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Foreword

There was a time when the artists associated with Fluxus
did not garner due respect from many museum profes-
sionals. Fluxus was neither a movement nor a period in
the sense that art historians usually define those terms.
Perhaps it is best understood as a philosophy or a radical
ideclogy, a stance equal parts Zen and revolution that
sprung to life in the 1960s bur is still in active play today.
Even ten years ago it was considered too incorporeal to
collect, its most accomplished practitioners rarely using
fine art materials and giving away their objects as often as
selling them. As such its output was also too aggressively
uncommaodifiable to be preserved as rare luxury museum
objects. It was understood as anti-art, resistant to being
collected, studied, analyzed, and respected because its
makers obeyed few of the standard art rules.

In recent years a generational shift has occurred in
the seats of cultural power. In that changing of the guard,
Fluxus has stealthily infilcrated the establishment, one
poetic whisper at a time. Great private collections of Flux
work have been acquired by leading institutions such as
the Museum of Modern Art in New York; the Staats-
galerie in Stuttgart, Germany; and the Getty Research
Institute in Los Angeles. And museums such as the Tate
Maodern, London; the Walker Art Center, Minneapolis;
the Centre Pompidou, Paris; and the Moderna Museet,
Stockholm, have developed important holdings. Some-
times museum registrars discovered that key Fluxus
objects were already sitting in flat files in cheir institu-
tions, having been gathered by visionary museum librar-
ians and archivists when they arrived in the morning mail
but not actually accessioned until decades later. (A thesis
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needs to be written about the value of the loose tribe
of museum librarians who successfully circumvented the
power of collections committees and allowed radical
artworks to be under the same roof as Jasper Johns well
before the curatoriat was ready.)

Because of chance anomalies in my intellectual biog-
raphy, | was reared in a climate in which the provoca-
tions of Fluxus artists were widely seen as beautiful and
worthy. As a child | went to Friends Seminary, a Quaker
school in New York City, where John Cage was a god and
avant-garde poets and visual artists were on the faculty.
The father of my best friend in junior high was a leading
critic who had works by Fluxus-associated video pioneer
Nam June Paik around the house, And finally, my first full-
time job in the art world was in the same building as
Re-Flux Editions, so | would wander upstairs during lunch
and play with and often buy for myself the amazing and
affordable Flux multiples. It was not uncommon to leave
there with a great work of arc that cost less than my lunch.

As 1 write this foreword, | have Larry Miller's Orifice Flux
Plugs and a Yoko Ono Box of Smile near my desk. The
Miller is a plastic box of objects, from pacifiers to bullets,
that could in theory plug bodily orifices, and the Box of
Smile, without revealing its secret, is meant to be given to
someone to make them smile, and it is highly effective.
These interactive editions have kept me sane in the face
of many writing deadlines, and | have kept them within
reach for nearly thirty years. In that time their status has
changed . .. slowly. For while they are today firmly part of
the canon of postwar art, their cheap materials and the
fact that they need to be handled to function make them
unlikely masterpieces.

When | assumed the directorship of the Contempo-
rary Arts Museum Houston in the spring of 2009, | was
startled to see a survey of Ben Patterson on the schedule
of future exhibitions. | had never seen a show in a US.
museum devoted to a single Flux-associated artist, with



the exceprions of Yoko Ono and Nam June Paik. Even
Fluxus leader George Maciunas had not been thoroughly
examined in this country. As for Patterson himself, | had
known his name as an early Flux artist but had, like most
LS.-based art lovers, seen and experienced little in person.

Manographic museum shows are the single best way
of getting to know an artist’s trajectory and thought pro-
cesses, and for an antimovement like Fluxus, this treat-
ment seems ideal. |, for one, cherished the opportunity
to really ger to understand Pattersons achievement.
So many of his signature gestures—such as musically
employing the sounds that result from ripping, tear-
ing, and crumpling different types of paper—are now
somewhat mainstream, used by celebrated composers
like Academy Award winner Tan Dun. The general public
today is open to hearing the musicality in such sounds,
Yer Patterson’s most radical gestures were always tem-
pered by the fact thac he involved nonprofessionals in
making the sounds that they were enjoying—who can
resist the sound of paper ripping when one is actually
doing the ripping!

