or 
"defiled" - his video sculptures with painted 
- abstract-gestic - elements. he himself con­
sidered his painting ambitions as secondary. 
Two central aesthetic elements in Nam June 
Paik's artistic approach may be distilled from 
this passionate statement from 1992. Firstly, 
there is his conviction that art offers a spe­
cific - euphoric. exalted, exciting - develop­
ment. a highpoint. a genuine ecstasy, a "cli­
max." which can arise in a sequence over 
time. in a process. in the "temporal dimen­
sion" of the artwork. This is why he ultimate­
ly doubts painting, which - as he sees it -
does not possess such a dimension. 
Secondly, he once again underlines his firm 
commitment to music. which reveals the "cl i­
max" and catharsis. Ultimately, we have to 
perceive and accept that the inspirations, the 
aesthetic ambitions. the methodological 
considerations of Nam June Paik originally 
and fundamentally stem from the realm of 
music, or at least were rendered concrete in 
the context of musical activity. For Nam 
June Paik. art is bring ing time to awareness, 
the sequence of time. the tonal objectifica­
tion of the temporal process which is actual­
ly the essence of all of life. As Paik saw it, the 
question of time is not merely some aesthet­
ic - or philosophical. abstract. speculative -
problem, but the core question of life. 
His work - from action music and perform­
ance through to video sculpture - is the 
diverse material articulation of a sense of 

time. a concentration on changes taking 
place during the process of time. without 
having to absolutely convey the idea of a 
necessary, intended development, empha­
sizing instead the indeterminate and unin­
tentional. For this reason Nam June Paik 
often draws on a text by Arnold Schonberg 
where the musician formulates his concep­
tion of time. For Paik, the consciousness of 
time was not only a pivotal artistic moment. 
but indeed the fundamental moment of life 

"Yes. it's really well written. Schoenberg 
around '49. That's video with a much more 
complicated question of time. and that the 
mostly so-called conceptual videos are boring 
because they are one dimensional. yes? So. I've 
always had this quote in my head. The con­
sciousness of time [ .. . ] we only have time and 
space. There 's nothing else. Time 1s half of our 
life. And that's very important (laughs). Very 
compl icated. And right up to the last day 
there's always something to do. And when you 
die. then you think. future re incarnation. Time 
is important. I mean. that's very complicated 
Video art can do this directly [ .. J we study not 
only video art but our very lives.'" 

Prec isely here Nam June Paik ties into a fun­
damental idea evident in diverse Fluxus 
activities at the beginning of the 1960s: the 
various formations, proposals, innovations 
and practical activities by Fluxus practition­
ers from New York to Wiesbaden. from 
California to the Ruhr, all draw fundamental­
ly on a conception of life. on a conduct of life, 
on a practice of life. That is why people from 
completely different professions and educa­
tional backgrounds, with rather diverse polit­
ical views. from a variety of cultural contexts 
flocked to the Fluxus events held across the 
world - the Fluxus activities addressed basic 
questions of life. articulated a fundamental 
attitude towards the question of time. to the 
question of the necessity of some logic or 
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development inherent to history, spoke 
about freedom and intellectual independ­
ence, sovereignty. As Jacquelynn Baas has 
written: 

"The concept of Fluxus as an art movement 
corresponds with Fluxus organizer George 
Maciunas' philosophical-political position that 

the end of art, in the sense of its goal. is the 

end of art, in the sense of its absorption into 
the practice of being human. His statement 
that 'Fluxus objectives are social (not aesthet­

ic)' exemplifies Fluxus's intent to circumvent 

both museums and the commercial art world, 

and to empower people to engage with essen­

tia l issues via the Fluxus approach to life as 

connection and flow [ .] The pedagogical 

function of Fluxus artworks is to help us prac­
tice life: what we 'learn' from Fluxus is how to 
function as an ever-changing self that is part of 

an ever··changing world." 

Al t hough Nam June Paik always viewed the 
"pedagogical" or "ideological" calling of art 
with subtle humour and scepticism, and crit­
ically rejected the evolutionistic idea of nec­
essary development. or a historical necessity, 
he was nonetheless convinced that art could 
bring humans closer to se lf-knowledge and 
help them to better understand and accept 
their lives, their possib ilities and freedom, 
and so gain a more emphatic sense of joy 
"we study not only video art but our very 
lives". A ntonina Za ru learn t this message 
from her friend and mentor and for decades 
helped him to convey and spread this funda­
mentally humanistic, liberating, emancipa­
tive conviction, one strongly influenced by 
Zen Buddhism. The productive and close 
co llaboration between the artist and the 
gallery-owner, collector, patron, and co -pro­
ducer Antonina Zaru developed into an intel­
lectual symbiosis, one in which the involve­
ment in the artistic practice, the help given in 
financing new projects, in organizing numer-
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ous exh ibitions and Fluxus events, the 
shared travelling and above al l the long, 
deep, emotional discussions furnish a won­
derful example of the unfolding of a free and 
creative Fluxus spirit. 

2. Extending the idea of life 
Wolf Vostell and Gino di Maggio 

The development and t he inventors of so­
called video art or video sculpture have 
often been discussed . Even within the family 
of the artist there are various opinions. 
Shigeko Kubota, Nam June Paik's later wife, 
has always cla imed t hat she actually created 
the f irst v ideo sculpture, and its was her 
partner, Nam June Paik, who took up the 
idea and further developed it. by which he 
became much more famous than her. In a 
d iscu ssion with Peter Moritz Pickhaus, 
Shigeko Kubota gave the following version 

"Rene Block said: 'Peter Campus makes video 

installations. Shigeko, her works are video sculp­

tures. A video installation is like a shower. the cur­
tain is part of the structure. Her work has the 
character of objects. Therefore video scu lpture is 

a good title.' Rene Block came up with t he term 

especially for me. I owe him a lot. Here in Soho 

Block had a gallery and organized an exhibition 

with me in 1976, that's why I was invited by Dr 
Herzogenrath to the documenta in 1977. Only 
after that did Nam June Paik begin with video 
scu lptures and I was fo rgotten."' 

The other artist who d iscovered very early, 
perhaps even at the same juncture as Nam 
June Paik, the aesthetic perspectives of tele­
vision - as soc iolog ical, cultural object and as 
a new medium, as a new technological possi­
b ility in the hands of an artist - was Wolf 
Vos tell. 
The German Fluxus figure had in fact shown 
his vi deo installation in the New York Smol in 
Ga llery shortly after the Paik exhibition in the 



Galerie Parnass in Wuppertal. and video tape 
made there (actually a 16-mm film) is sup­
posed to be the first artwork in this medium. 
Wulf Herzogenrath has given an account of 
the somewhat murky historical origins 
behind this video tape, spiced with criticism 
and doubt: "That's why I always said to Wolf 
Vos tell 

'I'll believe your early dating when you can ver­
ify something, somewhere 1n print. then I'm 
1mmed1ately ready to renounce all my doubts.· 
We only accept a date when something is pub­
lished and verifiable. Everything else is specu­
lation. That's why I remain the view: March ·53 
for Paik and two months later - shrewd! -
Vostell shows his televisions in the Smolin 
Gal lery in New York - miraculous! - and makes 
- typical for such a clever fellow like Vostell - a 
'video tape,' which under the technological 
conditions of the time was naturally a film: Sun 

In Your Head."'' 

Like Nam June Paik, John Cage, Yoko Ono, 
and George Maciunas, Wolf Vostell was also 
intensely interested in music. in action art 
and the temporal sequence of the musical 
process. But in stark contrast to Paik and 
Cage, the German artist operated in a con­
text that was dense and thematically turbu­
lent, restless and provocative, namely in the 
context of historical. political, everyday refer­
ences which were present and immediately 
graspable everywhere in our daily actions, in 
banal daily information, in newspapers and 
advertising, as well as television. 
Wolf Vostell conducted his Fluxus opera­
tions in the everyday realities of the new 
consumer society shaped by the mass 
media, but with a somewhat different 
methodology and approach than that pur­
sued for example by his American friends 
active in the rapidly burgeoning trends of 
the diverse groupings of New Realism, Neo­
Dada and Pop Art. The new contemporary 

art of the 1960s, Pop Art and Nouveau 
Realisme, Figuration Narrative, or somewhat 
later the German Kapitalistischer Realismus, 
consumed this banal visual material that was 
delivered daily and available for all with - as 
it were - great relish and in diverse forms 
integrated it into their artworks. As Robert 
Rauschenberg artistically integrated photos 
from the Vietnam War or the well -known 
Kennedy portraits into his Combine Painting, 
as Andy Warhol turned everyday tins of food 
or star portraits into "cult images" of the 
epoch, as Jasper Johns reinterpreted num­
bers, letters or the American flag into 
obiects for painting and visual themes, Wolf 
Vostell also took up snapshots, text frag­
ments, snippets, posters etc from contem­
porary life, from advertising, or from politics. 
from Vietnam through to the invasion of 
Prague by Warsaw Pact troops, and 
reworked them into his works as the basis 
material for a connotative structure. He 
experimented with various artistic methods, 
whereby the banal, everyday origins of the 
objects were always emphasized 
The real novelty of these diverse and yet 
similar artistic methods was the pivotal posi ­
tion accorded to everyday life, the direct 
reception and absorption of this banal, 
everyday visual material, familiar and easily 
accessible to everyone. into the cognitive 
structure of an artwork. The Vietnam War, 
the politicians, the civil rights movements, 
the street protests, the political slogans, the 
different forms of ideological propaganda, or 
the advertising and cult objects of the new 
consumer society - all these become com­
ponents of contempora ry art, an art that no 
longer accepted a boundary line between 
everyday life and the aesthetic aura of an 
artwork. 
There were also other important compo­
nents in the diverse directions and artistic 
tendencies, a different defining factor in the 
1960s, namely the anarchic-libertine sexual 
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revolution and the - often mythologized -
drug culture, the proliferation of liberating , 
joyous beat music and the rock music cul­
ture, all of which expressed and communi­
cated the radical ideas of alternative forms 
of living as well as the various critical stances 
and secess ions from the very same con­
sumer society. At the same time, this new 
consumer society - with its complete new 
range of attractions and reforms - conceived 
it self as something radically new, at least on 
the level of ordinary life. 
The paradox of this epoch lies precisely in 
this contradiction: while the modernization of 
society - and connected with it the spread of 
the mechanisms of consumerism - continued 
apace and was inexorable, the various alter­
natives of possible new, different, modern 
forms of life were inextricably tied to these 
very same mechanisms and their permanent 
dynamic of destruction, or at least perpetual 
restructuring and renewal. In other words: 
participating in the new consumer society, 
practicing the various new models of possi­
ble forms of living in mass society, the easy 
nature of consuming and the general social 
mobility, also seem to be just as "modern" as 
the radical forms of rejection of narrow-mind­
ed consumption, as the new methods of 
protest against a fetishism of consumption, 
as the subversive strategies of criticism and 
destruction of consumer society 
In contrast to the American artists, Wolf 
Vostell's oeuvre reveals strong and constant 
references to German history, above all the 
Nazi past. In this respect Peter Weibel has 
remarked: "After the Second World War, 
which Wolf Vostell, born in 1932, survived in 
Czechoslovakia, it was not only buildings that 
were in ruins but also humanism. The histori­
cal experience of this plunge into the abyss 
left its mark on the young Wolf Vostell from 
about 1959 onwards and rai sed his awareness 
for those aspects of reality - as well as their 
perception and representation through mass 
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media like television, radio, film, photography, 
newspapers, and posters - which revealed 
the fissure between reality and representa­
tion, between real atrocity and ideological 
claims, the dissolution of classical concep­
tions of the world and values."10 

Any description of the general political and 
cultural situation, or more specifically the 
artistic methodologies and attitudes of the 
1960s. needs to also include reflections on 
the concrete historical and political relations 
in the former "Eastern Bloc" of Central and 
Eastern Europe, conditions which were 
especially present in divided Germany It is 
only 1n this broad, historically accurate con­
text of ideological, political and cultural rela­
tionships spanning the whole of Europe that 
we can explain on what interpretative level 
and in which micro-contexts cultural events, 
statements by artists and literary figures. and 
aesthetic methods were embraced and dis­
cussed. The contemporary literature. film, 
theatre, music and some manifestations of 
art in the Federal Republic of Germany were 
indeed amongst the cultural themes often 
discussed in the "Eastern Bloc." Remarks 
made by Heinrich Boll, the political. moral or 
aesthet ic views of Gunther Grass. the ethical 
and ideological debates amongst the circle 
of progressive writers 1n "Gruppe 47," the 
films of Fassbinder, Herzog or Schlondorf -
all these were the considered continually and 
discussed intensely; they were integral parts 
of contemporary cultural life in Budapest. 
Prague and Warsaw as well. 
The confrontation between "East" and 
"West." the ideological battles between two 
opposing camps were manifested directly in 
the situation of divided Germany, for the dif­
ficult questions of responsibility for Nazism, 
of one's personal position in relationship to 
Nazi ideology and racism, as well as the oft 
painful revelations and struggle against the 
veil laid over the past, augmented and spec­
ified this general ideological confrontation 



with directly lived-through experiences, both 
personal and collective, saturating it with 
ethical, human, and emotional elements. The 
controversies and debates on National 
Socialism and racism, on the responsibility to 
be carried by the whole of German - and 
European - society for Fascism and Nazism, 
raged on until the mid-1970s at least. where­
by the new conflicts and confrontations 
stemming from the Cold War were often -
particularly on an emotional level - intermin­
gled 
This - historically seen understandable -
discourse also shapes the fundamental nar­
rative of the Fluxus artist Wolf Vostell, as it 
does the who le ideolog ica l phraseology 
and political terminology of the West 
German New Left, the circle around Rudi 
Dutschke and the later Red Army Faction, 
although modern American imperialism. 
traditional Western colonialism or neo­
colonialism were often compared and con­
founded with German National Socialism or 
Fascism in general The ethical struggle 
against hushing up the past or indeed glo­
rifying the Nazi past, the confusing inter­
mingling of questions revolving around 
responsibility were frequently implicated 
by the New Left and "extra -parliamentary 
opposition" in the Federal Republic into the 
struggle against modern, multinational 
imperialism, against US aggression in 
Vietnam. or even into the conflict between 
Israel and Palestine. Numerous German 
writers, artists, film directors and other 
intellectuals took part in these fierce dis­
cussions. Artistic statements, most pre­
dominantly those of Joseph Beuys, Wolf 
Vostell, Klaus Steck, Gunther Grass, Volker 
Schlondorf or Fassbinder, were directly 
absorbed into the heated political dis­
course. This deep political implication of art 
and literature seemed to be something 
completely normal and historically logical 
to intellectuals in the "Eastern Bloc," for cul-

tural life in Central and Eastern Europe con­
stantly found itself in a very similar situa­
tion. 
The politically provocative narrative and the 
irritating new visual language employed by 
Wolf Vostell refers to and draws on this polit­
ical discourse. Unlike American Pop Art, Wolf 
Vostell's art was approached and read prima­
rily through its narrative connotations and 
philosophical references and was thus con­
textualized in the current political situation. 
This also meant that his innovative visual lan­
guage, provocative in how it builds on unusu­
ally upfront confrontation, was not consid­
ered something "exotically new," as some­
thing "Western" or "American," but rather as 
being thematically familiar. What Vostell was 
addressing and speaking about was some­
how not that strange and unknown, although 
his vocabulary manifested a hitherto unseen 
immediacy, a hitherto unique radicalism . 
Whereas the sparse visual information on 
American Pop Art available in the "Eastern 
Bloc" suggested an exotic distance, a colour­
ful and somehow joyous lightness and ease, 
an amusing and simple "modern folksy 
touch," one in which the blazing colours of 
modern clothes and cars, the humorous 
directness of advertising and the simple ordi­
nary objects, the products of the fast food 
industry and the cheap make-it-yourself 
offers pointed to a mainstream mass society 
shaped by optimism, the works of the 
European artist Vostell seemed dark, Joyless, 
critical, objectivistic, utterly uncompromising 
and severe, documentary and sober. 
The special cultural status ascribed to the 
politically committed, subversive art of Wolf 
Vostell stems from this provocative narrative 
and his innovations in terms of method, 
technique and vocabulary. Upon closer 
inspection of the first context. we need to 
point out that Wolf Vostell deliberately 
chose the provocative, radical direct path of 
confrontation, comparable historically to the 
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practice and actions of Dada Berlin. This 
provocative path, plotting the ideological 
and ethical questions of contemporary con­
fli ct situations and staunchly refusing any 
reconciliation between the extremities, is at 
the root of the rigor and uncompromising 
quality of his artistic vision. Although he 
always operated with a subversive humour, 
the essential radicalism of the - ethical, polit­
ical. ideological - antagonisms caught in the 
conflict situation was never fully defused by 
this humour. 
The artistic revolts, the radical methodologi­
cal innovations, and the radical rejuvenation 
of language after the Second World War 
were played out in the formal , structural and 
lingu istic realms of artistic communication. 
The revolt against the literary, anecdotal. 
thematically comprehensible content of art, 
was radically rejected in the diverse schools 
of lnformel, irrespective of how irrational or 
fanciful it was. for instance in the Surrealist 
narration. The - literary. verbalized - content 
has become suspicious and undesired. The 
dramatic, existentialist extremity of Abstract 
Expressionism. the Romantic-subjectivist. 
emotionalized vocabulary of calligraphic 
abstraction, the rituals of material destruc­
tion performed by lnformel, sought to dis­
sect the message of the artwork from any 
possible literary and thematic content. con­
sidering the content to be nothing less than 
subjugating art to a "serving," utilitarian 
function, which in the eyes of contempo­
raries seemed comparable to the cultural­
political practice of totalitarian dictatorsh ips, 
to the ideological agitation propaganda The 
Modernism of the post-war period viewed 
the various methods of abstraction as "liber­
ation," specifically a way of enabling concen­
tration to be focused on pivotal intellectual 
and spiritual experiences, a concentration on 
the position of the artist in the universe, 1n 
the temporal processes of discovering and 
knowing the self. 
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Paradoxically, but logically explainable con­
sidering the given historical situation, it was 
precisely the uncompromising, severe, trans ­
parent, didactic, political and moralistic rigor, 
fundamental and concentrating on the 
essential, that irritated, that was the unusual, 
that was so confusing in the work of Wolf 
Vostell. for this manifested a radical break 
w ith the long-lasting epochs of diverse 
abstractions, but also had just as little to do 
with the consumerist elements of the spirit 
of the 1960s, namely with the ease. lightness, 
sensuality, irresponsibility, with the hedonism 
awash in the affluent societies in the West 
Although in some respects Vostell shared 
the anti-hierarchical, anti-authoritarian, anti­
convent1onal, anarchic-critical political senti­
ment of the young generation of the 1960s, 
one finds little evidence in his work of the 
"easy going" and "pop" mood of the revolt­
ing youth, not least because he strongly con­
centrated on the basic problematic facing 
the political reality of the epoch This is the 
factor connecting the German Fluxus figure 
Wolf Vostell with the young Italian engineer, 
art fan, collector, co -producer Gino di 
Maggio, a man holding deep Communist 
convictions. The close friendship and com ­
mitted collaboration between the two criti­
cal minds resulted in numerous exhibitions, 
work groups, publications, Fluxus events, 
and ultimately a Wolf Vostell Museum in 
Spain 
Born in Sicily, Gino di Maggi studied in Milan. 
Already during his student years he was 
strongly involved politically within Italy's 
expanding Communist movement. With 
comrades he visited the Soviet Union, read 
the classic texts of Marxism, and discovered 
the ideas of Antonio Gramsci early on. But 
he also came across something else that was 
not part of the view of culture officially prop­
agated by Italy's post-war Communism: 
Futurism. Marinetti 's radi cal avant -garde was 
namely associated with Fascism - thanks to 



the political career of its founder - without a 
deeper, more complex analysis of Italian 
Modernism, where - due to the unique polit­
ical situation in Italy after the First World 
War - genuinely revolutionary perspectives 
were entwined with authoritarian, anti­
democratic, reactionary and nat1onal1st 
thinking Despite this ideological orientation, 
Gino di Maggio considered Futurism to be a 
radi cal and absolutely revolutionary form of 
the early avant-garde, which had sparked 
completely new, authentic, progressive and 
experimental approaches, methods and lin­
guistic inventions across all areas of artistic 
creativity and transformation of everyday 
life. Gino di Maggio had intensely studied 
musical performance, Dadaist cabaret, and 
Futurist literature and music. 
As he somewhat later, at the end of the 1960s, 
beginning of the 1970s, became familiar with 
action music and the concerts of the Fluxus 
artists, he realized that there were intensive 
ties between Futurism, Dadaism, and Fluxus. 
It is no coincidence that the very first Fluxus 
events were often organized as "Neo-Dada" 
manifestations, the first action music perform­
ances under the title "Neo-Dada," for example 
the famous exhibition Neo Dada in New York 
featuring George Maciunas and Ben Patterson 
held in June 1962 in Wuppertal's Parnass 
Galerie. The terminus technicus "Neo Dada" 
was also used in connection with diverse for­
mats of Pop Art and Neo-Realism. 
From the mid-1960s Gino di Maggio fostered 
close personal relationships with artists of 
the Nouveau Realisme and Fluxus groups, 
above all with Wolf Vostell, Nam June Paik, 
George Brecht. Ben Patterson. and Dick 
Higgins He purchased works and was 
involved in the production of larger work 
groups, organized exhibitions, and financial­
ly enabled artists to visit Italy One of his ear-
1 iest exhib ition s was devoted to the 
American Fluxus artist George Brecht and 
held at the Piazza Martini in Milan. 

In order to propagate the current experi­
menta l methods and their accompanying 
theoretical considerations, Gino di Maggio 
became co-editor of the legendary avant­
garde art Journal ALFABETA at the end of 
the 1960s, joining Umberto Eco and Gianni 
Balestrini. The journal rapidly emerged as an 
international forum for radical art forms, 
experiments, and political thought in Italy. 
The pivotal event for Gino di Maggio was the 
founding of his art foundation Mudima, 
which organizes exhibitions and concerts, 
performances and conferences in its own 
venue in Via Tadini, Milan, or is active in pro­
ducing artworks and exhibitions, publishing 
catalogues and books. From the outset the 
Fondazione Mudima is one of the most 
active and internationally renowned founda­
tions in Italy. The current location was 
opened in November 1989 with a typical 
Fluxus event: From Dinner to Breakfast was 
a concert performance to which Arman, 
Cesar. Ben Vautier. Joseph Beuys, and Nam 
June Paik all contributed. Each artist adapt­
ed a pianoforte and integrated it into his 
action. Wolf Vostell performed shortly after­
wards. at the beginning of 1990, at Mudima, 
featuring his Fluxus work Pianoforttssimo. In 
the following year, in 1991, Vostell presented 
his musical environment in Fondazione 
Mudima under the title of Radio Fish. where 
he opened deep-frozen swordfishes 
between blocks of ice and radio sets. Here 
the radio sets serve as simple things of 
everyday life. as technological objects. as 
artefacts. similar to the television sets in the 
de-collages and video sculptures which rep­
resent the inorganic anti-pole to organic 
realities, such as animals and plants 
Despite the seemingly chaotic accumulation 
of selected objects, a relatively simple. trans­
parent structure can be observed. The Fluxus 
artist Wolf Vostell regards every kind of for­
malism, every form of embellishing chaotic 
reality to be alien and void. He operates with 
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an almost propagandistic, emblematic simpli­
fication of visual elements, whereby the his­
torical, political allusions are always - albeit 
concealed and still, discrete - present. He was 
very critical of the naivety shown by mem­
bers of affluent societies and the irresponsi­
ble hedonism of the world of consumption, 
as he was of the parasitic , sensual, raging 
attitude of affluent societies, which simply 
refused to recognize international implica­
tions and conflicts of interest. This is what 
Wolf Vostell precisely saw and he wanted to 
make it clear, direct and unavoidably visible 
how this seemingly innocent, na1Ve, hedon is­
tic world of consumption had developed an 
insufferable, immoral, egoistic indifference 
towards the rest of the world, towards the 
suffering and misery of the broad masses 
outside the "Western paradise." This uncom­
promising radicalism lends his works a cer­
tain "archaic simplicity," a kind of innocence 
and youthfulness This recalls in some 
respects the intentional , well-considered, 
intelligently playful, subversive infantilism of 
Nam June Paik. 
History and political events have naturally 
stamped a presence on his visual -sculptural 
compositions. The visual confrontation between 
the awesome, dancing Hollywood diva Marilyn 
Monroe and the brutal, repulsive execution 
scenes from the Vietnam War, or the feared 
giant B-52s dropping payloads of bombs, which 
are actually lipsticks for ladies, provoke a direct 
overlapping projection of different reality levels, 
whereby they are painfully obviously different 
social situations and chances. 
Vostell argues with subversive irony, he 

38 

operated with alienation effects which -
since Bertolt Brecht - have remained a piv­
otal method in the arsenal of the radical 
political avant-garde In this sense Wolf 
Vostell's oeuvre can be interpreted in the 
context of the German literary avant-garde 
and probably for this reason it seemed par­
ticularly topical and understandable in the 
c ircl es of critical, post-Marxist intellectuals 
in Central and Eastern Europe. But the intel ­
ligent and versatile Fluxus artist Wolf Vostell 
also speaks - indeed above all - about the 
immediate realities of concrete situations in 
life. It is in this sense that he writes about his 
artistic stance and approach in a text to his 
work Das Haus des Tauben, which was 
shown at documenta 6 in Kassel in 1977: "My 
processural theory not only involved the 
expansion of the idea of art, but also an 
expansion of the idea of lifel"" This sentence 
reveals exactly the same Fluxus spirit as for­
mulated by his friend and colleague Nam 
June Paik: "[ ... ] we study not only video art 
but our very lives."12 This commitment to 
and involvement in and for life, for experi ­
encing life, for liberating life from repressive 
systems of thinking, from empty conven­
tions, from lies and constraints - this is what 
connected the friends, via the active, vital 
experience of the Fluxus happening. As 
Nam June Paik said: "But you know what, 
Fluxus is from several different people and 
everyon e is free. This is what Fluxus has 
shown: so many people involved, so many 
long friendships have kept going without 
discipline and without squabbling, it 's 
unique1" 13 



1 Nam June Paik, "Capito? Messe, Ja?1." Interview with 
Nam June Paik on 6 October 1960. Audio tape with 
precis: >N.J.Paik Konzert Atelier Mary Bauermeister 
1960<, Historisches Arch iv Stadt Koln, in Nam June 
Paik. edited by Peter Moritz P1ckshaus, published by 
the Kunststiftung NRW. Verlag der Buchhandlung 
Walther Konig. Cologne 2009. p. 29. 
1 George Maciunas. "Neo-Dada in den Vereinigten 
Staaten." Lecture presented in the Wuppertal 
Galerie Parnass on 9 June 1962, in Thomas 
Kellein, Der Traum van Fluxus - George 
Maciunas. Eine Kunstlerbiographie, Verlag der 
Buchhandlung Walther Konig, Cologne 2007. p 62. 
' Nam June Paik, in terview with Barbara Wien: 
"Jetzt ist Utopie Das ist w1chtig1" From 23 January 
1983 on the occasion of the exhibition > 70-50=20. 
Eine kleine Geschichte von Fluxus in drei Teilen - l 
John Cage - Nam June Paik in der daadgalerie, 
Berlin<. in Nam June Paik, op cit, p 59. 
' Ibidem, p 60. 
" Nam June Paik in an interview with Antonina 
Zaru in August 1992, New York, audio tape "Storie 
e visioni de l grande artista." 
' Nam June Paik, interv iew with Barbara Wien: 

"Jetzt ist Utop1e Das ist wicht1g1", op. cit., p 64 
· Jacquelynn Baas, Introduction to Fluxus and the 
Essential Questions of Life, ed. Jacquelynn Baas. 
Hood Museum of Art, Dartmouth College, Hannover, 
New Hampshire, in association w ith the University of 
Chicago Press, Chicago and London 2011, p 2. 
8 Shigeo Kubota in an interview with Peter Moritz 
Pickshaus: "I am an Easter baby. Jesus Christ sur­
vives," 1n Nam June Paik, op cit., p 123. 
9 Wulf Herzogenrath, "Ja. Ja. lch kenne Euch Bruderl" 
Excerpts from two talks between Peter Moritz 
Pickshaus and Wulf Herzogenrath in Bremen on 5 
June 1997 and 24 January 2006, in Nam June Paik, 
op. cit., p 80. 
10 Peter Weibel, Wolf Vostell. "Der Deutsche 
Ausblick (1958/59) from the cycle, Das Schwarze 
Zimmer," in Wolf Vostell Artista Europeo, Collana a 
cura dt Gino di Maggio, Achille Bonito Ol1va, Daniele 
Lombardi, Mudima Edizioni 2010, Milan, p 251 
'' Wolf Vostell. Text to the installation "Das Haus 
des Tauben" at Documenta 6, Kassel 1977 
" Nam June Paik, interview with Barbara Wien: 
"Jetzt ist Utopie Das ist wichtigl", op cit., p 64 
· Ibidem, p 62. 
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Nam June Paik, 
histoires et visions du grand artiste tirees d'une 
conversation avec Antonina Zaru, 
New York, aout 1992 

Le premier evenement Fluxus de l'histoire date sans doute de la fin du siecle dernier. Autour 
de 1880, quand on a installe les premiers cables transatlantiques de telecommunication. 
Comme vous le savez, ii fallait au moins six mois pour communiquer entre Washington et 
Londres. Aller-retour ' Les bateaux americains devaient se rencontrer dans !'Ocean et « se 
donner la main » pour attacher leurs cables respectifs. Naturellement, ii a fa llu mobiliser 
d'enormes ressources economiques pour realiser un tel projet. Des paquets d'action ont ete 
mis en vente a Londres. a New York et dans le monde entier afin de financer ce projet. Au 

moment ou elles allaient se rencontrer, une des deux parties - l'americaine, je crois - a perdu 

ses cables et cet evenement tant attendu est parti en fumee. Ouatre mille kilometres de 
travaux ont ete perdus. 
Je considere vraiment cet evenement com me un « evenement » Fluxus : un moment impor­
tant dans I' « idee » Fluxus. La perfection qui devient erreur. qui se transforme en erreur. 
Arriver a la fin et devoir recommencer depuis le debut. 

Aujourd'hui, tout est tres fluide, done les artistes vivent cette fluidite exactement comme les 
autres. 
Tout le monde voyait le cinema comme un «grand » langage, mais certainement pas la tele­
vision. Tout le monde considerait le cinema comme a un art important, alors qu'a !'inverse, 
la television n'etait pas consideree comme un art. 

Nous etions a contre-courant, la television etait consideree dans le courant. La video a 

toujours ete contraire et opposee a la television. 
Je disais : George Orwell s'est trompe. Beaucoup de gens disent la meme chose desormais. 
Pour les peuples de l'Est comme pour le peuple noir .. La tele de l'Est a ete faite par des 
personnes qui regardaient la tele occidentale. 
Pour travailler avec les nouvelles technologies dans l'a rt, ii faut beaucoup de patience. II faut 

beaucoup etudier. Mon background m'a aide a etre patient. 

Beaucoup d'artistes americains et occidentaux, en general, n'ont pas assez de patience pour 
etudier l'ordinateur. Dans les annees 60. par exemple, c'etait terrible. pas parce que mon atti­
tude etait meilleure. mais parce que souvent, dans les expositions et dans les insta llations 
d'autres artistes, I' « art » et la « technologie » ne fonctionnaient pas. Dans mon cas, la 

patience, et une certaine application, ont permis a mes oeuvres de touJours fonctionner. 
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Grace a ma patience et a une certaine maniaquerie, parfois id iote, essayant et essayant 
encore, tout a toujours parfaitement fonctionne. 
La culture coreenne est analysable sur la base de deux elements principaux • la tradition 
primitive d'origine mongole caracterisee par le nomadisme. et la cultu re classique chinoise 
et indienne. Confucius. etc. 
J 'observe avec un grand inten~t !'influence exercee par la culture chaman ique nord­
coreenne. Une fois. j'etais a table avec un chercheur canadien qui s'occupait d'lndiens 
d 'Amerique Je lu i ai demande a quelle tribu d'lndiens j'aurais appartenu si j'etais ne en 
Amerique II m'a repondu sans la moindre hesitation • « Aux Esquimaux » Je sa is ainsi que 
j'appartiens a la tradition chamanique siberienne. Pour moi, c'est aussi un lien avec l'enfance. 
Les chamans, en effet, sont ce que je me rappelle de man enfance. 
Ainsi, toute !'experience d 'art video et audiovisuelle de ces annees-la m'aide a entrer dans 
l'histoire des choses humaines. Et les artistes sont tres forts dans l'exercice de la memoire. 
Toute !'experience de l'audiovisuel, de la musique et des videos me permet d 'entrer dans la 
memoire de l'histoire. Du reste, notre cerveau est ainsi fait, comme une bande magnetique 
II est important de travailler su r deux niveaux de communication, reciproques et interactifs, 
parce que la communication unilaterale. « one way», est tres commune. 
Aujourd 'hui, je crois par exemple que les mecanismes de la teleconference ouvrent des 

perspectives interessantes. En particulier, parce que la teleconference est beaucoup plus 
economique que le satellite. Les problemes que nous avons rencontres avec le satellite 
pouvaient etre surmontes par la teleconference, mais a l'epoque, en 1988, cette technologie 
n'etait pas encore tres developpee. 
La premiere idee « satelli sante » que j'ai eue concernait la possibilite de faire danser Merce 
Cunningham avec Baron. Ce fut assez naff J'ai contacte Baron en lui demandant s'il vou lait 
improviser avec Merce Cunningham. .. les grands noms ... mais ii m'a repondu qu'il devait aller 
a une fete de Nouvel An. La verite, c'est que cet evenement ne garantissait pas suffisam­
ment leur professionnalisme et leur reputation. Dans leur cas, en effet, ii s'agissait d'impro­
viser sans repetitions et le publ ic aurait pu prendre cette performance pour une sorte de 
competi tion entre deux illustres personnages. 
La meme chose s'est produite entre Beuys et Cage, a qui nous avons demande de jouer 
ensemble un duo au piano. Vous imaginez ca? Beuys et Cage ... L'evenement du siecle 1 Mais 
Beuys a hesite. D'un cote, ii y avait Cage qui avait developpe au cours de longues annees un 
style extremement personnel ; de l'autre. Beuys, qui avait un programme artistique precis. II 
etait impensable qu'ils changent brusquement leur style. Et ca a ete pareil avec Beuys et 
Allen Ginsberg Pour eux. la television n'eta it pas tres importante C'est moi qui les ai 
entraines. lls etaient tres inquiets. Alors, quand je leur ai demande de venir, ils ant repondu 
ou i, ma is ils n'ont jamais pris ce projet au serieux. 
Au contraire, Laurie Anderson a pris tres au serieux Good Morning Mr Orwell, parce qu'elle 
est une artiste multimedia. 
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Pour un jeune artiste, utiliser aujourd'hui les instruments de la teleconference. cela pourrait 
vouloir dire experimenter une nouvelle forme d'art. 
En video, nous utilisons un montage que nous appelons « volant » (flying edition). Nous 

avons deux cassettes videos devant lesquelles nous nous asseyons comme si c 'etait le 
clavier d'un piano Nous pouvons faire deux coupures soudaines en une heure, par exemple 
Ainsi , nous coupons. nous coupons, nous coupons et c'est probablement un peu comme 
pour la vie. Je suis ici maintenant, mais je pourrais ne pas y etre demain. C'est comme la vie. 
Les images sont abstraites. Abstraites au sens ou nous employons « realisme », realite • mais 

les relations qui se produisent sont completement « surreelles », au sens de non reelles. 

Toutefois, ii y a un developpement du present, de la presence. 
Nous tous, nous desirons une certaine securite et une vie meilleure. Nous avons besoin de 
connaitre quelque chose de l'avenir et plus nous connaissons le passe, plus nous pouvons 
dire que nous sommes surs. Connaitre le passe, c'est-a-dire la memoire, cela veut dire 
comprendre et voir l'avenir. La memoire est une serie de courbes, un radar comme disent 

certains, entre le passe et l'avenir. Nous sommes ici dans le present, nous connaissons le 

passe, nous pouvons essayer de comprendre l'avenir. Mais nous ne pouvons pas connaitre 
le present. Voila pourquoi je consacre au moins deux heures par jour a la lecture des JOUr­
naux. 
Les artistes savent plus de choses de l'avenir que du passe. II n'en est pas touJours ainsi, c'est 
vrai, mais generalement je crois que oui. Les artistes ont ete l'avant-garde des deux grands 

changements ; nous n'avons pas toujours raison, mais cela nous arrive certainement plus 

souvent qu'a d'autres. Je connais mon role • quelque chose qui est entre le developpement 
du materiel et celui du logiciel. Et ce que je sais, c'est que Je suis un artiste plut6t doue pour 
servir d'interface. Je connais mon role, mais pas celui des autres artistes. 
L'ordinateur tres rapide que nous utilisons a ete developpe et produit a l'origine pour le 
systeme de guidage des missiles. Si un ordinateur satisfait les exigences militaires, ii est 

evident qu'il peut trouver des applications pour les spots televises les machines sont 

neutres. L'industrie militaire peut developper la technologie, parce qu'elle possede les 
ressources economiques necessaires. Du reste, Marconi lui-meme a ete soutenu par la 
Marine britannique. 
L'industrie militaire developpe les technologies. Je n'aime pas les militaires, mais nous avons 

besoin de fonds pour experimenter dans notre secteur • quelle que soit la provenance de 

!'argent - americaine, Japonaise -, les scientifiques prennent !'argent pour faire ce qu'i ls 

doivent faire ; pour aller de l'avant. Je ne dis pas que c'est un bien ou un mal, je dis que c'est 
notre destin. D'autre part, tout le xx• siecle a ete marque par une grande competition • la 
competition entre la technologie des medias et l'art. Et les artistes ont ete a la fois les pretres, 
les victimes et les antennes du defi. 
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Nam June Paik 
Wood Zen Painting 
1992 
Collection privee I Private Collection 
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Nam June Paik 
Violoncello 
1989 
Collection privee I Private Collection 
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Nam June Paik 
TV Cello 
1992 
Collection privee I Private Collection 
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Nam June Paik 
Images of John Cage's 26'1.1499 for a String Player Performance at the 
Cafe Go-Go, New York 
Images de la performance de John Cage 26'7.7499 pour violoniste au Cafe 
Go-Go a New York 
1990 
Collection pr1vee I Private Collection 
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Nam June Paik 
Sfera/ Punta Elettronico 
Sphere I Point electronique 
1990/1992 
Collection privee I Private Collection 
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Nam June Paik 
Thinking of You 
En pensant a to1 
1991 

Collection privee I Private Collection 
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Nam June Paik 
Homage to Capri 
Hommage a Capri 
1990/1991 
Collection privee I Private Collection 
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Nam June Paik 
Crash Robot 
1992 
Co llection privee I Private Col lect ion 
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Nam June Paik 
Ecce Homo (Robot Series) 
1989 
Collection privee I Private Collection 
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Nam June Paik 
Robot 3, Livia 
1993 (?) 
Co llec tion privee I Private Collection 
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Nam June Paik 
Oriental Painting, Direttore d'orchestra 
Peinture orientale, Chef d'orchestre 
1995 
Co llection privee I Private Collection 
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Nam June Paik 
Untitled 
Sans titre 
1990 
Collection privee I Private Collection 
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Nam June Paik 
Sacra e profano 
Le Sacre et le Profane 
1993 
Collect ion privee I Private Col lection 
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Nam June Paik 
Robot 5, Luciano Pavarotti 
1995 
Collection pr1vee I Private Collection 
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Nam June Paik 
Robot 4, Maria Callas 
1995 
Collect ion privee I Private Collection 
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Nam June Paik 
Young Buddha on Duratrans Bed 
Jeune Bouddha sur lit Duratrans 
1989-1992 
Collection privee I Private Collection 
Depot au Musee d'Art Moderne. Saint-Etienne Metropole 
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Wolf Vostell 
Fandango 
(details) 
1975 
Courtesy 
Fondazione 
Mudima 
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Wolf Vostell 
Fandango (deta il s) 
1975 
Cou rtesy Fondazione Mudima 
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Wolf Vostell 
Fandango (deta ils) 
1975 
Courtesy Fondazione Mudima 

63 



Wolf Voste ll 
Berlin fieber 
1973 
Courtesy Fondazione Mudima 
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Wolf Vostell 
Cycle Ca!atayud 
1973 
Courtesy Archivo Happening Vostell. Museo Vostell Malpartida, Espagne 
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Wolf Vostell 
Cycle Catalayud 
1973 
Courtesy Archivio Happening Vostell 
Museo Vostell Malpartida, Espagne I Spain 
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Wolf Vostell 
II g1ardmo de/le delizie 
Le 1ard1n des delices 
1980 
Courtesy Fondazione Mudima 
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Wolf Vostell 
Partitura Bach-Fandango 
Patition Bach-Fandango 
1985 
Courtesy Fondazione Mudima 
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Wolf Vostell 
Le Zitelle Fluxus 
1990 
Courtesy Fondazione Mudima 
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Vitalite du caractere destructif chez Fluxus 

Marco Pierini 

« Le caractere destructif ne conna1t qu'un mot d'ordre: faire de la place; une seule activite : 
deblayer Son besoin d'air frais et d'espace libre est plus fort que toute haine »1. 

L'assertion de Walter Beniamin semble s'appliquer parfaitement a l'esprit qui a parcouru 
Fluxus des le commencement. caracterisant invariablement sa presence irreguliere et flot­

tante dans le panorama artistique des cinquante dernieres annees. Un esprit constitue non 

seulement par une dimension positive et de proposition, fertile et innovatrice, mais aussi par 
une incontournable connotation iconoclaste, negative, « desagregative » Et le caractere 
destructif de Fluxus a precisement ete parfois interprete exclusivement comme une version 
mise B jour d'un mot d'ordre dada'1'ste de negation OU, Ce qui revient presque au meme, d'af­
firmation d'un anti-art engendre par un ferment desacralisant et nihiliste, releguant au 

second plan justement ce besoin d'« espace libre »et cette necessite d'« air frais »qui semble 
en revanche bien faire partie des presupposes fondateurs de la complexe internationale d'ar­
tiste agregee par le talent anarchique de George Maciunas. Que l'iconoclasme de Fluxus ne 
soit jamais une fin en soi, cela etait deja annonce. une decennie avant la naissance du 
mouvement lors du Fluxus Festival de Wiesbaden de 1962, par les White Paintings de Robert 
Rauschenberg et 4 ' 33" de John Cage. La monochromie de la surface et le silence des instru­

ments, en effet. ne se voulaient jamais une negation absolue mais, tout comme ce qu'il 
advint selon Barthes pour l'ecriture contemporaine reconduit au degre zero, monochromie 
et silence comportent dans le meme temps « le mouvement d'une rupture et celui d'un 
avenement »2. Cage lui-meme offre une lecture qui exalte les potentialites et la vitalite des 
monochromes de Rauschenberg plut6t que leur negativite : « Les tableaux blancs etaient 
des aeroports pour les lumieres. les ombres, les particules »3, ecrivit-il dans son celebre essai 

de 1961 consacre a !'artiste. Et encore, un peu plus loin dans le meme texte, ce qui pourrait 
parfaitement s'adapter aussi a la recherche de Cage lui-meme, ii relie etroitement la nais­
sance des Combine Paintings avec la precedente saison des monochromes : « Une fois faites 
les toiles vides (Une toile n'est jamais vide), Rauschenberg est devenu un donateur de dons. 
Les dons, ni attendus ni necessaires, sont des manieres de dire Oui aux choses telles qu'elles 

sont. une fete »4
. 

Les experiences seminales de Cage et Rauschenberg conduiront les artistes de la constella ­
tion Fluxus a des approches plus radicalement iconoclastes, au point de prevoir la destruc-
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tion d'objets. surtout des instruments de musique de la tradition classique. Dans One for 
Violin Solo, presentee en juin 1962 a Dusseldorf dans le cadre de !'exposition Neo-Dada in 
der Musik, Paik, attrapant le violon par le manche, le fit osciller devant son visage pendant 
plusieurs minutes de silence absolu et, enfin, ii le brisa sur le bord d'une table, faisant 
entendre ainsi un son, unique et definitif. En septembre de la meme annee, lors du premier 
Fluxus Festival de Wiesbaden, George Maciunas, Dick Higgins, Benjamin Patterson, Nam 
June Paik, Wolf Vostell et Emmett W illiams interpreterent Piano Activities, une « partition » 

de Philip Corner qui prevoyait la destruction d'un piano a queue a !'aide d'un kit complet 
d'outils de charpentier. Des lors se retrouverent demolis, demembres, scies. un grand 
nombre de p ianos, perc;:us d'une part assurement comme les symboles par excellence des 
regles rigides de la tradition - encore jusqu'au xxe siecle, pensons au role central du piano 

dans la musique de la premiere moitie du siecle - de l'autre rachetes, dans leur agonie, preci­
sement par lessons et les bruits engendres au cours de leur dissolution. Le but ne fut jamais 
de nier la musique, bien sur, mais au contraire de la liberer de toute prison et de tout lien, de 
maniere a offrir a la composition, l'ecriture, !'improvisation, !' interpretation la plus grande 
liberte possible 

L'energie vitale des actions Fluxus se manifesta done avec clarte des les commencements 

et, a mains de se meprendre sur !'esprit du mouvement, on peut la percevoir encore aujour­
d 'hui dans les ceuvres, dans la documentation visuel le et dans les chroniques des perfor­
mances et des happenings, ainsi qu'a travers !'analyse des poetiques des artistes qui ont 
partage, encore dans les decennies suivantes, la meme recherche. En d'autres termes. nous 
pouvons affirmer que !'attitude iconoclaste de Fluxus se caracterise plus par !'importance 

attribuee au processus de destruction auquel les objets sont soumis, a leur metamorphose 

radicale, a la collectivite de l'action, plut6t qu'au resultat final, et cela peut se lire sans aucune 
difficulte dans le cadre de cette progressive coincidence entre art et vie su r laquelle ont pose 
leurs fondations de nombreux mouvements artistiques des annees soixante et soixante-dix. 
Si pour Fluxus, la destruction ne touche presque jamais Jes ceuvres d'art mais d 'autres cate­
gories d 'objets - « l'art )) tient plut6t a !'action qui provoque leur dissolution - le sculpteur 

allemand Gustav Metzger entre la fin de 1959 et 1960 appela a l'avenement d'un art auto­

destructeur, la creation de sculptures et de tableaux qui auraient une duree comprise entre 
quelques instants et vingt ans et seraient constituees de substances qui en acceleraient la 
consompt ion de la forme et la desagregation de la matiere5. Malgre tout, meme pour 
Metzger, comme pour les artistes de l'archipel Fluxus, « destruction in art did not mean the 
destruct ion of art »6 . De cette affinite temoigne egalement la participat ion de certains 

d'entre eux au Destruction in Art Symposium que Metzger organisa a Landres du 9 au 11 
septembre 1966 a !'Africa Center, tandis que les rues de ville s'animaien t au rythme de 
performances et d'actions • Al Hansen. Yoko Ono, Walter Marchetti, Gianni Emilio Simonetti 
et Wolf Vostell participerent directement, Dick Higgins intervint a distance tout comme 
George Maciunas qui, tout en s'attachant a conserver une certaine distance entre Fluxus et 
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le concept de destruction, envoya sa contribution pour qu'elle fOt lue pendant les travaux7. 

Le Destruction in Art Symposium, dont !'echo se fit entendre jusque dans les medias non 
specialises. contribua a diffuser la connaissance de pratiques, de techniques et d'idees des 
artistes d'avant-garde situes entre Nouveau-Realisme, Wiener Aktionismus et Fluxus. 
Un reflet evident des tendances iconoclastes, qui transcende la petite elite du monde de l'art, 
peut aussi se lire dans la musique rock, dont les principales figures, au mains en Grande­
Bretagne, proviennent en tres large proportion des ecoles d'art8 . A partir de la moitie des 

annees soixante, plusieurs groupes commencent en effet a manifester des attitudes icono­

clastes pendant leur concert sur scene, jusqu'a arriver, les Who en etant l'exemple le plus 
celebre, a la destruction des instruments. Le guitariste du groupe Pete Townshend - assiste 
par le batteur Keith Moon, qui avait l'habitude de renverser et de maltraiter ses percussions 
- a la fin du concert, brisait son instrument contre les amplificateurs. desormais en pleine 
saturation sonore et, apres des coups violents et precis, le manche, le corps, la caisse et la 

tete allaient joncher la scene tout desarticules, de maniere assez proche, si l'on fait abstrac­
tion de l'energie viscerale, sanguine. instinctive et du mur sonore, de ce qu'il advenait du 
violon de Paik. On ne sera done pas surpris d'apprendre que Townshend avait justement eu 
Gustav Metzger comme professeur a !'Ealing College of Art ; et l'on ne s'etonnera pas non 
plus que l'annee du symposium londonien fut aussi celle ou Michelangelo Antonioni tourna 
dans Blow Up la scene ou Jeff Beck demolit sa guitare avant d'en Jeter les fragments en 
pature au public, provoquant une reaction incontr61able, proche d'un rituel orgiaque 
Le sacrifice du medium a travers lequel la « celebration » avait eu lieu prit en revanche un 
caractere plus specifiquement liturgique chez Jimi Hendrix le 18 juin 1967 au Festival Pop de 
Monterey, lorsqu'il coucha sa Stratocaster sur la scene, se prosterna devant, la couvrit de 
liquide inflammable et y mit le feu, agitant les bras et remuant les mains comme un shaman 
en plein rite sacrificiel. Les Move eurent eux aussi, a l'exemple des Who, une attitude 
analogue a l'egard de leurs instruments et de la scene, sur laquelle fit parfois son apparition 
une hache, sous les coups de laquel le finit un televiseur (un element qui, de Paik a Vostell, 
fut cher a l'iconographie Fluxus) jusqu'a etre reduit en petits morceaux9 . 

L'acte iconoclaste dans ces exemples a peu pres contemporains des performances appa­
rentees a Fluxus, sera avant tout compris comme une sublimation, une purification, une 
transformation, un effet de catharsis qui prend place a l'acme de la« ceremonie »du concert 
La destruction des instruments, dans les cas des Who par exemple, s'inscrit naturellement 
dans le sillage de la violence du son, de sa erudite et de son volume, de l'energie physique 
depensee par les membres du groupe sur scene, des paroles de rebellion des textes des 
chansons et elle est, plus que !'expression d'un nihilisme sans espoir comme ce sera le cas 
tres souvent chez les premiers punks, la manifestation d'une inarretable, excitee et excitante 
vitalite. Du reste, Cage lui-meme avait reconnu avec enthousiasme que dans le rock les tradi­
tions sont noyees dans la sonorite, que tout y devient confus, ce qui etait splendide notam­
ment parce que les interpretes avaient l'air d'etre tous d'accord. Et ii concluait: « II vivent 1 »10 
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L'influence de Fluxus. meme si elle n'est pas toujours consciente, perdure dans la musique 

rock jusqu'a une epoque recente, meme si elle a peut-etre perdu prise chez les musiciens 
les plus populaires, en se confinant dans la niche de !'experimentation et de la recherche. 

Toutefois, ii faut au mains rappeler. pour conclure. !'evocation de Piano Piece #73 (For Nam 
June Paik) de George Maciunas faite par les Sonic Youth en 1999. L'ironie, l'esprit desacral i­

sant, le gout du hasard que le g roupe americain a demontre en se mesurant a la perfor­
mance de Maciunas. au cours de laquelle sont cloues toutes les touches du p iano jusqu'a 
reduire !'instrument au silence absolu. sont veritablement les sympt6mes incontestables du 
potentiel, de la creativ ite et de la liberte engendres par l'iconoclasme de matrice Fluxus, 

parce que « le caractere destructif ne voit rien de du rable», observe encore Benjamin,« mais 

pour cette raison p recisement ii voit partout des chemins. Mais parce qu'il voit partout un 

chemin, ii doit egalement partou t deblayer le chemin. Pas toujours pa r la force brutale, 

parfois avec une force raffinee. Paree qu'il voit partout des chemins, ii est lui-meme a la 
croisee des chemins. Aucun instant n'est en mesure de prejuger du suivant. II transforme ce 
qui existe en decombres, non par amour des decombres ma is par amour pour le chemin qui 

se fraie un passage a t ravers eux »n 

1 Walter Benjamin, Der destructive Charakter, trad. fr. Le caractere destructif, in Images de pensee. 
Paris, Christian Bourgois, 1998. pp. 173-176, p 173-174. 
2 Roland Barthes, Le degre zero de /'ecnture swvi de Nouveaux essais critiques (1953), Paris. Seu ii, 
p. 64. 
3 John Cage, Silence (1961), trad. fr. Silence, Paris, Denoel. 1970. p 60. 
4 Ibidem. Cf. aussi. Franco Masotti , Quando ii silenzio crepita. in John Cage, sous la direction de 
Gino di Maggio, Achille Bonito Oliva. Daniele Lombardi. Mudima. Milan. 2009, pp. 337-345. 
5 « Auto-destructive paintings, sculptures and constructions have a life time varying from a few 
moments to twenty years When the disintegrative process is complete the work is to be removed 
from the site and scrapped '" Gustav Metzger, Auto-destructive art, cite par Udo Kultermann. 
Leben und Kunst. Tubingen. Wasmuth. 1970. 
6 Cit. in Dario Gamboni, «Destruction of art: Iconoclasm and Vandalism since the French 
Revolution», Reaktion Books. Landres. 1997. p, 265. 
7 Cf. Kristine Stiles, «The Story of the Destruction in Art Symposium and the "DIAS affect"'" in 
Gustav Metzger Geschichte Geschichte, sous la direction de Sabine Breitwieser. Generali 
Foundation-Hatje Cantz. Wien-Ostfildern 2005, pp. 41-65. 
8 Cf Marco Pierini, Good Vibrations. Le arti visive e ii Rock, Giunti, Milan-Florence, 2006, en parti­
culier pp 12-23. 
9 Une forte charge destructive emanait aussi des shows des americains MC5, qui avaient l'habi­
tude de donner de grands coups de pied dans leurs instruments au cours de leurs spectacles tres 
agressifs de la fin des annees soixante. 
1° Cf. John Cage, Pour Jes oiseaux: entretiens avec Daniel Charles, Belfond, 1976. 
11 Walter Benjamin, Der destructive Charakter. trad. fr. Le caractere destructif. in Images de pensee. 
Paris, Christian Bourgois, 1998, pp 173-176, p 176. 
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The Vitality 
of the Destructive Character in Fluxus 
Marco Pierini 

"The destructive character knows only one 
watchword: make room. And only one activity 
clearing away. His need for fresh air and open 
space is stronger than any hatred." 1 

Walter Benjamin's thesis appears to perfectly fit 
the spirit which has pervaded Fluxus right from 
the start. invariably characterizing its irregular 
and fluctuating presence on the artistic scene 
over the last fifty years. This spirit includes both 
a markedly proactive. fertile and innovative 
component and an iconoclastic, negative and 
disruptive aspect that is quite inseparable from 
it This destructive character of Fluxus has often 
been interpreted merely as the adoption of a 
Dadaist yearning for negation or - and this 
amounts to much the same - as the affirmation 
of an anti-art sprung from an irreverent and 
nihilist drive. What has been overlooked is pre­
cisely the need to "make room" and find "fresh 
air" which would appear to be the underlying 
assumption behind this sophisticated interna­
tional group of artists held together through 
George Maciunas' anarchical talent The fact 
that Fluxus iconoclasm is never an end to itself 
had already been hinted at a decade before 
the debut of the movement at the 1962 
Fluxus Festival of Wiesbaden by Robert 
Rauschenberg's White Paintings and John 
Cage's 4' 33". Monochrome surfaces and silent 
instruments are in no way conceived here as 
forms of absolute negation. Rather, as is the 
case according to Barthes with contemporary 
writing reduced to degree zero, these elements 
imply the motion of a break and that of a new 
beginning 2 Cage himself offers a perspective 
that brings out the potential and vitality of 
Rauschenberg's monochromes rather than 
their negativeness: "The white paintings were 
airports for lights, shadows and particles,"3 he 
wrote in his famous 1961 essay on the artist In a 
different passage from the same text. which 
could equally well be applied to Cage's own 
research. the author closely links the birth of the 

Combine Paintings to the artist's previous 
monochrome season: "Having made the empty 
canvases (A canvas is never empty), 
Rauschenberg became the giver of gifts Gifts. 
unexpected and unnecessary, are ways of say­
ing Yes to how it is, a holiday."4 

Cage and Rauschenberg's seminal experiences 
led the artists of the Fluxus constellation to 
adopt the most radically iconoclastic 
approaches. to the point of planning the 
destruction of objects, and especially of musi­
cal instruments belonging to the classical tradi­
tion. In One for Violin Solo, presented in 
Dusseldorf in June 1962 as part of the 'Neo­
Dada in der Musik' exhibition, Paik grabbed a 
violin by the handle, swung it before his face for 
a few minutes of complete silence and finally 
smashed it against the edge of a table, thus 
engendering a single, final sound. In September 
of the same year. during the first Fluxus Festival 
in Wiesbaden, George Maciunas, Dick Higgins, 
Benjamin Patterson, Nam June Paik, Wolf 
Vostell and Emmett Williams executed Piano 
Activities, a 'score' by Philip Corner featuring 
the destruction of a grand piano through the 
use of a whole set of carpentry tools on stage. 
Since then, many other pianos have been 
demolished, dismembered and sawn to pieces 
on the one hand, no doubt. these were per­
ceived as symbols par excellence of the rigid 
rules of tradition - including 20th-century tradi­
tion, given the central role played by the piano 
in the music of the former half of the century -
but on the other they were redeemed on point 
of death by the very sounds and noises sprung 
from their dissolution. The aim was never to 
attack music, of course, but rather to free it 
from all cages and bonds, in such a way as to 
make composition. writing, improvisation and 
execution as free as possible. 
The lively energy of Fluxus actions, then, 
became apparent right from the start To this 
day it remains clearly perceptible - unless the 
spirit of the movement is misunderstood - in its 
works and the visual documents and accounts 
pertaining to its performances and happenings, 
as well as in the analysis of the poetics of artists 
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who shared the same pursuits, even in later 
decades. In other words, it is possible to argue 
that Fluxus' iconoclastic approach consists 
more 1n the importance assigned to the 
process of destruction to which objects are 
submitted. to their radical transformation and 
the collective character of the actions, than to 
the final outcomes. This approach may further 
be viewed in the context of the gradual inter­
penetration of art and life on which many of 
the art movements from the 1960s and 1970s 
are founded 
While, in the case of Fluxus destruction almost 
invariably concerns not artworks but other 
categories of objects - 'art' lying in the very 
action leading to their dissolution - between 
1959 and 1960 the German sculptor Gustav 
Metzger had actually endorsed a kind of self­
destructive art: the creation of sculptures and 
paintings having a lifespan varying from a few 
instants to twenty years, and made from sub­
stances that would accelerate the consump­
tion of form and disintegration of matter.5 Still, 
even for Metzger, as for the artists of the 
Fluxus group, "destruction in art did not mean 
the destruction of art."6 The existence of a cer­
tain affinity between the two was further con­
firmed by the participation of some Fluxus 
artists in the Destruction in Art Symposium 
which Metzger held at the Africa Centre in 
London between 9 and 11 September 1966. 
During this time the streets of the city throbbed 
at the rhythm of performances and actions: Al 
Hansen, Yoko Ono, Walter Marchetti, Gianni 
Emilio Simonetti and Wolf Vostell were present 
in person, whereas Dick Higgins participated 
from a distance, as did George Maciunas. While 
making sure to leave some distance between 
Fluxus and the concept of destruction, 
Maciunas had a contribution of his read at the 
event.7 The Destruction 1n Art Symposium 
received considerable coverage even from non­
specialist media, contributing to raising aware­
ness of the practices, techniques and ideas of 
the avant-garde artists active in Nouveau­
Realisme, Wiener Aktionismus and Fluxus. 
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A clear reflection of these iconoclastic tenden­
cies, not limited to the elite of the art world, 
may be found in rock music, whose leading 
exponents - at least in Britain - had largely 
attended art schools.8 Starting from the mid-
1970s, certain bands began displaying icono­
clastic behaviour on stage, the most famous 
case being The Who's destruction of instru­
ments. With support from the band's drummer 
Keith Moon, who would knock over and man­
handle his drum set, at the end of each gig the 
guitarist Pete Townshend would dash his 
instrument against the amplifiers - by then 
booming with feedback; after a few carefully 
delivered blows. the fretboard, body and head­
stock would end up scattered across the floor­
boards, much as in the case of Paik's violin, 
except for the visceral, hot-tempered and 
instinctual energy exuded by the band, and the 
accompanying sound wall. Unsurprisingly, 
Townshend's teacher at the Ealing College of 
Art had been none other than Gustav Metzger 
And what's more, the very same year as the 
London symposium, for his film Blow Up 
Michelangelo Antonioni directed the scene in 
which Jeff Beck smashes his guitar and then 
throws its fragments to the public, triggering 
an uncontrollable reaction, reminiscent of an 
orgiastic ritual. 
The sacrifice of the medium used for the 'cele­
bration' acquired a more markedly liturgical 
character when on 18 June 1967, at the 
Monterey Pop Festival, Jimi Hendrix laid his 
Stratocaster on the floorboards of the stage 
and then knelt down before it, doused it with 
an inflammable liquid and set fire to it, moving 
his arms and hands about like a shaman during 
a sacrificial rite. Following in the steps of The 
Who, the band Move adopted a similar 
approach to their instruments and the stage: 
sometimes they would have an axe fall on a tel­
evision (a central element in Fluxus iconogra­
phy, from Paik to Vostel l), shattering it into 
minute fragments.9 

The iconoclastic act illustrated by these 
examples, roughly dating from the same peri -



od as Fluxus performances. is largely to be 
understood as the sublimation, purification, 
transformation and effect of the catharsis 
reached at the peak of the 'ceremony' of a 
concert. The smashing of instruments, as in 
the case of The Who. naturally ensues from 
the sheer violence, roughness and sound vol­
ume of the performance, as well as from the 
physical energy conveyed by the band mem­
bers on stage and from their rebellious lyrics. 
Rather than an expression of hopeless 
nihilism - of the sort common in early punk -
it represents the expression of an irrepress­
ible. excited and exciting vitality Besides. 
Cage himself had enthusiastically acknowl­
edged the fact that. in rock music, traditions 
are drowned in sound and that while every­
thing becomes wonderfully confused. the 
performers seem to work in unison and to 
really come alive.1° Fluxus continued to influ­
ence rock music even in more recent times. 
although this influence has not always been 
detected. Arguably, Fluxus has also lost its 
grip over more popular artists. withdrawing 
into the niche of experimental research. Still, 
in moving towards a conclusion. mention 
should at least be made of Sonic Youth's 
revamping of George Maciunas· Piano Piece 
#73 (For Nam June Paik) in 1999. The irony, 
irreverent spirit and boldness the American 
band gave proof of by engaging with 
Maciunas' performance - in which all the keys 
of a piano are nailed down, until the instru­
ment is silenced completely - unambiguously 
reveal the potential. creativeness and free­
dom engendered by Fluxus iconoclasm As 
once again Benjamin observes. "The destruc­
tive character sees nothing permanent. But 
for this very reason he sees ways everywhere. 
Where others encounter walls or mountains. 
there, too. he sees a way But because he sees 
a way everywhere. he has to clear th ings from 
it everywhere. Not always by brute force; 

sometimes by the most refined. Because he 
sees ways everywhere, he always stands at a 
crossroads. No moment can know what the 
next will bring. What exists he reduces to rub­
ble - not for the sake of the rubble, but for 
that of the way leading through it." 11 

1 Walter Benjamin, "The Destructive Character." in 
Selected Writings 7937-7934. English translation by MW 
Jennings and MP. Bullock. Cambridge Mass .. Harvard 
University Press. 2005. 
2 See Roland Barthes. Writing Degree Zero, English 
translation by Annette Lavers and Colin Smith. New 
York. Hill and Wang, 1968. 
3 John Cage, Silence: Lectures and Writings 
Middletown, Conn .. Wesleyan University Press. 1961 
4 Ibid. See also Franco Masotti. "Ouando ii silenzio 
crepita." in Gino di Maggio. Achille Bonito Oliva and 
Daniele Lombardi (eds). John Cage, Milan. Mudima, 
2009, pp 337-345. 
5 "Auto-destructive paintings, sculptures and con­
structions have a life time varying from a few 
moments to twenty years. When the dis1ntegrat1ve 
process is complete the work is to be removed from 
the site and scrapped." Gustav Metzger. "Auto­
destructive art," 1n Udo Kultermann. Leben und Kunst. 
Tubingen. Verlag Ernst Wasmuth. 1970. 
" Quoted 1n Dario Gamboni. Destruction of Art: 
Iconoclasm and Vandalism since the French 
Revolution. London. Reaktion Books. 1997, p, 265. 
7 See Kristine Stiles. "The Story of the Destruction in 
Art Symposium and the 'DIAS affect,"' 1n Sabine 
Breitwieser (ed.), Gustav Metzger Geschichte 
Geschichte. W1en-Ostfildern. Generali Foundation­
Hatie Cantz. 2005. pp 41-65. 
8 See Marco Pierini. Good V1brat1ons. Le art1 v1swe e ii 
Rock. Milan and Florence. Giunti. 2006, esp pp. 12-23. 
9 A highly destructive drive was also present in the 
shows of the American band MC5. who would often 
kick their instruments during their aggressive per­
formances in the late 1960s. 
10 See Daniel Charles. For the Birds: John Cage in 
Conversation with Daniel Charles. London. Marion 
Boyars. 1995. 
· Walter Benjamin, op, Cit. 
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Philip Corner 
Made by Underhanded Notes (Behind my Back) 
[Fait par notes en sous-main (derriere mon dos)] 
1961 
Musee d'Art Contemporain de Lyon 
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George Maciunas 
Artype (Fluxfilm n°20) 
1966 
Musee national d'art 
moderne/ 
Centre de creation 
industrielle 



Bob Watts 
Events 
Evenements 
1964 
Musee d'Art Contemporain de Lyon 

Jane Knizak 
Flux Papers 
Papiers Fluxus 
1969 
Musee d'Art Contempora1n de Lyon 
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George Maciunas / \a\<al<o Saito 

Ffuxus chess 
l_Ec\liQ\.lier f\uxus1 

1965 Centre pornpidO\.l, pariS . ""''e national de<l rnodeme/centce de u•at\on indu;we\\e 
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George Brecht 
Water Yam 
1962 - 1972 
Musee d'Art Modern . e. Saint-Etienne ,, . t ,.,e ropole 
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George Maciunas 
Grotesque Face Mask 
Masque grotesque 
Debut I Early 1970 
Musee d'Art Contemporain de Lyon 
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Ben 
Dieu est partout 
God is Everywhere 
1974 
Donation Fran<;:ois et Ninon 
Robel in 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

Ben 
Les mouchoirs 
The Handkerchiefs 
1978 
Donation Vicky Remy 
Musee d'Art Moderne. 
Saint-Et ienne Metropole 

83 



Joe Jones 
Music Box 
Boite a musique 
1974 
Musee d'Art Contemporain de Lyon 
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Ben 
Les limites de /'art 
Art's Limits 
1975 
Donation Vicky Remy 
Musee d'Art Moderne, Saint-Etienne Metropole 
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Fluxshops & Co 

Jeanne Brun 

On a beaucoup discute la figure de Maciunas comme chef de file, ou meme comme 
porte-parole de Fluxus. Personnage central de la nebuleuse, « Mr Fluxus »1. qui lui a 
pourtant fourni un nom et quelques manifestes. n'est en effet jamais parvenu a unifier 
conceptuellement un phenomene d'une force rare, mais resolument desordonnee. II 
reste que, parmi le nombre de personnalites a avoir participe a Fluxus, a l'avoir incarne, 

un seul semble incontournable, au sens le plus neutre du mot. A quoi tient done cette 
position ? Sans doute en grande partie a ce que, dans le contexte d'une scene artis ­
tique monopolisee par les institutions et le marche. l'activite de Maciunas. son ceuvre 
en somme, aura ete d'offrir a tout un groupe d'artistes qui en etaient prives ou ne s'y 
reconnaissaient pas. un espace de visibilite nouveau, une alternative aux canaux tradi­

tionnels de diffusion de l'ceuvre d'art. Ainsi que le note Nam June Paik : 

« Marx s'est largement consacre a la dialectique production/outil de production. II pensait. de 
facon simpliste. que si Jes travailleurs (les producteurs) possedaient l'outil de production, tout 
irait pour le m1eux. II n'a guere reflechi de facon creative au systeme de la distribution. Le 
probleme du monde de l'art dans les annees 60 et 70 est que !'artiste, proprietaire de son outil 

de product ion (la peinture, les p1nceaux. et meme parfois le materiel d'imprimerie). n'en 
demeure pas moins exclu du systeme de distribution. puissamment centralise dans le monde 
de l'art. Le genie de Maciunas est d'avoir tres vite decele cette conjoncture post-marxiste et 
tente de s'emparer non seulement du moyen de production. mais aussi du systeme de distri­

bution du monde de l'art. »2 

Directeur (faillitaire) de la galerie AG a New York, inepuisable organisateur en Europe 
de concerts et festivals. chef d'orchestre de publications en tous genres, Maciunas 
conquiert au prix d'une depense d'energie colossale cet espace qu'il veut collectif et 
egalitaire, et non plus soumis aux diktats des instances legitimantes du monde de l'art. 
Cette volonte de court-circuiter les systemes de distribution traditionnels de l'art et de 
reprendre en charge le discours critique porte sur leurs ceuvres est partagee au meme 

moment par les artistes conceptuels. qui se reapproprient les supports de diffusion 
artistique - expositions. mais surtout catalogues et livres d'artistes. qui deviennent 
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pour l'ceuvre dematerialisee des« lieux situationnels d'art »3 plus aisement transportables 
et plus democratiques - pour mieux explorer les possibilites de circulation de !' infor­
mation (obsession des annees 60 et 70) et d'adresse directe au public 4 

La singularite du projet de Maciunas est d'aller au -dela de !'abstraction du monde de 
l'art, vers le reel et vers la vie. II developpe progressivement un systeme de diffusion 

propre a Fluxus, calque sur les systemes d'information et de distribution de masse des 
societes industrielles ii met ainsi sur pied a partir de 1964 une boutique, puis ses 
antennes, ainsi qu'un systeme de vente par correspondance de publications et multi­
ples. Les referents ne sont plus seulement la galerie ou le marche de l'art, mais le super­
marche et le catalogue de vente ; plut6t que !'artiste professionnel, !'artiste productif; 
plut6t que l'ceuvre d'art rare et precieuse, l'objet com mun, accessible a tous. Loin d'etre 

un gadget ideologique, les fluxshops et mail order warehouses materialisent done plei­

nement le dessein de Fluxus et en constituent l'un des aspects les plus novateurs. 
L'idee de Maciunas porte en realite non seu lement sur la chaine « commerciale », mais 
egalement en amont sur la chaine de production. Trompeuse qualification, quand on sait 
qu 'i l realise presque seul !'ensemble des fluxkits, fluxboxes et autres multiples, isoles ou 
reunis en mallettes, proposes a la vente ; et de fac;:on plus artisanale assurement qu'in­

dustrielle, la production des fluxkits par exemple (une valise, disponible a la vente entre 

1964 et 1970, pouvant contenir entre 20 et 40 objets ou impri mes) variant considerable­
ment au gre des fournitures, des nouvelles collaborations ou de l'envie de Maciunas, et 
faisant done de chaque « produit » un exemplai re quasiment unique. Du reste Maciunas 
ne parvient pas davantage a obtenir sur l'autel d'un collectif productif, qui lui est pourtant 
cher5, le sacrifice des individualites d'artistes : meme si l'autorite est rendue floue (l'idee 

et sa conception pouvant etre separees), les objets sont le plus souvent signes 

Neanmoins le modele revendique est celui de la production de masse ; !'ideal, celui d'une 
production en serie (Jamais atteinte) anonyme, bon marche, avec Jes materiaux ordinaires 
du commerce, sans qualites specifiques autres que leur economie et leur abondance. 
C'est ce qu'il annonce a Robert Watts, l'un des plus actifs fournisseurs de flux-choses : 

« We could publish 100 boxes - each containing objects which you would "mass produce" like 
in a factory. ,,6 

Popular, expendable, low cost, mass produced. : on pense aussit6t a la definition du 
Pop Art, auquel Fluxus n'a, etonnamment, pas souvent ete compare7. Mais la ou celui ­

ci reproduit surtout l'esthetique de la societe de consommation (Young, Witty, Sexy, 
Gimmicky, Glamorous .. pour poursuivre la liste), celui-la s'en detache (les boites rele­
vent plus souvent d'une esthetique de bric et de broc) et ne fait que tenter de cons­
truire un systeme de distribution parallele efficace. a ses propres fins, resolument 
subversives. 
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La distribution de cette production se fait ensuite par deux biais • les f luxshops, et la 
vente a distance, dont on retrouve notamment la promotion dans CCVTRE. La 
premiere boutique est ouverte a Soho, dans le OG de Maciunas, a Canal Street; suivent 
les plus ou moins autorisees antennes d 'Amsterdam en 1964 (Willem De Ridder ouvre 
boutique dans son salon le temps d'une soiree seulement, et d'une photographie 
devenue emblematique de Fluxus. mais tient ensuite officiellement !'European mail 
order warehouse), de Villefranche-sur-mer (Brecht et Filliou y tiennent de 1965 a 1968 
La Cedille qui sourit, ou ils vendent en meme temps que les editions Fluxus un certain 
nombre de bricoles, et qui est aussi un lieu de reunion et de discussion). ou de 
Californie (Ken Friedman) Le VTRE n°5 (Vacuum TRapEzoid) fait encore l'annonce de 
po ints de vente a Nice (boutique de Ben, pensee comme le pendant de celle 
d'Amsterdam pour !'Europe meridionale). et jusqu'au Japon (Kaniharu Akiyama a 

Tokyo) 
La encore, la dimension clow nesque de la publicite qui en est faite (Fluxfleet Ready to 
Deliver. nous previent le catalogue publie dans le VTRE n°3 Va lise eTRanglE, image 
d'une armee de livreurs a l'appui) ou l'aspect cocasse du ratage relatif que constituent 
in f ine ces experiences - Maciunas indique ainsi qu'il n'aurait pas vendu un seul article 
pendant la premiere annee d 'ouverture du f luxshop de Canal Street. et Willem de 
Ridder confirme la rarete des acheteurs pour le mail order warehouse d 'Amsterdam -
ne doivent pas dissimuler !'ambition du projet et sa puissance theorique. Ce a quoi 
Maci unas se mesure, apres tout. c'est le systeme de distribution et de consommation 
moderne, celui d'une disponibilite generale d 'objets standardises. Ce systeme entend 
circonscrire la masse des objets par un traitement rationnel de !'information, une 
methode de classement rigoureuse des produits par genre, tail le. couleur. ou tout autre 
critere d 'identification ? Maciunas. grand ordonnateur. s'invente des codes alphabe­
tiques pour designer ses editions Fluxus. par nom d'artiste. type d'objet, etc. II entend 
circonscrire aussi !'ensemble de la population, en comblant Jes desirs de !'habitant du 
quartier comme ceux de celui de l'autre bout du pays ? Maciunas recoit dans son 
magasin et se lance dans les affaires internationales, par le biais de multiples filiales 

fierement annoncees. Et ii s'y mesure dans le reel • la vente effective n'est pas seule­
ment la pour faire performance (Watts et Brecht ont par ailleurs consacre un event a 
ces problematiques en 1963, le Delivery Event). mais aussi en soi , parce que Maciunas 
souhaite reellement distribuer ses obJets Fluxus. 
Car si Maciunas comprend, comme l'affirme Nam June Paik, que !'artiste peut s'eman­
ciper en s'emparant du systeme de d istribution , ii comprend aussi qu 'a l'ere de la 
consommation de masse, maltriser ces canaux , c'est aussi avoir acces a cet autre 
opprime qu'est le consommateur lui-meme, c'est-a -dire, mais pour le dire d'un autre 
point de vue, avoir acces a l'individu. Et tandis que le systeme de distribution de la 
societe de consommation s'applique a standardiser et a encadrer, en meme temps que 
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les produits industriels et par eux, le temps et l'espace, et la pensee. Fluxus prend le 
chemin inverse de l'ouverture de la conscience, par !'experience proposee par chacune 
de ses oeuvres. Tandis que le premier fait du consommateur un obwt (sous !' il lusion du 
choix des produits qu'il consomme, ii est en realite agi et domine par un decoupage du 
monde, materiel, intellectuel et meme fantasmatique qui lui echappe), le second 
encourage l'individu a participer a son environnement par !'experience physique Tandis 
que le premier contribue a une massification des desirs et des consciences, le second 
oppose a toute verite universelle la superiorite de !'experience singuliere 
En rempla<;:ant dans les circuits de distribution de la marchandise les items de la 
societe de consommation par ses boites et oeuvres d'art-amusement, c'est finalement 
a une rupture dans le partage du sensible8 que Maciunas appelle, et a un eveil de l'in­

dividu • 
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« Purge the world of bourgeois sickness, "intellectual", professional and commercialized 

culture [ ... ] 

Promote a revolutionary flood and tide in art Promote living art, anti-art. promote non art 

reality to be fully grasped by all peoples, not only critics, dilettantes and professionals. 

Fuse the cadres of cultural, social and political revolutionaries into united front and action. »9 



1 C'est ainsi que le nomme Emmett Williams dans un ouvrage qu'il edite avec Ann Noel, Mr Fluxus, 
a Collecttve Portrait of George Maciunas, Wiesbaden. Harlekin Art, 1996. 
2 Nam June Paik,« George Maciunas and Fluxus »,Flash Art n°84-85 (octobre-novembre 1978). cite 
par Owen F. Smith dans L'Espnt Fluxus, Musees de Marseille, 1995, p 34. 
3 Seth Siegelaub a Jack Burnham, 1969, cite par Anne Moeglin Delcroix. « Du catalogue comme 
ceuvre d'art », Du catalogue, Cahiers du Musee National d'Art Moderne, n°56- 57, Paris, Editions du 
Centre Georges Pompidou, p. 112. 
4 « This has therefore created an ambiguous and ironic position for the artist, a dilemma as to what 
he can do with contemporary media that can reach many more people than the gallery. », 

Kynaston L. Mc Shrine, « Essay », Information, cat. exp., Museum of Modern Art, New York, 1970. 
p 139. 
5 « Eventually we would destroy the authorship of pieces and make them totally anonymous -
thus eliminating artists' "ego" - Author would be "FLUXUS". », George Maciunas a Tomas Schmit, 
janvier 1964, cite par Jacquelyn Baas. « Fluxus and the Essential Questions of Life », Fluxus and 
the Essential Questions of Life. Chicag o, The University of Chicago Press. p 79. 
6 Robert Watts a George Maciunas. mars 1963. cite par Jacquelyn Baas. « Fluxus and the Essentia l 
Questions of Life », Fluxus and the Essential Questions of Life, op. cit., p. 79. 
7 Thomas Kellein consacre a ce « voisinage » un article eclairant : 11 y distingue les deux mouve­
ments en affirmant notamment · « Where the Pop artists analytically probed the aesthetics of 
mass media and the mass market. Fluxus aspired to be an accumulation of goods in its own right. 
distributed subversely through massive "headquarters" and mail order "warehouses". What Fluxus 
wanted was not an artistic encapsulation of the consumer society but a direct sales strategy 
organised by artists themselves. Instead of the continuing high artistic culture of a Jasper Johns 
or a Roy Lichtenstein, it sought an alternative culture of anonymous "non fine -art works". », 
« Fluxus, an addendum to Pop ? », in Pop Art. cat. exp., Royal Academy of Arts, Londres. 1991. p. 
224. Pour nuancer cette distinction, ii convient de rappeler l'experience de !'installation par Claes 
Oldenburg d'une vitrine rempl1e de modeles en platre d'objets de consommation quotidienne 
(Store, 1961-1962), dont la description par Emmett Williams pourrait servir de definition pour les 
fluxshops . « It was on the one hand a real place where real sales were made, and on the other 
hand a set of ideas whose reverberations are still being felt. », Emmett Williams. introduction a 
l'ouvrage Store Days aux editions Something Else Press. cite par Hannah Higgins in Fluxus 
Experience. Berkeley and Los Angeles. University of California Press. 2002. p 66. 
8 Cf. Jacob Proctor. «George Maciunas' Politics of Aesthetics », Fluxus and the Essential Questions 
of Life. op cit. pp. 23 -33. L'auteur y analyse l'action de Maciunas a l'aune des theories esthetiques 
de Jacques Ranciere. 
9 George Maciunas. Manifesto. 1963, The Gilbert and Li la Silverman Fluxus Collection, The Museum 
of Modern Art, New York. 
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Fluxshops & Co 

Jeanne Brun 

There has been much discussion about 
Maciunas. the figure, the leader, or even 
spokesman. of the Fluxus movement. As the 
central character of the nebulous "Mr. 
Fluxus,"1 who actually supplied him with a 
name and some manifestos, he never man­
aged to unify, in conceptual terms, what was 
a phenomenon of rare force, if not resolute­
ly disorganized. There remains however. 
among all the personal ities who took part in 
Fluxus. really only one key figure who incar­
nated the movement. What then is this posi ­
tion based on? It is without doubt based 
largely on what his activity, his work in fact. 
in the context of an artistic scene monopo­
lized by institutions and the market, was to 
offer to a group of artists excluded from 
these bodies. or who didn't adhere to them; 
a new visibility, an alternative to the trad i­
tional channels of art diffusion. Nam June 
Paik commented as follows: 
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"Marx largely concentrated on the 
dialectic of production I tools of pro­
duction. He thought. rather simplistically, 
that if the workers (the producers) pos­
sessed their tools of production, every­
thing would be alright. He reflected 
hardly at all in a creative way about the 
systems of distribution. The problem for 
the art-world in the 1960s and 1970s is 
that the artist. while owner of his tools of 
production (the paint. brushes. and 
sometimes even printing material) 
remains nevertheless excluded from the 
system of distribution, which is highly 
centralized in the world of art. The 
genius of Maciunas is to have very quick­
ly detected this post-Marxist perspective 
and to have tried to take over not on ly 
the means of product ion. but also the 
system of distribution of the art world. · 

The Director of the AG Gallery in New York 
(which finally went bankrupt), an inex­
haustible organizer of concerts and festivals 
in Europe, the director of all kinds of publi­
cations, Maciunas, at the cost of spending a 
colossal amount of energy, won over a 
space that he wanted collective and egali­
tarian. and no longer subject to the diktats 
of the legitimizing instances of the art 
world. 
This desire to short-circuit the t raditional 
systems of distribution of art, and to regain 
the critical appreciation of their works, was 
shared at the same time by the conceptual 
artists who re-appropriated the media of art 
diffusion: exhibitions. but especially cata­
logues and artist books. which became, for 
their dematerialized work, "situational 
places of art," 3 easier to t ransport and more 
democratic. With this appropriation they 
sought to explore better the possibi lities of 
information circulation - an obsession in the 
1960s and 1970s - and to address the public 
directly.4 

The singularity of the Maciunas project was 
to go beyond the abstraction of the art 
world, towards reality and life. He gradually 
developed a specific Fluxus system of distri ­
bution which was based on the mass infor­
mation and distribution systems of industri­
alized society: hence in 1964 he opened a 
shop, then other branches, and a mail order 
system for publicat ions and multiples. The 
reference for art was no longer confined to 
the galleries or the art market, but could 
now be the supermarket and sales cata­
logue: more the productive artist than the 
professional artist; rather the common 
object avai lable to all than the rare and pre­
cious work of art. Far from being ideolog ical 
gadgets. the fluxshops and mail order ware­
houses materialized the design of Fluxus. 
and constituted one of the movement's 
most innovating aspects. 
The idea of Maciunas was in fact not just 



concerned with the "commercial chain," but 
also with the prior chain of production. A 
slightly misleading qualification, given that 
he produced all the fluxkits and fluxboxes, 
and other art works, almost entirely on his 
own: offered for sale as isolated objects. or 
assembled in boxes. A process definitely 
more small scale than industrial; for exam­
ple, the production of the fluxkits (a suit­
case. on sale from 1964 to 1970. which might 
contain between 20 and 40 objects or 
prints) varied considerably, depending on 
the supplies available, new collaborations. or 
the whims of Maciunas, thus making each 
"product" a virtually unique copy. For the 
rest. Maciunas never really m anaged to 
obtain the self-sacrifice of individual artists 
on the altar of collective production, some­
thing nonetheless which was quite dear to 
him5 : even if the authority became blurred 
(the idea and the design could be separat­
ed), more often than not the objects were 
signed. Nevertheless the model claimed was 
that of mass serial production: anonymous, 
inexpensive, with ordinary materials having 
no specific qualities other than being cheap 
and abundant This is what he said to 
Robert Watts, one of his most active suppli­
ers of Flux-things: 
"We could publish 100 boxes - each con­
taining objects which you would 'mass pro­
duce' like in a factory:-6 
Popular, expendable, low cost, mass pro­
duced .. : we immediately think of the defini­
tion of Pop Art, with which, strangely 
enough, Fluxus was never very often com­
pared.7 But whereas Pop Art reproduced 
above all an aesthetic of the consumer soci­
ety (Young, Witty, Sexy, Gimmicky, 
Glamorous ... etc), Fluxus turned away from 
this (the boxes referred more to an aesthet­
ic of "odds and ends") and just tried to 
establish an efficient parallel distribution 
system, for its own ends. and resolutely sub­
versive. 