Patterson was closely tied in with the musical activi-
ties of the period, and the narrative of his art produc
tion begins with his musical activities. Yet as this show
makes clear, it is almost impossible to mark a clear divi-
sion between sound and sculpture, between action and
object, and in earlier periods before the (over)profession-
alization of the art world, the avant-gardes in music, art,
film, and literature tended to be very closely linked, and
artists were less prone to defining themselves through
specific mediums. That sort of deliberate confusion of
genres and categories is the spirit of Fluxus,

Valerie Cassel Oliver has been working on this exhi-
bition for several years. In many ways that was required
because Fluxus (like Dada, the earlier art movement to
which it is most closely allied) thrives on far-flung net-
works and itinerant practices. This is an intimate art
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requiring a meditacive, attentive state, and her expertise
in its nuances has been earned over time. As such, this
has been a labor of love, and her passion for Patterson’s
waork is infectious. As a curator Valerie is known for proj-
ects that rewrite the standard histories. Having read the
drafts of this book's essays, | am sure that | will see these
texts cited by art historians for decades to come. That
is a rremendous accomplishment and what one hopes
for when a contemporary art museum considers a figure
with such a long history.

We could not have made this exhibition a reality with-
out the generous support of the Andy Warhol Founda-
tion for the Visual Arts and the National Endowment for
the Arts. Their acknowledgment of the importance of
this project means so much to a museum like CAMH.
| extend to them our sincere thanks for supporting
Valerie's conviction that Patterson is an artist whose time
IS NOW,

All the many supporters of the museum have helped
make this exhibition a reality, but it is truly the work of
our Major Exhibition Fund donors thar allows CAMH to
pursue curatorial excellence unencumbered. Their vision
and generosity year after year allow our great curators
to do their important scholarly work, and being able to
count on them is the lifeblood of our museum.

Curator, writer, archivist, sage, and guru of all things
Fluxus Jon Hendricks has been crucial from the beginning
of this project, and when we faced a crisis late in the pro-
cess due to some unexpectedly swollen expenses, a letter
from him rallied a considerable amount of support. For
that, along with the many types of support and wisdom
that he so willingly shares, we are eternally grateful. And
to all of those who responded to Jon's appeal, thank you
one thousand times!

This catalogue is made possible by a grant from the
Brown Foundation, Inc. Its support is pivotal in allowing
the research and scholarship so carefully developed by



Valerie Cassel Oliver to illuminate this wonderful art for
thousands of people, particularly future art and music
students who might now be inspired by Patterson’s
achievernents. Essayists Bertrand Clavez, Charles Gaines,
Jon Hendricks, Ceorge Lewis, Fred Moten, and Marcia
Reed have added much to my education on Patterson
and his times, and | thank them for the clarity that they
bring to his achievements.

The CAMH staff has once again dedicated its consider-
able expertise to making this an exhibition to be engaged.
Special thanks go to former curatorial manager Justine
Waitkus and registrar Tim Barkley for dealing with the
complicated logistics of a show with many small, fragile
artworks traveling from many locations on the planet. |
would also like to thank former director Marti Mayo and
interim director Linda Shearer for their earlier support of
the project. Without their vision this exhibition would
not be a reality today.

My final thanks go in advance to you, the museum
public, as this art requires a fair degree of engagement to
be fully enjoyed. While | can guarantee that the openness
and spirit of Fluxian play you bring through our doors will
be repaid in joy and intellectual stimulation, it is really up
to you to be willing to bring the artworks of Benjamin
Patterson to life. And for that we at CAMH thank you
in advance,

BILL ARNING
Director

Barm in the State of FLUX s
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The Curious Case of

Benjamin Patterson

VALERIE CASSEL OLIVER

Such developments as conceptual art, text art,
video art, performance art, minimalism, simulation
and even the social engineering arts or the politi-
cal art of people such as Joseph Beuys are being re-
examined, and the roots are being found, perhaps
in Fluxus. What exactly was my role in all of this?
Quite simply | was there ar the instant of birch, so
to speak.

—BENJAMIN PATTERSON'

In a bit of irony, Benjamin Patterson stepped onto the
stage of art history at the dawn of the 196os, amid a
groundswell of political, social, and cultural upheaval. His
emergence is owed in part to political and social conven-
tions that sought to render his own presence invisible.
And so, at the beginning of the 1960s and in a land for-
eign from thart of his birth, Patterson, a classically trained
African American musician, joined the avant-garde. His
was a radical presence, not simply because of his black-
ness burt also because of his participation in the birth of
Fluxus, a practice and ideology determined by a loose
constellation of artists, which would arguably become
the most influential experiment in the history of art,
changing the course of art history and laying the founda-
tion for contemporary art pracrice.

The fact that Patterson, a celebrated cultural icon in
Europe, is underrecognized in cultural and academic
circles in the United States speaks to myriad issues with
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regard to how the history of art is recorded, selectively
reproduced, and perpetuated as fragmented narrative.
In contextualizing Patterson’s early contributions and
his more recent practice as being anything bur integral
to Fluxus, one is immediately faced with the inherent
limitations of avant-garde criticism. One could argue that
Patrerson himself was born in a state of flux, never truly
embraced by historians of the avant-garde and virtually
erased in many assessments of Fluxus while being cel-
ebrated in his adopted country of Germany.

To be generous, the artist’s apparent status as a minor
player in the annals of the avanc-garde may have been
predetermined by his early “retirement” from Fluxus in
the mid-1960s2 Moreover, his continued absence until
the 1080s, some twenty years, could also account for his
frequent omission from the pantheon of artists associ-
ated with the movement—including George Maciunas,
George Brecht, John Cage, Nam June Paik, Joseph Beuys,
and Yoko Ono—whose works produced seismic shifts
in how we now understand artistic practices of the later
twentieth century. Patterson’s imprint could never fully
be erased, however, not only because his compositions
have been presented as standard fare in Fluxus concerts
but also because we find iterations of his "compositions
for actions,” or action scores, now being performed, dis-
cussed, and examined by a new generation of artists. So
while his contributions may have been overlooked in
recent scholarly presentations examining the phenom-
enon of Fluxus, a fuller examination of Patterson’s devel-
opment as an artist—in particular, his innovative practice
of the "action as composition” in experimental music—
points to his presence at the very formation of the move-
ment and his invaluable contributions to it. Moreaver, as
one of the last surviving artists from its core group, Pat-
terson represents the continuation of Fluxus.

Born in Pittsburgh between the World Wars, Pat-
terson exhibited a voracious appetite for learning at an



early age. In his teens, he was already well versed in clas-
sical music and the sciences (both parents had advanced
degrees, in engineering and chemistry), and he excelled in
sports. His life typified a black America rarely recounted,
His family defied the prevailing African American stereo-
type of the era in that it was not only middle class but
also highly funcrional. Throughout high school and from
the outset of his studies at the University of Michigan—
where he majored in music, focusing on compaosition,
conducting, and double bass—Patterson was on a cru-
sade to be "the first black to 'break the color-barrier’ in an
American symphony orchestra™

Patterson’s crusade was, however, short-lived. Upon
graduation he was unable to secure a position in an
American orchestra, Instead, he found employment
in Canada, where he served as principal bassist and an
assistant conductor for the Halifax Symphony Orchestra.
While he played classical music by day, he was conduct-
ing experiments in new music formats by night. Most
likely, the seeds of his interest in new music were planted
during his days at the University of Michigan, where he
studied under composer Leslie Bassett and knew of the
work of Gordon Mumma,

In 1957, a year after Paterson'’s graduation and depar-
ture from Michigan, Mumma, along with Robert Ashley
and three other composition students from the Uni-
versity of Michigan (Roger Reynolds, George Cacioppo,
and Donald Scavarda), would establish Once Group, a
platform for experimental music in Ann Arbor. Patter-
son would also have known Space Theater, the venue
founded by the painter-turned-multimedia-artist Milton
Cohen, who insisted on the radical concept of “stretch-
ing imagery into a format or presentation in real time,
real motion, real space™ Cohen also insisted on several
principles on which Space Theater would be established,
including to “shrink distance between artist and specta-
tor, spectator and spectacle; to score music, light, poetry,
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dance with a single notational system, pressing unity
vision; suggest the museum as a creative presence of liv-
ing performance, of spontaneous action; and to exploit
contemporary technology as a means to broaden mys-
tery and subvert the machine.” While Patterson was well
on his way to articulating his own practice, his time in
Canada would be interrupted. In an absurd twist, the
young musician (who had to leave the United States
because institutionalized segregation in the South and
de facto segregation in the North prevented him from
getting a job with an American orchestra) would be con-
scripred into the United States Army,