After this, there were two methods of distri ­
bution for the production the fluxshops, 
and mail order, advertised in the CCVTRE 
The first shop was opened in Soho, at the 
Maciunas headquarters in Canal Street; 
branches, more or less authorized. followed 
in Amsterdam in 1964 (William De Ridder 
opened shop in his living room for just one 
eveni ng, t he time for a photograph which 
was to became emblematic of the Fluxus 
movement, but also officially ran the 
European mail order warehouse), and in 
Villefranche-sur-Mer (where Brecht and 
Filliou ran the La cedil!e qui sourit from 1965 
to 1968, selling not only Fluxus publications 
but also a cer tain number of makeshift 
objects; the shop was also a meeting and 
discussion place) There was also a branch 
in Californ ia with Ken Friedman. The VTRE 
n°5 (Vacuum TRapEzoid) announced outlets 
in Nice (Ben's shop, conceived as a counter­
part of the one in Amsterdam, but for 
southern Europe), and even in Japan 
(Kaniharu Akiyama in Tokyo) 
Here again the clown-like di mension of the 
advertising (Fluxfleet Ready to Deliver, the 
catalogue tells us, published in the VTRE n°3 
(Valise eTRanglE), with pictures of an army 
of delivery men) or the rather comical 
nature of the relative flop in the end of this 
adventure. should not mask the ambition of 
the project and its theoretical force. 
(Maciunas confessed that he hadn't sold 
one single item during the first yea r of his 
fluxshop opening in Canal Street, and 
Willem de Ridder confirmed a distinct 
scarcity of buyers from the mail order ware­
house in Amsterdam). 
After all, what Maciunas was really measur­
ing up to was the system of distribution of 
the modern consumer society, that of the 
general availability of standardized articles 
and objects This system seeks to delimit a 
mass of objects by a rational organizat ion of 
information, a rigorous classification of 
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objects based on type, size, colour, or any 
other identification criteria. Maciunas was a 
great arranger. and invented alphabetical 
codes to designate his Fluxus publications, 
by artist's name, type of object. etc. He also 
sought to cover all the population, meeting 
the desires of the local district inhabitant 
and someone living on the other side of the 
country. Maciunas welcomed visitors to his 
shop, and launched himself into internation­
al business with proud announcements of 
overseas branches. And he did measure up 
to reality: an actual sale was not Just a ques­
tion of creating performance (Watts and 
Brecht dedicated an event to thi s question 
in 1963, the Delivery Event), but was an act 
in itself. because Maciunas really did want to 
distribute Fluxus objects 
For if, as Nam June Paik claimed, Maciunas 
understood that the artist could emanci­
pate himself by taking over the sys tem of 
distribution. he also understood that in the 
era of mass consumption, by having control 
over these channels was a means of reach­
ing that other oppressed being, the con­
sumer himself; in other words. but from 
another point of view, of having access to 
the individual. And while the consumer 
society distribution system applied itself to 
standardizing and formatting industrial 
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products. and through them, notions of 
time. space and thought. Fluxus went the 
opposite way, opening up the conscience 
through the experience provided by each 
of its works. While the first turns the con­
sumer into an object. the latter encourages 
him to participate in his env ironment. 
through physical experience While the first 
contributes to a massification of desire and 
conscience, so the latter sets any universal 
truth against the superiority of a singular 
experience. 
By replacing articles of the consumer socie ­
ty in the distribution chain. with boxes and 
objects and works of art-amusement. 
Maciunas called for a change in the distribu­
tion process of what affects our senses8 , 

and the awakening of the individual: 

"Purge the world of bourgeois sickness. 
'intellectual.' professional and commer­
cialized culture [ ... ] 
Promote a revolutionary flood and tide 
in art Promote living art. anti -art. pro­
mote non art reality to be fully grasped 
by all peoples. not only critics, dilet­
tantes and professionals. 
Fuse the cadres of cultural, social and 
political revolutionaries into united front 
and action."9 



· "Eventually we would destroy the authorship of 
pieces and make them totally anonymous - thus 
elim ina ting ar t ist s ··ego'' - Author would be 
'FLUXUS."' George Maciunas to Tomas Schmit. 
January 1964, cited by Jacquelyn Baas, "Fluxus 
and the Essential Questions of Life," Fluxus and 
the Essential Questions of Life. Chicago, The 
University of Chicago Press. p 79. 
2 Nam June Paik, "George Mac1unas and Fluxus." 
Flash Art n°84 -85 (October-November 1978). 
cited by Owen F. Smith in L 'Esprit Fluxus, Mu sees 
de Marseil le. 1995, p 34. 
3 Seth Siegelaub to Jack Burnham. 1969. cited by 
Anne Moegl1n Delcroix. "The catalogue as a work 
of art," Du catalogue. Cahiers du Musee National 
dArt Moderne, n°56-57, Paris, Editions du Cent re 
Georges Pompidou. p. 112. 
~ "This has therefore created an ambiguous and 
ironic position for the artist. a dilemma as to what 
he can do with contemporary media that can reach 
many more people than the gallery.", Kynaston L. 
Mc Shrine. "Essay," Information. cat. exp., Museum 
of Modern Art. New York, 1970. p 139. 
' "Eventually we would destroy the authorship of 
pieces and make them totally anonymous - thus 
eliminating artists ·ego· - Author would be 
'FLUXUS."' George Mac1unas to Tomas Schmit. 
January 1964, cited by Jacquelyn Baas. "Fluxus 
and the Essential Questions of Life," Fluxus and 
the Essential Questions of Life. Chicago, The 
University of Chicago Press. p 79. 
6 Robert Watts to George Maciunas. March 1963. 
cited by Jacquelyn Baas. "Fluxus and the Essential 
Questions of Life," Fluxus and the Essential 
Questions of Life. op cit., p. 79. 
7 Thomas Kelle1n devoted an illum1nat1ng article to 

this "proximity"; he distinguished the two move­
ments by declaring that: "Where the Pop artists 
analytica lly p robed t he aesthetics of mass media 
and the mass market. Fluxus aspired to be an 
accumulation of goods 1n its own right. distr ib ­
uted subversively through massive 'headquarters' 
and mail order 'warehouses.' What Fluxus wanted 
was not an artistic encapsulation o f the con­
sumer society but a direct sales strategy organ­
ised by artists themselves. Instead of the contin ­
uing high artistic culture of a Jasper Johns or a 
Roy Lichtenstein, 1t sought an alternative cu ltu re 
of anonymous "non fine-art works," "Fluxus, an 
addendum to Pop ?", in Pop Art, cat. exp., Roya l 
Academy of Arts. London. 1991, p 224. To qualify 
t his disti nction. it helps to recall the experience of 
the installation by Claes Oldenburg of a shop 
window full of plaster models of everyday con­
sumer objects (Store. 1961-1962), where the 
descripti on by Emmett Williams could serve as a 
definition for the fluxshops "It was on the one 
hand a real place where real sales were made, 
and on the other hand a set of ideas whose rever ­
berations are still being felt," Emmett Williams. 
introduction to the work Store Days published by 
Something Else Press. cited by Hannah Higgins in 
Fluxus Experience. Berkeley and Los Angeles, 
University of California Press. 2002. p 66. 
8 Cf. Jacob Proctor. "George Maciunas' Politics of 
Aesthetics." Fluxus and the Essential Questions of 
Life. op. cit., pp. 23-33. The author analyses the 
action of Mac1unas in the light of the aesthetic 
theories of Jacques Ranciere. 
9 George Maciunas. Manifesto. 1963. The Gilbert 
and Lila Silverman Fluxus Collection, The Museum 
of Modern Art. New York. 
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cc V TRE, ed. by George Brecht and Fluxus Editorial Council for Fluxus 
New York• Fluxus, 1964-1979. - ill. ; 58 cm 
n. 3 Valise e TRanglE. 03/1964 
Donation Vicky Remy, Bibl1otheque Jean Laude 
Musee d'Art Moderne, Saint-Etienne Metropole 
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Ben 
A Flux suicide kit 
Kit de suicide Fiuxus 
1961-1970 

Donation Vicky Remy 

Musee d'Art Moderne, Saint-Etienne Metropo/e 
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Ben 
Cette boite contient ma pretention qui suffit 
amplement 
This box contains my pretentiousness which is 
more than enough 
1966 
Donation Vicky Remy 
Musee d'Art Moderne. Saint-Etienne Metropole 

Robert Filliou 
Optimistic Box n°7 
Boite optimiste n°l 
1968 
Musee d'Art Contempora1n de Lyon, 
Collection Bruno Van Lierde, Bruxelles 
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John Chick 
Flux Food 
Nourriture Fluxus 
1969 
Musee d'Art Contemporain de Lyon 
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Takako Saito 
Flux box 
Boite Fluxus 
ca. 1973 
Donation Vicky Remy, Musee d 'Art 
Moderne. Saint-Etienne Metropole 

Takako Saito 
Flux box 
Boite Fluxus 
1977 
Donation Vicky Remy, Musee d'Art 
Moderne, Saint-Etienne Metropole 



Bob Watts 
Light flux kit 
Kit de lumiere Fluxus 
1972-1973 
Centre Pompidou, Paris 
Musee national d'art moderne/Centre de creation indust rie lle 
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George Brecht , Hermann Braun, Wolfgang Fee li sch 
Fluxkit Null (F!uxnullkit) 
Berlin • Edition Hundertmark. 1978 
Bibliotheque Jean Laude 
Musee d'Art Moderne. Saint-Etienne Metropole 
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Ben 
Siege des idees pour Filliou (Ben) toujours mechant 
Seat for ideas for Filliou ( Ben) always mean 
avant I before 1992 
Donation Vicky Remy 
Musee d'Art Moderne, Saint-Etienne Metropole 
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Fluxus politicus · Buster Keaton chez les Soviets 

Bertrand Clavez 

George Maciunas et George Brecht, les coediteurs de V-Tre, l'organe « officiel » de 
Fluxus (cette formule est une boutade), s'etaient amuses a publier dans le numero de 
juin 1964 un court extrait d'un entretien radiophonique entre Brecht et Allan Kaprow, 
dans lequel l'inventeur du Happening reprochait au decouvreur des Events sa partici­
pation a un mouvement artistique totalement irresponsable en termes sociaux, glori­
fiant «/'importance de la non-importance » Kaprow denon<;:ait une strategie qui faisait 
des allies naturels de Fluxus, la nebuleuse des neo-avant-gardes occidentales, la cible 
privilegiee de son ironie narquoise1 Cette critique cinglante ne destabilisa guere 
Brecht, les deux artistes etant unis par une amitie ancienne, cimentee dans la classe de 
composition experimentale de John Cage a la New School for Social Research ou ils 
avaient tous deux developpe les demarches qui devaient les inscrire dans l'histoire. Elle 
montrait cependant que les avant-gardes actionnistes, loin d 'etre un groupe homo­
gene etaient traversees de divergences que les membres de Fluxus semblaient deter­
mines a cliver2. 

Ces crit iques montrent que Kaprow, s'il ne parvient pas (encore, cf note 1) a saisir la 
mutation de l'enjeu social de l'art portee par Fluxus, a parfaitement saisi les enjeux de 
ce clivage En effet, ii estime que le parti-pris minoritaire quasi -sectaire adopte par 
Maciunas contrevient aux avancees socia les liberatrices portees par les tenants d'une 
contre-culture de plus en plus influente de Greenwich Village a l'East Village, avec une 
visibilite mediatique croissante. II considere que ce parti-pris est franchement contre­
productif : son agressivite a l'egard des autres artistes lui semble mal adressee et ses 
provocations qui ne cherchent aucune connivence avec le public risquent plutot de le 
detourner alors meme qu'en termes esthetiques, Fluxus serait sans interet puisque « la 
plupart de ceux qui y sont associes » sont « juste en train de glander (goof of) ». La 
question sous-jacente a ces critiques est celle de la responsabilite sociale et politique 
de !'artiste Moderne et de sa contribution a l'avenement d'une societe plus conforme 
aux inten~ts des travailleurs. Ces questions animent le debat des avant-gardes depuis 
la fin du xix• siecle, traversent la pataphysique, le Futurisme, Dada. le Surrealisme aussi 
bien que le Novembergruppe ou le Bauhaus, les Modernistes autant que les Avant­
gardistes Elles constituent l'ossature meme du celebre texte de Walter Benjamin sur 
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« l'au teur comme producteur »3 : quand Wa lter Gropius disait que son commanditaire 

etait une classe sociale, la classe ouvriere, ii s'estimait mains un createur qu'un produc­
teur d'obJets standardises essentiellement determines par leur fonctionna lite ; quand 
John Heartfield s'engage dans l'antifascisme aux cotes du Parti Communiste, quand 
Hans Hartung prend les armes contre son propre pays dans la Legion Etrangere, quand 
Diego Rivera heberge Leon Trotski tout en peignant des fresques a la gloire du 
Marxisme dans les usines automobiles de Detroit. ils affirment simultanement leurs 
responsabilites d'hommes et d'artistes, de militants et de createurs et placent leur 
production sous l'egide de !'edification soc ial(ist)e. 
L'heritage de cette noble, mais peut-etre naive, attitude est revendique par les neo­
avant -gardes americaines desireuses d'assouplir le carcan moraliste herite des annees 
cinquante, du Maccarthysme et de « !'American Way of Life » erige en verita ble ideo­
logie par les presidents Truman et Eisenhower au travers du culte de « l'homme 
moyen »4

. Par la suite. la mobilisation contre la guerre au Vietnam radicalisa encore ces 
positions chez ces artistes qui, pour les plus ages. avaient fa it la Seconde Guerre 
Mondiale et. pour les plus Jeunes. la Guerre de Coree. Face a ces engagements, !'hu­
mour absurde de Fluxus, en depit de quelques oeuvres notoirement politiques (on 
pense au drapeau americain de Maciunas par exemple, dans lequel des tetes de mart 
remplacent les etoiles de l'Union, tandis que les bandes sont constituees de stat istiques 
sur les pires massacres de l'humanite), presente une distanciation qui ressemble 
presque a une trahison. En effet. tant par ses aspects les plus meditatifs - les oeuvres 
de La Monte Young par exemple - que par son usage du grotesque et du burlesque, 
avec les travau x de Addi Kopcke, Willem de Ridder ou Emmett Williams, ou par son 
gout pour l'intangibilite, incarne par le travail de Brecht. Flu xus porte ses com bats hors 
du terrain de !'engagement c lassique pour rejoindre tantot cel ui de l'agit-prop en tant 
qu'elements provocateurs tantot un detachement cathartique inter ior isant la vio lence 
exter ieure : dans Cut Piece5 , Yoko Ono soumet son corps au desir voyeuriste des spec­
tateurs qui sont les acteurs de son denudement progressif tandis que Ben dans 
« Regardez moi ce!a suffit », frustre le spectateur de l'objet de sa presence, done de la 
delectation spectaculaire qu'il attendait. Enfin, d'un point de vue individuel, nombre 
d'artistes Fluxus gardaient leurs distances avec ces questions6

, tres loin du serieux de 
!'engagement politique, voire de la discipline de parti, dont se targuaient les avant­
gardes. Ces quelques anecdotes montrent que la question politique est loin d'etre tran­
chee chez Fluxus et qu'y prevaut. comme bien souvent. une serie de choix individuels 
non concertes et parfois antagonistes. En meme temps, le desir profond de transfor­
mation sociale porte par les artistes, collectivement et individuellement. la facon dont 
les concerts Fluxus ont pu etre penses comme des moments d'une pedagogie de !'al­
ternative. montrent qu'ils sont profondement inscrits dans le politique sinon interesses 
par la politique. 
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Kaprow n'etait pas isole dans sa critique de Fluxus en termes politiques, ii fut souvent 

rejoint par certains des animateurs historiques de ce reseau qui s'eleverent fermement 
contre ce qui leur apparaissait comme des derives inacceptables pretes a entrainer les 
artistes dans des combats qui ne devraient pas etre les leurs au travers de pratiques 
antisociales. Ainsi, les propositions quasi-terroristes de sabotages culturels formulees 
par Maciunas pour preparer son retour a New York en 1963 apparurent a tous d'autant 

plus delirantes qu'elles avaient ete concues dans un but publicitaire7 Jackson Mac Low 

par exemple, qui occupait egalement des fonctions importantes chez les anarchistes 

americains, refusait que le public soit la dupe des artistes et proposa plut6t que Fluxus 
soutienne les ouvriers en greve au lieu de compliquer leur vie quotidienne par des 
actions perturbantes Dick Higgins pour sa part affirmait, dans une lettre a Maciunas, 
refuser de « contrarier les gens et les classes sociales que nous cherchons le plus a 
convertir »8 . Quant a Brecht, ii adressa une lettre de « demission transatlantique » a 
Maciunas pour protester contre sa mainmise provocatrice. Cependant, on peut aussi 
interpreter ce rejet comme un refus de quitter le champ du symbolique pour entrer 
dans celui de l'action directe sur le reel puisque les propositions de Maciunas ne s'at­
taquaient plus a des normes morales mais a des limites legales, faisant passer l'action­
nisme du scandaleux au delictueux ii est clair que, pour ce dernier. une revolution 

artistique appelee a rester dans le giron du petit cercle des connaisseurs ne flatte que 

la bonne conscience des artistes « avances » et de leur public Aussi denonce-t-il dans 
ses manifestes « l'art serieux » contre le « Flux-art-amusement », appelle-t-il a « une 
purge de l'art bourgeois » et a la « promotion d'un art concret », ou assimile-t-il dans 
ses diagrammes, les exuberances des Happenings a celles des fetes baroques de l'aris­
tocratie decadente: un grand frisson sans consequences sur le reel tandis que les veri­

tables revolutions s'organisent ailleurs et leur demanderont bientot des comptes. Ces 

critiques en irresponsabilite visent done Maciunas lui-meme et les artistes qui le 
soutiennent au sein de Fluxus car leurs positions outrancieres et orgueilleuses tournent 
en derision !'ensemble du corps social et de ses institutions culturelles et font paraltre 
timorees les alternatives portees par les autres artistes, sans sembler anticiper les 
consequences de leurs actes. 

Ces appels ont pu para1tre amusants a certains de ses camarades, totalement absurdes 

a la plupart des autres, mais ils ont en commun de n'avoir jamais ete pris au serieux par 
les artistes, et furent unanimement assimiles a un pathetique remake burlesque de 
Breton ou a un bolchevisme totalement irrationnel, une variante de la psychose du 
grand homme avec Staline en lieu et place de Napoleon pour ses correspondants, 
Maciunas, pris au serieux, etait soit fou, soit dangereux, soit ii etait les deux a la fois et 
mieux valait encore penser qu'il plaisantait pour beneficier de la formidable energie 

qu'il deployait a developper Fluxus. Or cette attitude, profiter de la notoriete donnee 
par le collectif et par les efforts de son porte-parole sans en accepter les contraintes 
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qu'il avait posees, etait precisement ce que Maciunas reprochait aux membres de 
Fluxus. D'un autre cote, Maciunas se voulait volontiers manipulateur et convenait qu'il 
tirait deliberement des artistes apolitiques vers ses options personnelles afin d'ex­
ploiter leur reconnaissance et leur influence a ses propres fins. Une lettre adressee a 
Williams au printemps 1963 le montre occupe de manipulations politiques et de stra ­
tegies d'alliance au sein de Fluxus, mais aussi totalement coupe des niveaux d'enga ­
gement veritables des acolytes dont ii espere faire ses pions tout en ignorant leur 
capacite a aisement demasquer ses manc:euv res maladroites: 

" Emmett, I must know how you feel about involving Fluxus politically with the Party (you 

know which one) Our activit ies loose all signi ficance if divorced from sociopolitical struggle 

going on now. We must coord inate our activities or we shall become another "new wave" , 
another dada club com ing and going. [ ... ] The whole "editorial board " structure has been sort 
of "constructed" with decoys li ke LaMonte Young and Mac Low. Toshi lchiyanagi and Nam 
June Paik - al l non po li t ical - that 's good to draw support from non-polit ical sources, but there 

can't just be too many decoys, then whole Fluxus becomes decoy and looses significance 

Therefore, it becomes more and more important to determine the polit ical pattern or orienta­

t ion of the "committee". ,,9 

Les positions qu'il defendait etaient done indeniablement adossees a une analyse politique 
du role de l'art et de l'artiste, dont la coherence meme constituait la nature paradoxale La 

quintessence de ce projet a souven t ete resumee par une lettre qu'il adressa en 1964 a 
Tomas Schmit dans laquelle ii affirmait que « les buts de Fluxus sont sociaux et non esthe­

tiques » et que les membres du groupe devaient montrer l'exemple en « travaillant a cote » 

pour faire Fluxus « sur leur temps libre »10 en renoncant au statut de parasite dore que la 
societe reserve aux art istes. II fondait cette analyse sur les experiences du LEF aux debuts 
de la Revolution Bolchevique, experiences que les sovietiques liquiderent rapidement pour 
cause de « gauch isme petit-bourgeois » Entre 1961 et 1965, Maciunas developpa et 

conforta progressivement une analyse systematique dont la virulence politique touchait 
non seulement les artistes contemporains installes dans le succes et les institu tions de l'art 
- cibles habituelles des avant-gardes - mais egalement l'objectif d'insertion economique 
des participants a Fluxus dans le monde de l'art. Elle presentait une coherence d'ensemble 
forte, du concretisme en art a l'homogeneisation du design visuel des editions en passant 

par le role qu'il entendait donner aux festivals Fluxus qu'il avait organises celui d 'une 

production artistique non-specialiste, depouillee des oripeaux de la virtuosite et du savoir, 
au profit d'une experience concrete du monde qui concoure a liberer les hommes de la 
domination de classe particulierement perverse en matiere d'art et de culture et contribue 
a une alternative pol itique et sociale radicale. En ce sens, les artistes Fluxus et les Festivals 
de concerts, n'avaient pour Maciunas qu'une portee pedagogique : ii s'agissait de montrer 
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la voie au public, de lui apprendre combien ii est facile(« arte e facile» disait alors Giuseppe 
Chiari) de se saisir d'un tel rapport au monde et de produire, ou de reproduire, ces dispo­
sitifs d'events, qui alliaient a leur simplicite d 'execution la subtilite de !'experience qu'ils 
offraient. Ces positions ne faisaient pour lui qu'anticiper legerement !'horizon proche de 
cette pedagogie • la disparition de la fonction sociale de !'artiste. L'intransigeance avec 
laquelle ii defendait ses theses le pla<;:a constamment en porte-a-faux avec « ses » artistes 
et le conduisit a des reactions unanimement considerees comme absurdes face a des 
enjeux dont !'importance n'apparaissait qu'a lui. Ainsi decida-t-il non seulement d'exclure 
Eric Andersen et Emmett Williams a la suite d'un canular postal organise par Andersen 11 

mais encore ecrivit- il a Nikita Khroutchev pour denoncer ses camarades et se desolidariser 
entierement de leurs agissements II s'agissait, affirmait-il dans une lettre a Andersen, de 
preserver le travail de propagande que Fluxus - c'est-a -dire Maciunas - menait aupres du 
Kremlin puisqu'il considerait que, comme art veritablement social et profondement realiste, 
Fluxus etait la forme d'art destinee a la Patrie des Travailleurs. On ne sait ce qui, dans ces 
deux actions l'emporte le plus en naivete ou en ridicule mais ii est certain qu'un episode tel 
que celui-ci ne pouvait faciliter la creation du « front uni » des artistes actionnistes qu'il 
appelait de ses voeux12

. 

L'artiste Fluxus en situation de concert a done pour Maciunas quelque chose de l'imago 
virtutis ciceronienne, c 'est-a-dire de !'incarnation d'une vertu par un personnage exem­
plaire13 dans ses actes qui, tel Cincinnatus, reprend sa charrue une fois sa mission accom­
plie. En l'espece, !'artiste constitue une representation de ce que peut-etre l'art debarrasse 
des artistes mais ii vaut mains comme artiste a part entiere que comme l'image de !'ar­
tiste, sa figure, toute entiere prete a se fondre dans la vertu qu'il incarne. Au demeurant, 
pour le public, Fluxus est une entite collective pratiquement anonyme dont ii importe peu 
que ses acteurs soient ou non des artistes puisque ce qu'ils accomplissent est la plupart 
du temps realisable par n'importe qui et bien souvent joue par des interpretes differents. 
Pire (OU mieux) l'appartenance de telle OU telle des stars de l'art contemporain a Fluxus 
est la plupart du temps ignoree ou contestee voire deliberement minoree par ses thuri­
feraires (Young, Paik, Vostell, Filliou, jusqu 'a Brecht meme, se trouvent dans ce cas 
reconnus, ils ne sont plus qu' « associes a Fluxus »). L'artiste Fluxus pour Maciunas doit 
done etre conscient des limitations temporelles et sociales de son role et accepter de 
fermer courageusement la porte derriere lui sur une fonction rendue desuete par l'exer­
cice meme de sa creativite. L'ambiguite de la fonction de !'artiste d'avant-garde, a la fois 
fer de lance des transformations sociales et agent commercial des representations de 
cette transformation avec la bourgeoisie qu'il affirme combattre mais dont ii tire sa 
subsistance, revolutionnaire entretenu par son ennemi affiche et rejouant inlassablement 
la mart du metier qu 'il pratique, est ici tranchee par Maciunas • les artistes doivent devenir 
des travailleurs utiles socialement tandis qu'ils renoncent aux prerogatives jalouses qui les 
distinguent de leur public en lui ouvrant la possibilite d'etre creatif par lui-meme. 
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Dire que le projet de Maciunas etait voue a l'echec est une evidence : aucun des artistes 

qu i composaient Fluxus n'a jamais renonce a le demeurer. lls ont pu renoncer a Fluxus, 
reinterpreter le terme a leur guise comme Josef Beuys qui en fit un usage abondant, 
mais aucun n'a renonce a l'art14

. En revanche, et non sans ironie, son projet a draine vers 
Fluxus une foule de gens qui n'e taient pas artistes et s'en sont soudainement t rouve les 
competences, d'autres enfin, plus nombreux, ont poursuivi une vie professionnelle en 

parallele de leur carriere artistique15 sans que cette double fonction soit motivee par des 
rai sons autres qu'economiques. La rupture annoncee entre !'orientation que Maciunas 
voulait donner a Fluxus et le reste des actionnistes ameri ca ins, y compris au sein de son 
propre groupe surv int en 1965 lorsque Maciunas et Henry Flynt organ iserent un piquet 
devant la sa lle ou Kaprow montait une interpretation de Originale , l'opera actionniste de 
Karlheinz Stockhausen16

. Maciunas interdit aux artistes de Fluxus d'y participer en raison 
du ca ractere « fasciste » de la musique de Stockhausen qu' il estimait soutenue par les 

patrons de l'industrie allemande dont le role durant le nazisme n'avait jamais ete ree lle­
ment juge. Cependant, ses consignes furent ignorees par ses camarades, lui deniant ce 
faisant toute autorite sur leurs choix ; Higgins crut meme que le p iquet etait une sorte 
d 'action artistique et y participa avant de rejoindre les interpretes de la piece. De fait, a 
l' issue du blocus de Originale, Maciunas se trouva totalemen t isole, sa position inutile­

ment intransigeante etant jugee inacceptable par la plupart de ses compagnons 

Une faille interne traversa done Fluxus qui opposait a front renverse une esthetique et 
une ethique du poli tique Elle const itue l'une des specifici tes de la reception contempo­
raine de Fluxus, voire de son influence durable sur l'a rt contemporain qu'il hante tel le 
fant6me dans Hamlet, en veritable mauvaise conscience du triomphe du tout cu lture! 
sur les questions sociales. Cette vision subversive de Fluxus est pourtant une illusion qui 

resulte du collage de l'approche ethique de Maciunas sur une esthetique qui la denonce. 

Si Fluxus joue le role de« cactus dans le cul de l'art » pour reprendre la formule de Ben 
Vautier, ii le fait en ayant renonce a etre la g renade dans le cul du ca pitalisme occidental 
que vou lai t en faire Maciunas. lroniquement, la defaite de Maciunas a depossede les 
artistes d e leur propre esthet ique puisque celle de Fluxus, reconnaissable entre toutes, 
du choix de p ieces courtes et provocatrices pour les concerts au graphisme cultive des 

publications en passant par le design particulierement coherent des kits, est l'oeuvre de 
Maciunas qui l'expu rgea de ses tendances plus baroques ou plus intellectuel les . 
L'ethique qu'il defendait dans les pieces Fluxus constituait une appropriation politique 
de partitions qui posaient prioritairement une esthetique Cependant, les principes de 
cette esthetique (experimentation, fusion de l'art et de la vie, refus de la separation entre 
art de l'elite et culture de masse) accompagnerent les mutations politiques de !'Occident 

quand le bolchevisme utopique defendu par Maciunas connut une defaite si totale que 
ses positions eveillent au mieux un fo lklore teinte de nostalgie L'ambivalence qui resulte 
de cet entrelacement complexe fait d e Fluxus une formidable machine de guerre 
nomade toujours prompte a offr ir a son rega rdeur la contesta tion qu'il attend d'elle. 
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1 « Excerpts from a discussion between George Brecht and Allan Kaprow entitled "Happenings and 
events" broadcasted by WBAI sometimes during May », in fLuxus cc fiVe ThReE, CG Brecht G. 
Mac1un as, fluxus cc fiVe ThReE, Juin 1964, ed. par le Fluxus Editorial Council [G Maciunas], publie 
par Fluxus, New York, 4 p., 58.2 x 46 cm): « The group, with few exceptions, that associates itself 
with Fluxus is irresponsible. It is my impression that many people just simply goof-off and pretend 
in a kind of very very nasty way, socially speaking, and certainly socially with respect to other 
artists, that they have a certain superiority in their seemingly indifferent little act ivities such as 
sneeze tomorrow or a finger 1s as good as hole in a wall, or any of these little directives which if 
acted out are somehow to me important rather than unimportant so far as its effect is to say to 
me and others - "You guys are doing important things, but look, we are even more important doing 
unimportant things". » Kaprow s'est par la suite explique sur cette declaration, en particulier dans 
sa contribution a l'ouvrage de E. Williams, Mr Fluxus CE Williams, A. Noel, Mr Fluxus, A Collective 
Portrait of George Maciunas, Londres, Thames and Hudson ed, 1997, p. 325 et sq.), dans laquelle ii 
s'excuse de s'etre ainsi emporte et regrette sa rupture avec Maciunas. II faut dire que, avec le 
developpement des « activities » dans la suite de sa carriere et sa conception de l'un-artist au 
debut des annees soixante-dix, sa propre pratique tendit a se rapprocher fortement des 
orientations de Maciunas au sein de Fluxus. Quoiqu'il en soit, c'est un mauvais tour que lui jouent 
la Maciunas et Brecht en le faisant ainsi paraitre autoritaire et meprisant en un mot bourgeois, en 
depit de sa tolerance et son libertarisme affiche. 
2 II faut preciser ici que c'est Maciunas qui introduisit des critere de differenciation et classifia des 
pratiques qui jusque la ne se distinguaient pas les unes des autres . chacun participa1t des actions 
des autres au g re de ses amities et de ses affinites et certainement pas en raison d'une quelconque 
etiquette. lnterroges par la suite, tous confirment que si des sensibilites differentes coexistaient, 
aucun d'entre eux n'auraient ete capables sur le moment d'en etablir les discriminants, ce que la 
posture clivante de Maciunas voulait imposer. 
3 W. Benjamin, « L'Auteur comme producteur », 1934, tr. fr. in Essais sur Bertolt Brecht, Paris, 
Maspero, 1969. 
4 S Guilbaut Vair, ne pas voir. faut voir, Essai sur la perception et la non-perception des ceuvres, 
Paris, Jacqueline Chambon, 1993 
5 lnterpretee pour la premiere fois en 1965 au Carnegie Hall dans le cadre d'un festival Fluxus 
organise par Maciunas. 
6 Parfois au terme de periodes d'engagement profond, tel Robert Filliou qui fit le coup de fusil avec 
les FTP durant la Seconde Guerre Mondiale. 
7 Voir a ce propos notre article « La Fluxus News-Policy Letter n°6, April 6, 1963, la premiere mort 
de Fluxus », in 20/27, Les Cah1ers du Centre Pierre Francastel, n°l, automne-hiver 2005, pp 41-48. 
Dans cette lettre d'information, que Maciunas publiait depuis debut 1962, 11 proposait de bloquer 
les tunnels sous la Hudson River par de faux accidents, de submerger les musees d'envois postaux, 
de faire fermer les theatre par de fausses alertes a la bombe, decreer des embouteillages partout 
dans New York, bloquer les metros, faire tomber des pluies de faux dollars dans les rues etc. en 
guise de propagande pour Fluxus. Ces propositions furent l'objet d'un rejet pratiquement unanime 
de la part de leurs recipiendaires. 
8 D. Higgins, Lettre a George Maciunas, n.d. (1963), Getty Research lntitute, Jean Brown Papers. 
9 G. Maciunas, Lettre a Emmet Williams, n.d, publie 1n E. Williams, A. Noel, Mr Fluxus, A Collective 
Portrait of George Maciunas, op. cit., p. 102. 
10 Publiee pour la premiere fois par Wolf Vostell en 1965 CW Vostell, J. Becker, Happenings, Fluxus. 
Pop Art. Nouveau Realisme eine Dokumentation, Hamburg, Rowohlt Verlag, 1965. 470 p ), cette 
lettre a ete de nombreuses fois reeditee depuis. Cependant, la reception tres positive qui est 
aujourd'hui la sienne, garante de l'authentique dimension subversive et revolut1onnaire de Fluxus est 
bien loin de cel le qu'elle fut alors, et des ra1sons pour lesquelles Schmit decida de la publier. 
11 Ce dernier lui fit croire, a !'occasion d'un voyage en URSS, qu'il avait interprete des pieces Fluxus 
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parmi les plus provocatrices sur la Place Rouge afin de moquer l'engouement presque delirant de 
Maciunas pour l'Union Sovietique 
12 Michael Oren soutient cependant que les rapports entre Maciunas et Khroutchev ne relevaient 
pas seulement du delire psychotique et que se trouvaient chez Khroutchev un veritable desir 
d'etablir un art plus concret en meme temps que la volonte de liquider l'heritage stalinien du 
realisme social iste et le refus de l'abstraction occidentale. II invoque la chute de Khroutchev en 
1964 comme explication du report, puis de l'annulation, du voyage de Maciunas en URSS (cf M. 
Oren, « Anti-Art as the End of Cultural History »,Performing Arts Journal, Vol. 15, No. 2, Mai 1993) 
13 Dick Higgins prefere quanta lui parler d'ceuvres exemplatives. 
14 Bien que Ben Patterson ait pu passer vingt ans sans pratique artistique publique, ii a. depuis 1982, 
retrouve le chemin de l'atelier et de la scene. Son itineraire est significatif ici puisque c'est son 
militantisme politique en faveur des droits civiques qui l'a eloigne des milieux de l'avant-garde 
auxquels ii reprochait leur manque d'engagement pour les Noirs mais que c'est son expertise 
musicale et actionniste qu 'il a reinvestie dans l'agence artistique qu'il crea. II finit par allier ces deux 
casquettes. politiques et artistiques. au travers de responsabilites politiques au sein de 
l'administration culturelle de la ville de New York. 
15 Sans compter naturellement tous ceux qui ont de facon plus ou mains permanente enseigne 
dans les ecoles d'art puisque c'est la le destin commun de pratiquement tousles artistes. fluxus ou 
non. celebres ou pas. 
16 Cet episode est bien connu et ii y est souvent fait reference car ii introduit la premiere scission 
visible dans ce qui pouvait apparaitre 1usque lors comme un front commun des avant-gardes 
actionnistes. Cette crise ne fut jamais reellement depassee ma is elle concerne precisement l'objet 
de ce texte • la question de la responsab ilite sociale, politique et esthetique de l'artiste. 
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Fluxsus Politicus: Buster Keaton among 
the Soviets 

Bertrand C/avez 

George Maciunas and George Brecht. the 
co-publishers of V-Tre. the "official" Fluxus 
newspaper (the term is intended as satire). 
took great delight in publishing a brief 
excerpt from a radio interview between 
Brecht and Allan Kaprow in the June 1964 
edition, in which the creator of Happening 
criticised the founder of Events for becom­
ing involved in an artistic movement that 
was in social terms totally irresponsible, glo­
rifying "the importance of unimportance." 
Kaprow denounced a strategy, which made 
the natural allies of Fluxus. the nebula of 
Western neo-avant-gardes. the chosen tar­
get of his tongue- in-cheek irony ' The 
scathing remark had little impact on Brecht. 
since the two artists were already united by 
a long-standing friendship that had been 
cemented in John Cage's experimental 
composition class run at the New School for 
Social Research. It was here that they had 
both developed the approaches that would 
define their place in history. It showed. how­
ever, that the actionist avant-gardes, far 
from being a homogeneous group, were 
shot through with divergences that the 
members of Fluxus seemed determined to 
render distinct. 2 

These criticisms show that Kaprow. 
although he failed to grapple (again, see 
note 1) with the changes in the social 
dimension of the art championed by Fluxus. 
nonetheless understood perfectly the chal­
lenges posed by this differentiation. He, in 
effect. felt that the quasi-sectarian minority 
approach adopted by Maciunas ran counter 
to the liberating social advances upheld by 
the supporters of an increasingly influential 
counter-culture from Greenwich Village to 
East Village, with increasing media visibility. 

He saw this approach as frankly counter­
productive the aggression towards other 
artists appeared to him to be misdirected 
and the provocations. in the act of which no 
connection was sought with the public, 
made it more likely that they would be 
turned away, whereas. in aesthetic terms 
Fluxus was supposed to be without pur~ 
pose since "most of those who were 
involved" were "just goofing off." The ques­
tion underlying these criticisms is that of 
the social and political responsibility of the 
Modern artist and his contribution to the 
advent of a society more compliant with 
the interests of the workers. These issues 
have fired the debate between the avant­
gardes since the late 19th century and they 
have informed pataphysics, Futurism, Dada, 
Surrealism. as well as the Novembergruppe 
and the Bauhaus. the Modernists and the 
Avant-gardes. They constitute the very 
framework of Walter Benjamin's celebrated 
essay on "The author as producer"3

: when 
Walter Gropius said that his patron was a 
social class. namely the working class. he 
showed that he considered himself less of a 
creator and more of a producer of stan­
dardised objects essentially defined by their 
functionality; when John Heartfield 
engaged in anti-fasc ism alongside the 
Communist Party, when Hans Hartung took 
up arms against his own country in the 
Foreign Legion, when Diego Rivera har­
boured Leon Trotsky, while he painted fres­
coes in tribute to the glory of Marxism in 
Detroit's motor car factories. they were 
simultaneously asserting their responsibili­
ties as men and artists. activists and cre­
ators and placing their activities under the 
aegis of the social(ist) construction. 
The legacy of this noble, but perhaps naive. 
attitude is being claimed by American neo­
avant-gardes seeking to loosen the moral 
straightjacket inherited from the 50s. 
McCarthyism and the "American Way of 
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Life" erected as a true ideology by the 
Presidents Truman and Eisenhower through 
the cult of the "averag e man." 4 

Subsequently, the campaign against the war 
in Vietnam further radicalised these artists' 
positions, the older ones among them hav­
ing been through the Second World War 
and the younger ones having experienced 
the Korean War. Faced with these commit­
ments, the absurd humour of Fluxus, 
despite a few notoriously political pieces 
(for instance, Maciunas' American flag, in 
which the Un ion stars are replaced by skulls 
and the stripes are composed of the statis­
tics on the worst massacres in humanity), 
presents an alienation that appears almost 
like a betrayal. Thus, by dint of its more 
meditative aspects, for instance the works 
of La Monte Young , and its use of the 
grotesque and the burlesque, with works by 
Addi Kopcke, Willem de Ridder or Emmett 
Williams, or due to its pred ilection for intan­
gibility, encapsulated by the work of Brecht, 
Fluxus conducted its battles beyond the 
classic commitment arena, sometimes join­
ing up with the agit-prop movement as a 
provocative element, sometimes by tak ing 
the part of cathartic detachment, interioris-
1ng external violence: in Cut Piece, 5 Yoko 
Ono subjects her body to the voyeuristic 
desire of onlookers who are the actors in her 
gradual unclothing, while Ben in Look at me, 
that's enough, frustrates the onlooker with 
the fact of his presence, the spectacular 
delight that he was anticipating Fina lly, 
from an individual point of view, many 
Fluxus artists distanced themselves from 
these questions,6 a far cry from the serious­
ness of political commitment, and indeed 
party discipline, so dear to the avant-gardes 
These few anecdotes show that the political 
question was far from being decided at 
Fluxus and that there prevailed, as was 
often the case, a series of individual, non­
concerted and sometimes antagonistic 
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choices. At the same time, the strong desire 
for social transformation harboured by the 
artists, collectively and individually, the way 
in which the Fluxus concerts could be 
thought of as moments of alternative peda­
gogy, show that they were deeply rooted in 
politics, if not concerned with po licy. 
Kaprow was not alone in his criticism of 
Fluxus in political terms, he was often joined 
by some of the orig inal co-ordinators of the 
network, who rose up firmly against what 
they felt to be unacceptable departures that 
were likely to steer artists into fights that 
were not theirs to fight by means of antiso­
cial practices Thus, the quasi-terrorist pro­
posals of cultural sabotage made by 
Maciunas in preparation for his return to 
New York in 1963 appeared to one and all to 
be particularly delusional, since they had 
been conceived for publicity purposes ' 
Jackson Mac Low, for example, who also 
held important positions with the American 
anarchists, refused to allow the public to be 
duped by artists and instead proposed 
that Fluxus support the striking workers 
rather than complicate their daily lives with 
disruptive action. Dick Higgins, 1n a letter to 
Maciunas, predicated on refusing to "disrupt 
the people and the socia l classes that we 
are seeking the most to convert."8 Brecht, 
for his part, sent a letter of "transatlantic 
resignation" to Maciunas to protest against 
his provocative stranglehold However, it is 
also safe to interpret this rejection as a 
refusal to leave the symbolic arena and 
enter one of direct action on reality, since 
Maciunas' proposals were no longer attack­
ing moral standards, but legal limits, thus 
allowing actionism to pass from scandalous 
to criminal: clearly, for this latter, an artistic 
revolution that is expected to remain in the 
laps of a small circle of connoisseurs only 
flatters the conscience of "advanced" artists 
and their public. In his manifestos, he there ­
fore denounced "serious art" against "Flux-



art-amusement ," calling for "a purging of 
bourgeois art" and the "promotion of a con ­
crete art," in his diagrams, he likened the 
exuberances of the Happenings to those of 
the Baroque festivities of the decadent aris­
tocracy: describing them as a great thrill 
that had no consequence on reality while 
elsewhere genuine revolutions were being 
organised and would soon make them 
accountable. These criticisms to do with 
irresponsibility were therefore directed at 
Maciunas himself and the artists supporting 
him within Fluxus, since their proud and 
outrageous stances had the effect of mock­
ing the entire soc ia l fabric and its cultural 
institutions and making the alternatives pro­
posed by other artists appear timorous, 
without them appearing to anticipate the 
consequences of their acts. 
These calls for action may have appeared 
amusing to some of his comrades, and total ­
ly absurd to most of the others, but the 
common denominator was that they were 
never taken seriously by the artists and were 
unanimously likened to a pathetic burlesque 
remake of Breton or totally irrational 
Bolshevism, a variation on the "g reat man" 
psychosis, with Stalin taking the place of 
Napoleon: for his correspondents. Maciunas. 
when taken seriously, was either mad. or 
dangerous. or both at the same time and it 
was better to think that he was joking if one 
was to derive any benefit from the tremen­
dous energy he channelled into developing 
Fluxus. However, it was precisely this atti­
tude, in other words benefiting from the 
awareness raised by the collective and by 
the efforts of its spokesperson without 
accepting the limitations imposed, that 
Maciunas was accusing the members of 
Fluxus of displaying On the other hand, 
Maciunas set out to be deliberately manipu­
lative and freely admitted that he intention­
ally brought apolitical artists around to his 
own opinions in order to exploit thei r recog -

nition and their influence for his own ends. A 
letter sent to Williams in spring 1963 shows 
him to be preoccupied with polit ical manip­
ulat ions and alliance strategies within 
Fluxus, but also totally cut off from the real 
levels of commitment of his acolytes, whom 
he hoped to use as his pawns, not realising 
the ir own ready ability to see through his 
fumbl ing manoeuvres: 

"Emmett. I must know how you fee l about 
involving Fluxus pol1t1cally with the Party (you 
know which one). Our act1v1t1es lose all signif­
icance if divorced from the sociopolitical 
struggle going on now. We must coordinate 
our activit ies or we shall become another 'new 
wave.' another dada club coming and going. 
[ .. J The whole 'editorial board' structure has 
been sort of 'constructed' with decoys like La 
Monte Young and Mac Low, Toshi lchiyanagi 
and Nam June Paik - all non-political - that's 
good to draw support from non-political 
sources, but there can't Just be too many 
decoys, then the whole of Fluxus becomes 
decoy and loses significance. Therefore. 1t 
becomes more and more important to deter­
mine the political pattern or orientation of the 
·committee."' ' 

The positions he held were therefore unde­
niably affiliated to a political analysis of the 
role of art and the artist, whose very coher­
ence was its paradoxicality The quintes­
sence o f the project has often been 
summed up by a letter he sent to Tomas 
Schmit in 1964. in which he stated that "he 
aims of Fluxus are social and non-aesthetic" 
and that the members of the group should 
set an example by "working on the side" to 
create Fluxus "in their spare t ime"'0 while 
renouncing the status of golden parasite 
that society reserved for artists. He based 
this ana lysis on the experiences of the LEF 
at the start of the Bolshevik Revolution, 
experiences that the Soviets soon w rote off 
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on the basis of "petit -bourgeois" leftism. 
Between 1961 and 1965, Maciunas developed 
and gradually built upon a systematic analy­
sis, the political virulence of which had an 
effect not only on already successful con­
temporary artists and art institutions (the 
usual targets of the avant-gardes). but also 
had an impact on objectives aimed at the 
economic integration of Fluxus participants 
1n the art world. It presented a strong over­
all coherence, from concretism in art 
through to the homogenised visual design 
of publications and the role that, according 
to him, Fluxus festivals were supposed to 
play namely that of a non-specialist artistic 
activity, stripped of the showy trappings of 
virtuosity and learning, in favour of a con­
crete experience of the world that helped to 
liberate man from the especially perverse 
class domination in terms of art and culture 
and contribute to a radica l social and politi­
cal alternative. In this sense. the Fluxus 
artists and Concert festivals only served a 
pedagogical purpose for Maciunas: 1t was a 
question of showing the public the way, of 
teaching them how easy it is ("arte e facile," 
as Giuseppe Chiari would say) to seize on 
such a relationship with the world and pro­
duce. or reproduce, these events mecha­
nisms, combining simplicity of execution 
with subtlety of experience These positions 
only served, for him, to gain a glimpse of the 
imminent ou tcome of that pedagogy the 
loss of the artist's social function. The 
intransigent way in which he argued his 
cases constantly put him at odds with "his" 
artists and prompted in him reactions that 
were unanimously regarded as absurd given 
that what was at stake only seemed impor­
tant to him alone. He therefore decided not 
only to exclude Er ic Andersen and Emmett 
Williams following a postal scam organised 
by Andersen. 11 but he also wrote to Nikita 
Khrouchtchev to denounce his comrades 
and dissociate himself entirely from their 
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actions. It was a question, he stated in a let­
ter to Andersen, of maintaining the job of 
propaganda that Fluxus, in other words 
Maciunas. was undertaking with the 
Kremlin, since he felt that, given its genuine­
ly social and deeply realistic role, Fluxus was 
the art form destined for the Workers' 
Homeland. It is difficult to say which of 
these two actions is the more naive or 
ridiculous, but it is certain that such an 
episode could only serve to facilitate the 
creation of a "united front" of performance 
artists as he liked to call it" 
The Fluxus artist in a concert situation, for 
Maciunas, therefore had something of the 
imago virtutis in the Cicero sense, in other 
words something tantamount to the incar­
nation of a virtue by an exemp!ary13 indi­
vidual in all of their actions who, like 
Cincinnatus, returns to the plough once 
his mission has been accomplished. In the 
case in hand, the artist is a representation 
of what art without artists could be, but 
he 1s worth less as an artist in his own right 
than as the image, or figure, of the artist, 
wholeheartedly w illing to become one 
with the virtue that he embodies. 
Moreover, for the public, Fluxus was a vir­
tually anonymous collective entity, where­
in it mattered little whether or not its 
actors were artists, since what they 
accomplished could most of the time have 
been accomplished by anyone and more 
often than not interpreted by different 
performers Worse (or better) was that 
the act of belong ing to Fluxus, for any star 
of the contemporary art scene. was most 
of the time a fact that was ignored or dis­
puted , and sometimes even deliberately 
played down by its proponents (Young, 
Paik, Vostell, Filliou , even Brecht, found 
themselves in this situation. although 
recognised, they were nothing other than 
"associated with Fluxus") The Fluxus 
artist for Maciunas therefore had to be 



aware of the time and social limitations of 
his role and agree to boldly close the door 
behind him on a function that had become 
obsolete by dint of the very exercise of his 
creativity. The ambiguity surrounding the 
function of the avant-garde artist. at once 
the spearhead for social change and com­
mercial agent for the representations of 
that change with the bourgeoisie, which 
he claimed to be fighting, but from which 
he derived his subsistence, as well as a 
revolutionary maintained by his recog­
nised enemies and tirelessly replaying the 
death of the trade he was ply ing , was a 
matter decided by Maciunas: arti sts 
should become socia lly useful workers, 
while they must renounce the jealous pre­
rogatives that distinguished them from 
their public and open up the possib ility for 
that public to themselves become cre­
ative. 
To say that the Maciunas project was 
doomed to failure is an obvious statement: 
none of the artists comprising Fluxus ever 
gave up remaining so. They could have 
abandoned Fluxus, reinterpreting the term 
in their own way, like Josef Beuys, who 
made abundant use of it. but none of them 
gave up art. '" Conversely, and not without 
irony, his project attracted towards Fluxus a 
whole crowd of people who were not artists 
and who suddenly discovered their skills, 
and others, in greater numbers, who pur­
sued a vocational career in parallel to their 
artistic activity, '" with no need for this dual 
function to be motivated by anything other 
than economic reasons. The break 
announced between the direction that 
Maciunas wanted to give to Fluxus and the 
rest of the American actionists, including 
those within his own group, occurred in 
1965 when Maciunas and Henry Flynt organ­
ised a picket just outside the hall where 
Kaprow was staging a performance of 
Originale, the actionist opera by Karlheinz 

Stockhausen. '" Maciunas forbade Fluxus 
artists to take part in it due to the "fascist" 
nature of Stockhausen's music, which he felt 
was supported by the patrons of German 
industry, whose role during Nazism had 
never really come under judgment. 
However, his directives were ignored by his 
comrades, who in so doing denied any 
authority he might have had over their 
choices; Higgins even believed that the pick­
et was a form of artistic action and took 
part in it before Joining the players in the 
performance. Indeed, following the picket 
organised outside Origina/e, Maciunas 
found himself totally isolated, his pointless 
intransigence being considered unaccept­
able by most of his companions. 
An internal flaw therefore appeared within 
Fluxus, which was in inverse opposition to 
the ethics and aesthetics of politics It con­
stitutes one of the specificities marking the 
contemporary reception of Fluxus, and 
indeed its lasting influence on contempo­
rary art, which it haunts like the ghost in 
Hamlet, barely conscious of the triumph of 
cultural wholeness over social issues. This 
subversive vision of Fluxus is, nevertheless, 
an illusion resulting from the superimposi­
tion of Maciunas· ethical approach over an 
aesthetic that denounces it. If Fluxus plays 
the role of "cactus in the ass of art" to use 
Ben Vautier's expression, it does so having 
abandoned its position as the grenade in 
the ass of western capitalism, which is 
what Maciunas wanted to make of it. 
Ironically, Maciunas' demise dispossessed 
artists of their own aesthetic, since that of 
Fluxus, widely recognisable, from the 
choice of short, provocative plays for its 
concerts, to the sophisticated graphics of 
its publications and the highly consistent 
design of its kits, is the work of Maciunas, 
the man responsible for expurgating it of 
its more baroque or more intellectual ten­
dencies. The ethics that he championed in 
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the Fluxus plays constituted a political 

appropriation of scores that established 

first and foremost an aesthetic. However, 

the principles of that aesthetic (experi­
mentation, fusion of art and life, refusal to 
accept the separation between elite art 

and mass culture) accompanied the politi­

cal changes in the West when the Utopian 

Bolshevism championed by Maciunas wit­

nessed a defeat so total that his opinions 
fuelled, at best, a folklore tainted with nos­
talgia. The ambivalence resulting from this 
complex intermeshing made Fluxus a 

tremendous nomadic war machine ever 

willing to offer the onlooker the challeng­

ing stance he came to expect from the 

movement. 

"Excerpts from a discussion between George 
Brecht and Allan Kaprow ent itled 'Happenings 
and Events' broadcasted by WBAI sometimes 
during May." in fLuxus cc fiVe ThReE, (Brecht, 
George, Maciunas, George, fluxus cc fiVe ThReE, 
June 1964, published by the Fluxus Editoria l 
Council (G. Maciunas), published by Fluxus, New 
York, 4 p., 58.2 x 46 cm.): "The group, with few 
exceptions, that associates itself wi t h Fluxus is 
irresponsible. It is my impression that many peo­
ple 1ust simply goof-off and pretend in a kind of 
very very nasty way, socially speaking , and cer­
tainly socially with respect to other artists , that 
they have a certain superiority in their seemingly 
indifferent li tt le activities such as sneeze tomor­
row or a finger is as good as hole in a wa ll, or any 
of these litt le direct ives which if acted out are 
somehow to me important rather than unimpor­
tant so far as its effect is to say to me and others 
- 'You guys are doing important things, but look, 
we are even more important doing un important 
things."' 
Kaprow subsequently explained himself over this 
statement. and espec ia lly his contribution to the 
work by E. Williams. Mr Fluxus CE Williams, A. 

Noel, Mr Fluxus, A Collective Portrait of George 
Maciunas, London, Thames and Hudson ed., 1997. 
p 325 ff.), in which he apologises for getting car­
ried away and says he regrets h is break with 
Maciunas. It must be noted that with the develop-
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ment of certain "activit ies" in his continuing career 
and his conception of the un-artist in the early 
seventies, his own practices tended to bring him 
very much closer to the directions taken by 
Maciunas within Fluxus. Nevertheless, Mac iunas 
and Brecht did him a great disservice by making 
him out to be authoritarian and disdainful, in a 
word bourgeois, despite his tolerance and recog­
nised libertarianism. 
2 It is important to point out here that it was 
Maciunas who introduced the differentiation crite­
ria and classified practices that had not yet been 
1 nade dist inguishable: each one participating in 
the actions of the others in accordance with their 
friendships and affinities, and decidedly not some 
kind of label. When subsequently questioned, 
they all confirmed that if different sensibilities co­
existed , none of them would have been able, if 
asked on the spur of the moment, to cite the dis­
cr iminating factors that Macunias' divisive posi­
tion wished to impose 
3 W. Benjamin, "The Author as Producer,'' 1934, Fr. 
tr. in Essais sur Bertolt Brecht, Paris, Maspero, 1969. 
·' S. Guilbaut, Voir, ne pas voir, faut voir, Essa/ sur 
la perception et la non-perception des ceuvres, 
Paris, Jacqueline Chambon, 1993. 
s Performed for the first time in 1965 at Carnegie 
Hall as part of a Fluxus festival organised by 
Maciunas. 
6 Sometimes after periods of intense commit­
ments, like Robert Fil liou who fired gun shots with 
the FTPs during the Second World War. 
7 See. in this connection, our article "The Fluxus 
News-Policy Letter no.6, April 6, 1963, the first 
death of Fluxus." in 20/21, Les Cahiers du Centre 
Pierre Francastel. no. 1. Autumn-Winter 2005, pp 
41-48. In this newsletter, which Maciunas started 
publishing in early 1962, he wrote of his intention 
to blockade the tunnels under the Hudson River 
with pretend accidents, flood the museums with 
mail. cause the theatres to be closed down w ith 
bomb hoaxes, create traff ic jams all over New 
York. set up blockades in the underground, let 
loose a shower of fake dollars in the streets etc. in 
the gu ise of propaganda for Fluxus. These pro­
posals were virtually unanimously rejected by 
their recipients 
8 D. Higg ins, Lettre to George Maciunas, n.d. 
(1963). Getty Research lntitute. Jean Brown 
Papers 



9 G. Maciunas. letter to Emmet Williams, n.d. pub­
lished in E. Williams. A. Noel, Mr Fluxus. A Collective 
Portrait of George Maciunas. op. cit., p. 102. 
10 Published for the first time by Wolf Vostell in 
1965 CW Vostell. J. Becker. Happenings, Fluxus. 
Pop Art. Nouveau Realisme eine Dokumenta tion. 
Hamburg, Rowohlt Verlag, 1965. 470 p.), this letter 
has been published many times since then. 
However, the highly positive reception it meets 
with today. proof of the genuinely subversive and 
revolutionary dimension of Fluxus. is far removed 
from what it was at the time, and from the reasons 
that prompted Schmit to publish it. 
•
1 The latter led him to believe. on a trip to the 
USSR, that he had performed some of the most 
provocative Fluxus plays in Red Square in order to 
make a mockery of Maciunas' almost delusiona l 
obsession with the Soviet Union. 
" Michael Oren. however. maintains that relations 
between Maciunas and Khrouchtchev were not just 
based on psychotic delirium and that Khrouchtchev 
harboured a real desire to establish a more con­
crete art and to clear away the Stalin legacy of 
socialist realism, as well as a refusal to accept west­
ern abstraction. He cites the fa ll of Khrouchtchev in 
1964 as an explanation for the deferral. then can­
cellation of Maciunas· trip to the USSR (cf M. Oren. 
"Anti-Art as the End of Cu ltural History." Performmg 

Arts Journal. Vol. 15, No. 2. May 1993) 
13 Dick Higgins. however, prefers to speak of exem­
plative works. 
., Although Ben Patterson was able to carry on for 
twenty years without pursuing any public art prac­
tice, after 1982 he reacqua inted himself with the 
studio and the stage. His path is significant in this 
respect, since it was his political militantism in 
favour of civil rights that distanced him from the 
avant-garde milieux, whom he criticised for their 
lack of commitment towards Blacks. but it was his 
musical and actionist expertise that he channelled 
into the creative agency that he set up. He ended 
up by combining both these talents. political and 
artistic. by assuming political responsibilities within 
the cul utural affairs administrat ion of New York city. 
·s Not to mention. of course. all those who taught 
more or less fu ll-time in art schools, for that is the 
fate of virtually all artists, Fluxus members or not 
Fluxus members. famous or not famous. 
16 This is a well-known episode to which reference 
is often made. since it introduces the first visible 
division in what might have until then appeared to 
be a common front with the actionist avant­
gardes This crisis was never really overcome. but 
it is precisely the subject matter of this text: the 
question of the social. political and aesthetic 
responsibility of t he artist. 
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Flux box containing God 
Boite F!uxus contenant Dieu 196) 

Donation Vicky Remy 

Musee d'A.rt Moderne, Saint-Etienne Metropo/e 
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Ay-o 
Finger Box 
Boite pour doigt 
1964 
Musee d'Art Contempora in de Lyon 
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Fluxus I 
ca. 1964-1965 
Musee d'Art Contemporain de Lyon 
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Flux Year Box 2 
Boite annuelle Fluxus 2 
1966 

\ 

Musee d'Art Contemporain de Lyon 
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Ben 

Galerie Ben doute de tout presente 
Ben Doubts of Everything Gallery presents 
08/ 10/ 1967 
Donation Vicky Remy 

Musee d 'Art Moderne, Saint-Etienne Metropole 
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Per Kirkeby 
Flux Finger Sweater 
Pull Fluxus pour doigt 
1969 
Musee d'Art Contemporain de Lyon 
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George Maciunas 
Flusxstationery : Hand 1n Glove 
Papeterie Fluxus : main dans gant 
ca.1975 
Musee d'Art Contemporain de Lyon 



cc V TRE ed. by George Brecht and Fluxus Editorial Council for Fluxus 
New York • Fluxus. 1964-1979 
n°9 John Yoko and Flux all photographs copyright nineteen seventy by 
PeTer MooRe. 1970 
Musee d'Art Contemporain de Lyon 
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George Mac iunas 
Spell your name with these objects 
Epele ton nom avec ces objets 
1976 
Centre Pomp1dou. Paris 
Musee national d'art moderne/Centre de creation industrielle 
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PONTUS HULTEN 

Spelt your name with 
these oblec:t1 

greetings from 
geol"ge maciunes. 19'70 
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Takako Saito 
Flux Book, To Friends from 
Takako (Day x in Devon) 
Livre Fluxus. aux amis, de 
Takako (jour x a Devon) 
avant I before 1992 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

!.f 
r 

Takako Saito 
75 Postcards by Takako 
15 cartes postales de Takako 
avant I before 1992 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
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Les inventions de Robert Filliou 

Michel Giroud* 

Le « filliousophe » de Sauve (ne en 1926. dans cette ville du Gard. dans les Cevennes. 
divisee entre catholiques et protestants) est deja a la fin des annees 50. un terrien 
republicain (RF), un conteur nomade, « gaga yog i », qui bourlingue, depuis 1946. de la 

Californie a la Coree et au Japon ; puis, via le Moyen-Orient (L'Egypte et le Caire) 
jusqu'en Espagne, en Andalousie (entre 1954 et 1958). Lorsqu'il debarque a Paris, en 
1959, ii a deJa ecrit quelques pieces. defendu une these en sciences economiques. a 
l'universite de Californie. a Los Angeles. participe au programme de reconstruction de 
la Coree du Sud, abandonne une carriere fructueuse. fait !'experience du bouddhisme 

zen. Didacte, nomade volontaire, lucide quant aux desastres economiques, sociaux et 

politiques de la planete (deuxieme Guerre Mondiale. desastre atomique du Japon. 
guerre de Coree. guerre d'lndochine, guerre d'Algerie, dictature de Franco .) et cons­
cient qu'une nouvelle civilisation mondiale appara1t. ce lle des loisirs. de la consomma­
tion et du tourisme generalise. Alors quoi faire, en ce « beau monde » occidental. ou 
« tout va bien » (progres. croissance, vacances. acquis sociaux, les trente glorieuses) ? 

lntellectuellement bien arme (grand lecteur d'ouvrages d'anthropologie et de sciences, de 

psychologie et d'economie) Filliou a« trouve » sa voie. le chemin difficile de l'utopie quoti­
dienne. de l'ouverture systematique et du pacifisme (Gandhi. Martin Luther King et les 
autres). A Paris. en 1960. ii croise Daniel Spoerri , qui va etre son introducteur au domaine 
des experimentations de la fin des annees cinquante' : ii vient lui -meme de Berne ou la 
poesie concrete appara1t. en 1953. promulguee par Eugen Gomringer, deja assistant du 

directeur du Nouveau Bauhaus d'Ulm, Max Bill2 et amide !'artiste geometrique Dieter Roth, 

qu'il va bient6t rencontrer. On n'insistera jamais assez sur le jeu hasardeux des rencontres, 
tout particulierement dans le cas de Robert Filliou qui en fit un fondement de son parcours 
(Avec les autres. pour les autres. on the road) jusqu'a !'invention de !'Eternal Network. 
Par le « hasard » des ci rconstances. Filliou rencontre celui qui est au carrefour des 
novations de la fin des annees cinquante, dans le domaine de la poesie, du theatre 

experimental et de la choregraphie comme des arts; Daniel Spoerri est passe par 

Darmstadt, ou ii a fonde une revue laboratoire de poesie experimentale Material. dans 
cette ville qui accueille chaque annee un symposium des musiques experimentales 
(Boulez. Stockhausen. Berio. Kagel, Cage ) 
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Par le jeu de ricochet des rencontres surprenantes. Filliou se retrouve tres vite au 
centre meme du laboratoire international, entre America. Asia et Europa. 
Filliou. comme ses amis, sont des passionnes. absolument curieux et decides. a 
inventer d 'autres voies. a /'ecart des chemins balises des divers conformismes conser­
vateurs et modernistes, ersatz des avant-gardes historiques. En 1959-60. a Paris, ii n'y 
a aucune revue d'exploration vraiment ouverte a ces courants emergents et Filliou, par 
le Jeu du hasard, se retrouve avec la nebuleuse Fluxus, des 1962, a Paris, mais ii ne 
rencontre ni Pierre Garnier et sa revue Les Lettres Poesie nouvelle (1963) ni la revue Ou 
cinquieme saison, d'Henri Chopin, qui exp lo re les vo ies sonores de la poesie. Fi lliou est 
deja, des 1960-61. un poete art iste d ramaturge de la poesie-action qu'il invente (jusqu'a 
sa supreme incarnation en action-poeme, la poesie permanente de l'action de chaque 
instant. vraiment eveille, le Filliou idea/3 ); ii avait deja decouvert sa voie et ii la clarifie 
grace a son amitie avec Spoerri. On ne saurait trop insister sur !'importance du boud­
dhisme et du flamenco andalou dans son vagabondage solita ire avec les autres (done 
toujours solidaire) ; Filliou croise et entrecroise mais n'appartient a aucune mouvance 
car ii propose non pas un bouleversement de l'art mais de la vie meme, une utopie 
audacieuse et difficile, sur la route de Rabelais et de Fourier ; voi la, brievement. les 
fondements de ses inventions ou de !'invention maJeure de Filliou qui prendra forme 
entre 1962 et 1963 sous la denomination du Poipoidrome OU la methode de la non­
methode de la creation permanente ; Filliou n'appart ient a aucun groupe, cercle OU 

mouvement ca r ii propose une voie systematiquement ouverte de transformation par 
!'experience spirituel le du vide (plus de jugement. finies les batailles artistiques des 
avant-gardes, basta les conversions). Proche, tres proche de Fluxus par ses amities 
mais absolument loin des querelles va ines et derisoires; ii rencontre, des 1960, Joachim 
Pfeufer, artiste architecte qui lui fait connaitre l'anthropologue hollandais Herman Haan, 
specialiste des Dogons • c 'est ainsi que Poi-poi apparait pour la premiere fois dans un 
poeme d 'action. Entre 1958 et 1961, une vague d 'innovations apparait. a New York (le 
happening de Kaprow et l'event de Brecht), au Japon (Le Gutai), en Allemagne (l'art­
action de Vostel l), a Pa r is (Les Affichistes, Hains, Vill eg le, Dufrene, Klein avec le mono­
chrome et l'espace du vide et Le Nouveau Realisme de Pierre Restany, l'lnternationale 
Situationniste avec Debord, la fondation de l'OUL/PO - ouvroir de litterature potentielle 
- en 1960 avec Oueneau). Consequences de conseq uences des diverses experimenta­
t ions depuis le debut du XX• siecle. Filliou apparait dans un climat particulierement 
riche en contradictions, polemiques et utopies diverses (lettr isme, art et technologie, 
cinetisme, participation collective, communication mondiale• Marshall Mac Luhan , 
Abraham Moles, Nicolas Schaffer, Jacques Polieri . Pierre Schaeffer, Isidore lsou .) On 
decouvre l'envergure de la mouvance dada (Zurich, Berlin, Paris) et !'importance de 
Schwitters, l'inventeur de Merz. Filliou ne serait-il pas, solitaire et solidaire, poete artiste, 
utopien, a la croisee des chemins, hors des querelles de l'avant-garde, une autre «reincar-
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RF, Action Gerwulf, 2010 
Un, Eins, One ... , 1984. Installation circulaire representant un mandala, des de couleur I circular 
installation representing a mandala, coloured dices. Diam : 800 cm. 
Collection Feelisch, Remscheid. 
Plan de la Galerie Legit/me, vernissage I opening Benjamin Patterson, 3.7.62, dessin de I 
drawing by George Maciunas 
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nation» du phenomene Schwitters? II fut, d 'ailleurs, couronne du premier prix Kurt 
Schwitters, en Allemagne, a la fin des annees soixante-dix I II n'y a pas de filiation histo­

rique, ii y a affinite spirituelle. C'est dans un tel contexte de bouleversements artistiques 
(!'importance de Cage - surtout en Allemagne - ne saurait etre oubliee) que les inventions 
paradoxales de Filliou apparaissent. L'inventeur poete et chercheur, zentaotibet (ii connait 
les ouvrages d'Alexandra David-Neel) est deja, la, car ses inventions ne sont jamais des 
experimentations mais des« actions » de depassement, hors des theatres de l'art. Bien qu'il 
navigue sur ce terrain, ii essaie d'inventer sa vie, avec les autres, pour les autres et grace 
aux autres. L'art est !'instrument de cette autre vie, inspiree par !'innocence et I' imagination 

Des le debut des annees soixante, ii commence, dans le tatonnement, a elaborer les prin ­

cipes fondamentaux d'une nouvelle economie, l'economie poetique de la Fete Permanente, 
dans !'Eternal Network du Territo/re de la Republique Geniale, dont le Poipoidrome (1962-
63) serait une manifestation possible comme l'Anniversaire de /'art ou le projet d'une 
Biennale pour la paix, dans les annees 80. Dans ure monde mu par !'imagination perma­
nente et les echanges reciproques, dans la lignee de Charles Fourier, l'inventeur d'une 

societe ludique, sans jugement, sans competition et sans com pa raison Entre 1960 et 1962, 
Filliou elabore ses principes et invente la premiere idee-action avec La Galerie Legit/me 
(une galerie nomade, dans sa casquette, sur son crane, dans un couvre chef-d'oeuvre - le 
cerveau humain 1) Tout est deja la, mais ii faudra une su ite d'experiences, JUSqu'en 1984, 
pour clarifier la force et la dynamique expansionnelle de cette galerie qui peut deambuler 
n'importe ou, sur les trottoirs, dans des lieu x publics ou prives4 hors de !'institution comme 

dans !'institution, mais non soumise aux reglementations qui musellent les musees et 
autres lieux d'art (le marche prive international) Ce n'est pas un gag « rigolard » ou une 
action marginale, bien que cela apparaisse sous une forme derisoire et drolatique (des 
oeuvres minuscules a echanger avec les autres, des oeuvres« pauvres ») II n'est pas inutile 
de rappeler qu'il aide, cette meme annee, son ami Daniel Spoerri a formaliser clairement le 

fameux texte de la Topographie anecdotee du hasard (qui sera plus tard augmentee dans 
sa version anglaise par un autre ami, Emmett Williams, aux editions Something Else Press 
de Dick Higgins, musicien, poete et editeur Fluxus, puis encore augmentee en allemand par 
leur ami Dieter Roth I) II est impossible de saisir Filliou hors du jeu reciproque des 
echanges amicaux, depuis 1969 (et bien avant, dans son parcours erratique et vagabond, 
en Egypte et en Espagne) Les coincidences du hasard ont une importance fondamentale 

car Filliou est a l'ecoute, deJa, depuis longtemps, sur cette voie spirituelle, via l'art, qui le 
conduira finalement au centre spirituel d'etudes bouddhistes du Perigord, en 1985. Des 
1962, son principe actif (mais non formalise) du n'importe quoi (n'importe comment, n'im­
porte ou, n'importe quand, avec n'importe qui) qui prefigu re le prinC1j:Je d'equivalence (bien 
fait mal fait pas fait) s'exemplifie dans sa promenade, avec Ben Patterson (en juillet 1962), 

a travers Paris, et qui s'acheve en une soiree pre-fluxus. Cette meme annee Filliou concep­

tualise ce principe par une piece (une oeuvre-poeme) intitu lee Semantique generale • un 
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poeme alphabetique (chaque lettre engendre 5 mots et 5 minuscules objets. colles sur 26 
panneaux de bois) ou une partition ou un poeme-action ou une action-poeme (comme un 

echo oh cet echo de son ami Andre Thom kins - a Kurt Schwitters, a sa poesie elementaire, 

a sa theorie Merz) et un ricochet vers le dictionnaire comme scenario. En tout cas. le prin­
cipe simple est la, avec sa regle et le jeu du hasard : une puissance multiplicatrice immense 
que \'on pourrait imaginer comme le fondement generique latent, de toute \'oeuvre, de 
toute oeuvre en action, d'un univers en gestation. Filliou elabore la, sans crier gare. sans 
manifeste, sans declaration, La methode des methodes de La Creation Permanente de 
/'Eternal Network de La Fete Permanente. Debordement multiplicateur. floraison des possi­

bles, invention de /'oeuvre ouverte en mouvement dans l'ecart absolu (car non previsible 

par les calculs de la Raison logique classique). incalculable, enigmatique, d'une complexite 
extreme et pourtant si simple dans son principe mais a condition d'agir selon \'innocence 
et I 'imagination5. 

A Paris. l'OUL!PO (ouvroir de litterature potentielle. selon le principe pataphysique de 
Jarry) a ete fonde par Oueneau en 1960. 
Umberto Eco vient de publier. en ltalie, L'reuvre ouverte, en 1962. Nous sommes en pleine 

polemique autour de la semiotique (Pierce) et du structuralisme (Jakobson, Chomsky, 
Barthes. Lacan) ; Filliou. loin d'etre ignorant de ce contexte. repond indirectement, par la 
theorie (mise en pratique quotidienne par Filliou) de La semantique generate de Korzybski 
(qu'il a pu connaitre a l'universite de Los Angeles, a la fin des annees 40)6 . Filliou incarne 
dans ses experiences, ses inventions, ses recherches et ses proJets, le principe du tiers 
inclus ou de non-contradiction, dans un univers non dualiste ou l'identite est variable, 
mobi le, en transformation : ce qui se manifeste par de nombreuses oeuvres en duo et 
collectives. Une oeuvre faite avec les autres, une inter-oeuvre. Filliou refuse l'enfermement 
dans un style individuel identitaire. Ainsi l'Anniversaire de /'art n'est pas un jour de fete 
dedie a Filliou (un 17 Janvier quelconque. jour quelconque de sa naissance) mais un JOur 
ferie ou la fete est permanente Filliou ouvre la porte a la multiplicite extravagante de \'UN 

enrichi sans cesse par des rencontres avec d'autres UNITES ouvertes ; c'est la le coeur de 
toutes ses inventions. Entre 1962 et 1963, Filliou construit le projet utopien du poipoidrome 
avec son ami architecte, urbaniste et peintre. Joachim Pfeufer, un espace ouvert pour la 
creation permanente : ils imaginent plusieurs possibilites, en dur (une construction de 24 
x 24m), une solution mobile (genre bus). une solution ultra souple (un espace dessine a la 

craie .) II y aura plusieurs realisations (Kassel, Bruxelles, Budapest, Nantes, Paris, Lyon, 

Nice) Dans un entretien a Budapest, avec Beke, Filliou dit : « le po·1po·1"drome appartient a 
Fluxus ; et Fluxus appartient au po"i"po·ldrome ; tout Fluxus pourrait entrer dans le Post­
Po.lpo·idrome » (1976) ; et encore « une creation permanente est une liberte permanente ». 

Joachim Pfeufer dit : « ce propos n'est pas tellement ce que nous faisons, mais plut6t le 
point de contact de \'incertitude; c'est ce que nous faisons de notre cote; nous ne connais­

sons pas de nombreux points de contacts. de relations, de systemes de connaissance. » 
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Semantique generale . 1962. Materiaux divers sur panneaux de bois relies par des crochets I 
Various material on wooden panels. hooks 
149 x 182 x 6 cm. 
Stadtisches Museum Abteiberg, Mbnchengladbach. 
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Robert Filliou affirme : « c'est un concept nomade. » Le principe de l'Eternel Network est 
pose la. II se realisera d'abord au Canada, via ses amis, a Vancouver. Calgary, Montreal, 
Toronto ; c'est au Canada que seront realises les videos-entretiens et actions ainsi que le 
catalogue general des principes de /'economie poetique. Le Poipo.ldrome reprend et 
amplifie La Galerie Legitime, qui sera gelee, a Londres, pendant le Festival des Misfits 
(octobre 1962) et degelee en Allemagne. en 1972, sous la forme d'une edition. Le 
Po·1po·1drome inclut, theoriquement, ce qui va devenir, a V illefranche sur Mer (1965-1968), la 
boutique de La Cedille qui sourit (avec son ami George Brecht) et le projet de la non-ecole 
de Villefranche (sans maitres ni eleves, ecouter, pa rler, se taire, en toute liberte)7 

Deja. la, le principe d'equivalence fonctionne, sans Jugement de valeur et sans com pa raison 
(Bien Fait Mal fait Pas fait) avec toutes ses consequences, !'extension du n'importe quoi. 
Filliou fonctionne toujours dans le potentiel et !'extension, generateurs de fructification et 
de multiples surprises Filliou nomme ironiquement cette extension permanente 
l'AUTRISME (un pseudo manifeste tres bref: quand tu fais quelque chose, fais autre chose) 
ou l'eloge systematique de la dispersion (du n'importe quoi) que Fourier designait comme 
la passion papillonne ou la curiosite ou !'imagination sans frein. un principe cle de la non­
ecole, du non-pouvoir, de la non-reconnaissance. Ces experiences seront rassemblees dans 
un ouvrage etonnant Teaching and Learning As Performing Art (publie, en 1970, a Cologne 

par Walter Koenig8l , OU se melent les reflexions de Filliou quant aux possibilites de trans­
former l'enseignement en un art de l'act ion et des conversations avec John Cage, Allan 
Kaprow. Joseph Beuys, Dieter Roth. Dorothy Iannone, Benjamin Patterson, Marcelle Filliou 
et les enfants de Roth. II accomplira ces experiences dans ses workshops, au Canada et a 
l'ecole d 'art de Hambourg, dans les annees quatre-vingts 
Mais !'invention du Territoire de la Republique Geniale (dans les annees soixante) n'est pas 
une autre formulation du poipoidrome, c'est !'affirmation d'un autre monde possible si l'on 
comprend vraiment que chaque individu est un genie genetique. qu 'i l a tout dans son 
crane pour etre un genie (in nocence et imagination) mais que presque tout est 
programme pour qu'il devienne, via l'ecole, un etre talentueux. un specialiste, un unid1-
mensionnel. Le reve de Filliou reprend celui de Fou ri er (!'attraction passionnee et l'utopie 
ludique du phalanstere. avec des uniques solitai res mais solidaires) Pendant un mois. en 
1971. a l'interieur des limites du Stedelijk Museum d'Amsterdam, ii installe le Territoire N° 7 
de la Republique geniale, accueillant et discutant avec chacun : cette experience n'a pu se 
renouveler. meme pas modestement. lors de sa premiere retrospective en 1984 (Hanovre. 
Paris, Berne)I Alors ii y eut une autre possibil ite, plus facile a realiser, avec !'invention de 
l'Anniversaire de /'art: tous les 17 janvier, depuis 1973 (le premier anniversaire eut lieu a Aix 
la Chapelle) ; ce jour la est decrete ferie (ce fut le cas seulement au Canada) ; en tout cas 
Ce doit etre un jOUr de fete I 
Toutes les actions de Filliou, des plus modestes (La Galerie Legitime) JUsqu'a La Republique 
geniale (une utopie lointaine ma is possible, par ci par la, dans un cadre restreint) sont nour-
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Tampon / Stamp de Le (ou La) Poi'poidrome a Espace-Temps Reel prototype 00. Coarchitectes: 
Robert Filliou/Joaquim Pfeufer. 
Tampon I Stamp Le Principe d'Equivalence, version francaise I french version 
Tampon I Stamp Le Prine1pe d'Equivalence, version anglaise I english version 

ries par des recherches intensives (lectures, projet s. publications, entretiens) dont la plus 
importante (en volume, surplus de 90 metres de long) La Recherche sur /'origine (1974) 
est precedee par des recherches en futurolog ie (1971), en art et astrologie (1971 -72), en pre­
biologie, en recherches sur le cinema (avec le cinema Reinvente : le dictionnaire comme 
scenario « Je propose a tout le monde de choisir un mot dans le d ictionnaire et de filmer 
!'action ... c'est ainsi que le dictionnaire m'apparait comme un scenario infini et anonyme »). 

« Ce que je voulais transmettre etait que chacun a son propre territoire et qu'on ne doit pas 
se referer a une autorite superieure pour se fa ire une opinion. Plus tard, Je me suis interesse a 
plusieurs projets de recherche, dont l'un tentait d'appliquer les principes du bien fait, mal fait, 
pas fait a la creation permanente de l'univers, et que j'ai appele La recherche sur l'origine. 
Je crois avoir decouvert une certaine relation, une parente entre la physique nucleaire et 
la tradition du tao-te-king. Attentif aux tentatives actuelles pour relier la tradition aux 
sciences, j'estime que l'art peut JOuer un role important » Le paradoxe de Robert Filliou, 
c'est de conjuguer a la fois une extreme richesse de voies diverses, dans tous les sens, 
avec les autres, et une simplicite fondamentale. Une vie d'inventivites par un poete de 
l'action qui, par tous les moyens, refuse les modeles et les hierarchies, un theoricien 
secret qui par le fou -rire incarne exactement le gaga yogi qu'il est, magnifiquement 
incarne par l'ceuvre ultime et ludique Un, Eins, One (1984)9 
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• Michel Giroud, peintre oral et tailleur en tout genre, in Alpina, Aout 2012. 
1 Daniel Spoerri est une rencontre et une amitie essentielle dans l'histoire de Filliou car ii lui fait 
connaitre les innovations de la fin des annees cinquante. Son parcours atypique est remarquable. 
De 1954 a 1957, premier danseur a l'opera de Berne, ii met en scene Tardieu et Picasso (Le desir 
attrape par la queue) et compose des choregraphies. II est au courant de la fondation de la poesie 
concrete, a Berne, par Gomringer ; ii devient assistant metteur en scene a Darmstadt en 1957 et 
fonde alors. avec Claus Bremer. Dieter Roth et Andre Thomkins Material (1957-1959) ; ii est 
partisan d'un theatre dynamique, apsychologique et ii participe, avec Jean Tinguely, a !'invention 
de l'Autotheatre. ou c'est le spectateur qui fait le theatre ; ii rencontre Filliou, dans le bar de La 
Methode, a Paris. en 1960 et participe avec ses tab/eaux-pieges au Festival d'Avant-garde de 
Po lieri. 
En 1961 -62. ii ecrit. avec l'aide de Fill 1ou. Topographie anecdotee du hasard et co-organise. a 
Landres, avec Ben. Fill1ou, Page, le festwal des Misfits. Au carrefour des experimentations, ii publie 
L 'optique moderne (1963) avec d'inutiles notules de Dufrene. aux editions Fluxus (maquette de 
Maciunas) ; en contact avec le groupe Zero (et la revue Zero) de Dusseldorf par Klein, des 1960, 
ii connait l'art cinetique Avec Filliou ii produira « Pieges a mots » (des visualisations de proverbes 
et dictons). En 1969, avec son restaurant et sa EAT Art Gallery, a Dusseldorf, ii accueille Filliou et 
ii participe a !'exposition de Cologne Happening et Fluxus. organisee par Harald Szeeman q ui, en 
1972, est le directeur de la Dokumenta 5, a Kassel. ou ii accueille Filliou et son polpo1drome­
arch1ves. 
2 Gomringer fonde sa revue Spirale, en 1953, avec son ami Dieter Roth (1953 -1964) et consacre 
une monumentale monographie a Max Bill. II poursuit sa route sur la voie du Bauhaus (Albers et 
Moholy-Nagy) et de l'art concret (Doesburg, Arp) et l'on ne doit pas ignorer la polemique de 
Cobra contre le Nouveau Bauhaus et l'impossibilite pour le surrealisme, pour le lettrisme comme 
pour !'Internationale Situat1onniste, de percevoir la dimension de la poesie concrete. II n'est pas 
inutile de rappeler que Filliou devient non seulement l'ami de Spoerri mais aussi, grace a lui, de 
Dieter Roth et d'Emmett Williams. des le debut des annees soixante ; ce meme Williams. qui 
publiera chez Something Else Press. a New York, la premiere anthologie de poesie concrete (voir 
Jacques Donguy ; Poesies experimentales zone numerique (1953-2007. coll. l'Ecart absolu, serie 
Chantier. Les Presses du Reel. Dijon. 2007) , Le cercle de Darmstadt (Spoerri, Rot, Williams. 
Bremer. Thomkins) edite Material de 1957 a 1959 et tous deviennent des am is de Filliou. C'est dire 
!'extreme complexite de son itineraire dans ses relations amicales avec les experimentateurs, des 
1959-60 et, par la suite, avec la mouvance Fluxus, via Maciunas, Patterson. Williams, sans oublier 
ses rencontres. a Paris avec la Beat Generation (Brion Gysin en part1culier) et Dufrene plus 
Gerasim Luca et a Copenhague (Addi Koepcke). 
3 Pierre Garnier, a Paris, en 1963, lance son manifeste de Poesie spat ia le dans Les Lettres, qui va 
deveni r Les Lettres Poesie nouvelle (1963-1967) C'est la seule revue qui s'ouvre. grace a Garnier, 
germaniste. aux experimentations de la poesie concrete et de la poesie phonetique. II publie 
Hausmann et Schwitters mais aussi Gomringer, Bense, Chopin, Blaine et Bory (1964-67) ; ii est en 
relation avec la nouvelle revue experimentale de Stuttgart Rot (Max Bense) ; par quel hasard ii n'y 
a ni Williams ni Spoerri. ni Filliou, qui participent , pourtant, au Domaine poetique. au Festival de 
la fibre expression (Jean-Jacques Lebel) et au numero special de la revue beige Phantomas, 
consacre a la poesie ouverte (N°38/40, 7964)? Alors que Filliou est alors invite par la revue Kwy 
(Bertholo et Lourdes Castro) Ni dans la revue Ailleurs (1962-1966) d'Arden Quin. qu i accueille JF 
Bory et J Blaine, des 1963; ni dans la revue Approches (1965-1966) de Bory, ni dans Robho (Blaine 
et Jean Clay) orientee vers l'art cinetique de Soto ; mais qui sait que Filliou et Williams ont rendu 
hommage a Soto au musee d' Arras en 1964, via le Centre culture! Noroit). 
4 La Galerie Legit/me ; la deambulation de Filliou et de Ben Patterson, (sa premiere exposition 
itinerante a Paris) qui debute vers 3 h du matin. le 3 juillet 1962 pour s·achever. la nuit dans la 
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galerie Girardon, a Montparnasse ; c'est la premiere manifestation Fluxus, inspiree par Maciunas : 
Sneak Preview Fluxus, happenings, environnements. poemes. danses. compositions (Cage, La 
Monte Young, George Brecht, Higgins. Kaprow, Maclow, Patterson, Filliou. ) ; le schema de l'itine­
raire a ete dessine par Ben Patterson et le flyer a ete impri me sur papier d'emballage, sur une idee 
de Maciunas. Ben Patterson publie aussi en 1962, Methods and Processes, (edition Fluxus), reedite 
en fac- simile (ed lncertain Sens, 2011) et diffuse par les presses du reel. Ben Patterson evoque 
ainsi, en 1991 son ami Fil liou : « sa fac;:on d'observer les choses. les situations, le monde, et, peut 
etre l'un ivers, cela semblait une fac;:on simple, ouverte et directe d'accepter, l'insignifiant, ou de ne 
pas faire l'effort du decryptage, de !'analyse ou du jugement » [ ... ] « un con t inuum de banalite » 
in catalogue Fi lliou, centre Pompidou, Paris, 1991. Voir egalement le nouveau catalogue Ben 
Patterson : Born in the State of FLUX/us, Houston. New York et Wiesbaden, 2011/2012. 
5Le titrage des pieces, des poemes, des actions, des oeuvres. des livres est particulierement 
inventif et excentrique (une surprise permanente) 
6 KORZYBSKI est l'initiateur, dans Jes annees trente. aux Etats Unis, de la semantique generale. 
« La semantique generale entraine a faire marcher le cerveau comme si nous utilisions le langage 
mathematique » ouvre a un « o rdre multidimensionel », a des « processus dynamiques infinis, 
extensionnels ». Elle se fonde sur la probabilite et !'incert itude. le tiers inc lus, le non-dualisme et 
la non-iden tite. Principes experimentes par Brecht, Filliou et Fluxus. Fill iou intitule, en 1964. une 
oeuvre realisee avec Spoerri « la carte n 'est pas le territoire ». Encore une proposition de 
Korzybski, qui dev iend ra le titre de l'unique recuei l d 'essais publie a ce jour en franc;:ais, aux 
editions de l'Ec lat, a Paris en 1998 et reedite en 2007. D'autre part Filliou est au couran t des 
travaux de Mac Luhan sur les nouveaux medias (ii enseigne a Montreal et connait Filliou), comme 
des recherches de Wiener et Shannon. 
7 La cedille qui sourit, livre commun de George Brecht et de Robert Filliou, sera edite par Dick 
Higgins (fondateur de Something Else Press, 1964-1974), a New York, en 1968 ; Emmett Williams 
en etait le responsable ed itorial et ii y publia sa fameuse anthologie de la poesie concrete. Le 
network des affinites se manifeste clairement entre l'Allemagne (A Cologne, Wa lter Koenig , 
editeur de Teaching & Learning as performing art, a Stuttgart. Hans J6rg Mayer, editeu r d 'Emmet 
Williams, Dieter Roth et Fill iou, a Dusseldorf avec Beuys, Roth et Spoerri, a M6nchengladbach 
avec Cladders. a Remscheid avec Feelish) Pari s, Liege (Tialan s) et Bruxelles (avec la revue 
Phantomas et les editions Lebeer Hossmann), sans oubl ier le reseau canadien du Western Front 
(et son ami Hank Bull, a Vancouver), et Copenhague (avec Addi Koepcke), New York (Dick 
Higgins), Amsterdam, Anvers. Stockholm (Pontus Hulten), Budapest (Beke) et Milan (Multhipla 
avec Gino di Maggio). 
8 L'edition franc;:aise sera realisee a Bruxelles, en 1998, par lrmeline Lebeer, aux edit ions Lebeer 
Hossmann. 
9 L'ultime proposition de Filliou avec Beuys fut le projet pour La Biennale Art de la Pa1x, (1985-86, a 
Hambourg, 1989, a Amsterdam) relate dans une lettre a Louwrien Wijers. en 1987 : « La Science 
implique le Savoir, l'Art. le Non-Savoir et la Sagesse. la Connaissance, ce qui ne signifie pas que l'Art 
et la Science sont mutuellement exclusives, mais que la Sagesse les comprend toutes deux, ce qui 
implique a son tour que la Science de meme que l'Art ont besoin de la voix de la Sagesse mais pas 
reciproquement. » (In catalogue centre Pompidou, 1991). 
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The Inventions of Robert Filliou 
Michel Giraud' 

The "filliousopher" of Sauve (born in 1926 in 
a village of the Gard department, in the 
Cevennes, divided between Catholics and 
Protestants), was already by the end of the 
1950s a Repub lican countryman (RF), a 
nomadic story-teller, a "dada yogi" who had 
been travelling around since 1946, from 
California to Korea and Japan, then via. the 
Middle East (Egypt and Cairo) to Andalusia 
in Spain (between 1954 and 1958). When he 
arrived in Paris in 1959, he had already writ­
ten some plays, defended a thesis in 
Economic Science in Los Angeles, pa rtici­
pated in the reconstruction programme in 
South Korea, abandoned a lucrative career, 
and experienced Zen Buddhism. He was 
self-taught, a voluntary nomad. lucid about 
the economic, social and political disasters 
of the planet (the 2nd World War, the Korean 
war, the disaster of Japan, the lndo-China 
war, the Algerian war, the dictatorship of 
Franco ) and conscious that a new global 
civil izat ion was emerging, that of leisure, of 
consumer consumption and mass tourism. 
So, what to do in this "beautiful occidental 
world," where everything is alright 
(progress, holydays, social welfare ... )? 

Well equipped intellectually, (a big reader of 
anthropology, the sciences, psychology and 
economics) Filliou had "found" his way, the 
difficult path of dai ly Utopia, systematic 
openness and pacifism (Gandhi, Martin 
Luther King and others). In 1959 he came 
across Daniel Spoerri, who was to introduce 
him to the world of experimentation at the 
end of the 1950s1 Spoerri himself came from 
Berne, where concrete poetry appeared 1n 
1953, promoted by Eugen Gomringer, ass is­
tant to the director of the New Bauhaus in 
Ulm, Max Bill, 2 and friend of the geometric 
artist, Dieter Roth, who Filliou was soon to 
meet. 
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We cannot insist too much on the role of 
chance in these meetings, especially for 
Filliou, who was to make it a founding prin ­
ciple of his career (With the others, for the 
others, on the road) up to the invention of 
the Eternal Network. 
Through these "chance" c ircumstances, 
Filliou met the person who at the end of the 
1950s was at the centre of experimentations 
in the fields of poetry, experimenta l theatre, 
choreography and the arts. Dan iel Spoerri 
had been in Darmstadt where he had found­
ed a review of experimental poetry ca lled 
Material in the town which hosted every 
year a symposium of experimental music 
(Boulez, Stockhausen, Berio, Kagel, Cage ... ). 
Through the ricochet effect of surprising 
encounters, Filliou found himself very quick­
ly at the very heart of an international labo­
ratory, between America, Asia and Europe. 
Filliou and his friends were highly passion­
ate people, absolutely curious, and deter­
mined to invent other ways, well away from 
the marked out paths of diverse conserva ­
tive and modernist conformism (ersatz of 
the historica l avant-gardes) In the Paris of 
1959-60 there was no exploratory review 
really open to these emerging movements, 
and Filliou by chance found himself with the 
nebulous Fluxus from 1962 onwards, with­
out meeting Pierre Garnier and his review 
Les Lettres Poesie nouvelle (1963), or the 
review OU, cinquieme saison, of Henri 
Chopin, which explored the sound paths of 
poetry. Filliou was already from 1960-61, an 
artist poet and playwright, and the inventor 
of poetry-action (through to its supreme 
incarnation in action-poem, the permanent 
poetry of the action of every instant; very 
sharp and alert, the Filliou ideal 3) 

He had already discovered his way; he clari­
fied it thanks to his friendship with Spoerri. 
We cannot emphasize enough the impor­
tance of Buddhism and Andalusian 
Flamenco in his solitary wanderings with 



others (therefore always sticking together). 
Filliou came and went. but didn 't belong to 
any movement, because he didn't propose 
an upheaval in art. but in life itself; an auda ­
cious and difficult Utopia, in the footsteps of 
Rabelais and Fourier. Here briefly, are the 
foundations of his inventions, or of the 
major invention, which took shape between 
1962 and 1963, going by the name of the 
Poipoidrome, or the method of the non­
method of permanent creation. Filliou didn't 
belong to a group, a circle or a movement 
because he proposed a systematically open 
path, of transformation through the spiritu­
al experience of the void (no more judg­
ments, finished the artistic conflicts, basta 
the conversations) 
Close, very close to Fluxus, through his 
friendships, but also very far from the vain 
and derisory quarrels, Filliou met Joachim 
Pfeufer in 1960, an artist architect who intro­
duced him to the Dutch anthropologist 
Hann, a specialist of the Dogon people. It 
was thus that Poi-poi appeared for the first 
time in an action poem. 
Between 1958 and 1961 a wave of innova ­
tions occurred in New York (Kaprow's hap­
pening, and Brecht's event). in Japan (the 
GutaO. in Germany (art act ion with Vostell), 
and in Paris (the affichistes, Hains, Villegle, 
Dufrene, Klein, with monochrome and the 
space of the void, the International 
Situationists with Debord, the founding of 
the OULIPO, the workshop of potential liter­
ature. in 1960 with Oueneau) The conse­
quences of consequences of diverse exper­
iments since the beginning of the 20" cen­
tury, Filliou appeared in a climate which was 
particularly rich in contradictions. polemics 
and various Utopia (art and technology, 
kinetism, collective participation, global 
communication: Marshall Mac Luhan, 
Abraham Moles, Nicolas Schaffer. Jacques 
Poleri, Pierre Schaeffer. Isidore I sou .. ). 
One discovered the scope of the Dada 

movement (Zurich, Berlin , Paris), and the 
importance of Schwitters, the inventor of 
Merz. Was not the solitary but supportive 
Filliou another reincarnation of the 
Schwitters phenomenon; the utopian poet 
artist, at the crossroads, far from the quarrels 
of the avant-garde? He was. incidentally, 
awarded the Kurt Schwitters prize in 
Germany at the end of the 1970sl There is no 
actual historical filiation, just spiritual affinity 
It was in this context of artistic upheaval 
(the importance of Cage, especially in 
Germany, must not be forgotten) that the 
paradoxical inventions of Filliou emerged. 
The poet inventor and researcher 
Zentaotibet (he knew the works of 
Alexandra David -Neel) was already present, 
for his inventions were never experiments, 
but "actions" reaching out beyond the art 
theatres. Although he moved in this circle, 
he tried to invent his life, with others, for 
others and thanks to others. Art was the 
instrument of this other life, inspired by 
innocence and imagination. At the begin­
ning of the 1960s he started using trial and 
error to elaborate the principle fundamen­
tals of a new economy, the poetic economy 
of the Permanent Fete, in the Eternal 
Network of the Republic of Genius, includ­
ing the Poipoidrome (1962-63), an event like 
the Anniversary of Art, or the project for a 
Biennial of Peace in the 1980s. In a world 
dominated by profit, the thirst for recogni­
tion, the global exploitation of resources, 
the madness of technological progress and 
growth, Filliou proposed, without naivety, a 
fict ion. a potential project for the living in 
nature's ecosystem: a poetic ecology where 
submission, domination, exploitation, and 
specialization were banned; another world 
transformed by permanent imagination and 
reciprocal exchanges. along the lines of 
Charles Fourier, the inventor of a playful 
society, without judgment, without compe­
tition or comparison 
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Filliou elaborated his principles between 1960 
and 1962, and invented the first idea-action 
with Legitimate Gallery (a travelling gallery, in 
his cap, under his sku ll , with a master-piece of 
a cover, the human brain!). Everything was 
already present, but it took a series of experi­
ences, up to 1984, to clarify the force and 
potential dynamic of this gallery, which could 
wander around where it liked, on the side­
walks, in public or private places4

, outside the 
institution, or inside, but not subject to the 
regulations which muzzled museums and 
other places of art (the international private 
market). It was not a gag or marginal action, 
even though 1t appears in a derisory form 
(miniscule works to be exchanged with the 
others, "poor" works). 
It is useful to remember that during the 
same year he helped his friend, Daniel 
Spoerri, to formalize the famous text of the 
Anecdotal Topography of Chance (which 
later would be produced in an English ver­
sion, by another friend, Emmett Williams, 
published by the Something Else Press of 
Dicks Higgins, the musician, poet and Fluxus 
publisher, and then in a German version by 
their friend Dieter Rothl) It is impossible to 
get to grips with Filliou after 1969 without 
appreciating this notion of reciprocal friend­
ly exchanges (and even before, during his 
wanderings in Egypt and Spain) The coinci ­
dences of chance were of fundamental 
importance, for Fill1ou had already been 
attentive for some time to this spiritual path, 
which would finally lead him through art, to 
the Buddhist Centre of spiritual studies in 
the Perigord, in 1985. From 1962 his active 
principle (although not formalized) of the 
whatever (whenever, wherever, however, 
with whoever) which prefigured the princi­
ple of equivalence (well done. badly done, 
not done) was exemplified by his prome­
nade in Paris with Ben Patterson (in July 
1962) and which ended up in a pre-Fluxus 
evening. 
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In the same year Filliou conceptualized the 
principle for a play (a poem-work) entitled 
General Semantics: an alphabetic poem 
(each letter generated five words and five 
miniscule objects glued to twenty six wood­
en panels); or a score, or a poem- action, or 
an action-poem (like an echo to "o cet echo" 
by his friend Andre Thomkins - or to Kurt 
Schwitters, to his elementary poetry, his 
Merz theory) with a ricochet towards "the 
dictionary as scenario." In any case the sim­
ple principle was there, with its rules and its 
element of chance: an immense multiplying 
power that we can imagine as being the 
latent generic foundation of all his work, his 
work in action, a universe in gestation. Here 
Filliou elaborated , without any warning, 
without demonstration or declaration, the 
method of the methods of permanent cre­
ation, from the Eternal Network, to the 
Permanent Fete. 
An overflowing multiplier, a blossoming of 
possibilities, the invention of the open work 
in movement. in absolute variance (for non­
predictable by calculations of classical logi ­
cal reason) incalculable, enigmatic, of an 
extreme complexity but nevertheless so 
simple in principle, on condition of acting 
accord ing to innocence and imagination. 5 

In Paris, the OUL/PO (workshop of potential 
literature, according to Jarry's principle of 
pataphysics) was founded by Oueneau in 
1961. Umberto Eco had just published the 
"open work" in Italy in 1962. We were in the 
midst of controversy concerning semiotics 
(Pierce) and structuralism (Jacobson, 
Chomsky, Barthes, Lacan). Far from being 
ignorant of this context. Filliou replied indi­
rectly with the theory (practiced on a daily 
basis) of General Semantics by Korzybski 
(who he had met at the University of Los 
Angeles at the end of the 1940s).6 Through 
his experiences, his inventions, his research 
and his projects, Filliou personified the prin­
ciple of the included third, or of non-contra-



diction, in a non-dualist universe where 
identity is variable, mobile, in transforma­
tion demonstrated by numerous dual or 
collective works; works made with others, 
an inter-work. Filliou refused to be hemmed 
in by a style of individual identity: hence the 
Anniversary of Art was not a day of celebra­
tion dedicated to Filliou (just any 17th 
January, just any birthday), but a holiday 
where the fete is permanent. Filliou opened 
the door to an extravagant multiplicity of 
the one, continually enriched by meetings 
with other open units. Here lies the core of 
all his inventions. Between 1962 and 1963, 
Filliou constructed the utopian pro1ect 
poipo·idrome with his friend, the architect, 
urban planner and painter, Joachim Pfeufer. 
The project was a space for permanent cre­
ation; they imagined several possibilities, a 
permanent construction (24 m x 24 m), a 
mobile solution (like a bus), an extremely 
flexible solution, (a space traced out in 
chalk ... ). There were numerous presenta ­
tions (Kassel, Bruxelles, Budapest, Nantes, 
Paris, Lyon, Nice). In an interview in 
Budapest with Beke, Filliou said "the 
poipoidrome belongs to Fluxus, and Fluxus 
belongs to the po.ipoidrome ; the whole of 
Fluxus could enter into the Post­
Po.ipo·idrome" (1976), "permanent creation is 
permanent freedom," Joachim Pfeufer says: 
"the propos is not so much what we do, but 
rather a point of contact with uncertainty. 
This is what we do on our side; we do not 
know many points of contact, relations, and 
systems of acquaintance. It is a nomadic 
concept," says Robert Filliou. The principle 
of the Eternal Network was thereby estab­
lished. 
The pro1ect was first presented in Canada, 
via friends of Filliou, in Vancouver, Calgary, 
Montreal and Toronto. It was in Canada that 
the video-interviews and actions were pro­
duced, along with the general catalogue of 
the principles of the poetic economy The 

Poipo·idrome took over and amplified the 
Legitimate Gallery (which was put on stand­
by during the Festival of Misfits in London in 
October 1962, and reactivated in Germany 
in 1972, in the form of a publication) 
The Polpoidrome included, theoretically, 
what was to become the boutique La 
Cedille qui sourit, in Villefranche-sur-Mer, 
(with his friend George Brecht), and the 
project of the non-school of Villefranche (a 
school without teachers or pupils, for listen­
ing, talking, and being quiet, in total free­
dom)'. 
The principle of equivalence was already 
operational, without value judgments and 
comparison (Well done, Badly done, Not 
done) with all its consequences; the exten ­
sion of the whatever. Filliou continued to 
work with the notions of potential and 
extension, as a generator of fructification 
and multiple surprises Filliou ironically 
called this permanent extension AUTRISM, 
(a very brief pseudo-manifesto. when you 
do something, do something else) or the 
systematic praise of dispersion (of whatev­
er), that Fourier called the butterfly passion, 
or unlimited curiosity or imagination, a key 
principle of the non-school of non-power of 
non-recognition These experiences would 
be put together in an astonishing work, 
Teaching and Learning as performing art 
(published in 1970, in Cologne, by Walter 
Koening 8 ), where reflections by Filliou, on 
the possibilities of transforming teaching 
into an art, are mixed with conversations 
with John Cage, Allan Kaprow, Joseph 
Beuys, Dieter Roth, Dorothy Iannone, 
Benjamin Patterson, Marcelle Filliou and the 
children of Dieter Roth. Experiences that he 
would later experiment with in his work­
shops in Canada, and at the Hamburg Art 
School, in the 1980's. The invention of the 
Territory of the Genius Republic (in the 
1960's) was not another version of the 
poipoidrome, but the affirmation that 
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another world was possible, if one really 
understood that each individual was a 
genetic genius. that he possessed all he 
needed in his head to be a genius (inno­
cence and imagination), but that nearly 
everything was programmed for him to 
become, via school, a talented being, a spe­
cialist, and entirely one dimensional. F1lliou's 
dream reflected that of Fourier (the impas­
sioned attraction and playful Utopia of the 
Phalanstery, with unique, solitary but sup­
portive beings) During one month 1n 1971, 
he installed the Territory No.I of the Genius 
Republic in the confines of the Stedelijk 
Museum in Amsterdam, greeting and talking 
to each visitor. It was not possible to repeat 
the performance. even 1n a modest manner. 
during his first retrospective in 1984 
(Hanover, Paris, Berne)I 
There was then another possibility, easier to 
produce, with the invention of the 
Anniversary of art: every 17th January, since 
1973. The first anniversary was held in Aix la 
Chapelle This day was decreed as a holiday 
(it was the case only in Canada); 1n any case, 
it should be a holiday1 
All the actions of Filliou, from the most 
modest (Legitimate Gallery), to the Territory 
of the Genius Republic (a distanced, but 
possible Utopia, here and there, in a restrict­
ed framework) were backed by intensive 
research (read ing, projects, publications, 
interviews) The largest project (in volume, 

146 

over 90 metres long), Research on the 
Origrn (1974 ), was preceded by research 
into futurology (1971), art and astrology 
(1971-72), and the cinema (with the Cinema 
Reinvented, the dictionary as scenario; "I 
propose that everyone chooses a word in 
the dictionary and films the action .. in this 
way the dictionary seems to me to be an 
infinite and anonymous scenario"). 
"What I wanted to transmit was that every­
one has his own territory, and that we 
shouldn't have to refer to a superior authori ­
ty to form an opinion Later. I became inter­
ested in several research projects, of which 
one attempted to apply the principles of well 
done, badly done, not done, to the perma­
nent creation of the universe, and to what I 
call Research on the ongin I believe that I 
have discovered a certain relation, a link 
between nuclear physics and the tradition of 
tao-te-king. Attentive to the current efforts 
to link tradition to the sciences, I consider 
that art can play an important role." The par­
adox of Robert Filliou, was to combine at the 
same time, an extreme richness of diverse 
ways, in all directions, with others, with a fun ­
damental simplicity A life of inventiveness 
by a poet of action, who in every possible 
way, refused models and hierarchy. a secret 
theoretician who with cries of laughter incar­
nated exactly the gaga yogi that he was, 
magnificently personified with his last and 
playful work, UN, EINS, ONE (1984) 



*Michel Giraud. oral painter and carver of all kinds. 
in Alp1na, August 2012. 

Daniel Spoem represents an encounter and a 
friendship which was essential 1n the story of 
Filliou. because he introduced him to the innova­
tions of the late 1950s. His atyp ical ca reer is 
remarkable. He was the first dancer at the Opera 
of Berne. from 1954 to 1957, he directed Tardieu 
and Picasso (desire caught by its tail) and com­
posed choreographies. He was familiar with the 
foundation of concrete poetry at Berne. through 
Gomringer. He became assistant director in 
Darmstadt in 1957. and founded Matenal (1957-
1959) with Claus Bremer. Dieter Roth and Andre 
Thomkin s: he was a supporter of a theatre which 
was dynamic, apsycholog1c. and he took part in 
the invention of the Autotheatre with Jean 
Tinguely, where 1t is the spectator who creates the 
theatre. He met Fill1ou in the bar of La Methode. in 
Paris, 1n 1960, and participated in the trick-pamt­
mgs at the Avant-Garde Festival of Polieri. 
In 1961-62 he wrote with the help of Filliou. 
Anecdotal Topography of Chance and co-orga ­
nized the Misfits Festival 1n London with Ben. 
Fill1ou and Page. At the crossroads of experimen­
tations. he published modern optic (1963) with 
the useless notules by Dufrene. with Fluxus publi­
cations (cover graphics by Maciunas). In contact 
with the group Zero. (and the review Zero) with 
Klein 1n Dusseldorf from 1960, he was familiar with 
film art. With Filliou he produced "Word traps," 
(visualizations of proverbs and sayings). In 1969. 
with his restaurant and EAT Art gallery in 
Dusseldorf, he hosted F1lliou, and part1c1pated in 
the exhibition in Cologne of Happenmg and 
Fluxus organized by Harald Szeeman who in 1972 
was the director of Dokumenta 5 in Kassel. and 
hosted Fil liou and his po'tpoidrome. 
·' Gomringer founded his review Spirale in 1953, with 
his friend Dieter Roth (1953-1964). and devoted a 
monumental monograph to Max Bill. He fol lowed 1n 
the path of the Bauhaus (Albers and Moholy-Nagy) 
and of the art concret (Doesburg, Arp) 
We should not forget the polemic between Cobra 
and the New Bauhaus and the 1mposs1bility for the 
surrealists. the letterists and the International 
S1tuat1onists. to perceive the dimension of con ­
crete poetry It 1s useful to remember that Filliou 
became not only the friend of Spoerri, but also 

through him of Dieter Roth and Emmett Williams. 
from the beginning of the 1960s: the same 
Williams who would publish the first anthology of 
concrete poetry, with the Something Else Press 1n 
New York: see Jacques Donguy: Poesies experi­
mentales zone numerique 1953-2007. collection 
L'Ecart absolu. serie Chant1er. Les Presses du Reel. 
Dijon. 2007} The Darmstadt circle (Spoem. Roth, 
Williams. Bremer. Thomkins) published Material 
from 1957 to 1959, and all became friends of 
Filliou. This illustrates the extreme complexity of 
his itinerary of friendly relations with the experi­
menters, from 1959-1960, and afterwards with the 
Fluxus movement. via Maciunas. Patterson, and 
Williams, not forgetting the encounters in Paris 
with the Beat Generation (Brion Gysin in particuli­
er) and Dufrene plus Gerasim Luca. 
3 Pierre Garnier 1n Paris launched his manifesto of 
spatial poetry in Les Lettres, which was to become 
Les Lettres Poesie nouvelle (1963-1965) Thanks to 
Garnier. a Germanist. 1t was the only review to 
open up to the experiments 1n concrete poetry and 
phonetic poetry. He published Hausmann and 
Schwitters but also Gomringer. Bense, Chopin. 
Blaine and Bory (1964-65). He was in contact with 
the new experimental review 1n Stuttgart Rot (Max 
Bense): by what chance were there neither 
Williams. Spoem nor Filliou. who participated in 
the Poetic Domam at the Fest1Va! of Free 
Expression (Jean-Jacques Lebel) and 1n the spe­
cial issue of the Belgian review. Phantomas dedi­
cated to open poetry? While Filliou was invited by 
the review KWY (Bertholo and Lourdes Castro). 
they did not feature in the rev iew Ailleurs (1962-
1966) by Ardenne Quin, who hosted JF Bory and J 
Blaine from 1963; nor 1n the review Approches 
(1965-1966) by Bory, nor 1n Robhots (Blaine and 
Jean Clay) orientated towards the film art of Soto; 
but who knew that Filltou and W1ll1ams had paid 
homage to Soto in Arras 1n 1963. 
4 The Legitimate Gallery. the wanderings of Filliou 
and Ben Patterson (his first travelling exhibition in 
Paris) which started at 3 o'clock 1n the morning to 
finish at night in the Girardon gallery in 
Montparnasse: it was the first Fluxus event. 
1nsp1red by Maciunas: Sneak Preview Fluxus. hap­
penings, environments. poems. dances. composi­
tions (Cage, La Monte Young. George Brecht. 
Higgins, Kaprow, Maclow. Patterson, Fill1ou.) Ben 
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Patterson also published in 1962 Methods and 
Processes (Fluxus editions), republished in facsim­
ile (edited by Filliou) and diffused by the Presses 
du Reel. Ben Patterson evoked his friend Filliou in 
this manner in 1991: "his way of observing things, 
situations, t he world and perhaps the universe, 
seemed to be a simple. open and direct way of 
accepting the insignificant. or of not to make the 
effort of decryptage, of analysis or judgment [ .. . ] a 
continuum of banality," (Filliou catalogue, 
Pompidou Centre Paris, 1991; see also the new Ben 
Patterson catalogue: Born in the state of FLUX/us, 
Houston. New York. and Wiesbaden, 2011/2012) 
5 The titles of the plays, poems, actions, works, 
books are particularly inventive and eccentric (a 
permanent surprise) 
" Korzybski was the initiator in the 1930s in the 
United States of General Semantics: "general 
semantics leads the brain to work as if we were 
using mathematical language It opens up a multi­
dimensional order, with infinite dynamic process­
es." Principles experimented by Brecht. Filliou and 
Fluxus. Filliou entitled a work produced with 
Spoerri in 1964, "the map is not the territory"; 
another proposition by Korzybski, which became 
the title of the unique collection of essays pub­
lished as of today in French, by the publisher Eclat. 
in Paris in 1998, and republished in 2007 Filliou 
was also aware of the works of MacLuhan on the 
new media. (he taught in Montreal and knew 
Filliou). and the research of Wiener and Shannon. 
7 La cedille qui sourit, a joint work of Filliou and 
George Brecht. was published by Dick Higgins 
(founder of Something Else Press, 1964-1974). in 
New York, in 1968. Emmette Williams was the 
chief editor. and published his famous anthology 
of concrete poetry. The network of affinities was 
clearly manifest between Germany (Walter 
Koenig publisher of Teaching & Learning as 
Performing Art, Hans J6rg Mayer. publisher in 
Stuttgart of Emmet Williams, Dieter Roth and 
Filliou), Paris and Bruxelles (with the publications 
of Filliou by the publishers Lebeer Hossmann), 
without forgetting the Western Front network in 
Canada (and his friend. Hank Bull, in Vancouver. 
8 The French edition was produced by lmeline Lebeer. 
published by Lebeer Hossmann in Bruxelles in 1998. 
9 The last project of Robert Filliou was for the Art of 
Peace Biennial (1985-86), in Hambourg (1989 in 
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Amsterdam). In a letter to Louwrien WiJers, in 1987 he 
wrote "Science implies knowledge, Art. non-knowl­
edge, Wisdom, and knowing, which does not mean 
that Science and Art are mutually exclusive, but that 
Wisdom includes both, which in turn implies that 
Science and Art both have need of Wisdom. but not 
reciprocally." (In the catalogue, Pompidou Center. 1991.) 
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Robert Filliou 
76704 cm3 de pre-territoire de la Republique 
geniale 
16704 cube centimeters of pre-territory of the 
Great Republic 
1958-1965 
Donation Vichy Remy 
Musee d'Art Moderne, Saint-Etienne Metropole 

Robert Filliou 
Territo/re legit/me de la Republique Geniale 
Legitimate te rr itory of the Great Republic 
1972 
Musee d'Art Moderne, Saint-Etienne Metropole 
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Robert Fi ll iou 
Poi-Poi Bottles 
Bouteil les Poi-Poi 
ca. 1961 -1970 
Musee d 'Art Contemporain de Lyon, Collection Bruno Van Lierde. Bruxelles 
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Robert Filliou 
Optimistic Box n°4/5 
Boite optimiste n°4/5 
1968·1981 
Musee d'Art Contemporain de Lyon. 
Collection Bruno Van Lierde, Bruxelles 

Robert Filli ou 
La Cedille qui sourit 
The Smiling Cedilla 
1969 
Donation Vichy Remy 
Musee d'Art Moderne, Saint -Etienne 
Metropole 
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Robert Fil liou 
La Joconde est dans Jes esca/1ers 
Mona Lisa 1s in the staircase 
ca. 1968 
Donation Vichy Remy 
Musee d'Art Moderne, Saint-Etienne Metropole 
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Robert Fi lliou 
c:euvre sans valeur 
artwork without value 
1969 
Donation Franc;:ois et Ninon Robel1n 
fvlusee d'Art fvloderne, Saint-Etienne 
Metropole 
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Robert Filliou 
Musical Economy n° 5 
Economie musicale n°5 
ca. 1971 
Donation Vichy Remy 
fvlusee d'Art fvloderne. Saint-Etienne 
fvletropole 
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Robert Filliou 
Projet de salon de oui en mai 
Yes in fvlay show project 
1981 
Donation Frarn;:ois et Ninon Robelin 
fvlusee d 'Art fvloderne. Saint-Etienne fvletropole 
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Robert Filliou 
Hearing On All Sides 
Entendre de tous les cotes 
1982 
Musee d'Art Moderne. Saint-Etienne Metropole 
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Robert Fil/iou 
Modern Video Mode/ 

Maquette de video moderne 1983 

Musee d'Art Moderne, Saint-Etienne Metropo/e 
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Robert Filliou 
Childhood Memory 
Souvenir d'enfance 
Donation Francois et Ninon Robelin 
Musee d'Art Moderne. Saint-Etienne Metropole 
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Exposer au risque 

Pascal Thevenet 

Septembre 1962, Wiesbaden, Republique federale d'Allemagne George Maciunas orga ­

nise le Fluxus Internationale Festpiele Neuester Musik (Festival international Fluxus de 
la tres nouvelle musique) Parmi les artistes presents Dick Higgins, Alison Knowles, 
Wolf Vostell et Nam June Paik. L'artiste coreen , entre autres actions, interprete la 
Composition 7960 # 70 to Bob Morris, proposition du compositeur La Monte Young, 
sous la forme de Zen for Head Dans sa partition, datee de 1960, Young invite son inter­
prete a tirer un trait et a le suivre («draw a straight line and follow it») Au-dela de l'im ­

possibilite temporelle qui consiste a suivre une ligne qui n'existe pas encore (puisqu'elle 
est a tracer), nombre de fa<;:ons sont possibles pour appliquer cette consigne Nam 
June Paik choisit de plonger ses mains, sa cravate, sa tete dans un recipient rempli 
d'encre et de sauce tomate pour ensuite dessiner le trait avec les parties susdites sur 
une bande de papier d'une longueur de plus de quatre metres. S'il existe une docu­

mentation photographique et videographique de cette performance, le musee de 

Wiesbaden a choisi de conserver la bande de papier ou lentement se denature la trace 
laissee par la tete de Nam June Paik, degradation au demeurant naturelle au vu du 
support et de la qualite alimentaire de la tomate. 
Si 1962 peut etre consideree comme l'annee fondatrice de Fluxus, bien que Maciunas 
debuta ses activites quelques annees auparavant, faut-il pour autant, cinquante ans 
plus tard, exposer cette bande de papier maculee ? Se pose en creux la question de la 

nature de cet obJet Dans le cata logue L'esprit Fluxus, complement de !'exposition 
eponyme qui s'est tenue au Musee d'art contemporain de Marseille en 1995, Elizabeth 
Armstrong, commissaire de !'exposition et conservateur au Walker Art Center, 
Minneapolis. USA, pose la problematique en ces termes « Zen for Head est - ii une 
performance ? Un obwt ? L'oeuvre doit-elle etre attribuee a La Monte Young, a Nam 
June Paik, a tous deux ? Ouiconque interprete la « partition » de Young est - ii un 

artiste ? [. J La relique de Zen for Head peut-elle pretendre, pour elle-meme, au titre 
d'oeuvre d'art et, si oui , pourquoi ? Doit-on appeler peinture l'objet ne de ce qu 'avait 
fait Paik ? En realite, aucun de ces termes ne decrit correctement Zen for Head, qui 
echappe a toute classification. [ ... ] Pour decrire cette nouvelle forme (et l'essentiel des 
oeuvres creees par les artistes Fluxus) encore faut-il denicher une term1nologie, ou en 
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convenir d'une; voila pourquoi , entre autres, tout debat, collection ou presentation de 

Fluxus est difficile. » Dix-sept ans ont passe et force est de constater que les ques­

tionnements emis par Elizabeth Armstrong n'ont pas recus de reponses plus precises 
El le emploie toutefois un terme, « relique »,qui merite reflexion. L'objet collectionne par 
le Musee de Wiesbaden est bien un reste materiel qu'a laisse une personne. La tradi­
tion rel iquaire veut que ce reste soit legue par un mourant. Mais en 1962, Nam June Paik 
etait bel et bien portant. Depuis, cette trace fut encadree et mise sous verre, choix pour 
le moins sujet a debat car traiter ainsi ce papier, c'est affirmer la volonte, non seule­
ment de le conserver mai s egalement de !'exposer Valoriser ainsi Zen for Head, en l'em­
boitant pour le conserver et le ressortir pour exposition, s'apparente a un rituel qui 
« de-profanerait » la trace laissee par la tete de Nam June Paik. Par ce process, la « de­
profanation » annoncant une possib le sacralisation, Zen for Head, pour sa partie mate­
rielle, et non pour son caractere evenementiel, est bien une relique. Ce qui n'en fait pas 
- encore - une ~uvre d'art. 
Joseph Beuys a c6toye Fluxus. En ce sens, pour le projet d'exposition Fiat flux .· la 
nebuleuse Fluxus 7962-7978, Le Musee d'art moderne de Saint-Etienne so llicita 
plusieurs institutions pour le pret d'~uvres de !'artiste allemand. II fut envisage notam­
ment l'emprunt de Drei Te1le des Aktionssocke/s um « 24 Stunden », compose d'une 
caisse d'orange en bois, d'une bouteille en verre contenant un extrait liquide de roses 

du Christ, d'une sorte de« toile ciree »en plasti que et de sparadraps Ce que le p roprie­
taire appelle ~uvre est, de maniere analogue a Zen for Head, constitue des objets qu'u­
tilisa Beuys pour une performance en 1965. S'agit-il bien d'une ~uvre ? La confusion 
autour de « Drei Teile ... »est une realite puisque la fiche technique apporte cette preci­
sion « l'~uvre doit etre presentee poser sur le sol comme su r la photographie de 

1976 ». L'image documentaire montre pourtant les differents elements accroches au 

mur, a un mur blanc. Liberte avait done ete prise de proceder a une ascension de ces 
objets depuis le sol jusqu 'au mur, dans une volonte manifeste de muter ces divers 
objets en ~uvre. Cependant, le rectificatif desinstalle « Drei Tei le ... » pour lui faire retrouver 
son positionnement initial. Cet aller-retour marque-t-il une revision du statut de ces 
objets ? Leur faire retrouver le sol, serait-ce les declasser en tant que reliques ? S'i l est 
question de les (re)montrer au sol, ii n'est pas fait mention d'une estrade (d'un socle 

pour etre plus direct) Envisager de montrer la caisse, le plastique, le flacon isoles du 
sol est - ii juste ? Considerant Fountain de Marcel Duchamp, n'est-ce pas tant le geste 
de poser une pissotiere sur un soc le qui en fait une ~uvre plut6t que la simple mons­
tration de cet objet dans une institution d'exposition? De meme, poser les elements de 
« Drei Teile .. » sur une estrade pose la question d'une requalification de ces objets 
Exposer Drei Teile des Aktionssockels um « 24 Stunden » est une affaire complexe qui 

fait que cette ~uvre, cette installation, cette relique est absente du parcours de !'ex­
position a Saint-Etienne. Tout comme Zen for Head 
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Cette indetermination quant au statut de ces objets pourrait se balayer des lors qu'ils 

sont exposes dans un musee, d'art de surcroit. Pourquoi ? Deux opinions sont en 

prendre en consideration pour expliciter cette hypothese. Donald Judd disait: « si on 
dit que c'est de l'art, c'est de l'art ». Cependant qui est ce « on » ? L'artiste ? Le gale­
riste ? Le marche ? Le musee ? Probablement tous ceux-la a la fois , sachant que !'ar­
tiste ne peut affirmer sa production comme etant de l'art si un regard exterieur ne le 
confirme pas. L'art devient de l'art s'il est coopte Dans l'ideal, cette cooptation vien ­

drait du public. Or, comme l'affirmait George Dickie, philosophe, « un musee est un 

musee d'art s'il contient de l'art » La reconnaissance de l'art comme art vient done de 
la structure instituee d'exposition. Les artistes Fluxus, comme d 'autres des diverses 
avant-gardes, refuserent cette institutionnalisation de !'exposition. En ce sens, exposer 
Fluxus dans un musee, encore en 2012, souleve une problematique. Faut-il une exposi­

tion sur Fluxus ou une exposition Fluxus ? Cette exposition, faut-elle qu 'elle applique 

une methodologie sur Fluxus ou faut-elle qu'elle soit dans ce fameux esprit Fluxus? Le 
titre choisi par le Musee d 'art moderne de Saint-Etienne Metropole temoigne de ce 
dilemme : La nebuleuse Fluxus 7962-7978 rend compte d'une hi storicite, certes sujette 
a debat par l'emploi du terme (( nebuleuse », d'autant que des oeuvres posterieures a 
1978 sont presentees. Quant au Fiat Flux, se degage de ce detournement de la Genese 

un paradoxe : l'energie creatrice s'affirme simu ltanement a cette injonction divine qui 

repositionne Fluxus dans la sphere du sacre, du moins de la sacralisation. Jean-Pierre 
Cometti, philosophe, dans un cours dispense a l'ENS, tient le raisonnement suivant : 
!'oeuvre, pour etre oeuvre. s'expose au jugement L'art doit done a !'exposition Mais les 
artistes des avant -gardes. considerant que !'exposition n'est pas neutre, d'autres enjeux 

se greffant au simple acte de montrer !'oeuvre, estiment que l'art perd a cause de !'ex­

position. Leur solution : !'exposition fait partie de !'oeuvre. Des lors, c'est !'oeuvre inte­
grant ses conditions d 'exposition qui s'expose Sentant l'affaire lui echapper. !'institu­
tion d'exposition. le musee. expose done une oeuvre deja reconnue comme oeuvre 
puisque !'artiste a court-circuite la cooptation de !'oeuv re par celui qui Juge que c'est 
de l'art Done, selon Jean-Pierre Cometti, !'exposition consacre ce qui est deJa consacre 

puisque !'institution ne consacre plus, contrairement a ce qu'affirmait Dickie, l'objet en 

art mais consacre la reconnaissance de l'objet deja reconnu comme oeuvre d'art. 
En ce sens, !'analyse de Thierry de Duve est eclairante. Le theoricien part d'un souhait : 
une oeuvre serait oeuvre d'art « tant qu 'elle demeure exposee au risque de ne pas etre 
pen;;ue comme de l'art » Apres tout, malgre toutes les politiques des publics generees 
ces vingt dernieres annees, nul ne peut prevaloir, et c'est heureux, du jugement de la 

personne face a ce qu'il regarde Pour Thierry de Duve, « ce serait un signe de sante 

pour !'institution artistique et la condition d'un musee vivant ». Or. le travail de conse­
cration effectue par le musee, consecration non pas de l'objet en art mais de sa recon­
naissance deja effective. fait craindre a Thierry de Duve que le musee n'expose pas de 
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l'art mais son image. Prenant pour reference le trio Duchamp, Broodthaers, Magritte (et 
le« cec i n'est pas une pipe»), ii demontre que « toute chose ayant reussi a s'introduire 
dans un musee ou une galerie d'art porte une etiquette invisible disant "ceci est de 
l'art " » « Lorsqu'un musee presente quelque chose en tant qu'art, c'est comme s'il 

disait "voici un cas de « ceci es t de l'art »" [ Le musee] ne transforme pas la chose 
presentee en art, [ii] la cite comme etant deja nomme art ». Si la pipe peinte par 
Magritte est une image de pipe, Jes ceuvres qualifiees d'art presentees par un musee 
seraient en Fait des images de l'art 
A la lecture de ces deux ana lyses, s'insinue un trouble quanta la legitimite de presenter 
des ceuvres-obJets-reliques Fluxus dans un musee. Non, <;:a n 'est pas legitime; oui, c'est 

legitime 
Selon Cometti, l'obJet expose au musee a deja acquis son statut d'ceuvre d'art, le 
musee consacrant cette acquis ition Fluxus a ceuvre justement a la declassification de 
ses productions, desirant effacer la distance entre art et vie. George Maciunas projetait 
decreer des ceuvres «sans va leur institutionnelle ni commerciale ». Plus radical : « pour 
se creer un statut social non-professionnel, non parasitaire, non elitiste, [!'a rtiste] doit 

faire la demonstration que l'on peut se passer de Jui, la demonstration de l'autonomie 

du public, que n'importe quoi peut remplacer l'art et que n'importe qui peut en faire ». 

Pourtant, Fiat flux .· la nebuleuse Fluxus 7962-7978 ne montrera pas Jes interpretations 
du « tirez un trait et suivez-le » faites par Julien Del Litto et Geoffroy Lahaye, le premier 
tra<;:ant en courant une ligne a la peinture blanche quel que soit !'obstacle chaise, 
table, personne ... , le second tirant methodiquement puis anarchiquement un trait au sol 

tout en buvant les dizaines de canettes de biere qu'il avait disposees au prealable. 

Anne Cauquelin ecrivait : « pour que des ceuvres soient per<;:ues comme des ceuvres, 
encore faut- il qu'elles soient exposees dans le site. Pour etre dans le site, ii est neces­
sa ire qu'elles y soient introduites, ce qui est generalement l'affaire du discours, d'un 
texte, voire de textes nombreux et de tout genre .. » Considerant que la presente publi­

cat ion peut se definir comme un site, au final, Del Litto et Lahaye sont bien presents 

Cette ruse, toutefois, viserait JUSte a (( deconsacrer )) !'ensemble des objets Fluxus 
reunis dans les salles du musee, les repositionnant dans le statut instable preconise par 
les « fluxers ». 

Oui, c'est legitime de montrer Fluxus dans un musee. Th ierry de Duve montre que !'ins­
titution d'exposition n'expose pas de l'art mais son image D'aucuns savent qu'i l n'y a 

pas de verite en image Done montrer une image de l'art, c'est peut-etre montrer une 

image du non-art En ce sens, et conformement a ce que declarait Maciunas, et a l'aune 
des recherches recentes sur l'ethique de !'expos ition, Flu xus a sa place dans un musee, 
surtout si celui-ci accepte d'exposer l'art au risque de ne pas etre reconnu comme de 
!'art Dans le catalogue Solitude au musee, ii est reconnu que la force du musee est sa 
capacite a accepter ce qui parfois le remet lu i-meme en question. Fiat flux: la nebu-
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leuse Fluxus 7962-7978, a la fois exposition de celebration (l'energie creatrice, les avan ­
cees et les legs de Fluxus) et d'investigation (le rapport a l'histoire, la fonction memo­
rielle et son questionnement) devrait contribuer a ce renforcement. Car exposer, ce 

n'est pas imposer libre a chacun d'oter !'etiquette invisible « ceci est de l'art », ou, 

comme le remarque precisement Thierry de Duve: libre a chacun d'enlever les guille­

mets. Un musee, en France, qui prend !'initiative de produire une exposition Fluxus , 
devrait favoriser la liberte de jugement de son public. 

Note bibliographique 
L'esprit Fluxus, sous la direction de Veronique Legrand et Aurelie Charles . trad. de l'americain par 
Pierre Rouve : relu et commente par Charles Dreyfus, Edition Direction des musees de Marseille, 
1995 
L'art contemporain et son exposition (2), sous la direction de Eli sabeth Cail let et Catherine Perret 
Edition L'Harmattan, collection Patrimoine et Societe. 2007. 
Le multiple d'artiste, Histoire d'une mutation artistique, Europe-Amerique du Nord de 7985 a nos 
jours, Oceane Delleaux. Edition L'Harmattan, collection Histoires et idees des Arts. 2010 
Solitude im Museum. Solitude au Musee / un projet d'exposition de Akademie Schloss Solitude, 
Staatsgalerie Stuttgart, Musee d'art moderne de Saint-Etienne, Ed ition Solitude, 2001 
Qu'est-ce qu'une exposition ? Une conference du cycle "Philosophie de l'art et esthetique" avec 
Jean-Pierre Cometti, Universite de Provence. Enregistre le 5 decembre 2011 
http://www.franceculture.fr/qu'est-ce-qu'une-exposition 
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Exposure to Risk 

Pascal Thevenet 

September 1962, Wiesbade n, Federal 
Republic of Germany George Maciunas 
organizes the Fluxus Internationale 
Festpiele Neuester Musik (International 
Fluxus Fest ival of very new music). Among 
the artists present Dick Higgins, Alison 
Knowles. Wolf Vostell and Nam June Paik. 
The Korean artist performs, among other 
acts. the Composition 7960 # 70 to Bob 
Morris. by the composer La Monte Young, in 
the form Zen for Head. In the score dating 
from 1960, Young invites the performer to 
"draw a straight line and follow it" . Apart 
from the temporal impossibility of following 
a line which doesn't yet exist. (because it 
has to be drawn), different poss ib ilities are 
available for following this instruction. Nam 
June Paik chooses to plunge his hands, his 
tie, and his head in a bucket full of ink and 
tomato sauce, and then to draw a line with 
the aforementioned parts on a band of 
paper of more than 4 metres long. While 
there existed photographic and video 
graphic recording of the performance. the 
Wiesbaden Museum chose to preserve the 
band of paper, where the line drawn by Nam 
June Paik's head slowly d isso lves, a natural 
enough process given the medium and the 
alimentary properties of the tomato. 
If 1962 can be consi dered as the founding 
year for Fluxus. although Maciunas had 
started his activities some years before. this 
band of smeared paper should real ly be 
exhibited 50 years later. A fundamental 
question is raised concerning the nature of 
the object. In the cata logue, The Spirit of 
Fluxus, a supplement to the exhibition of 
the same name which was held at the 
Contemporary Art Museum of Marseille in 
1995, Elizabeth Armstrong, the commission­
er of the exhibition, and curator of the 
Walker Art Centre in Minneapolis, poses the 
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question in these terms: "Is Zen for Head a 
performance? Is it an object? Should the 
work be attributed to La Monte Young, to 
Nam June Paik, or to them both? Is whoev­
er performs the "score" of Young, an artist? 
[ J Can the relic of Zen for Head be consid­
ered. by itself, a work of art. and if so. why? 
Should we call the object produced by Paik 
a painting? In reality, none of these terms 
correctly describes Zen for Head. which 
eludes any classification. [ ... ] In order to 
describe this new form (and most of the 
works created by Fluxus artists) we need to 
invent a terminology, or agree to one; this is 
why, among other things, any debate, col ­
lection or presentation of Fluxus 1s difficult." 
Seventeen years have gone by, and we have 
to admit that the questions raised by 
Elizabeth Armstrong have not been 
answered any more precisely. She uses a 
term. however, the "relic" which merits atten­
tion. The object collected by the Wiesbaden 
Museum was the remains of material, left by 
someone. The reliquary tradition decrees 
that remains should be bequeathed by 
someone dying. Nam June Paik in 1962 was 
well and truly alive. Subsequently this drawn 
line was framed and placed under glass; a 
debatable action, since treating the paper in 
this way is to affirm not only a desire to pre­
serve it. but also to expose it. By highlight ing 
Zen for Head in this way, by encasing it to 
preserve it and to bring it out to be exhibit­
ed, it resembles a ritual which would "de­
desecrate" the trace left by Nam June Paik's 
head. By this process of "de-profanation," 
hera lding a possible sanctification, Zen for 
Head is in fact a relic. in material terms, but 
not in terms of its event aspect. Which does 
not make it a work of art - yet. 
Joseph Beuys rubbed shoulders with 
Fluxus. In this respect. the Saint-Etienne 
Museum of Modern Art has solicited several 
institutions for loans of the German artist's 
works, for the exhibition, Fiat flux la 



nebuleuse Fluxus 7962-7978. The loan of the 
work, Drei Telle des Aktionssockels um 24 
Stunden. was envisaged in particular It is 
composed of a wooden o range case, a glass 
bottle con taining a liquid extract of Christ 
roses, a kind of "waxed canvas" in plast ic. 
and plasters. Wha t the owner calls a work. 
consists, in the same manner as for Zen for 
Head, of objects which Beuys used for a 
performance in 1965. Is it really a "work"? 
The confusion surrounding "Drei Teile ... "is 
real because the technical notice carries the 
following precision: "the work must be pre­
sented, laid out on the ground. as per the 
photograph taken in 1976" The documen­
tary image, however, shows different ele ­
ments hung on a white wall. Some liberty 
had therefore been taken to proceed with 
the ascension of objects from the ground to 
the wall, with the obvious desire to trans­
form these objects into a work. The co rrect­
ed vers ion, however, takes down the "Drei 
Te1le ... " to restore it to its original position. 
Does this coming and going constitute a revi­
sion of the status of these objects? By re­
placing them on the ground, does this de­
classify them as relics? If it means (re)show­
ing them on the ground, it doesn't mention a 
platform (a pedestal or base to be more 
direct) Is the idea legitimate. of showing the 
case. the plastic and the bottle, isolated from 
the ground? Take the Fountain by Marcel 
Duchamp; is it more t he gesture of placing an 
urinal on a pedestal which creates a work. 
rather than the fact of showing the object in 
an exhibition institution? In the same manner. 
p lacing the elements of the "Drei Teile ... " on a 
platform poses the question of a re-qualifica­
tion of the objects. Exhibiting Orel Telle des 
Aktionssockels um « 24 Stunden » is a com­
plex affair, which means that this work. this 
installation. this relic. w ill be absent from the 
Saint-Etienne exhibition. As for Zen for Head. 
This indeterminate status of objects could be 
swept aside once they are exhibited in a 

museum. and moreover in an art museum. 
Why? Two opinions need to be taken into 
account to explain this hypothesis Donald 
Judd said "if we say it is art. it is art. " Who 
however is "we" the art ist. the gallery owner. 
the market. the museum? Probably all of 
these put together, given that an artist can­
not claim his work to be art without an exter­
nal viewpoint confirming this. Art becomes 
art if it is co-opted Ideally th is co-optation 
should come from the public. However. as 
George Dickie, the philosopher, claims, "a 
museum is an art museum if it contains art." 
The recognition of art as art stems therefore 
from the institutionalized structure of the 
exhibition . The Fluxus artists. like other 
diverse avant -gardes, refused this institu ­
tionalization of the exhibition. In this respect. 
exhibiting Fluxus in a Museum, even in 2012, 
poses a problem. Should there be an exhibi­
tion on Fluxus, or a Fluxus exhibition? Should 
this exhibition apply a met hodology with 
regard to Fluxus. or should it correspond to 
this famous Fluxus spirit? 
The title chosen by the Saint-Etienne 
Metropole Museum of Modern Art reflects 
this dilemma The Nebulous Fluxus 7962-7978 
refers to a historicity w hich is certainly sub­
ject to debate with the use of the term "neb­
ulous," especially since works from before 
1978 are being presented As for Fiat Flux, 
this deviation from Genesis throws up a par­
adox: the energy of creation asserts itself 
simultaneously with this divine injunction 
which repositions Fluxus in the sacred 
sphere. or at least that of sanctification. In a 
course given at the ENS, Jean-Pierre Cometti, 
the philosopher, expressed the following rea­
soning: the work, to be a work, exposes itself 
to judgment. Art therefore must be exhibited. 
But. the avant-garde artists, not considering 
the exhibition as neutral, with other issues 
adding to the simple act of showing the work, 
esteemed that art loses from being exhibited . 
Their solution: the exhibition becomes part of 
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the work. Now it is the work, integrating its 
own exposure conditions, which is being 
exhibited. Sensing the situation getting away 
from them, the exhibition institution, the 
museum, exhibits therefore a work which is 
already recogn ized as a work because the 
artist has short circuited the co-optation of 
the work by those who judge if it is art. So, 
according to Jean-Pierre Cometti, the exhibi­
tion consecrates what is already consecrated 
because the institution no longer consecrates 
the art object, contrary to what Dickie 
claimed, but consecrates the recognition of 
the object which has already been recog­
nized as a work of art. 
In this regard, the analysis of Thierry de Duve 
is enlightening. The theoretician begins with a 
w ish: a work shall be a work of art "as long as 
it remains exposed to the risk of not being 
perceived as art." After all, despite all the 
public policies generated over the last twen­
ty years, no one. fortunately, can prevail over 
the judgment of the person looking at what is 
in front of him. For Thierry de Duve, "it would 
be a sign of health for the artistic institution, 
and the condition required for a living muse­
um." Whereas. the work of consecration per­
formed by the museum, a consecration not 
of the art object, but of its already achieved 
recognition, leads Thierry de Duve to fear 
that the museum is not exhibiting art, but its 
image. Take as a reference the trio Duchamp, 
Broodthaers, Magritte (and the "this is not a 
pipe"); it demonstrates that "anyth ing which 
has succeeded 1n being introduced in a 
museum or an art gallery carries an invisible 
label saying "this is art."" "When a museum 
presents something as art, it's as though it 
was saying 'here is a case of 'this is art." [The 
museum] doesn't transform the object 
which is presented as art, [it] cites it as 
already having been called art." If the pipe 
painted by Magritte is an image of a pipe, 
works qualified as art. presented by a muse­
um. would in fact be images of art. 
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In the light of these two analyses. a problem 
occurs with regard to the legitimacy of present­
ing the works-objects-relics of Flexus in a muse­
um. No, it is not legitimate; yes, it is legitimate. 
According to Cometti, the object exhibited 
in the museum has already acquired its sta­
tus as a work of art, with the museum con­
secrating this acquisition. Fluxus worked 
precisely on the de-classification of these 
productions. looking to erase the distance 
between art and life. George Maciunas pro­
posed to create works "without institutional 
or commercial value". Even more radically he 
said; "to create a non-professional, non par­
asitical, non elitist social status, the artist has 
to demonstrate that we can do without him, 
to demonstrate public autonomy; the fact 
that anybody can replace art. and that any­
one can do it." Nevertheless. Fiat flux la 
nebuleuse Fluxus 7962-7978will not show the 
interpretations of "draw a line and follow it" 
produced by Julien Del Litto and Geoffroy 
Lahaye. Here, the first artist draws a line 
while running with white paint over whatev­
er obstacles may be in his way; chairs, tables, 
people ... , the second artist methodically, then 
anarchically, draws a line on the ground while 
drinking dozens of cans of beer which have 
been laid out beforehand 
Anne Cauquelin wrote. "for works to be per­
ceived as works, they still need to be exhib­
ited on the site. To be on the site they have 
to be introduced into the site, which is gen­
erally a question of a speech, texts, many 
texts even, of all types ." Considering that 
the present publication could be defined as 
a site, Del Litto and Lahaye are indeed pres­
ent, in the end. This ruse however would 
only attempt to "de-consecrate" the collec­
tion of Fluxus objects in the museum rooms, 
re-positioning them in the unstable status 
recommended by the "fluxers." 
Yes, it is legitimate to show Fluxus in a muse­
um. Thierry de Duve shows that the exhibition 
institution doesn't expose art, but its image. 



No-one can say that there is not truth in the 
image Showing therefore an image of art is 
perhaps to show non-art In this respect. com­
plying with what Maciunas declared, and in t he 
light of recent research into the ethics of exhi­
bition, Fl uxus has its place in a museum, espe­
cially if the museum accepts to exhibit art that 
runs the risk of not being recognized as such. 
In the catalogue, solitude at the museum, it is 
recognized that the strength of the museum 
lays in its capacity to accept what somet imes 
may actually b ring itse lf into question. Fiat 
flux · la nebuleuse Fluxus 7962-7978, is both an 
exhibition of celebration (of the creative ener­
gy, the progress and the legacy of Flexus), and 
of investigation ( t he links with history, the role 
of memory, and its questioning), and should 
help to reinforce these aspects. For; to expose 
is not to impose; everyone is free to tear off the 
label "this is art,'' or, as Thierry de Duve 
remarked, free to take away the inverted com­
mas. A museum in France, which takes the ini ­
tiative of producing a Fluxus exh1bit1on, should 
favour the liberty of judgment of its public 
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CHRONOLOGIE FLUXUS 
1952-1995 

Virgile Delmas 

• 
FLUXUS, EVENEMENTS 
ET PRODUCTIONS DU GROUPE 

... 
FLUXUS, SON CONTEXTE ARTISTIQUE 

• 
CONTEXTE ARTISTIQUE, 
POLITIQUE ET SOCIAL 



1952 

& 
2 mai, New York : David Tudor interprete a la 
New School for Social Research Water Music de 
John Cage. 
29 aout, Woodstock : David Tudor interprete la 
piece de John Cage 4 '33" au Maverick Concert 
Ha ll. Cette piece constituee de trois mouve­
ments consiste pour le pianiste a s'assoir devant 
le piano sans JOuer une seule note pendant 4 
minutes et 33 secondes, demontrant ainsi la 
valeur du "silence" comme element musical. 
George Maciunas fait la rencontre du cineaste 
Jonas Mekas a New York. C'est le debut d'une 
longue amitie entre les deux artistes d'origine 
lituanienne. 
Caroline du Nord : John Cage organise The 
Event au Black Mountain College, ou ii enseigne 
(universite experimentale fondee en 1933 qui 
accueillit notamment comme professeur Josef 
Albers de 1933 a 1946). Cet « evenement » est 
considere comme l'un des premiers happe­
nings, avec la participation de David Tudor. 
Merce Cunningham et Robert Rauschenberg. 

• 
Harold Rosenberg ecrit le celebre article « The 
American Action Painters » paru dans la revue 
Art News. 51/8. decembre. Le critique d'art y 
definit l'Action Pa inting. 

1956 

& 
Decembre. Osaka : Jira Yoshihara fonde le 
groupe Gutai dont l'etymologie Gu "instrument" 
et Tai "corps" fait reference a un art concret et 
corporel. S'opposant notamment a l'art abstrait. 
Guta1 revendique un art performatif et in situ ou 
la corporalite joue un role central. 

1958 

& 
5 sept. /19 oct., Dusseldorf : Dada, Dokumente 
einer Bewegung est la premiere exposition sur 

Dada en Allemagne depu1s la prise du pouvoir 
par les Nazis en 1933. Elle influencera beau­
coup d'artistes Fluxus. notamment Wolf 
Vostell et Nam June Paik. 
Krefeld : Emmett Williams publie Konkretionen . 
son premier ouvrage de poes1e concrete. 
Cologne : Nam June Paik etudie et travaille au 
studio de musique electronique de Karlheinz 
Stockhausen. 
Darmstadt : John Cage dispense des cours de 
musique experimentale durant l'ete. Paik et 
Spoerri y assistent. lls seront fortement mar­
ques par cet enseignement. 
Nice : Ben ouvre son magasin Laboratoire 32 
qui deviendra un lieu de rencontre de l'Ecole 
de Nice. 

• 
28 avril , Paris : Exposition du vide. Yves Klein, 
Galerie Iris Clert. 
4 oct., France : Proclamation de la Verne 
Republique. Charles De Gaulle en devient le 
premier president. 

1959 

& 
7 avril , New York : Apres avoir fonde le New 
York Audio Visual Group, Dick Higgins et Al 
Hansen presentent. en compagnie de John 
Cage et Christian Wolff. leurs premieres pieces 
musicales au Kauffman Concert Hall. 
4 oct. /10 oct., New York : Allan Kaprow pre­
sente 78 Happenings in 6 Parts, un de ses pre­
miers happenings a la Reuben Gallery. 
16 oct. I 5 nov., New York : George Brecht 
expose Toward Event a la Reuben Gallery ou ii 
presente notamment Drip Music, une piece 
musicale cons1stant a faire ruisseler de l'eau 
d'un contenant a un autre. II utilise le terme 
« Event », largement repr1s par Fluxus, pour 
caracteriser la realisatio n d'un acte simple 
dont le son emis doit etre considere comme 
une composition musicale. 
13 nov., Dusseldorf : La galerie 22 de Jean 
Pierre Wilhelm accueille le premier Hommage 
a John Cage de Nam June Paik. Celui-ci ren­
verse un piano sur la tete des spectateurs du 
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premier rang parmi lesquels se trouve le com­
pos1teur contemporain Karlheinz Stockhausen. 
Cette representation marque pour Paik le 
debut de son activite performative empreinte 
de Dada et de la musique cagienne 
Paris : Daniel Spoerri rencontre Robert Filliou 
au cafe La Methode. en face de l'ecole 
Polytechnique. II lui presente ses amis Dieter 
Roth et Emmett Williams. 
New York : Toute l'annee : Depuis 1956 John Cage 
dispense des cours de musique experimentale a la 
New School for Social Research. En 1959, de nom­
breux artistes assistent a ses cours. Parmi eux, 
Al lan Kaprow, createur du concept de happening, 
mais auss1 de futurs artistes associes a Fluxus 
dont George Brecht. Dick Higgins, A l Hansen, 
Jackson Mac Low ou encore Toshi lchiyanagi. 
Cologne : Wolf Vostel l ecrit De-co/Vage pour 
des millions de spectateurs, sa premiere parti­
tion de happening qui ne sera jamais realisee. 

• 1"' janvier : Entree en vigueur du Marche com-
mun et creation de la CEE. 
15/ 18 sept. : Nikita Krouchtchev est le premier 
d irigeant sovietique a effectuer une visite offi­
cielle aux Etats-Un1s. 

1960 

• 18 dee. 1960/ 30 juin 1961, New York : Une serie 
de concerts est organisee par La Monte Young 
au 112 Chambers Street, le loft de Yoko Ono. 
George Maciunas y assiste et rencontre de 
nombreux artistes qu'il invite dans sa galerie. 
Automne, New York : George Maciunas s'asso­
cie a Almus Salcius pour creer une galerie . la 
A/G Gallery ouvre ses portes au 925 Madison 
Avenue a l'automne. Les premiers concerts 
"pre-Fluxus" s'y t1ennent en decembre. 

... 
14 mars, New York : Le Concert of New Music 
est organise au Living Theater avec Kaprow, 
Brecht. Cage, Rauschenberg. Maxfield, 
Johnson, Hansen, Mc Dowell. 
Juin, Cologne : Nam June Paik presente Etude 
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pour pianoforte dans le studio de Mary 
Bauermeister devant Karlheinz Stockhausen, 
David Tudor et John Cage a qui ii coupe la cra­
vate. 
1er aoOt, New York : Le Living Theater interprete 
la piece The Marrying Maiden de Jackson Mac 
Low. 
Septembre, France : Robert Filliou compose 
sa premiere piece L 'immortel/e mort du 
monde. Dediee a Daniel Spoerri, cette piece se 
cree au fur et a mesure qu 'elle se joue. 
Toute l'annee, New York : Richard Maxfield 
dispense les cours de musique experimentale 
a la New School for Social Research. George 
Maciunas y rencontre La Monte Young qui le pre­
sente aux mil ieux d'avant-garde new-yorkais. 

• 
19 avril. Paris : A la in Jouffroy et Jean-Jacques 
Lebel organisent une manifestation Anti-proces 
ainsi qu'une exposition a la galerie des Quatre 
Saisons. Cette expos ition internationale et iti­
nerante (Venise et Milan) regroupe une soixan­
taine d'art1stes qui s'opposent a la guerre 
d'Algerie et a la torture qui y est pratiquee. 
17 mai: Manifeste de !'Internationale 
Situat ionn1ste. publie dans la revue n°4 de 
/'Internationale Situat1onniste (non signe). 
Reimprime dans la revue allemande Spur n°l, 
signe par Guy Debord, Asger Jorn, Constant. 
Maurice Wyckaert. Giuseppe Pinot-Gallizio et 
le groupe Spur . 
6 sept., France : La declaration sur le droit a 
l'insoum1ss1on dans la guerre d'Algerie, plus 
connue sous le nom de Manifeste des 727 est 
publie dans le magaz ine Verite-Liberte. Parmi 
les intellectuels et artistes signataires. on retrouve 
JP Sartre. S De Beauvoir, F. Sagan, A Resnais 
ou encore F. Truffaut. 
27 oct. , Paris: Pierre Restany redige la 
Declaration constitutive du Nouveau Realisme. 
Elle est signee par Yves Klein. Arman, Francois 
Dufrene, Raymond Hains, Martial Raysse, 
Daniel Spoerri, Jean Tinguely et Jacques 
Vil leg le 
8 nov. : John F. Kennedy est elu president des 
Etats-Unis. 
France I Algerie : Alors que les anciennes colo­
nies francaises qui l'ont desire accedent a l'inde-



pendance, a Alger, la "sema1ne des barricades" 
temoigne de la radicalisation de !'opinion des 
pieds-noirs, en reaction a la mutation en metro­
pole du general Massu. 

1961 

• 
14 mars/ 30 juillet, New York : George Maciunas 
organise une serie de concerts et de perfor­
mances musicales, sonores et poetiques a la 
A/G Gallery dont celles de Dick Higgins, Walter 
De Maria, Trisha Brown, Toshi lchiyanagl et 
Jackson Mac Low. Sur le carton d'invitation de la 
soiree Musica Antiqua & Nova du 25 avril ii est 
marque : « Droit d'entree 3 dollars, en soutien a 
la publication Fluxus ». C'est la premiere fois 
qu'apparait le mot Fluxus, alors imagine pour 
une future publication sur le« flux de la creation 
artistique », qui ne verra jama is le Jour. 
Decembre: George Mac1unas realise Space 
Projected in Time Graphic Music/Time projected 
in Space Music Theater, premier diagramme 
retra<;:ant les origines de Fluxus. 

.... 
Janvier, Copenhague: Daniel Spoerri presente 
Robert Fill 1ou a Arthur (Addi) Kopcke 
Ju in, Copenhague : Premiere exposition per­
sonnel le de Robert Filliou a la galerie d'Arthur 
Kopcke. 
Octobre, New York : L'expos1tion The Art of 
Assemblage est organisee au MoMA retra<;:ant la 
technique de !'assemblage depuis le cubisme 
jusqu'aux annees 1960. Des ceuvres de George 
Brecht et Robert Rauschenberg sont ainsi expo­
sees aux cotes de celles des cubistes. 
Novembre, New York : La A/G Gallery croule 
sous les dettes. George Maciunas, recherche par 
les huissiers, quitte les Etats-Unis pour la vi lle de 
Wiesbaden en Allemagne ou II travaille en tant 
que graphiste pour l'US Air Force. II y rencontre 
l'americain Emmett Williams, poete et redacteur 
en chef de Stars & Stripes, une revue de l'armee 
americaine. 
Decembre, New York : Henri Flynt redige son 
essai sur l'art conceptuel. Premier artiste a 
employer ce terme qu'il definit comme 'Tart 

dont le materiau est le concept". Ce t~xte sera 
publie en 1963 dans An Anthology de La Monte 
Young. 
New York : John Cage publie son ouvrage le 
plus celebre int1tule Silence. 
Cologne : Nam June Paik rencontre Wolf Vostell 
au studio de Mary Bauermeister. 
DUsseldorf : Joseph Beuys devient professeur 
de sculpture monumentale a la Kunstakademie . 

• 17 et 18 avril : Le debarquement americain sur 
l'ile de Cuba dans la Baie des Cochons est un 
echec. 
21 avril , France I Algerie : Mecontents de ''!'a­
bandon" de la metropole, les generaux Challe, 
Jouhaud. Salan et Zeller organisent un putsch 
en Algerie 
Mai, Paris : Inauguration de la galerie J avec !'ex­
position 40° au-dessus de Dada organisee par 
Pierre Restany 
Nuit du 12 au 13 aout, Berlin : Apres le refus bila­
teral de revenir sur le traite separant Berlin Est 
de Berlin Quest, la RDA se lance dans la cons­
truction du mur de Berlin. 
New York: Robert Morris realise Card File consi­
dere comme une des ceuvres annon<;:ant la nais­
sance de l'art conceptuel. 
JF Kennedy, decide d'engager 15 000 soldats 
americains au Vietnam pour y soutenir le gou­
vernement anti-communiste. 
Amsterdam : L'expos1t1on Emouvant mouve­
ment est organisee par Willem Sandberg, 
Pontus Hulten, Daniel Spoerri et Jean· Tinguely 
au Stedelijk Museum. Elle circulera ensuite au 
Moderna Museet de Stockholm. 

1962 

• Mars, Allemagne : George Maciunas compose 
sa partition la plus connue In Memoriam to 
Adriano Olivetti. Les performeurs suiven une 
partition en rouleau sur laquel le est indiquee 
!'action qu'ils doivent realiser comme ouvrir ou 
fermer un paraplu1e. 
21 mai, Allemagne : Debut de la production 
des Fluxusnewsletter, lettres informatives que 
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George Maciunas envoyait a tout son reseau 
d'artiste. 
9 ju in, Wuppertal : George Mac1unas participe, 
a l'aide de Nam June Paik a la soiree Apres 
John Cage organisee par Rolf Jahrling lors des 
Klemes Somerfest de la galerie Parnass a 
Wuppertal. II y presente son premier texte 
revendicatif Neo Dada in Music, Theater, 
Poetry, Art qui est lu en allemand par Arthus C 
Caspari avant de distribuer des brochures pre­
sentant la future revue Fluxus. 
16 juin, Dusseldorf : Le concert Neo Dada in 
der Musik organise par Nam June Paik au 
Kammerspiele de la ville est un succes Ce 
concert encourage George Maciunas a organiser 
un festival regroupant les oeuvres des artistes 
americains et europeens travaillant sur les 
memes recherches. 
l" sept. / 23 sept., Wiesbaden : Le Fluxus Inter­
nationale Festspiele Neuester Musik est le pre­
mier festival portant le nom Fluxus. Organise 
par G. Maciunas, Nam June Paik et Wolf 
Vostell, 14 concerts y sont presentes sur quatre 
semaines. Des artistes americains tels que Dick 
Higgins et Alison Knowles se melent aux artistes 
travai llant en Europe Ce festival marque le 
debut d'une longue serie de festivals Fluxus 
organises par George Maciunas a travers toute 
I' Europe 
23 oct. / 8 nov., Londres : Le Festival of Misfits 
est orga nise dans la Galery One de Viktor 
Muskgrave. Un concert Fluxus a l'lnsti tute of 
Contemporary Art de Landres a lieu le 24 
octobre 1962. Ben et Robert Filliou y rencontrent 
George Maciunas. 
23/ 28 nov., Copenhague : Le Festum 
Fluxorum de Copenhague a lieu a la NicolaJ 
Kirke (Eglise Saint Nicolas) Six concerts sont 
organises Le groupe d'artiste est rejoint par 
Eric Andersen. 
3/ 8 dee., Paris : Le Festum Fluxorum, Poesie, 
musique et ant1-musique evenementielle et 
concrete de Paris est organise a l'American Center. 
7 concerts y sont presentes devant une salle qua­
siment vide. Le co-organisateur Jean-Clarence 
Lambert. membre du Domaine Poetique, oublie 
de distribuer les affiches et les prospectus 
envoyes par George Maciunas. Ce festival marque 
le premier echec financier de Fluxus. 
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Affiche I Poster 
Festum Fluxorum. Poesie. Musique et Antimusique, 

Evenementielle et Concrete 
1962 
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Mai, Allemagne : Lors d'un voyage a Cologne, 
George Maciunas demande a Nam June Paik 
et Wolf Vostell de participer a une publication 
Fluxus. Grace a Nam June Paik, Maciunas ren ­
contre Mary Bauermeister, Ben Patterson, 
Karlheinz Stockhausen et Jean Pierre Wilhelm. 
A la meme epoque, Joseph Beuys entre en 
contact avec Nam June Paik. 
3 juillet, Paris : La Galerie legit/me de Filliou 
organise dans les rues de la capitale une mani­
festation de Ben Patterson. Maciunas realise le 
graphisme du carton d' invitation. 



5 oct., Amsterdam : Le concert Parallele 
Auffuhrungen Neuster Musik est organise a la 
galerie Monet pour !"inauguration de !"exposition 
De-coll/age de Wolf Vostell. Higgins. Knowles, 
De Ridder, Schmit et Paik y participent. 
Allemagne : Wolf Vostell publie son premier 
numero de De-coll/age. revue aktuallen ldeen. 7 
numeros seront publ ies entre 1962 et 1969. 
Cette revue aurait ete la concurrente euro­
peenne de Fluxus si cette derniere avait vu le 
jour. 
Paris : Robert Fil liou ecrit L'autrisme comme 
"manifeste-action" et cree la Galerie legit/me. 
une galerie itinerante tenant dans sa casquette. 
II realise la performance 73 facons d'utiliser le 
crane d'Emmett Williams au cafe de la 
Choppe. Des photographies de cet evenement 
seront publiees en 1963 par Maciunas dans 
Fluxus Prevrew Review. 
Nice : Ben filme ses premieres actions de rue 
et expose des tableaux retournes. 
Prague : Milan Knizak realise ses premieres 
manifestations artistiques Action Protest. II 
realise notamment Magasin dans la ville 
devant les fenetres du President de la 
Republique de Tchecoslovaquie. 

• 4/ 6 juin, Vienne : Otto Muehl. Adolf Frohner et 
Hermann Nitsch realisent l'action Die Blutorgel 
et fondent l'Actionnisme Viennois. Pour cette 
occas ion, ils s'emmurent pendant 3 JOurs dans 
la cave d'Otto Muehl realisant des oeuvres 
pour protester contre le conservatisme de l'art 
contemporain . Ces oeuvres seront exposees a 
leur sortie, accompagnees d'un discours du 
psychanalyste Dvorak. 
18 mars, France: la signature des accords 
d'Evian prepare !'accession a l'independance 
de l'Algerie 
10 juil ., Etats-Unis : le gouverneur du Mississippi 
refuse d'integrer James Meredith. etudiant noir. 
a l'Universite d 'Oxford malgre un arret de la 
cour supreme l'y obligeant. Cet evenement 
provoque de violents affrontements entre la 
communaute noire et les WASP. 
11 oct., ltalie : Concile de Vatican II. marquant 
une certaine ouverture de l'Eglise catholique 
au monde moderne. 

16/ 28 oct. : Nikita Krouchtchev decide d'en­
voyer a Cuba des missiles nucleaires. 
L'administration Kennedy somme les sovie­
tiques de renoncer a cet envoi. La "'crise des 
missiles"' fait planer la menace d'une guerre 
nucleaire. 
New York : l'exposit1on International Exhibition 
of the New Realistic a la Sidney Janis Gallery 
confronte les oeuvres des Nouveaux Realistes 
a celles des futurs artistes du Pop Art ameri­
cain tels que Andy Warhol et Roy Lichtenstein. 
U.R.S.S : constitution du groupe d'artiste 
Dvrjenie "mouvement" fonde par L. Nusberg. 
Ce mouvement s'interesse a 1·action dans l'art 
et eprouve de nombreuses difficultes face aux 
autorites administratives. 

1963 

• 2 et 3 fev., Dusseldorf : le Festum Fluxorum de 
Dusseldorf est organise par Maciunas grace a 
l'appui de Joseph Beuys a la Staatliche 
Kunstakademie. Beuys, professeur au sein de 
cette institution. y joue une de ses premieres 
performances. Symphonie siberienne. Lors de 
ce festival. Maciunas publie le manifeste Purge, 
Promotion. Fusion dans lequel ii reprend les 
differentes definitions du dictionnaire du mot 
Fluxus. en y ajoutant sa propre v ision du 
monde artist ique. 