For two years Patterson served in the Seventh Army
Symphony Orchestra, based in Stuttgart. While the
orchestra toured extensively to major and minor con-
cert halls throughout Europe, Patterson took advantage
of its home base in Germany. In Stuttgare as well as in
Cologne, he found a burgeoning scene for experimental
music practices. The social, political, and cultural arenas in
the aftermath of World War Il not only reflected the ten-
sions between traditional convention and “new practices”
already being felt in the United States burt also offered fer-
tile ground to invent and reinvent cultural practices. After
being discharged, Patterson returned to Canada, this time
working at the Philharmonic Orchestra of QOttawa. He
also resumed his experiments with new music, working
in an electronic music studio at the National Research
Center. The prevailing binaries of new music surrounded
concepts of serialism and “free choice in predetermined
sectors of a score” versus that of indeterminate actions. At
the time Patterson’s compositions leaned heavily toward
serialism, a method of composing that subjected notes
to either systematic recurrence or assigned them equal
numerical proportions without regard for traditional
tonality® At the time serialism was championed prin-
cipally by composers Karlheinz Stockhausen and Pierre
Boulez. Once Patterson returned to Europe, however,



his predisposition would abruptly be reversed within a
twenty-four-hour period, after a planned meerting with
Stockhausen and an unplanned meeting with John Cage.
In addition, Patterson would later set aside his interest
in electronic music in favor of simplified actions and
humble materials.

The Immutable Convergence of Experimentation
Living and working in Ottawa, Patterson was eager 1o get
back ro Europe. The experimental music scene was rap-
idly evolving, and its vital centers sat squarely in Germany.
He decided to attend the Internationale Gesellschaft fiir
Zeitgendssische Musik (International Society for Contem-
porary Music), or IGZM, festival in Cologne, which would
feature Stockhausen and Boulez. It was 1960, and Patter-
son, armed with a letter of introduction, had the oppor-
tunity to meet Stockhausen, arguably the most prolific
and wisible of the serial music composers of his genera-
tion. The meeting, which Patterson has often described
as a disaster, would forever alter his future as a musician
and, subsequently, an artist. Rather than attending the
remainder of the IGZM conference/festival, Patterson
soon found his way to Mary Bauermeister's studio, which
was hosting the counterfestival of new, new music. At the
festival, designed to showcase the most “radical” experi-
mentation in music, he found himself in the company of
young composers from around the world who wanted a
solid break with the traditions of the past. Among these
compaosers were John Cage, Nam June Paik, David Tudor,
Comnelius Cardew, Francois Biel and Sylvano Bussotti,
Patterson spoke with Cage after the performance and
was invited to join the following evening’s performances.
That event would prove to be a turning point in his life
and work.

On the following evening Patterson did join Cage,
Tudor, Cardew, and others to perform seminal works by
such composers as La Monte Young. Toshi Ichiyanagi,
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George Brecht, and Cage himself. The ease with which
he found himself immersed in the scene was astounding,
so much so that Patterson extended his scheduled one-
week stay into weeks. A strike by the Ottawa orchestra,
which resulted in the cancellation of its season, all but
solidified his presence in Europe for the remainder of 1960
and the years to follow. His time in Germany would prove
fruitful not only in the extension of his new network of
friendships and collaborarions but also in the develop-
ment of his own distinct musical style, which moved
further away from serialism and toward the indetermi-
nate practices of composers like Cage and Young. For
Patterson, the indeterminate practice not only offered
a chance to extend conversations around improvisation
that he had already begun investigating within the classi-
cal music sphere burt also raised questions regarding the
incarporation of action into the creation of musical com-
position. This was the very concept behind Paper Prece
(1960), a work that he had composed in direct reaction
to Stockhausen's compaosition Kontakte (1958—60), which
integrated electronic and instrumental music.” Unable to
travel to Pitesburgh for the holidays, Patterson sent his
family a composed "action” to be performed for their
amusement. He provided instructions for the perfor-
mance of the work; number of participants, materials
to be used, and actions to be taken, such as the tearing,
crumpling, twisting, and rubbing rogether of discarded
wrapping paper. The letter would serve as the first itera-
tion of Paper Piece.