1"'/3 mars, Stockholm : Un concert nomme 
Fluxus, Happening, Danger Music est organise 
par Dick Higgins et Alison Knowles au 
Allenteatern. Maciunas exprimera son desac­
cord quant a !'utilisation du terme Fluxus pour 
ce concert de performances plus personnelles. 
28 mars, Oslo : Dick Higg ins et Alison Knowles 
presentent un concert Fluxus au 
Studentekroa. 
23 avril , Copenhague : Eric Andersen organise 
un concert de musique nouvelle intitule 
Concerto au Conservatoire de Musique du 
Royaume Danois. 
ler/ 31 mai , New York : George Brecht et 
Robert Watts. tous deux vivant aux Etats-Unis 
mais dont les pieces sont largement jouees en 
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Dan iel Spoerri , Francois Dufrene 
L 'optique moderne / D 'mu tiles notules 

Edition de I published in 1963. 
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Europe, organisent le Yam Festival a la Smolin 
Gallery, contrepoint aux festivals Fluxus euro­
peens 
6 juin, Copenhague: Le Fluxus Festival est 
organise par Eric Andersen et Arthur Kopcke 
au Tone Kunstner Sleskab. Henning 
Christiansen , qui participe a ces concerts 
comme performeur, se rapproche du mouve­
ment. 
23/28 juin, Amsterdam : George Maciu nas co­
organise avec Willem De Ridder. proprieta ire 
de la galerie Amstel 47, le Fluxus Festwal a 
l'Hypokriterion. 
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25 juil. / 3 aoOt, Nice : le Festival Fluxus d'Art 
Total et du comportement est organise par 
Ben. George Maciunas est invite a « perfor­
mer » aux cotes d'artistes nicois comme 
Robert Bozzi et Robert Erebo. L'administra tion 
du theatre du Nouveau Casino refusant la 
representation . celle-ci se tient dans la rue. 
devant l'h6tel Scribe ainsi qu'a la terrasse du 
bar nicois le Provence. Ce sont les premieres 
performances de ru e de Fluxus. 
27/ 30 sept., Copenhague: Eric Andersen et 
Arthur Kopcke organisent un concert Fluxus a 
la Nicolaj Kirke. 
9 oct ., Paris : la soi ree Poesie et Cetera 
Americaine est organisee par le Musee d 'Art 
Moderne de la Vi lle de Paris dans le cadre de !a 
biennale de Paris et retransmise a la radio par 
la RTF. Emmett Williams dirige un concert 
Fluxus avec Robert Filliou et Daniel Spoerri. 
18 decembre, Amsterdam : Willem De Ridder 
o rga nise un Flux-concert a la Kleine Komedie 
avec T Schmit et E. Wil liams. 
Publications : 
George Ma ciunas publie Fluxus Preview 
Review et Ekstra Bladet. deux rouleaux concus 
comme des supports publicitaires pour la 
publication de la revue Fluxus. Ces publica­
tions reviennent sur les festivals qui se sont 
deroules en Europe et presentent quelques 
partit ions d'« events » d'artistes associes tout 
en faisant la promot ion d'un magazine qui ne 
sera jama is realise. 
Cette meme annee, ii publie les deux seuls 
ouvrages d'art des editions Fluxus. II s'agit 
d 'une part de L'optique moderne, collection de 
Lunettes presentees par Daniel Spoerri avec, 
en regard. d'inutiles notules par Francois 
Dufrene. publ re lorsque Maciunas etait encore 
a Wiesbaden, et d'autre part. le regroupement 
des compositions de La Monte Young intitule 
LY 196 1 (compositions 7967). 
La Monte Young et Jackson Mac Low publient 
An Anthology Ce livre dont la maquette est 
real isee par Maciunas regroupe des textes su r 
les travaux de nombreux artistes associes a 
Fluxus qui participerent notamment aux 
concerts du 772 Chambers Street en 1960. 
Envisage comme un veritable livre d'art 
contemporai n par ses qualites esthetiques et 



de contenu, ii introduit pour la premiere fo1s 
une reflexion autour du terme d'art conceptuel. 
Production du premier Fluxbox: Water Yam de 
George Brecht 

.... 
11/20 mars, Wuppertal: Nam June Paik pre­
sente Exposition of Music Electrornc Television 
a la galerie Parnass. II s'agit de sa premiere 
exposition personnelle autour du theme de 
l'art video, dont ii est le precurseur. 
6 avril , Allemagne : Mac1unas envoie la Fluxus 
News Policy Letter n°6 aux art istes restes sur le 
continent americain. II propose la realisation 
d'actes de terrorismes art1stiques a New York a 
des fins de propagande pour Fluxus. Les artistes 
concernes n'adherent pas a ces actions qui ne 
seront jama1s realisees. 
Mai, Tokyo: Creation du groupe d'artistes de 
performance Hi Red Center par Akasegawa, 
Nakanishi etTakamatsu. Ce groupe d'artistes 
sera largement 1ntegre a Fluxus. notamment 
par Maciunas dont ii reprend Jes performances. 
Aout, New York : Au Pocket Theater, John 
Cage aide par 12 pianistes joue pour la premie­
re fois Vexations, une composition musicale 
ecrite par Eric Satie a la fin du XIX'' siecle. 
Pendant 18 heures et 40 minutes, Jes perfor­
meurs jouent au piano la repetition d'une bou­
cle a quelques modulations pres 
20 aout/4 sept., New York : Le premier New 
York Avant-Garde Festival est organise par 
Charlotte Moorman au Judson Hall. 
14 septembre, Wuppertal: Wolf Vostell pre­
sente a la galerie Parnass 9 non-de-coll/ages. 
Octobre : George Maciunas dont le contrat 
n'est pas renouvele par l'US Air Force. retourne 
aux Etats-Unis. 
France : Robert Filliou concoit avec Joachim 
Pfeufer le Poipoidrome ambulant, lieu ideal ou 
s'etablit « une relation fonctionnelle entre la 
reflexion, !'action et la communication ». Le 
titre est issu d'un rite de la culture Dogan qui 
consiste a repondre par un « Po'i' Po'i' » aux 
demandes de nouvelles qui accompagnent les 
salutations. 
Paris: Daniel Spoerri transforme la Galerie J en 
restaurant lors de son exposition 723 ustensi­
les de cuisine. 

New York: George Brecht publie son journal 
d'une page intitule V TRE. Cette publication 
sera reprise avec Maciunas un an plus tard, 
devenant la vitrine editoriale de Fluxus. 
La Monte Young fonde le groupe de musique 
Dream Syndicate, The Theater of Eternal Music 
avec sa femme. John Cale et Tony Conrad. 

• 28 juin, Vienne : Les actionnistes v1ennois organi-
sent le Fest des Psychophysischen Naturalismus 
(fete du naturalisme psychophysique) Cet eve­
nement est interrompu par la police. 
28 aout, Washington : La marche vers 
Washington pour le travail et la liberte se 
conclut par un discours celebre de Martin 
Luther King. 
10 oct., Allemagne : Ludwig Herhard succede 
a Konrad Adenauer au poste de Chancelier. 
11 oct., DUsseldorf : Gerhard Richter et Konrad 
Lueg realisent Leben mit Pop (Vivre avec le 
Pop art. Manifestation pour un realisme capita­
liste) a la Mobelhaus Berges Les deux artistes 
s'exposent dans un salon petit-bourgeois ou 
les meubles sont disposes sur des piedestaux. 
22 nov. Dallas : Le president americain J.F. 
Kennedy est assassine. Le democrate Lyndon 
B. Johnson termine le mandat. 
New York. Andy Warhol realise ses premiers 
films Sleep, Eat et Kiss. 

1964 

• 
Janvier, New York : Parution du 1er numero de 
cc V TRE. outil principal de diffusion des activi­
tes et productions Fluxus. sous la forme d'un 
journal de 4 pages. 
Fevrier, New York : 2• numero de cc V TRE 
Fevrier, New York : Production des Fluxboxes : 
Shiomi : endlessbox 
Watts . Events 
Ben · Mystery Box 
Ay-0 · Tactil & Finger Box 
Knowles : Bean Rolls 
Brecht : Games prototypes 
Mars. New York : 3e numero de CC V TRE. cc 
Valise e TRanglE 
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Mars. New York : Production des Fluxboxes : 
Brecht : Flags 
Knowles . Clothing 
Saito . Musical Chairs 
Ben . Dirty Water, Holes 
Watts . Rocks 
et des premiers Fluxfood: 
Brecht : Bread 
Watts : Fire Alarm Cake, Egg Making Kit 
27 mars, Nice : Le concert Quelque chose Flux 
Art total est organise par Ben a l'Arti stique 
29 mars, Tokyo: Un Fluxus concert est organise 
et joue par Nam June Paik et La Monte Young. 
11 avril/23 mai, New York : 12 Fluxus concerts 
sont organises par Mac1unas au 
Fluxhall/Fluxshop du 359 Canal Street Un des 
premiers films de Fluxus, Zen for film de Nam 
June Paik y est projete. 
25/ 29 mai, Paris : i•• Festival de la fibre expres­
sion organise par Jean Jacques Lebel a 
!'American Center. Le 28 mai, lors de ce festival, 
Ben organise un concert Fluxus. 
Juin, New York: 4 e numero de cc V TRE. cc 
fiVe ThReE 
27 juin, New York : Maciunas organise le Fluxus 
Symphony Orchestra au Carnegie Recital Hall. 
Reprenant la forme d'un orchestre sympho-
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nique, le groupe Fluxus se moque de la 
musique classique au travers de performances 
contemporaines. 
6 juillet, Londres :: Fluxus, a Little Festival of 
New Music au Goldsmith's College de Londres. 
J Cale. 
20 juillet, Aix-La-Chapelle : Actions, Agit-Pop, 
De-Coll/age happenings, Event. l'Autrisme, Art 
Total, Re-Fluxus est organise par V Abolins et 
T. Schmit avec la participation de Joseph 
Beuys a I' Ecole Polytechnique pour le 20° anni­
versaire de l'attentat rate contre Hitler. Cet 
evenement est marque par de nombreux trou­
bles. 
29 aout/6 sept., Copenhague : E. Andersen, A 
Kopcke et H. Christiansen organisent le Nye 
Koncert Fenomener, Happening, Action Music. 
lls perpetuent la tradition des concerts de 
Fluxus. meme si le terme exact n'apparalt pas. 
18 sept./3 nov., New York : Le 1e• Perpetual 
Fluxfest est organise a la Washington Square 
Gallery. De nombreuses activites et performan­
ces y sont organisees : des Fluxsports ainsi que 
des events de Ay-0 et Shiomi. 
31 octobre, Nice: Ben organise Sept }ours de 
recherche. 7 concerts Fluxus sont joues au 
Buffet de la Gare avec la participation de 
Robert Watts. 
13 nov., Scheveningen: Flux Festival avec 
Andersen, De Ridder etSchippers. 
23 nov., Rotterdam: FluxFestival au De Lantaren 
avec Andersen. Kopcke. Ben, De Ridder, .. 
New York : Fluxyearbox 7 (ou Fluxus 7) est la 
premiere bolte anthologique produite par 
Maciunas. Elle regroupe de nombreuses parti­
tions et ceuvres des artistes du groupe 
Fluxus. 

.A. 
19 avril, New York : W. Vostell organise le hap­
pening Decollage you avec la participation d'AI 
Hansen. 
Juin, New York: Nam June Paik arrive a New 
York. 11 rencontre Charlotte Moorman. Cela 
marque le debut d'une longue collaboration 
ent re les deux artistes. 
8 sept., New York : George Maciunas et Henry 
Flynt creent l'Action Against Imperialism 
Culture (AAIC) pour protester contre la culture 



imperialiste de !'Occident. Leur vehemence 
s'oppose notamment au compositeur alle­
mand de musique nouvelle Karlheinz 
Stockhausen qui aura1t desapprouve, lors 
d'une conference. la musique d'origine afro­
americaine et plus particulierement le jazz. 
Charlotte Moorman programme pour le 
second New York Avant Garde Festival la 
representation d'une piece de Stockhausen, 
Originale. George Maciunas s'y oppose et 
menace tout artiste qui y partic1perait d'etre 
excommunie du groupe Fluxus. II organise, 
avec Ben et Ay-0, un piquet de greve devant 
le Judson Hall ou se tient le festival. lls distri­
buent alors un prospectu s 1ntitule Fight 
Musical Decoration of Facism. Pourtant. Dick 
Higgins. Nam June Paik. Jackson Mac Low et 
Joe Jones participent a la representation, diri­
gee par Allan Kaprow. Cet evenement marque 
la premiere scission irremediable du groupe, 
aussi appele Fluxschisme. 
16 sept., Berlin : L'expost1on Neodada. Pop, 
Decol!age, Kapitalischer Realismus est presen­
tee pour !'inauguration de la galerie Rene 
Block. Cette galerie consacrera de nombreuses 
expositions aux artistes Fluxus. 
22 sept./10 oct., New York : Rainbow 
Environment n°l de Ay-0 est joue par !'artiste a 
la Smolin Gallery de New York. 
10 oct., Tokyo : Roof Event est realise par le Hi 
Red Center sur le toit du batiment lkenobo. 
Nov. 1965, New York : Dick Higgins organise les 
Monday Night Letters au Cafe Go Go. 
11 nov., Dusseldorf : Joseph Beuys joue au stu­
dio de television de Dusseldorf la performance 
Le silence de Marcel Duchamp est surestime. 
Celle-ci critique une vision duchampienne du 
« non-art '" ou non-implication de !"artiste dans 
son oeuvre. 
19 et 21 nov., Espagne: Creation du groupe 
Zaj, par Hidalgo et Marchetti. Groupe artistique 
tres proche de Fluxus. ils evoluent dans un 
contexte politique difficile. le regime autoritaire 
franquiste. lls sont rejoints par Esther Ferrer en 
1966. 
Le 19 novembre a Madrid, ils organisent la 
performance Trans/ado a Pie de Tres Objetos. 
Puis le 21, le Concerto de Teatro Musical. ave­
nue de Seneca. 

25 nov./10 dee., Amsterdam : Exposition 9 
directions en art et performances de Ben a la 
galerie Amstel 47 
1°' dee., Berlin : Joseph Beuys JOue Der Chief 
a la galerie berlinoise de Rene Block. 
Amsterdam : Willem De Ridder fonde la 
European Mail-Order Warehouse. le premier 
Fluxshop europeen. 
Prague : Milan Knizak met en place le pro­
gramme et manifeste Aktual signe par 
quelques artistes tchecoslovaques tels que 
Mach , Trtiles et Wittman. Ce manifeste rend 
compte du lien entre art et vie, remettant en 
cause le role de 1·artiste dans la societe. Le 
groupe Aktual proposera de nombreuses 
manifestations artistiques et parfois pol1-
tiques dans les rues de Prague jusqu'en 1968, 
date du depart de Knizak pour les Etats-Un is. 
New York : Dick Higgins fonde les editions 
Something Else Press. Emmett Williams en 
dirigera la publication des 1966 et jusqu'en 
1973. 
Tokyo: Human Box Event est organise par le 
Hi Red Center a !' Imperia l Hotel. 

• 28 janv., New York : Andy Warhol inaugure 
The Factory, un lieu de creation pluridiscipli­
naire de la culture artistique Pop. 
14 oct. URSS: Nikita Krouchtchev est destitue 
de ses fonctions et remplace a la tete de 
l'Etat par Leonid Brejnev. 
14 oct ., Etats-Unis : Martin Luther King recoit 
le prix Nobel de la paix. 
3 nov. : le democrate Lyndon B. Johnson est 
elu President des Etats-Unis avec une large 
maJorite 
France : le prix Nobel de litterature est decer­
ne a Jean Paul Sartre qui le refuse. 
Venise : Lors de la 32° biennale d'art contem­
porain, Robert Rauschenberg remporte le 
grand prix. Cet evenement marque le debut 
d'une position dominante des Etats-Unis dans 
les mouvements artist1ques contemporains. 

1965 

• 
Mars, New York: Publication du numero 5 de 
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cc V TRE, cc Vacuum TRapEzoid. Production 
du Fluxkit. Production des 12 premiers 
Flux films. 
17/25 mai, Paris: Le deuxieme Festival de la 
fibre expression organise par J.J. Lebel invite 
Paik, Moorman et Ben. Un concert Fluxus y est 
organise le 22 mai. 
14 ju in, Berlin : Un Flux-Concert est organise a 
la galerie Block avec B. Brock. Cage, Chiari. 
Corner, Higgins, lchiyanagi, Mac Low, Ono. 
Paik, Rot. Tenney, Vostell, Williams. 
New York, Juillet : Publication du numero 6 de 
cc V TRE, cc Vaudeville TouRnamEnt. 
5 sept./19 dee. New York: Le Perpetual 
Fluxfest est organise a la New Cinematheque, 
85 E. 4th Street. Presentation des Fluxfilms (5 
et 19 sept) et invitation du Hi Red Center. 25 
sept. Concert Fluxorchestra au Carnegie 
Recital Hall. 
2 dee., Los Angeles : The International Steam 
Spring Vegetables Pie. Fluxus Festival est orga­
nise par Joseph Byrd pour le New Music 
Workshop and the Graduate Student 
Association. Universite de Californie, Los 
Angeles. De nouveaux etudiants s'interessent a 
Fluxus. Ce festival est l'un des premiers de la 
cote ouest. 
Fluxshop/Fluxorchestra est un prospectus 
publie par les editions Fluxus dans lequel on 
retrouve pour la premiere fois le manifeste de 
Maciunas Fluxmanifesto on Fluxamusement. 
George Maciunas publie les Conditions pour 
jouer !es compositions. films et band.es magne­
tiques publiees par Fluxus. Mal interpretee. 
cette publication renfor<;::a l'isolement de 
Maciunas. 

... 
8 jan., New York: Le concert Electronic TV, 
Color TV Experiments. 3 Robots. 2 Zen Boxes 
est presente par Paik et Moorman a la New 
School for Social Research. 
Mars, New York: Daniel Spoerri realise ses 
tableaux pieges Room 637, Chelsea Hotel et les 
expose a la Green Gallery 

10 avril , New York : Le chapitre 1 de The Book 
of the Tumbler of Fire de Brecht est publ ie et 
expose a la Madison Gallery 
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17 avril , New York : Dick Higgins montre sa 
piece The Tart au Sunnyside Garden Ballroom 
and Wrest ling Arena. 
14 et 15 mai, Berlin : Le concert Robot Opera de 
Paik et Moorman est joue a la Galerie Rene Block. 
5 et 6 ju in, Wuppertal : 24 heures. serie de per­
form ances qui se deroule a la galerie Parnass 
avec Beuys, Paik, Moorman, Schmit, Vostell. 
27 juin, New York : Yoko Ono presente la per­
formance Bag Piece a la Filmmaker's 
Cinematheque. 
25 aout/11 sept., New York: Le 3• New York 
Avant-Garde Festival. toujours organise par 
Charlotte Moorman. consacre sa programma­
tion a de nombreux artistes de Fluxus. George 
Maciunas, suite aux incidents de l'annee prece­
dente ayant provoque le Fluxschisme. refuse 
dorenavant d'y participer. 
30 aout/1•• sept., New York: Le First World 
Congress Happening est organise par 
Octopus Allstars et Al Hansen au 591 commer­
cial Street. Eric Andersen y participe. 
Septembre, Villefranche-sur-mer: Robert 
Filliou et George Brecht qui se sont rencontres 
a Rome deux mois auparavant. ouvrent La 
Cedi!le qui sourit. Cet espace est con<;::u com me 
un centre international de creation permanente. 
comme une " non-boutique », ou l'art et la vie 
se melent etroitement, ou « l'on inventait et 
desinventait des objets ». La plupart du temps, 
La Cedille est fermee avec !'inscription " On est 



au cafe du Midi, chez Gisele et Raymonde ». 
5 nov., Londres : Dick Higgins organise a !'I.CA. 
de Londres Something Else, a Concert of New 
Music and Event. 
7 nov., Prague : Milan Knizak joue Soldier Game 
Prague. Artiste tcheque. Ii se rapproche de 
Kaprow et Maciunas, et devient le relais Fluxus 
pour !'Europe de !'est 
27 nov. / 15 dee., Madrid : Le Festival ZAJ I est 
organise par le groupe eponyme a l'universite 
de Madrid. Wolf Vostell y part icipe 
Nice : Ben ouvre sa galerie dans son magasin 
Ben doute de tout. De nombreux artistes 
Fluxus amer1cains y sont exposes. 
Prem iere serie de concerts pour Paik et 
Moorman en Europe . 

• ler/ 29 oct., Paris : !'exposition La figuration 
narrative dans /'art contemporain est organisee 
par Gerald Gassiot -Tallabot a la galerie Creuze. 
19 dee., France: reelection de Charles De 
Gaulle a la presidence de la Republique. 
Joseph Kosuth produit son oeuvre One and 3 
Chairs consideree comme l'une des premieres 
oeuvres conceptuelles. II devient le chef de fil 
de !'art conceptuel avec son slogan « Art as 
idea as idea ». 

Etats-Unis : Les artistes qui s'opposent a la 
guerre du Vietnam sont de plus en plus nom­
breux. Le New York Times publ1e "End Your 
Silence" ecrit par le groupement Artists and 
Wnters Protest Against the War in Vietnam. 
Le gouvernement federal est oblige d'envoyer 
des inspecteurs dans les Etats du Sud afin de 
faire inscrire les noirs americains sur les listes 
electorales. 

1966 

• 
Fevrier, New York : Publicaton du numero 7 de 
la revue cc V TRE. cc 3 newspaper eVent for 
The pRicE of I $. 
25/ 28 avril , Paris : le 3e Festival de la fibre 
expression accueille Paik, Ben et Patterson. Le 
28 avril, un Flux concert est presente. 
5/7 avril , Prague : Andersen, Kbpcke et Schmit 

Albert Fine 
Piece for Fluxorchestra 

Partition pour orchestre Fluxus 
1966 

Musee d'Art Contempora 1n de Lyon 

organisent Advanced Art, Akce, Novy 
Rea/ismus, Happenings, Event au Statni 
Divadelni Studio. C'est l'un des premiers 
concerts apparentes a Fluxus en Europe de 
!'Est 
Mai, New York : Publication du numero 8 de la 
revue cc V TRE, cc Vaseline sTREet 
Mai, New York : Nouvelle serie de Fluxboxes : 
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Andersen : 50 Opera 
Brecht : playing cards 
Moore : Venetian Blind 
Kubota : medecines 
Hi Red Center : bundle of events 
Spoerri table tops 
Shiomi : spatial poems 2 
Watts : clothing, light switch 
Riddle : minds event 
11 juin, New York : L"' event » Street Cleaning du 
Hi Red Center est realise sur Grand Army Plazza 
par Bici et Geoffrey Hendricks, Lauffer. Watts, 
Maciunas et les epoux Moore. 
Ete, Vilnius : Vytaulas Landsberg et ses etudiants 
organisent le premier festival portant le nom 
Fluxus en Europe de l'Est au Vilniaus Pedagoginis 
I nstitutas. 
Automne, New York : George Maciunas divise le 
monde en plusieurs zones Fluxus. Ken Friedman 
est responsable de la Zone Ouest, Ben de la Zone 
Sud, Per Kirkeby de la Zone Nord et Milan Knizak 
de la Zone Est. 
13 et 17 oct., Prague : Knizak organise un Festival 
Fluxus avec Berner. Higgins. Knowles, Serge Ill et 
Ben. Serge Ill est arrete et emprisonne pour avoir 
donne son passeport a un soldat tchecoslovaque 
qui tentait de s'enfuir. II sera libere 14 mois plus 
tard en echange d'un espion tchecoslovaque. 
22 et 24 nov., Californie : Ken Friedman orga­
nise Happening (2) a La Mesa avec Fluxus West. 
La Fluxus Year Box 2 est produite par les editions 
Fluxus. Cette boite contient de nombreux kits 
realises par Maciunas sur proposition des artis­
tes. Elle contient notamment de nombreux 
Fluxfilms et une petite visionneuse a main. 
Maciunas realise son poster USA surpasses All 
Nazi Genocide Records. Tres critique envers l'im­
perialisme des Etats-Unis, Maciunas reprend le 
drapeau americain, remplac;:ant les etoiles par 
des tetes de mort et les bandes par des statis­
tiques sur les genocides. dont les americains sor­
tent en tete. 
Publication par Maciunas du diagramme Fluxus 
(Its Historical Development and Relationship to 
Avant-Garde Movements) et du Fluxus 
Manifesto. 
Publication par Maciunas de Fluxfest Sale com­
portant des partitions d'artistes ainsi que le prix 
d'objets Fluxus. 
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... 
10 mars, New York : Wolf Vostell organise 
Subway Events. 
13 mars, Philadelphie : L'Avant-Garde Music 
Times Auditorium est organise avec la partici­
pation de Moorman, Paik et Vostell. 
17/ 20 mars, New York : C. Schneemann pre­
sente Water Light. Water Needles a la St Marks 
Church. 
29 mai, Madrid : le Festival ZAJ 2 est organise 
par le groupe eponyme a l'Universite de 
Madrid. 
16/ 18 juin, Paris : Exposition Personne et Ben 
n'expose pas a la Galerie J. Surles cartons d'in­
vitation, ii est indique : " ... le rideau se levera a 
21h30 precises et tombera a 21h30 precises. 
Absolument personne ne sera admis a assister 
a la representation ». 
3 aout, New York : Dick Higgins ecrit !'article 
Statement on lntermedia dans lequel ii decrit 
!'emergence de nouveaux supports artistiques 
qu'il regroupe sous le nom « intermedia ». 
Publie dans De-coll/age n°6 pour la premiere 
fois puis par la Something Else Press, en juillet 
1967. 
9 sept., New York : 4e New York Festival of 
avant-garde 
9/ 11 sept., Londres : Gustav Metzger organise 
l'evenement Destruction in Art Symposium 
(DIAS). Cette manifestation, qui invite notam­
ment les actionnistes viennois mais aussi 
Flanagan, Lebel, Toche ou encore Ono, se base 
sur un diagnostic apocalyptique de la culture 
et de la politique occidentale. 
4 et 5 oct., Berlin : Un concert du groupe espa­
gnol ZAJ est organise a la galerie de Rene 
Block. II est suivi le lendemain par un concert 
Fluxus. 
14 et 15 oct ., Berlin : Beuys presente 
Eurasientstab (Fluxus organum) a la galerie 
Rene Block. 
12 nov., Madrid : Higgins et Knowles partici­
pent au concert Events and New Music organi­
se par ZAJ au Salon de actos de la Escuela 
Tecnica Superior de Arquitectura. 
30 nov./30 janv. 1967, Paris : La premiere 
exposition franc;:aise sur Dada se tient au 
Musee National d'Art Moderne pour les cin­
quante ans du mouvement. 



7 et 8 dee., Bareelone : Festival ZAJ 3 
15 dee./31 janv. 1966, Paris : Exposit ion La 
Cedil/e qui sourit Offenngs mattendus a la 
galerie Ranson. 
18 dee., Tokyo : Happening for Sightseeing Bus 
Tnp in Tokyo est organise par Ay-0. Vostell y 
participe. 
Villefranehe-sur-mer : Ben expose a La Cedille 
qui sourit. Dick Higgins, Alison Knowles et 
Dorothy Iannone. de passage en Europe, visi­
tent La Cedille. 
Publication par Maciunas et Flynt de 
Communists Must Give Revolutionary 
Leadership rn Culture. Maciunas y expose ses 
reflexions sur son systeme de constructions 
prefabriquees et sur le fonct1onnalisme dans le 
design 

• 11 mars, Etats-Unis : Stockley Carmichael cree 
le mouvement Black Power. Les Black Panthers 
se developpent a Oackland. 
18 avril , Chine : Mao Zedong lance la revolution 
culturelle. Publication en masse du petit livre 
rouge et epuration universitaire. 
28 sept., Paris : Deces de l'ecriva1n et theori­
cien du surrealisme, Andre Breton. 
l°' dee., Allemagne : Kurt Georg Kies1nger suc ­
cede a Ludwig Erhard au poste de chancelier. 
Vietnam : Premiers raids aeriens americains sur 
le Vietnam. La guerre s'intensifie. 

1967 

• 
12 fev., Milan: un Concert Fluxus est organise 
au Teatro La Piccola Scala de Milan avec S. 
Albergoni, C. Gaia. Neri, Pedrini. G. Sassi. G.E. 
Simonetti. 
10 et 12 mars, Lund (Suede) : Le concert 
Fluxus, La Cedil/e qur sount. Art Total. Action­
Poesie est organise par P.A Gette, Brecht et 
Ben avec Heidsieck, Turbid et Brewer a la 
Konsthall. 
26/28 avril , Turin : Ben organise Les mots et 
/es choses : Concert Fluxus/Art Total avec la 
participation du Musee d'art de Turin a la gale­
rie II Punto. 

Shigeko Kubota 
Flux Napkins 

Serviettes Fluxus 
1967 

Musee d'Art Contempora1n de Lyon 

Mars, New York : production de Fluxboxes : 
Berner : Glued Book 
Friedman ·box event 
Filliou . Dust 
Fine: piece for audience 
Kubota: collage napkins 
Ben. mystery food, suicide kit, playing cards, 
etc 
Watts : time kit, sand box, table top, cloud cei­
ling 
31 mars, San Francisco : Le Fluxfest est orga­
nise au Longshoreman Hall de San Francisco 
par Berner et Baldwin avec la San Francisco 
Mime Troupe, et le Flux Orchestra. 
Avril, New York : Maciunas, Watts et H. Fine 
fondent Implosion Inc. Project, une societe 
commerciale de production de gadgets artis­
tiques destinee a financer les activites de 
Fluxus. lls creent notamment des tatouages 
ephemeres et des tabliers de cuisines avec une 
photo de pubis L'entreprise est un echec. 
1" mai, Rome : Un Flux Concert est organise au 
Diacono Teatro avec Hidalgo, Marchetti, Ben et 
Maciunas. 
6 juin, Genes : Un Concerto Fluxus est organi­
se par Simonetti a la Galleria La Bertesca avec 
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Albergoni, Nespolo. Sassi, Simonetti. 
15 nov., New York : La soiree Fluxus, A Paper 
Event by the Fluxus Masters of the Rear-Guard 
Time/Life Building est organisee au Museum of 
Contemporary Craft. Centree autour du theme 
du papier, cette soiree est dediee a Maciunas. 
New York : Productions de Fluxboxes : 
Watts : stick on tattoos 
Maciunas : stick on tattoos, photo-aprons 
Filliou et Spoerri · Monsters are inoffensive 
New York : Maciunas cree la premiere coope­
rative d'artistes a Soho au 80 Wooster Street : 
la Fluxhouses Cooperatives inc. Sept coopera ­
tives sont creees entre 1967 et 1969 dont la 
Filmmaker's cooperative de Jonas Mekas. 

.& 
9 fev., New York : L 'Opera Sextronic de Paik et 
Moorman est presente a la Filmmaker's 
Cinematheque. La police interrompt la repre­
sentation et arrete les deux artistes pour outra­
ge a la decence publique 
22 juin, Dusseldorf : Joseph Beuys fonde le 
Parti des Etudiants A llemands. 
29 et 30 sept., New York : s• New York Festival 
of Avant-Garde 
5 oct., New York : 72 Evenings of Manipulation 
est organise a la Judson Gallery, avec Corner, 
Goldstein, Hansen. Bici et Geoffrey Hendricks, 
Kaprow, Ono, Paik ... 
23 oct., Chicago : What Did You Bnng est 
organise au Museum of Contemporary Art de 
Chicago avec Cage, Higgins et Knowles. 
Emmett Williams publie aux editions 
Something Else Press An Anthology of 
Concrete Poetry Tire a 17000 exemplaires. cet 
ouvrage a eu une influence considerable aux 
Etats-Unis et au Royaume Uni. 
Japon : Akasegawa. fondateur du Hi Red 
Center est condamne a 3 mois de travaux for­
ces pour avoir fabrique de faux billets. 

• 
21 avril , Grece : Le coup d'Etat militaire voit la 
mise en place du « Regime des colone ls ». 
5 au 10 juin, Israel : La Guerre des six 1ours 
debouche sur !'occupation du Sinai, de la 
bande de Gaza, de la Cisjordanie, de Jerusalem 
Est et du nord du Golan par Israel. 
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Septembre, Genes : Germano Celant organise 
!'exposition fondatrice de l'Arte Povera a la 
galerie Bertesca. 
9 oct. , Bolivie : Che Guevara est tue par l'ar­
mee bolivienne a la Higuera. 
14 nov., Paris : Guy Debord publie aux editions 
Buchet/Chastel La societe du spectacle, une 
vive critique de la consommation culturelle qui 
connaitra un grand retentissement apres les 
evenements de mai 1968. 

1968 

• 15 mai, San Francisco : Ken Friedman organise 
avec Fluxus West Vautier [ Ben ] day/Knizak 
night. 
10 nov., Londres : Un Flux-concert a lieu a la 
gallery 10. 
31 dee., New York : Pour le reveillon, George 
Maciunas organise dans son appartement du 
80 Wooster Street le New Years Eve Fluxfest, 
une ceremonie Fluxus pour feter la nouvelle 
annee ou le diner est compose d'ceuvres qui se 
mangent - premier Fluxmeal, variations sur les 
al iments, les couleurs et les consistances. 

... 
Mars, V illefranche-sur-mer: La Cedille qui sou­
rit fait faillite et ferme ses portes. Brecht et 
Filliou lancent !'Eternal Network par voie d'affi­
chage et envois postaux. Affiche « L'artiste 
doit se rendre compte qu'il fait partie d'un 
reseau plus vaste. de la « fete permanente » qui 
l'entoure partout et ailleurs dans le monde. » 
Brecht s'insta lle a Landres. 
10 mai, Stockholm : Brecht et Filliou sont invi­
tes au Moderna Museet pour presenter The 
Poetic Science. 
14 sept., New York : 6• New York Avant-Garde 
Festival. 
2 dee ., New York : Maciunas envoie une Flux 
newsletter aux artistes du groupe dans laquelle 
ii annonce sa volonte d'acheter une ile. II aban­
donne petit a petit les Fluxhouses (presentes 
jusqu'en 1972) pour un projet plus large de 
communaute d'artistes. II commence les pre­
mieres recherches d'achat d'une ile afin de 



Robert Fill iou 
Fluxha1r 

Cheveu Fluxus 
1968 

Donat ion Vicky Remy 
Musee d'Art Moderne. Saint-Etienne Metropole 

constituer un Etat independant possedant une 
delegation a l'ONU. Son projet echouera. 
10 dee., Dusseldorf : Joseph Beuys, qui a 
fonde le Parti Etudiant Allemand le 22 juin 1967. 
le renomme « Fluxus Zone West ». 
17 dee., Brunswick : Milan Knizak, 1nstalle 
depuis peu aux Etats-Unis grace au soutien de 
Maciunas. presente The Lying Ceremony au 
Douglass College a Brunswick dans le New 
Jersey. 

• 4 avril , Memphis : Martin Luther King est 
assassine a la sortie de son motel. 
Mai , Coventry, Royaume-Un i : Atkinson. 
Bainbridge, Baldwin et Hurrel creent le groupe 
Art and Language. Inspires de la philosophie 
analytique, ils utilisent le langage comme art et 
adoptent une attitude globalement critique. y 
compris vis-a-vis des milieux artistiques de 
gauche. 
Mai, France : Un mouvement etudiant contes­
tant le conservatisme de la societe Francaise 

barricade le quartier Latin a Paris le 10 ma1. Ce 
mouvement est su1vi le 15 mai par les ouvriers 
qui organ isent une greve generale. Ces mani ­
festations se terminent par la signature des 
accords de Grenelle. 
7 juin, Vienne : Les act1onnistes viennois reali ­
sent leur derniere action commune a l'universi· 
te de Vienne lors de la manifestation etudiante 
Kunst und Revolution dans laquelle G. Brus 
defeque en chantant l'hymne autrichien et 
Muehl flagelle un masochiste. lls seront tous les 
deux arretes puis condamnes a de la prison 
ferme. lls decident alors de s'exiler. 
Nuit du 21 au 22 aout, Tchecoslovaquie : Les 
troupes sovietiques du pacte de Varsovie 
envahissent le pays et mettent ainsi fin a la 
volonte de liberalisation manifestee pendant le 
printemps de Prague. 
4 nov. : Le republica1n Richard Nixon est elu 
president des Etats-Unis. 

1969 

• 24 fev., Budapest : le premier concert Fluxus 
en Hongrie est organise par !'artiste Tamas 
Szentjoby 
8 mars, Cologne : Une exposition au Kombinat 
1 presente Pre-Fluxus, avec des travaux de Paik 
et Vostell. 
29 mars, Trieste : un Concert Fluxus est orga ­
nise par Simonetti a La Capella 
Printemps : Production de Fluxboxes . 
Brecht : Close on Monday 
J. Chick . Forest Food 
Farmer's Coop : Human trap 
Friedman : Corsage, Clippings, Cleanliness kit 
Hutchins : Jewelry kit 
P. Kirkeby 4 teas. Boxed solid, clocks with 
compass or degree face 
Knizak : Snakes. Dreams 
C. Liss : Water from many sources 
Maciunas : Clock with decimal face. multi-face­
ted mirror, adder. 
Mosset : Dots 
Serge Ill . Solid bottle 
Shartis, Gr imes, Thompson papers game. 
even ts, music 
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Wada Smoke kit, Cough 
Watts : Sleeping, Sitting kits 
31 dee,, New York : Pour le reveil lon, George 
Maciunas recommence dans son appartement 
du 80 Wooster Street !'organisation du New 
Year's Eve Fluxfest (Food Event) Cette fois-ci, 
de nombreux artistes collaborent a l'evene­
ment relate dans un reportage photogra­
phique de Peter Moore qui parait dans le cc V 
TRE n°9. 

... 
Fevrier, Dusseldorf : Lors de !'exposition 
Creation permanente - pnnc1pe d'eqwvalence 
a la galerie Schmela, Robert Filliou elabore le 
principe d'equ ivalence « bien fait = mal fa1t = 
pas fait », non-comparaison entre les choses 
dejouant toute volonte de h1erarchisation. 
25/31 mars, Amsterdam : Yoko Ono et John 
Lennon organisent la performance Bed-In. A la 
maniere d'un Sit-In, ils restent al longes une 
semaine dans le lit de leur nuit de noce pour 
promouvoir la paix et protester contre la guer­
re du Vietnam . 
1/15 juin, Partout : Ben organise le Festival 
Non -art, Anti-art, la vente est art. Ben propose 
a des artistes de realiser des pieces a distance 
pour le fest ival. Serge Ill fait de l'auto-stop avec 
un piano entre Nice et Paris, Le Clezio ded ica­
ce des livres d 'autres auteurs, etc.. 
18 juin/16 juillet, Mi:inchengladbach 
(Allemagne) : Le Stadtiches Museum presente 
une expos1t1on sur La Cedille qui sourit. 
9 sept,/10 oct,, New York : 7e Annual New York 
Avant-Garde Festival. 
Jean Toche et Jon Hendricks fondent le 
Guerilla Art Action Group et organisent des 
actions art1stiques violentes contre les injusti­
ces sociales. 
Vostell et Higgins publient Fantastic 
Architecture aux editions Something Else 
Press. 
Maciunas publie Learmng Machine, un tableau 
synthetisant les connaissances humaines, reflet 
de sa compulsion encyclopedique. 

• 
22 mars/27 avril, Berne : Harald Szeemann 
organise !'exposition Quand !es attitudes 
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geste 

le 13 octobre 1969, 

lors de ·work in progress ·. 

je me suis regarde dans un miroir 

pendant 120 minutes, 

de 17 a 19 heures, 

ben 

Ben 
Geste 
1969 

Donation Vicky Remy 
Musee d'Art Moderne. Saint-Etienne Metropole 

deviennent formes a la Kunsthalle. Cette expo­
sition, qui rassemble pour la premiere fois des 
oeuvres de l'Anti-Form, de l'Art Conceptuel et 
de l'Arte Povera, sera montree ensuite a 
Krefeld et Landres. 
28 avril, France : Apres le refus du referendum 
portant sur la reforme du Senat, Charles De 
Gaulle annonce qu'1I quitte la Presidence de la 
Republ1que Georges Pompidou lui succede. 
21 juiL, : Neil Armstrong est le premier homme 
a marcher sur la lune. 
AoOt, Woodstock : Le festival Woodstock 
Music and Art Fair consacre l'utopie du mou­
vement hipp ie aux Etats-Unis . 
21 oct, Allemagne: Willy Brandt succede a 
Kurt Georg Kiesinger au poste de Chancelier. 



France : Georges Pompidou annonce le projet 
de creation d'un Centre Cultu re\ pluridiscipli­
naire sur le plateau de Beaubourg. 
France : Aime Maeght lance le premier maga­
zine d'art contemporain en France. Chroniques 
de /'art vivant est dirige par Jean Clair. 

1970 

• 16/20 tev., New Brunswick : Le Fluxshow est 
organise au Douglass College sur plusieurs 
jours. Cette exposition organisee par Maciunas 
revient sur les differentes productions de 
Fluxus, dont Fluxmass. performance collective 
creee par Maciunas qui repose sur 3 mouve­
ments offrande. canon, communion. Larry 
Miller organise des Fluxsports. 
18 avril /22 mai , New York: le Flux fest 
Presentation of John Lennon and Yoko Ono est 
organise dans le loft de Maciunas, avec sa par­
t1cipat1on : performances et happenings - Do it 
yourself, Measure, Blue Room, Weight & Water. 
Film Environment, Portrait of Lennon. 
30 avril /8 mai, New York : des visites guidees 
nommees Fluxtours sont organisees dans la 
ville. II s'agit de visites guidees burlesques sous 
la direction de guides tels que Nam June Paik 
et Ben. 
15 nov., Berlin : un Festum Fluxorum est orga­
nise par Addi Kopcke a la galerie Rene Block. 
Publication du cc V TRE n°9 1ntitule John Yoko 
& Flux all photographs copynght nineteen 
seventy by peTer mooRE 
Productions de Fluxboxes : 
G. Hendricks : relics 
J. Reynolds : thermal event, race, test, dange­
rous appliance 
Mac1unas multi-syringe, ping-pong rackets. 
smile machine. 72 birds aerophone 

... 
2 mars, Dusseldorf: Joseph Beuys fonde 
/'Organisation des abstentionnistes pour la 
democratie directe par referendum. Cette 
organisation appelle au boycott des elections. 
Octobre, Dusseldorf : apres un hommage a 
Niki de Saint-Phalle pour lequel ii cree mille 

Fluxfest presents John and Yoko Ono -
Grapefruit Fluxbanquet 

1970 
Musee d'Art Contemporain de Lyon 

Nanas en sucre. Daniel Spoerri cree la Eat Art 
Gallery au-dessus du restaurant qu'il a ouvert 2 
ans auparavant. 
6 nov. /6 janv. 1971, Cologne: !'exposition 
Happening & Fluxus est organisee par Harald 
Szeemann au Kolnischer Kunstverein de 
Cologne Pour la premiere fois en Europe, une 
exposition d'une institution museale revient sur 
les differents mouvements performatifs des 
annees 1960. Elle est inauguree par un concert 
Fluxus auquel participent Dieter Albrecht. Bici 
et Geoffrey Hendricks. Charlotte Moorman. 
Ben et Harald Szeeman. Ben. Brecht, Filliou, 
Higgins, Kaprow, Paik, Vostell participent a \'ex­
position Les actionnistes viennois, invites par 
Szeemann a presenter leurs pieces, p rovo­
quent un scandale dans la presse democrate 
chretienne qui n'hesite pas a qualifier l'evene­
ment « d'ordure pornographique choquante ». 

La pression des editeurs rejoint celle du maire 
de la ville, et contraint les donateurs de \'insti­
tution a censurer certaines manifestations en 
menacant d'arreter de financer les expositions 
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de Szeemann. Szeeman remet sa demission et 
!'exposition degenere en pugilat. 
Filliou publie Teaching and Learning as 
Performing Arts aux editions Koning. Redig e 
avec le concours de Beuys, Brecht. et Kaprow. 
ce livre est parseme de pages blanches a rem­
plir afin que le lecteur en devienne co-auteur . 

• 14 dee., Pologne : premiere revolte ouvriere a 
Gdansk. II faudra attendre 10 ans avant la crea­
tion du synd icat Solidarnosc. 
G. Brus realise sa performance Zerreisprobe. 

1971 

• 14 janv., Berlin : Un Festum Fluxorum est orga-
nise par Rene Block dans sa galerie. 
3 fev., Stuttgart: Flux Concert performe par 
Albrecht au Jugenhaus Ost. 
24 juin, New York: le Fluxdivorce est realise 
par Bici et Geoffrey Hendricks ainsi que 
Maciunas au 331 W 20th St. 
7 aout, Stockholm: une soiree Fluxus Pa est 
organisee au Moderna Museet. avec une per­
formance de Bengt af Klintberg. 
Publications : 
Maciunas : Burglary Kit. Breathe Test 

~ 

20 mars/ 25 avril , Amsterdam : exposition Sum 
4 avec Filliou et Brecht. 
1••/7 mai, Berlin : exposition 7 idees de Ben a la 
galerie Rene Block. 
1•• ju in, Dusseldorf: Beuys fond e /'Organisation 
pour un Democratie Otrecte a travers le 
Referendum. 
31 juil./6 aout, Vence : !'exposition Les paravents 
a la galerie Ben doute de tout invite de nom­
breux artistes tels que Boltanski, Brecht. 
D1etman, Serge 111, Erebo, Sarkis, Saito, Spoerri. 
9 octobre, Syracuse : l'evenement This Is Not 
Here, exposition et performances de John 
Lennon et Yoko Ono, est organise par 
!'Everson Museum. Le catalogue et 1·exposi­
tion sont dessines et mis en scene par 
Maciunas. 
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George Maciunas 
Burglary Fluxkit 

Kit Fluxus du voleur 
1971 

Musee d'Art Contemporain de Lyon 

5 nov./5 dee., Amsterdam: Robert Filliou pre­
sente lors de son exposition Research at the 
Stede/1jk au Stedelijk Museum, l'instauration 
du Te rritoire de la Republique Geniale. 
13 nov., Naples : Premiere exposition de 
Joseph Beuys en ltalie a la Modern Art Agency 
II expose l'affiche La rivoluzione siamo noi. 
19 nov., New York : 8• Annual New York Avant­
garde Festival. 
Irvine : A lison Know les presente The Identical 
Lunch a l'U niversite de Ca lifornie. 
George Maciunas recrute de nouveaux artistes 
pour augmenter la production de ces Kits 
(boites) comme Larry Miller et Sarah Seagull. 



• 
Fevrier-aout, lrlande du Nord : Affrontements 
sanglants entre catholiques et protestants 
dans les rues de Belfast. 575 personnes sont 
tuees entre 1971 et 1972. 
5 avril 1971, France : Publication du Manifeste 
des 343. Redige par Simone de Beauvoir, ce 
manifeste est signe par des femmes connues 
affirmant s'etre faites avorter. Par cet acte de 
desobeissance civ 1le. elles reclament la liberte 
de pouvoir avorter. accordee en 1974 par la loi 
Veil. 
25 octobre : Sous pression du bloc de l'Est. la 
Republique populaire de Chine est admise a 
l'ONU. Elle obtient son siege au Conseil de 
secur1te et remplace la Republique de Chine 
(Ta·1wan) qui est evincee. 
19 decembre : Sortie de Orange mecanique (A 
Clockwork Orange) realise par Stanley Kubrick. 
Decembre : Le prix Nobel de la paix est attri­
bue a !'Allemand Willy Brandt. 

1972 

• 23 oct. /24 aout 1973, Royaume-Uni : !'exposi-
tion itinerante Fluxshoe Exhibition voyage 
dans plusieurs villes de tout le Royaume-Un i. 
Publications : 
Sh1omi : spatial poem n°3 
Mac1unas dancing aerophone, your name 
spelled with objects, mouse history. 
Mac1unas commence a produire des Name Kit 
Boxes, petites boites a compartiment dont les 
in1tiales du nom permettent de nommer la per­
sonne a qui le kit est destine. 

.... 
Printemps: Maciunas entreprend un voyage en 
Europe mediterraneenne afin de trouver une ile 
pour son projet de communaute d'artistes. 
Californie, 12 mai, Ventura : An Evening of 
Performance Pieces for Artas/a est presente 
par Knowles et PV Riper 
11 oct., Dusseldorf : Jospeh Beuys est renvoye 
de son poste de professeur de la 
Kunstakademie pour avoir occupe le secreta­
riat avec ses etudiants. 

• 

Robert Fill iou 
The frozen exhibition 

L'exposit1on figee 
1972 

Donation Vicky Remy, 
Musee d'Art Moderne, Saint-Etienne Metropole 

30 janv., lrlande du Nord : Bloody Sunday. 14 
manifestants sont tues par les autorites britan­
niques lors de la manifestation pacifique pour 
l'independance de l'lrlande du Nord qui se 
deroule a Derry. 
11 mai, Francfort : La Fraction Armee Rouge, 
plus connue sous le nom de Bande a Baader. 
organise son premier attentat a la bombe 
contre le Terrace Club, quartier general de l'ar­
mee america ine en Allemagne. 
17 juin : Debut de l'affaire d'espionnage poli­
tique du Watergate. 
5 sept., Munich : Lors des Jeux Olympiques. !'or­
ganisation palestinienne Septembre Noir prend 
en otage des athletes israeliens. La prise d'otage 
finit dans un bain de sang et fait 18 morts. 
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1973 

• 17 mars, New York : Paik joue Fluxsonata au 80 
Wooster Street. 
19/27 mai, New York : Les Fluxgames sont 
organises par Maciunas au 80 Wooster Street. 
De nombreux artistes participent a l'evene­
ment dont Ay-0, Bic1 Hendricks, Paik, Saito, 
Shiom i, Tone, Wada et Watts. 
31 dee., New York : Le Flux New Year Disguises, 
un reveillon-performance autour du theme du 
deguisement, est organise par Maciunas au 80 
Wooster Street 
Mac1unas realise le Diagram of Historical 
Development of Fluxus and Other 4 
Dimensional Aural, Optic, Olfactory, Epithelial 
and Tactile Art Forms. Cet immense diagram­
me est la derniere version - et la plus aboutie -
des genealogies de Fluxus conc;;ues par 
George Maciunas. 
Productions de Fluxboxes 
Watts : Ligth kit, pebble Atlas 
Maciunas: Shit Anthology ou Excreta Fluxorum 
G. Hendricks : Divorce Album 
Liss : Island souvenir, travel kit, kat kit 
Shiomi : Spatial poem n°4 
Le Fluxpack 3 est la troisieme et derniere boite 
anthologique des editions Fluxus. El le est pro­
duite par Giancarlo Politi, fondateur de Flash 
Art International. 

... 
27 avril , Dusseldorf : Apres avoir ete demis de 
ses fonctions de professeur a l'academie de 
Dusseldorf en octobre 1972, Joseph Beuys 
fonde /'Ecole Superieure Libre Internationale 
pour la Creativite et la Recherche 
lnterdisciplinaire. 

• 
11 sept. , Chili: Augusto Pinochet renverse par 
un putsch militaire le gouvernement socialiste 
de Salvador A llende. 
6/ 25 oet., Israel : La guerre du Kippour qui 
oppose Israel a l'Egypte et a la Syrie provoque 
la premiere crise petroliere. 
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1974 

• 

Fluxfest Presents : 72 ! Big Names ! 
1973 

Musee d'Art Contemporain de Lyon 

13 mars, Sunderland, Royaume-Uni : Un Flux 
Concert est organise et joue par Rob in Crozier 
a l'Eco le Polytechnique. 
31 dee., New York : Le reveillon Flux New Year 
Eve Colored Meal est organise par George 
Maciunas au 80 Wooster Street, des composi­
tions alimentaires surprenantes y sont expo­
sees puis mangees. 
Production d'une Fluxbox . 
Miller: Orifice plugs 
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30 janv., New York : Jean Dupuy organise 
Soup and Tart a The Kitchen. JI s'agit d'un diner 
de 300 personnes ou une quarantaine d'artistes 
sont invites a jouer des performances de moins 
de 2 minutes. 
Fevrier, Dusseldorf : Joseph Beuys et Heinrich 
Bo ll fondent l'Universite Internationale fibre pour 
la creativite et la recherche interdisc1p!inaire 
Mai, New York : Ouverture de la galerie new­
yorkaise de Rene Block au 409 West Broadway 
dans le quartier de Soho. Pour !'inauguration de 
la galerie, Joseph Beuys interprete sa celebre 
piece I Like America and America Likes Me. 
Aout, New York : Le procureur de New York 
entre en conflit avec Maciunas a propos des 
cooperatives d'artistes. Par mesure de securite. 
Maciunas installe des lames de massicot sur sa 
porte d'entree, creuse un passage secret et 
demande a des artistes des quatre coins du 
monde d'envoyer a des dates precises des 
photos de lui deguise en gorille, pour simuler un 
voyage autour du monde. 

• 2 avril , France : Deces de Georges Pompidou. 
Le 19 mai, Va lery Giscard o·estaing est elu 
President de la Republique 
26 avril , Portugal : La Revolution des ceillets 
met un terme a la dictature portugaise. 
16 mai, Allemagne : Helmut Schmit succede a 
Willy Brandt au poste de Chancelier. 

Robert Fill iou 
A World of False Fingerprints 

Un monde de fausses empreintes dig1tales 
1974 

Collection Bruno Van Lierde, Bruxelles. 
Musee d'Art Contempora1n de Lyon 

24 juil,, Grece : Chute de la dictature des colonels. 
8 aout: Richard Nixon demissionne du poste de 
President des Etats-Unis. Le republicain Gerald 
R Ford Jui succede. 

1975 

• 24 mars, New York : Le Fluxus Harpsichord 
Recital est donne au 80 Wooster St reet a !'ini­
tiative de George Maciunas. Une serie de per­
formances est jouee autour d'un clavecin en kit 
monte par Maciunas. 
21 avril, New York : George Maciunas organise 
Fluxfest Presents 72 Big Names au 80 Wooster 
Street lnvitant le public a voir 12 grands noms 
de J'art contemporain (Warhol, Beuys, Manzoni, 
Levine .. ), Maciunas p rojette sur un ecran geant 
le nom de chacun des artistes annonces. 
Production de Fluxboxes : 
Brecht : Valoche 
Maciunas · Flux Post 
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20 Fluxfilms 
1975 

JMusee d 'Art Contempora1n de Lyon 

18 fev., New York : Le procureur general lance 
des poursuites contre Maciunas afin de recou­
vm des taxes non payees au sujet des coope­
ratives. 
Juin, Paris : George Maciunas vend a Pontus 
Hulten, directeur du futur Musee National d'Art 
Moderne du Centre Pompidou !'ensemble des 
editions Fluxus qu'il a produites. 
8 nov., New York : George Maciunas est passe 
a tabac par des hommes de mains de son elec­
tricien dont ii est encore creancier. II y perd un 
reil. Un mois plus tard, ii p blie To Avoid 
Repeating the Story Endlessly, une lettre qui 
raconte sur un ton humoristique son agression 
par des "gorilles". 
New York : Jean Dupuy joue sa performance 
Self Portrait au 112 Green Street 
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• 
17 avril , Cambodge : Arrivee des Khmers rou-
ges au pouvoir. 
30 avril, Vietnam : Apres les accords de Paris 
signes entre les Etats-Unis. le Vietnam Sud et 
le Vietnam Nord en 1973, la prise de Saigon par 
le Vietnam Nord met definitivement fin a la 
guerre. 
20 nov., Espagne : La mort de Franco met fin 
au regime autoritaire installe depuis 1936. 
Chine. Retablissement de Deng Xiaoping a la 
tete de l'Etat et lancement de la politique des 
'quatre modernisations". 
Liban. L'attentat orchestre par un groupe de 
catholiques phalangistes contre un bus de 
musulmans declenche la guerre civile. 

1976 

• 
17 janv. /21 fev., Amsterdam : L'exposition 
Fluxshow est organisee par Armin 
Hundertmark, Harry Ruhe et George Maciunas 
a la galerie A 
18 avril, New York : Maciunas o rganise le 
Delayed Fluxus New Year's Eve Event: Clock 
Tower. 
Mai, New York : Pub lication du cc V Tre n°10 
intitule Fluxus Maciunas V Tre Fluxus laudatio 
scnpta Pro George. 
1/16 mai, New York : Pour la deuxieme fois des 
Fluxtours sont organises dans la ville. 
2 mai, New York : Le Laudatio Scnpta Pro 
George Maciunas Concepta Omnibus Flux/, un 
banquet en l'honneur de Maciunas, est organi­
se en secret par George Brecht et Geoffrey 
Hendricks. 
23/28 aoOt, Shiga Kogen, Japon : Un seminaire 
sur « l'humour et Fluxus » est organise avec la 
participation d'Emmett Williams et Ay-0 
3 sept. /17 oct. Berlin : L'exposition New York 
Downtown ·Soho est presentee a l'Akademie der 
Kunst par Rene Block. Elle presente les experi­
mentations sociales et artistiques du quartier de 
Soho dont Maciunas est un acteur majeur. A 
cette occasion ii realise le Fluxlabynnth. installa­
tion collective ludique que les spectateurs doi­
vent franchir avant d'entrer. Le 3 septembre est 
joue un Harpsichords Konzert. 



Takako Saito 
Flux Games 
Jeux Fluxus 

1976 
Donation Vicky Remy, 

Musee d'Art Moderne. Saint-Etienne Metropole 

Productions de Fluxboxes · 
Brecht : Universal Machine II 
Jones : Two Worms Chasing Each Other 
Mac1unas Attorney General Event. Hospital 
Event, New Flux Year 

.&. 
Janvier, New York: Kubota presente 
Duchampiana a la galerie new-yorkaise de 
Rene Block. 
21 tev., New York : Paik presente Moon is the 
oldest TV Set a la galerie Rene Block. 
Fevrier, New York : One Sunday Afternoon on 
a Revolving Stage est joue au Whitney 
Museum par Dupuy, Higgins, Knowles et 
Maciunas. 
Mars, Amsterdam : Une exposition de James 
Riddle se tient a la Galerie A. 
Avril , Amsterdam : Une exposition de Tomas 
se tient a la Galerie A. 
Juin : George Maciunas achete le domaine de 
Marlborough dans le Massachusetts. II propose 
d'en faire un centre d'art et de le diviser en plu­
sieurs proprietes mais taus ses amis refusent. 
Le loft new-yorkais de Maciunas sera recupere 

par Jean Dupuy qui y installe le Grommet 
Studio, lieu ou ii presente son travail. 

• 24 mars, Argentine : Un Coup d'Etat militaire 
renverse le gouvernement d'lsabel Peron. 
18 juin, Afrique du Sud : Les emeutes de 
Soweto eclatent au sein de la communaute 
noire. 
5 avril, Chine : Les etudiants manifestent contre 
le regime sur la place Tiananmen. Mao Zedong 
meurt le 9 septembre. 
Novembre : Le democrate Jimmy Carter est 
elu President des Etats-Unis. 

1977 

• 22/ 23 janv., New Marlborough : le Flux Food 
Atlas and Snow Event est organise par George 
Mac1unas dans sa nouvelle residence de New 
Marlborough. 
20 mars, Rome : Geoffrey Hendricks, Joe 
Jones et Takako Saito invitent Maciunas a par­
ticiper au Flux & Co., concert organise au 
Canaviello del Arte. 
9 avril, New York : sortie de 20 Fluxfilms 
Anthology Film Archives, une anthologie 
regroupant 20 films d'artistes Fluxus. 
22 et 23 juillet, Stockholm : Dick Higgins 
organise deux Fluxus Concerts au Moderna 
Museet avec la participation de Bengt af 
Klintberg. 
24 juillet, Nice : Ben organise un concert Fluxus. 
Septembre, Seattle : le Fluxus Festival de Seattle 
est le dernier festival dirige par Maciunas. 
31 oct., New Marlborough : Maciunas organise 
le Flux Halloween dans son domaine avec la 
participation de Jean Dupuy. 
28 nov., Poznan, Pologne : premier Fluxus 
Festival en Pologne organise par des artistes 
polonais a la galerie Akumulatory. 
Productions . 
Le Flux Cabinet est la derniere anthologie 
Fluxus realisee par Maciunas. Elle prend la 
forme d'une armoire composee de plusieurs 
tiroirs dont chacun celebre l'ceuvre d'un artis­
te. Le Flux Cabinet est une production unique 
contrairement aux boites anthologiques 
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Robert Fill iou 
Idiot 1c1. idiot la. ample food for stupid thought 

Idiot here, idiot there. nourriture abondante pour 
pen see stu pi de 

1977 
Donation Vicky Remy. 

Musee d'Art Moderne. Saint-Et ienne Metropole 

15/ 17 avril ,. New York : Jean Dupuy organise le 
Grommets 4 au 537 Broadway avec la partici­
pation de Geoffrey Hendricks. Knowles et 
Maciunas. 
Mai , Amsterdam : Une exposition d'Eric 
Andersen se tient a la Galerie A. 
29 juillet, Nice : Saito organise avec l'aide de 
Ben la performance Jeux publics. 
Juillet, Amsterdam : Une exposition de Paul 
Sharits se tient a la Galerie A. 
20 oct. : Mort d'Arthur K6pcke. 
18/20 nov., New York : Dupuy convie Filliou, 
Higgins. Paik et Maciunas a l'evenement Chant 
A Capella a la Judson Church. 

• 31 janv., Paris : Inauguration du Centre George 
Pompidou 
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1978 

• 25 fev., New York : Maciunas se marie avec Billie 
Hutching au Grommet Art Theater. Lors de l'e­
venement intitule Fluxwedding, Maciunas et sa 
femme s'echangent leurs vetements devant une 
foule de spectateurs. La ceremonie est suivie du 
Flux Feast of Erotic Food & Flux Cabaret, une 
serie de performances jouant avec l'erotisme. 
9 mai, Boston : George Maciunas decede a 
l'h6pital universitaire des suites d'un cancer du 
pancreas. 
13 mai, New York : Des Fluxfunerals for George 
Maciunas sont organises au 80 Wooster Street. 
Louise Bourgeois assiste a la ceremonie. 
7 juillet, Dusseldorf : Beuys et Paik rendent 
hommage a Maciunas par !'organisation d'un 
concert intitule In Memoriam to George 
Maciunas a la Staatliche Kunstakademie. 

.. 
4/ 26 fev., New York : Jean Dupuy organise A 
Tower in the Auditorium au P.S.1. George 
Maciunas y participe avec une performance. 
16 fev., New York: Jean Dupuy organise 
Waitress at Ear Inn au Ear Inn, une serie de 
« transvestisme » dans laquelle Maciunas joue 
le role d'une serveuse. 
Juin, Amsterdam : Une exposition de George 
Brecht se tient a la Galerie A. 

• 
Mai , ltalie: le chef du Parti des democrates 
chretiens et President du Conseil, Aldo Moro, est 
enleve par les Brigades Rouges II est retrouve 
mort dans le coffre d'une voiture le 9 mai. 
5/ 17 sept., Etats-Unis : Les accords de Camp David 
sont signes entre Israel et l'Egypte pour la mise en 
place d'une paix durable entre les deux pays. 

1979 

• Publication du dernier cc V Tre. le V Tre Extra 
n°ll dirige par Geoffrey Hendricks et en l'hon­
neur de Maciunas. 



... 
Avril , Amsterdam. Harry Ruhe organise !'expo­
sition Fluxus. the Most Radical and 
Experimental Art Movement of the Sixties a la 
galer ie A. 

1981-1995 

20 sept./1"' nov. 1981, Detroit : le Crankbrook 
Academy of Art Museum accueille !'exposi t ion 
Fluxus Etc. The Gilbert and Lila Silverman 
Collection, organisee par Jon Hendricks. 
19 sept./14 nov. 1982, Wiesbaden : !'exposition 
7962 Wiesbaden Fluxus 7982, est presentee par 
Rene Block au Museum Solothurn de 
Wiesbaden, pour celebrer les 20 ans de la nais­
sance de Fluxus. Elle est accompagnee d 'un 
concert. Tous les dix ans. un evenement expo­
sition/concert rappelle ainsi cet ann iversaire. 
En 1992, ii est aussi dirigee par Rene Block. 
26 mai/30 sept. 1990, Venice : !'exposition Ubi 
Fluxus !bi Matus 7990-7962 organisee par 
Achille Bonito Oliva, avec Gino di Maggio, 
Gianni Sassi, Giovanni Caradente. Ex Granai 
della Repubblica alle Zitelle (Giudecca) Dans 
le cadre du Sub-Atomic Fluxus Festival. 
9 nov. 1994/ 23 janv. 1995, Paris : !'exposition 
Hors Limites, /'art est la vie 7952-7994, organi­
see par Jean de Loisy au Musee National d 'Art 
Moderne est la premiere exposit ion francaise 
d'une institution publique qui montre Fluxus. 
7 avril 1995/ 11juin1995, Marseille: !'exposition 
L 'esprit Fluxus est presentee au Musee d'Art 
Contemporain de Marseille, premiere institu ­
tion francaise a consacrer une exposition 
entiere ace mouvement. Presentee auparavant 
au Walker Art Center de Minneapolis, elle 
cont ient en majorite des oeuvres appartenant a 
cette institution et est organisee par Elisabeth 
Armstrong. 

cc V TRE , n°ll a V TRE EXTRA 
24/ 03/ 1979 

Musee d'Art Contemporain de Lyon 
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FLUXUS CHRONOLOGY 

1952-1995 

Virgile Delmas 

• 
FLUXUS, EVENTS 
AND GROUP PRODUCTIONS 

... 
FLUXUS, ITS ARTISTIC CONTEXT 

• 
ARTISTIC, POLITICAL, 
AND SOCIAL CONTEXT 



1952 

... 
2 May, New York: David Tudor performs Water Mu­
sic by John Cage at the New School for Social Re­
search. 
29 August, Woodstock: David Tudor performs Wa­
ter Music by John Cage at the Maverick Concert Hall. 
This piece. 1n three movements, shows the pianist sit­
ting in front of the piano without playing a single 
note, for 4 minutes and 33 seconds. thus demon­
strating the value of "silence" as a musical element 
George Mac1unas meets the film director Jonas 
Mekas in New York. It's the start of long fr1endsh1p 
between the two artists of Lithuanian origin. 
North Carolina: John Cage organizes The Event at 
the Black Mountain College, where he lectures (an 
experimental university founded in 1933 which hosts 
in part icular Josef Albers as professor from 1933 to 
1946) This "event" was considered to be one of the 
first happenings, with the participation of David Tu­
dor. Merce Cunningham and Robert Rauschenberg. 

• Harold Rosenberg writes the famous article "The 
American Action Painters'' published in the review 
Art News, 51/8. December. The art critic defines Ac­
tion Painting. 

1956 

... 
December, Osaka: Jiro Yoshihara founds the group 
Gutai. whose etymology Gu "instrument" and Tai 
"body" refers to concrete and corporal art Con­
trasting in particular with abstract art. Gutai lays 
claim to a performing art. in situ. where corporality 
plays a central role. 

1958 

... 
5 Sept. / 19 Oct., Dusseldorf: Dada, Dokumente 
einer Bewegung rs the first exhibition of Dada in 
Germany since the Nazis took power rn 1933. It will 
influence many Fluxus artists, especially Wolf Vostell 
and Nam June Paik. 
Krefeld: Emmett Williams publishes Konkretionen 
his first concrete poetry work. · 
Cologne: Nam June Paik studies and works in the 
electronic music studio of Karlheinz Stockhausen. 
Darmstadt: John Cage gives courses in experi­
mental music during the summer. Park and Spoerrr 
attend them. They will be strongly influenced by this 
teaching 
Nice: Ben opens his shop Laborato1re 32 which will 

become a meeting place for the Nice School. 

• 28 April , Paris: Exposition du vide, Yves Klein. Ga-
lerie Ins Clert 
4 Oct., France: Proclamation of the 5th Republic 
Charles De Gaulle becomes its first President. 

1959 

... 
7 April , New York: After having founded the New 
York Audio Visual Group, Dick H1gg1ns and Al 
Hansen present their first musical works at the 
Kauffman Concert Hall. in company with John Cage 
and Christian Wolff. 
4 Oct. / 10 Oct., New York: Allan Kaprow presents 
18 happenings in 6 parts, one of the first happen­
ings at the Reuben Gallery 
16 Oct. I 5 Nov., New York: George Brecht exhibits 
Toward Event at the Reuben Gal lery. where he pres­
ents rn particular Dnp Music. a musical piece con­
sisting of dripping water from one container to an­
other. He uses the term "Event." which is widely 
adopted by Fluxus to characterize the execution of 
a simple action whose sound should be considered 
as a musical composition 
13 Nov., Dusseldorf: Jean Pierre Wilhelm's Gallery 
22 hosts the first Homage to John Cage by Nam 
June Paik. He overturns a piano onto the heads of 
the spectators in the front row amongst whom we 
find the contemporary composer Karlhernz Stock­
hausen. This representation marks the beginning of 
Paik's performance activity bearing the stamp of 
Dada and Cage's music 
Paris: Daniel Spoerrr meets Robert Filliou at the cafe 
La Methode, opposite the ecole Polytechnrque He 
introduces him to his friends Dieter Roth and Em­
mett Williams. 
New York: All the year: John Cage has been giving 
courses 1n experimental music at the New School 
for Social Research since 1956. In 1959 numerous 
artists attend his courses. Amongst these is Allan 
Kaprow. creator of the happening concept, but 
also future artists associated with Fluxus. including 
George Brecht. Dick Higgins. Al Hansen, Jackson 
Mac Low and also Toshi lch1yanagi. 
Cologne: Wolf Vostell writes Oe-colVage for Millions 
of Spectators. his f irst part of a happening which 
will never be performed. 

• 1st January: The commencement of the Common 
Market. and the creation of the EEC 
15/ 18 Sept. : Nikita Krouchtchev becomes the first 
Soviet leader to undertake an official visit to the 
United States. 
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1960 

• 18 Dec., 1960/30 June 1961, New York: A series of 
concerts is organized by La Monte Young at 772 
Chambers Street. the loft of Yoko Ono. George 
Maciunas attends. and meets severa l artists. who he 
invites to his gallery. 
Autumn, New York: George Maciunas associates 
with A lmus Salcius to create a gallery the A/G 
Gallery opens at 925 Madison Avenue in the au­
tumn. The first "pre-Fluxus" concerts are held 1n De­
cember. 

A 
14 March, New York: the Concert of New Music is 
organized at the Living Theater with Kaprow. 
Brecht. Cage, Rauschenberg, Maxfield, Johnson. 
Hansen. Mc Dowell. 
June, Cologne: Nam June Pa ik presents Study for 
Pianoforte 1n the studio of Mary Bauermeister be­
fore Karlheinz Stockhausen. David Tudor and John 
Cage. whose tie he cuts in two. 
1st August, New York: The Living Theater interprets 
the play The Marrying Maiden by Jackson Mac Low. 
September, France: Robert Filliou composes his 
first work L'immortelle mort du monde. Ded icated 
to Daniel Spoerri. th is piece is created while it is be­
ing played 
All the year, New York: Richard Maxfield gives 
courses in experimental music at the New School 
for Social Research. Here George Maciunas meets 
La Monte Young who introduces him to the New 
York avant-garde circle. 

• 19 April, Paris: Alain Jouffroy and Jean-Jacques 
Lebel organise an Anti-process demonstration and 
an exhibition at the Ouatre Saisons gallery. This in­
ternational traveling exhibition (Venice and Milan) 
brings together some sixty artists who are op­
posed to the war in Algeria. and the torture which 
is being carried out there. 
17 May: Mani festo of the International Situationniste. 
published in the review no. 4 of the Internationale 
Situationniste (not signed). Reprinted in the German 
review Spur no. 1, signed by Guy Debord, Asger 
Jorn. Constant. Maurice Wyckaert, Giuseppe P1not­
Gallizio and the group Spur. 
6 Sept., France: The declaration of the right to re­
bellion in the Algerian War, better known under the 
name of the Manifesto of the 727, 1s published 1n the 
magazine Verite-Liberte. Amongst the intellectuals 
and artists who signed we find J.P. Sartre. S De 
Beauvoir. F. Sagan. A. Resnais and also F. Truffaut. 
27 Oct. , Paris: Pierre Restany draws up the Consti­
tutive Declaration of the New Realism. It is signed 
by Yves Klein. Arman. Francois Dufrene. Raymond 
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Hains. Martial Raysse. Daniel Spoerri. Jean Tinguely 
and Jacques Villegle 
8 Nov.: John F. Kennedy is elected President of the 
United States. 
France I Algeria: While the former French colonies 
which so desired gain their independence. the 
"week of barricades" in Alg iers demonstrates the 
rad icali zation of opinion amongst the pied noirs in 
reaction to the transfer of General Massu back to 
the Metropole. 

1961 

• 14 March/30 July, New York: George Maciunas or-
ganizes a series of concerts. and musical. acoustic 
and poetry performances at the A/G Gallery. in­
cluding those of Dick Higgins. Walter De Maria. Tr­
isha Brown. Toshi lchiyanagi and Jackson Maclow. 
On the inv itat ion card for the Musica Antiqua & 
Nova evening of 25 April it is written "Entry fee 3 
dollars in support of the Fluxus publication." This is 
the fi rst time that the word Fluxus appears. in­
tended originally for a future publication on the "flux 
of artistic creation," which in fact never materialized. 
December: George Maciunas produces Space Pro­
jected in Time Graphic Music/Time Projected in 
Space Music Theater. the first diagram t racing the 
origins of Fluxus. 

A 
January, Copenhagen: Daniel Spoerri introduces 
Robert Filliou to Arthur (Addi) Kopcke. 
June, Copenhagen First solo exhibition by Robert 
Filliou at the Arthur Kopcke Gallery. 
October, New York: The exhibition. The Art of As­
semblage. is organized at the MoMA. tracing the 
techniques of assemblage from Cubism up to the 
1960s. The works of George Brecht and Robert 
Rauschenberg are exhibited alongside those of the 
Cubists. 
November, New York: The A/G Gallery is sub­
merged by debts. Hounded by bailiffs. George 
Maciunas leaves the United States for Wiesbaden 
in Germany. where he works as a graphic artist for 
the US Air-Force. There he meets the American Em­
met Williams. a poet and chief editor of the Stars 
& Stripes. an American Army review. 
December, New York: 
Henri Flynt writes hi s essay on conceptual art. He 
is the first artist to employ this term which he de­
fines as "art whose material is the concept." This 
text will be published in 1963 in the An Anthology 
by La Monte Young. 
New York: John Cage publishes his most famous 
work, entitled Silence. 
Cologne: Nam June Paik meets Wolf Vostell at the 
studio of Mary Bauermeister. 



Dusseldorf: Joseph Beuys becomes Professor of 
Monumental Sculpture at the Kunstakademie. 

• 17 and 18 April : The American landing 1n the Bay of 
Pigs 1n Cuba 1s a failure. 
21 April, France I Algeria: Unhappy at being "aban­
doned" by the Metropole, the Generals Challe, 
Jouhaud, Salan and Zeller organize a military coup 
in Algeria 
May, Paris: Inauguration of the J Gallery with the ex­
hibition 40° below Dada organized by Pierre 
Restany 
Nights of 12 and 13 August, Berlin: After the bilat­
eral refusal to go back on the treaty separating East 
and West Berlin. the East German Republic begins 
the construction of the Berlin Wall. 
New York: Robert Morris produces Card File, con­
sidered as being one of the founding works of con­
ceptual art. 
J.F. Kennedy decides to send 15.000 American 
troops to Vietnam to support the anti-communist 
Government. 
Amsterdam: The exhibition Moving Movement 1s or­
ganized by Willem Sandberg, Pontus Hulten, Daniel 
Spoem and Jean Tinguely at the Stedelijk Museum. 
It then transfers to the Moderna Museet 1n Stockholm. 

1962 

• March, Germany: George Maciunas composes his 
best known score, In Memonam to Adriano Olivetti. 
The performers follow a score on a roll which indi­
cates the action they have to do. such as opening 
or closing an umbrella. 
21 May, Germany: The beginning of the production 
of the Fluxusnewsletter, which George Maciunas 
sends to everyone in his artistic network. 
9 June, Wuppertal : George Mac1unas. with the help 
of Nam June Paik. participates in the soiree Apres 
John Cage, organized by Rolf Jahrl1ng during the 
Klemes Somerfest of the Parnass Gallery in Wup­
pertal. He presents his first protest text Neo Dada 
in Music. Theater, Poetry, Art which 1s read in Ger­
man by Arthus C. Caspari. before distributing the 
brochures introducing the future Fluxus review. 
16 June, Dusseldorf: The concert Neo Dada in der 
Mus1k organized by Nam June Paik at the Kam­
merspiele 1s a success. This concert encourages 
George Maciunas to organize a festival bringing 
together works of American and European artists 
working on the same research themes. 
1" Sept. / 23 Sept., Wiesbaden: The Fluxus Inter­
nationale Festspiele Neuester Musik is the first fes­
tival bearing the name of Fluxus. Organized by G. 
Mac1unas. Nam June Paik and Wolf Vostell. 14 con­
certs are held over a period of 4 weeks. American 

artists such as Dick Higgins and Alison Knowles mix 
with artists working in Europe. This festival marks 
the beginning of a long series of Fluxus festivals or­
ganized by George Maciunas throughout Europe . 
23 Oct. / 8 Nov., London: The Festival of Misfits 1s 
organized in the Gallery One of Viktor Muskgrave. 
A Fluxus concert at the London Institute of Con­
temporary Art takes place on 24th October 1962. 
Here Ben and Robert Filliou meet George Maciu ­
nas. 
23/ 28 Nov., Copenhagen: The Festum Fluxorum of 
Copenhagen takes place at the Nicolaj Kirke 
(Church of Saint Nicolas). Six concerts are organ­
ized. Eric Andersen joins the artist 's group 
3/ 8 Dec ., Pari s: The Festum Fluxorum. Poesie. 
musique et ant1-musique evenement1elle et con­
crete of Pans is organized at the American Center. 
7 concerts are held in a concert ha ll which is prac­
tically empty. The co-organizer Jean-Clarence Lam­
bert, member of the Domaine Poetique. forgets to 
distribute the posters and leaflets sent by George 
Maciunas. This festival is the first financial failure of 
the Fluxus movement. 

... 
May, Germany: During a trip to Cologne. George 
Mac1unas asks Nam June Paik and Wolf Vostell to 
participate in a publication Fluxus. Thanks to Nam 
June Paik, Maciunas meets Mary Bauermeister, Ben 
Patterson. Karlheinz Stockhausen and Jean Pierre 
Wilhelm. At the same period, Joseph Beuys enters 
into contact with Nam June Paik. 
3 July, Paris: The Galerie legitime of Filliou organ­
izes a demonstration of Ben Patterson in the streets 
of the capital. Mac1unas produces the graphics for 
the invitation card 
5 Oct ., Amsterdam: The concert. Parallele Auf­
fOhrungen Neuster Mus1k, is organized at the Monet 
Gallery for the inauguration of the exhibition De­
coll/age by Wolf Vostell. Higgins, Knowles. De Rid­
der. Schmit and Paik participate. 
Germany: Wolf Vostell publishes the first number of 
his review De-coll/age, revue aktuallen ldeen. 7 
numbers are published between 1962 and 1969. 
The review would have been the European com­
petitor of Flexus. if it had seen the light of day. 
Paris: Robert Filliou writes L ·autrisme as an "action 
manifesto" and creates the Galerie legit/me, a trav­
elling gallery which he keeps in his cap. He produces 
the performance "13 Ways of Using Emmet William's 
Skull" at the Cafe de la Choppe. Photographs of this 
event are published in 1963 by Maciunas in Fluxus 
Preview Review. 
Nice: Ben films his first street actions and exhibits 
his tableaux retournes. 
Prague: Mi lan Knizak produces his first artistic cre­
ations, Action Protest. In particular he produces a 
shop in town 1n front of the windows of the Presi­
dent of the Republic of Czechoslovakia. 
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• 4/ 6 June, Vienna: Otto Muehl. Adolf Frohner and 
Hermann Nitsch produce the action Die Blutorgel. 
and found "Viennese Actionism." They shut them­
selves up for three days in the cellar of Otto Muehl 
to produce works to protest against the conser­
vatism of contemporary art. The works are exhib­
ited when they come out. accompanied by a speech 
from the psychoanalyst Dorvak. 
18 March, France: The signature of the Evian agree­
ments paves the way for the independence of Algeria. 
10 July United States: The Governor of Mississippi 
refuses to admit James Meredith. a black student. 
to the University of Oxford. despite a ruling by the 
Supreme Court. This incident provokes violent con­
frontations between the WASPs and the black com­
munity 
11 Oct ., Italy: The 2"0 Vatica n Council. marking a cer­
tain opening up of the Catholic Church towards the 
modern world 
16/ 28 Oct.: Nikita Krouchtchev decides to send 
nuclear missiles to Cuba. The Kennedy administra­
tion summons the Soviets to back down. The "Mis­
sile crisis" casts the threat of nuclear war. 
New York: The International Exhibition of the New 
Realistic at the Sidney Janis Gallery, confronted 
the works of the New Realists with those of the fu­
ture artists of American Pop Art, such as Andy 
Warhol and Roy Lichtenstein . 
U.R.5.5: Constitution of the artist group Dv1jenie 
"movement" founded by L.Nusberg. This move­
ment is interested in action in art. and encounters 
many difficult ies with the administra t ive authorities. 

1963 

• 2 and 3 Feb., Di.isseldorf: The Festum Fluxorum of 
Dusseldorf is organized by Maciunas. thanks to the 
help of Joseph Beuys, at the Staatliche Kun­
stakademie. A professor at the academy, Beuys 
plays one of his first performances. the Siberian 
Symphony. During the festival Maciunas publ ishes 
the manifesto Purge, Promotion, Fusion in which he 
cites the different dictionary definitions of the word 
Fluxu s. adding his own vision of the artistic world. 
1"/ 3 March, Stockholm: A concert called Fluxus, 
Happening, Danger Music is organized by Dick Hig­
gins and Alison Knowles at the Allenteatern. Maci­
unas expresses his disagreement with the use of the 
term Fluxus for such a concert of more personal 
performances. 
28 March, Oslo: Dick Higgins and Alison Knowles 
present a Fluxus concert at the Studentekroa. 
23 April , Copenhagen: Eric Andersen organizes a 
concert of new music entitled Concerto at the 
Royal Danish Music Conservatory. 
1/31 May, New York: George Brecht and Robert 

208 

Watts. both living in the States, but whose works 
are large ly played in Europe. organize the Yam Fes­
tival at the Smolin Gallery, a counter-point to the 
European Fluxus festivals. 
6 June, Copenhagen: the Fluxus Festival is organ­
ized by Eric Andersen and Arthur Kbpcke at t he 
Tone Kunstner Sleskab. Henning Christiansen, who 
participates as a performer at these concerts. 
moves closer to the movement. 
23/ 28 June, Amsterdam: George Mac1unas co-or­
ganizes the Fluxus Festival at the Hypokriterion 
with Willem De Ridder. owner of the Amstel 47 
Gallery. 
25 July / 3 August, Nice: The Festival Fluxus of To­
tal Art and Behaviour is organized by Ben. George 
Maciunas is invited to "perform" alongside artists 
from Nice, such as Robert Bozzi and Robert Erebo. 
The administration of the Nouveau Casino Theatre 
refuses to host the performance, which is then held 
1n the street 1n front of the Hotel Scribe and on the 
terrace of the Provence bar. These are the first 
street performances of Fluxus. 
27/ 30 Sept ., Copenhagen: Eric Andersen and 
Arthur Kopcke organize a Fluxus concert at the 
Nicolaj Kirke. 
9 Oct., Paris: The soiree Poesie et Cetera Ameri­
caine is organized by the Paris Museum of Modern 
Art during the Paris Biennial, and broadcast on the 
radio by R.T.F. Emmett Williams directs a Fluxus 
conce rt with Robert Fill1ou and Daniel Spoerri. 
18 December, Amsterdam: Willem De Ridder or­
ganizes a Flux-concert at the Kleine Komedie with 
T Schmit and E. Will iams. 
Publications: 
George Maciunas publishes Fluxus Preview Review 
and Ekstra Bladet. two rolls designed as advertis­
ing media for the publication of the review These 
publications refer to the festivals that had taken 
place in Europe, and present certain "events" by as­
sociated artists, along with the promotion of a 
magazine which in fact will never be produced. 
He publishes in the same year the only two Fluxus 
art editions; L'optique moderne, collection de 
Lunettes presentees par Daniel Spoerri avec, en 
regard. d'inutiles notules par Francois Dufrene. pro­
duced while Mac iunas was still in Wiesbaden. and 
a collection of compositions by La Monte Young en­
titled LY 7967 (compositions 7967). 
La Monte Young and Jackson Mac Low publish An 
Anthology The layout is designed by Maciunas and 
brings together texts on the works of numerous 
artists associated with Fluxus, and who had in par­
ticular taken part in the concerts at 772 Chambers 
Street in 1g60. Considered as a genuine book of 
contemporary art. through its aesthetic qualities 
and content. it introduces for the first time, a re­
flection on the term of conceptual art. 
Production of the first Fluxbox: Water Yam by 
George Brecht. 



.... 
11/20 March, Wuppertal : Nam June Paik presents 
Exposition of Music Electronic Television at the Par­
nass Gallery. It is his first solo exhibition on the 
theme of art video, of which he is the precursor. 
6 April , Germany: Maciunas sends the Fluxus News 
Policy Letter no 6 to artists staying in the States. He 
proposes to organize artistic terrorist acts in New 
York as propaganda for Fluxus. The artists con­
cerned do not support these actions and they are 
never carr ied out 
May, Tokyo: Creat ion of a group of performance 
artists. Hi Red Center, by Akasegawa, Nakanishi 
and Takamatsu. The group is largely integrated into 
Fluxus. notably by Maciunas, who reproduces their 
performances. 
August , New York: At the Pocket Theater, John 
Cage, assisted by 12 other pianists. plays Vexations, 
for the first time; a musical composition w ritten by 
Eric Satie at the end of the 19'" century For 18 
hours and 40 minutes the performers play on the 
piano the repetition of a loop, give or take one or 
two modulations. 
20 August/4 Sept., New York: The first New York 
Avant-garde Festival is o rganized by Charlotte 
Moorman at the Judson Hall. 
14 Sept., Wuppertal : Wolf Vostell presents 9 non­
de-coll/ages at the Parnass Gallery. 
October: The contract of George Maciunas is not 
renewed by the US Air Force. and he returns to the 
United States. 
France: Robert Filliou designs the travelling Poipoi­
drome. in association with Joachim Pfeufer; an 
ideal place where "a functional relationship be­
tween reflection. action and communicat ion" can be 
established. The title comes from a rite practiced in 
the Dogon culture, whereby "Po'I Pof' 1s the reply to 
requests of well-being and greetings. 
Paris: Daniel Spoerri transforms the Galerie J into 
a restaurant for his exhibition 723 kitchen utensils. 
New York: George Brecht publishes his one page 
journal, entitled V Tre. The publication will be taken 
up again a year later with Maciunas. becoming the 
editorial showcase of Fluxus. 
La Monte Young founds the musical group Dream 
Syndicate, and The Theater of Eternal Music. with his 
wife, John Cale and Tony Conrad. 

• 28 June, Vienna: The Viennese actionists organize 
the Fest des Psychophysischen Naturalismus (fes­
tival of psycho-physic naturalism) The event is 
stopped by the police. 
28 August, Washington: The march on Washington 
for work and freedom concludes with a famous 
speech by Martin Luther King. 
10 Oct., Germany: Ludwig Herhard succeeds Kon­
rad Adenauer as Chancellor. 
11 Oct., Dusseldorf: Gerhard Richter and Konrad 

Lueg produce Leben mlt Pop (live with Pop Art. a 
demonstration for capitalist realism) at the Mobel­
haus Berges The two arti sts exhibit in a "petit­
bourgeois" salon where the furniture is placed on 
pedestals 
22 Nov., Dallas: The American President, J.F. 
Kennedy is assassinated. The democrat Lyndon 
B.Johnson completes the presidential term. 
New York: Andy Warho l directs his first films Sleep, 
Eat and Kiss. 

1964 

• January, New York: Publication of the 1st issue of cc 
V TRE. the principal tool of diffusion of Fluxus ac­
tivities and productions. in the form of a 4 page 
1ournal. 
February, New York: 2n° issue of cc V Tre 
February, New York: Production of Fluxboxes: 
Shiomi: Endlessbox 
Watts: Events 
Ben: Mystery Box 
Ay-0: Tactile & Finger Box 
Knowles: Bean Rolls 
Brecht: prototype Games 
March. New York: 3rd issue of CC V Tre. cc Valise 
eTRanglE 
March. New York: Production of Fluxboxes: 
Brecht: Flags 
Knowles: Clothing 
Saito: Musical Chairs 
Ben: Dirty Watec Holes 
Watts: Rocks 
And The Fi rst Fluxfood: 
Brecht: Bread 
Watts: Fire Alarm Cake. Egg Making Kit 
27 March, Nice: The concert Quelque chose Flux Art 
total is organized by Ben at the Artistique. 
29 March, Tokyo: A Fluxus Concert is organized and 
played by Nam June Paik and La Monte Young. 
11 April/23 May, New York: 12 Fluxus Concerts are 
organized by Maciunas at the Fluxhall/Fluxshop at 
359 Canal Street. One of the first Fluxus films is 
shown, Zen for film. by Nam June Paik. 
25/ 29 May, Paris: 1st Festival of Free Expression or­
ganized by Jean Jacques Lebel at the American 
Center. On 28th May, during the festival, Ben or­
ganizes a Fluxus concert 
June, New York: 4'h issue of cc V Tre. cc fiVe ThReE 
27 June, New York: Maciunas organizes the Fluxus 
Symphony Orchestra at the Carnegie Recital Hall. 
Recreati ng the form of a symphony orchestra. the 
Fluxus group makes fun of classical music through 
contemporary performances. 
6 July, London: Fluxus, a Little Festival of New Mu­
sic at London's Goldsmith's College, J Cale. 
20 July, Aix-La-Chapelle: Actions, Agit-Pop, De-
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Coll/age happenings, Event, IAutrisme, Art Total, Re­
Fluxus is organized by V Abolins and T. Schmit with 
the participation of Joseph Beuys at the Ecole 
Polytechnique for the 20th anniversary of the 
failed assassinat ion attempt on Hitler. The event is 
marked by many disturbances. 
29 August / 6 Sept ,, Copenhagen: E. Andersen, A. 
Kopcke and H. Christiansen organize the Nye Kon­
cert Fenomener, Happening, Action Music. They 
carry on the tradition of Fluxus concerts, even if the 
exact term doesn't appear. 
18 Sept ,/3 Nov,, New York: Th e 1st Perpetual 
Fluxfest 1s organized at the Washington Square 
Gallery. Numerous activities and performances are 
organized, 1nclud1ng Fluxsports and events by Ay­
o and Sh iomi. 
31 October, Nice: Ben organizes Seven Days of Re­
search. 7 Fluxus concerts are played at the Buffet 
de la Gare, with the part icipation of Robert Watts. 
13 Nov., Scheveningen: Flux Festival with Andersen, 
De Ridder and Schippers 
23 Nov,, Rotterdam: FluxFestival at the De Lantaren 
with Andersen, Kopcke, Ben, De Ridder ... 
New York: Fluxyearbox 7 (or Fluxus 7) is the first an­
thology box produced by Maciunas. It brings to­
gether numerous scores and works by artists from 
the Fluxus group. 

... 
19 April , New York: W. Vostel l organi zes the hap­
pening Decollage you with the participation of Al 
Hansen. 
June, New York: Nam June Pa ik arrives in New 
York. He meets Charlotte Moorman. This marks the 
start of a long collaboration between the two artists. 
8 Sept. , New York: George Maciunas and Henry 
Flynt create Action against Imperialism Culture 
(AA!C) to protest against western imperialist cul­
ture. Their vehemence targets 1n particular Karlheinz 
Stockhausen, the German New Music composer, 
who had disapproved of Afro-American origin mu­
sic during a conference and Jazz in particular. Char­
lotte Moorman program mes a piece by Stock­
hausen, the Ongmale, for the 2'0 New York Avant 
Garde Festival. George Maciunas is opposed to this 
and threatens any artist who participates, with ex­
commu nication from the Fluxus group. He organ­
izes with Ben and Ay-0 a strike picket 1n front of the 
Judson Hall where the fes t ival is being held. They 
distribute a prospectus entitled Fight Musical Dec­
oration of Fascism. Nevertheless Dick Higgins, Nam 
June Paik, Jackson Mac Low and Joe Jones par­
ticipate at the representation , directed by Allan 
Kaprow. Th is event marks the fi rst irreversible split 
in the group, also known as the Fluxschisme. 
16 Sept ,, Berlin: The exhibition Neodada, Pop, 
Decollage, Kapitalischer Realismus is presented for 
the inauguration of the Rene Block Ga llery. The 
Gal lery wi ll hold several exhibitions of Fluxus artists. 
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22 Sept,/10 Oct,, New York: Rainbow Environment 
no. 7 by AY-0, is played by the artist at the Smolin 
Gallery in New York. 
10 Oct,, Tokyo: Roof Event is produced by the HI 
Red Center on the roof of the lkenobo building. 
Nov. 1965, New York: Dick Higgins o rganizes the 
Monday Night Letters at the Go Go Cafe. 
11 Nov,, Dusseldorf: Joseph Beuys performs The Si­
lence of Marcel Duchamp Is Over-Estimated at the 
Dusseldorf TV studios. The piece criticizes the 
Duchamp v ision of "non-art" or the non-implication 
of artists in their work. 
19 and 21 Nov,, Spain: Creation of the group Zaj, by 
Hidalgo and Marchetti. An artistic group very close 
to Fluxus. they evolve in a very difficu lt political con­
text. that of Franco's autho ritarian regime. They 
are joined by Esther Ferrer in 1966. On the 19th No­
vember in Madrid they organize the performance 
Trans/ado a Pie de Tres Objetos Then on the 21st, 
the Concerto de Teatro Musical, avenue de Seneca. 
25 Nov,/10 Dec ,, Amsterdam: Exhibition 9 direc­
tions in art and performances by Ben at the Ams­
tel 47 Gallery 
1st Dec,, Berlin: Joseph Beuys plays Der Chief at the 
Berlin gallery of Rene Block. 
Amsterdam: Willem De Ridder founds the Euro ­
pean Mail-Order Warehouse, the first European 
Fluxshop. 
Prague: Milan Knizak sets up the Aktual programme 
and manifesto, signed by certain Czechoslovakian 
artists such as Mach, Trtiles and Wittman . The man­
ifesto talks of the li nk between life and art, ques­
tioning the role of the artist in society. The Aktual 
group will be involved in several artistic and some­
times political demonstrations in the streets of 
Prague, right up to 1968, when Knizak leaves for the 
United States. 
New York: Dick Higgins founds the publishing 
house Something Else Press. Emmett Williams will 
be Ed itor in Chief from 1966 to 1973. 
Tokyo: Human Box Event is organized by the Hi Red 
Center at the Imperial Hotel. 

• 28 Jan,, New York: Andy Warhol inaugurates The 
Factory, a multi-disciplinary place of c reation of the 
Pop artistic culture. 
14 Oct ,, USSR: Nikita Krouchtchev is relieved of 
his functions and replaced as Head of State by 
Leonid Breinev. 
14 Oct ,, United States: Martin Luther King receives 
the Nobel Peace Prize. 
3 Nov.: The Democrat Lyndon B. Johnson is elected 
President of t he United States with a large major­
ity 
France: The Nobel Prize for Literature is awarded to 
Jean Paul Sartre, who refuses it. 
Venice: Robert Rauschenberg wins the Grand Prix 
at the 32nd Contemporary Art Biennial. This event 



marks the beginning of the dominant pos1t1on of 
the United States in contemporary art movements. 

1965 

• March, New York: Publication of issue no. 5 of cc V 
Tre. cc Vacuum TRapEzo1d. Production of Fluxkit. 
Production of the first 12 Fluxf1lms. 
17/ 25 May, Paris: The second Festival of Free Ex­
pression organized by J JLebel. invites Paik, Moor­
man and Ben. A concert is organized on the 22nd 
May 
14 June, Berlin: A Flux-Concert is organized at the 
Block Gallery with B. Brock. Cage, Chiari, Corner, 
Higgins. lch1yanag1, Mac Low, Ono. Paik, Rot. Tenney, 
Vostell, and Williams. 
New York, July: Publication of issue no. 6 of cc V 
Tre, cc Vaudeville TouRnamEnt. 
5 Sept./ 19 Dec ., New York: The Perpetual Fluxfest 
is organized at the New Cinematheque. 85 E. 4th 
Street. Presentation of Fluxfilms (5 and 19 Sept.) 
and invitation of Hi Red Center. 25 Sept.: Flux­
orchestra Concert at the Carnegie Recital Hall. 
2 Dec., Los Angeles: The International Steam Spring 
Vegetables Pie. Fluxus Festival 1s organized by 
Joseph Byrd for the New Music Workshop and the 
Graduate Student Association, University of Cali­
fornia. Los Angeles. New students become inter­
ested in Fluxus. The festival 1s one of the first on the 
West Coast. 
In Fluxshop/Fluxorchestra, a prospectus published 
by Fluxus publ1cat1ons. we find for the first time the 
manifesto of Mac1unas Fluxmanifesto on Fluxam­
usement. 
George Maciunas publishes the Conditions for Play­
ing Compositions. Films and Magnetic Tapes Pub­
lished by Fluxus. The publication is mis-interpreted 
and contributes to Mac1unas's isolation. 

• 8 Jan., New York: The concert Electronic TV, Color 
TV Expenments, 3 Robots. 2 Zen Boxes is pre­
sented by Paik and Moorman at the New School for 
Social Research. 
March, New York: Daniel Spoerri produces his trap 
paintings, Room 637, Chelsea Hotel. and exhibits 
them at the Green Gallery. 
10 April , New York: Chapter 1 of The Book of the 
Tumbler of Fire by Brecht is published and exhib­
ited at the Madison Gallery. 
17 April , New York: Dick Higgins displays his work, 
The Tart. at the Sunnyside Garden Ballroom and 
Wrestling Arena. 
14 and lS May, Berlin: The concert, Robot Opera. by 
Paik and Moorman is performed at the Rene Block 
Gallery. 
5 et 6 June, Wuppertal : 24 hours. a series of per-

formances which takes place at the Parnass Gallery. 
with Beuys, Paik. Moorman. Schmit. and Vostell. 
27 June, New York: Yoko Ono presents the per­
formance Bag Piece at the Fllmmaker's Cinemath­
eque. 
25 August/ 11 Sept., New York: The 3rd New York 
Avant-garde Festwal, still organized by Charlotte 
Moorman. ded icates its programming to numerous 
Fluxus artists. Following the incidents of the previ­
ous year. which provoked the Fluxsch1sme, George 
Mac1unas refuses to participate from now on. 
30 August/ 1st Sept. , New York: The First World 
Congress: Happening is organized by Octopus All­
stars and Al Hansen at 591 Commercial Street. Eric 
Andersen participates. 
September, Villefranche-sur-mer: Robert Filliou 
and George Brecht. who had met in Rome two 
months previously, open La Ced1lle qui sount. a 
space designed to be an international centre for 
permanent creation. like a "non-boutique." where art 
and life mix closely together; where "one invented 
and dis - invented ob1ects" Most of the time La 
cedille is closed, with the notice on the door. "we are 
at the Cafe du Midi. with Gisele and Raymonde" 

5 Nov., London: Dick H1gg1ns organizes at the Lon­
don I.CA. Something Else. a concert of New Music 
and Event. 
7 Nov., Prague: Milan Knizak plays Soldier Game 
Prague. A Czech Artist. he approaches Kaprow and 
Maciunas. and becomes the Fluxus relay for East­
ern Europe. 
27 Nov. / 15 Dec., Madrid: The Festival Zaj I is or­
ganized by the eponymous group at the University 
of Madrid. Wolf Vostell part1c1pates. 
Nice: Ben opens his gallery 1n his shop, Ben doute 
de tout. Several American Fluxus artists are exhib­
ited. 
First series of concerts for Paik and Moorman in Eu­
rope . 

• lst/ 29 Oct., Paris: the exh1bit1on Narative Figuration 
in Contemporary Art is organized by Gerald Gas­
siot-Ta llabot at the Creuze Gallery. 
19 Dec., France: the re-election of Charles De Gaulle 
as President of the Republic. 
Joseph Kosuth produces his work, One and 3 
Chairs. considered as one of the first conceptual 
works. He becomes the leader of the conceptual art 
movement with his slogan "Art as idea as idea." 
United States: The artists who are opposed to the 
Vietnam War are becoming more and more nu­
merous. The New York Times publishes "End Your 
Silence." written by the group. Artists and Writers 
Protest against the War in Vietnam 
The Federal Government is forced to send inspec­
tors to the Southern States to make black Ameri­
cans sign up on the electoral roll. 
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1966 

• February, New York: Publicaton of issue no. 7 of the 
review cc V Tre. cc 3 newspaper event for The 
pRicEof I$. 
25/ 28 April , Paris: The 3rd Festival of Free Ex­
pression hosts Paik, Ben and Patterson. The 28th 
April. a Flux concert is performed. 
5/ 7 April , Prague: Andersen, Kbpcke and Schmit 
organize Advanced Art, Akce. Novy Realismus, Hap­
penings, Event at the Statni Divadelni Studio. It is 
one of the fi rst concerts linked to Fluxus in Eastern 
Europe. 
May, New York: Publication of issue no. 8 of the re­
view cc V Tre, cc Vaseline street. 
May, New York: New series of Fluxboxes: 
Andersen 50 Opera 
Brecht: playing cards 
Moore: Venetian Blind 
Kubota: medicines 
Hi Red Center: bundle of events 
Spoerri: table tops 
Sh1omi: spatial poems 2 
Watts: clothing, light switch 
Riddle: minds event 
11 June, New York: The "event " Street Cleaning by 
Hi Red Center is produced on the Grand Army 
Plazza by Bici and Geoffrey Hend ri cks, Lauffer, 
Watts. Maciunas and the Moore couple. 
Summer, Vilnius: Vytaulas Landsberg and his stu­
dents organize the first festival carrying the name 
Fluxus in Eastern Europe, at the Vilniaus Peda ­
goginis lnstitutas. 
Autumn, New York: George Maciunas divides the 
world into various Fluxus zones. Ken Friedman is re­
sponsible for the West Zone, Ben for t he South 
Zone, Per Ki rkeby fo r the North Zone. and Milan 
Knizak fo r the East Zone. 
13 and 17 Oct., Prague: Knizak organizes a Festival 
Fluxus with Berner. Higgins. Knowles. Serge Ill and 
Ben. Serge Ill is arrested and imprisoned fo r having 
given his passport to a Czech soldier who was try­
ing to escape He will be freed 14 months later in ex­
change for a Czech spy 
22 and 24 Nov., California: Ken Friedman organizes 
Happening (2) at t he La Mesa with Fluxus West 
The Fluxus Year Box 2 is produced by Fluxus pub­
lications. The box contai ns several kits produced by 
Maciunas following artist's p ropositions. In partic­
ular it conta ins numerous Fluxfilms and a small 
hand-held viewer. 
Maciunas produces his poster USA Surpasses All 
Nazi Genocide Records. Very critical of American im­
perialism, Maciunas takes the American flag and re­
places t he stars with skulls and the stripes by statis­
tics on genocides, where the USA come out on top 
Publication by Maciunas of the diagram Fluxus (Its 
Historical Development and Relationsh ip to Avant-
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garde Movements), and the Fluxus Manifesto 
Publication by Maciunas of Fluxfest Sale, compris­
ing scores by artists and the Fluxus Object Prize . 

... 
10 March, New York: Wolf Vostell organizes Subway 
Events. 
13 March, Philadelphia: The Avant-garde Music 
Times Auditorium is organized with the participa­
tion of Moorman, Paik and Vostell. 
17/ 20 March, New York: C. Schneemann presents 
Water Ught. Water Needles at St Mark's Church. 
29 May, Madrid: the Festival Za; 2 is organized by 
the eponymous g roup at the Universi ty of Madrid. 
16/ 18 June, Paris: Exhibition Personne et Ben n'ex­
pose pas at the Galerie J. On the invitation ca rd it 
is written: " ... the curtain wi ll go up at 2lh30 precisely, 
and wi ll go down at 2lh30 precisely Absolutely 
no -one will be allowed to attend the presentation." 
3 August, New York: Dick Higgins w rites the article, 
Statement on lntermedia, in w hich he describes 
the emergence of new artistic media which he 
groups under the name "intermedia." Published ini ­
tially in De-coll/age no. 6. and then by Something 
Else Press, in July 1967. 
9 Sept., New York: 4th New York Festival of Avant­
garde. 
9/11 Sept., London: Gustav Metzger organizes the 
event Destruction in Art Symposium (Dias), based on 
an apocalyptic d iagnosis of western culture and pol ­
itics. Notable participants are the Viennese actionists. 
but also Flanagan, Lebel, Toche and also Ono. 
4 and 5 Oct., Berlin : A concert by the Spanish 
group Zaj is o rgan ized at the Rene Block Gallery. It 
is followed the next day by a Fluxus concert. 
14 and 15 Oct. , Berlin: Beuys presents Eurasientstab 
(Fluxus organum) at the Rene Block Gal lery 
12 Nov., Madrid: Higgins and Knowles participate in 
the concert. Events and New Music, organized by 
Zaj at the Salon de actos de la Escuela Tecnica Su­
pe rior de Arquitectu ra 
30 Nov./30 Jan. 1967, Paris: The first French exhi­
bition on Dada is held at the National Museum of 
Modern Art. to ce lebrate the 50 yea rs of the move­
ment. 
7 and 8 Dec., Barcelona: Festival Zaj 3. 
15 Dec./31 Jan. 1966, Paris: Exhibit ion of La cedil/e 
qui sourit Offerings inattendus at the Ranson 
Gallery 
18 Dec., Tokyo: Happening for Sightseeing Bus Tnp 
in Tokyo is o rganized by Ay-0. Vostell participates. 
Villefranche-sur-mer: Ben exhibits at La Ci':dille qui 
sourit. Dick Higgins. Alison Knowles and Dorothy 
Iannone, t ravelling in Europe, visit La Cedille. 
Publication by Maciunas and Flynt of Communists 
Must Give Revolutionary Leadership in Culture. 
Maciunas exposes his reflections on his system of 
pre-fabricated constructions and on functionalism 
in design 



• 11 March, United States: Stockley Carmichael cre-
ates the Black Power movement. The Black Pan­
thers develop in Oakland. 
18 April, Chine: Mao Zedong launches the cultu ral 
revolution. Mass publication of the little red book, 
and purging of the universities. 
28 Sept., Paris: Death of the writer and theorist of 
surrealism. Andre Breton. 
1st Dec., Germany: Kurt Georg Kiesinger succeeds 
Ludwig Erhard as Chancellor. 
Vietnam: The first American air raids in Vietnam. 
The war intensifies. 

1967 

• 12 Feb., Milan: a Fluxus Concert is organized at the 
Teatro Piccola Scala de Milan wi t h S. Albergoni, C. 
Gaia, Neri, Pedrini. G. Sassi, Ge. Simonetti. 
10 and 12 March, Lund (Sweden): The Fluxus Con­
cert La Cedille qw sount, Art Total, Action-Poesie is 
organized by P.A. Gette. Brecht and Ben with Hei­
dsieck, Turbid and Brewer at the Konsthall. 
26/28 April , Turin : Ben organises Les mots et /es 
choses.· Concert Fluxus/Art Total with the partici­
pation of the Turin Art Museum at the II Punto 
Gallery. 
March. New York: production of Fluxboxes: 
Berner: Glued Book 
Friedman: box event 
Fill1ou: Dust 
Fine: piece for audience 
Kubota: collage napkins 
Ben: mystery food, suicide kit, playing cards. etc 
Watts: time kit. sand box, table top, cloud ceiling 
31 March, San Francisco: The Fluxfest is organized 
at the San Francisco Longshoreman Hall by Berner 
and Baldwin with the San Francisco Mime Troupe, 
and the Flux Orchestra. 
April , New York: Maciunas, Watts and H. Fine found 
Implosion Inc. Project, a commercial company for 
the production of artistic gadgets destined to fund 
Fluxus activities. They create stick-on tattoos. and 
kitchen aprons with a photo of a pubis. The enter­
prise is a failure. 
1st May, Rome: A Fluxus Concert is organized at the 
D1acono Teatro with Hidalgo, Marchetti. Ben and 
Maciunas. 
6 June, Genoa: A Fluxus Concert is organized by Si­
monetti at the Galleria La Bertesca with Albergoni, 
Nespolo, Sassi, and Simonetti. 
15 Nov., New York: The soiree Fluxus, A Paper 
Event by the Fluxus Masters of the Rear-guard 
Time/Life Building is organized at the Museum of 
Contemporary Craft. Centred on the theme of pa­
per. the evening is dedicated to Maciunas. 
New York: Productions of Fluxboxes: 

Watts: stick on tattoos 
Maciunas stick on tattoos, photo-aprons 
Filliou and Spoerri: Monsters are inoffensive 
New York: Maciunas creates the first artist's coop­
erative in Soho at 80 Wooster Street the Flux­
houses Cooperatives inc . Seven cooperatives are 
created between 1967 and 1969, including the Film­
maker 's cooperative of Jonas Mekas. 

... 
9 Feb., New York: Opera Sextronic by Paik and 
Moorman is presented at the Filmmaker's Cine­
mat heque The police stop the projection and arrest 
the two artists for outraging public decency. 

22 June, Dusseldorf: Joseph Beuys founds the 
German Students Party. 
29 an 30 Sept., New York: 5th New York Festival of 
Avant-garde. 
5 Oct., New York: 72 Evenings of Manipulation is or­
gan ized at t he Judson Gallery. with Corner, Gold­
stein, Hansen, Bici and Geoffrey Hendricks, Kaprow, 
Ono, Paik .. 
23 Oct., Chicago: What Did You Bnng is organised 
at the Museum of Contemporary Art of Chicago 
with Cage, Higgins and Knowles. 
Emmett Williams publishes by Something Else Press, 
An Anthology of Concrete Poetry. With 17,000 
copies p r inted. the work had a considerable influ­
ence in the United States and the United Kingdom. 
Japan: Akasegawa, founder of the Hi Red Center, is 
sentenced to three months fo rced labour for hav­
ing fabricated false bank notes. 

• 21 April, Greece: The military coup d'Etat sees the 
installation of the "Colonels Regime." 
5 to 10 June, Israel: The Six Days War ends with the 
occupation of the Sinai, the Gaza Strip, the West 
Bank, East Jerusalem and the Golan Heights. by the 
Israelis. 
September, Genes: Germano Celant organizes the 
founding exhibition of Arte Povera at the Bertesca 
Ga llery. 
9 Oct. , Bolivia: Che Guevara is killed by the Bolivian 
Army at La Higuera. 
14 Nov., Paris: Guy Debord publishes through 
Buchet/Chastel, the Society of the Spectacle, a cut­
ting critique of cultural consumption. which will have 
considerable effect after the events of May 1968. 

1968 

• lS May, San Francisco: Ken Friedmam organizes 
with Fluxus West, Vautier [Ben] day/Kmzak night. 
10 Nov., London: A Fluxus Concert takes place at 
Gallery 10. 
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31 Dec., New York: To celebrate the New Year, 
George Maciunas organizes a New Year's Eve 
Fluxfest, in his apartment at 80 Wooster Street. The 
dinner is composed of var ious works which can be 
eaten - the fi rst Fluxmeal, variations on foodstuffs. 
colours and consistency 

• March, Villefranche-sur-mer: La Cedille qui sourit 
goes bankrupt and is forced to close down. Brecht 
and Filliou launch the Eternal Network by poster 
and postal promotion The poster reads "The artist 
has t o realize that he is part of a vaster network. a 
permanent party which surrounds him here and 
everywhere in the world" Brecht settles in London. 
10 May, Stockholm: Brecht and Filliou are invited to 
the Moderna Museet to present The Poetic Science. 
14 Sept., New York: 6th New York Avant-garde 
Festival. 
2 Dec., New York: Maciunas sends a Flux Newslet­
ter to the group artists in which he declares his in­
tention to buy an island. He g radually abandons the 
Fluxhouses (present until l 1972) in favour of a larger 
project of an artist's community. He begins his ini­
tial search to buy an island and form an independ­
ent state with a delegation at the UNO His project 
will not succeed. 
10 Dec., Dusseldorf: Joseph Beuys, who founded 
the German Students Party on the 22nd June 1967, 
renames it "Fluxus Zone West." 
17 Dec., Brunswick: Milan Knizak. recently settled 1n 
the United States, thanks to the support of Maciu­
nas, presen ts The Lying Ceremony at the Douglass 
Col lege in Brunswick, New Jersey. 

• 4 April , Memphis: Martin Luther King is assassi-
nated as he leaves his motel. 
May, Coventry, United Kingdom: Atkinson, Bain­
bridge, Baldwin and Hurrel create the g roup Art 
and Language. 
Inspired by analytical philosophy, they use lan­
guage as art and adopt an overall crit ical attitude, 
including towards the artistic circles of the left. 
May, France: A student movement. contesting the 
conservat ism of French society. barricades the 
Latin Quarter in Paris on the 10th May The move­
ment is followed on the 15'h by the workers who or­
ganize a general strike. The demonstrations end 
with the signing o f the Grenelle agreements. 
7 June, Vienna: The Viennese actionists produce 
their last common action at the Un iversity of Vienna 
during the student product ion Kunst und Revolu­
tion. G. Brus defecates while singing the Austrian 
national anthem and Muehl whips a masochist. 
Both of them are arres ted and sentenced to prison 
terms. They then decide to go into exile. 
Night of 21 to 22 August, Czechoslovakia: Soviet 
troops from the Warsaw Pact invade the country 
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and put an end to the freedom movement ex­
pressed during the Prague Spr ingtime. 
4 Nov.: The Republican Richard Nixon is elected 
President of the United States. 

1969 

• 24 Feb., Budapest: the first Fluxus Concert in Hun-
gary is organized by the artist Tamas Szentjoby 
8 March, Cologne: An exhibition at the Kombinat 1 
presents Pre-Fluxus. with the works of Paik and 
Vostell. 
29 March, Trieste: A Fluxus Concert is organized by 
Simonetti at La Capella 
Spring: Production of Fluxboxes: 
Brecht: Closed on Monday 
J. Chick: Forest Food 
Farmer's Coop: Human trap 
Friedman Corsage, Clippings, Cleanliness kit 
Hutchins: Jewellery kit 
P. Kirkeby 4 teas, Boxed solid, clocks with compass 
or degree face 
Knizak: Snakes, Dreams 
C. Liss: Water from many sources 
Maciunas Clock with decimal face, multi-faceted 
mirror adder. 
Mosset: Dots 
Serge Ill: Solid bottle 
Shartis, Grimes, Thompson papers game, events, 
music 
Wada: Smoke kit, Cough 
Wat ts Sleeping, Sitting kits 
31 Dec., New York: For the New Year ce leb rations 
George Maciunas repeats his New Year's Eve 
Fluxfest (Food Event) in his apartment at 80 
Wooster Street. This time many artists co llaborate 
with the event. which is covered by a photo report 
by Peter Moore and appears in the cc V Tre no. 9 

• February, Dusseldorf: During the exhibition Per-
manent creation - principal of equivalence at the 
Schmela Gallery, Robert Filliou elaborates the prin­
ciple of equivalence, "wel l done= badly done= not 
done"; a non-comparison of things eluding all de­
sire of hierarchical structure. 
25/ 31 March, Amsterdam: Yoko Ono and John 
Lennon organize the Bed-In performance. In the 
manner of a sit-in, they lie in thei r honeymoon bed 
for a week to promote peace, and protest against 
the Vietnam War. 
1/15 June, Everywhere: Ben organizes the Festi­
val Non-Art, Anti-Art, the Truth Is Art. Ben gets 
artists to produce works from a distance for the 
festival. Serge Ill hitchhikes with a piano from 
Nice to Paris, and Clez10 dedicates books by other 
authors, etc .. 



18 June/ 16 July, Monchengladbach (Germany): 
The Stadt1ches Museum presents an exhibition on 
La Cedille qui sourit. 
9 Sept./ 10 Oct. , New York: 7th Annual New York 
Avant-garde Festival. 
Jean Toche and Jon Hendricks found the Guerilla 
Art Action Group and organize violent artistic ac­
tions against social injust ice 
Vostell and Higgins publish Fantastic Architecture 
with Something Else Press. 
Maciunas publishes Learning Machine. a table syn­
thesizing human know ledge, a reflection of his en­
cyclopedic compulsion 

• 22 March/27 April, Berne: Harald Szeemann or-
ganizes the exhibition When Attitudes Become 
Forms, at the Kunsthalle. The exhibition brings to­
gether. for the first time, the works of Anti-form, 
Conceptual Art and Art Povera , and will be shown 
afterwards in Krefeld and London. 
28 April, France: Following the loss of the referen­
dum to reform the Senate, Char les De Gaulle de­
clares that he will leave the Pres idency; he 1s suc­
ceeded by Georges Pompidou. 
21 July: Neil Amstrong is the first man to walk on 
the moon. 
August Woodstock: The Woosdstock Music and Art 
Fair festival consecrate the hippy movement in the 
United States. 
21 Oct., Germany: Willy Brandt succeeds Kurt 
Georg Kiesinger as Chancellor. 
France: Georges Pompidou announces the project 
of the creation of a multi-disciplinary Cultural Cen­
tre on the Beaubourg plateau 1n Paris. 
France: Aime Maeght launches the first contem­
porary art magazine in France. Chroniques de /'art 
vivant is directed by Jean Clair. 

1970 

• 16/20 Feb., New Brunswick: The Fluxshow is or-
ganized at the Douglass College over severa l days. 
Organized by Maciunas. the exhibition recalls dif­
ferent Fluxus productions, including Fluxmass. a 
collective performance created by Maciunas, based 
on three movements: offering, canon. and com­
munion. Larry Miller organizes Fluxsports. 
18 April / 22 May, New York: The Fluxfest Presentation 
of John Lennon and Yoko Ono is organized in the loft 
of Maciunas, with his participat ion: performances and 
happenings - Do It Yourself, Measure, Blue Room. 
Weight & Water, Film Environment, Portrait of Lennon. 
30 April / 8 May, New York: Guided visits, called 
Fluxtours. are organized in the c ity. These are bur­
lesque guided tours under the direction of guides 
such as Nam June Paik and Ben. 

15 Nov., Berlin: A Festum Fluxorum is organized by 
Add i Kopcke at the Rene Block Gallery 
Publication of cc V Tre no. 9 entitled John Yoko & 
Flux all photographs copynght nineteen seventy by 
peTer mooRE 
Productions of Fluxboxes: 
G. Hendricks: relics 
J. Reynolds thermal event, race, test. dangerous ap­
pliance 
Maciunas: multi-syringe, ping-pong rackets. smile 
machme, 12 birds aerophone 

... 
2 March, Dusseldorf: Joseph Beuys founds the Or­
ganisation of Abstentionists for Direct Democracy 
by Referendum The organization calls for the boy­
cott of elections. 
October, Dusseldorf: After a homage to Niki De 
Saint-Phal le for whom he creates "mille Nanas en 
sucre," Daniel Spoerri creates the Eat Art Gallery 
above the restaurant that he had opened two years 
before. 
6 Nov. / 6 Jan. 1971, Cologne: The exhibition, Hap­
pening & Fluxus, is organized by Harald Szeemann 
at the Kblnischer Kunstvere in in Cologne For the 
firs t time in Europe a museum institution presents a 
retrospect on the different performance movements 
of the 1960s. It is inaugurated by a Fluxus Concert 
with Dieter Albrecht, Bici and Geoffrey Hendricks, 
Charlotte Moorman. Ben and Harald Szeeman. 
Ben, Brecht, Filliou, Higgins, Kaprow, Paik, Vostell 
participate in the exh ibition. The Viennese action­
ists. invited by Szeemann to present their work, pro­
voke a scandal in the Chr1st1an Democrat press 
wh ich doesn't hesitate to qualify their work as 
"shocking pornographic rubbish." The pressure 
from the newspaper editors. allied with that of the 
City Mayor. force the institution donors to censure 
some of the performances by threatening to cut off 
the fund ing for Szeemann·s exhibitions. Szeeman 
resigns and the exhib1t1on ends up in a fight. 
Filliou publishes Teaching and Learning as Per­
forming Arts with Koning Publications. Drafted with 
the collaboration of Beuys, Brecht. Cage and 
Kaprow. the book contains lots of blank pages to fill 
in, so that the reader becomes a co-author. 

• 14 Dec. Poland: The first workers revolt in Gdansk. 
It takes 10 years before the creation of the Soli­
darnosc union. 
G. Brus produces his performance. Zerre1sprobe. 

1971 

• 14 Jan., Berlin: A Festum Fluxorum is organ ized by 
Rene Block in his gallery. 
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3 Feb., Stuttgart : Flux Concert performed by Al­
brecht at the Jugenhaus Ost. 
24 June, New York: The Fluxdivorce is produced by 
Bici and Geoffrey Hendricks and also Maciunas. at 
331 W 20th St. 
7 August , Stockholm: A soiree Fluxus Pa ,is or­
ganized at the Moderna Museet, with a perform­
ance by Bengt af Klintberg. 
Publications: 
Maciunas: Burglary kit. Breathe test 

... 
20 March/ 2S April, Amsterdam: exhibition Sum 4 
with Filliou and Brecht. 
lst/7 May, Berlin: 7 ideas of Ben exhibition at the 
Rene Block gallery. 
1st June, Diisseldorf: Beuys founds the Organisa­
tion for Direct Democracy through Referendum. 
31 July/ 6 August , Vence: The exhibition, Les par­
avents, at the Ben doute de tout gallery invites 
several artists such as Boltanski, Brecht. Dietman, 
Serge Ill, Erebo, Sarkis, Saito, Spoerri .. 
9 Oct., Syracuse: The This Is Not Here event; exhi­
bition and performances by John Lennon and Yoko 
Ono, organized by the Everson Museum. The cat­
alogue and exhibition are designed and produced 
by Maciunas. 
5 Nov. /5 Dec., Amsterdam: Robert Filliou presents 
the foundation of the Territory of the Republic of 
Genius, during his exhibition Research at the 
Stedelijk at the Stedelijk Museum. 
13 Nov., Naples: First exhibition of Joseph Beuys in 
Italy, at the Modern Art Agency. He exposes the 
poster La rivoluz1one siamo noi. 
19 Nov., New York: 8th Annual New York Avant­
garde Festival. 
Irvine: Alison Knowles presents The Identical Lunch 
at the University of California. 
George Maciunas recruits new artists to increase the 
production of the kits. like Larry Miller and Sarah 
Seagull. 

• February-August, Northern Ireland: Bloody con-
flicts between Catholics and Protestants in the 
streets of Belfast. S75 people are killed between 1971 
and 1972 
5 April 1971, France: Publication of the Manifesto of 
the 343. Drafted by Simone de Beauvoir, the man­
ifesto is signed by well -known women who declare 
that they have had abortions. Through this act of 
civil disobedience, they claim the right and freedom 
to have an abortion. This is finally legalized by the 
Veil Law in 1974. 
25 October: Under the pressure of the Eastern 
bloc. the Popular Republic of China is admitted to 
the United Nations Organization It obtains a seat 
on the Security Council and replaces the Republic 
of China (Taiwan). which is ejected 
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19 December: release of A Clockwork Orange di­
rected by Stanley Kubrick. 
December: the Nobel Peace Prize is awarded to the 
German, Willy Brandt. 

1972 

• 23 Oct. / 24 August 1973, United Kingdom: the 
travelling exhibition. Fluxshoe Exhibition. visits 
towns throughout the country 
Publications: 
Shiomi spatial poem no. 3 
Maciunas: dancing aerophone. your name spelled 
with objects, mouse history 
Maciunas starts to produce Name Kit Boxes, small 
boxes with compartments bearing the initials of the 
person to whom the box is destined. 

... 
Spring: Maciunas undertakes a trip to the Mediter­
ranean to find an island for his artist's community 
project. 
12 May, Ventura, California: An Evening of Per­
formance Pieces for Artasia is presented by 
Knowles and P.V. Riper. 
11 Oct., Diisseldorf: Jospeh Beuys is dismissed from 
his post of professor at the Kunstakademie for hav­
ing occupied the secretariat with his students. 

• 30 Jan., Northern Ireland: 14 demonstrators are 
killed by British troops during a peaceful demon­
stration in Derry for the independence of Northern 
Ireland. 
11 May., Frankfurt: The Red Army Faction, better known 
under the name of the Baader Gang, organizes its first 
terrorist bomb attack on the Terrace Club at the Head­
quarters of the American Army in Germany 
17 June: beginning of the political spying scandal, 
Watergate. 
5 Sept. , Munich: At the Olympic Games the Pales­
tinian organization, Black September, takes Israeli 
athletes as hostages. The hostage taking finishes in 
a blood bath with 18 dead. 

1973 

• 17 March, New York: Paik plays Fluxsonata at 80 
Wooster Street. 
19/27 May, New York: Fluxgames is organised by 
Maciunas at 80 Wooster Street. A number of artists 
participate including Ay-0, Bici Hendricks, Paik, 
Saito. Shiomi, Tone. Wada and Watts. 
31 Dec., New York: Flux New Year Disguises, a New 
Year performance on the theme of disguise, is or ­
ganized by Maciunas at 80 Wooster Street. 
Maciunas produces the Diagram of Historical De-



velopment of Fluxus and other 4 D1mens1onal Au­
ral. Optic, Olfactory, Epithelial and Tactile Art Forms. 
This immense diagram 1s the final and most ac­
complished version of the Fluxus genealogies de­
signed by George Maciunas. 
Productions of Fluxboxes: 
Watts: Light kit. pebble Atlas 
Mac1unas: Shit Anthology or Excreta Fluxorum 
G. Hendricks: Divorce Album 
Liss: Island souvenir. travel kit, kat kit 
Sh1omi: Spatial poem no. 4 
The Fluxpack 3 is the third and last anthology box 
of Fluxus publications It is produced by Giancarlo 
Politi, founder of Flash Art International 

... 
27 April, Diisseldorf: Having been dismissed from 
his professorial post at the Dusseldorf Art Academy 
in October 1972, Joseph Beuys founds the Interna­
tional Higher Free School for Creat1v1ty and lnter­
d1sc1plmary Research.3 

• 11 Sept., Chili : Augusto Pinochet overthrows the so-
cialist government of Salvador Allende with a mil­
itary putsch. 
6/ 2S Oct., Israel: The Yorn Kippour War involving 
Israel, Syria and Egypt, results in the first oil crisis. 

1974 

• 13 March, Sunderland, United Kingdom: A Flux 
Concert is organized and played by Robin Crozier 
at the Polytechnic School. 
31 Dec., New York: At the Flux New Year Eve Col­
ored Meal. organized by George Maciunas at 80 
Wooster Street, astonishing food compositions are 
exposed. then eaten. 
Production of a Fluxbox: 
Miller: Orifice plugs 

... 
30 Jan., New York: Jean Dupuy organizes Soup and 
Tart at The Kitchen. It is a dinner for 300 people 
where some 40 artists are invited to play and per­
form for less than 2 minutes each. 
February, Diisseldorf: Joseph Beuys and Heinrich 
Boll found the International Free University for Cre­
ativity and Inter-disciplinary Research. 
May, New York: Opening of the New York gallery of 
Rene Block at 409 West Broadway in the Soho dis­
trict. For the gallery inauguration Joseph Beuys 
interprets his famous piece. I Like America and 
America Likes Me. 

August, New York: The New York District Attorney 
enters into conflict with Mac1unas over the artist co­
operatives. For security reasons Maciunas installs 

trimmer blades on the entrance door, digs a secret 
passage. and asks artists from the four corners of 
the globe to send on precise dates, photos of him 
disguised as a gorilla, to simulate a trip round the 
world. 

• 2 April , France: Death of Georges Pompidou. On 
the 19'" May Valery Giscard D'esta1ng is elected 
President of the Republic. 
26 April , Portugal: The carnation revolution puts an 
end to the Portuguese dictatorship 
16 May, Germany: Helmut Schmit succeeds Willy 
Brandt as Chancellor. 
24 July, Greece: Fall of the Colonels' dictatorship. 
8 August: Richard Nixon resigns from the post of 
President of the United States and is succeeded by 
Gerald R. Ford. 

1975 

• 24 March, New York : The Fluxus Harpsichord 
Recital is held at 80 Wooster Street. on the initia­
tive of George Maciunas. A series of performances 
is played on a harpsichord in kit form. put together 
by Maciunas. 
21 April, New York George Maciunas organizes 
Fluxfest Presents 72 Big Names at 80 Wooster 
Street. 
Maciunas invites the public to see 12 big names of 
contemporary art (Warhol, Beuys, Manzoni, 
Levine ) and proiects the name of each artist on a 
giant screen. 
Production of Fluxboxes: 
Brecht: Valoche 
Maciunas: Flux Post 

... 
18 Feb., New York: The District Attorney institutes 
legal proceedings against Maciunas to recover un­
paid taxes from the cooperatives . 
June. Pa r is: George Maciunas sells all the Fluxus 
publications that he has produced to Pontus Hu i­
ten, director of the future National Museum of Mod­
ern Art at the Pompidou Centre. 
8 Nov., New York: George Maciunas is beaten up by 
thugs hired by his electrician, who he owes money to. 
He loses an eye. A month later he publishes To Avoid 
Repeating the Story Endlessly, a letter which talks in 
a humoristic tone about the attack by the "gorillas" 
New York: Jean Dupuy plays his performance Self 
Portrait at 112 Green Street. 

• 17 April , Cambodia: The Khmers Rouges seize 
power. 
30 April , Vietnam: Following the Paris agreements 
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signed between the United States, South Vietnam 
and North Vietnam in 1973, the fall of Saigon marks 
the defin itive end of the war. 
20 Nov., Spain: The death of Franco brings to an 
end to the authoritarian regime 1n power since 
1936. 
China, Rehabilitation of Deng Xiaoping as Head of 
State, and the launching of the "four moderniza­
tions" policy. 
Lebanon, The terrorist attack perpetrated by a 
group of catholic Falangists on a Muslim bus sparks 
off the civil war. 

1976 

• 17 Jan. / 21 Feb ., Amsterdam: The exhibition 
Fluxshow is organized by Armin Hundertmark, 
Harry Ruhe and George Maciunas at the A Gallery. 
18 April, New York: Maciunas organizes the Delayed 
F/uxus New Year's Eve Event. Clock Tower. 
May, New York: Publication of cc V Tre no. 10 enti­
tled Fluxus Maciunas V Tre Fluxus laudatio scriPTa 
pro GEoRge. 
1/16 May, New York: The Fluxtours are organized in 
the city for a second time. 
2 May, New York: The Laudatio Scripta Pro George 
Maciunas Concepta Omnibus Fluxi. a banquet in ho­
nour of Maciunas. is organized in secret by George 
Brecht and Geoffrey Hendricks. 
23/ 28 August, Shiga Kogen, Japan: A semina r. 
"humour and Fluxus" is organized with the partic­
ipation of Emmett Williams and Ay-0. 
3 Sept. / 17 Oct., Berlin: The exhibit ion, New York 
Downtown: Soho, is presented at the Art Acad­
emy by Rene Block. It represents the socia l and 
artistic experiments of the Soho district, where 
Maciunas is a major actor. For this occasion he 
produces Fluxlabyrinth, a collective and playful in­
stallation which the spectators have to pass through 
before entering. A Harpsichord concert is played on 
3'd September 
Productions of Fluxboxes: 
Brecht: Universal Machine II 
Jones: Two Worms Chasing Each Other 
Maciunas: Attorney General Event. Hospital Event. 
New Flux Year 

... 
January, New York: Kubota presents Duchampiana 
at Rene Block's New York gallery. 
21 Feb., New York: Paik presents Moon Is the Old­
est TV Set at the Rene Block Gallery. 
Feb., New York: One Sunday Afternoon on a Re­
volving Stage is played at the Whitney Museum by 
Dupuy, Higgins. Knowles and Maciunas. 
March, Amsterdam: An exhibition by James Riddle 
is held at the A Gallery 
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April, Amsterdam: An exh ibition by Tomas Schmit 
is held at the A Gallery. 
June: George Maciunas purchases the Marlbor­
ough domain in Massachusetts. He proposes to 
convert it into an art centre, and to divide it into sev­
eral properties, but his friends refuse. His New York 
loft is taken over by Jean Dupuy, who installs the 
Grommet Studio, where he exhibits his work. 

• 24 March, Argentina : A military coup d'Etat over-
throws the government of Isabel Peron. 
18 June, South Africa: The Soweto riots break out 
among st the b lack community. 
5 April, China: Students demonstrate against the 
regime on the Tiananmen Square. Mao Zedong 
dies on 9th September. 
November: The Democrat Jimmy Carter is elected 
President of the United States. 

1977 

• 22/ 23 Jan., New Marlborough: the Flux Food Atlas 
and Snow Event is organized by George Maciunas 
in his new residence in New Marlborough. 
20 March, Rome: Geoffrey Hendricks. Joe Jones 
and Takako Saito invite Maciunas to participate in 
the Flux & Co., a concert organized at the Canaviello 
del Arte. 
9 April, New York: release of 20 Fluxfilms Anthol­
ogy Film Archives, an anthology bringing together 
20 films by Fluxus art ists. 
22 and 23 July, Stockholm: Dick Higgins organizes 
two Fluxus Concerts at the Moderna Museet with 
the participation of Bengt af Klintberg. 
24 July, Nice: Ben o rganizes a Fluxus Concert. 
September, Seattle: the Fluxus Festival of Seattle is 
the last festival directed by Maciunas. 
31 Oct., New Marlborough : Maciunas organizes 
Flux Halloween in his domain with the participation 
of Jean Dupuy. 
28 Nov., Poznan, Poland: first Fluxus Festival in 
Poland organized by Polish artists at the Akumu­
latory Gallery 
Productions: 
Flux Cabinet is the last Fluxus anthology produced 
by Maciunas. It takes the form of a cabinet com ­
posed of several drawers. each of which celebrates 
the work of an artist The Flux Cabinet is a unique 
production, in contrast to the anthology boxes. 

... 
15/ 17 April , New York: Jean Dupuy organizes Grom­
mets 4 at 537, Broadway, with the participation of 
Geoffrey Hendricks, Knowles and Maciunas. 
May, Amsterdam: An exhibition by Eric Andersen is 
held at the Gallery A 



29 July, Nice: Saito, with the help of Ben, organizes 
the performance Public Games. 
July, Amsterdam: An exhibition by Paul Shart1s 1s 
held at the Gallery A. 
20 Oct.: Death of Arthur Kbpcke. 
18/ 20 Nov., New York: Dupuy invites Filliou. Higgins, 
Paik and Mac1unas to the event, Chant A Capella, at 
the Judson Church. 

• 31 Jan., Paris: Inauguration of the George Pompidou 
Centre. 

1978 

• 25 Feb., New York: Mac1unas marries Billie Hutchin 
at the Grommet Art Theater. During the event. en­
titled Fluxweddmg, Maciunas and his wife exchange 
their clothes in front of a crowd of spectators The 
ceremony is followed by Flux Feast of Erotic Food 
& Flux Cabaret, a series of performances playing 
with the theme of eroticism. 
9 May, Boston: George Maciunas dies at the Uni­
versity hospital as a result of a cancer of the pan­
creas. 
13 May, New York: The Fluxfunerals for George 
Mac1Unas are organized at 80 Wooster Street. 
Louise Bourgeois attends the ceremony. 
7 July, Dusseldorf: Beuys and Paik pay homage to 
Maciunas with the organization of a concert entitled 
In Memonam to George Maciunas at the Staatliche 
Kunstakademie. 

.... 
4/ 26 Feb., New York: Jean Dupuy organizes A 
Tower m the Aud1tonum at the P.S.l George Mac i­
unas part1c1pates with a performance. 
16 Feb., New York: Jean Dupuy organizes Waitress 
at Ear Inn at the Ear Inn, a series of "transvestism" 
in which Maciunas plays the role of a waitress. 
June, Amsterdam: An exhibition by George Brecht 
is held at A Gallery. 

• May, Italy: The leader of the Christian Democrats 
Party, and President of the Council , Aldo Moro. is 
kidnapped by the Red Brigade. He is found dead in 
the trunk of a car on git· May 

5/ 17 Sept., United States: The Camp David agree­
ments signed between Israel and Egypt establish a 
durable peace between the two countries. 

1979 

• Publication of the last cc V Tre. the V Tre Extra no. 
11 directed by Geoffrey Hendricks and in honour of 
Mac1unas. 

.... 
April, Amsterdam: Harry Ruhe organises the exhi­
bition Fluxus. the Most Radical and Experimental 
Art Movement of the Sixties at the A Gallery . 

1981-1995 

20 Sept./lst Nov. 1981, Detroit: the Crankbrook 
Academy of Art Museum hosts the exhibition 
Fluxus Etc The Gilbert and Lila Silverman Collection, 
organized by Jon Hendricks. 
19 Sept./14 Nov. 1982 , Wiesbaden: The exhibi ­
tion 7962 Wiesbaden Fluxus 7982. is presented by 
Rene Block at the Solothurn Museum of Wies­
baden. to celebrate the 20 year anniversary of 
Fluxus. It is accompanied by a concert. Every 
ten years an exhibition/concert event is held to 
remember this anniversary. In 1992 it is also di­
rected by Rene Block. 
26 May/30 Sep. 1990, Venice : Ubi Fluxus !bi Ma­
tus 7990-7962 exhibition organized by Achille Bonito 
Oliva with Gino di Maggio, Gianni Sassi. Giovanni 
Caradente. Ex Granai della Repubblica alle Z1telle 
(Giudecca) In the context of the Sub-Atomic Fluxus 
Fest1Val. 
9 Nov. 1994/23 Jan. 1995, Paris : The exhibition 
Hors L1mites. /'art est la vie 7952-7994, organized by 
Jean de Loisy at the National Museum of Modern 
Art. is the first French exhibition by a public insti­
tution to expose Fluxus. 
7 April. 1995/11June1995, Marseille: The exhibition 
L'esprit Fluxus is presented at the Museum of Con­
temporary Art of Marseille. the first French institu­
tion to dedicate an entire exhibition to the move­
ment. Previously shown at the Walker Art Centre of 
Minneapolis. 1t contains a ma1onty of works that be­
long to this centre. and is organized by Elisabeth 
Armstrong. 
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Eric Andersen 

Ne en 1943 a Copenhague, Eric Andersen 
etudie la musique et travaille comme pianiste 
dans la capitale danoise. Des la fin des annees 
1950 ii s'interesse a la notion d' « intermedia » 
et de performance. Ses performances. qu'il 
nomme « Opus » jouent sur l'1nteractivite entre 
le performeur et le public. laissant une grande 
part d'indetermination au deroulement des 
actions. Au debut des annees 1960. ii entre en 
contact avec La Monte Young et Emmett 
Williams. II rejoint le groupe Fluxus des le 
debut de sa creation en participant au Festum 
Fluxorum de Copenhague qui se deroule a la 
Nicolaj Kirke du 23 au 28 novembre 1962. II 
rencontre notamment Arthur Kopcke, mission­
naire de Fluxus Europe jusqu'en 1966, avec qui 
ii collabore a la diffusion de Fluxus sur le vieux 
continent par !'organisation de nombreux 
concerts pendant l'annee 1964. Lors de cette 
tournee, Andersen envoie des cartes postales a 
Maciunas et lui fournit des rapports imagi­
naires de performances scandaleuses. qui. 
selon lui, auraient ete donnees avec la partici­
pation d'Emmett Williams. Tomas Schmit et 
Arthur Kopcke Ces correspondances lui 
couteront a lui ainsi qu'aux artistes qui l'ac­
compagnaient d'etre « excommunies » de l'en­
treprise Fluxus par Maciunas. En 1965. ii se 
rend a New York ou ii participe au First World 
Congress Happening organise par Al Hansen 
ainsi qu'a une representation des Monday 
Night Letters organisees par George Brecht et 
Bob Watts au Cafe Go Go. De retour en 
Europe, ii participe au Fluxus Concert organise 
par Milan Knizak a Prague. II sera l'un des rares 
defenseurs de Fluxus en Europe de l'est. 
notamment en Pologne. OU ii sejournera a 
plusieurs reprises. Des la fin des annees 1960, ii 
s'interesse au Mail Art dont ii est l'un des 
precurseurs en Europe. Depuis la mort de 
Maciunas en 1978, ii fait partie de ces artistes 
qui continuent de brandir le drapeau Fluxus. 
arguant que Fluxus ne s'est jamais reduit a la 
personne de Maciunas et que son esprit est 
toujours d'actualite. En 1996. pour l'evenement 
Copenhaguen. the Cultural City of Europe, ii 

presente une performance d'envergure qui se 
deroule sur trois jours avec !'intervention d'he­
licopteres. de parachutistes et d'une chorale de 
500 personnes. Plusieurs de ses 02uvres seront 
publiees par Fluxus parmi lesquelles on 
retrouve le Fluxfilm Opus 74 version 2 de 1966 
ainsi que la boite 50 Opera qui regroupe 
plusieurs partitions de ses Opus. 

VD 

Ay-0 

Ne en 1931 dans la prefecture japonaise 
d'lbaraki, Ay-0, de son vrai nom Takao Lijima. 
fait ses etudes a l'Universite de Tokyo Kyoiku 
Dipl6me en 1954. ii rejoint !'association d'artistes 
Demokrato. fondee par !'artiste Ei-0, qui a pour 
volonte de sortir d'une vision confucianiste de 
l'art. notamment dans le rapport de l'eleve au 
maitre en valorisant les valeurs d'independance 
et de liberte artistiques. En 1958. ii quitte le 
Japan pour rejoindre New York. En 1961, Yoko 
Ono lui p resente George Maciunas. II integrera 
le groupe Fluxus des le retour aux Etats-Unis de 
celui-ci a l'automne 1963. En 1964, Maciunas 
edite en serie la Fingerbox d'Ay-0 qui est 
aujourd'hui devenue une des productions 
phares de Fluxus. La Fingerbox est une boite en 
bois avec un trou dans lequel on peut introduire 
un doigt afin de toucher une matiere inconnue 
qui se trouve a l'interieur. De nombreuses varia­
tions de cette boite sont editees et se retrou­
vent dans les anthologies Fluxus I et Flux 
Cabinet. Ce travail s'oriente autour du develop­
pement des sens et du mystere II participera 
dans le meme esprit au Flux Labyrinth de 
Maciunas presente en 1976 a Berlin, creant des 
environnements a franchir constitues de 
brosses. Ay-0 presente le concert Tickets Event 
le 1•r mai 1964 au Fluxhall/Fluxshop de 
Maciunas. La meme annee. ii participe avec 
George Maciunas et Henri Flynt a la manifesta­
tion Action against Imperialism Culture qui 
divise le groupe Fluxus. En 1969. ii realise le 
Fluxfilm Rainbow Movie. En parallele de ses 
activites Fluxus, Ay -0 poursuit une activite 
plastique importante. utilisant systematique­
ment la declinaison des couleurs de l'arc-en-ciel 

221 



ce qui lui vaut le surnom de « Rainbow Man ». 
En 1966, ii represente le Japon a la XXXlll° 
Biennale de Venise ou ii presente la Rainbow 
Tacttl Room. En 1987, ii realise un happening sur 
la Tour Eiffel en deployant un tissu de 300 
metres de long aux couleurs de l'arc-en-ciel. Le 
Fine Arts Museum de Fukui lui consacre en 
2006 une retrospective importante. 

VD 

Ben (Benjamin Vautier, dit) 

Ne en 1935 a Naples. Ben passe son enfance 
entre la Turquie. l'Egypte, la Grece et l'ltalie 
pendant la Seconde Guerre mond1ale pour 
finalement s'installer avec sa famille a Nice en 
1949. II quitte l'ecole a l'age de 16 ans et 
devient libraire avant d'ouvrir son propre 
magasin de disques d'occasion en 1955. Ce 
magasin, d'abord nomme Laboratoire 32, 
devient un lieu de rencontre ou se cotoient Jes 
artistes de !'Eco le de Nice et Jes futurs 
Nouveaux Realistes. En 1959, ii realise ses 
premieres sculptures vivantes et commence 
des 1961 ses appropriations artistiques du 
«tout». II met en avant dans sa conception de 
l'art la notion de nouveau et de choc artistique. 
En 1962. ii est invite par Daniel Spoerri au 
Festival of Misfits a Londres ou ii s'expose 
pendant 15 jours dans la vitrine de la galerie 
One. II fait alors la rencontre de George 
Maciunas et integre Fluxus. En juillet 1963. ii 
organise le Festival international Fluxus d'art 
total a Nice et invite George Maciunas a y 
participer L'annee suivante, ii est invite a New 
York et participe aux concerts du 
Fluxhall/Fluxshop ainsi qu'a la manifestation 
de l'AAIC. L'amitie entre George Maciunas et 
Ben menera a de nombreuses collaborations et 
editions Fluxus des ceuvres de Ben parmi 
lesquelles Fluxholes (1964). Flux Mistery Food 
(1966) et Suicide Kit (1966) De retour a Nice, ii 
est nomme directeur de Fluxus Sud et 
promeut le mouvement sur la Cote d'Azur par 
l'organisation de multiples concerts Fluxus. En 
1965, ii cree dans son magasin la galerie Ben 
doute de tout qui accueille de nombreux 
artistes contemporains. L'annee suivante, ii 
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presente sa premiere exposition personnelle a 
La Cedille qui sourit tenue par George Brecht 
et Robert Filliou. En 1969, ii organise le Festival 
mondial non-art, anti-art. la verite est art. 
proposant aux artistes de participer depuis 
leur lieu de travail a une reflexion sur la situa­
tion artistique post-Duchamp. Son travail 
d'ecritures. commence dans les annees 1960. 
est aujourd'hui tres populaire. En 2010. le 
Musee d'art contemporain de Lyon lui consacre 
une retrospective Stop-tease integral de Ben. 
Toujours actif, ii est un fervent defenseur de 
Fluxus et prepare actuellement l'ouverture de 
la Fondation du Doute a Blois qui accueillera sa 
collection Fluxus. II vit et travaille a Nice. 

VD 

Joseph Beuys 

Ne en 1921 a Krefeld, Joseph Beuys est mobilise 
tres tot dans l'armee au debut de la Seconde 
Guerre mondiale. Pilate de chasse de la 
Luftwaffe. ii est recueilli en 1943 par des Tartares 
apres que son avion se soit ecrase. II est enve­
loppe de feutre et recouvert de graisse pour 
soigner ses plaies. Ces deux materiaux devien­
dront des elements importants de son travail 
artistique. symboles de sa survie. De 1947 a 1952, 
ii etudie la sculpture dans !'atelier d'Ewald 
Matare a la Staatliche Kunstakademie de 
Dusseldorf, institution au sein de laquelle ii 
deviendra professeur de sculpture en 1961. En 
1962, ii rencontre Nam June Paik et George 
Maciunas avec qui ii debat du « probleme de l'art 
et de l'anti-art ». II organise avec Maciunas le 
Festum Fluxorum de Dusseldorf qui se deroule 
le 2 et 3 fevrier 1963, et realise pour !'occasion 
ses premieres performances Concert for 2 
Musicians et Siberian Symphony. Cette derniere, 
qui marque le debut de la pratique performative 
de Beuys, est mal accueillie par le groupe Fluxus 
qui lui reproche une oeuvre trop personnelle et 
expressive. Le conflit de personnalite entre 
Maciunas et Beuys, ajoute aux critiques de ce 
dernier sur l'art neo-dada qui se manifestera 
notamment dans une performance de 1964 inti­
tulee Le silence de Marcel Duchamp est sures­
t/me, temoignent de la rupture precoce entre 



Beuys et les membres de Fluxus. Reste sur le 
continent europeen. Beuys participe a de 
nombreuses soirees organisees par les 
membres de Fluxus entre 1964 et 1970 tout en 
produisant des oeuvres tres symboliques Tandis 
qu'il est rejete aux Etats-Unis par le groupe 
Fluxus qui ne produira aucun Fluxobject portant 
son nom, Beuys n'hesite pas a reutiliser le terme 
Fluxus a des fins plus personnelles Ainsi en 
1966, ii joue une performance Eurasienstab a la 
Galerie Rene Block qu'il nomme aussi Fluxus 
Organum En 1968, ii renomme le Parti des 
Etudiants Allemands, fonde un an auparavant, 
Fluxus Zone West. Joseph Beuys n'aura fait que 
traverser Fluxus a une epoque charniere de son 
oeuvre. Cependant, son travail fut tres largement 
influence par Fluxus, pour l'1nteret porte a la 
pratique performative d'une part, mais aussi 
pour la reflexion constructive avec les membres 
du groupe. qui a sans doute contribue a sa 
vision d'un art social qu'il resumait par la phrase 
« chaque homme est un artiste ». Joseph Beuys 
est decede a DOsseldorf en 1986. 

VD 

George Brecht 

George Brecht est ne le 27 aoOt 1926 a New 
York, sous le nom de George McDiarm1d. 
Son pere est flutiste professionnel et joue dans 
le Metropolitan Opera Orchestra et le NBC 
Symphony Orchestra. II meurt alors que 
George a 10 ans. et la famille part s'installer a 
Atlantic City. En 1943. alors qu'il a 17 ans, ii s'en ­
gage dans l'armee americaine, dans un regi­
ment base en Allemagne. En 1945, ii prend le 
nom de Brecht, non pas en reference a Bertold, 
mais parce qu'il en aime la sonorite. 
De retour aux Etats-Un is. ii entame des etudes 
de chimie pour ensuite faire des recherches 
dans plusieurs laboratoires. Le depot de 
plusieurs brevets, dont celui afferant aux 
tampons periodiques, lui assurera une certaine 
securite f inanciere qui l'aidera a mener ses 
experimentations art1st1ques. 
Etud1ant par ailleurs l'histoire de l'art, ii 
commence sa pratique art1st1que en 1953. En 

1956, ii redige Chance Imagery [lmagerie du 
hasard], texte traitant de la fonction du hasard 
dans les arts et sciences du XXe siecle. En 1959, 
ii expose a la Reuben Gallery, New York et suit 
les enseignements de John Cage avec Allan 
Kaprow a la New School for Social Research. En 
1960. ii met au point ses events, partitions 
ecrites decrivant une demarche a suivre 
« allumez la radio. Au premier son, eteignez-la » 
par exemple En 1963. ii organise avec Robert 
Watts le Yam Festival a New York. S'ensuivra 
1·edition du premier « Fluxobject », Water Yam. 
boite rassemblant 70 cartes sur lesquelles sont 
imprimes les events. George Brecht va alors 
jouer un role majeur dans la diffusion et le deve­
loppement de Fluxus. Le rejet du marche de l'art 
et des institutions artistiques, prone par le 
mouvement fait se rencontrer George Brecht et 
Robert Filliou au Cafe Go Go, ou se derou lent 
des performances hebdomadaires. les Monday 
Night Letters. organisees par Brecht et Watts. 
En juillet 1965, George Brecht et Robert Filliou 
ouvrent une galerie-boutique La Cedille qui 
sourit, a Villefranche-sur-mer, pres de Nice. pour 
produire et diffuser des multiples echappant a la 
logique du marche de l'art. En 1968. ii part vivre 
en Angleterre puis s·installe definitivement en 
Allemagne. II expose encore quelques annees 
avant de se retirer du monde de l'art. En 2006, ii 
re<;:oit le Berliner Kunstpreiss. II meurt a Cologne. 
vil le qu'il habitait depuis 1971, en 2008. 

PT 

John Cage 

Ne en 1912 a Los Angeles, John Cage voyage en 
Europe ou ii commence des etudes en histoire 
de l'art et arts plastiques. qu'il abandonne tres 
vite pour se consacrer a la musique en 1933. II 
rejoint en 1935 la cote ouest des Etats-Unis pour 
rencontrer Arnold Schonberg qui deviendra son 
professeur. II travaille alors a des compositions 
pour danse contemporaine. En 1938. ii rencontre 
le choregraphe Merce Cunningham dont ii 
deviendra le pr1nc1pal directeur musical et 
obtient son premier poste d'ense1gnant au Mills 
College. II est invite en 1941 par Moholy-Nagy a 
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la Chicago School of Design ou ii enseigne la 
musique avant de s'installer l'annee suivante a 
New York. II est presente par Peggy Guggenheim 
a de nombreux artistes contemporains dont 
Marcel Duchamp et Jackson Pollock. En 1945, ii 
commence a etudier le Bouddhisme zen qui 
influencera considerablement son ceuvre musi­
cale. Pour ses Sonates and Interludes ii cree le 
piano prepare, un piano dans lequel des objets 
sont inseres et des cordes trafiquees afin de 
modifier sa sonorite. En 1950, ii rencontre le 
pianiste David Tudor qui deviendra le principal 
interprete de ses compositions experimentales. 
En 1951, ii decouvre le I Ching, texte chinois clas­
sique qui decrit un systeme de symboles utilises 
pour identifier l'ordre au sein des evenements 
fortuits. II s'interesse alors a la composition alea­
toire qui semble etre pour Jui le meilleur moyen 
d'imiter les compositions de la nature. Nombre 
de ses compositions sont alors basees sur le I 
Ching. En 1952, ii presente au Black Mountain 
Co llege The Event, une installation sonore 
consideree plus tard par Allan Kaprow comme 
l'un des premiers Happenings. La 29 aout de la 
meme annee, ii presente sa piece la plus celebre, 
4'33" pendant laquelle l'interprete s'assied 
devant un piano sans jouer aucune note 
pendant 4 minutes et 33 secondes. Cette piece 
marque le debut de son travail sur le silence, 
concept qui, selon lui. est inexistant, et dont ii 
publiera en 1961 un regroupement de textes inti­
tule Silence. De 1956 a 1959, ii dispense des 
cours de musique experimentale a la New 
School for Social Research de New York. Parmi 
ses eleves, on retrouve de nombreux membres 
du futur groupe Fluxus tels que Dick Higgins, 
Jackson Mac Low, Al Hansen, George Brecht ou 
encore Toshi lchiyanagi ainsi que le createur du 
terme Happening, Allan Kaprow En 1958. Nam 
June Paik et Spoerri assistent a ses cou rs d'ete, 
a Darmstadt en Allemagne. A partir de la fin des 
annees 1960, ii organise des pieces musica les de 
plus grande envergure qui integrent notamment 
la musique electron ique. reflet de sa conviction 
nouvelle que l'arri vee des nouvelles technolo­
gies peut etre vectrice de changements sociaux. 
John Cage est decede en 1992 a New York. 

VD 
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Philip Corner 

Ne en 1933 au Bronx, Philip Corner poursuit des 
etudes de musique a l'universite de Columbia a 
New York puis de 1955 a 1957, au Conservatoire 
national superieur de musique et de danse de 
Paris. II assiste notamment aux cours de philo­
sophie musicale dispenses par Olivier Messiaen. 
De 1960 a 1961, ii effectue son service mi li taire 
en Coree ou ii decouvre la culture locale, 
notamment la calligraphie et la musique tradi­
tionne lle. Son travail de composition musicale 
sera tres influence par cette culture, reutilisant 
la notation coreenne et la calligraphie dans de 
nombreuses ceuvres publiees par la Something 
Else Press dans l'ouvrage The Four Suits de 
1965. De retour aux Etats-Unis a l'automne 1961, 
ii frequente Jes milieux de l'avant-garde perfor­
mative new-yorkaise. II ecrit notamment la 
partition A Quiet Work of Destruction, reprise 
et reinterpretee par George Maciunas pendant 
les festivals europeens Fluxus desquels ii est 
absent Ainsi, cette partition qui consiste en 
differentes manipulations d'un piano jusqu'a sa 
destruction, prend le nom de Piano Activities et 
devient rapidement la performance la plus 
spectaculaire du Festival de Wiesbaden en 
1962. Reste sur le nouveau continent, Philip 
Corner continue, en marge de son emploi de 
compositeur permanent au Judson Dance 
Theater (de 1962 a 1964). ses activites perfor­
matives. II participe en 1963 au Yam Festival 
organise par George Brecht et Robert Watts, 
puis au retour de Maciunas, ii performe au 
Fluxhall/Fluxshop en 1964 avant de prendre la 
defense de Dick Higgins pour sa participation a 
la representation de Originate de Stockhausen 
et de s'opposer au dirigisme de Maciunas. Vis­
a-vis de Fluxus, Ph ilip Corner s'exprime ainsi 
dans une lettre du 1•' mars 1977 adressee a 
Harry Ruhe : « je ne le considere pas comme un 
« mouvement >> mais comme une « organisa­
tion >> Je suis sur que tous Jes autres le consi­
derent ainsi (sauf peut-etre George). » Son 
point de vue, ii le defend par le fait que de 
nombreux artistes associes a un moment a 
Fluxus ont developpe des activites diverses, 
parfois en inadequation avec la conception de 
Fluxus de Maciunas. En marge de ses perfor-



mances, Philip Corner co-fonde en 1963 le 
groupe Tone Roads Chamber Ensemble avec 
Malcom Goldstein. Parmi ses postes de profes­
seur. on remarque son passage a la New School 
for Social Research de 1967 a 1970 pu1s a la 
Rutgers University. Son activite de composition 
n'a Jama1s cesse, composant des ceuvres musi­
cales pour orchestre. chorale ma1s aussi pour 
piano L'ensemble de ses ceuvres est regroupe 
en cinq periodes Culture (annees 1950). 
Monde (annees 1960 et 1970), Pensee (annees 
1970 et 1980). Corps (annees 1980 et 1990), 
Esprit (depuis 1990). Au-dela de son activite 
musicale. ii a realise de nombreuses ceuvres 
plastiques, notamment des calligraphies ainsi 
que des assemblages et des collages . II vit 
auJourd'hui entre l'ltalie et Jes Etats-Unis. 

VD 

Willem de Ridder 

Ne en 1939 a Amsterdam, Willem de Ridder 
s'inscrit a l'Academie d'Art et de Design de 
Bois-le-Due aux Pays-Bas. Dans les annees 
1950. ii decide d'abandonner definitivement la 
peinture et commence une serie PK (Paper 
Constellation), des ceuvres constituees de 
boules de papiers froisses. En 1961. ii fonde la 
Mood Engineering Society, association d'ar­
tistes avec laquelle ii organise de nombreux 
concerts et performances aux Pays-Bas. II 
rencontre. lors d'une interview. Nam June Paik 
qui lui presente George Maciunas. A la 
demande de ce dernier, ii integre Fluxus et 
participe activement aux festivals europeens. 
En 1963, ii ouvre la galerie Amstel 47 et organise 
deux Festival Fluxus a Amsterdam. En 1964, sa 
galerie devient la European Mai/order 
Warehouse, le premier Fluxshop en Europe. En 
1965, ii co-fonde la revue Hitweek qui aura une 
grande influence sur la generation « baby 
boom » aux Pays-Bas. II est le co-fondateur en 
1969 d'un des premiers magazines de la revolu­
tion sexuelle en Europe intitule Suck. Au debut 
des annees 1970, ii s'installe sur la cote ouest 
des Etats-Unis, produit !'emission de radio 
Radio Cadillac ainsi que des revues pornogra-

phiques com me Finger et God. Menace de mort 
par la communaute fondee par Charles 
Manson, ii quitte les Etats-Unis pour l'ltalie 
evitant ainsi une enquete du FBI. II produit alors 
des emissions de radio interactives ou le public 
est invite a choisir la chanson de son choix. II 
s'interesse, des sa commercialisation a la fin des 
annees 1970, aux proprietes du Walkman. II 
realise Audio Direct Theater Event ou The Walk, 
le premier Event mettant en scene !'utilisation 
d'un baladeur. II introduit les Cassettes Safari, 
des cassettes indiquant au conducteur les 
instructions a suivre. le guidant a travers diffe­
rents paysages sur une variete d'ambiances 
sonores. II presente, aux abords du Stedelijk 
Museum d'Amsterdam, sa premiere exposition 
illegale qui sera ensuite installee au MoMA, New 
York. Depuis les annees 1990, ii s'interesse a la 
« miroirologie », un concept herite de l'ameri­
cain Arnold Patent qui repose sur des groupes 
de soutien dont chaque membre est fan des 
autres permettant ainsi !'experience d'un 
soutien inconditionnel. Son livre Handboek 
Spiegelogie publie en 1999 est un best-seller. 

VD 

Robert Filliou 

Robert Filliou est ne a Sauve (Gard) le 17 janvier 
1926. II decede le 2 decembre 1987 aux Eyzies­
de-Tayac (Dordogne). Lyceen a Ales. ii rejoint le 
Parti Communiste et s'engage dans la 
Resistance a l'age de 17 ans. En 1946. ii part aux 
Etats-Unis pour rencontrer son pere qu'il ne 
connait pas, alors manceuvre chez Coca-Cola. 
De 1948 a 1951, ii etudie a UCLA (Universite de 
Californie. Los Angeles) ou ii obtient un master 
en economie politique. II part ensu1te en mission 
au Japan ou ii decouvre la philosophie orientale, 
preponderante dans !'orientation que choisira 
plus tard Robert Filliou. De 1952 a 1954 ii travaille 
pour l'ONU a Seoul, Coree du Sud. II abandonne 
alors ses fonctions et voyage jusqu'en 1959 en 
Egypte. Espagne et Danemark. II commence a 
ecrire des 1950 et s'attache a mettre en forme 
ses poemes avec des materiaux simples 
(cartons, ficelles, crayons .. ) compatibles avec 
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ses deplacements. En 1959. ii rencontre Daniel 
Spoerri qui lui Fait decouvrir .!'avant-garde artis­
tique. L'annee suivante, ii commence a colla ­
borer avec Emmet Williams. En 1962, ii fait la 
connaissance de George Maciunas, entoure de 
Wolf Vostell. Ben. George Brecht... Du fait de sa 
formation, ii s'interesse aux systemes d'organi­
sation qui permettraient a chacun de deve­
lopper ses facultes creatrices. II voyage alors 
avec La galene legitime : une casquette ou un 
chapeau dans lequel sont presentees ses 
oeuvres et celles d'autres artistes. En 1963. ii cree 
avec Joachim Pfeufer, architecte, le 
Poi'poidrome, lieu de creation permanente ou 
chacun peut exposer sa production, si modeste 
soit-elle. De 1965 a 1968, un autre « lieu de crea­
tion permanente » est actif a Villefranche-sur 
mer. La Cedille qui sourit, atelier-boutique mis en 
place avec George Brecht. A !'occasion de sa 
fermeture pour « banqueroute » est institue 
!'Eternal network [reseau eternel]. concept 
pretendant englober toutes les situations (artis­
tiques ou non) dans un reseau depourvu de 
centre. En 1971, ii interroge la notion de territoire 
en creant son propre pays le Territoire de la 
Republique Geniale. En 1972, Harald Szeemann 
!'invite a la Documenta V. 
Sans etre un « artiste Fluxus )), le Principe 
d 'equivalence : bien fait - ma! fait - pas fait mis 
au point par Filliou en 1969, participe a l'idee 
Fluxus de ne pas hierarchiser les actes dits 
artistiques et les gestes dits quotidiens. 
Robert Filliou se retire en 1985 avec sa femme 
dans un monastere bouddhiste en Dordogne 
avec pour projet d'y rester trois ans, trois mois 
et trois jours. II meurt en 1987, sans avoir 
acheve cette ultime experience. 

PT 

Albert M. Fine 

Albert M. Fine est ne en 1932 a Boston, 
Massachusetts. En 1958. ii est dipl6me de la 
Juilliard School of Music. New York. II fait 
partie de la tournee europeenne du Juilliard 
Orchestra, vaste formation pour laquelle ii 
joue du celesta, instrument hybride entre le 
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glockenspiel et le piano. En 1960, ii est habi­
lite par cette meme ecole a devenir chef d'or­
chestre. Compositeur, ii poursuit paral lele ­
ment une production poetique. II developpe 
des experimentations musicales le menant 
vers I'<< incidental music » ou l'aleatoire est 
preponderant Les informations sur la vie 
d'Albert M. Fine etant lacunaires. ii est difficile 
de mesurer !'impact qu'a eu !'oeuvre de John 
Cage, inspirateur de Fluxus, sur le musicien. II 
est toutefois admis que ses activites pluridis­
ciplinaires ont croise celles de Philipp Glass, 
Allen Ginsberg, George Maciunas et John 
Cage lur-meme. II a egalement oeuvre au 
developpement du Mail art avec Ray 
Johnson. II est aussi realisateur de films expe­
rimentaux, notamment Readymade, reper­
torie comme le Fluxfilm # 22. Albert M. Fine 
etait reconnu pour sa curiosite insatiable et 
ses nombreuses passions litterature, philo­
sophie, sociologie, mathematiques, poesie, 
musique Francaise et arts visuels. Ses pieces 
Fluxus ont pour origine des objets trouves 
qu'Albert M. Fine transcrivait en dessins. 
Nombres de ses oeuvres sont conservees par 
l'ATCA (Alternative Traditions in 
Contemporary Arts), a l'universite de l'lowa. 
Un ensemble de dessins, carnets de notes, 
correspondances, effets personnels, « math 
theory », compositions musicales, enregistre­
ments yest inventorie. 
Albert M. Fine est decede en 1987. 

PT 
Henry Flynt 

Ne en 1940 a Greensborough en Caroline du 
Nord, Henry Flynt s'inscrit a l'Uni versite de 
Harvard en 1957 et suit des cours de mathema­
tiques. En 1960, ii rencontre La Monte Young et 
quitte l'universite pour se consacrer a la philoso­
phie et a l'art contemporain. En 1961, ii redige !'ar­
ticle Concept Art qui sera publie dans An 
Anthology, cinq ans avant la naissance de l'art 
conceptuel. La meme annee, ii donne deux confe­
rences a la AG Gallery de George Maciunas sur 
l'avenir de l'art. En 1962. ii abandonne l'art et renie 
la musique classique occidentale pour s'interesser 
aux musiques ethniques comme le blues ou la 



country qu'il nomme « culture acognrtive ». En 
parallele. ii prend des cours de guitare avec Lou 
Reed et remplacera pendant deux semaines John 
Cale au sein du Velvet Underground en 1966. Le 
27 fevrier 1963, ii organise Demonstration against 
Serious Culture devant le MoMA a New York. 
Cette manifestation marque le virage marxiste de 
la philosophie de Henry Flynt qui se bat desor­
mais contre la « culture serieuse ». En 1964, 
George Maciunas se rapproche des idees de 
Henry Flynt dont ii publie deux essais dans le troi­
sieme numero de la revue cc V Tre. cc Valise 
eTRanglE lls fondent ensemble le collectif Action 
against Imperialism Culture et publient Fight 
Musical Decoration of Fascism '· un tract expli­
quant la derive fasciste du compositeur Karlheinz 
Stockhausen. lls organisent ensemble un piquet 
de greve devant la representation d'Originale le 8 
septembre En 1965. ii publie avec !'aide de 
George Maciunas Communist Must Give 
Revolutionary Leadership tn Culture. II milite pour 
une refondation des arts qu'il nomme veramuse­
ment. Createur de mus1que experimentale. ii s'in­
teresse a la fin des annees 1960 a la composition 
pour violon electronique. En 1975. ii fonde le 
groupe Henry Flynt and Nova Billy et presente de 
nombreux concerts/performance. Affirmant qu'il 
n'a jamais appartenu a Fluxus. ii est neanmoins un 
des acteurs principaux de la radicalisation du 
mouvement au milieu des annees 1960. Cette 
politisation du mouvement a notamment parti­
cipe a la scission du groupe, appelee Fluxsch1sme. 

VD 

Ken Friedman 

Ken Friedman est ne le 19 septembre 1949, a 
New London. Connecticut (Etats -Unis). II est 
reconnu comme etant le plus le plus jeune des 
membres du groupe Fluxus « historique ». 

Alors que George Maciunas connait quelques 
desaveux au sein du groupe de par ses prises 
de position contre Karlhe1nz Stockhausen ou 
sa tendance a vouloir pol1tiser le mouvement 
en 1964. ii cherche a renouveler les membres 
du groupe pour etendre et densifier les 
productions Fluxus. Ainsi. en 1966, Ken 

Friedman. encore etudiant a la San Francisco 
State University, devient directeur de « Fluxus 
West ». II le restera jusqu'en 1975. Toujours en 
1966. ii connait sa premiere exposition person­
nelle a New York. En 1971. ii est dipl6me en 
Sciences de l'educat1on. Psycholog ie et 
Sciences sociales. II dirige aussi la societe 
d'ed1t1on fondee par Dick Higgins, Something 
Else Press. organisation concurrente des 
Fluxus editions de Maciunas. En 1976, ii obtient 
son doctorat. Ken Friedman est l'un des philo­
sophes et theoriciens Fluxus les plus actifs. A 
la mort de George Maciunas en 1978. ii reste 
l'un des catalyseurs du mouvement. Outre 
Fluxus, ii participe egalement a la New York 
Correspondence School. courant Mail art. Ken 
Friedman experimente de nombreuses formes, 
allant du graphisme a la musique concrete, en 
passant par l'ecriture et la performance 
Parallelement a sa pratique artistique. ii pour­
suit des recherch es en theorie du design et 
collabore a la mise en place des fondements 
philosophiques et theoriques de la recherche 
en design. Travaillant dans ce domaine depuis 
les annees 1980, ii est aujourd'hui le Doyen de 
la Faculte de design, Swinburne University of 
Technology, Melbourne. Australie. 