Patterson would continue to develop Paper Piece,
publishing the work later that year in an issue of the
Hamburg art paper Ich bin schén. He would also pub-
lish the essay "An Experiment in Extended Rhythms” in
the Hamburg independent arts journal Die Villa ist ver-
staubt.? The essay was important for two reasons. First,
it provided a platform for Patterson to discuss critical
issues in music production, showing how alternating and



extending the modality of notes could affect a listener's
perception, particularly in his early experiments in looped
electronic music. The text also became foundational in
that he began to develop further his ideas regarding
action as music, a concept that sat at the intersection of
sound materiality and signification. He found that music
actions could accomplish different kinds of representa-
tions culturally and psychologically. For instance, Pacter-
son noted that by defying the expected action of playing
the double bass with his fingers or the bow, as dictated in
classical music, and by playing the instcrument with vari-
ous nontraditional objects, he shifted the action into an
area of sound materiality? Secondly, the article provided
evidence of what would become Patterson’s sustained
interest in psychology, as seen in his later writings and
works.

Patterson would become a prolific composer during
this time, creating a substantial body of scores for music
and actions, He would debut many of his seminal early
works in 1961 at Galerie Haro Lauhus in Cologne, initially

Contre Festival at Bauermeister
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performing at exhibition openings. For Wolf Vostell's
exhibition, Patterson performed Paper Piece, Décollage
for Wolf Vastell (1961), Situations for Three Pianos (1960),
and Duo for Voice and a String Instrument (1061, with Wil-
liam Pearson, a noted African American bass-baritone
who raught at the Robert Schumann Conservatorium in
Diisseldorf). Later he would present Variations for Double
Bass (1961) for the opening of an exhibition of work by
Mimmo Rotella and a short program of action compo-
sitions in conjunction with an exhibition of works by
Daniel Spoerri, also at Galerie Haro Lauhus, Patterson's
use of the annotated score format became more preva-
lent during this period, in part because it helped him to
render notations of action visually as well as to emphasize
the concept of chance and indetermination in the pre-
sentation of action as performance.

It would not be until the creation of Lemons (1961),
however, Patterson's first opera, that he would success-
fully bridge sound with visual and kinetic material. His
presentation at Studio Vostell in Cologne marked his
first interdisciplinary project, integrating music provided
by Patterson and Pearson; dance performed by Gisela
Olroth; and deconstructed paintings by Vostell The suc
cess of Lemans propelled Patterson to extend his thinking
beyond the confines of music and into areas of poetry,
theater of spectacle, and the visual arts. To fully realize
this interdisciplinary approach in his work, in 1961 he
decided to leave Cologne for Paris, where he felt thar he
could extricate himself and his practices from the narrow

framework of experimental music.

Radlical Presence: The Birth of Fluxus

Commuting between Paris and West Germany, Patterson
began working with George Maciunas to help organize
and perform in a series of concerts and events in Ger-
many and beyond. Maciunas, Lithuanian by birth and
living in New York, already knew many of the artists who
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participated in the performances at Mary Bauermeister's
studio. The idea of staging concerts featuring experimen-
tal music and events was a direct response to the success
of the counterfestival. They would help capitalize on the
moment and momentum as well as providing additional
outlets for the groundswell of experimentation. Many
artists who had participated in the events ar Bauermeis-
ter's studio were still living in Germany, concentrated in
pockets around Cologne, including the cities of Dussel-
dorf, Wuppertal, Hamburg, and Wiesbaden.

String Music, 1960
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The first of these concerts was Kleines Sommerfest:
Aprés John Cage, organized by Maciunas and featur-
ing performances by Pacterson, The event was held
at Galerie Parnass in Wuppertal. At the event, Maci-
unas gave the lecture "Neo-Dada in Music, Theater,
Poetry and Art," a kind of manifesto for new practices,
as a prelude to the evening’s performances. In truth,
the event, in Patterson’s words, served as the “unoffi-
cial birth" of Fluxus.® Patterson also performed at the
Neo-Dada Music Concert at the Kammerspiele in Diis-
seldorf. The concert, organized by Paik, featured Pat-
terson and Tomas Schmit performing their own works
as well as works by George Maciunas, George Brechr,
Dick Higgins, Toshi Ichiyanagi, Jackson Mac Low, and
La Monte Young. Drawing upon the constellation
of artists whose works were featured at the events
in Wuppertal and Dusseldorf as well as the counter-
festival in 1960, Maciunas would begin work on a much
larger festival to be held in September. He enlisted the
help of Patterson, Emmett Williams, and Wolf Vostell to
construct the foundation for what would become the
historic Internationale Festspiele neuester Musik, held at
the Stadtisches Museum in Wiesbaden in 1962.