PT 

Geoffrey Hendricks 

Geoffrey Hendricks est ne en 1931. a Littleton. 
New Hampshire (Etats-Un is). II frequente 
successivement le Armherst College, la Cooper 
Union Art School et l'Universite de Columbia. En 
1956. ii ense1gne l'art a la Rutgers University, 
New Brunswick. II y est associe a Allan Kaprow. 
Roy Liechtenstein et Robert Watts. Depuis le 
milieu des annees 1960, ii participe activement 
aux projets Fluxus. Ses productions sont surtout 
connues a travers deux axes formels : la repre­
sentation des nuages et la figure du poir1er. 
comme posture gymnique au sein de ses perfor­
mances. Son travail approfondi sur l'imagerie du 
ciel. apparemment initie par une idee de George 
Maciunas plut6t que par une volonte indivi­
duelle, lui a valu le surnom de « cloudsmith » 
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[forgeron du nuage]. sobriquet trouve par Dick 
Higgins II s'agit majoritairement d'aquarelles de 
petits formats. Les objets de la vie quotidienne 
et le corps de !'artiste peuvent etre egalement 
recouverts de nuages peints. 
Quant a la figure du poirier, elle permet a l'artiste 
(et a ses spectateurs) de porter un nouveau 
regard su r le monde, essentiel pour Geoffrey 
Hendricks pour qui la relation a la nature est 
primordiale. Les oeuvres de Geoffrey Hendricks 
traitent egalement des rituel s. En 1971. lui et sa 
femme, « Bici » Forbes, decident de se separer. 
Ce sera !'occasion d'un Fluxdivorce pour lequel 
leurs biens communs seront materiellement 
coupes en deux, jusqu'a !'album-souvenir de la 
« ceremonie » (photographies de Peter Moore) 
qui est tranche en son milieu dans le sens hori­
zontal. Plus tard, ii se rase entierement le co rps 
pour affirmer son homosexualite et sa renais­
sance. En 1975, ii vit et travaille avec Brian 
Buczak. En 1978, ii est le« Flux Minister» [Pretre 
Fluxus] au mariage (Fluxwedding) de George 
Maciunas et Billie Hutchins. Ouelques mois plus 
tard, ii remplit les memes fonctions pour les 
Fluxfunerals du fondateur de Fluxus. 
Depuis. Geoffrey Hendricks est invite a de 
nombreuses expositions. II poursuit l'explora­
tion de l'art de la performance et de l'inter­
media. En 2002, ii publie Critical mass . happe­
nings, Fluxus, performance, intermedia. En 
2003, apres 48 ans de service. ii arrete l'ensei­
gnement a la Rutgers University. Geoffrey 
Hendricks est actuell ement president du 
conseil de Visual AIDS, organisme qui aide les 
artistes atteints du VIH. II vit et travaille avec 
Rodney Sur, a New York et Breton Cape, 
Nouvelle-Ecosse, Canada. 

PT 

Dick Higgins 

Richard Carter Higgins est ne le 15 mars 1938 a 
Cambridge (Grande Bretagne) II s'installe avec 
ses parents en 1939 aux Etats-Unis. II est issu 
d'une famille de riches industriels. Entre 1955 et 
1957, ii etudie a Yale avant de suivre des cours 
de litterature et de musique a Columbia entre 
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1958 et 1960. Hen ry Cowell, compositeur radical 
qui se passa notamment du clavier pour jouer 
du piano, fut l'un de ses professeurs. Dick 
Higgins est actif dans le milieu de l'art des 1956. 
En 1958-1959, ii assiste aux cours de John Cage 
a la New School for Social Research. II fonde 
ensuite, avec Al Hansen, le New York Audio 
Visual Group, dont la fonction est de produire 
des concerts de musique experimentale. En 
avril 1960, ii epouse Alison Knowles puis etudie 
les techniques d'impression a la Manhattan 
School of Printing. En 1961, ii participe, avec 
George Maciunas, a la creation de la revue 
Fluxus, dont le nom qualifiera plus tard et plus 
largement le mouvement. En 1962, ii participe, 
avec Alison Knowles. a la manifestation fonda­
trice du mouvement Fluxus le Fluxus 
Internationale Festpiele Neuester Musik de 
Wiesbaden, RFA. A cette occasion, ii execute la 
performa nce intitulee Danger Music n°2. 
De retou r a New York en 1963, ii participe au 
Yam festival. En 1964, ii cree les editions 
Something Else Press qui publient entre autres 
les oeuvres d'Allan Kaprow, Gertrude Stein. ou 
Merce Cunningham, participant ainsi a la diffu ­
sion des idees et pratiques les plus novatrices. 
En 1965, Dick Hi gg ins publie un essai sur la 
notion d'« intermedia », ferment conceptuel de 
l'interdisciplinar ite Fluxus. En 1966, ii organise 
la premiere manifestation de poesie concrete. II 
donnera ensuite performances. lectures. 
concerts en Europe et aux Etats-Unis. En 1973, 
ii quitte les editions Something El se Press. En 
1976 ii publie un recueil qui ra ssemble beau­
coup de ses essais et travaux theoriques · A 
Dialectic of Centuries.· Notes towards a Theory 
of the New Arts. De 1978 a 1986, ii s'occupe des 
Printed Press. nouvelle societe d'editions qui 
prend la suite d'Unpublished Editions. Cette 
activite editoriale permet la diffusion de films, 
videos, et disques. En 1987 ii publie Pattern 
Poetry, qui rassemble ses etudes sur les diffe­
rentes formes de poesie visuelle. 
Le 25 octobre 1998, ii donne Danger Music n°2, 
qui consiste a crier le plus fort et le plus long­
tem ps possible Le 26 octobre, ii se tait a 
jamais en mourant d'une crise cardiaque. 

PT 



Alice Hutchins 

Alice Hutchins, nee Williamson. voit le jour a 
Van Huys, Californ1e (Etats -Unis) , en 1916. 
Apres des etudes en histoire et sciences 
economiques a l'Universite de Berkeley, elle se 
marie a un avocat avec qui elle a deux enfants. 
lls demenagent success1vement en Virginie, 
dans le Michigan. a Washington, puis au Caire, 
et en Egypte dans Jes annees 1930-40. En 
1950, la famille s'installe a Paris, et c'est en 
France qu'Alice Hutchins decouvre J'art. Elle 
suit une formation chez le peintre et realisateur 
Robert Lapoujade. Au debut des annees 1960, 
elle rencontre Jean Dupuy, puis Bernard 
Heidsieck, le poete sonore. et son epouse. !'ar­
tiste Fran<;:oise Janicot. Lors de soirees infor­
melles chez le couple, elle fait la connaissance 
d'artistes qui seront plus ou moins lies a 
Fluxus Robert Filliou, Carolee Schneeman, 
Emmet Williams .. Au milieu des annees 1960, 
Alice Hutchins travaille avec des cartes 
postales reproduisant des oeuvres. En 1966, 
elle realise un autoportrait ou son image dispa­
rait derriere du lettrage. En 1967, elle decouvre 
le potentiel creatif de J'aimant et commence a 
faire des oeuvres tridimensionnelles. Elle utili­
sera ce materiau tout au long de sa carriere. 
L'utilisation du champ magnetique Jui permet 
de modifier ses petites sculptures d'une expo­
sition a J'autre, ou au gre des manipulations des 
spectateurs. En ce sens, !'oeuvre d'Alice 
Hutchins est interactive et collaborative. Pierre 
Schneider, critique d'art fran<;:ais, et Paul­
Armand Gette lui conseillent alors de montrer 
cette production a New York. Par hasard, elle 
tombe sur le numero de telephone de 
Something Else Press. Dick Higgins, fondateur 
de cette societe, lu1 fait rencontrer Alison 
Knowles, Ben Patterson, et George Maciunas, 
qui l'invite a mettre en place un studio dans 
une Fluxhouse. JI Jui propose egalement de 
conditionner ses petites sculptures magne­
tiques dans des boites. Ce seront les Jewelry 
Fluxkit. Arrivee en septembre 1967 a New York, 
elle en repart en avril 1968, bouleversee par 
J'assassinat de Martin Luther King Elle retourne 
a Paris et assiste aux evenements de mai 1968. 

Elle reste en France jusqu'en 1980, et expose 
regulierement dans le monde entier jusque 
dans Jes annees 1990. Pendant l'ete 2009, la 
galerie Amelio Terras, New York. lui consacre 
une retrospective Alice Hutchins decede le 25 
octobre 2009. a J'age de 93 ans. 

PT 

Joe Jones 

Joe Jones est ne en 1934 a New York et mort 
en 1993 a Wiesbaden (Allemagne) II grandit a 
Brooklyn et re<;:oit une formation de musique 
classique a la Hartnett School, New York. Dans 
les annees 1950, ii exerce comme batteur de 
jazz mais eprouve des difficultes a decrocher 
des contrats. II s'oriente alors vers l'etude de la 
musique experimentale avec John Cage et 
Earle Brown comme professeurs. En 1960, ii 
rencontre Dick Higgins et Alison Knowles. En 
1962, lorsque le couple part pour Wiesbaden 
participer a la premiere manifestation Fluxus, 
Joe Jones loue leur studio. II developpe alors 
ses premieres machines musicales, hybrides de 
sculptures sonores et de read y-made : bateaux 
musicaux, parapluies solaires musicaux .. En 
1963, ses creations sont exposees a la Betty 
Parsons Gallery, New York. Cette annee-la, ii 
rejoint le mouvement Fluxus et participe au 
Yam Festival du New Brunswick avec sa 
performance Machinic Noise Music. En 1964, ii 
est invite a l'Avantgarde Music Festival, New 
York. Pendant cette periode, ii est egalement 
actif a Nice. En 1969, ii ouvre son propre 
magasin ou sont exposees ses machines musi­
cales pour lesquelles Joe Jones integre 
moteurs et bandes magnetiques afin qu'elles 
fonctionnent sans interprete En 1971 (ou 1972), 
ii produit l'album Fly de Yoko Ono et John 
Lennon. II fonde egalement Fluxus Airlines 
avec George Maciunas. Joe Jones s'installe en 
Europe ou ii vit successivement a Amsterdam, 
Asolo (ltalie), Berlin et Wiesbaden. Son travail 
est expose dans le monde entier. Au milieu des 
annees 1980, ii cree des courts-metrages avec 
son ordinateur les Fluxus Home Movies. II 
realise en exterieur des installations de grands 
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orchestres avec ses machines musicales. 
Diffusees dans des lieux calmes, campagne ou 
bord de mer, ses compositions sonores utili­
sent l'energie naturelle (soleil, vent) et le 
hasard. En 1988, ii expose au Musee Ludwig de 
Cologne, puis en 1992 et 1993. a Helsinki, 
Nuremberg, Rotterdam, et Wuppertal, ou ii 
presente sa derniere manifestation. 

PT 

Allan Kaprow 

Ne en 1927 a Atlantic City, Allan Kaprow s'in­
scrit en 1942 a la High School of Music and Art 
de New York. II etudie ensuite la philosophie et 
l'histoire de l'art a l'Universite de New York. En 
1947, ii s'inscrit aux cours de peinture dispenses 
par Hans Hoffman a la School of Fine Arts de 
New York, puis poursuit ses etudes en histoire 
de l'art a la Columbia University. En 1952, ii 
fonde la Hansa Gallery. II enseigne a la Rutgers 
University de 1953 a 1961. D'abord attire par 
l'expressionnisme abstrait. ii s'interesse aux 
environnements apres avoir suivi les cours de 
musique experimentale de John Cage a la New 
School for Socia l Research entre 1957 et 1958. 
Dans !'article L 'heritage de Jackson Pollock 
qu'il publie en 1958, ii introduit la notion de 
Happening dont ii theorise le contenu. L'annee 
suivante, ii fonde la Reuben Gallery et presente 
pour son inauguration 78 Happenings in 6 
Parts. En 1961. ii est nomme enseignant a l'uni­
versite de New York et participe aux debats 
sur !'education des artistes contemporains. 
Proche des artistes de Fluxus. i i n'a jamais 
appartenu concretement au mouvement. En 
1964, ii dirige la representation d'Originale de 
Stockhausen au Judson Hall. En 1966, ii publie 
Assemblage. Environments and Happenings, 
un ouvrage de reference sur les nouvel les 
pratiques artistiques Allan Kaprow realise de 
nombreux happenings d'envergure a la fin des 
annees 1960 avant de se consacrer a ce qu'il 
nomme « activities », des happenings de 
dimension plus reduite. En 1970, ii participe a 
!'exposition Fluxus & Happening au 
Kunstvere in de Cologne En 1971, ii pub li e un 
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essai ironique sur !'education des artistes inti­
tule The Education of Un-Artist. A la fin des 
annees 1970, ii entreprend une tournee euro­
peenne dans laquelle ii presente ses principaux 
happenings Pendant les annees 1980 et 1990, 
de nombreuses institutions lui consacrent des 
expositions II decede en 2006 en Californie. 

VD 

Milan Knizak 

Ne en 1940 a Pilsen, en Tchecoslovaquie, Milan 
Knizak suit de 1957 a 1958 des etudes d'educa­
tion artistique dispensees en russe a 
l'Universite de Prague. Puis, apres avoir 
effectue son service militaire. ii entre a 
l'Academie des Beaux-Arts de Prague. II en est 
expulse en 1964 et tente de suivre sans succes 
des etudes de mathematique. Des le debut des 
annees 1960. Milan Knizak organise differentes 
manifestations dans les rues de Prague. son 
ter rain de jeu favori. En 1964, ii fonde avec ses 
amis Jan Mach et Robert Wittmann, le groupe 
d'artistes Aktual Art. Ce groupe, qui ne cesse 
de s'agrandir, publie des revues. organise de 
nombreux happenings de rue et produit des 
chansons souvent reprises par le groupe de 
musique non-conformiste The plastic people of 
the Universe. En 1965, Milan Knizak entre en 
contact avec des artistes new-yorkais tels 
qu'A llan Kaprow ou George Maciunas. Celui-ci 
lui propose tres rapidement de venir aux Etats­
Unis et de publier ses oeuvres completes 
(projet jamais abouti). 11 le nomme directeur de 
« Fluxus Est ». Milan Knizak organise en 
oc tobre 1966 les deux premiers concerts 
Fluxus a Prague. Pour !'occasion, ii invite 
comme performeur Dick Higgins, Alison 
Knowles. Ben, Jeff Berner et Serge 
Oldenbourg qui finira son voyage en prison 
pour avoir cede son passeport a un soldat 
cherchant a s'enfuir. Grace a l'appui de George 
Maciunas. Milan Knizak rejoint en 1968 les 
Etats-Unis et s'y installe pour deux ans avec sa 
femme Jane Knizak. II presente ses pieces 
Lying Ceremony et Difficult Ceremony et colla­
bore avec Maciunas a !'edition des boites Flux 



Dream et Flux Snakes. De retour a Prague en 
1969, ii est mis sous surveillance par les auto­
rites tchecoslovaques qui l'arretent en 1973 
pour avoir publie une revue non autorisee et 
tente de transmettre des documents au collec­
tionneur allemand Hanns Sohm. Condamne a 3 
ans de prison, sa peine est commuee en sursis 
grace aux petitions de la communaute artis­
tique internationale qui, comme le rappelle 
Allan Kaprow dans une lettre de 1972, consi­
dere Milan Knizak comme le « principal repre­
sentant du Happening en Europe de l'Est » 
Apres la chute du mur du Berlin et l'effondre­
ment de l'URSS, ii est nomme president de 
l'Academie des Beaux-Arts - qu i 1·avait expulse 
25 ans auparavant. et y dispense des cours 
d'« intermedia ». En 1998, ii reprend ses acti­
vites politiques et se presente sans succes aux 
elections senatoriales. L'annee suivante, ii est 
nomme president de la Galerie Nationale de 
Republique Tcheque Son action au sein de 
cette institution est tres controversee. De 
nombreux conflits l'opposent a la scene artis­
tique tcheque, le considerant indifferent aux 
prat1ques artistiques actuelles. Toujours actif, 
Milan Knizak vit et travai lle a Prague 

VD 

Alison Knowles 

Nee en 1933 a New York, Alison Knowles etudie 
la litterature au Middlebury College entre 1952 
et 1954. En 1955, elle s'inscrit aux cours d' illus ­
tration du Pratt Institute de Brooklyn puis 
poursuit des etudes de peinture dispensees 
par Joseph Albers et Adolph Gottlieb a 
l'Universi te de Syracuse. A la fin des annees 
1950, Alison Knowles rencontre John Cage et 
Dick Higgins et s'interesse a la musique ainsi 
qu'au happening. En 1960, elle epouse Dick 
Higgins et realise ses premiers « events ». En 
1962, ils rejo1gnent George Maciunas en Europe 
et participent a la tournee des festivals Fluxus. 
De retour aux Etats-Unis en 1963, Alison 
Knowles participe activement au Yam Festival. 
En 1964, Fluxus publie Bean Rolls. des boites 
contenant des haricots pour lesquelles Alison 

Knowles etablit des definitions imaginaires. 
Elle travaillera activement pour les editions 
Something Else Press des 1964. En 1967, elle 
publie le recueil de poemes The House of Dust. 
realise The Big Book, un livre de 2,4 m de 
hauteur concu comme un environnement dont 
les spectateurs sont le sujet. La meme annee, 
elle realise The Identical Lunch, une action 
repetee dans laquelle elle invite des amis a 
partager un dejeuner commun un sandwich 
au thon. De 1970 a 1972, elle dirige le Graphics 
Laboratory du California Institute of Arts. Sa 
derniere exposition Time Sample voyagera en 
Europe et au Etats-Unis durant l'annee 2006. 
En 2008, elle reactive « !'event » Make a Salad, 
1962 a la Tate a Londres ou 3000 personnes 
partageront la g igantesque salade composee 
par !'artiste. En 2009 elle est en residence a 
Radcliffe Institute for Advanced Study, Harvard 
University. 

VD 

Shigeko Kubota 

Nee en 1937 a Niigata au Japon. Shigeko 
Kubota etudie la sculpture a l'Universite pour 
!'Education de Tokyo. Elle s'associe au groupe 
artistique radical The National Federation of 
Student Self-Government Association et 
frequente les concerts du groupe de 
musique/performance Ongaku. En 1963, elle 
assiste aux performances de John Cage a 
Tokyo et rencontre George Maciunas grace a 
Yoko Ono. En 1964, elle s'installe a New York 
avec l'aide de George Maciunas et s'inscrit a 
I Universite de New York ainsi qu'a la New 
School for Social Research. Elle participe acti­
vement aux evenements Fluxus et est 
nommee vice-presidente du mouvement par 
Maciunas. Elle rencontre notamment Nam 
June Paik qu'elle epousera en 1970. En 1965. 
lors du Perpetual Fluxfest. elle presente Vagina 
Painting, une performance renommee dans 
laquelle elle peint grace a un p1nceau qu'elle 
insere dans son vagin. En 1968, Fluxus edite 
Fluxmedecine, boites dont elle est l'auteur. A la 
fin des annees 1960. Shigeko Kubota s'inte-
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resse a la sculpture video. Son premier journal 
video Europe on Inch a Day est presente en 
1972. En 1973, elle integre le laboratoire de tele­
vision de la chaine WNET. En 1974, elle devient 
commissaire de la section video pour la 
Anthology Film Archives. Son c:euvre a ete de 
nombreuses fois recompensee et a fait l'objet 
de nombreuses retrospectives. Elle vit et 
travaille actuellement a New York. 

VD 

Jackson Mac Low 

Ne en 1922 a Chicago, Jackson Mac Low etudie 
de 1939 a 1943 la philosophie et la litterature 
comparee a l'Universite de Chicago. II s'installe 
en 1944 a New York. De 1945 a 1954, ii edite la 
revue anarchiste et pacifique Resistance. A 
partir de 1954, ii s'interesse a une ecriture non 
intentionnelle introduite par une composition 
aleatoire. II suit ainsi les cours de John Cage a 
la New School for Social Research entre 1958 
et 1959. II poursuit en parallele des etudes de 
Gree au Brooklyn College En 1960. une de ses 
premieres pieces aleatoires The Marrying 
Maiden est mise en scene par le Living Theater. 
L'annee suivante, ii presente Verdurous sangui­
naria au loft de Yoko Ono. II est invite a 
presenter ses travaux a la AG Ga llery et rec;:oit 
ainsi la newsletter de George Maciunas. En 
1963, ii co-edite avec la Monte Young An 
Anthology of Chance Operating. Plusieurs de 
ses performances sont jouees en Europe lors 
des Festivals Fluxus. En total desaccord avec 
George Maciunas qui veut combattre « la 
culture serieuse », ii se desolidarise de Fluxus 
apres avoir rec;:u la Policy Newsletter No.6 de ce 
dernier, qui preconisait des actions violentes a 
New York. Depuis sa creation en 1964. ii parti­
cipe chaque annee au Annual Festival of 
Avant-Garde et ce jusqu'en 1980. II est maintes 
fois sollicite pour dispenser des cours de 
poesie-action et devient professeur a 
l'Universite de New York de 1966 a 1973. En 
1968. ii signe la petition contre la guerre du 
Vietnam Writers and Editors War Tax Protest. 
En 1969. ii participe au programme Art et 

232 

Technologie du County Museum of Art de Los 
Angeles en creant des poemes assistes par 
ordinateur. Dans les annees 1980, ii voyage en 
Australie ou ii contribue a de nombreux semi­
naires sur la poesie II est !'auteur de plus d'une 
vingtaine de livres de poesie aleatoire. 
Recompense en 1999 par l'Academie des 
poetes americains. ii decede en 2004 aux 
Etats-Unis. 

VD 

George Maciunas 

Ne en 1931 a Kaunas en Lituanie, George 
Maciunas emigre avec sa famille aux Etats-Unis 
en 1948. II s'inscrit a la Cooper Union School of 
Art puis poursuit ses etudes d'architecture au 
Carneg ie Institute of Technology de Pittsburgh 
dont ii sort dipl6me en 1954. De 1955 a 1960, ii 
etudie l'histoire de l'art et l'ethnographie a 
!'Institute of Fine Arts de New York. II travaille 
comme designer pour Knoll Associates. En 
1959, ii suit les cours de musique experimen tale 
de la New School for Social Research dispenses 
par Richard Maxfield. II y rencontre La Monte 
Young qui le presente a l'avant-garde new­
yorkaise. En 1960. ii ouvre avec A Imus Salcius la 
galerie AG au 925 Madison Avenue. Plusieurs 
concerts et expositions d'artistes pre-Fluxus 
sont organises dans cette galerie. En 1961, lors 
de la serie de concerts intitulee Musica Antiqua 
et Nova, le nom de Fluxus apparait sur les 
cartons d'invitation comme le titre d'une publi­
cation a venir. En 1961, ii travaille sur le 
graphisme de l'ouvrage de La Monte Young, An 
Anthology A l'automne 1961, la galerie AG fait 
faill1te et George Maciunas rejoint l'Europe ou ii 
travaille comme designer pour l'armee ameri­
caine a Wiesbaden. II rencontre Emmett 
Williams, Nam June Paik et Wolf Vostell et 
travaille a la promotion de la revue Fluxus en 
Europe. Le 9 juin 1962, ii prononce un discours 
decisif intitule Neo Dada in Musik, Theater. 
Poetry, Art a la galerie Parnass de Wuppertal. II 
decide par la suite d'organiser une serie de 
festivals dans toute !'Europe pour la promotion 
de Fluxus entre 1962 et 1963. Le projet de revue 



est abandonne et Fluxus devient desorma1s un 
« mouvement » artistique. De retour aux Etats­
Unis en 1963. sa position artistique de valorisa­
tion du non-art se radicalise. II s'installe au 359 
Canal Street qu'll nomme le Fluxhall/Fluxshop, 
edite les premieres Fluxboxes, reprend le 
journal de George Brecht V TRE et devient 
president du Action Against Imperialism 
Culture en 1964. Influence par le radicalisme 
d'Henry Flynt, ii organise une manifestation le 8 
septembre 1964 pour denoncer la tenue de la 
representation d'Originale de Stockhausen lors 
du second Annual Festival of Avant-Garde 
auquel participe des artistes de Fluxus. Ce 
conflit l'isole de nombreux artistes du mouve­
ment. En 1967, ii cree avec Robert Watts et 
Herman Fine la Implosion Inc., une entreprise de 
gadgets artistiques destinee a financer les acti­
vites de Fluxus. La meme annee, ii entreprend de 
renover des batiments du quartier de SoHo afin 
d'y creer des cooperatives d'artistes. A partir 
de 1975, cette entreprise se heurte a !'adminis ­
tration de la municipalite. L'annee suivante, ii 
est attaque par les hommes de mains d'un de 
ses creanciers, et perd un oeil dans l'affronte­
ment. En 1976, ii achete un domaine a New 
Marlborough dans le Massachusetts dans l'in­
tention d'en faire une communaute d'artiste. II 
se marie en 1978 lors du Flux-Wedding avec la 
seule locataire du domaine, la poete Billie 
Hutchins. Atteint par un cancer, ii decede le 9 
mai 1978 a l'h6pital universitaire de Boston. 
Considere comme le principal acteur de Fluxus. 
George Maciunas a joue un role determinant 
dans la promotion et la theorisation du mouve­
ment. 

VD 

Larry Miller 

Ne en 1944 dans le Missouri , Larry Miller etudie 
l'art a l'Universite Rutgers dans le New Jersey. II 
se rapproche de Fluxus des 1969, a !'occasion 
des nombreuses manifestations organisees par 
le groupe au sein de cette universite. En 1970, 
Miller organise les Fluxsports lors du Fluxshow 
presente a l'Universite Rutgers II obtient la 

meme annee son Master of Fine Arts. Maciunas 
publie en 1974 Orifice Plugs, la premiere boite 
Fluxus de Larry Miller, qui appartient a la 
seconde generation Fluxus. II participe ensuite 
au Fluxlabyrinth presente en 1976 a Berlin avec 
ses Knobdoors, puis au Delayed Fluxus New 
Year en remplacant le cadran d'une horloge 
pub lique par une eolienne (Fluxus Winding). 
Defenseur de Fluxus, ii est considere comme un 
veritable ambassadeur du mouvement depuis la 
mort de George Maciunas en 1978. lnterprete 
« classique » des « events » et performances 
Fluxus, ii dirige de nombreux concerts en 
Amerique et en Europe II est le fondateur du 
Robert Watts Studio Archives. En 1994, ii cree le 
premier site Internet de Fluxus. En 2005, ii 
realise pour la premiere fois I'« event » de 
George Brecht Sundown, jamais realise aupara­
vant, pour l'ouverture de la retrospective George 
Brecht, a Heterospective au Ludwig Museum de 
Cologne. Son travail personnel est constitue en 
grande partie d'installations qu'il nomme 
« objets performatifs » afin d'abolir les frontieres 
entre matiere, evenements, espace et temps par 
une approche humoristique et provocatrice. 
Dans les annees 1980, ii s'interesse a la notion 
d'ADN et lance une campagne internationale en 
1992 pour proteger la propriete de l'ADN par des 
certificats de copyright. 

VD 

Peter Moore 

Ne a Landres en 1932, Peter Moore passe son 
enfance au Royaume-Uni avant de partir pour les 
Etats-Unis au debut des annees 1950 pour 
etud ier la photographie Apres avoir frequente 
les banes du Haverford College puis du 
Massachusetts Institute of Technology, Peter 
Moore commence sa carriere professionnelle 
dans les chambres noires de Life Magazine. Au 
debut des annees 1960, ii s'interesse a la docu­
mentation des arts du spectacle et rencontre en 
1962 George Maciunas a la AG Gallery. II devient 
alors le principal photographe des activites new­
yorkaises de Fluxus et cela jusqu'a la mort de 
Maciunas en 1978. Dans un premier temps tres 
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independant. ii est peu a peu integre aux acti­
vites du groupe. Ses photographies de perfor­
mances sont utilisees pour la premiere fois par 
Fluxus dans la publication cc V TRE n°4 de juin 
1964. En 1970, le cc V TRE n°9 intitule JOHN 
YOKO & FLUX all Photographs copyright nine­
teen seventy by peTer mooRE se compose 
uniquement de 123 photographies legendees 
prises par Peter Moore. Des 1967. ii participe au 
projet Implosion Inc Project, societe commer­
ciale de Fluxus qui tente de produire des 
gadgets. II realise avec Robert Watts la Cluttered 
Desk Table Top, une table dont une photographie 
d'objets est callee sur le plateau. Si ces projets 
n'ont pas abouti, ii est neanmoins systematique­
ment invite par Maciunas a documenter les 
performances. meme privees. de Fluxus dans les 
annees 1970. II se deplace a Berlin avec Maciunas 
en 1976 pour photographier le Flux Labyrinth 
presente a la Akademie der Kunst. II filme egale­
ment certains Fluxfilms et d'autres evenements 
comme la mise en scene d'Originale de 
Stockhausen. En parallele du suivi des activites 
Fluxus, Peter Moore assiste a de nombreuses 
representations artistiques donnees au Judson 
Dance Theater entre 1960 et 1980 et photogra­
phie notamment Trisha Brown, Simone Forti, 
Yvonne Rainer ainsi que les pieces Pelican de 
Robert Rauschenberg et Night Wandering de 
Merce Cunningham, toutes deux jouees en 1965. 
A partir de 1978 et jusqu'a 1989, ii est editeur 
technique et chroniqueur dans la revue Modern 
Photography Magazine Decede en 1993 a 
Landres, Peter Moore est aujourd'hui considere 
comme un « historien visuel »de l'art performatif 
new-yorkais des annees 1960 et 1970 aussi 
important que des photographes comme Robert 
McElroy ou Caroline Tisdall. Malgre un travail 
photographique purement documenta1re, ses 
photographies sont aussi reconnues aujourd'hui 
pour leur valeur esthetique. 

VD 

Charlotte Moorman 

Nee en 1933 a Little Rock dans !'Arkansas, 
Charlotte Moorman suit des etudes de violon-
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celliste au Centenary College (Louisianne) et 
obtient son Bachelor of Art en 1955. Elle pour­
suit ses etudes a l'Universite du Texas d'Austin 
jusqu'en 1957 puis s'inscrit au conservatoire de 
la Julliard School de New York. Apres un debut 
de carriere classique au sein de !'American 
Symphony Orchestra. Charlotte Moorman s'in­
teresse a la musique d 'avant-garde. lnterprete 
des pieces de John Cage. elle cree et organise 
le Annual Festival of Avant Garde de 1963 a 
1980. Edgar Varese la surnommera « la Jeanne 
d'Arc de la musique nouvelle » pour son impli­
cation dans ce festival qui participa activement 
a la diffusion des arts performatifs aux Etats­
Unis. En 1964, elle rencontre Nam June Paik 
pour la preparation de la piece de Karlheinz 
Stockhausen Onginale jouee lors du 2 nd Annual 
Festival of Avant-garde. Cette rencontre 
marque le debut d'une longue collaboration 
avec !'artiste coreen, qui creera pour elle de 
nombreuses pieces. En 1967, Charlotte 
Moorman et Nam June Paik presentent Opera 
Sextronic a la Filmmaker's Cinematheque. lls 
seront arretes pour atteinte a la pudeur lls 
voyageront en Europe pour presenter leurs 
travaux entre 1968 et 1970. En 1969, Nam June 
Paik ecrit la piece Tv Bra. For Living Sculpture 
dans laquelle Charlotte Moorman joue du 
violoncelle avec deux petits televiseurs poses 
sur ses seins. Charlot te Moorman collabore 
avec de nombreux ar t istes tels que Joseph 
Beuys ou encore Jim McWilliams qui ecrit pour 
el le Sky kiss en 1968. Tres influente a New York, 
elle est souvent consideree comme une porte­
parole des activites d'avant -garde, favorisant 
les liens entre les autorites locales et les 
artistes. Elle n'a jamais appartenu a Fluxus, 
meme si elle reste tres liee a ce mouvement. 
notamment grace a son role d'organisatrice 
d'evenements et concerts d'avant -garde, ainsi 
qu 'a sa collaboration avec Nam June Paik. En 
1985, Joseph Beuys lui rend hommage avec 
son Infiltration homogen fur Cello, un violon­
celle recouvert de feutre avec une croix rouge. 
En 1991, apres une lutte de plus de 10 ans 
contre la maladie, elle decede des suites d'un 
cancer genera lise. 

VD 



Yoko Ono 

Nee en 1933 a Tokyo au sein d'une famille de 
banquiers, Yoko Ono fuit les bombardements 
de la Seconde Guerre mondiale et rejoint les 
Etats-Unis en 1945. Elle etudie la musique et la 
philosoph1e au Sarah Lawrence College ainsi 
qu·a la Harvard University de Cambridge Tres 
inspiree par la generation Beat. elle se brouille 
avec sa famille et se marie en 1957 avec le 
jeune compositeur Tosh i lchiyanagi Grace a lui, 
elle decouvre les milieux avant-gardistes de 
New York ainsi que l'ceuvre de John Cage 
qu'elle apprecie part1culierement. En 1960, 
apres des annees difficiles. elle s'installe avec 
Toshi dans le loft du 112 Chambers Street. Elle y 
organise pendant l'hiver 1960-1961 une serie de 
concerts avec La Monte Young, invitant de 
nombreux artistes a presenter leur travail. Elle 
y rencontre George Maciunas qui assiste 
comme spectateur a ces evenements. En 1961, 
apres une premiere exposition a la AG Gallery, 
le Carnegie Recital Hall lui consacre une soiree 
ou elle presente ses performances/concerts A 
Grapefruit in the World of Park, A Piece for 
Strawberries and Violin avec la participation de 
Richard Maxfield et David Tudor. De 1962 a 
1964, elle sejourne au Japon ou elle participe 
en tant qu'interprete a la tournee de John 
Cage. Elle rencontre Anthony Cox. un musicien 
de jazz qu'elle epouse en 1963, peu de temps 
apres son divorce d'avec Tosh1 lchiyanag1. A 
son retour du Japon, elle participe activement 
aux activites de Fluxus et notamment au 
concert organise lors du Perpetual Fluxfest en 
1965 au Carnegie Recital Hall, avec des pieces 
com me Bag Piece. Beat Piece. Cut Piece et Sky 
Piece for Jesus Christ. S1 Maciunas echoue a 
publ1er son recueil de partitions Grapefruit, ii 
produit neanmoins plusieurs multiples comme 
Self Portrait, un miroir que l'on retrouve dans la 
bolte anthologique Fluxus 7. A partir de 1966, 
elle collabore avec Fluxus pour la realisation 
d'une serie de films dont le plus connu No.4 
(Bottoms) est une serie de fesses filmees en 
gros plan En 1966, elle expose dans la galerie 
londonienne lndica Unfinished Paintings Cette 
exposition est revelatrice du travail plastique 

de Yoko Ono qui cherche a faire intervenir le 
public dans la realisat ion de son oeuvre soit par 
son imagination , soit par son intervention 
directe. Ce principe d' « oeuvre non finie », qui 
necessite une interaction avec le spectateur 
impregnera la conception des principes de 
Fluxus. C'est lors de cette exposition qu'elle 
rencontre John Lennon. lls se marient en 1969 
et commencent une campagne de lutte contre 
la guerre du Vietnam avec leur action Bed-in et 
leur campagne de publicite War Is Over. En 
1970, Yoko Ono se consacre a la musique et 
sort son premier album Yoko Ono/The Plastic 
Ono Band. La meme annee Fluxus consacre a 
Yoko Ono et John Lennon un festival repris par 
!'Everson Museum de Syracuse dans !'exposi­
tion This Is Not Here. En 1980, Yoko Ono 
assiste , impuissante, a l'assassinat de John 
Lennon. En 1987, apres des annees dediees a la 
mus ique, Yoko Ono reprend ses activites plas­
tiques. En 2001, une retrospective Yes Yoko 
Ono lui est consacree a New York. 
La Serpentine Gallery, Landres, l'invite a 
exposer pendant l'ete 2012. 

VD 

Nam June Paik 

Ne en 1932 a Seoul, Nam June Paik etudie la 
musique a la Kyungi High School des 1946. En 
1950, ii fuit avec sa famille la guerre de Coree. 
rejoignant Hong-Kong puis le Japon. 11 etudie 
l'art et la musique a l'Universite de Tokyo dont 
ii so rt dipl6me en 1956 avec une these sur le 
compositeur Arnold Schonberg. Apres un 
voyage a travers le monde. ii rejoint en 1956 
Munich pour continuer ses etudes d'histoire de 
la musique et s'inscrit au Conservatoire de 
Freiburg. En 1958, ii rencontre Karlheinz 
Stockhausen et travaille au studio de musique 
electronique de la WDR de Cologne En 1959, ii 
suit les cours d'ete de John Cage a Darmstadt 
et se lie d'amitie avec celui -ci. II presente sa 
premiere performance lors d'une soiree inti ­
tulee Hommage a John Cage a la galer ie 
Parnass de Wuppertal dans laquelle ii renverse 
un piano sur les spectateurs En 1960, ii 
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presente Etude pour pianoforte dans le studio 
de Mary Bauermeister a Cologne et en profite 
pour sectionner la cravate de Cage. La meme 
annee; ii participe a la representation 
d'Originale de Stockhausen a Cologne. En 1961. 
ii fait la rencontre de Wolf Vostell, puis, en 1962, 
celle de Joseph Beuys et George Maciunas. 
Nam June Paik introduit ce dernier dans les 
milieux artistiques allemands. lui permettant 
notamment de presenter son manifeste Neo 
Dada in der Music lors d'une soiree a la galerie 
Parnass de Wuppertal La semaine suivante, ii 
presente lors d 'une soiree au Kammerspiele de 
Dusseldorf sa p iece Solo for Violin, une perfor­
mance qui deviendra un classique du reper­
toire de Fluxus. Nam June Paik, tres enthou­
siaste quant a la vision de Maciunas, partici­
pera tres activement a !'organisation des festi­
vals europeens Fluxus. Sa premiere exposition 
personnelle Exposition of Music Electronic 
Television a la galerie Parnass est le resultat de 
ses travaux sur la distorsion de l'image et 
marque les premisses de l'art video dont ii est 
l'un des precurseurs. En ju1n 1964, ii s'instal le a 
New York grace a l'appui de George Maciunas. 
II rencontre Charlotte Moorman, violoncelliste 
et organisatrice du New York Avant-Garde 
Festival avec qui ii commence une longue 
collaboration. II participe a ce festival en inter­
pretant Originale de Stockhausen malgre !'in­
terdiction formulee par George Maciunas et 
rompt ainsi ses liens avec lui. En 1965, la galerie 
Bonino lui consacre sa premiere exposition 
video aux Etats-Unis. Le 9 fevrier 1967, la police 
arrete la representation de !'Opera Sextronic 
de Paik et Moorman pour outrage a la decence 
publique Les deux collaborateurs presente­
ront neanmoins leur Electronic Opera No.I en 
Europe jusqu'en 1969. En 1970, ii cree avec !'ar­
tiste Shuya Abe le synthet1seur video, et 
devient professeur au California Institute of 
Arts a Los Angeles. En 1971, ii travaille pour la 
WNET's TV lab. a New York. Une premiere 
retrospective lui est consacree au Kunstverein 
de Cologne en 1976. En 1979, ii devient profes­
seur a la Kunstakademie de Dusseldorf, et en 
1987, ii est elu membre de l'Academ ie des Arts 
de Berl in. Pour les Jeux Olympiques de Seoul 
en 1988, ii erige une Media Tower composee de 
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1003 televiseurs. En 1993, ii represente avec 
Hans Haake l'Allemagne a la 45• Biennale de 
Venise. Le musee Guggenheim de New York lui 
consacre une retrospective en 2000, The 
Worlds of Nam June Paik. Recompense par 
l'UNESCO, notamment pour son travail sur la 
video. ii decede en 2006 a Miami. 

VD 

Benjamin Patterson 

Ne en 1934 a Pittsburg aux Etats-Unis, 
Benjamin Patterson suit une formation musi­
cale a l'Universite du Michigan de 1952 a 1956. 
Malgre sa virtuosite et ses talents de contre­
bassiste, ii ne parvient pas a 1ntegrer d'or­
chestre symphonique a cause de sa couleur de 
peau. II joue de 1956 a 1957 pour l'orchestre 
symphonique d'Halifax au Canada puis rejoint 
l'Allemagne ou ii integre pendant trois ans l'or­
chestre de la 7• armee des Etats -Unis. En 1959, 
ii retourne au Canada et accompagne pendant 
un an l'orchestre philharmonique d'Ottawa. 
Benjamin Patterson s'interesse tres tot a la 
musique electronique. II s'installe a Cologne en 
1960 pour suivre les activites de Karlheinz 
Stockhausen. II rencontre a cette epoque Nam 
June Paik, Wolf Vostell et John Cage dont ii 
interprete la piece Cartridge Music dans le 
studio de Mary Bauermeister. Parallelement a 
ses activites de contrebassiste, ii presente ses 
premieres compositions musicales, Paper 
Piece et Solo for Double Bass, qui deviendront 
des classiques du repertoire des festivals euro­
peens de Fluxus. En 1961, ii sejourne a Paris ou 
ii expose avec Robert Filliou ses Puzzle Poems 
et publie, grace a l'a ide de Daniel Spoerri 
Methods and Process, un recueil original de ses 
compositions. Invite par George Maciunas et 
Nam June Paik a participer a la soiree Apres 
John Cage a la galerie Parnass de Wuppertal le 
9 juin 1962, ii est aussi present au festival 
Fluxus de Wiesbaden et de Copenhague. A la 
fin de l'annee 1962, quelque peu ru1ne, ii 
regagne les Etats-Unis ou ii occupe un poste 
de bibliothecaire a la New York Public Library 
tout en continuant ses activites artistiques 



notamment avec Fluxus. Maciunas edite ainsi 
en 1964 Poems in Box et Instruction n°2. En 
1967, ii abandonne son activite artrstique pour 
se consacrer a une carriere administrative. II 
occupe, entre autre, le paste d'assrstant de 
direction aupres du departement des affaires 
culturelles de la ville de New York de 1972 a 
1974 puis celui de directeur administratif de la 
Negro Ensemble Company de 1982 a 1984. A 
partir de 1982, ii reprend peu a peu ses acti­
vites artistiques. participant au festival de 
Wiesbaden organise par Rene Block pour les 
20 ans du mouvement. En 1983, ii est present a 
la biennale de Sao Paulo. En 1988, ii expose a la 
Emily Harvey Gallery de New York. En 2004, ii 
entreprend pour son 70e anniversaire une 
traversee de l'Asie en transsiberien, presentant 
a chaque etape de son voyage qui le menera 
jusqu'au Japan, de nombreuses performances. 

VD 

Takako Sa"ito 

Nee en 1929 a Sabae-shi au Japan, Takako Sarto 
suit des etudes de psychologie de l'enfant de 
1947 a 1950 avant de rejoindre le mouvement 
artistique Creative Art Education. Au sein de ce 
groupe d'artiste, elle oriente son travail autour 
du jeu quelle considere comme un moyen de 
liberation des alienations de l'Homme. En 1953, 
lors d'un sejour a Tokyo, elle rencontre l'artiste 
Ay-0. Parti pour New York en 1958, elle le 
rejoint en 1963 et s'installe sur Canal Street dans 
le quartier de SoHo. Ay-0 lui presente George 
Maciunas qui est tres attire par son travail. 
Commence alors pour Takako Sa'ito une longue 
collaboration avec Fluxus. La notion de jeu. qui 
implique une interact ivite entre les joueurs et 
repose sur le hasard, est en totale adequation 
avec les objectifs de Fluxus. Elle participe a 
l'elaboration de Fluxboxes en creant des jeux 
d'echecs ouverts utilisant des materiaux origi ­
naux, les Fluxchess - on y retrouve par exemple 
la serie des Smell Chess. jeux d'echecs dont 
chaque piece correspond a une odeur. Ses 
productions Fluxus sont presentes dans la 
premiere boite anthologique de Fluxus. Fluxus 7 

(1964) ainsi que dans le Flux Cabinet (1977). En 
1965, elle suit les cours de la Brooklyn Museum 
Art School et ce jusqu'a son depart pour 
l'Europe en 1968. Elle s'installe tout d'abord en 
France ou elle collabore avec Robert Filliou et 
George Brecht. C'est en France qu'elle met au 
point ses premieres performances personnelles. 
En 1972, elle sejourne en Angleterre ou elle cree 
ses premiers livres d'art grace a l'appui des 
editions Beau Geste Press. Elle participe notam­
ment a la creation de !'exposition itinerante 
Fluxshoe. De 1975 a 1979. Takako Sa'rto s'installe 
en ltalie ou elle travail le pour la maison d'edition 
de Francesco Conz. De 1979 a 1983, el le occupe 
un paste de professeur a l'Universite d'Essen en 
Allemagne. Elle vit et travaille depuis cette 
epoque a Dusseldorf. Son travail artistique a eu 
une influence consequente sur l'orientation de 
Fluxus a partir du milieu des annees 1960. Si le 
jeu et le divertissement etaient deja presents au 
sein du groupe, Takako Saito a largement parti­
cipe a la revalorisation de l'aspect ludrque des 
travaux de Fluxus. 

VD 

Tomas Schmit 

Ne en 1943 a WipperfUrth en Allemagne, Tomas 
Schmit rencontre Nam June Paik en 1961. qui le 
presente a George Maciunas. II participe, entre 
1962 et 1963, a la plupart des festivals europeens 
Fluxus. En 1964, ii souhaite se rendre a New York 
et demande a Fluxus de lui payer son voyage 
George Macrunas. apres avoir refuse de payer le 
voyage, lui ecrit une lettre dans laquelle ii expose 
les buts polit iques de Fluxus et la position de 
non-artiste de l'artiste Fluxus. Tomas Schmit se 
desolidarise de cette vision de l'art et rompt 
avec le mouvement. En juillet 1964, ii organise a 
Aix-la-Chapelle la manifestation Action, Agit­
Pop, De-coll/age, Happenings, Event. l'Autrisme. 
Art Total, Re-Fluxus pour les 20 ans de la tenta­
tive d'assassinat de Hitler. Jusqu'en 1966, ii 
continue son activite performative en collabo­
rant avec Eric Andersen et Arthur Kopcke avec 
lesquels ii organise de nombreux concerts en 
Europe. En 1982, ii ecrit un essai sur Fluxus A 
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propos de F publie dans le catalogue de !'expo­
sition 1962 Wiesbaden 7982. En 1989 ii publie 
First Draft. un essai sur les nouvelles concep­
tions de l'esthetique. Ces ecrits theoriques ont 
largement contribue a fac;:onner les questionne­
ments d'un art social ainsi que de nouvelles 
approches de l'esthetique developpees dans les 
annees 1960. Tres actif en Allemagne, son travail 
artistique a ete recompense en 1986 par le prix 
Kurt Schwitters. Tomas Schmit est decede en 
2006 a l'age de 63 ans. 

VD 

Mieko Shiomi 

Nee en 1938 a Okayama au Japon. Mieko Shiomi 
poursuit ses etudes de musicologie a l'Universite 
des Arts de Tokyo. En 1960, elle fonde avec !'ar­
tiste Takehisa Kosugi le groupe de musique rock 
Ongaku ou se melent musique et performance. 
Nam June Paik, Yoko Ono et Toshi lchiyanagi 
jouent alors un role important dans la diffusion 
des idees de Fluxus au Japan. Mreko Shiomi 
rencontre Yoko Ono et John Cage en 1963 et 
reprend la notion d '« event » dans son travail. 
Elle envoie a George Maciunas son projet 
Endless Box. qui le produira en 1964. Cette 
meme annee, Mieko Shiomi effectue un voyage 
a New York et participe au Fluxfest organise a la 
Washington Square Gallery. Elle y presente ses 
« events » Air Event et Disappearing Music for 
Face dans lequel elle passe d'un visage souriant 
a une expression neutre. En 1965, Mieko Shiomi 
retourne au Japan. Disappearing Music for Face 
est filme par Peter Moore. George Maciunas 
produit son « event » Water Music qui se mate­
rialise par une serie de compte-gouttes. Entre 
1965 et 1975, Mieko Shiomi realise 9 Spatial 
Poems. Elle envoie, pour ce faire. des partitions 
a des amis et des membres de Fluxus qui sont 
geographiquement eloignes. Puis elle effectue 
des comptes-rendus sur des cartes geogra­
phiques. des calendriers et des microfilms. 
Depuis 1977, elle se consacre a une activite artis­
tique plus personnelle. 

VD 
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Wolf Vostell 

Ne en 1932 a Leverkusen, Wolf Vostell se 
refugie avec sa famille en Tchecoslovaquie lors 
de la Seconde Guerre mondiale. Apres des 
etudes en art entre 1950 et 1953 a Cologne, ii 
suit les cours de typographie des Arts et 
Metiers de Wuppertal En 1955, ii s'installe a 
Paris. Etudiant a l'Eco le Nationale des Beaux 
Arts, ii travail le en parallele comme assistant de 
l'affichiste et graphiste Cassandre. C'est a Paris 
qu'il utilise pour la premiere fois le mot De­
co/I/age, s'inspirant d'un titre du journal Le 
Figaro (6 septembre 1954 ). pour ses premieres 
affiches decollees et ses travaux destructifs. II 
retourne en Allemagne en 1957 pour finir ses 
etudes a la Kunstakademie de Dusseldorf et 
s'interesse de pres a l'iconographie du peintre 
Jerome Bosch. Lors d'un voyage a Paris en 
1958, ii realise son premier happening Le 
theatre est dans la rue. La meme annee. sa 
prem iere exposition personnelle se tient a 
Caceres en Espagne. En 1959, ii s'etablit a 
Cologne et frequente le studio de musique 
electronique de la WDR ou travaille 
Stockhausen. II rencontre a cette epoque Nam 
June Paik et realise ses premiers happenings 
De-coll/age tel que Cityrama I. En 1962, ii fait la 
rencontre de George Maciunas et organise 
avec lui et Nam June Paik le premier festival 
Fluxus de Wiesbaden. II participera aux festi­
vals Fluxus de Copenhague et Paris, puis en 
1963 a celui de Dusseldorf. En 1962, ii publie le 
premier numero de sa revue De-coll/age (7 
numeros entre 1962 et 1969) ce qui enrage 
Maciunas car elle fait directement concurrence 
au projet de revue Fluxus. La collaboration 
entre les deux artistes sera tres courte. et seul 
un film - Sun in Your Head (1963) de Vostell, 
ainsi qu'une page dans le cc V TRE n°8 seront 
produits par Fluxus. En 1963, ii se rend a New 
York. En marge de son exposition personnelle 
a la Smolin Gallery, ii participe au Yam Festival 
en proposant d'enterrer une television. De 
retour en Allemagne. ii organise ses happe­
nings de grande ampleur Nein - de-coll/age (14 
septembre 1963) et In Ulm, um Ulm und um 
Ulm herum (7 novembre 1964) En 1970, ii 
participe a !'exposition Happening & Fluxus en 



proposant comme ceuvre le velage d'une 
vache. evenement finalement interdit par la 
police Dans les annees 1970. ses happenings 
prennent une apparence proteiforme melan ­
geant differents types de materiaux. En 1971, ii 
s'installe a Berlin, puis fonde en 1976 le musee 
Wolf Vostell a Malpartida de Caceres en 
Espagne A partir de 1980, son travail se 
recentre sur le dessin et la peinture En 1981. ii 
organise Fluxus Zug, une exposition d'environ­
nements dans un train qui se deplace a travers 
toute l'Allemagne. II decede en 1998 a Berlin. 

VD 

Robert Watts 

Ne en 1923 a Burlington dans l'lowa, Robert 
Watts suit des cours d'ingenierie mecanique a 
l'Universite de Louisville jusqu'en 1944. 
Reserviste de la marine nationale, ii passe deux 
ans en tant qu'officier 1ngenieur sur un porte­
avion americain. En 1946, ii s'etablit a New York 
et s'inscrit aux cours de l'Art Student League. 
De 1948 a 1951. ii suit les cours d'histoire de l'art 
de l'Universite de Columbia. Jusqu'en 1958, ii 
pratique une peinture 1nfluencee par l'expres­
sionnisme abstrait et l'art geometrique. En 
1953. ii devient professeur au Douglass College 
de la Rutgers University, poste qu'il conserve 
jusqu'en 1984. En 1957, ii rencontre George 
Brecht et Allan Kaprow avec lesquels ii entre­
tient une grande am1tie par des rencontres 
frequentes. En 1963, ii co-organise avec 
George Brecht le Yam Festival, pendant ameri­
cain aux festivals Fluxus europeens. puis en 
1964 les Monday Night Letters au cafe Go Go. 
II se lie d'amitie avec George Maciunas lorsque 
ce dernier fUt hospitalise en Allemagne, 
prenant so1n de maintenir son activite intellec­
tuelle par des Mail Events tels que Hospital 
Event. Au retour de George Maciunas aux 
Etats -Unis. ii s'integre definitivement au 
groupe Fluxus qu'il ne qu1tte plus Les ceuvres 
de Robert Watts occupent une grande partie 
des productions de Fluxus. Ses productions 
sont tres diverses. allant du regroupement de 
partitions, Events (1963). a la collection de 
cailloux, Fluxatlas (1972), en passant par la 

production de faux billets, Dollar Bills (1962). et 
de faux timbres, Fluxpost (1965). sans oublier 
quelques Fluxf1lms. En 1967, ii fonde avec 
George Maciunas et Herman Fine la Implosion 
Inc., une entreprise de gadgets destinee a 
financer le projet des Fluxhouses. des apparte­
ments a bas couts pour les artistes dans le 
quartier de SoHo dont ii est l'un des premiers 
beneficiaires. Dans les annees 1970, ii rejo1nt 
Dick Higgins. Alison Knowles et Allan Kaprow 
installes sur la cote ouest des Etats-Unis, et 
participe a de nombreux evenements du 
California Institute of Art de Los Angeles. II 
decede en 1988 dans son domaine de Bangor 
(Pennsylvanie) renomme Fluxlux. Une cere­
monie Fluxus y est celebree en son honneur 
pour ses funerai lles. 

VD 

Emmett Williams 

Ne en 1925 a Greenville en Caroline du Sud. 
Emmett Williams integre 1·armee americaine 
pendant la Seconde Guerre mondiale. A son 
retour en 1946, ii ent reprend des etudes de 
l1tterature au Kenyon College dans l'Ohio. II 
poursuit ses etudes a Paris, ou ii s'inscrit a la 
faculte d'anthropologie avant de rejoindre la 
Suisse comme assistant de l'ethnologue Paul 
Radin. En 1955. ii s'installe a Darmstadt en 
Allemagne et travaille comme redacteur pour 
la revue de l'armee americaine The Stars and 
Stripes jusqu'en 1964. II rencontre Daniel 
Spoerri en 1958, participe a sa revue Material 
et integre le « Cercle de Darmstadt ». Proche 
de compositeurs com me Karlheinz 
Stockhausen. Boulez et Benjamin Patterson, 
sa poesie est marquee par des preoccupa­
tions musicales et mathematiques. II rencontre 
George Maciunas des son arrivee en 
Allemagne en 1961 et joue un role important 
dans !'organisation des festivals Fluxus. II est 
present aux festivals de Wiesbaden, Landres. 
Amsterdam. Paris puis en 1963 Dusseldorf. 
Mac iunas publie son Alphabet Poem dans les 
boites anthologiques Fluxus I et Fluxkit. En 
1963, ii s'installe en France, participe au 
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Domaine Poetique, organise la soiree Poesie 
americaine etc. lors de la biennale de Paris et 
y dirige un concert Fluxus. En 1966, ii retourne 
aux Etats-Unis et s'installe a New York. II 
devient le directeur de la publication de la 
maison d'edition fondee par Dick Higgins 
deux ans auparavant, la Something Else Press 
et le restera jusqu'en 1970. En 1967, profitant 
de la Something Else Press, ii publie An 
Anthology of Concrete Poetry, un ouvrage qui 
influencera de nombreux poetes contempo­
rains aux Etats-Unis et au Royaume Uni. Dans 
les annees 1970, ii est nomme professeur d'art 
a la School of Critical Studies puis au Nova 
Scotia College of Art and Des ign d'Halifax. En 
1976, ii effectue un voyage au Japon en 
com pagnie d'Ay-0 pour promouvoir Fluxus. 
Au debut des annees 1980, ii s'installe en 
Allemagne et donne des cours a la 
Hochschule die Kunst de Hambourg et Berlin. 
En 1987, ii co-fonde l'/nternational Symposium 
of the Art de Varsovie. Maintes fo is recom­
pense pour son activisme artistique. ii recoit 
en 1997 le prix Hannah Hoch. Dans les annees 
1990, ii revient sur son activite au sein de 
Fluxus dans deux ouvrages, My life in Fluxus 
de 1991 et Mr. Fluxus: a Collective Portrait of 
George Maciunas. II decede en 2007 a Berlin. 

VD 

La Monte Young 

Ne en 1934 a Bern dans l'Ohio. La Monte 
Young decouvre la musique vers l'age de 7 
ans. lnstalle avec sa famille a Los Angeles, ii 
commence par jouer avec virtuosite du jazz 
avec son saxophone alto. II entre a l'Universite 
de Californie de Los Angeles en 1957 et suit 
des cours de musicologie II compose ses 
premieres pieces For Brass (1957) et Trio for 
Strings (1958) cons iderees comme des 
ceuvres importantes de la musique minima­
liste dont ii est l'un des precurseurs En 1958, ii 
poursuit ses etudes a l'Universite de Californie 
de Berkeley. Durant l'ete 1959. ii se rend a 
Darmstadt. en Allemagne, pour suivre les 
cours de Karlheinz Stockhausen. II y decouvre 
l'ceuvre de John Cage Son travail s'oriente 
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alors autour de la composition aleatoire et de 
!'interpretation de ses pieces. En 1960, ii colla ­
bore avec Terry Riley et Bill Spencer dans 
!'atelier choregraphique de Anna Halprin en 
Californ1e avant de rejoindre New York en 
septembre. II s'inscrit aux cours de musique 
experimentale de la New School for Social 
Resea rch dispenses par Richard Maxfield et y 
rencontre George Maciunas. Entre 1960 et 
1961, ii organise une serie de concerts dans le 
loft de Yoko Ono au 772 Chambers street. C'est 
a partir de cette epoque qu'il commence a 
rassembler un grand nombre de documents 
sur les nouvelles pratiques musicales et artis­
tiques. Dans un premier temps dedie a la 
revue Beatitude East, ce repertoire d'ceuvres 
sera finalement publie par lui-meme en 1963 
sous le nom de An Anthology avec l'aide de 
Jackson Mac Low et de George Maciunas qui 
en realise le graphisme. En 1962, lors du 
festival de Wiesbaden. Nam June Paik inter­
prete Composition 7960 # 70 to Bob Morris de 
La Monte Young. La partition qui indique 
« tirez un trait et suivez-le » est to talement 
revisitee par !'artiste qui, lors de sa perfor­
mance, trempe sa tete dans un seau d'encre 
avant de tracer avec celle-ci une ligne sur un 
morceau de papier Malgre !'absence de La 
Monte Young aux festivals europeens, cette 
piece, ren ommee Zen for Head, deviendra une 
des ceuvres fondamentales du repertoire de 
Fluxus. En 1963, Maciunas et les editions 
Fluxus publient LY 7967 (compositions 7967), 
un regroupement de partitions ecrites par La 
Monte Young. La meme annee, La Monte 
Young fonde The Teather of eternal Music avec 
sa femme Marian Zazeela. Tony Conrad et 
John Cale. En 1964. ii s'interesse au We/I-Tuned 
Piano (piano a intonations justes) puis en 1966 
aux sons generes electroniquement En 1969, ii 
cree avec sa femme la premiere Dream House, 
un espace colore d'ou se degage un environ­
nement sonore continu. Depuis les annees 
1970, ii s'interesse aux musiques indiennes, 
devenant ainsi le disciple du musicien Prandit 
Pran Nath et continue ses recherches sur le 
Well-Tuned Piano. 

VD 



BIOGRAPHIES 

Eric Andersen 

Born in 1943 in Copenhagen. Eric Andersen 
studied music and worked as a pianist 1n the 
Danish capital. At the end of the 19S0s he became 
interested in the notion of "inter-media" and 
performance. His performances. which he called 
"opus" played on the interactivity between the 
performer and the public, leaving a large factor of 
indeterminacy in the unfolding of the perform­
ance. 
At the beginning of the 1960s he entered into 
contact with La Monte Young and Emmett 
Williams. He 101ned the Fluxus group at the start 
of its creation by part1c1pat1ng in the Festum 
Fluxorum 1n Copenhagen which took place at the 
Nicolai K1rke (Church of St Nicolas) from 23 to 28 
November 1962. He met in particular Arthur 
Kbpcke. the missionary of Fluxus Europe until 
1966, and collaborated with him for the diffusion 
of Flexus on the Old Continent by organizing 
numerous concerts during the year 1964. 
During this tour Andersen sent postcards to 
Mac1unas, providing him with imaginary reports of 
scandalous performances, which according to 
him. had been presented with the participation of 
Emmett Williams, Tomas Schmit and Arthur 
Kbpcke. This correspondence caused him to be 
"excommunicated" from the Fluxus enterprise by 
Manc1unas. along with other artists who accom­
panied him. In 196S he went to New York and took 
part in the First World Congress Happening 
organized by Al Hansen. and in a representation 
of the Monday Night Letters. organized by George 
Brecht and Bob Watts at the Go Go Cafe. Once 
back in Europe he participated 1n the Fluxus 
Concert organized by Milan Knizak in Prague. 
He was to become one of the rare defenders of 
Fluxus in Eastern Europe, especially 1n Poland. 
where he stayed on several occasions. From the 
end of the 1960s he became interested in Mail Art 
of which he was one of the precursors in Europe' 
Since the death of Mac1unas in 1978 he was 
among those artists that continued to fly the flag 
of Fluxu.s. arguing that Fluxus was never 1ust the 
1ncarnat1on of Maciunas. and that its spirit was still 
contemporary. In 1966, for the event 
Copenhaguen. the Cultural City of Europe, he 
presented a major performance spread over three 
days, 1nvolv1ng helicopters. parachutists and a 
choir of SOO persons. Many of his works were 
published by Fluxus. including the Fluxf1lm Opus 
74 Ve($/on 2 of 1966. and the box 50 Opera which 
brought together several scores from his Opus. 

VD 

Ay-0 

Born 1n 1931. 1n the Japanese Prefecture of lbaraki 
Ay-0, whose rea l name was Takao Lijima. studied 
at the University of Tokyo Kyoiku. Graduated in 
19S4, he 1oined the association of artists called 
Demokrato. founded by the artist Ei-Q, who 
sought to get away from a Confucius based vision 
of art. by highlighting the values of independence 
and artistic liberty, in particular with regard to the 
rapport between the master and student. In 19S8 
he left Japan for New York. Yoko Ono introduced 
him to Mac1unas in 1961. He joined the Fluxus 
group as soon as the latter returned to the United 
States in the autumn of 1963. 
In 1964 Maciunas produced a series of the 
Fingerbox by Ay-0, which today has become one 
of the leading productions of Fluxus. The 
Fmgerbox was a wooden box with a hole just big 
enough to introduce a finger to touch the 
unknown matter which was inside. Several 
different versions of these boxes were produced 
and were found in the Fluxus I anthologies and 
Flux cabinet. Th is work was orientated towards 
the development of the senses and mystery He 
part1c1pated 1n the same sp1r1t in the Flux 
Labyrinth by Maciunas, presented in 1976 in Berlin 
creating an environment of obstacles to b~ 
clea red. 
Ay-0 presented the concert Tickets Event on l5' 
May 1964 at the Maciunas Fluxshop/Flushall. In 
the . same year he participated with George 
Mac1unas and Henri Flynt 1n the production Action 
Against Imperialism Culture. which created divi­
sion within the Fluxus group. In 1969 he directed 
the Fluxfilm Rainbow Movie. In parallel with his 
Fluxus activities, Ay-0 pursued an important 
plastic art activity, systematically using a range of 
colou rs 1nsp1red by the rainbow. to such an extent 
that he was knick-named the "Rainbow Man" In 
1966 he represented Japan at the 33'd Biennial of 
Venice, where he presented the Rainbow Tactil 
Room. In 1987 he produced a happening at the 
Eiffel Tower by deploying 300 metres of ra inbow 
coloured fabric The Fine Arts Museum of Fukei 
dedicated an important retrospective to the artist 
in 2006. 

VD 

Ben (Benjamin Vautier) 

Born in 193S in Naples, Ben spent his childhood 
between Turkey, Greece. Egypt and Italy during 
the 2°0 World War. before finally settling in Nice 
with his family in 1949. He left school at 16 and 
worked in a bookshop before opening his own 
second hand record shop in 1955. Initially called 
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Laboratoire 32, the shop became a meeting place 
for artists from the Nice School, and the future 
New Realists. In 1959 he produced his first living 
sculptures and from 1961, began his artistic appro­
priations of "everything". 
In his conception of art he emphasized the notion 
of the « new » and artistic shock. He was invited 
by Daniel Spoerri in 1962 to the Festival of Misfits 
in London where he put himself on show for 15 
days in the front window of the One Gallery. He 
then met George Maciunas and joined Fluxus. In 
July 1963 he organized the International Flexus 
Festival of Total Art in Nice, and invited George 
Maciuans to participate The next year he was 
invited to New York and participated in the 
Fluxhall/Fluxshop concerts and at the AAIC. The 
friendship between Ben and George Maciunas led 
to numerous collaborations and Fluxus publica­
tions of his works. including Fluxholes (1964), Flux 
Mistery Food (1966) and Suicide Kit (1966) 
Once back in Nice he was nominated Director of 
Fluxus South Zone and promoted the movement 
by organ1z1ng multiple Fluxus concerts. In 1965 he 
created the Gal lery Ben doute de tout (Ben 
doubts everything) in his shop, and hosted many 
contemporary artists. The following year he 
presented his first personal exhibition at the La 
Cedille qui sourit run by George Brecht and 
Robert Fillou. In 1969 he organized the World 
Festival of non-art. anti-art. truth is art. where 
artists were encouraged to participate. from their 
work place, in a reflection on the post-Duchamp 
artistic situation. His writing work which started in 
the 1960s, is today very popular. In 2010 the 
Contemporary Art Museum of Lyon dedicated a 
retrospective exhibition called Strip-tease integral 
de Ben (Ben's integral strip-tease) Still very 
active. Ben is a fervent defender of Fluxus, and is 
currently preparing the opening of the 
Foundation of Doubt at Blo is which will host his 
Fluxus collection. He lives and works in Nice. 

VD 

Joseph Beuys 

Born in 1921 in Krefeld, Joseph Beuys was called 
up by the army very early in the Second World 
War. A fighter pilot in the Luftwaffe, he was 
looked after by Tartars after his plane crashed. He 
was covered in felt and grease to treat his 
wounds. These two materials became important 
elements of his artistic work, as symbols of 
survival. From 1947 to 1952 he studied sculpture in 
the workshop of Ewald Matan? at the Staatliche 
Kunstakadem ie in DOsseldorf, and became a 
professor of the institution in 1961. In 1962 he met 
Nam June Paik and George Maciunas. with whom 
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he debated the questions of "art and anti-art." 
With Mac1unas, he organized the DOsseldorf 
Festum Fluxorum. which ran from 2nd to 3rd of 
February 1963, and produced for the occasion his 
first performances: Concert for 2 musicians and 
Siberian Symphony. 
This latter work marked the start of his perform­
ance activity, but was not well received by the 
Fluxus group who considered it to be too much of 
a personal and expressive work. The personality 
conflict between Maciunas and Beuys, combined 
with the latter's criticism of neo-dada art. illus­
trated by a performance in 1964 en t itled The 
Silence of Marcel Duchamp is over Estimated, led 
to an early break-up between Beuys and the 
members of Fluxus. Remaining in Europe, Beuys 
part ici pated in numerous soirees organized by 
Fluxus members. between 1964 and 1970, and 
produced some very symbolic works. While he 
was rejected by the Fluxus group in the United 
States, who would no longer produce any 
Fluxobject carry ing his name. Beuys didn't hesi­
tate to re-use the term Fluxus for more personal 
ends. 
Thus in 1966, he played a performance of 
Eurasienstab at the Rene Block Gallery, and also 
called it Fluxus Organum. In 1968 he re-named the 
German Students Party, founded the year before, 
Fluxus Zone West. Joseph Beuys only rubbed 
shoulders with Fluxus during a transition stage in 
his work. Nevertheless Fluxus had an important 
influence, firstly in terms of the emphasis on 
performance activity, but also through the 
constructive reflection with members of the group 
which no doubt contributed to his vision of social 
art which he resumed by the phrase "every man is 
an artist" Joseph Beuys died in DOsseldorf in 1986. 

VD 

George Brecht 

George Brecht was born on the 27th of August 
1926 in New York under the name of George 
McDiarmid. His father was a professional flautist 
who played with the Metropolitan Opera 
Orchestra and the NBC Symphony Orchestra. He 
died when George was just 10 years old, and the 
family left to settle in Atlantic City. In 1943, at the 
age of 17, he joined the American Army in a regi­
ment based in Germany. In 1945 he took the name 
of Brecht. not in reference to Bertold, but because 
he liked the sound of it. Once back in the United 
States he started studying chemistry and carried 
out research in different laboratories. He took out 
several patents. including one for period tampons, 
and the resulting financial security helped him to 
undertake his artistic experiments. 



He was also an art history student, and started 
his artistic activity in 1953. In 1956 he wrote 
Chance Imagery, a text which dealt with the role 
of chance in the arts and sciences of the 20th 
century. He exhibited at the Reuben Gal lery. New 
York. 1n 1959. and followed the teaching of John 
Cage with Allan Kaprow, at the New School for 
Social Research. In 1960 he put together his 
events, written scores of instructions: for 
example. "turn on the radio: at the first sound, 
turn 1t off." In 1963 he organized the Yam Festival 
in New York with Robert Watts. This was followed 
by the production of the first « Fluxobject », 
Water Yam, a box containing 70 cards printed 
with the events. Henceforth George Brecht was 
to play a major role in the development and diffu­
sion of Fluxus. 
The rejection of the art market and artistic institu ­
tions advocated by the movement. led to George 
Brecht meeting Robert Filliou at the Go Go Cafe, 
where weekly performances. the Monday Night 
Letters. were organized by Brecht and Watts. In 
July 1965 George Brecht and Robert F1lliou 
opened a gallery-boutique, La Ced11/e qw sourit in 
Villefranche-sur-mer, near Nice. in order to 
produce and diffuse multiples which didn't corre­
spond to the logic of the art market. In 1968 he left 
to live in England, and then settled definitively in 
Germany He continued to exhibit for a few more 
years before retiring from the art world. In 2006 
he received the Berliner Kunstpreiss (Berlin Art 
Prize). He died in 2008. 1n Cologne, where he had 
lived since 1971. 

PT 

John Cage 

Born 1n 1912 in Los Angeles. John Cage traveled to 
Europe, where he began studies 1n art history and 
plastic arts. but abandoned them very quickly in 
1933 to devote himself to music. He returned to 
the West Coast of the United States in 1935 to 
meet Arnold Schonberg, who was to become his 
teacher. He worked on compositions for contem­
porary dance and met the choreographer, Merce 
Cunningham 1n 1938, becoming his chief musical 
director. and obtaining his first teaching post at 
Mills College. In 1941 he was invited by Moholy­
Nagy to the Chicago School of Design, where he 
taught music. before settling in New York the 
fo llowing yea r He was introduced by Peggy 
Guggenheim to several contemporary artists. 
including Marcel Duchamp and Jackson Pollock. 
In 1945 he started to study Buddh ist Zen. which 
was to consid erably influence his musical work. 
For his Sonates and Interludes he created the 
prepared piano, 1n which objects were placed in 

the piano. and the chords deformed to modify the 
acoustics. In 1950 he met the pianist. David Tudor, 
who was to become the principal interpreter of 
his experimental compositions. In 1951 he discov­
ered I Ching, a classic Chinese text which 
describes a system of symbols used to identify 
order amongst fortuitous events. He then became 
interested in random composition. which seemed 
for him to be the best way to imitate composi­
tions from nature. Many of his compositions were 
now based on I Ching. In 1952 he presented The 
Event. at the Black Mountain College, a sound 
installation that Allan Kaprow considered to be 
one of t he fi rst Happenings. 
On the 29th of August of the same yea r, he 
presented his most famous piece. 4'33", where the 
musician sat in front of the piano without playing 
a single note, for exactly 4 minutes and 33 
seconds. This marked the beginning of his work 
on silence. a concept which according to him was 
nonexistent. He published a collection of texts 1n 
1961 entitled Silence. From 1956 to 1959 he gave 
courses in experimental music at the New School 
for Social Research in New York. Amongst his 
students were many members of the future 
Fluxus group such as Dick Higgins, Jackson Mac 
Low, Al Hansen. George Brecht. Tosh i lchiyanagi, 
and also the creator of the term. Happening, Allan 
Kaprow. In 1958, Nam June Paik and Spoerri 
attended his summer course in Darmstadt in 
Germany. From the end of the 1960s he organized 
musical works on a larger scale. integrating in 
particular electronic music, a reflection of his 
conviction that the arrival of new technology 
could lead to social change. John Cage died in 
1992 in New York. 

VD 

Philip Corner 

Born 1n 1933 in the Bronx, Philip Corner studied 
music at Columbia University in New York. and 
then. f rom 1955 to 1957. at the Paris Higher 
National Conservatory of Music and Dance. He 
attended in par ticula r the courses on musical 
philosophy given by Olivier Messiaen. From 1960 
to 1961 he carried out his military service in Korea. 
where he discovered the local cultu re, includ ing 
calligraphy and traditional music. His musical 
composi t ions were to be very influenced by this 
culture, using Korean notation and calligraphy in 
many of the works published by Something Else 
Press. including The Four Suits of 1965. Returning 
to the States in 1961 he frequented the avant­
garde performance circles in New York. He wrote 
the score of A Quiet Work of Destruction. a work 
which was performed by George Maciunas during 
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the European Fluxus festivals. which he did not 
attend. The score. which consists of different 
manipulations of a piano leading to its destruc­
tion, took the name of Piano Activities and rapidly 
became the most spectacular performance at the 
Wiesbaden Festival in 1962. 
Remaining on the New Continent. Philip Corner 
continued his performance activ ities in addition to 
his work as the permanent composer at the 
Judson Dance Theater (from 1962 to 1964). In 
1963 he took part in the Yam Festival organized by 
George Brecht and Robert Watts. and with the 
return of Maciunas, he performed at the 
Fluxhall/Fluxshop in 1964. before taking the 
defense of Dick Higgins for his participation in the 
representation of the Original by Stockhausen, 
and opposing the interventionism of Maciunas. 
Philip Corner expressed his views in relation to 
Fluxus in a letter to Harry Ruhe on the 1st of March 
1977: "I don't consider it to be a 'movement,' but 
an 'organization.' I am sure that all the others think 
this way, (except perhaps George)." 
He defended his point of view by the fact that 
many artists associated with Fluxus had devel­
oped diverse activities, sometimes in contradic­
tion with the Maciunas concept of Fluxus. In addi­
tion to his performances, Philip Corner co­
founded the group Tone Roads Chamber 
Ensemble with Malcom Goldstein in 1963. 
Amongst his teaching posts we can note his time 
at the New School for Social Research from 1967 
to 1970, and then at Rutgers University 
He has never stopped his composition activity, 
producing works for orchestra, choir and piano. 
His collection of works can be grouped into five 
periods: Cultu re (1950s). World (1960s and 1970s). 
Thought (1970s and 1980s). Body (1980s and 
1990s). and Spirit (since 1990). In addition to his 
musical activity, he has also produced several 
plastic art works, in particular calligraphy, assem­
blages and collages He lives today between Italy 
and the United States. 

VD 

Willem de Ridder 

Born in 1939 in Amsterdam, Willem de Ridder 
enrolled at the Academy of Art and Design of 
Bois-Le-Due in the Netherlands. During the 1950s 
he decided to abandon painting for good, and 
started a series of Paper Constellations, works 
consisting of crumpled up paper balls. In 1961 he 
founded the Mood Engineering Society, an associ­
ation of artists with whom he organized numerous 
concerts and performances in the Netherlands. 
During an interview he met Nam June Paik who 
introduced him to George Maciunas. At the 

244 

latter's request he joined Fluxus and actively took 
part 1n the European Festivals. In 1963 he opened 
the Amstel 47 Gallery, and organized two Festival 
Fluxus in Amsterdam. In 1964 his gallery became 
the European Mai/order Warehouse, the first 
Fluxshop in Europe. In 1965 he co-founded the 
review H1tweek which was to have a big influence 
on the baby-boom generation in the Netherlands. 
He was the co-founder in 1969 of one of the first 
magazines of the sexual revolution in Europe, 
entitled Suck. 
At the beginning of the 1970s he settled on the 
West Coast of America and produced the radio 
programme Radio Cadillac, along with porno­
graphic reviews such as Finger and God. 
Threatened with death by the community 
founded by Charles Manson, he left the United 
States for Italy. thus avoiding an investigation by 
the FBI. He then produced interactive radio 
programmes where the public was invited to 
choose thei r songs. He was interested in the prop­
erties of the Walkman, as soon as it came on the 
market. He directed Audio Direct Theater Event or 
The Walk, the first event using a walkman on 
stage. He introduced the Safari Cassettes, which 
gave the driver instru ctions to follow, guiding him 
through different landscapes with a variety of 
acoustic effects. He presented his first illegal exhi­
bition in the prec incts of the Stedelijk Museum of 
Amsterdam. which was then installed at the 
MoMA in New York. 
Since the 1990s he has been interested in "mirro­
rology," a concept inherited from the American 
Arnold Patent. which is based on support groups, 
whereby each member is a fan of the other, 
providing an experience of unconditional support. 
His book Handboek Spiegelogie. published in 
1999, is a best-seller. 

VD 

Robert Filliou 

Robert Filliou was born at Sauve (Gard) in 1926. 
He died on the 2nd of December 1987 at Eyzies­
de-Tayac (Dordogne). A high school student at 
Ales. he Joined the Communist Party and the 
Resistance at the age of 17. In 1946 he went to the 
United States to meet his father, who he didn't 
know, and worked as a laborer with Coca-Cola. He 
studied at the UCLA from 1948 to 1951, where he 
obtained a Masters Degree 1n political science. He 
then went on mission to Japan, w here he discov­
ered oriental philosophy, which was to become a 
dominant factor in the orientation that Robert 
Filliou chose to follow later in his career. From 
1952 to 1954 he worked for the UNO in Seoul in 
South Korea. He then abandoned his functions 



and traveled until 1959. in Egypt. Spain and 
Denmark. He started to write from 1950 onwards. 
and made a point of edrtrng his poems with 
simple materials (cardboard. strrng. pencrls ... ) that 
were compatrble with his travels. 
In 1959 he met Danrel Spoerri who introduced hrm 
to the artistic avant-garde. The following year he 
started to collaborate wrth Emmet Williams, and 
in 1962 met George Macrunas, wrth his entourage 
of Wolf Vostell. Ben. George Brecht... By virtue of 
his training he took an interest in the systems of 
organization which enable each person to 
develop his creative faculties. He then traveled 
with La galerie legit/me (legitrmate gallery): a cap 
or a hat. in which he presented his works and 
those of other artrsts. In 1963 he created with 
Joachim Pfeufer, an architect. the Poipoidrome. a 
site of permanent creation where everyone could 
exhibit their production. however modest it may 
be. From 1965 to 1968 another "site of permanent 
creation" was actrvated rn Villefranche-sur mer, La 
ced!lle qui sount. a workshop/boutique set up 
wrth George Brecht. 
When this closed because of bankruptcy, the 
Eternal Network was created. a concept meant to 
encompass all situations (artistic or otherwise) in a 
network without a centre. In 1971 he questioned the 
notion of territory by creating his own country: The 
Temtory of the Genius Republic In 1972 Harald 
Szeemann invited him to Documenta V. Without 
actually berng a "Fluxus artist," the Principle of 
equivalence: well done - badly done - not done. 
defined by Filliou in 1969, contributed to the Fluxus 
idea of not creating a hierarchy between so called 
artistic acts, and so called daily acts. 
Robert Frllrou retired in 1985 with his wife to a 
Buddhist monastery in the Dordogne with the 
pro1ect of stayrng there for three years, three 
months and three days. He died in 1987. without 
being able to finish this ultrmate experience. 

PT 

Albert M. Fine 

Albert M. Frne was born rn 1932 in Boston, 
Massachusetts. In 1958 he graduated from the 
Jurllard School of Music rn New York He took part 
in the European Tour of the Juillard Orchestra. a 
vast formatron in which he played the celesta. a 
hybrid instrument between the glockenspiel and 
the piano. In 1960 he was accredited by the same 
school to be a conductor. As a composer he 
worked in parallel on poetic production. He devel­
oped musrcal experiments leading to "incidental 
music" where randomness is prominent. As infor­
mation on the life of Albert M. Fine is incomplete it 
is difficult to measure the impact that the work of 

John Cage, the inspirer of Fluxus, had on the musi­
cian . It is established however that his multi-disci­
plinary activities crossed those of Philipp Glass. 
Allen Grnsberg, George Maciunas and John Cage 
himself. He also worked on the development of Mail 
art with Ray Johnson. He drrected experimental 
films. rn partrcular Readymade, which was listed as 
Fluxfilm # 22. Albert M. Fine was known for his insa­
tiable curiosity and his numerous passions; litera­
ture. philosophy, sociology, mathematics, poetry, 
French music and the visual arts. His Fluxus works 
originated from discarded objects which he tran­
scribed into drawings. Many of his works are 
conserved by the ATCA (Alternative Traditions in 
Contemporary Arts). at the University of Iowa. 
including a collection of drawrngs. note books. 
correspondence, personal effects, "math theories" 
musical compositions and recordings. 
Albert M. Fine died in 1987. 

PT 

Henry Flynt 

Born in 1940 in Greensborough in North Carolina. 
Henry Flynt enrolled at Harvard University in 1957. 
and followed courses in mathematics. In 1960 he 
met La Monte Young and left unrversity to devote 
himself to philosophy and contemporary art. In 
1961 he wrote the article Concept Art. which was 
to be published in An Anthology five years before 
the brrth of conceptual art. The same year he gave 
two conferences at the AG Gallery of George 
Maciunas on the future of art. In 1962 he aban­
doned art and renounced western classical music 
to follow ethnic music. like the blues or country, 
which he called "acognotive culture." At the same 
time he took guitar lessons with Lou Reed and 
replaced John Cale for two weeks in 1966 in Velvet 
Underground. On the the 27th of February 1963. 
he organized Demonstration against Serious 
Culture in front of the MoMA in New York. This 
marked the Marxist shift in the philosophy of 
Henry Flynt, who now fought against "serious 
culture." 
In 1964, George Maciunas drew closer to the ideas 
of Henry Flynt and published two of his essays in 
the review cc V Tre. cc Valise eTRanglE They 
founded together the collectrve Action against 
lmpenalism Culture and published Fight Musical 
Decorat10n of Fascism'. a tract explaining the fascist 
drifting of the composer Karlheinz Stockhausen. 
They organized a strrke prcket before the perform­
ance of Onginale on 8'h September. With the help of 
George Maciunas. in 1965. he published 
Communists Must G!Ve Revolutionary Leadership in 
Culture. He mrlitated for a re-foundation of the arts. 
which he called veramusement. As a creator of 
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experimental music he became interested at the 
end o f the 1960s in compositions for electronic 
violin. In 1975 he founded the group Henry Flynt 
and Nova Billy and presented numerous concerts 
and performances Claiming that he never 
belonged to Fluxus, he was nevertheless one of the 
principal actors in the radicalization of the move­
ment in the middle of the 1960s. This politicization 
of the movement contributed notab ly to the split in 
the group, called Fluxsch1sme. 

VD 

Ken Friedman 

Ken Friedman was born on the 19th of September 
1949 in New London, Connecticut (United States); 
he is recognized as being one of the youngest 
members of the "historic" Fluxus group. While 
George Maciunas was experiencing some retrac­
tions within the group in 1964, owing to his stance 
against Karlheinz Stockhausen, and his tendency 
to politicize the movement, he set out to f ind new 
members of the group to extend and develop 
Fluxus productions. Ken Friedman thus became 
director of "Fluxus West" in 1966, while he was still 
a student at San Francisco State University. He 
was to remain so until 1975. Still in 1966 he held his 
first solo exhib ition in New York. In 1971 he gradu­
ated in Education Sciences, Psychology and 
Social Sciences. He also managed the pub lishing 
house founded by Dick Higgins, Something Else 
Press, a rival of the Fluxus publications of 
Maciunas. He obtained his doctorate in 1976. 
Ken Friedman is one of the most active of Fluxus 
philosophers and theoreticians. With the death of 
George Maciunas in 1978. he remained one of the 
chief ca talysts of the movement. Besides Fluxus, 
he also participated in the Mai l Art movement at 
the New York Correspondence School. He experi­
mented with various forms, from graphics to 
conc rete music. through writing to performance. 
In parallel with his artistic activities Ken Friedman 
undertook research on the theory o f design , and 
col laborated in the implementation of the philo­
sophical and theoretical foundations of des ig n 
research . He has worked in this field since the 
1980s, and is today the Dean of the Faculty of 
Design at the Swinburne University of Technology, 
Melbourne, Austra lia. 

PT 

Geoffrey Hendricks 

Geoffrey Hendricks was born in 1931 in Littleton, 
New Hampshire (United States) He attended 
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successively Armherst College, the Cooper Union 
Art School and the University of Columbia. In 1956 
he taught art at Rutgers University, New 
Brunswick. He was associated with Allan Kaprow, 
Roy Liechtenste in and Robert Watts. He partici­
pated actively in the Fluxus projects of the mid 
60s. His productions were known especially for 
two formal themes the representation of clouds 
and the headstand, as a gymnastic posture within 
his performances. His in-depth work on sky 
imagery, apparently initiated by an idea of George 
Maciunas, rather than a personal desire, earned 
him t he nickname of "cloudsm ith,'' coined by Dick 
Higgins. It consisted essentially of small format 
watercolou rs. Everyday objects and the artist's 
body could also be covered by painted clouds. 
As for the headstand, it enab led the artist (and his 
spectators) to have a new vision of the world, 
essentia l for George Hendriks, for whom the rela­
tionship w ith natu re was fundamental. 
His works also dealt with rituals. In 1971 he and his 
wife. "Bici" Forbes, decided to sepa rate. This 
became the occasion for a Fluxdivorce, whereby 
their common possessions were materially cut in 
two; even the souvenir album of the ceremony 
(photographed by Peter Moore) was sliced in two, 
horizontally. Later on he shaved the whole of his 
body to affirm his homosexuality and his renais­
sance. In 1975 he lived and worked with Brian 
Buczak. In 1978 he was the "Flux Minister" at the 
marriage (Fluxwedding) of George Maciunas and 
Billie Hutchins. A few months later he performed 
the same role for the Fluxfuneral of the founder of 
Fluxus. Since then, Geoffrey Hendricks has been 
invited to many exhibitions. He continued his 
explo ration of art and performance and inter­
media. In 2002 he published Critical Mass: 
Happemngs, Fluxus, Performance, lntermedia. In 
2003, after 48 years of service, he stopped his 
teaching at Rutgers University. George Hendriks is 
currently Chairman of Visual AIDS, an organiza­
tion which helps artists with HIV He lives and 
works with Rodney Sur in New York and Breton 
Cape, Nova Scotia, in Canada. 

PT 

Dick Higgins 

Richard Carter H1gg1ns was born in 1938 in 
Cambridge, England. He settled with his parents in 
1938 in the United States. He came from a family of 
rich industria lists. Between 19S5 and 1957 he 
studied at Yale, before following literature courses 
and music at Co lumbia between 1958 and 1960. 
Henry Cowell, a radical composer who did away 
with the keyboard to play the piano, was one of his 
teachers. From 1956 onwards, Dick Higgins was 



active in art1st1c circles. In 1958-1959 he attended 
John Cage's courses at the New School for Social 
Research. With Alan Hansen he formed the New 
York Audio Visual Group, whose function was to 
produce experimental music concerts. In 1960 he 
married Alison Knowles. and then studied printing 
techniques at the Manhattan School of Printing In 
1961 he participated with George Maciunas in the 
founding of the review Fluxus. whose name was 
used later and more widely to qualify the move­
ment. In 1962. with Alison Knowles, he took part in 
the founding production of the Fluxus movement; 
the Fluxus Internationale Festpiele Neuester Musik 
of Wiesbaden. West Germany. On this occasion he 
played the performance entitled Danger Music n°2. 
Having returned to New York in 1963 he took part 
in the Yam festival In 1963. he created the 
publishing house Something Else Press. which 
published amongst others. the works of Allan 
Kaprow, Gertrude Stein, and Merce Cunningham. 
thus participating in the d1ffus1on of the most 
innovating ideas and practices. In 1965 Dick 
Higgins published an essay on the notion of 
"intermed1a," a conceptual ferment of the inter­
disciplinary nature of Fluxus. In 1966 he organized 
the first production of concrete poetry. This was 
followed by a series of performances. lectures and 
conce rts 1n Europe and the United States. He left 
Something Else Press in 1973. In 1976 he published 
a collection bringing together many of his essays 
and theoretical works: A Dialectic of Centuries: 
Notes towards a Theory of the New Arts. From 
1978 to 1986 he looked after Printed Press. a new 
publishing company which took over from 
Unpublished Editions. This publishing activity 
promoted the diffusion of f ilms. videos and 
records . In 1987 he published Pattern Poetry. 
which brought together his studies on the 
different forms of visual poetry. 
On the 25th of October 1998 he performed 
Danger Music n°2. which consisted 1n shouting as 
loud as possible. for as long as possible. The next 
day he was silenced for ever by dying of a heart 
attack. 

PT 

Alice Hutchins 

Alice Hutchins. was born in Van Huys, California 
(Unites States), in 1916. After studies 1n history and 
economic science at Berkeley University she 
married a lawyer and had two children. She 
settled successively in Virginia, in Michigan. 
Washington. then Cairo. and Egypt. during the 
years 1930 to 1940. In 1950 the family settled 1n 
Paris. and it was in France that Alice Hutchins 
discovered art. She followed courses with the 

painter and director Robert LapouJade At the 
beginning of the 1960s she met Jean Dupuy, then 
Bernard Heidsieck, the sound poet, and his wife. 
Francoise Janicot. During informal evenings at the 
couple's house she met artists who were more or 
less associated with Fluxus: Robert Filliou. Carolee 
Schneeman, Emmet Williams ... 
In the mid 1960s Alice Hutch ins worked with post­
cards to reproduce artistic works. In 1966 she 
produced an auto-portrait where her image 
disappeared behind the letter ing. In 1967 she 
discovered the c reative potential of magnets and 
started making three dimensional works. She was 
to use this material throughout her career. The use 
of magnetic fields enabled her to modify her small 
sculptures from one exhibition to another, or in 
relation to the manipu lations of the spectators. In 
this way her works were interactive and collabora­
tive. Pierre Schneider, the French art critic, and 
Paul -Armand Gette. persuaded her to show her 
production in New York. By chance she came 
across the telephone number of Something Else 
Press. 
Dick Higgins. the founder of this publishing house. 
introduced her to Alison Knowles. Ben Patterson. 
and George Maciunas. who invited her to set up a 
studio in a Fluxhouse. He also proposed to 
package her small magnetic sculptures in boxes. 
These became the Jewelry Fluxkit. Having arrived 
in New York in September 1967, she left in April 
1968. horrified by the assassination of Martin 
Luther King She returned to Paris and took part 
in the events of May 1968. She remained in France 
until 1980, exhibiting regu la rly throughout the 
world until the 1990s. During the summer of 2009 
the Amelio Terras Gallery. in New York, offered a 
retrospective of her work. Alice Hutchins d ied in 
October 2009, at the age of 93. 

PT 

Joe Jones 

Joe Jones was born in 1934 in New York. and died 
in 1993 in Wiesbaden, Germany He grew up in 
Brooklyn, and received classical music training at 
the Hartnett School, New York. 
During the 1950s he played as a jazz drummer, but 
found it difficult to obtain work. He then moved 
towards the study of experimental music, with 
John Cage and Earle Brown as teachers. In 1960 
he met Dick Higgins and Alison Knowles. In 1962. 
when the couple left for Wiesbaden to perform in 
the first Fluxus production. Joe rented their 
studio. He developed his first musica l machines. 
hybrids of acoustic sculptures and ready-made: 
musical boats. musical solar umbrellas ... In 1963 his 
creations were exhibited at the Betty Parsons 
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Gallery, New York. In the same year he ioined the 
Fluxus movement. and took part in the Yam 
Festival in New Brunswick with his performance 
of Machinic Noise Music. 
In 1964 he was invited to the New York Avant­
garde Music Festival. During this period he was 
also active in Nice. In 1969 he opened his own 
shop where his musical machines were exhibited, 
powered by motors and magnetic tape with no 
need for an operator. In 1971 (or 1972), he 
produced the album Fly by John Lennon and 
Yoko Ono. He also founded Fluxus Airlines with 
George Maciunas. Joe Jones settled in Europe. 
where he lived successively in Amsterdam. Aso lo 
(Ita ly), Berlin and Wiesbaden. His work was exhib­
ited throughout the world . In the mid 1980s he 
created short fi lms with his computer: the Fluxus 
Home Movies. He produced major open air 
orchestral installations with his musical machines. 
Broadcast in calm zones, in the country or by the 
sea. his acoustic compositions relied on natural 
energy (sun, wind), and on chance. In 1988 he 
exhibited at the Ludwig Museum in Cologne, and 
then in 1992 and 1993 in Helsinki. Nuremberg, 
Rotterdam. and Wuppertal. where he presented 
his last production. 

PT 

Allan Kaprow 

Born in Atlantic City in 1927, Allan Kaprow enrolled 
at the High School of Music and Art of New York 
1n 1942. Later. he studied philosophy and art 
history at the University of New York. In 1947 he 
reg iste red for the painting courses given by Hans 
Hoffman at the School of Fine Arts of New York, 
and then followed his art history studies at 
Columbia Un iversity. In 1952 he founded the 
Hansa Gallery. He taught at Rutgers Universi ty 
from 1953 to 1961. Initially attracted by abstract 
expressionism. he became interested in environ­
ments. having followed the courses given by John 
Cage at the New School for Soc ial Research 
between 1957 and 1958. In the article The Heritage 
of Jackson Pollock. which he published in 1958, he 
introduced the notion of the Happening, and 
theorized its content. The next year he opened 
the Reuben Gallery and presented 78 Happenings 
in 6 Parts, for the inauguration 
In 1961 he was nominated as a lecturer at the 
University of New York. and participated in the 
debates on the education of contemporary artists. 
Although close to the Fluxus artists. he never 
really belonged to the movement. In 1964 he 
directed the representation of Stockhausen's 
Origmale at the Judson Hall. In 1966 he published 
Assemblage. Environments and Happenings, a 

248 

work of reference on the new artistic practices. 
Allan Kaprow directed many major happenings at 
the end of the 1960s, before devoting his time to 
what he called « activities », which were happen­
ings on a smaller scale. In 1970 he participated in 
the exhibition Fluxus & Happening at the 
Kunstverein in Cologne In 1971 he published an 
ironic essay on the education of artists, entitled. 
The Education of Un-Artist. At the end of the 
1970s he undertook a European tour in which he 
presented his principal happenings. During the 
1980s and 1990s several institutions held exhibi­
tions of his work. He died in 2006 in California. 

VD 

Milan Knizak 

Born in 1940 1n Pilsen, Czechoslovakia, Milan 
Kn izak followed studies in artistic education. given 
1n Russian, at the University of Prague. from 1957 
to 1958. After his national service he enrolled at 
the Fine Arts Academy of Prague. He was 
expelled in 1964, and tried unsuccessful ly to 
pursue mathematical studies. From the beginning 
of the 1960s, Milan Knizak organized different 
productions in the streets of Prague. his favorite 
playing field. In 1964 he founded the artists group 
Aktual Art. with his friends Jan Mach and Robert 
Wittmann. The grou p continued to expand. 
publishing reviews. organizing numerous street 
happenings, and producing songs often 
performed by the non-conformist musica l group 
The Plastic People of the Universe. In 1965 he 
entered into contact with New York artists such as 
Allan Kaprow or George Maciunas. They urged 
him to come to New York to publish his complete 
works (the project never materialized). They 
nominated him director of "Fluxus East." In 
October 1966 Milan Knizak organized the first two 
Fluxus concerts in Prague. For this occasion he 
invited as performers; Dick Higgins, Alison 
Knowles. Ben, Jeff Berner and Serge Oldenbourg. 
The latter finished up 1n Jail for having given his 
passport to a soldier who was trying to flee. 
Thanks to the support of George Maciunas, Milan 
Knizak was able to come to the United States in 
1968. and settled there for two years w ith his wife, 
Jane Knizak. He presented his works Lying 
Ceremony and Difficult Ceremony and collabo­
rated with Maciunas on the production of the Flux 
Dream and Flux Snakes boxes. Returning to 
Prague in 1969 he was placed under surveillance 
by the Czech authorities. who arrested him in 1973 
for having published a non-authorized review, and 
fo r having tried to transmit documents to the 
German collector, Hanns Sohm. Sentenced to 3 
yea rs of prison, his sentence was suspended 



thanks to petitions from the international artistic 
community, which considered Milan Knizak. as 
Allan Kaprow wrote in 1972. as the "principal repre­
sentative of the Happening in Eastern Europe." 
After the fall of the Berlin Wall. and the collapse of 
the USSR. he was nominated director of the Fine 
Arts Academy in Prague - which had expelled him 
25 years previously - and gave courses on "inter­
media." In 1998 he took up his political activ1t1es 
again and stood for election to the Senate. but 
without success. The following year he was nomi­
nated President of the Czech Repub lic National 
Gallery. His activities within this institution were 
very controversial. Numerous conflicts arose 
between him and the Czech artistic scene. who 
considered him to be indifferent to current art 
practices in the country. Milan Knizak is still active, 
l1v1ng and working in Prague. 

VD 

Alison Knowles 

Born 1n 1933 1n New York. Alison Knowles studied 
literature at Middlebury College between 1952 and 
1954. In 1955 she enrolled in the illustration 
courses at the Pratt Institute of Brooklyn, and 
then followed painting studies under Joseph 
Albers and Adolph Gottlieb at t he Un iversity of 
Syracuse. At the end of the 1950's, Alison Knowles 
met John Cage and Dick Higgins. and became 
interested in music. and also happenings She 
married Dick Higgins 1n 1960 and produced her 
first "events". In 1962 she joined George Mac1unas 
in Europe and took part in the Fluxus festival tour. 
Back 1n the USA 1n 1963. she participated 1n the 
Yam Festival. In 1964 Fluxus published Bean Rolls. 
boxes containing beans. for which she established 
imaginary definitions. From 1964 onwards she 
worked actively for the publishing house 
Something Else Press. In 1967 she published a 
collection of poems. The House of Dust. and 
produced The Big Book. a book 2.4 metres high 
designed as an environment whose subject is the 
spectators. The same year she produced The 
Identical Lunch. a repeated action in which she 
invited friends to share a common lunch, a tuna 
fish sandwich. From 1970 to 1972 she directed the 
Graphics Laboratory at the California Institute of 
Arts. Her last exhibition Time Sample. toured 
Europe and the United States 1n 2006. In 2008 
she reactivated the event Make a salad from 1962. 
at the Tate Gallery in London. where 3000 people 
shared a g1gant1c salad prepared by the artist. In 
2009 she was in residence at the Radcliffe 
Institute for Advanced Study, Harvard University. 

VD 

Shigeko Kubota 

Born in 1937 in Niigata in Japan, Shigeko Kubota 
studied sculpture at the Tokyo University for 
Education. She was associated with the radical 
artistic group, The National Federation of Student 
Self-Government Association. and frequented the 
concerts of the music/performance group, 
Ongaku. In 1963 she attended the performances 
of John Cage in Tokyo, and met George Maciunas. 
thanks to Yoko Ono. In 1964 she settled in New 
York, with the help of George Maciunas, and 
enrol led at the University of New York and at the 
New Schoo l for Social Research. She participated 
actively in t he activities of Fluxus. and was nomi ­
nated Vice -President of the movement by 
Maciunas. She met in particular Nam June Paik, 
whom she married in 1970. In 1965, during the 
Perpetual Fluxfest. she presented Vagina Painting, 
a renowned performance 1n which she painted 
with a b rush inserted in her vagina. In 1968 Fluxus 
published Fluxmedecine. with boxes designed by 
her. At the end of the 1960s she became involved 
1n video sculpture. Her first video journal. Europe 
on Inch a Day was presented in 1972. In 1973 she 
joined the television laboratory of the WNET 
chan nel, and in 1974 became commissioner of the 
video section of Anthology Film Archives. Her 
work has received many awa rds and has been the 
subject of several retrospectives. She currently 
lives and works in New York. 

VD 

Jackson Mac Low 

Born in 1922 in Chicago, Jackson Mac Low studied 
philosophy and comparative literature from 1939 
to 1943 at the University of Chicago. He settled in 
New York in 1944. From 1945 to 1954 he published 
the anarchist and pacifist review Resistance. From 
1954 he became interested in non - intentional 
writing int roduced for random composition. He 
also at tended the courses of John Cage at the 
New School for Social Research between 1958 
and 1959. During the same period he studied 
Greek at the Brooklyn College. In 1960 one of his 
first random pieces, Marrying Maiden. was 
produced by the Living Theater. The following 
year he presented Verdurous sanguinana in Yoko 
Ono's loft. He was invited to present his work at 
the AG Gallery, and thus received the George 
Maciunas newsletter. In 1963 he co-publ ished. with 
la Monte Young, An Anthology of Chance 
Operating. Many of his performances were played 
in Europe during the Fluxus festivals. In total 
disagreement with George Maciunas. who wanted 
to fight against "serious cultu re." Mac Low broke 
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away from the movement after having received 
Newsletter No.6, which proposed violent actions 
in New York. 
He participated every year in the Annual Festival 
of Avant-Garde, from its creation in 1964, through 
to 1980 . He was continually solicited to give 
courses on poetry-action. and became professor 
at the University of New York from 1966 to 1973. In 
1968 he signed the petition against the Vietnam 
War. Writers and Editors War Tax Protest. In 1969 
he participated in the Art and Technology 
programme at the Los Angeles County Museum 
of Art. by creating computer assisted poems. 
During the 1980s he traveled in Australia, and 
attended severa l poetry seminars. He was the 
author of more than 20 books of random poetry, 
and received an award from the Academy of 
American Poets in 1999. He died in 2004 in the 
United States. 

VD 

George Maciunas 

Born in 1931 in Kaunas in Lithuania. George 
Maciunas emigrated with his family to the United 
States in 1948. He enrolled at the Cooper Union 
School of Art and conti nued w ith architectural 
studies at the Carnegie Institute of Technology of 
Pittsburgh, where he graduated in 1954. From 
1955 to 1961 he studied art history and ethnog­
raphy at the New York Institute of Fine Arts. He 
worked as a designer for Knoll Associates. In 1959. 
he attended courses in experimental music given 
by Richard Maxfield at the New School for Social 
Resea rch. There he met La Monte Young, who 
introduced him to the New York avant-garde 
circle. In 1960 he opened the AG Gallery at 925 
Madison Avenue, with Almus Salcius. Several pre­
Fluxus concerts and artist exhibitions were organ­
ized at the Gallery. In 1961, during a series of 
concerts entitled Musica Antiqua et Nova. the 
name of Fluxus appeared on the invitation card, 
re fe rring to the title of a future publication. In the 
same year he worked on the graphics of a work by 
La Monte Young called An Anthology In the 
autumn the AG Gallery closed down and George 
Maciunas left for Europe, where he worked as a 
designer for the American Army 1n Wiesbaden. He 
met Emmett Williams, Nam June Paik and Wolf 
Vostell. and worked on the promotion of a Fluxus 
review in Europe. On the 9th of June 1962, he gave 
a decisive talk entitled, Neo Dada in Musik, 
Theater, Poetry, Art. at the Parnass Gallery in 
Wuppertal. Thereafter he decided to organize a 
series of festivals throughout Europe, between 
1962 and 1963. to promote Fluxus, The review 
project was abandoned and Fluxus now became 
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an artistic "movement." Back in the States in 1963, 
his artistic stance for the highlighting of non-art 
became more radical. He set up at 359 Canal 
St reet. which he called the Fluxhall/Fluxshop; 
produced the first Fluxboxes, took over the 
journa l V TRE of George Brecht, and became 
president of Action Against Imperialism Culture in 
1964. 
Influenced by the radicalism of Henry Flynt, he 
organized a demonstration on the 8th of 
September 1964 to protest against the represen­
tation of the Onginale by Stockhausen during the 
2nd Annual Festival of Avant-Garde, where Fluxus 
artists were performing. The ensuing conflict 
isolated many artists from the movement. In 1967 
he created Implosion Inc. with Robert Watts and 
Herman Fine; a company for artistic gadgets 
meant to fund the activities of Fluxus. In the same 
year he undertook the renovation of buildings in 
the Soho district to create artist cooperatives. 
From 1975 this project met with difficulties with 
the municipal authorities. The following year he 
was attacked by hired heavies from one of his 
creditors. and lost an eye. In 1976 he bought the 
New Marlborough domain in Massachusetts, with 
the idea of setting up an artist's community. He 
married the poet Billie Hutchins. the only tenant of 
the domain. in 1978 in a Flux-wedding. Suffer ing 
from cancer he died on the 9th of May 1978 at the 
University Hospital of Boston. 
George Maciunas was considered to be the prin­
cipal actor of Fluxus. and he played a determining 
role in the promotion and theorization of the 
movement. 

VD 

Larry Miller 

Born in 1944 1n Missouri, Larry Miller studied art at 
Rutgers University in New Jersey. He approached 
the Fluxus movement in 1969 during a series of 
produc t ions organ ized by the group at his 
University. In 1970 he organized Fluxsports during 
the Fluxshow presented at the University In the 
same year he obtained his Master's Degree in Fine 
Arts. In 1974 Maciunas produced Orifice Plugs, the 
first Fluxus box by Larry Miller. belonging to the 
second generation of Fluxus. He then took part in 
the Fluxlabyrinth presented in Berlin in 1976, with 
his Knobdoors, and subsequently at the Delayed 
Fluxus New Year, by replacing the dial of a publ ic 
clock with a windmill (Fluxus Winding). A fervent 
defender of Fluxus, he was considered as a veri­
table ambassador of the movement following the 
death of George Maciunas in 1978. A "classical" 
interpreter of Fluxus events and performances, he 
directed numerous concerts in Europe and 



America. He was the founder of the Robert Watts 
Studio Archives. In 1994 he created the first 
Fluxus web site. In 2005 he directed for the first 
time the George Brecht "event," Sundown, for the 
opening of the retrospective George Brecht. a 
Heterospecttve at the Ludwig Museum in 
Cologne. His personal work consists largely of 
instal lations which he calls ··performing objects" 
aimed to break down the frontiers between 
matter, events, space and time. with a humoristic 
and provocative approach. During the 1980s he 
became interested in the notion of DNA. and 
launched an international campaign in 1992 to 
protect DNA ownership by copyright certificates. 

VD 

Peter Moore 

Born 1n London in 1932. Peter Moore spent his 
childhood in the UK, before leaving for the 
United States at the beginning of the 1950s, to 
study photography. Having frequented the 
benches at Haverford College then at the 
Massachusetts Institute of Technology, Peter 
Moore started his professional career in the dark­
rooms of Life Magazine. At the beginning of the 
1960s he became interested in documenting 
performance arts. and met George Maciunas at 
the AG Gallery in 1962. He became henceforth the 
chief photographer of New York Fluxus activities. 
right up to the death of Maciunas in 1978. In itially 
independent. he gradually integrated the activ i­
ties of the group. His photographs of perform­
ances were used for the first time by Fluxus in the 
publication cc V TRE no. 4 of June 1964. In 1970, 
the issue no.9 of cc V TRE, entitled JOHN YOKO & 
FLUX all photographs copyright nineteen seventy 
by peTer mooRE. consisted entirely of 123 anno­
tated photos taken by Moore. From 1967 he 
participated in the Implosion Inc. Project. the 
commercial Fluxus company which tried to 
produce gadgets He produced the Cluttered 
Desk Table Top with Robert Watts. consisting of a 
table with a photograph of objects stuck to the 
top. Even 1f these proiects did not work out. he 
was. nevertheless, systematically invited by 
Maciunas to document Fluxus performances in 
the 1970s. including private events. He traveled to 
Berlin with Maciunas in 1976 to photograph Flux 
Labyrinth. presented at the Art Academy. 
He also filmed certain Fluxf1lms and other events 
such as the staging of the Originale by 
Stockhausen. While following Fluxus activities. 
Peter Moore also attended numerous artistic 
representations given at the Judson Dance 
Theater between 1960 and 1980. photographing 
notably Trisha Brown . Simone Forti, Yvonne 

Rainer. and the Pelican plays by Robert 
Rauschenberg and Night Wandering by Merce 
Cunningham. both of which were performed in 
1965. From 1978 to 1989, he was the technical 
ed itor and columnist of the review Modern 
Photography Magazine. He died in London in 1993. 
Peter Moore is considered today as a "visual histo­
rian·· of New York performance arts of the 1960s 
and 1970s. as important as Robert McElroy or 
Caroline T1sdall. Despite his photographic work 
being purely documentary. his photos are also 
recognized for their aesthetic qualities. 

VD 

Charlotte Moorman 

Born in 1933 in Little Rock. Arkansas, Charlotte 
Moorman studied the cello at the Centenary 
College (Louisiana) and obtained her Bachelor of 
Arts Degree in 1955. She continued her studies at 
the University of Texas in Austin until 1957, then 
enrolled in the Julliard School Conservatory in 
New York. After a classic career debut with the 
American Symphony Orchestra. Charlotte 
Moorman became interested in avant -garde 
music. In terpreting pieces by John Cage. she 
created and organ ized the Annual Festival of 
Avant Garde from 1963 to 1980. Edgar Varese 
nicknamed her the "Joan of Arc of the New Music" 
for her impl1cat1on in the festival, which 
contributed largely to the diffusion of the 
performance arts in the United States. In 1964 she 
met Nam June Paik for the preparation of the 
piece Onginale. by Karlhe1nz Stockhausen played 
for the 2''d Annual Festwal of Avant-garde. This 
meeting marked the start of a long collaboration 
w th the Korean artist. who created several works 
for her. 
In 1967. Charlotte Moorman and Nam June Paik 
presented Opera Sextronic at the Filmmaker 's 
Cinematheque. They were arrested for offences 
against public morals. They traveled to Europe to 
present their works between 1968 and 1970. In 
1969 Nam June Paik wrote the piece TV Bra for 
Living Sculpture in which Charlotte Moorman 
played the cello with two small TV screens fixed 
to her breasts. She collaborated with numerous 
artists such as Joseph Beuys or Jim McWilliams. 
who wrote Sky Kiss for her in 1968. She was very 
influential in New York, and was often considered 
to be the spokesperson for avant-garde activities. 
preferring a link between the local authorities and 
the artists. She never belonged to the Fluxus 
movement. although she maintained close ties. in 
particular through her role as organizer of avant­
garde events and concerts. and her collaboration 
with Nam June Paik. In 1985 Joseph Beuys paid 
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her homage with his Infiltration homogen fur 
Cello. a cello covered with felt and with a red 
cross. She died in 1991 after a ten year fight 
against cancer. 

VD 

Yoko Ono 

Born in Tokyo, in 1933, to a family of bankers, Yoko 
Ono fled the bombing of the Second World War 
for New York in 1945. She studied music and 
philosophy at the Sarah Lawrence College, and at 
Harvard University, Cambridge (Ma.) Very inspired 
by the Beat generation, she fell out with her family 
and married the young composer, Toshi lchiyanagi, 
in 1957. Thanks to him she discovered the avant­
garde circle in New York, and the work of John 
Cage, which she especially appreciated. After 
some difficult years she moved with Toshi into the 
loft at 112 Chambers Street. Here she organized a 
series of concerts with La Monte Young during the 
winter of 1960-61, inviting numerous artists to 
present their work. She met George Maciunas. who 
attended these events as a spectator. In 1961. after 
an initial exhibition at the AG Gallery, the Carnegie 
Recital Hall hosted an evening for her to present 
her performance/concerts A Grapefruit in the 
World of Park, A Piece for Strawberries and Violin. 
w ith the participation of Richard Maxfield and 
David Tudor. 
From 1962 to 1964 she stayed in Japan, where she 
performed on the tour of John Cage. She met 
Anthony Cox, a jazz musician, whom she married 
in 1963. not long after her divorce with Toshi 
lchiyanagi. After returning from Japan she partic­
ipated actively in Fluxus activities, and in partic­
ular. in the concert organized during the Perpetual 
Fluxfest 1n 1965 at the Carnegie Recital Hall, with 
pieces such as Bag Piece. Beat Piece. Cut Piece et 
Sky Piece for Jesus Christ. While Maciunas didn't 
succeed in pub li shing her collection of scores, 
ent itled Grapefruit. he did produce several multi ­
ples such as Self Portrait, a mirror which figured in 
the anthology box Fluxus I. From 1966 she collab­
orated with Fluxus on a series of films. of which 
the best known is No.4 (Bottoms), a series of 
bottoms filmed very close up. In 1966 she exhib­
ited Unfinished Paintings at the lndica Gallery in 
London. 
This exhibition was very emblematic of Yoko 
Ono's plastic art work, seeking to involve the 
public in the production of the work. either 
through their imagination, or their direct interven­
tion. This idea of the "unfinished work." requiring 
an interaction with the spectator, had significant 
influence on the conception of Fluxus principles. It 
was during this exhibition that she met John 
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Lennon. They married in 1969, and began a 
protest campaign against the Vietnam War with 
their Bed-in event. and the advertising campaign, 
War Is Over In 1970 Yoko Ono devoted her time to 
music, and brought out her first album, Yoko 
Ono/The Plastic Ono Band. In the same year 
Fluxus devoted a festival to Yoko Ono and John 
Lennon, which was taken up by the Everson 
Museum in Syracuse for the exhibition This Is Not 
Here. In 1980 Yoko Ono helplessly witnessed John 
Lennon's assassination. After many years dedi­
cated to music. Yoko Ono took up her plastic art 
practice again in 1987. and in 2001 the retrospec­
tive Yes Yoko Ono was dedicated to her in New 
York. 

VD 

Nam June Paik 

Born in 1932 in Seoul, Nam June Paik studied 
music from 1946 at the Kyungi High School. In 
1950 he fled the Korean War with his family, 
reaching Hong-Kong, and then Japan. He studied 
art and music at the University of Tokyo, where he 
graduated in 1956 with a thesis on the composer 
Arnold Schonberg. After a trip around the world, 
he arrived in Munich in 1956 to continue his 
studies 1n history and music, enrolling at the 
Freiburg Conservatory. In 1958 he met Karlheinz 
Stockhausen and worked at the WDR electronic 
music studio in Cologne In 1959 he attended the 
summer courses of John Cage in Darmstadt. and 
became friends with him. He presented his first 
performance during an evening entitled Homage 
to John Cage at the Parnass Gallery in Wuppertal. 
where he tipped over a piano onto the spectators. 
In 1960 he presented Study for Pianoforte at the 
Mary Bauermeister studio in Cologne. and 
succeeded 1n cutting John Cage's tie in two. In the 
same year he participated in the representation of 
the Originale by Stockhausen in Cologne. 
In 1961 he met Wolf Vostell, and then Joseph 
Beuys and George Maciunas in 1962. Nam June 
Paik introduced the latter to the German artistic 
circles. ene>f-iling him in particular to present his 
manifesto. f\Jeo Dada in der Music. during an 
evening at the Parnass Gallery in Wuppertal. The 
following week he presented his piece Solo for 
Violin during an evening at the Kammerspiele in 
DOsseldorf. a performance which wou ld become a 
classic in the Fluxus repertoire Nam June Paik 
was very enthusiastic about the vision of 
Maciunas. and took an active part in organization 
of the European Flexus festivals. His first solo 
exh ib ition Exposition of Music Electronic 
Television at the Parnass Gallery, was the result of 
his work on the distortion of image, and marked 



the first premiss of video-art. of which he was one 
of the precursors. With the support of George 
Maciunas. he settled 1n New York in 1964. He met 
Charlotte Moorman, the cellist and organizer of 
the New York Avant-Garde Festival with whom he 
started a long period of collaboration. He took 
part 1n the festival by performing the Originate by 
Stockhausen. despite the ban imposed by George 
Mac1unas. and broke off relations with him. 
In 1965 the Bonino Gallery staged his first video 
exhibition 1n the United States. On 9 'h February 
1967 the police stopped the representation of the 
Opera Sextronic by Paik and Charlotte Moorman, 
for outrage of public decency The two collabora­
tors presented nevertheless their Electronic Opera 
No.I in Europe until 1969. In 1970 he created the 
video synthesizer with the artist Shuya Abe, and 
became professor at the California Institute of 
Arts in Los Angeles. In 1971 he worked for the 
WNET's TV lab. in New York. A first retrospective 
was dedicated to him at the Kunstverein in 
Cologne in 1976. In 1979 he became professor at 
the Kunstakademie of Dusseldorf. and was 
elected to the Academy of Arts in Berlin in 1987. 
For the Seoul Olympic Games in 1988 he erected 
a Media Tower composed of 1003 televisions. In 
1993 he represented Germany, with Hans Haake. 
at the 45th Biennial of Venice. The Guggenheim 
Museum of New York devoted a retrospective to 
him in 2000, entitled The Worlds of Nam June 
Paik. He received an award from UNESCO for his 
video work. and died 1n Miami in 2006. 

VD 

Benjamin Patterson 

Born in 1934 in Pittsburg, USA Benjamin Patterson 
trained in music at the University of Michigan from 
1952 to 1956. Despite his virtuosity, and his talents 
as a double-bassist. he d idn't succeed in joining a 
symphony orchestra in the States because of the 
colour of his skin. He played for the Halifax 
Symphony Orchestra in Canada from 1956 to 1957, 
and then left for Germany, where he played for 
three years with the US T' Army Orchestra. In 1959 
he returned to Canada and played with the Ottawa 
Philharmonic Orchestra for a year. Benjamin 
Patterson became interested 1n electronic music 
very early on. and settled in Cologne to follow the 
activities of Karlhe1nz Stockhausen. Here he met 
Nam June Paik, Wolf Vostell and John Cage, and 
performed the latter's piece Cartridge Music, at the 
Mary Bauermeister studio. In parallel with his activ­
ities as a double-bassist he presented his first 
musical compositions, Paper Piece and Solo for 
Double Bass, which became classics in the Fluxus 
European festival repertoire 

In 1961 he stayed in Paris. where he exhibited his 
Puzzle Poems with Robert Filliou, and published 
an original collection of his compositions, 
Methods and Process, with the help of Daniel 
Spoerri. Invited by George Mac1unas and Nam 
June Paik to take part 1n the evening After John 
Cage at the Parnass Gallery in Wuppertal in June 
1962. he was also present at the Fluxus festivals in 
Wiesbaden and Copenhagen. At the end of 1962 
he was slightly ruined financially, and returned to 
the United States. where he worked as a li brarian 
in the New York Public Library, while continuing 
his artistic activities. in particu la r with Fluxus. 
Maciunas produced Poems in Box and Instruction 
no. 2 in 1964. He abandoned his artistic activity in 
1967 to follow an administrative career. He held 
the position. amongst others. of Director's assis­
tant at the Cultural Affairs Department of New 
York City, from 1972 to 1974, and then as 
Administrative Director of the Negro Ensemble 
Company from 1982 to 1984 
From 1982, he gradua lly took up his artistic activ­
ities again. participating in the Wiesbaden 
festival, organized by Rene Block for the 2o·h 
anniversary of the movement. In 1983 he 
attended the Sao Paulo B1enn1al, and exhibited at 
the Emily Harvey Gallery in New York 1n 1988. In 
2004, to cel ebrate his 70th birthday, he under­
took the crossing of Asia with the Trans-Siberian 
railway, presenting several performances at each 
staging point of his journey, which would take 
him f inally to Japan 

VD 

Takako Sa'ito 

Born 1n 1929, in Sabae-shi. Japan. Takako Sano 
followed studies in child psychology from 1947 to 
1950. before joining the artistic movement, 
Creative Art Education. She orientated her work 
w1th1n the artist's group around the notion of the 
game, which she considered to be a way of liber­
ating human alienation. In 1953. during a stay in 
Tokyo. she met the artist Ay-0. He left for New 
York in 1958, and she joined him 1n 1963, setting up 
1n Canal Street in the Soho district. Ay-0 intro­
duced her to George Maciunas. who was very 
impressed by her work. Hence began a long 
period of collaboration between Takako Saito and 
Fluxus. The notion of the game, which implies 
interactivity between the players, and relies on 
chance. was in complete harmony with the aims 
of Fluxus. She participated in the elaboration of 
Fluxboxes. by creating open games of chess using 
original materials; the Fluxchess: for example the 
series Smell Chess where each chess piece corre­
sponded to a smell. Her Fluxus productions were 

253 



presented in the first Fluxus anthology box Fluxus 
7 (1964), and also in the Flux Cabinet (1977) 
In 1965 she attended courses at the Brooklyn 
Museum Art School. unti l her departure for 
Europe in 1968. She first settled in France, where 
she collaborated with Robert Fllliou and George 
Brecht. It was in France that she put together her 
first solo performances. In 1972 she stayed in 
England where she created her first art books 
with the support of the publishers, Beau Geste 
Press. She took part in the creation of the travel­
ling exhib1t1on Fluxshoe. From 1975 to 1979 Takako 
Saito lived in Italy. where she worked for the 
publishing house of Francesco Conz. From 1979 to 
1983 she held the post of professor at the 
University of Essen in Germany She has lived and 
worked since this time in DOsseldorf. Her artistic 
work had a significant influence on the orientation 
of Fluxus from the middle of the 1960s. If the 
notions of play and entertainment were already 
present within the group, Takako Sa'lto 
contr ibuted largely to the repositioning of game 
activities in the works of Fluxus. 

VD 

Tomas Schmit 

Born in 1943 in Wipperfurth. Germany, Tomas 
Schmit met Nam June Paik in 1961. who intro­
duced him to George Maciunas. He took part in 
most of the Flexus European festivals from 1962 
to 1963. In 1964 he wanted to go to New York, and 
asked Flexus to pay for his trip. After having 
refused to pay for the trip, George Maciunas 
wrote him a letter exposing the political aims of 
Fluxus. and the non-artist position of the Fluxus 
artist. Tomas Schmit dissociated himself from this 
vision of art and broke with the movem ent. In Ju ly 
1964 he organized. in Aix-la-Chapelle. the produc­
tion, Action. Agit-Pop. De-coll/age, Happenings, 
Event, l'Autrisme, Art Total, Re-Fluxus, for the 20'" 
anniversary of the assassination attempt on Hitler. 
He continued his performance activity until 1966. 
collaborating with Eric Andersen and Arthur 
Kbpcke. with whom he organized a number of 
concerts in Europe. In 1982 he wrote an essay on 
Fluxus, Apropos de F, published in the ca ta logue 
of the exhibition 7962 Wiesbaden 7982 In 1989 he 
published First Draft. an essay on the new 
conception of aesthetics. His theoretical w riting 
contributed to fashioning the questions of social 
art and the new approach to aesthetics developed 
in the 1960s. Very active in Germany, his work was 
awarded the Kurt Schwitters prize in 1986. Tomas 
Schmit died in 2006 at the age of 63. 

VD 
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Mieko Shiomi 

Born in 1938 in Okayama, Japan. Mieko Shiomi 
studied musicology at the Tokyo University of Arts. 
In 1960 she founded, along with Takehisa Kosugi 
the rock music group Ongaku which combined 
music and performance. Nam June Paik. Yoko Ono 
and Toshi lchiyanagi played an important role at 
the time in the diffusion of Fluxus ideas in Japan. 
Mieko Shiomi met Yoko Ono and John Cage in 
1963, and took up the notion of « event » in her 
work. She sent George Maciunas her project 
Endless Box, who produced it in 1964. That same 
year Mieko Shiomi travelled to New York and took 
part in the Fluxfest organized at the Washington 
Square Gallery. She presented her "events " Air 
Event and Disappearing Music for Face, in which 
she changes from a smiling face to a neutral 
expressi on. She returned to Japan in 1965. 
Disappearing Music for Face was filmed by Peter 
Moore. and George Maciunas produced her Water 
Music event, which was materialized by drip­
feed1ng From 1965 to 1975 Mieko Shiomi produced 
9 Spatial Poems. To achieve this she sent scores to 
friends and members of Fluxus who were 
distanced geograph ical ly. She then produced the 
accounts on geographical maps, calendars and 
microfilm. Since 1977 she has devoted herself to a 
more personal artistic activity. 

VD 

Wolf Vostell 

Born in 1932 in Leverkusen, Wolf Vostell fled with 
his family to Czechoslovakia during the Second 
World War. After studying art in Cologne from 
1950 to 1953. he took courses in the typography of 
arts and crafts in Wuppertal In 1955 he settled in 
Paris. He was a student at the National School of 
Fine Arts. and also worked as an assistant with the 
poster and graphics art ist. Cassandre. It was in 
Paris that he first used the term De -coll/age, 
inspired by a headline in the Figaro newspaper 
(the 6th of September 1954 ). for his first torn-off 
posters and destructive works. He returned to 
Germany in 1957 to finish his studies at t he 
Kunstakademie in Dusseldorf. and become closely 
interested in the iconography of the painter 
Jerome Bosch. During a trip to Paris in 1958 he 
produced his fi rst happening The Theatre Is in the 
Street. In the same year his first solo exhibition 
was held in Caceres in Spain 
In 1959 he settled in Cologne and frequented the 
WDR electronic music studio where Stockhausen 
worked. He met at this time Nam June Pa ik. and 
produced his first De-coll/age happenings, such 
as Cityrama l In 1962 he met George Maciunas 



and organized. with him and Nam June Pa ik, the 
first Fluxus Festival in Wiesbaden. He took part 1n 
the Fluxus festivals in Copenhagen, Paris and then 
in Dusseldorf in 1963. In 1962 he published the first 
issue of his review. De-coll/age (7 issues between 
1962 and 1969) Th is angered Maciunas because it 
was 1n direct competition with his Fluxus review 
project. The collaboration between the two artists 
was short-lived and only one film. Sun in your 
head (1963) by Vostell. and one page in the cc V 
TRE n°8 were produced by Fluxus. 
He went to New York in 1963. On the fr inge of his 
solo exhibition at the Smo l1 n Ga llery, he took part 
in the Yam festival by proposing to bury a televi­
sion. Back in Germany, he organized his large scale 
Happenings Nein - de-coll/age (14 September 
1963) and In Ulm. um Ulm und um Ulm herum (7 
November 1964) In 1970 he participated in the 
Happening & Fluxus exh1b1tion by proposing as a 
work a cow calving , an event which was finally 
proh1b1ted by the police. In the 1970s his happen­
ings took on a protean appearance combining 
different types of materia l. He settled in Berlin in 
1971. and then founded the Wolf Vostell Museum at 
Malpartida de Caceres in Spain From 1980 
onwards, his work refocused on drawing and 
painting In 1981 he organized Fluxus Zug. an exhi­
bition of environments 1n a train which travelled 
throughout Germany He died in Berlin in 1998. 

VD 

Robert Watts 

Born in 1932. in Burlington. Iowa. Robert Watts 
studied mechanical engineering at the University 
of Louisville until 1944. As a reservist in the 
National Marine he served two years as an engi­
neer officer on an ai rcraft carrier. In 1946 he settled 
in New York, and enrolled for courses at the Art 
Student League. From 1948 to 1951 he studied art 
history at Columbia Un1vers1ty Up until 1958. his 
painting was influenced by abstract expressionism 
and geometric art. In 1953 he became professor at 
Douglas College 1n Rutgers Un1vers1ty, a position 
that he held until 1984. In 1957 he met George 
Brecht and Allan Kaprow, with whom he main­
tained a firm friendship through frequent meet­
ings. He co-organized the Yam Festival in 1963 with 
George Brecht. the American equivalent of the 
Fluxus European festivals. then in 1964 the Monday 
Night Letters. at the Go Go cafe. He became 
friends with George Maciunas when the latter was 
hospitalized in Germany. taking care to maintain 
his intellectual activity with the Mail Events such as 
Hospital Event. 
With the return of George Mac1unas to the United 
States, he joined the Fluxus group definitively and 

was never to leave it. The works of Robert Watts 
constitute a large part of Fluxus productions. 
They are very diverse, ranging from collections of 
scores, Events (1963), to collections of stones and 
rocks, Fluxatlas (1972), via. the production of fake 
banknotes Dollar Bills (1962), and fake stamps. 
Fluxpost (1965). not forgetting some Fluxfilms. In 
1967 he founded the Implosion Inc. with George 
Maciunas and Herman Fine: a company to 
produce gadgets destined to fund Fluxus proj­
ects. such as Fluxhouses: low-cost apartments for 
artists 1n the Soho district. of which he was one of 
the first beneficiaries. 
During the 1970s he joined up with Dick Higgins, 
Alison Knowles and Allan Kaprow on the West 
Coast of America, and took part 1n numerous 
events at the California Institute of Art of Los 
Angeles. He died in 1988 in his domain in Bangor 
(Pennsylvania). renamed Fluxlux. A Fluxus cere­
mony was held in his honour for the funeral. 

VD 

Emmett Williams 

Born in 1925 in Greenville 1n South Carolina. 
Emmett Williams joined the army during the 
Second World War. When he returned in 1946. he 
took up studies 1n literature at Kenyan College in 
Ohio. He continued his studies 1n Paris where he 
enrolled at the Anthropology Faculty. before 
leaving for Switzerland as an assistant to the 
ethnologist Paul Radin. In 1955 he settled in 
Darmstadt in Germany. and worked as a writer for 
the American Army review, The Stars and Stnpes. 
un~il 1964. He met Dan iel Spoerri in 1958. partici­
pated 1n the review Matenal. and joined the 
« Circle of Darmstadt ». Close to composers such 
as Karlheinz Stockhausen. Boulez and Benjamin 
Patterson. his poetry was marked by musical and 
mathematical preoccupations. He met George 
Maciunas as soon as he arrived in German;, and 
played an important role in the organization of the 
Fluxus festivals. He was present at the festivals in 
Wiesbaden. London. Amsterdam. Paris. and then 
1n Dusseldorf in 1963. Mac1unas published his 
Alphabet Poem in the anthology boxes of Fluxus I 
and Fluxkit. 
In 1963 he set tled in France, took part in the 
"Domaine Poetique" and organized the American 
Poetry etc. evening. during the Biennial of Paris, and 
directed a Fluxus concert. In 1966 he returned to the 
United States and settled 1n New York. He became 
the director of publication for the publishing house 
founded by Dick Higgins two years earlier, the 
Something Else Press, and remained so until 1970. In 
1967, he used the Something Else Press to publish 
An Anthology of Concrete Poetry, a work which 
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influenced a number of contemporary poets in the 
States and in the United Kingdom. He was nomi ­
nated professor of art at the School of Critical 
Studies in the 1970s. and then at the au Nova Scotia 
College of Art and Design in Halifax. In 1976 he trav­
eled to Japan with Ay-0 to promote Fluxus. 
At the beginning of the 1980s he settled in 
Germany, and gave courses at the Hochschule die 
Kunst of Hamburg and Berlin. He co-founded in 
1987 the International Symposium of the Art in 

Warsaw. He was presented with many awards for 
his artistic activism, including the Hannah Hoch 
prize in 1997. In the 1990's he recalled his activity 
within Fluxus with two works; My Life in Fluxus in 
1991 and Mr. Fluxus. A Collective Portrait of 
George Maciunas. 
He died in Berlin in 2007. 

VD 

La Monte Young 

Born in Bern in Ohio in 1934, La Monte Young 
discovered music around the age of 7. Settled 
with his family in Los Angeles, he began to play 
jazz with virtuosity on alto saxophone. He started 
at the University of California in Los Angeles in 
1957, and took musicology cou rses. He composed 
his first works, For Brass (1957), and Trio for 
Strings (1958), considered as important works of 
minimalist music, of which he was one of the 
precursors In 1958 he continued his studies at 
Berkeley Univers ity During the summer of 1959 
he went to Darmstadt in Germany, to attend the 
courses of Karlheinz Stockhausen. Here he 
discovered the works of John Cage His work now 
moved towards random composition, and 
performing. In 1960 he collaborated with Terry 
Riley and Bill Spencer in the choreography work-

shop of Anna Halprin in California, before moving 
to New York in September. He enrolled for the 
cou rses in experimental music given by Richard 
Maxfield at the New School for Social Research. 
and here he met George Maciunas. 
He organized between 1960 and 1961, a series of 
concerts in the loft of Yoko Ono at 112 Chambers 
Street. He now began to put together a large 
collection of documents on the new musical and 
artistic practices. Initially intended for the review 
Beatitude East. the collection was finally 
published by himself in 1963, under the title, An 
Anthology with the help of Jackson Mac Low and 
George Maciunas. who designed the graphics. In 
1962 during the Wiesbaden festival. Nam June 
Paik performed Composition 7960 # 70 to Bob 
Morris, by La Monte Young. The score, which says 
"draw a li ne and follow it." was totally re-visited by 
the artist. who. during the performance. soaked 
h is head in a bucket of ink before tracing a line 
with it on a piece of paper. Despite the absence of 
La Monte Young from the festivals. this piece. 
renamed Zen for Head, became one of the funda­
mental works of the Fluxus repertoire In 1963, 
Maciunas and Fluxus publications published LY 
7967 (compositions 7967), a collection of scores 
w ritten by La Monte Young. 
In the same year. La Monte Young founded The 
Theatre of Eternal Music with his wife. Marian 
Zazeela. Tony Conrad and John Cale. In 1964 he 
became interested in the We/I-Tuned Piano, then 
in electronically generated sounds 1n 1966. In 1969 
he created the first Dream House. with his wife; a 
coloured space broadcasting a continuous 
acoustic environment. He then became interested 
in Indian music in the 1970s, becoming a disciple 
of the musician Prandit Pran Nath, and continued 
his research on the We/I-Tuned Piano. 
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LISTE DES CEUVRES EXPOSEES 

LIST OF THE EXHIBITED WORKS 

ANONYME 

Affiche I Poster 
Festum F!uxorum. Poesie, 
Musique et Antimusique. 
Evenementielle et Concrete 
1962 
Impression offset sur pap1er I 
Offset print on paper 
32,6 x 23 cm 
Musee d'Art Contempora1n 
de Lyon 
( ill. p. 182) 

Festival of Mistfits Fluxus 
1962 
7 pages de revues. 1 carton 
d'inv1tation, 32 reproduct ions 
postales I 7 pages publication. 
one invitation ca rd. 32 
postcards 
21 x 29,7 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Sa1nt-Et1enne Metropole 

Deco/I-age 
Revues 
Bulletin aktueller ldeen I 
[Herausgegeber Wolf Vostell]. 
Kbln : [W. Vostell]. 1962-1969; 
Frankfurt · Typos Verl. 
1964-1969 
7 fasc. · ill. , 35 cm. une tablette 
de chocolat inseree dans un 
support. un crochet col le sur 
une feuille cartonnee Jaune I 
7 ill. Fasc .. 35 cm. one 
chocolate barre. one hook 

glued on yellow cardboard 
Revue editee. m1se en page et 
publiee par I edited. published. 
and designed by Wolf Vostell 
contenant I containing Josef 
Beuys, Zwei Fraulein mit 
leuchtendem Brat et I and 
Hansjoachim Dietrich 
Aufhanger 
Avec un fascicule annexe I also 
with : De-collage; Bloomsday 
7964. Actions, Agit pop, 
De-coif/age-happening. Galerie 
Loehr. Frankfurt. 26 juin 1964. 
couv originales agrafees, 
qui contient les reproduct ions 
photographiques de travaux 
et de happening de I original 
front covers containing 
photographs of works and 
happenings from Bazon Brock. 
W Vostell. Stanley Bro(u)wn. 
Thomas Schmit. N.J. Paik. 
Bibliotheque Jean Laude 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

Deco/I-age n°I. Juin 1962 
Deco/I-age n°3. Decembre 1962 
Deco/I-age n°6 
Bibliotheque Kandinsky 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Cent re de creation 
industrielle 

Ekstra Bladet 
1963 
Impression offset sur papier I 

Offset print on paper 
114,6 x 20,9 cm 
Musee d'Art Contemporain 
de Lyon 

Fluxus Preview Review 
1963 
Impression offset sur pap1er I 
Offset print on paper 
166,4 x 10 cm 
Musee d'Art Contempora1n 
de Lyon 

715 Different Vintage Fluxus 
Labels. Intended for Boxed 
Editions 
[ 115 etiquettes Fluxus 
d'origine. destinees a !'edition 
de boites] 
1964-1978 
Plastique. papier. impression 
offset I plastic. paper, offset 
print 
1.3 x 18 x 13.6 cm 
2.3 x 3,5 cm : plus petite 
etiquette I smallest label 
15,7 x 11.7 cm la plus grande I 
biggest label 
Musee d'Art Contemporain 
de Lyon 

F/uxus I 
ca. 1964-1965 
Bois, carton, papier. metal, 
impression offset. peinture I 
Wood. cardboard. paper. metal. 
offset print. pa int 
22.5 x 24.5 x 5 cm 
Musee d'Art Contemporain 
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de Lyon 
( il l. p. 122) 

Affiche I Poster 
Fluxus Symphony Orchestra in 
Fluxus Concert 
[Orchestre symphonique 
Fluxus en concert Fluxus] 
1964 
Impress ion offset su r papier 
journal I Offset print on 
newspaper 
58,9 x 45,7 cm 
Musee d'Art Contemporain 
de Lyon 

Fluxorchestra at Carnegie Hall 
[Orchestre Fluxus au Carnegie 
Hall] 
1965 
Impression offset sur papier I 
Offset print on paper 
26,2 x 21,4 cm 
Musee d'Art Contempora1n de 
Lyon 

Fluxorchestra at Carnegie Hall 
[Orchestre Fluxus au Carnegie Hall] 
1965 
Impression offset sur papier I 
Offset print on paper 
43 x 30 cm 
Musee d 'Art Contemporain 
de Lyon 

Fluxshop / Fluxorchestra 
[ Magasin Fluxus I Orchestre 
Fluxus] 
1965 
Impression offset sur papier I 
Offset print on paper 
53 x 17 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 98) 

I wish to remain on Fluxus 
mailing list 
[Je souhaite rester sur la liste 
des envois de Fluxus] 
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1965 
Impression offset sur carton I 
Offset print on cardboard 
6,7 x 12 cm 
Musee d'Art Contemporain 
de Lyon 
(i ll. p. 188) 

Letterhead for Maciunas 
[Papier a en-tete pour Maciunas] 
1965 
Impression offset 
sur papier I Offset print 
on paper 
20,6 x 21,2 cm 
Musee d'Art Contemporain 
de Lyon 

Fluxfest Sale 
[Vente Festive Fluxus] 
1966 
Impression offset 
recto-verso sur papier I 
Offset both sided print 
on paper 
56 x 43 cm 
Musee d'Art Contemporain 
de Lyon 

Fluxus. or Fluxatlas 
1966-1967 
Impression offset sur pap1er I 
Offset print on paper 
25.4 x 28,6 cm 
Musee d'Art Contempora1n 
de Lyon 

A Paper Event by the 
Fluxmakers of the Rear-Garde 
[Un evenement en papier par 
les fa iseurs Fluxus de 
l'arriere-garde] 
1967 
Impression offset sur papier I 
Offset print on paper 
43.5 x 56 cm 
Musee d'Art Contemporain de Lyon 

Fluxshopnews 
ca. 1967 
Impression offset sur papier I 

Offset print on paper 
21,7 x 28 cm 
Musee d'Art Contemporain de 
Lyon 

Flux Fest Kit 2 
[Kit festif Fluxus 2] 
1969 
Impression offset recto-verso 
sur papier I Offset both sided 
print on paper 
56 x 43,2 cm 
Musee d'Art Contemporain de 
Lyon 

Affiche I Poster 
Fluxfest Presents John and 
Yoko Ono - Grapefruit 
Fluxbanquet 
[F luxus festif presente John et 
Yoko Ono - banquet Fluxus au 
pamplemousse] 
1970 
Impression offset sur papier I 
Offset print on paper 
40,8 x 43,4 cm 
Musee d'Art Contemporain 
de Lyon 
(i ll. p. 195) 

Affiche I Poster 
Flux-Sports/ Flux-Mass/ 
Flux-Show 
1970 
Impression offset sur papier I 
Offset print on paper 
44,3 x 58,5 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 174) 

Fluxclinic Record of Features 
and Feast 
[Enregistrement de la clinique 
Fluxus des caracteres et des 
fetesJ 
1970 
Impression offset sur papier I 
Offset print on paper 
28 x 21,6 cm 
Musee dfl-rt Contemporain de Lyon 



Fluxfest Presents: 72 .1 Big 
Names 1 

1973 
Impression offset sur papier I 
Offset print on paper 
28 x 21.6 cm 
Musee d'Art Contemporain de 
Lyon 
(ill. p 198) 

Flux Vehicle Day 
[Journee du vehicule Fluxus] 
1973 
Impression offset sur papier I 
Offset print on paper 
28 x 21.6 cm 
Musee d'Art Contempora1n 
de Lyon 

Sans titre I 
Untitled 
1974 
Une carte de v1site imprimee 
sur le recto seulement 
contenue dans une enveloppe 
blanche fermee par un 
ruban rouge I Printed 
bu1sness card in a white 
enveloppe, closed with 
red ribbon 
10.6 x 13.9 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

Flux-Harpsichord 
1975 
Impression offset sur papier I 
Offset print on paper 
28 x 21.6 cm 
Musee d'Art Contemporain 
de Lyon 

20 Fluxfilms 
1975 
Impression offset sur pap1er I 
Offset print on paper 
26.82 x 21.6 cm 
Musee d'Art Contempora1n 
de Lyon 
(i ll. p. 200) 

Free Flux-Tours 
[Tournees Fluxus gratuites] 
1976 
Impression offset sur papier I 
Offset pr int on paper 
31 x 23 cm 
Musee d'Art Contemporain 
de Lyon 

Affiche I Poster 
Concert : sous la direction 
pretentieuse et encombran te 
de Ben 
Concert Nice, le 27 mai 1976, 
au Theatre de Nice 
60 x 40 cm 
Donation Vicky Remy, 
Bibl1otheque Jean Laude 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

Sans tit re I Untitled 
s.d. 
10 cartes de v1s1te imprimees 
dans une enveloppe I 10 
printed business cards in an 
enveloppe 
7,7 x 10,3 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

Delibuhl Fluxus game 
[Jeu Fluxus Delibuhl] 
s.d. 
20 cartes de jeu des 
co rrespondances. 20 cartes 
avec reproductions d'oeuvres 
d'art et tapis de jeu I 20 game 
cards of correspondance, 20 
cards with reproductions of 
artworks and playmat 
Cartes I cards : 12,6 x 8,5 
Tapis de jeu I 
Playmat 
44,3 x 88,8 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne 
Metropole 
(i ll. p 176) 

ANDERSEN Eri c 
Opus 74, version 2 (Fluxfilm 
n°19) 
1966 
Film cinematographique 16 mm 
couleur. silencieux, 1'20" I 
cinematograph 16mm film. 
colou r, silent. 1'20" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industr iel le 

AY-0 
Fmger Box 
[Boite pour do1gt] 
1964 
Boite en carton imprime avec 
perfo rat ions I Printed 
cardboard box with holes 
8.6 x 9,4 x 8.5 cm 
Musee d'Art Contempora1n 
de Lyon 
( ill. p. 121) 

BEN (VAUTIER Benjamin, dit) 
A Flux Suicide Kit 
[Kit de suicide Fluxus] 
1961-1970 
Boite contenant differents 
obJets I Box with objects 
Plexiglas, fiche electrique, 
cordelette. pap1er japonais, 
morceau de verre. allumettes. 
lame de raso1 r et materiaux 
divers I Plexiglas. plug, cord. 
Japanese paper. glass. matches, 
razorblade, various material 
9,1x11,8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint -Etienne Metropole 
(ill. p. 97) 

BEN (VAUTIER Benjamin, dit) 
Flux box containing God 
[Boite Fluxus contenant Dieu] 
1961 
Boite noire avec carte et inscription, 
texte dactylographie et polycopie I 
Black box with card and typed and 
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mimeographed text 
9,1x11,8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( il l. p. 120) 

BEN (VAUTIER Benjamin. dit) 
La signature 
[The signature] 
1961 
Boite noire avec carte et 
inscription, texte 
dactylographie et polycopie I 
Black box with card and 
typed and mimeographed 
text 
9,1x11.8 cm 
Donation Vicky Remy. 
Musee d"Art Moderne, 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Honzontal Line 
[L1gne horizontale] 
1962 
Carton, fil et plastique I 
Cardboard, string. plastic 
Sachet I Bag : 19,7 x 20,7 cm 
Chaque feuillet I 
Each sheet: 
12x 1 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Le theatre total 
[The total theater] 
1962 
Portfolio de 8 feuillets 
polycopies I Portfolio 
containing 8 mimeographed 
paper sheets 
31 x 21 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Ben1amin, dit) 
Mo1~ Benje signe 

260 

[Me Ben I sign] 
Nice : Laboratoire, 1962 
Portfolio avec illustrations, 
collages. objets I Portfolio 
conta1n1ng illustrations, collage. 
objects 
31 cm 
Donation Vicky Remy, 
Bibliotheque Jean Laude 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Regardez-moi cela suffit ;e suis 
art 
[Look at me it is enough I am 
Art] 
1964 
Carte postale I Postcard 
Impression sur carton I Print 
on cardboard 
15,1 x 10,5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin. d1t) 
Why Smoke? 
[Pourquoi fumer?] 
1964 
Carton, cigarillos, papier et 
materiaux divers I Cardboard . 
cigarillos. paper and various 
materia ls 
12.4 x 8.8 cm 
Donation Vicky Remy. 
Musee d"Art Moderne. 
Sa 1nt-Et1enne Met ropole 

BEN (VAUTIER Benjamin, dit) 
Cette boite contient ma 
pretention qui suffit amplement 
[This box contains my 
pretentiousness which is more 
than enough] 
1966 
Boite peinte en noir avec texte 
ecrit en blanc I Box painted in 
black, text painted in white 
Acrylique sur bois I Acry l on 
wood 

14,7 x 14,7 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( ill. p. 99) 

BEN (VAUTIER Benjamin, dit) 
Fourre-tout n° 2: contenu 
(dans aucun ordre) 
[Tote bag n°2 : content 
(without any order)] 
1967 
Fourre-tout dans une pochette 
plastique scellee contenant 
divers objets I Tote bag in 
plastic sealed bag containing 
various objects 
29.7 x 24,2 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Et ienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Galerie Ben doute de tout 
presente 
[Ben doubts of everything 
Gallery presents] 
08/10/1967 
Portfolio contenant 9 feuillets, 
carton et papier polycopie / 
Portfolio with 9 sheets, 
cardboard and mimeographed 
paper 
31 x 21.5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( ill. p. 125) 

BEN (VAUTIER Benjamin, dit) 
Portrait Ben 67 
ca. 1968 
Fourre-tout gris contenant des 
documents et objets divers I 
Grey tote bag with documents 
and objects 
Papiers imprimes. films 
photographiques et aspirines 
enveloppees dans du 
plast1que I Printed papers, 
photographic films and 



aspirins wrapped in 
plastic 
31 x 22 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Ben1am1n, d1t) 
Geste 
[Gesture] 
1969 
Impress ion de texte sur pap1er 
I Printed text on paper 
27.1 x 21.1 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( ill p 194) 

BEN (VAUTIER Ben1amin. d1t) 
Partic1pat1ons au Festival Non 
art -Anti art- La verite est art­
Comment changer !'art et 
f'homme-qui eut lieu du 7 au 75 
juin 7969 dans le monde entier 
Part1c1pations to the Festival on 
Non art-Anti art-Truth art-how to 
change art and mankind-that 
took place from the ist to the 75 
th of ;une 7969. in the world 
[Monte-Carlo] : [s.n]. 1969 
Papier I Paper. 27 cm 
Donation Vicky Remy, 
B1bl1otheque Jean Laude 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Ben1am1n, d1t) 
Sans titre I Untitled 
1970 
Panneau Fluxus avec 
inscription : avec vous ? I 
Fluxus panel with inscription : 
with you? 
Ardoise et peinture blanche I 
slate and white painting 
9,9 x 13 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
(ill . p. 75) 

BEN (VAUTIER Benjamin, dit) 
Un trentieme de seconde de 
ma vie 
[One thirtieth of a second 
of my life] 
1972 
Carte postale I Postcard 
15.1 x 10.5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, d1t) 
Dieu est partout 
[God is everywhere] 
1974 
Balle de ping pong dans un 
cadre noir I Ping Pong ball in 
black frame 
Bois, plast1que I Wood, plastic 
29.9 x 29.2 x 3,8 cm 
Donation Francois et Ninon Robelin, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(ill p. 83) 

BEN (VAU TIER Benjamin, dit) 
Les /!mites de fart 
[Art's limits] 
1975 
Acryilque sur toile I Acryl on 
canvas 
100 x 100 x 2,5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(ill p . 85) 

BEN (VAUTIER Benjamin, dit) 
Moi Benje signe 
[ Me Ben I sign] 
1975 
Boite avec inscription sur le 
couvercle « Moi Ben ie signe » 

et portfol io I Box with 
inscription on top« Me Ben I 
sign »and portfolio 
9,1x11.8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Ben1amin, dit) 
Mo1: Benje signe 
[Me Ben I sign] 
Bruxelles : Hamburg : Lebeer 
Hossmann, 1975 
31 cm 
La premiere ed1t1on de cet 
ouvrage datant de 1962-63 a 
ete tiree a la roneo par Ben 
chez lui I First edition of this 
book has been roneo published 
by Ben at home 
Donation Vicky Remy, 
Bibliotheque Jean Laude 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin. dit) 
Intervention sur Art Forum 
1976 
Dessin sur I Drawing on Art 
Forum 
26,8 x 27,8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, d1t) 
Mobile : la1sser tomber cette 
carte postale par terre 
[Mobile . let th is postcard fall 
down] 
1976 
Carte postale I Postcard 
10 x 15 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Moi Ben j'ai s1gne !es trous en 
7960 
[Me Ben I have signed holes in 
1960] 
1976 
Carte postale I 
Postcards] 
10 x 14,9 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
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BEN (VAUTIER Benjamin , dit) 
Proposition pour une toile de 
peintre (en pensant a Claude 
Via l/at) Ben, Mai 1967 
[Proposal for a Master's canvas 
(think ing of Claude Viallat), 
Ben, May 1967] 
1976 
Boite contenant des 
photographies. un cam~ de 
toile et un justificatrf I Box 
containing photographs. a 
piece of canvas, and a paper 
proof 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Sa int-Etienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Pour la brocante a Ben 
[For Ben 's second hand sale] 
1977 
Enveloppe de papier kraft 
contenant deux feuillets polycopies 
dont l'un est tape a la machine et 
l'autre manuscrit et un sac poubelle 
I Kraft paper enveloppe containing 
two sheets of paper, one machine 
typed, the other one manuscript. 
one garbage bag 
22.9 x 30 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Et ienne Metropole 

BEN (VAUTIER Benjamin, dit) 
Les mouchoirs 
[The Handkerchiefs] 
Ensemble de 5 mouchoi rs avec 
inscription a la peinture sur 
coton I 5 handkerchiefs. 
inscriptions painted on cotton 
1978 
Lajoie I Joy 
L'amour I Love 
La v ie I Life 
Le caffard I The cockroach 
L'espece humaine I Human 
specie 
ca. 41 x 39 cm chacun I each 
Donation Vicky Remy, 
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Musee d'Art Moderne. Saint­
Etienne Metropole 
(i ll. La Vie p. 83) 

BEN (VAUTIER Benjamin, dit) 
What about Art ? Press 
[Qu'y a-t-i l a propos de l'art? 
La presse] 
1979 
Hui le sur toile contrecollee sur 
carton et objet en plastique I 
Oil on canvas mounted on 
cardboard and plastic objects 
75 x 100 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

BEN (VAUTIER Benjamin. dit) 
Ben Dieu Art Total 
[Ben God Tota l Art] 
s.d. 
Revue de 48 pages I 48 pages 
publication 
21 x 22.7 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BEN (VAUTI ER Benjamin, dit) 
Siege des idees pour Filliou 
(Ben) toujours mechant 
[ Seat for ideas for Filliou (Ben) 
always mean] 
s.d. 
Installation. stylo-feutre sur 
rechaud electrique I 
Installation, feltpen on electric 
stove 
diam. 26 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Sa int-Etienne Metropole 
(i ll. p 49) 

BRECHT George 
cc V TRE, ed. by George 
Brecht and Fluxus Editorial 
Council for Fluxus 
New York: Fluxus. 1964-1979. 
- ill. : ca. 58, 7 x 45.7 cm 

Impression offset I offset print 
Chaque fascicule porte un titre 
propre I each edition has a 
particu lar t itle 

n° 0 V TRE (ill. p. 124) 
n°1 et n°2 Fluxus cc V TRE 
Fluxus 
n°3 Valise eTRanglE (i ll. p. 96) 
n°9 JOHN YOKO & FLUX all 
photographs copyright 
nineteen seventy by peTer 
moRE 
n°ll a V TRE EXTRA publie par/ 
published by G. Hendricks, 
hommage a I to G. Maciunas 
mart l'ete precedent (1978) / 
who died during the previous 
summer. 
Donation Vicky Remy, 
Bibliotheque Jean Laude 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

n°l FLUXUS cc V TRE FLUXUS, 
01/1964 
n°2 FLUXUS cc V TRE FLUXUS, 
02/1964 
n°3 FL UXUS cc Valise e 
TriangLE. 03/1964 
n°4 FLUXUS cc f iVe ThReE. 
06/ 1964 
n°5 FLUXUS Vacuum TrapEzoid, 
03/1965 
n°6 FLUXUS Vaudeville 
TouRnamEnt, 07/1965 
n°7 FLUXUS 3 newspaper 
eVenTs for the the pRicE of $7, 
02/1966 
Premiere page de/ Front page 
of V TRE n°7, 1966, Impression 
offset sur carton I Offset print 
on cardboard 
n°8 FLUXUS Vaseline sTREet. 
05/1966 
n°9 John Yoko and flux all 
photographs copyright 
nineteen seventy by peTer 
mooRe. 1970 (il l. p. 127) 
n°10 FLUXUS maciuNAS V TRE 
FLUXUS laudation ScripPTa pro 



GEORGE, 02/03/1976 
n°ll a V TRE EXTRA. 
24/03/1979 (i ll. p. 203) 
Musee d'Art Contempora 1n 
de Lyon 

cc V TRE, tous numeros 
B1bl1otheque Kandinsky 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

BRECHT George 
Entrance to exit (Fluxfilm n°70) 
[Entree pour la sortie] 
1965 
Film. sonore. 7"' I Film, sound. 7" 
Centre Pomp1dou. Paris 
Musee national d'art moderne/ 
Centre de creation industrielle 

BRECHT George 
Games and Puzzles 
[Jeux et puzzles] 
1965 
Cadre-boite contenant 2 
partitions d'evenements, une 
feu1lle de pap1er et 4 billes I 
Framebox containing 2 events. 
one sheet of paper, 4 beads 
1,3 x 12 x 9 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(ill. p. 168) 

BRECHT George 
Chance-Imagery 
[lmagier - hasard] 
Ed. New York, A Great Bear 
Pamphlet 
1966 
14 pages. 22 cm. 
B1bl1otheque Jean Laude 
Musee d"Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Deck 
[Plateau de jeu] 

1966-1969 
Cadre-bolte contenant un jeu 
de 62 cartes par Silke Paull et 
Herve Wurz, fait de documents 
imprimes ou manuscrits 
contenus dans une enveloppe 
adressee a Vicky Remy I 
Framebox containing a set of 
62 cards made by Silke Paull 
and Herve Wurz, with printed 
or manuscript documents 
contained in an enveloppe 
adressed to Vicky Remy 
2,3 x 9.5 x 6,7 cm 
Donation Vicky Remy, 
Musee d"Art Moderne, 
Saint-Etienne Metropole 
( ill. p. 172) 

BRECHT George/ BEN / 
MACIUNAS George/ WATTS 
Bob/ SHIOMI Mieko / FINE 
Albert 
Flux Year Box 2 
[Bolte annuelle Fluxus 2] 
1966 
Boite en bois contenant des 
cartes 1mprimees. boites en 
plastique. films et objets divers 
I Wooden box containing 
printed cards, plastic boxes. 
films and various objects 
8,6 x 20.3 x 21.2 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
Musee d'Art Contemporain de 
Lyon ( ill. p. 123) 

BRECHT George, 
FILLIOU Robert 
Games at the Cedilla. or the 
Cedilla Takes off 
[Jeux a la Cedille, OU la Cedille 
decolle] 
Ed. New-York: Something Else 
Press, Inc. 
1967 
21 cm. 
Donation Vicky Remy, 

Bibliotheque Jean Laude 
Musee d"Art Moderne. 
Saint-Etienne Metropole 

BRECHT George 
Water Yam 
1962-1972 
Boite en bois contenant 100 
fiches imprimees I Wooden 
box with 100 printed cards 
6,5 x 19,5 x 14.5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(i ll. p . 81) 

BRECHT George 
Water Yam 
1972 
Boite en plastique contenant 
100 fiches imprimees I Plastic 
box conta1n1ng 100 printed 
cards 
5.5 x 23,2 x 30 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Water Yam 
1972 
Bolte en plastique contenant 
89 fiches 1mprimees I Plastic 
box containig 89 printed cards 
5,5 x 23.2 x 30 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Museum of Mott Art inc 
[Musee du Mott Art Inc.] 
1974 
Livre I Book 
21.6 x 13.7 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Sa1nt-Et1enne Metropole 

BRECHT George 
Fluxus post cards 
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[Cartes postales Fluxus] 
1975 
Cartes postales un jeu de 8 et 
un jeu de 5 I Postcards, one set 
of 8, one set of 5 
Impression sur papier /Print 
on paper 
15x10 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Cloud Scissors 
[Ciseaux a nuage] 
1977 
Livre I Book 
Impression su r papier I Print 
on paper 
7,5 x 9,2 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Brecht Rieser Nichtreisen 
1978 
Certificat de non voyage, un 
voyage de Maharadja, transmis 
par Silke Paull et Herve Wurz 
fait de documents imprimes et 
manuscrits contenus dans une 
enve loppe adressee a Vicky 
Remy I 
Certificate of no-trip, a 
Maharadja trip, given by Silke 
Paull and Herve Wurz, printed 
and manuscript documents in 
an enveloppe adressed to 
Vicky Remy 
14,2 x 34,8 cm 
Donat ion Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

BRECHT George 
Fluxkit Null (Fluxnullkit) I 
George Brecht, Hermann Braun, 
Wolfgang Feelisch 
Berlin Edition Hundertmark 
1978 
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Non pagine, en ff. dans boite 
en carton I in cardboard box 
31 cm 
Ex . numerate et signe par les 
auteurs I edition signed and 
numbered by the authors, 
66/180 
Bibliotheque Jean Laude 
Musee d'Art Moderne. 
Saint -Etienne Metropole 
(i ll. p. 102) 

BEUYS Joseph 
Schottische Symphonie 
Requiem of Art 
[Requiem symphonique 
ecossais pour l'art] 
1963 
Pochette de disque contenant 
2 disques v inyle, 33 tours I 
Album cover containing two 
vinyl 33 rpm disks 
31,2 x 31.4 x 0,5 cm 
Donation Francois et 
Ninon Robelin 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
(i ll. p . 168) 

CAGE John 
Nova musicha.n.7 
1975 
Pochette de disque contenant 1 
disque vinyle 33 tours I Album 
cover conta ining one v inyl 33 
rpm disk 
31.2 x 31.4 x 0.5 cm 
Donation Vicky Remy, 
Bibliotheque Jean Laude 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

CAVANAUGH John 
Blink (Fluxfilm n°5) 
[Clin d'oeil] 
1966 
Film, muet, duree: 2'20"" I 
Film. si lent, 2'20" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

CHICK John 
Flux Food 
[Nourriture Fluxus] 
1969 
Bois en plastique transpa rent. 
divers debris vegetaux I 
Transparent plastic box. 
plant fragments 
9.5 x 12 x 2.5 cm 
Musee d'Art Contemporain 
de Lyon 
(il l. p . 100) 

CORNER Philip 
Made by underhanded Notes 
(Behind my Back) 
[Fait grace a des notes en 
sous-main (derriere mon dos)] 
1961 
Partition originale. 2 feuilles 
recto-verso. feutre sur papier I 
Original musica l score, 2 duplex 
sheet. feltpen on paper 
35,5 x 28 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 78) 

DUPUY Jean 
Flux Wedding 
[Mariage Fluxus] 
1980 
Video, betacam couleur, 
sonore, duree 12'25" I 
Video. colour. sound. 
12'25" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

FELDMANN Hans-Peter 
Flux post card 
[Carte postale Fluxus] 
s.d. 
Serie de treize 
cartes postales I 
Set of 13 postcards 
14,7 x 10 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 



FILLIOU Robert 
76704 cm3 de pre-territoire de 
la Republique geniale 
[16704 cube centimeters of 
pre-territo ry of the Great 
Republic] 
1958-1965 
Boite contenant differents 
obiets. materiaux divers I Box 
with different objects. various 
materials 
12.5 x 49,5 x 30,2 cm 
Donation Vicky Remy. 
Musee d'Art Moderne, 
Sa1nt-Et1enne Metropole 
(ill. p. 149) 

FILLIOU Robert 
Eternal Network 
[Reseau eternel] 
1961-1973 
Etiquettes sur agglomere I 
Labels on chipboard wood 
11.9 x 110 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Poi-Poi Bottles 
[Bouteilles Poi-Poi] 
ca. 1961-1970 
Coffret en bois, bouteilles de 
b1ere. regle en bois. rouleau de 
papier. elastiques I Wooden 
case. beer bottles. wooden rule. 
paper roll. rubber bands 
28.5 x 29.7 x 11 cm 
Col lection Bruno Van Lierde. 
Bruxelles 
Musee d'Art Contempora1n de 
Lyon 
(i ll. p . 150) 

FILLIOU Robert 
Ample Food for Stupid Thought 
[Nourriture abondante pour 
pensee stupide] 
1965 
Livre I Book 
13.2 x 18.4 cm 

Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
A F1//1ou Sampler 
[Un echantillonneur Filliou] 
1967 
L1vre I Book 
21x14 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint -Et ienne Metropole 

FILLIOU Robert 
Monsters are inoffensive 
[Les monstres sont 1noffensifs] 
1967 
22 cartes posta les dans une 
enveloppe I 22 postcards in an 
enveloppe 
Chaque carte I each card . 
10 x 16 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Fluxha1r 
[Cheveu Fluxus] 
1968 
Boite contenant des cheveux I 
Box with hair 
12 x 9.2 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
( ill. p . 193) 

FILLIOU Robert 
La Joconde est dans !es 
escaliers 
[Mona Lisa is in the staircase] 
ca. 1968 
Installation. carton. balai brosse. 
seau et serpilliere / Instal lation, 
cardboard. brush broom. 
bucket and mop 
Panneau I board panel : 
33 x 11 cm 
Donation Vicky Remy, 

Musee d'Art Moderne. 
Saint-Etienne Metropole 
(ill p. 152) 

FI LLIOU Robert 
Optimistic Box n°7 
[Boite optimiste n°l] 
1968 
Boite en bois avec fermo1r en 
laiton. etiquette. pierre I 
Wooden box with brass clap, 
label. stone 
11 x 11 x 11 cm 
Collection Bruno Van Lierde, 
Bruxelles 
Musee d'Art Contemporain 
de Lyon 
(ill p. 99 ) 

FILLIOU Robert 
Optimistic Box n°4/5 
[Boite optim1ste n°4/5] 
1968-1981 
Cochon en ceramique. 
etiquettes imprimees I Ceramic 
pig, printed labels 
10.5 x 16 x 9.2 cm 
Collection Bruno Van Lierde. 
Bruxelles 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 151) 

FILLIOU Robert 
La Cedille qw sourit 
[The Smiling Cedilla] 
1969 
Ense1gne de la boutique 
eponyme I signboard of the 
eponymous shop 
Bois peint double face I 
Double sided painted wood 
27 x 70 cm 
Donation Vicky Remy. 
Musee d 'Art Moderne. 
Saint- Etienne Metropole 
( ill. p. 151) 

FILLIOU Robert 
CEuvre sans valeur 
[Artwork without value] 

265 



1969 
Installation participative I 
Part icipatory installation 
Bois. bois peint. papier. metal, 
sachet plastique. feutre I 
Wood. painted wood. paper. 
metal. plastic bag. feltpen. 
41 x 145,5 x 6 cm 
Donation Franc;:ois et 
Ninon Robelin, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(i ll. p. 153) 

FILLIOU Robert 
Optimistic box n° 3 
[Boite optimiste n°3] 
1970 
Boite avec damier I Box with 
checkerboard 
3 x 12 x 6 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Boite optimiste n° 2, Vive le 
mariage 
[Optimistic Box n°2. Hurray for 
the wedding] 
1970 
Boite contenant une 
photographie pornographique I 
Box containing a pornographic 
photograph 
2.7 x 12 x 9 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Musical Economy n° 5 
[Economie musicale n°5] 
ca. 1971 
Cinq pupitres a musique 
servant de support a divers 
objets. materiaux divers I Five 
music stands supporting 
various objects. various 
materials 
Dimensions variables I Various 
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dimensions 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
( ill. p. 153) 

FILLIOU Robert 
7 Childlike Uses of Warlike 
Material 
[7 usages enfant1ns de pseudo 
materiaux de guerre] 
1971 
Portfolio en carton gris 
contenant 7 serigraphies en 
couleur de I Grey cardboard 
portfolio containing 7 colour 
silkscreen prints of 
49.5 x 69.5 cm 
Could be submarines - could be 
mountains I c;:a pourrait etre 
des sous-marins. c;:a pourrait 
etre des montagnes 
Could be missiles could be the 
moon I c;:a pourrait etre des 
missiles. c;:a pourrai t etre la lune 
Could be stars could be 
uniform I c;:a pourrait etre de 
etoiles. c;:a pourrait etre des 
uniformes 
Could be tanks could be the 
desert I ca pourrait etre des 
tanks. c;:a pourrait etre le desert 
Could be guns cou ld be the 
ocean I c;:a pourrait etre des 
pistolets, c;:a pourrait etre 
l'ocean 
Could be outer space could be 
flags and bureaucratie 
documents I c;:a pourrait etre 
l'espace. c;:a pourrait etre des 
drapeaux et des documents 
bureaucrates 
Could be the war academy 
could be a bonfire I c;:a 
pourrait etre l'academie de la 
guerre. c;:a pourrait etre un feu 
de joie 
Don Marianne F1lliou 
Musee d 'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Spaghetti Sandwich 
1971 
Coton. encre serigraphique I 
Cotton, silkscreen ink 
37 x 37 cm 
Collection Bruno Van Lierde, 
Bruxelles. 
Musee d'Art Contemporain 
de Lyon 

FILLIOU Robert 
Temto1re legitime de la 
Republique Geniale 
[Legitimate territory of the 
Great Republic] 
1972 
Boite en carton contenant des 
photographies et un texte 
imprime et textes manuscrits I 
Cardboard box w ith 
photographs, printed text and 
manuscript text 
25,5 x 46 x 5 cm 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( ill . p . 149) 

FILLIOU Robert 
The Frozen Exhibition 
[L'exposition figee] 
1972 
Feutrine sur carton tamponne I 
Felt cotton on stamped 
cardboard 
20.5 x 32 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
(il l. p. 197) 

FILLIOU Robert 
This Flag is Meant to Straddle 
National Border Lines 
[Ce drapeau est fait pour 
enjamber les frontieres 
nationales] 
1972 
Cadre bois. barres en bois. 
plaque de cuivre gravee I 
Wooden frame, wooden bars. 



engraved cooper plates 
80 x 115 x 4 cm 
Collection Bruno Van Lierde, 
Bruxelles. 
Musee d'Art Contemporain 
de Lyon 

FILLIOU Robert 
Wet Dream 
[Reve mouilleJ 
1972 
Technique mixte sur papier 
calque monte et fil de fer/ 
Mixed media on mounted 
transparent paper and wire 
51 x 73 cm 
Musee d 'Art Moderne, 
Saint-Etienne Metropole 

FILLIOU Robert 
Poeme de 7 a 8 
[Poem from l to 8] 
1973 
Bois, fer. papier. toile, peinture, 
crayon, encre I Wood. iron. 
paper. canvas. paint. pencil. ink 
32 x 197 x 2 cm 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
A World of False Fingerprints 
[Un monde de fausses 
empreintes digitales] 
1974 
Boite en bois. mine de plomb 
sur bois. empreinte digitale, 89 
impressions offset sur carton I 
Wooden box, graphite on 
wood, fingerprint. 89 offset 
pr ints on cardboard 
16 x 16 x 5 cm 
Collection Bruno Van Lierde. 
Bruxelles. 
Musee d'Art Contemporain 
de Lyon 
(ill. p. 199) 

FILLIOU Robert 
Leeds 
1976 

Coffret contenant le materiel du 
jeu de Leeds : tapis de jeu, 
rateau, visiere. 2 bracelets 
elastiques. 52 cartes de regle du 
Jeu. 2 bandeaux en feutre noir et 
une photographie d'une partie 
de Leeds. une grande carte 
ARROCARIA Editions. un jeu de 
54 cartes conserve dans du 
papier calque I Box containing 
material for the game of Leeds : 
playmat. rake. visor. 2 rubber 
bands. 52 cards and game rules. 
2 strips of black felt. a 
photograph of a Leeds game 
match. a big ARROCARIA 
Editions card, a set of 54 playing 
cards in transparent paper 
6,5 x 37 x 32.5 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
( ill. p 177) 

FILLIOU Robert 
74 cartes pasta/es 
[14 Postcards] 
1976 
Impression no1r et blanc sur 
carton I Black and white print 
on paper 
Chacune I each . 10 x 15 cm 
Donation Vicky Remy. 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

FILLIOU Robert 
Une invention encore plus 
curieuse du gaga yogi 
[An even more curious 
invention from gaga yogi] 
1976 
Bois. p lastique. ac1er I Wood. 
plastic, steel 
7.5 x 11.3 x 4,5 cm 
Musee d'Art Contempora in de 
Lyon 

FILLIOU Robert 
And So On, End So Soon, Done 
3 times, 1977 

[Et a1nsi. Fin s1 proche, fait trois 
fois] 
Teaching and Learning as 
Performing Arts Part II, Part A 
to E. with Footnotes. 1979 
[Enseigner et apprendre 
comme faire de l'art 11, Parties A 
a E. avec notes de bas de page] 
1977-1979 
DVD, 59'55" 
Fonds regional d'art 
contemporain d'Aquitaine 

FILLIOU Robert 
Idiot iCI; idiot la, ample food for 
stupid thought 
[Idiot here. idiot there, 
nourriture abondante pour 
pensee stupide] 
1977 
90 cartes postales dans un 
emballage I 90 packed 
postcards 
Impression sur carton I Print on 
cardboa rd 
2.6 x 14 x 10 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(il l. p 202) 

FILLIOU Robert 
Porta Filliou 
Telepathic Music n°7 - The 
Pnnciple of Equivalence earned 
to a Series of 5 
[Musique telepathique n°7 - Le 
principe d'equivalence porte a 
une serie de 5] 
1977 
DVD. 59'09" 
Fonds regional d'art 
contemporain d'Aquitaine 

FILLIOU Robert 
Poussiere de pouss1ere de 
l'effet Bombois (!'athlete forain) 
[Dust of dust from the Bombois 
effect (the showman)] 
1977 
Carton. polaroid, poussiere. 
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papier, coton I Cardboard, 
polaroid. dust. paper. cotton 
17.4 x 21.2 x 6.2 cm 
Boite fermee I closed box: 
6x17x12 cm 
Collection Bruno Van Lierde. 
Bruxelles. 
Musee d'Art Contemporain 
de Lyon 

FILLIOU Robert 
Poussiere de pouss1ere de 
/'effet Tanguy (if it were) 
[Dust of dust of the Tanguy 
effect (si cela fut)] 
1977 
Carton, coton. poussiere, 
papier. encre I Cardboard, 
cotton. dust. paper. ink 
17,4 x 21,2 x 6,2 cm 
Bolte fermee I closed box 
6 x 17 x 12 cm 
Collection Bruno Van Lierde, 
Bruxelles 
Musee d'Art Contemporain 
de Lyon. 

FILLIOU Robert 
Teaching and Learning as 
Performing Arts Part II, 
Travelling Light. It's a Dance 
Really 
[Enseigner et apprendre 
comme faire de l'art II. 
voyager leger. c'est une danse 
en fait] 
Video Breakfasting Together. 
If you wish 
[Dejeuner video ensemble, si 
vous le souhaitez] 
1979 
DVD. 50'28" 
Fonds regional d'art 
contemporain d'Aqu itaine 

FILLIOU Robert 
A New Way to Blow out 
Matches 
[Une nouvelle facon d'eteindre 
les alumettes] 
1980 
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Bois. soufre, plomb I Wood. 
sulfur. lead 
7.2 x 10.7 x 4.8 cm 
Collection Bruno Van Lierde. 
Bru xelles, 
Musee d'Art Contemporain 
de Lyon 

FILLIOU Robert 
Musique telepath1que espace 
n°4 
[ Telepath ic music space n°4] 
1981 
Contreplaque, clous. metal, 
fil de fer et materiaux divers I 
Plywood. nails, wire. 
various material and 
objects 
205,5 x 75 x 4 ,50 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 

FILLIOU Robert 
Projet de salon de oui en mai 
[Yes in May show project] 
1981 
To1le coton, oeillets. pastels, 
gommettes, lettres en 
deca lcomanie et encre au 
tampon I Canvas. eyelets, 
pastels. stickers. decal letters 
and ink pad 
245 x 156.5 cm 
Donation Francois et 
Ninon Robelin, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(il l. p. 154) 

FILLIOU Robert 
Hearing on All Sides 
[Entendre de tous les cotes] 
1982 
Assemblage de pupitres a 
musique I Combination of 
music stands 
Cartons et materiaux divers 
montes sur bois I Cardboard 
and various materials mounted 
on wood 

62 x 200 cm 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(ill. p. 155) 

FILLIOU Robert 
Modern Video Model 
[Maquette de video moderne] 
1983 
Brique. ficelle. metal. rhodo'id. 
plastique. encre I Brick. string, 
metal, rhodo'ld. plastic, ink 
Dimensions variables/ Various 
dimensions 
Musee d 'Art Moderne, 
Saint-Et ienne Metropole 
( ill. p . 156) 

FILLIOU Robert 
Sans objet, Without Object 
1984 
Brique. carton, papier, encre I 
Brick. cardboard. paper, ink 
Brique I Brick: 25 x 12.5 x 
6.5 cm I Bolte en carton I 
cardboard box : 26.8 x 13,2 x 
7cm 
Collection Bruno Van Lierde, 
Bruxelles. 
Musee d'Art Contempora in 
de Lyon 

FILLIOU Robert 
Childhood Memory 
[Souvenir d'enfance] 
Disque de plexiglas, carte 
postale, photo, sucre, bois, 
calque. papier. journal, clou. 
papier adhesif. feutre I Plexiglas 
disk. postcard, photograph, sugar. 
wood, layer. paper. newspaper. 
nail. adhesive tape. feltpen 
42 x 37 x 5.5 cm 
Donation Francois et 
Ninon Robelin, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
(il l. p. 157) 

FINE Albert 
Piece for Fluxorchestra 



[Partition pour orchestre 
Fluxus] 
1966 
Boite en plast1que, papier carte, 
pap1er I Plastic box, paper 
card, paper 
11.9 x 9.3 x 1.3 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 189) 

FRIEDMAN Ken 
Cleanliness Flux Kit 
[Kit Fluxus de proprete] 
1968-1969 
Plast1que, verre. fil de fer. 
pap1er I Plastic, glass. wire. 
paper 
9,3 x 12 x 2,5 cm 
Musee d'Art Contempora1n 
de Lyon 

FRIEDMAN Ken 
A Flux Corsage 
[Un corsage Fluxus] 
1969 
Boite en plastique transparent. 
graines de petunia. etiquette 
« A flux corsage by Ken 
Friedman »I Transparent 
pla st ic box. petunia seeds, label 
« un corsage Fluxus par Ken 
Friedman» 
12 x 9.3 x 1 cm 
Musee d'Art Contemporain 
de Lyon 
(i ll. p, 173) 

HENDRICKS Geoffrey 
Flux Reliquary 
[Reliqua1re Fluxus] 
1970 
Plastique, mineraux. acier I 
Plastic, minerals, steel 
12 x 9.3 x 2.2 cm 
Musee d'Art Contempora1n 
de Lyon 

HENDRICKS Geoffrey 
All American Flux 
[Fluxus tout america1n] 

1973 
Bois, plastique, soufre I Wood, 
plastic, sulfur 
7,5 x 5.4 x 2.2 cm 
Musee d'Art Contemporain 
de Lyon 

HENDRICKS Geoffrey 
Flux Reliquary 
[Reliquai re Fluxus] 
1973-1976 
Boite plastique compartimentee 
contenant des clous. bouchon 
de stylo. pierres I 
Compartmentalized plastic box 
with nails. pen plugs. stones 
2.7x10x12 cm 
Musee d'Art Contemporain 
de Lyon 

HENDRICKS Geoffrey 
Picnic Garbage Placemat 
[Napperon pour poubelle de 
pique-nique] 
1973 
Pap1er. vinyle, encre 
serigraphique I Vinylic paper, 
silkscreen ink 
35,5 x 42,5 cm 
Musee d'Art Contemporain 
de Lyon 

HIGGINS, Dick 
A Book about Love & War & 
Death : Canto One 
[Un livre sur l'amour. la guerre 
et la mart . Chant un] 
Ed. New York · A Great Bear 
Pamphlet 
1965 
14 p.: 22 cm. 
Bibliotheque Jean Laude 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

HIGGINS Richard Carter 
Invocation of Canyons and 
Boulders 
[Invocation aux canyons et 
rochers] 
1966 
Film cinematographique 16 

mm. couleur, silenc1eux. duree 
: 3' I 16mm cinematograph 
film, colour. silent. 3' 
Centre Pompidou, Paris 
Musee nati ona l d'art 
moderne/Centre de creation 
industrielle 

HUTCHINS Alice 
Jewelry Fluxkit 
[Kit Fluxus de bijoute rie] 
1969 
Plastique. acier, aimant I 
Plastic, steel , magnet 
10 x 12 x 1,1 cm 
Musee d'Art Contemporain 
de Lyon 

JACK COKE'S FARMER'S 
COOP 
Find the End. A Flux Game 
[Trouve la f in. Un Jeu Fluxus] 
1969 
Boite en plast1que. fils de laine I 
Plastic box. wool 
Ed. Fluxus, New York 
9.3 x 12 x 1.8 cm 
Musee d'Art Contemporain 
de Lyon 

JONES Joe 
Smoking (Fluxfilm n°18) 
[Furne r] 
1966 
Film cinematographique 16 mm, 
noir et blanc, silencieux, duree . 
6' I 16mm cinematograph f ilm, 
black and white, si lent. 6' 
Centre Pompidou. Pa ris 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

JONES Joe 
Two Worms Chasing Each 
Other (a Flux Music Box) 
[Deux vers de terre se 
poursuivant (une boite a 
musique Fluxus)J 
1969-1976 
Boite en plast1que. mecanisme 
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a cle, sonnette, vers en 
p lastique I Plastic box, dice 
engine. ring, plastic worms 
5.3 x 15 x 15 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

JONES Joe 
Music Box 
[Boite a musique] 
1974 
Valise en bois. plaque inox, 
moteur. guitare peinte en noir, 
photographies noir et blanc (7) 
I Wooden suitcase. stainless 
steel p late. engine. black 
painted guitar. black and white 
photographs 
103 x 39 x 16,5 cm 
Guitare . 97 x 36.5 x 11 cm 
Photos : 7 x (30 x 39.6 cm) 
Musee d'Art Contemporain de 
Lyon 
(i ll. p . 84) 

KAPROW, Allan 
How to make a happening 
[Comment realiser un 
happening] 
1964 
Disque vinyle 33 tours I Vinyl 
33 rpm disk 
diam: 30 cm 
Pochette cartonnee et 
plastiflee avec une 
photographie de I Cardboard 
sleeve and p lastic with a 
photograph of Sol Goldberg 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

KAPROW Allan 
Some recent happenings 
[Quelques happenings recents ] 
Ed. New York : Something Else 
Press, 1966. -
14 p. ; 22 cm. - (A Great Bear 
Pamphlet) 
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Bibliotheque Jean Laude 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( il l. p. 171) 

KIRKEBY Per 
Flux Box 
[Boite Fluxus ] 
1960 
Plastique. papier I plastic. 
paper 
9 x 11,5 x 2,2 cm 
Musee d'Art Contempora in de 
Lyon 

KIRKEBY Per 
Flux Finger Sweater 
[Pull Fluxus pour doigt] 
1969 
Boite en plastique transparent. 
tricot au crochet, laine rouge et 
blanche I Transparent plastic 
box, crochet knitting , red and 
white wool 
9 x 11,5 cm 
Musee d'Art Contemporain de 
Lyon 
( il l. p. 126) 

KNIZAK Jane 
Flux Papers 
[Pap iers Fluxus] 
1969 
Boite plastique. feuilles de 
papier toilette. etiquette 
real isee par George Mac1unas I 
Plastic box, sheets of toilet 
paper, label made by George 
Maciunas 
1 x 11,8 x 9.3 cm 
Musee d'Art Contemporain de 
Lyon 
( ill . p. 79) 

KNIZAK Milan 
Flux White Meditation 
[ Mediation Fluxus blanche] 
1969 
Boite en plastique transparent 
contenant une poudre blanche I 
Transparent plactic box 

containing white powder 
1x12 x 10 cm 
Musee d'Art Contemporain de 
Lyon 

KNOWLES Alison 
Bean Rolls 
[Rouleaux de haricots] 
1964 
Boite metallique, rouleaux de 
papier imprime, graines 
d'haricot. grain de mals I Meta l 
box. printed paper rolls, bean 
seeds, corn seeds 
7,8 x 8 x 7,8 cm 
Musee d 'Art Contemporain de 
Lyon 

KNOWLES Alison 
(Untitled I Sans titre) Fluxfilm 
n°21 
1966 
Film cinematographique 16 mm, 
noir et blanc. s1lencieux, duree: 
30" I 16mm cinematograph 
film , black and white. silent. 30" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/ Centre de creation 
industrielle 

KUBOTA Shigeko 
Flux Medicine 
[ Medicament Fluxus] 
1966 
Boite en plastique transparent, 
materiaux divers I Transparent 
p lastic box with various 
material 
2.6 x 12 x 10 cm 
Musee d'Art Contemporain 
de Lyon 

KUBOTA Shigeko 
Flux Napkins 
[Serviettes Fluxus] 
1967 
Boite en plast ique transparent. 
materiaux divers I Transparent 
plastic box with various 
material 



1,2 x 12 x 10 cm 
Musee d'Art Contemporain 
de Lyon 
(ill. p. 191) 

LISS Carla 
Sacrament Fluxkit 
[Kit Fluxus de Sacrements] 
1969 
Plastique. verre. eau I plastic. 
glass. water 
7,5 x 6 x 5.2 cm 
Musee d'Art Contempora 1n de 
Lyon 

MACIUNAS George 
Fluxus Newspaper Roll Ekstra 
Bladet 
[Rouleau de journal Fluxus 
Ekstra Bladet] 
1963 
Papier offset noir I Black offset 
paper 
114,5 x 20.9 cm 
Centre Pomp1dou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

MACIUNAS George 
Perpetual Fluxus Festival 
[Festival Fluxus perpetuel ] 
1964 
Impression Offset I Offset print 
43.9 x 41 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George/ SAITO 
Takako 
Fluxus Chess 
[Echiquier Fluxus] 
1965 
Boite en bois, 2 x 16 pions dans 
64 trous I Wooden box, 2 x 16 
pawns in 64 holes 
7,3 x 16.8 x 17 cm 
Centre Pompidou. Paris 
Musee national d'art moderne/ 
Centre de creat ion industrielle 
( ill. p, 80) 

MACIUNAS George 
Artype (Fluxfilm n°20) 
1966 
Film cinematographique 16 mm 
noir et blanc, sllencieux, duree : 
4'20" I 16 mm cinematograph 
film black and white, silent, 
4'20" 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
(ill. p 78) 

MACIUNAS George 
End After 9 
[Fin apres 9] 
1966 
Film cinematographique 16 mm 
noir et blanc. silencieux. duree · 
1'20"/ 16 mm cinematograph 
fi lm black and white. silent. 
1'20" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

MACIUNAS George 
Fluxus (Its Historical 
Development and Relationship 
to Avant-Garde Movements) 
[Fluxus (son developpement 
h1storique et ses re lations 
avec les mouvements d'avant­
garde)] 
1966 
Diagramme sur feuillet 
impression offset sur une face I 
Offset print on paper 
43.2 x 14.3 cm 
Musee d'Art Contemporain 
de Lyon 
( i ll. p. 8-9) 

MACIUNAS George 
Fluxus Manifesto 
[Manifeste Fluxus] 
1966 
Impression offset col le sur 
papier kraft I Offset print 

mounted on kraft paper 
38,5 x 31.5 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
7000 Frames 
[1000 cadres] 
1966 
Film cinematographique 16 mm 
noir et blanc. si lencieux. 
duree · 41"/ 16 mm 
cinematograph f ilm black 
and white. silent. 41" 
Centre Pompidou, Paris 
Musee nat ional d'art 
moderne/Centre de creation 
industrielle 

MACIUNAS George 
New Flux Year (Paper version) 
[Nouvel An Fluxus (version 
papier)] 
1966 
Feullle de papier pl1ee dans 
laquelle sont places des 
confettis imprimes « New 
Flux Year» I 
Folded sheet 
of paper con ta ining 
confettis printed with 
« Nouvel an Fluxus » 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
New Flux Year ("Snake" 
version) 
[Nouve l an Fluxus (version 
"serpent")] 
1966 
Boite en carton contenant un 
« serpent » monte sur ressort 
qui jailli a l'ouvertu re, en 
liberant de confettis imprimes 
« New Flux Year». Etiquette 
imprimee dessinee par 
G. Maciunas I Cardboard box 
containing a jumping snake 
when box is opened. throwing 
confettis printed with « Nouvel 
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An Fluxus ». Label designed by 
G. Maciunas. 
12 x 7 x 7 cm 
Musee d'Art Contempora1n 
de Lyon 

MACIUNAS George 
70 feet 
[10 pieds] 
1966 
Fi lm cinematographique 16 mm 
noir et blanc, silencieux. duree: 
28" I 16 mm cinematog raph 
film black and white. silent. 28" 
Centre Pomp1dou. Paris 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

MACIUNAS George 
Same Card Flux Deck 
[Plateau de 1eu de carte 
identique Fluxus] 
1967 
Boite en plast1que, 52 cartes a 
jouer I plastic box, 52 cards 
2.4 x 9.3 x 8 cm 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

MACIUNAS George 
Stomach Anatomy Apron 
[Tablier avec anatomie d'estomac] 
ca. 1967-73 
Dessin imprime sur tablier en 
plastique sou pie I Printed 
drawing on sopf plastic apron 
50,5 x 40.5 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Venus de Milo Apron 
[Tablier avec Venus de Milo] 
ca. 1967-73 
Dessin imprime sur tablier en 
plastique souple I Printed 
drawing on soft plastic apron 
76 x 40,5 cm 
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Musee d'Art Contemporain de 
Lyon 

MACIUNAS George 
Face Anatomy Mask 
[Masque avec anatomie du 
visage] 
Debut I Early 1970 
Impression offset sur carton 
decoupe. troue au niveau des 
yeux I Offset print on cut 
ca rdboard . with holes for the 
eyes 
24,8 x 21,7 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Fluxpost (Aging Men) 
[Poste Fluxus (Hommes 
vieill1ssants)J 
Debut I Early 1970 
Plaque de timbres-paste ; 
papier gomme. impression 
offset I Set of mail stamps, 
gummed paper, offset print 
28 x 21,6 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Grotesque Face Mask 
[Masque grotesque] 
Debut I Early 1970 
Impression offset sur carton 
decoupe. troue au niveau des 
yeux I Offset print on cut 
cardboard. holes for the eyes 
20.4 x 16,3 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p. 82) 

MACIUNAS George 
Mask of John Lennon 
[Masque de John Lennon] 
1970 
Portrait de John Lennon 
impr1me sur papier decoupe 
troue au niveau des yeux. Un 
elastique permet de porter le 

masque I Portrait of John 
Lennon printed on cut paper. 
holes for the eyes, rubber band 
to hold it on the face 
28 x 21.6 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Mask of Yoko Ono 
[Masque de Yoko Ono] 
1970 
Portrait de Yoko Ono 1mprime 
sur pa pier decoupe troue au 
niveau des yeux Un elastique 
permet de porter le masque I 
Portrait of Yoko Ono printed on 
cut paper, holes for the eyes. 
rubber band to hold it on the 
face 
24.6 x 21 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Burglary Fluxkit 
[Kit Fluxus du voleur] 
1971 
Boite en plastique rouge 
contenant 11 cles metalliques / 
Red plastic box, with 11 metal 
keys 
Etiquette imprimee dessinee 
par G. Maciunas I Printed label 
designed by G. Maciunas 
1,7 x 12 x 10 cm 
Musee d'Art Contemporain 
de Lyon 
(ill. p. 196) 

MACIUNAS George 
Diagram of Historical 
Development of Fluxus and 
other 4 Dimensional, Aural. 
Optic. Olfactory, Epithelial and 
Tactile Art Form 
[Diagramme du 
developpement historique de 
Fluxus et de 4 autre formes 
artistiques. dimensionnelles. 
orales, optiques, olfactives, 



ep1thel1ales et tactiles] 
1973 
Impression offset sur papier 
maroufle sur toile I Offset print 
on paper mounted on canvas 
179 x 65.5 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Ex. Creta Fluxorum 
1973 
Boite en plastique 
compartimente. etiquettes. 
excrements dans tubes 
plastiques I 
Compartmentalized plastic box. 
labels. excrements in plastic 
tubes 
3.5 x 21.2 x 11,4 cm 
Centre Pomp1dou. Pans 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

MACIUNAS George 
Excreta Fluxorum 
1973 
Boite Fluxus en plastique 
transparent avec 
compartiments. contenant 
4 gelules. 3 petites boites I 
Plastic transparent Flux box 
with compartments. with 
4 capsules. 3 small boxes 
Musee d'Art Contempora1n 
de Lyon 

MACIUNAS George 
Diagram of Historical 
Development of Flux.us and 
Other 4 Dimensional. 
Aural. Optic. Olfactory, 
Epithelial. and Tactile 
Art Forms 
[Diagramme du 
developpement historique de 
Fluxus et de 4 autre formes 
artist1ques. dimensionnelles. 
orales. optiques. olfactives, 
epitheliales et tact1les] 

1974 
Carton et impression sur papier 
I Cardboard and offset print 
24.2 x 16 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

MACIUNAS George 
Flusxstat1onery . Foot in Shoe 
[Papeterie Fluxus : pied dans 
chaussure] 
ca. 1975 
Impression offset sur 
enveloppe, laquelle cont1ent 
deux documents plies I Offset 
print on enveloppe containing 
two folded documents 
30,5 x 11.5 cm 
Musee d'Art Contemporain de Lyon 

MACIUNAS George 
Flusxstationery . Hand in Glove 
[Papeterie Fluxus · main dans 
gant] 
ca. 1975 
Impression offset sur 
enveloppe. laquelle contient 
deux documents plies I Offset 
print on enveloppe containing 
two folded documents 
30.5 x 11,5 cm 
Musee d'Art Contemporain 
de Lyon 
(ill. 126) 

MACIUNAS George 
Flusxstationery: Torso in Fur 
Coat 
[Papeterie Fluxus : torse dans 
manteau en fourrure] 
Vers 1975 
Impression offset sur 
enveloppe. laquelle contient 
deux documents plies I 
Offset print on enveloppe 
containing two folded 
documents 
30.5 x 11.5 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Hospital Event 
[Evenement hospitalier] 
1975-76 
Ob1et realise en 6 exemplaires I 
6 editions of object 
Boite en bo1s compartimentee 
contenant divers materiaux des 
h6p1taux I Wooden box 
containing various hospital 
material 
4,5 x 32 x 33 cm 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

MACIUNAS George 
Spell Your Name with These 
Objects 
[Epele ton nom avec ces 
ob1ets] 
1976 
Boite en plastique contenant 
materiaux d ivers, carte imprimee I 
Plastic box containing various 
material, printed cards 
2.9 x 9.4 x 7.5 cm 
Centre Pomp1dou. Pans 
Musee national d'art 
moderne/Centre de creation 
industrielle 
(ill. p. 128) 

MACIUNAS George 
Flux Paper Events 
[Evenements de papiers Fluxus] 
avant I before 1978 
Livre-objet I Object-book 
Petit livret de couleur blanc 
casse avec une reproduction 
su r la couverture. pages 
blanches I Small light cream 
coloured booklet with a 
reproduction on the cover. 
white pages 
14,5 x 21 cm 
500 copies 
Donation Vicky Remy. 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
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MACIUNAS George 
Fluxpost (Smiles) 
[Paste Fluxu s (sourires)J 
1978 
Plaque de timbres-paste ; 
papier gomme, impression 
offset I Set of mail stamps, 
gummed paper, offset print 
27.9 x 21.6 cm 
Musee d'Art Contemporain 
de Lyon 

MACIUNAS George 
Tickets 
s.d. 
14 fac-similes de tickets d'acces 
a des concerts ; carton. 
1mpress1on offset I 14 facsimile 
concert tickets. offset print 
on card 
Musee d'Art Contempora in 
de Lyon 

MACIUNAS George 
Safe-Door Mural 
[Mura l de porte blindee] 
s.d. 
Impression offset d'une 
photographie representant la 
porte des coffres de la Mosler 
Safe Co Bank I Offset print of a 
photograph representing the 
door of the Mosler Safe Co Bank 
88 x 48.2 cm 
Musee d'Art Contemporain 
de Lyon 

MILLER Larry 
Orif ice Flux Plugs 
[Prises d'orifice Fluxus] 
1974 
Boite plastique 
compartimentee contenant 
divers obiets I 
Compartmentalized containing 
various objects 
5.9 x 33,4 x 22,8 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
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MOORE Peter 
Tirages argentiques noir et blanc 
I Black and white silver prints 
ca. 27,7 x 35,5 cm 
04.18.64 [18 avril 1964) 
05.01.64 [ler mai 1964) 
05.09.64 [9 mai 1964) (i ll. p. 186) 
05.23.64 [23 mai 1964) 
06.27.64 [27 JUln 1964) 
08.17.64 [17 aout 1964] ( ill. p. 169) 
10.04.65 [4 octobre 1965) 
05.09.1965 [9 mai 1965) 
09.09.66 [9 septembre 1966) 
11.23.71 [23 novembre 1971] 
10.28.1972 [28 octobre 1972 
Musee d'Art Contemporain de Lyon 

ONO Yoko 
Eyeblink (Fluxfilm n°9) 
[Clin d'oeil (film fluxus n°9) 
Eyeblink (Fluxfilm n°15) 
[Clin d'oeil (film fluxus n°15J 
One (Fluxfilm n°14) 
[Un (film fluxus n°14] 
Four (Fluxfilm n°16) 
[Quatre (film fluxus n°16] 
1966 
Films cinematographiques 16 
mm noir et blanc. silencieux I 
cinematograph 16mm film, 
black and white. silent 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

PAIK Nam June 
Zen for Film (Fluxfilm n°l) 
[Zen pour Film (film Fluxus)J 
1962-1964 
Film. n&b. muet, duree 8' I 
Film, b&w. silent. 8' 
Centre Pompidou, Paris 
Musee national d'art moderne I 
Centre de creation industrielle 

PAIK Nam June, MOORMAN 
Charlotte 
Rare Performance Documents 
7967-7994 . volume 7 
[Documents rares de 

performances 1961-1994, voll] 
2000 
Video ; Betacam SP, PAL, noir 
et blanc et couleur, son et 
silencieux, duree : 24' I Video, 
black and white and colour, 
sound and silent, 24' 
Centre Pompidou. Paris 
Musee national d'art moderne I 
Centre de creation industrielle 

PAIK Nam June 
Violoncello 
1989 
Plexiglas et elements de 
violoncelle I Plexiglas and cello 
elements 
135 x 45 cm 
Collection privee I Private 
Collection 
( ill. p, 45) 

PAIK Nam June 
Ecce Homo (Robot series) 
1989 
Peinture et objets sur toile I 
Painting, objects on canvas 
215 x 260 x 40 cm 
Collection privee I Private 
collection 
( ill. p 52) 

PAIK Nam June 
Untitled I Sans titre 
1990 
Peinture sur verre. caisson 
lumineux I painting on glass, 
lightbox 
78.5 x 104 cm 
Collection privee I Private 
collection 
( ill. p, 55) 

PAIK Nam June 
Untitled I Sans titre 
1990 
Peinture sur verre, caisson lumineux 
I painting on glass, lightbox 
78,5 x 104 cm 
Collection privee I Private 
col lection 
( ill. p 55) 



PAIK Nam June 
Young Buddha on Duratrans 
Bed 
[Jeune Bouddha sur lit Duratrans] 
1989-1992 
Anc1en lit ch1nois, 4 neons, 
8 tirages photographiques, 
2 palettes. 9 mon1teurs, 2 laser 
disc I Old chinese bed. 
4 neons, 8 photographs prints. 2 
palettes. 9 monitors, 2 laser disks 
Col lection privee I Private 
Collection 
Depot au Musee d'Art Moderne, 
Saint-Etienne Metropole 
(i ll. p . 59) 

PAIK Nam June 
Homage to Capri 
[Hommage a Capri] 
1990/1991 
Peinture laser. peinture, 
photographie. 2 moniteurs TV, 
objets sur toile I Laser painting, 
painting, photograph, 2 TV 
monitors, objects on canvas 
145 x 188,5 cm 
Collection privee I Private 
Collection 
( ill. p . 50 ) 

PAIK Nam June 
Image of John Cage's 
performance 267.7499 for a String 
Player at Cafe Go-Go, New York 
[Images de la performa nce de 
John Cage 26'1.1499 pour 
violoniste au Cafe Go-Go a 
New York] 
1990 
Photographie et pe1nture I 
Photogra ph and painting 
Photg raphi e I photograph : 
80,5 x 76 cm 
Cadre I Frame: 104, 5 x 99 cm 
Collection privee I Private 
Collection 
( ill. p. 47) 

PAIK Nam June 
Sfera I Pun to Elettronico 

[Sphere I point electronique] 
1990/1992 
Base en fe r, 26 moniteurs. 5 
peintures laser. 3 ballons de 
football I Iron base. 26 
monitors, 5 laser paintings, 3 
soccer balls 
Base 70 x 152 x 60 cm - h ca . 
250 cm - h totale 320 cm 
Col lection privee I Private 
Collection 
(i ll. p . 48) 

PAIK Nam June 
Thinking of You 
[En pensant a toi] 
1991 
Peintu re sur toile en forme de 
coeu r. moniteur TV, objets 
varies I Painting on 
heart- shaped canvas. 
TV monitor, various objects 
90 x 102 cm 
Collection privee I Private 
Co llect ion 
(i ll. p . 45) 

PAIK Nam June 
Crash Robot 
1992 
Peinture laser, peinture, objets 
sur toile et moniteur avec video I 
Laser painting, painting. objects 
on canvas, monitor and v ideo 
120.5 x 147 cm 
Collection privee I Private 
Col lection 
( ill. p. 51) 

PAIK Nam June 
TV Cello 
1992 
Moniteur en plexiglas, elements 
de violoncelle I Plexiglass 
monitor. cel lo components 
Collection privee I Private 
Collection 
(i ll. p, 46) 

PAIK Nam June 
Wood Zen Paintmg 

1992 
Peinture sur toi le. planche en 
bo1s grave. objet en bois I 
Painting on canvas. carved 
wooden board, wooden object 
200 x 135 cm 
Collection privee I Private 
collection 
(i ll. p . 44) 

PAIK Nam June 
Sacra e Profano 
[Le sacre et le Profane] 
1993 
Moniteurs, videos. sculpture I 
Monitors, video. sculpture 
57 x 70 x 38 cm 
Collection privee I Private 
collection 
( ill. p 56) 

PAIK Nam June 
Robot 3, L1vio 
1993 (?) 
Radio d'epoque et objets varies I 
Vintage radio and various 
objects 
110 x 120 x 40 cm 
Collection privee I Private 
Collection 
( ill. p. 53) 

PAIK Nam June 
Oriental Painting. Direttore 
d'orchestra 
[ Peinture orientale, Chef 
d'orchestre] 
1995 
Cheval indonesien en bois avec 
mon1teur et obJets varies I 
Wooden indonesian horse with 
monitor and va rious objects 
210 x 105 x 80 cm 
Collection privee I Private 
Collection 
( ill. p. 54) 

PAIK Nam June 
Robot 5, Luciano Pavarotti 
1995 
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Radio. moniteur et objets varies 
I Radio. monitor and various 
objects 
122 x 102 x 35 cm 
Collection privee I Private 
Collection 
(i ll. p. 57) 

PAIK Nam June 
Robot 4. Maria Callas 
1995 
Moniteur et objets varies I 
Monitor and various objects 
102 x 80 x 60 cm 
Collection privee I Private 
Collection 
(ill. p. 58) 

PATTERSON Ben 
Instruction N°2 
1996 
Boite en plastique blanc, 
serviette. rondelles de citron en 
plastique I White plastic box, 
napkin. plasti c lemon slices 
9x12 x 1,8 cm 
Musee d'Art Contemporain 
de Lyon 

RIDDLE James 
9 minutes (Fluxfilm n°6) 
1966 
Film. muet, duree : 10" I Film, 
silent, 10" 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industriel le 

SAITO Ta kako 
Flux Box 
[Boite Fluxus] 
ca . 1973 
Boite en bo is fermee par un 
couvercle qui s'encastre avec 
une feuille col lee. a l'interieur 
sel et elements rectangulai res 
en plexiglass et dessin au 
crayon I Wooden box closed 
with a fitted cover with a 
sticked paper. inside salt and 
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rectangular plexiglass elements, 
pencil drawing 
3,6 x 10 x 6.8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

SAITO Takako 
Flux Box 
[Boite Fluxus] 
ca. 1973 
Boite en bois avec couvercle a 
charniere en metal avec a 
J'interieur un dessin au feutre, 
un grelot attache par un piton I 
Wooden box with metal hinge. 
feltpen drawing inside. bell on 
hook 
7 x 10,5 x 8 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Saint-Etienne Metropole 
(i ll. p . 100) 

SAITO Takako 
Flux Games Book 
[Livre de jeux Fluxus] 
1973 
Pochette de feutre vert a deux 
soufflets fermee par deux 
rubans I Green felt portfolio 
closed with two ribbons 
Dans le premier souffl et I In the 
first part . 
- un fragment de regle graduee 
(23.4 a 36.3) I Piece of 
g raduated rule 
- 1 batonnet rouge I 1 red stick 
- un collage de 2 rectangles et 
de 2 carres en bois d'essences 
differentes formant une f igure 
geometr ique a 8 faces I A 
collage of two rectangles and 
of two squares of different type 
of woods composing an 
8-sided geometr ical figure 
Dans un second soufflet I In 
the second part : 
- un l1vre cartonne g ris avec 
collage gaufre I A grey hardback 
book with embossed collage 

- une feuille d'arbre sechee I A 
dried tree leaf 
- deux feu illets photocopies I 
Two photocopied sheets 
Donation Vicky Remy, 
Musee d 'Art Moderne. 
Saint-Etienne Metropole 

SAITO Takako 
Flux Games 
[Jeux Fluxus] 
1976 
Portfolio en ca rton gris avec 
collage de papier imprime 
contenant 23 planches I Grey 
cardboard portfolio with 
printed paper collage 
containing 23 plates 
50.5 x 34,63 x 15 cm 
Chaque planche I Each plate 
48 x 32.9 cm 
Donation Vicky Remy, 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
( ill. p 201) 

SAITO Takako 
Flux Box 
[Boite Fluxus] 
1977 
Boite en bois avec dessin au 
feut re, couvercle rattache par 
des charnieres dorees. a 
J'interieur 64 excavations. Un 
petit sac en tissu blanc ferme a 
par une cordelette contient 
32 bi lies d'agathe I Wooden 
box with feltpen drawing, 
golden hinges. 64 homes 
inside. white cotton small bag 
containing 32 agate beads 
8,1 x 16,8 x 16,1 cm 
Donation Vicky Remy, 
Musee d'Art Moderne. 
Sa int-Etienne Metropole 
( il l p. 100) 

SAITO Takako 
Flux Book. To Friends from 
Takako (Day x in Devon) 
[Livre Fluxus, aux amis. de 



Takako (JOUr x a Devon)] 
s.d. 
Impression, dess1n. aquarelle, 
encre. collage place dans un 
emboitage I prints. drawings, 
ink, collage in box 
hauteur: 20 cm 
Exemplaire unique I Unique 
edition 
Donation Vicky Remy, Musee 
d 'Art Moderne. Saint-Etienne 
Metropole 
( il l. p. 129) 

SAITO Takako 
15 Postcards by Takako 
[15 cartes postales de Takako] 
s.d. 
Enveloppe de papier de riz 
brun p1quetee. 5 cartons blancs 
p1quetes. 5 cartes postales 
blanches avec collage de 
papier de riz brun et 5 cartes 
postales en papier de riz brun 
et blanc p iquetees I Paper 
envelope studded brown rice, 
5 white studded cardboard. 
5 white postcards with 
brown rice paper collage, 
and 5 brown and white 
rice paper studded postcards 
12,5 x 16.8 cm 
Donation Vicky Remy. 
Musee d'Art Moderne, 
Saint-Etienne Metropole 
(ill. p. 129) 

SHIOMI Mieko (Chieko) 
Events & Games 
[Evenements et 1eux] 
1965 
Carton. pap1er. carte I 
Cardboard. paper. card 
18 x 13 x 3,1 cm 
Musee d'Art Contempora1n 
de Lyon 

SHIOMI M1eko (Chieko) 
Disappearing Music for Face 
(Fluxfilm n°4) 
[Musique disparaissant pour 

visage (film Fluxus n°4)] 
1966 
Film. muet. duree : 11'15" I Film. 
silent. ll'l5" 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

SHIOMI Mieko (Chieko) 
Spatial Poem n°1 
[Poeme spatial n°l] 
1965 
Boite en bois. 
mappemonde imprimee 
sur liege, drapeaux de 
papier fixes par des 
epingles I Wooden box. 
worldmap printed on 
cork. paper flags attached 
with pins 
5,8 x 32 x 32,8 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
(ill. p. 170) 

SHIOMI Mieko (Chieko) 
Spatial Poem n°2 
[Poeme spatial n°2] 
1965 
Pap1er. encre serigraphique / 
Paper silkscreen ink 
Musee d'Art Contemporain 
de Lyon 
(i ll. p. 170) 

SPOERRI Daniel , DUFRENE 
Fran~ois 

L ·optique moderne / o·mutiles 
notules 
Manuscrit original. livre. 
edition Fluxus I Original 
manuscript, book. 
Fluxus ed1t1ons 
Bibliotheque Kandinsky 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creat ion 
industrielle 

Edition de I published 
1n 1963. 20 x 14 cm 
Musee d'Art Contemporain 
de Lyon 
(ill. p. 184) 

VANDERBECK Pieter 
Five o'clock m the 
morn mg 
(Fluxfilm n°17) 
[Cinq heures du matin] 
1966 
copie numerique. muet. 
duree : 5'20" I DVD, silent. 
5'20" 
Centre Pompidou. Paris 
Musee national d'art moderne/ 
Centre de creation industrielle 

VOSTELL, Wolf 
Decollagen und Verw1schungen: 
Ausstellung, Galene Parnass. 
Wuppertal, 74.9-70707963 
Ed. Wuppertal Galerie Parnass 
1963 
27 cm 
Bibliotheque Jean Laude 
Musee d'Art Moderne. 
Saint-Etienne Metropole 

VOSTELL Wolf 
TV-de-coll-age 
1963-1968 
Film c1nematographique 16 mm 
noir et blanc. sonore. duree · 
40' I 16mm cinematograph film, 
black and white. sound, 40' 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

VOSTELL, Wolf 
Berlin and Phenomena 
Ed. New York : Something Else 
Press 
1966 
14 p .. 22 cm 
(Great Bear Pamphlets : 9) 
B1bliotheque Jean Laude 
Musee d'Art Moderne. 
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Saint-Etienne Metropole 

VOSTELL Wolf 
Cycle Calatayud 
1973 
Peinture. plaque de plomb. 
dessin au crayon et aquarelle I 
Painting. lead plates. pencil and 
watercolour drawing 
30 boites I 30 boxes 
40 x 30 x 12 cm chacune I each 
Cou rtesy of Archivo Happening 
Vostell, Museo Vostell 
Malpartida. Espagne I Spain 
(ill. p. 65-66) 

VOSTELL Wolf 
Berlin Fieber 
1973 
4 partitions du happening I 4 
musical scores of the 
happening 
Acrylique sur toi le emulsionnee, 
objets I Acryl on wet canvas, 
ob1ects 
190 x 240 x 20 cm chacune I 
each 
Courtesy Fondazione 
Mudima 
(il l. p. 64) 

VOSTELL Wolf 
Fandango 
1975 
Installation, metal, toile, 
technique mixte I Installation, 
metal, canvases, mixed media 
32 portieres de voitures. 
moteurs, marteaux, 4 peintures 
sur toiles. 10 dessins I 32 car 
doors, engines, hammers, 4 
paintings on canvas, 10 
drawings 
Dimensions variables I Various 
dimensions 
Courtesy Fondazione Mudima 
(il l. p. 60-63) 

VOSTELL Wolf 
I fluxisti sono i negri de/la storia 
de//'arte 
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[Les Fluxus sont les noirs de 
l'histoire de l'art] 
1980 
Technique mixte sur to ile I 
Mixed med ia on canvas 
190 x 240 cm 
Courtesy Fondazione 
Mudima 

VOSTELL Wolf 
II giardino de/le delizie 
[Le jardin des delices] 
1980 
12 partitions I 12 musica l 
scores 
Collage et aquarelle I Collage 
and watercolour 
ca. 34 x 53 cm chacune I each 
Courtesy Fondazione Mudima 
( ill. p 67 ) 

VOSTELL Wolf 
Partitura Bach - Fandango 
[Partition de Bach - Fandango] 
Lisbonne. 1985 
Adhesif sur partition I 
Scotch tape on musical score 
Courtesy Fondazione Mudima 
(ill. p. 68) 

VOSTELL Wolf 
Le Zitelle Fluxus 
Projet pour un environnement 
musical, Venise 1990 I Project 
for a musical environment, 
Venice. 1990 - Sub-atomic 
Fluxus Festival 
Technique mixte sur toile I 
Mixed media on canvas 
170 x 240 cm 
Courtesy Fondazione Mudima 
(il l. p. 69) 

WADA Yoshi (WADA 
Yoshimasa, dit) 
Smoke Fluxkit 
[Kit Fluxus du fumeur] 
1969 
Plastique. encens. cui r, bois, 
soufre I Plastic, incense, leather, 
wood, su lfur 

9,3 x 12 x 2,5 cm 
Musee d'Art Contemporain 
de Lyon 

WATTS Bob 
Bread (Ten Loaves) 
[Pain (10 miches)J 
1964 
10 tirages de pains en platre 
dont 9 peints et 1 enveloppe 
dans du papier aluminium I 
10 b read plaster editions. 9 of 
which are painted, the lO'h one 
wrapped in aluminium sheet 
Dimensions variables I Various 
dimensions 
Depot de la Centre Pompidou 
Foundation 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

WATTS Bob 
Events 
[Evenements] 
1964 
Plastique, ca rton, impression 
offset. etiquette imprimee I 
Plastic. cardboard. 
offset print, 
printed label 
3 x 18 x 13,7 cm 
Musee d'Art Contemporain 
de Lyon 
( ill. p 79) 

WATTS Bob 
Fluxus KW (Rocks Marked by 
Weight in Grams) 
[ Fluxus K.W. (Pierres marquees 
par leur poids en grammes)] 
1964 
Plastique. carton. impression 
offset. etiquette imprimee I 
Plastic, cardboard. offset print, 
pri nted label 
9x9x9cm 
Pierre I Stone 7,9 x 5,6 x 4,7 cm 
Musee d'Art Contemporain 
de Lyon 



WATTS Bob 
Fingerprint 
[Empreinte digitale] 
1965 
Plastique. platre, encre, 
etiquette imprimee I Plastic, 
plaster. ink, printed label 
2,6 x 12 x 10 cm 
Musee d'Art Contemporain 
de Lyon 

WATTS Bob 
Trace n°22 (Fluxfilm n°77) 
1966 
Film cinematographique 16 mm. 
noir et blanc. silencieux, duree : 
1'15" I 16mm c1nematograph 
film, black and white, silent. 
1'15" 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

WATTS Bob 
Trace n°23 (Fluxfilm n°72) 
1966 
Film cinematographique 16 mm. 
noir et blanc, silencieux. duree 
3' I 16mm cinematograph film, 
black and white, silent. 3· 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

WATTS Bob 
Trace n°24 (Fluxfilm n°73) 
1966 
Film cinematographique 16 mm. 
noir et blanc, si lencieux, duree : 
1'19" I 16mm cinematograph 

film, black and white. silent. 
1'19" 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

WATTS Bob 
Light Flux Kit 
[Kit de lumiere Fluxus] 
1972-1973 
Boite en p lastique 
compartimentee contenant, 
bougies. ampoules. prises I Plastic 
box with candles. light bulbs, plugs 
5,8 x 33,5 x 23 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
(i ll p 101) 

WATTS Bob 
A Flux Atlas 
[Un atlas Fluxus] 
1973-1975 
Bolte en plastique 
compartimentee ca illoux , 
etiquettes I 
Compartmentalized plastic box 
containing stones. labels 
Cent re Pomp1dou, Paris 
Musee national d'art 
moderne/Centre de creation 
1ndustrielle 

WATTS Bob 
$ Bills in Wood Chest 
[ Billets de$ dans coffret en 
bois] 
1975 
Bolte en bois, billets de dollars 

reprographies I Wooden box. 
duplicated dollar bills 
9,5 x 41,2 x 18.5 cm 
Centre Pompidou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

WILLIAMS Emmett 
Abcdefgh1)klmnopqrstuvwxyz 
1963 
Rouleau de papier imprime I 
Printed paper roll 
6 cm de largeur I wide 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

WILLIAMS Emmett 
An Opera 
ca. 1963 
3 feuilles de papier imprimees, 
col lees ensemble et roulees I 
3 printed paper sheets, glued 
together and ro lled 
178 x 10 cm 
Centre Pomp1dou, Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 

YOUNG La Monte 
Compositions 7967 
1961 
Objet. texte 1mprime sur papier 
I Object. printed text on paper 
9.2 x 8,9 x 8,9 cm 
Centre Pompidou. Paris 
Musee national d'art 
moderne/Centre de creation 
industrielle 
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CATALOGUES D'EXPOSITIONS FLUXUS 

FLUXUS EXHIBITION CATALOGUES 



Joseph Beuys, Fluxus, aus der Sammlung van 
der Grinten I Text by Hans and Franz Josef van 
der Grinten. - Kranenburg : Das Haus, 1963. - 73 p. 
Kranenburg, Niederrhe1n, Stallausstellung im 
Hause van der Grinten, 26 octobre - 24 novem­
bre 1963 

Aktual Art International Posters, Manifestos, 
Objects, Drawings, Collages, Lithographs, 
Books, Photographs, Happenings kits. 
Periodicals , Memorabilia and Ephemera. Neo­
Dada. Concretisme, Lettrism, Spatialism, the 
mediocres. Fluxu s, de-coll/age, etc. I collected 
by Jeff Berner. - Stanford. Calif. : Dept of Art & 
Architecture, Stanford University, 1967. 
(Stanford art book : 8). - 24 p. + planches : ill. 
Stanford Art Gallery, 2-28 decembre 1967 

Festival Non art - Anti art - La veri te est 
art...[J ... du l er au 15 juin 1969 dans le monde 
entier. - [ Monte-Carlo] : [s.n.]. 1969. Non pagi­
ne en feuilles sous pochette a rabats , 27 cm 
Interventions de J. Gerz, Ben, J.C. Moineau, K. 
Friedma n. L. Castro. Tobas, R Filliou, M. 
Alocco. K. Pedersen. G. Brecht. J. Fremiot, D. 
Roth, G. Chiar1. W Marchetti, WL Sorensen, 
etc. 

Happening & Fluxus : Materialien I Ausstellung 
organisiert von Harald Szeemann : zusammen­
gestellt von H. Sohm. - Cologne : Kunstverein, 
1970. - 334 p : ill. en noir , 23 cm 
Koln, Kolnischen Kunstverein, 6 novembre 1970 
- 6 janvier 1971 

Flu xshoe I Ken Friedman. Mike Weaver and 
David Mayor : realized by David Mayor -
Cullompton . Beau Geste Press. 1972. - 144 p : 
ill. en noir: 29 cm 
Exposition it inerante au Royaume Uni. 1972 - 1973 

Flu xus : elements d 'information I Charles 
Dreyfus - Paris. Musee d'art moderne de la ville 
de Paris. [1974] - Non pagine [52] p · 30 cm. -
(Documents d'art contemporain I Musee d'art 
moderne de la Ville de Paris. ARC 2 ; 2) 
Dossier etabli par C Dreyfus a !'occasion de 
l'exposition Fluxus-documents , ARC 2-Musee 
d'art moderne de la Ville de Paris. 1974? 

Arti sts' stamps and stamp images I created by 
James Warren Felter. - Burnaby, B.C, Canada : 
Simon Fraser Gallery, Simon Fraser University, 
1976. - 35 feuilles : ill. : 31 cm. 
Exposition 1nternationale itinerante d'environ 
3000 timbres et des images de timbres. 
Pour le MoMA, 4 feuilles supplementaires inse­
rees en plus dans le catalogue 

Fluxus at U Mass I text by Michel Oren. -
Amherst : The Gallery, 1978. - 1 feuille : ill. : 173 x 
12 cm. 
Catalogue sous la forme d'un parchemin dans 
un tube en carton. 
Amherst, Student Union Gallery, University of 
Massachusetts/Amherst, 24 avril - 5 mai 1978 

Fluxus & chaos : une histoire qui n'a pas d 'im­
portance boite-catalogue a surprise, espace 
lyonnais d 'art contemporain, 4 avril 1979. -
[ Lyon : Elac, 1979] 
"Cette boite Fluxus. videe de son contenu. est 
la boite-catalogue-surprise de !'exposition de 
Lyon, elle etait vide. A Nice, lors de l'exposition 
Fluxus In ternational & Co, elle s'est remplie .. " 
Lyon, espace lyonnais d'art contemporain, 4 
avril 1979 

Fluxus international [et] Co. - Nice · Musees de 
Nice, 1979. - 1 classeur : ill. en noir : 21 cm 
Nice. Galerie d'Art contempora1n des Musees, 5 
juillet au 23 septembre 1979 

Fluxus International & Co. - Liege : Musee St­
Georges. 1980. - 1 classeur : ill. : 24 cm. 
Liege, Musee Saint -Georges. janvier-fevrier 
1980 : Lyon, Elac. avril 1979 ; Nice, Galerie d'art 
contemporain des Musees de Nice, 5 juillet - 23 
septembre 1979 : . [et al.] 

Fluxus International & C A Geneve . 
[GeneveJ: [Amam]. 1980. - Non pagine [124 J p.: 
ill. en noir: 23 cm. - 1 classeur 
Geneve, Musee Rath, 1980 

Fluxus Etc. : The Gilbert and Lila Silverman 
Collec tion I edited by Jon Hendricks. 
Bloomfield Hills: The Museum; Gilbert 
Silverman. 1981. - 410 p. : ill. en noir : 26 cm 
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Bloomfield Hills, Cranbrook Academy of Art 
Museum, 20 septembre - l" novembre 1981 

Fluxus - Aspekte eines Phanomens I heraus­
geben von Ursula Peters und Georg F. 
Schwarzbauer. - Wuppertal: Kunst- und 
Museumsverein, 1981 - 250 p. : ill. en noir ; 30 
cm 
Wuppertal, Von der Heydt-Museum. 15 decem­
bre 1981 - 31 janvier 1982 

Young Fluxus : an exhibition of works by John 
Armleder, Don Boyd, Jean Dupuy, Va lery and 
Rimma Gerlovin, J.H. Kocman, Carla Liss, Larry 
V. Miller, Endre Tot, Peter van Riper. Yoshimasa 
Wada I Textes de Peter Frank, Ken Friedman. -
New York : Artists Space, 1982. - non pag. : ill. 
en noir ; 22 cm 
New York, Artists Space. 10 avril - 15 mai 1982 

Fluxus etc .. addenda I : the Gi lbert and Lila 
Silverman Collection I edited by Jon Hendricks. 
- New York: Ink, 1983. - 299 p.: ill. en noir; 28 cm 
Purchase. Neuberger Museum of the State 
University of New York. 30 janvier - 27 mars 
1983 

Fluxus etc .. addenda II : the Gi lbert and Lila 
Silverman Co llection I catalogue by Melanie 
Hedlund, Jon Hendricks. - Pasadena Baxter 
Art Gallery, 1983. - 439 p : ill. en noir ; 28 cm 
Pasadena, Bax ter Art Gallery. California 
Institute of Technology, 28 septembre - 30 
octobre 1983 

1962 Wiesbaden Fluxus 1982 : Eine kleine 
Geschichte von Fluxus in drei Teilen I Textes de 
Rene Block. George Brecht. Robert Fil liou .. [et 
al.] - Wiesbaden . Harlekin Art Berlin : Berliner 
Kunstlerprogramm des DAAD, 1983. - 377 p 
ill.; 27 cm + Programme de trois concerts a 
Amerikahaus a Berlin 
Wiesbaden. Museum W iesbaden. 17 septembre 
- 14 novembre 1982 ; Kassel, Neue Galerie. 12 
decembre 1982 - 23 janvier 1983 : Berlin , Daad 
Galerie. 21 janvier - 24 avril 1983 

An International art by mail exhibition ce le­
brating the 25th annive rsary o f Flu xus . -
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Chicago, ill.: NAM.E. Gallery, [ 1986] - 10 
feuilles : ill. ; 28 cm. 
Chicago, NAM.E. Gallery, 12-13 septembre. 
1986 

Flu xus : izbor tekstova I Zoran Gavric. 
Aleksandra Jankovi, Jasmina Tijardovi, Milena 
Maodus. Belgrade: Musej Savremene 
Umetnosti , 1986. - 90 p. 
Belgrade. Musej Savremene Umetnosti. 3 
decembre 1986 - mars 1987 

Fluxus, 25 yea rs I Williams College Museum of 
Art - Williamstown. Mass. : The College, 1987. -
[32] p · ill. ; 28 cm. 
Williamstown. Massachusetts, Williams College 
Museum of Art. 7 novembre 1987 - 3 janvier 
1988 

Fluxus and friends : se lections from the 
Alternative Traditions in the Contemporary 
Arts collection I curated by Estera Milman .. -
Iowa City : University of Iowa Museum of Art. 
1988. - [8] p : ill. ; 18 x 27 cm . 
Iowa Ci t y, the University of Iowa Museum of 
Art. 23 janvier - 13 mars 1988 

Fluxus o del principio d 'i ndeterminazione I 
Textes de Enrico Pedrini. Lara-Vinca Masini. Carlo 
Romano. Sandro Ricaldone. - Genova Studio 
Leonardi -Unimedia, 1988. - 77 p. : ill. ; 28 cm 
Genes. Studio Leonardi, 1988 ; exposition pre­
sentee aussi a Genes au Centre culture! franco­
italien. au Goethe lnstitut Genua. a Caterina 
Gualco-Unimedia, et egalement a Turin, au 
Goethe lnstitut 

Selections from the Gi lbert and Lila Silverman 
Collection I Clive Phillpot and Jon Hendricks. -
New York Museum of Modern Art. Abrams, 
1988. - 64 p dont 1 depl. · ill. ; 21 cm. 
New York, Museum of Modern Art [Library]. 17 
novembre 1988 - 10 mars 1989 

Happenings and Fluxus I Charles Dreyfus. -
Paris : s.n . 1989. - 212 p. : ill. , 30 cm 
4eme de couv. Artistes des happenings et de 
Fluxus, 1958-1988. premiere exposition a Paris 
Paris, Galerie 1900-2000. 7 ju in - 29 juillet 1989; 



Paris. Galerie du Genie, 8 juin-18 juillet 1989 
Paris. Galerie de Poche. 7 juin - 29 juillet 1989 

Fluxus ! : Eric Andersen ... [et al.] : an exhibition 
of texti le-art multiples I curated by Nicholas 
Zurbrugg, Francesco Conz and Nicholas 
Tsoutas. - Brisbane, Old. Editions Francesco 
Conz. 1990. - 36 p. ill. ; 27 cm. 
Brisbane, Institute of Modern Art. 1990 

Ubi Fluxus ibi motus, 1990-1962 I a cu ra di 
Achille Bonito Oliva. - Milano. Mazzotta. 1990. -
499 p : ill. en noir ; 27 cm. 
Dans le cadre de Sub-Atomic Fluxus Festival 
Venise, Ex Granai della Repubbl1ca alle Zitelle 
(Giudecca). 26 mai -30 septembre 1990 

Fluxus S.P.Q.R. I Textes de Alessandro Masi 
Roma et Francesco Conz - Roma Galleria 
Fontanella Borghese. 1990. - Non pagine [1 28] 
p. : ill. en noir et en coul. ; 27 cm 
Rome, Galleria Fontanella Borghese, mai - juin 
1990 

Zeichen im Fluss I herausgeben von Wolfgang 
Drechsler. - Wien Museum Moderner Kunst. 
1990. - 138 p ill. . 24 cm 
Vienne. Museum des 20. Jahrhunderts, 20 
juillet - 9 septembre 1990 

Fluxus subjektiv I herausgeben von Ursula 
Krinzinger. - Wien Galerie Krinzinger, 1990. -
Non pagine [200] p : ill. en noir, 33 cm 
Vienne. Galerie Krinzinger, 21 septembre - 3 
novembre 1990 

Fluxus [und ] Concept-Art Sammlung Beck I 
Roland Scotti. - Ludwigshafen am Rhein 
Wilhelm-Hack-Museum, 1991. - 94 p. : ill., 27 cm 
Ludwigshafen am Rhein, Wilhelm-Hack­
Museum. 1991 

Flu xAttitudes I edited by Cornelia Lauf & 
Susan Hapgood. - Gent lmschoot Uitgevers, 
1991. - 60 p : ill. ; 23 cm 
Buffalo, Hallwalls Contemporary Arts Center, 23 
fevrier - 27 mars 1991 ; New York, The New 
Museum of Contemporary Art. 10 mai - 16 aout 
1992 

Was ist Flux us? I Dieter Schwarz. - Winterthur: 
Kunstmuseum, 1991. - 4 p. : ill. en noir ; 50 cm. 
W interthur. Kunstmuseum, 25 mai - 7 juillet 1991 

Under the influence of Fluxus : an exh ibit ion of 
printed textile published by Editions Conz, 
Verona-Mi lan / curated by Wayne Baerwaldt , 
Essay by Wayne Baerwaldt. Henry Martin. Dick 
Higgins, ... [et al. ] - Winnipeg . Plug In, 1991. -
63 p : ill., 28 cm. 
Exposition itinerante presentee de 1991 a 1993 a 
Win ni peg, Grand Forks, Toronto. Montreal, ... [et 
al.] 

Fluxers I sous la direction de Henry Martin. -
Bozen Museion. Museum fUr Moderne Kunst, 
1992. - 160 p., ill., 29 cm 
Bozen : Museion, Museum fUr Moderne Kunst, 
1992 

Kokoelma, samling , collect ion Block I Elisabeth 
Delin Hansen, Rene Block, Liisa Lindgren. -
Helsinki : Nykytaiteen museo. 1992. - 287 p. : ill., 
25 cm. 
Copenhague. Statens Museum for Kunst, 7 mai 
- 30 aout 1992 ; Helsinki, Nykytaiteen museo. 
Helsingfors, Museet for nutidskonst, 30 octobre 
1992 - 3 janvier 1993, Kunsthalle Nurnberg, 1993 

Fluxfest : in and around Fluxus a festival of 
Fluxfilms, Fluxloops, Fluxslides and environ­
ments. - New York Anthology Film Archives. 
1992. -1 vol. non pagine [24] p : ill. en noir; 28 cm 
New York, Anthology film archives. 19 septem­
bre - 11 octobre 1992 

Fluxus : the development of an antidote : an 
exhibit ion I curated by B. Mats. - Stockholm : 
Galleri Stenstrom, 1992. - 1 vol. : ill. ; 28 cm. 
Stockholm. Ga lleri Stenstrom. 29 octobre 1992 
- 17 janvier 1993 

Fluxus aus der Sammlung Andersch I heraus­
gegeben von Erik Andersch, Andreas 
Beaugrand und Friedemann Malsch. - Bielefeld : 
Pendagrom, 1992. - 171 p. : ill. en noir, 23 cm. 
Contient le cata logue raisonne des multiples 
et estampes de Robert Filliou, de 1961 a 1985. 
rassembles par Erik Andersch 
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Bielefelder Kunstverein, Museum Waldhof, 31 
octobre - 20 decembre 1992 

Flu xus da capo : Fluxus in Wiesbaden 1992 ... · 
Henning Christiansen, Geoffrey Hendric ks , 
Dick Higgins.. an neun Orten .. im 
September und Oktober I Textes de Rene 
Block. Gabriele Knapstein, Wolfgang Max 
Faust. .. [et al.]. - Wiesbaden Naussauischer 
Kunstvere1n. Kulturamt der Landeshauptstadt 
Wiesbaden · Harlekin Art/Fluxeum. 1992. - 175 
p : ill.: 26 cm 
Wiesbaden. Nassauischer Kunstverein, 1992 

Fluxus · a conceptual country I curated and 
edited by Estera Milman 
In : Visible Language Winter/spring 1992, v. 26. 
no. 1/2 .. - Providence. RI Visible Language, 
1992. - 248 p. : ill .. 23 cm. 
New York, Franklin Furnace, 13 septembre - 14 
novembre 1992 ; Exposition itinerante 1992-
1993 

Ein Korrespondenz-StUck aus den Jahren 
1965 bis 1967 von S. D. Sauerbier, von und mit 
Flu xus Kunstlers I [Konzeption der 
Ausstellung und des Katalogs Rene Block; 
Gabriele Knapstein]. - Revue rendez-vous, 3, 
numero special. - 8 p : 111. 
Exposition "Eine lange Geschichte mit vielen 
Knoten: Fluxus in Deutschland 1962 - 1994", 
Stuttgart, IFA lnstitut fUr Auslandsbeziehungen, 
1995 

The S(e)oul of Fluxus, I sous la direction de 
Hong Hee Kim-Cheon 
Seoul AP. International, 1993 
Festival Fluxus a Seoul en 1993 

Flu xus Virus , 1962 -1 992 I sous la direction de 
Ken Friedman - K61n · Galerie Schuppenhauer. 
1992. - 399 p. : ill. en no1r; 28 cm. 
Koln, Kolnischer Kunstverein. 1 - 27 septembre 
1992 ; Munchen. Aktionsforum Praterinsel, 19. 
novembre 1992-17 janvier 1993 

In the spiri t o f Fluxus I organised by Elisabeth 
Armstrong and Joan Rothfuss. - Minneapolis . 
Walker Art Center, 1993. - 191 p. : ill. , 31 cm 
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Walker Art Center Minneapolis, 14 fevrier - 6 
juin 1993 
Exposit ion itinerante presentee a New York, 
Chicago, Columbus. San Francisco. Barcelone. 
1993-1995 

Fluxbritannica : aspects of the Fluxus move­
ment, 1962-73 I written by Adrian Glew and 
Jon Hendricks. London· Tate Gallery 
Publishing, 1994 - 1 feuille pliee : 111. : 30 cm. 
Londres. Tate Gallery Archive Display, 29 mars -
19 juin 1994 

Fluxus and after I text by Anne Kirker ; with 
assistance from Kirsty Grant. - Brisbane, 
Austra lia: Queensland Art Gallery, 1993. - 47 p : 
ill.; 21 cm. 
Brisbane, Australie. Queensland Art Gallery, 23 
decembre - 23 fevrier 1994 

Fluxus media opera : original Fluxus & Flu xus 
in the electronic era I organized by Mieko 
Shiomi. - Kobe, Japan : Xebec. 1994 - 2 feuillets 
p lies 
Kobe, Week of Fluxus exhibitions and perform­
ances, Xebec Foyer, 17 - 24 juillet 1994 

Fluxus : Kunsthalle Basel I Thomas Kellein. -
Stuttgart : H. Mayer. [1994]. - 142 p. : ill. en noir; 
28 cm 
Bale. Kunsthalle. 21 aout- 31 octobre 1994 

Eine Lange Geschichte mit v ielen Knoten: 
Fluxus in Deutsch land, 1962 -1994 / Ausstellung 
und Katalog Rene Block, Gabriele Knapsteinr. 
- Stuttgart : lnstitut fUr Auslandsbeziehungen, 
1995. - 2 vol. (100 + 266 p) : ill. ; 33 cm. 
Stuttgart. lnstitut fUr Auslandbeziehungen. 
1995 

Fluxus und Nouveaux rea li stes: Sammlung 
Cremer fUr die Hamburger Kunsthalle I 
A usstellung und Kata log Annelie Lutgens. -
Hamburg : Hamburger Kunsthalle, 1995. - 95 p : 
ill.; 25 cm. 
Hambourg, Kunsthalle. 5 mai - 16 ju il let 1995. 

In the spirit of Fluxus: Hessenhuis, 21st October 
1995 - 28th January 1996 - Antwerp City of 



Antwerp Cultural Promotion and International 
Cultural Relations, 1995. - 79 p. ; 30 cm. 
Anvers. Hessenhuis. 21 octobre 1995 - 28 janvier 
1996. 

L'esprit Fluxus I sous la direction de Veronique 
Legrand et Aurelie Charles : relu et commente 
par Charles Dreyfus. - Marseille : Direction des 
musees de Marseille. 1995. - 191 p. · ill. ; 30 cm. 
Marseille, MAC, Galeries contemporaines des 
Musees de Marseille. 7 avril - 11 juin 1995 (exposi­
tion itinerante organisee par le Walker Art Center 
a Minneapolis en 1993) 

Fluxus: una storia veneta I testi Giampaolo 
Lucato, Henry Martin. Tiziano Santi. - Bassano 
del Grappa : Museo biblioteca archivio, 1995. - 1 
vol. (non pagine) . ill.; 30 cm. 
Bassano del Grappa, Museo biblioteca archivio, 
1995 

Fluxus : ze sbirky Marie a Milana Knizakovych I 
Textes de Milan Knizak et Olaf Hanel. - Praha: 
Ceske Museum Vytvarnych Umeni, 1995. - 47 p · 
ill.; 18 cm. 
Prague, Ceske Muzeum Vytvarnych Umeni v 
Praze. 15 novembre 1995 - 28 janvier 1996 

Wollt ihr das totale Leben?: Fluxus und Agit­
Pop der 60er Jahre in Aachen I Adam C. Oellers. 
Sibille Spiegel. - Aachen: Neuer Aachener 
Kunstverein, 1995. - 200 p. · ill. en noir . 24 cm. 
Aix-la-Chapelle. Neuer Aachener Kunstverein. 14 
1anv1er - 19 fevner 1995 

Jurgis Ma i nas, Fluxus menas - pokstas · paro­
da is Gilberto ir Llios Silvermanu Fluxus kolekci­
jos = = George Maciunas. Fluxus Art - amuse­
ment: selections from the Gilbert and Lila 
Silverman Fluxus Collection I Jon Hendricks. -
Vilnius : Vilniaus siuolaikinio meno centras, 1996. 
- 47 p.: ill.. 28 cm. 
Vilnius, Contemporary Art Centre of Vilnius. 23 
janvier - 25 fevrier 1996 

Happening & Fluxus : Sohm's "happening and 
flu xus, the other chronology of dematerialized 
art - New York · Bound & Unbound, 1997. - [10] 
feuilles volantes ; 11 x 22 cm 

New York, Bound & Unbound, 7 novembre -
decembre 1997 

Art games, die Schachteln der Fluxuskunstler I 
Ina Conzen. - Stuttgart · Staatsgalerie. 1997 - 164 
p. : ill. 29 cm. 
Stuttgart. Staatsgalerie 12 juin - 5 octobre 1997 . 
Karl Ernst Osthaus-Museum der Stadt Hagen. 
24. avril - 28 juin 1998 

Fluxus 1962-1994 : Billedkunst - film - musik -
poesi I Knapstein. Gabriele. Bodenmuller. 
Carola. - lsh0j Arken Museum for Moderne 
Kunst. 1999. - 1 dept. . ill. : 25 cm 
lshoj, A rken Museum for Moderne Kunst, 13 
fevrier - 25 avnl 1999 

Fluxus in Germany 1962-1994 - Tel Aviv : Tel 
AViv Museum of Art. 1999. - 1 depl. [10 p J : ill. en 
noir , 24 cm 
Tel Aviv, Tel Aviv Museum of Art, 1999 

Fluxus : donacija Francesca Conza : Muzej 
suvremene umjetnosti , Zagreb, studeni­
prosinac 1999 I urednik, Zelimir Kos evi 
Zagreb Muzej suvremene um1etnosti, 1999 
103 p . ill. . 24 cm. 
Zag reb. Muzej suvremene umjetnosti, 1999 

Looking for Mr. Fluxus in the footsteps of 
George Maciunas : Fluxus genetics I edited by 
Raimundas Malasauskas. Grady T Turner and 
Skuta Helgason. - New York Art in General 
2002. - [88] p. : Iii. : 15 cm. 
New York. Art in General. 9 octobre - 22 decem­
bre 2001 

0 que e Fluxus? que nao e! o porque = What 's 
Fluxus? what 's noti why I curador e editor, Jon 
Hendricks. - Brasilia : Centro Cultural Banco do 
Bras il . Detroit : The Gilbert and Lila Silverman 
Fluxus Collection Foundation, 2002. - 272 p : ill.; 
32 cm 
Rio de Janeiro, Centro Cultural Banco do Brasil , 
2002 

The Fluxus constellat ion I a cura di Sandra 
Solimano. - Genova Neos Edizioni, 2002. - 189 
p : ill. , 28 cm. 
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Genes, Museo d'Arte Contemporanea di Villa 
Croce. 15 fevrier - 16 juin 2002 

Fluxus y flu xfilms, 1962-2002 I edic i6n, Berta 
Sichel en colaboraci6n con Peter Frank. -
Madrid : Museo Nacional Centro de Arte Reina 
Sofia, 2002. - 341 p . ill. ; 24 cm 
Serie de presentations video, des spectacles et 
autres activites organises a Madrid, Museo 
Nacional Centro de Arte Reina Sofia. 10 mai - 7 
juillet 2002 

Fluxus und Freunde, Sammlung Maria und 
Walter Schnepel = Fluxus and friends, the 
Maria and Walter Schnepel Co llection I 
Katalog: Walter Schnepel. - Bremen Neues 
Museum Weserburg 2002. - 224 p ill., 28 cm. 
Breme. Neues Museum Weserburg Bremen, 
2002 

40 Jahre: Fluxus und die Folgen I organisation 
: Rene Block, Regina Barthe l ; textes de Martin 
Glaser, Frank Gertich, Ulrike Groos, ... [et al.] -
Wiesbaden· Kulturamt der Landeshauptstadt 
Wiesbaden, 2002. - 239 p. : ill. ; 26 cm 
Wiesbaden 2002, ler septembre - 13 octobre 
2002 (!'exposition s'est deroulee sur d1fferents 
sites de la ville de Wiesbaden) 

Critical mass happenings, Fluxus, perform­
ance, intermedia, and Rutgers University, 1958-
1972 / edited by Geoffrey Hendricks. - New 
Brunswick, N.J . Rutgers University Press, 
2003. - xi, 211 p . ill. ; 28 cm 
Amherst. MA. Mead Art Museum, 1 fevrier - 1 juin 
2003, New Brunswick, NJ, Mason Gross Art 
Galleries. 29 septembre - 5 novembre 2003 

Fluxus continue Nice, 1963-2003 I Ben. -
Nice. edition a compte d'auteur. 2003. - [ca 
100] p : ill. en noir ; 21 cm 
Reed. a trois OU quatre pages pres , du catalo­
gue de l'exposit1on Fluxus partie de Bologne en 
1978 et presentee a Nice, Geneve, Lyon et Liege 
Nice, Festival des 40 ans de Fluxus, 11 - 15 sep­
tembre 2003 

Maciunas's Learning Machines : from art histo­
ry to a chronology of Fluxus I Astrit Schmidt-
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Burkhardt; with a chart poem by Jon 
Hendricks. - Detroit The Gilbert and Lila 
Silverman Fluxus Collection. - Berlin Vice 
Versa, 2003. - 127 p. : ill. ; 32 cm + 2 posters 
Berli n, Kunstbibliothek-Staatliche Museum, 31 
octobre 2003 - 11 janv1er 2004 

Wonderland 1 : Fluxus [and] the game I edited 
by Jurgen Kelter. Christina Kelter, Pietro Pellini .. 
[et al.] - Ghent : Zebrastraat, 2006. - 1 vol. (125 
p) : ill. en noir et en coul. : 23 cm 
Oeuvres de collections privees italienne et alle­
mande, principalement la collection Kelter 
Gand, Zebrastraat. 18 novembre 2006 - 18 
fevrier 2007 

Fluxus, Happening, Konzeptkunst aus der 
Sammlung der Neuen Galerie Graz I heraus­
gegeben von Peter Weibel.. [et al.] - Graz 
Neue Galerie Graz am Landesmuseum 
Joan neum, 2007. - 112 p ; ill. ; 25 cm. 
Graz, Neue Galerie, 17 septembre 2005 - 15 
octobre 2006 

Fluxus East: Fluxus-Netzwerke in Mittelosteuropa 
= Fluxus networks in Central Eastern Europe I 
Kurtorin, Petra Stegmann Berlin: 
Kunstlerhaus Bethanien: Kulturstiftung des 
Bundes, 2007. - 281 p : ill. ; 25 cm 
Berlin, Kunstlerhaus Bethanien, 27 septembre -
4 novembre 2007 

Fluxus, c'est gratuit I [conception du catalogue par 
Ben Vautier. Caroline Fourgeaud-Laville, Isabelle 
Auriault]. - Athenes lnstitut franc;:ais Musee 
Benaki, 2007 - 1 vol ([ 48] p): ill. en noir; 21 x 30 cm 
Athenes. Musee Benaki, 8 octobre - 4 novembre 
2007 

Fluxus scores and instructions the transfor­
mative years : "Make a Salad" : selections from 
the Gilbert and Lila Silverman Fluxus 
Col lection, Detroit I edited by Jon Hendricks, 
with Marianne Bech & Media Farzin. - Roskilde, 
Denmark: Museum of Contemporary Art; 
Detroit: Gilbert and Lila Silverman Fluxus 
Collect ion, 2008. - 230 p. ; ill. , 30 cm 
Roskilde, Denmark, Museum for Contemporary 
Art, 6 juin - 21 septembre 2008 



Fluxus : interjuk, szbvegek, esemenyek - esetek 
I edite par Julia Klaniczay et Annamaria Sz ke. 
- Budapest : Artpool M veszetkutat6 Kbzpont . 
Ludwig Muzeum. Kortars M veszeti Muzeum, 
2008. - 349 p. : ill. ; 20 cm. 
Budapest, Ludwig Museum. Museum of 
Contemporary Art, 18 avril - l juin 2008 

Flux east : Fluxus networks in Central East 
Eu rope I [Curato r Petra Stegmann]. 
Budapest : Ludwig Museum, 2008. - l vol. (12 
p) · ill. en coul. ; 21 cm 
Budapest, Ludwig Museum, Museum of 
Contemporary Art, 18 avril - 1 juin 2008 

Soudain l'ete Fluxus . - Paris : Passage de Retz, 
2009. - Documents divers dans une boite : ill. ; 
31 x 35 x 10 cm. - Tirage limite a 600 ex. 
Boite en bois avec fermeture metallique conte­
nant des reproductions format carte posta le et 

grand format, des feuillets dont 2 (roules et 
maintenus par des elastiques) avec les entre­
tiens entre Luigi Bonotto. Bernard Blistene et 
Jacqueline Frydman. 1 depl. contenant l'index 
des oeuvres reproduites. et 1 broche 
Paris. Passage de Retz, 14 juillet - 20 septemb­
re 2009 

Fluxus and the essential questions of life I edit­
ed by Jacquelynn Bass ; with contribut ions by 
Ken Friedman, Hannah Higgins, Jacob Proctor. 
- Chicago The University of Chicago Press. 
2011 ; Hanover. NH : The Hood Museum of A rt. 
Dartmouth College. - l vol. (133 p.) : ill. ; 26 cm 
Hanover (New Hampshire). Hood Museum of 
Art. Dartmouth college, 16 avril - 7 aout 2011 ; 
New York. Grey Art Gallery, New York 
University, 9 septembre - 3 decembre. 2011 ; 
University of Michigan. Museum of Art. 25 fevri­
er - 20 mai 2012 

287 



Credits photog raphiques I Photo credits 
CEuvres du Musee d'art Moderne de Saint-Etienne Metropole : 
<S Yves Bresson /Musee d'Art Moderne. Saint-Etienne Metropole 
CEuvres du Musee d'Art Contemporain de Lyon : 
@Adagp pour Spoerri-Du frene 
<S Vaga pour Peter Moore 
@Blaise Adilon 
CEuvres du Centre Pompidou, MNAM-CCI : 
c i Centre Pompidou. MNAM-CCI. Dist. RMN-Grand Palais I Philippe Migeat 

@ Centre Pompidou, MNAM -CCI. Dist. RMN-Grand Palais I image Centre Pompidou, 
MNAM-CCI 
CEuvres de la Fondaz1one Mudima, Milan 
@ Vostell I di Maggio, Photo : Patrizio Nesi 
Illustration texte de Michel Giroud : 
(.Cl photo Studio Paul, Fontaine I Uwe H. Seyl , Stuttgart I 
CEuvres de Nam June Paik reproduites . 
© Rabatti & Domingie Photography, Firenze 

Et pour !'ensemble de l'ouvrage I And for the whole work 
© Adagp, 2012 
© Musee d'Art Moderne. Saint-Etienne Metropole, 2012 

Silvana Editoriale Spa 

via Margherita De Vizzi. 86 
20092 Cinisello Balsamo. Milan 
tel. +39 02 61 83 63 37 
fax +39 02 61 72 464 
www.silvanaedito ria le.it 

Les reproductions. !'impression 
et la re liure ont ete realisees par l'etablissement 
Arti Grafiche Amilcare Pizzi Spa 
Cinisello Balsamo. Milan 

Reproductions. printing and binding by 
Arti Grafiche Amilcare Pizzi Spa 
Cinisello Balsamo. Milan 

Acheve d'imprimer 
en octobre 2012 
Printed 
October 2012 





2012 marque le cinquantieme anniversaire du premier Festival Fluxus qui se deroula a Wies­
baden. RFA. Autour de la figure tutelaire et controversee qu'etait George Maciunas. des ar­
tistes d'origine et de pratique diverses essayerent de bousculer les lignes de demarcation 
entre arts visuels et arts vivants, entre art et vie. entre ethique et esthetique. Le Musee d'Art 
Moderne de Saint-Etienne Metropole, fort des donations Vicky Remy et Francois et Ninon 
Robelin, riches en ceuvres Fluxus, fait la tentative de rendre compte de la complexite et de 
la « nebulosite >> d'un courant. d'un mouvement. puisant ses energies tant dans la musique 
novatrice de John Cage, la philosophie Zen, le gag, que le positionnement ideologique. Fiat 
Flux. la nebuleuse Fluxus 1962-1978 oscille entre rigueur historique et aleas d'un parcours ou 
se c6toient l'art du presque-rien. le document. !'installation spectaculaire ; ou voisinent im­
primes. films. objets et sons. 
Fiat Flux, la nebuleuse Fluxus 7962-7978 ne se veut pas apologetique de Fluxus. Au contraire. 
elle montre une diversite d'approches de la part d'artistes dont la relation avec Fluxus et son 
mentor se decline depuis la plus grande adhesion jusqu'a sa remise en cause conflictuelle en 
passant par le passage-eclair. Exposer Fluxus pour un Musee, c'est a la fois faire le travail rai­
sonne du compte-rendu de ce qui fut considere comme une des avant-gardes artistiques au 
xx• siecle tout en prenant conscience du risque que Fluxus puisse encore echapper a une 
nomenclature preetablie. 
« Fluxus se donnait pour but le voyage. Helas 1 C'est devenu un art». Willem de Ridder. 

2012 marks the fiftieth anniversary of the first Fluxus Festival which took place in Wiesbaden, 

FRG. Around the tutelary and controversial figure of George Maciunas, diverse artists of ori­
gin and practice tried to knock down demarcation lines between visual arts and living arts, 
between art and life. between ethics and aesthetics. The Musee d'Art Moderne of Saint-Eti­
enne Metropole, thanks to the donations of Vicky Remy, and of Francois and Ninon Robelin, 
rich in Fluxus works, tries to show the complexity and the "haziness" of a current, a move­
ment, deriving its energies both from the innovative music of John Cage, the Zen philoso­
phy, the joke and the ideological positioning Fiat Flux, The Fluxus Nebula 1962-1978 oscillates 
between historic rigor and chances of an uncertain course between an art of almost noth­
ing, documents. or spectacular installations; where prints, films, objects and sounds are 
placed next to one another. 
Fiat Flux. The Fluxus Nebula 7962-7978 is not meant to be the apologetics of Fluxus. On the 
contrary, it shows a diversity of artists' relation towards Fluxus and its mentor, from the clos­
est of membership, to conflicting questioning, including short moments of support. Exhibit­
ing Fluxus for a Museum is at the same time a rigorous work of report towards what was 
considered as one of the artistic avant-gardes in the 20th century, but also a taken risk that 
Fluxus can again escape pre-established nomenclatures. 
"Fluxus gave itself for purpose the journey. Regrettably! It became an art." Willem de Ridder. 
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