The presentation of an event at the municipal museum
not only served to validate the ideas and practices of
Fluxus but also shifted its ideology from the margins of
a "subculture” to the center of high art. Keenly aware of
this opportunity, Maciunas sought to extend the pres-
ence of this radical group. He worked with Patterson, Wil-
liams, and Vostell to organize a festival to be held over
two weeks. To promote the festival, Williams, then editor
of the travel section of the US. Army’s daily newspaper,
Stars and Stripes, interviewed Patterson about the sched-
uled events. This interview would become the first article
about Fluxus to be published. Similarly, the first ilm doc-
umentation of Fluxus, news coverage by a local German
television station, featured Patterson's performance of his



composition Variations for Double Bass. Varniations and
Philip Corner's Piano Activities (1962) were provocative
in that they directly challenged the traditions of classi-
cal music in their seemingly reckless abandon and their
attacks upon the instruments themselves. The presenta-
tion of Patterson’s compaosition Paper Piece would also
prove significant in that, for the first time since Cabaret
Voltaire (founded in Zurich in 1916), the great divide
berween audience and performer would be challenged "
The work, once initiated by the five performers onstage,
spread outward into the audience, who were no longer
passive spectators but active participants—crumpling,
tearing, folding, and waving paper. Patterson recalls: "It
was by accident but was incorporated into the compo-
sition and subsequent events—a happy happenstance.
The event, which began onstage, suddenly worked its way
into the audience. And, so this is how it would be from
that point forward."

Also happenstance was the use of printed copies
of the now iconic manifesto written by Maciunas. The
text was read by Giuseppe Chiari at the beginning of the
concert, and copies were then thrown into the audience,
which subsequently used these sheets of paper to par-
ticipate in Paper Piece. While Fluxus concerts continued
throughout 1962 and into the following year, Patterson
left Paris, returning to New York. Several of his compaosi-
tions, however, continued to be performed in absentia,
including Paper Piece, along with Septet from Lemons
(1961), among others. In fact, in correspondence with Pat-
terson from 1963, Maciunas reported the success of find-
ing the requisite teakettles and hot plates for presenting
Septet from Lemons for the Fluxus concert in Stockholm.
While many of the artists working in Europe would also
decide to return to the United States, specifically New
York, for Patterson the sense of solidarity and shared
purpose of his early years in Europe would never fully be
reconstructed.
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| feel most colored when | am thrown against a
sharp white background.
—ZORA NEALE HURSTON™?

Patterson returned to New York amid the backdrop of
complex social, cultural, and political events both in
Europe and at home. Germany had been divided by the
Berlin Wall. The war in Vietnam, which began in 1959, was
escalating. And European colonies in Africa were fight-
ing, successfully so, for their independence. In the United
States the civil rights movement was gaining momentum
despite political setbacks. The violent responses to stu-
dent sit-ins and voter registration events in the South had
all but solidified the necessary political resolve to sign civil
rights measures into law,

Patterson did not see his artistic engagement with
Fluxus as antithetical to the social and political issues at
home. After all, Maciunass early manifesto was predi-
cated upon an ideology of revolution—social, cultural,
and political. Breaking with the conventions of society
was part and parcel of what this “radical” band of artists
had ser our to do, and their actions, while rooted in art,
took aim at the greater sociopolitical and cultural hier-
archies of the day. Although there was consensus and
solidarity around opposition to the Vietnam War and
other palitical causes of the time, that solidarity seemed
to wane in the year of his return, especially in regard to
civil rights.

The year 1963 was a major turning point in the civil
rights movement. And while Patterson’s decision to
return to New York was not prompted by this critical
moment in history, it became paramount for him to
participate. This impetus, however, was not shared by
those of his Fluxus colleagues who were living in the
United States.'* This sorely disappointed Patterson, who
for the first time felt the corporeal reality of his blackness
among his liberal friends. Though he cited his sometime



discomfort as an “"other” living in Germany in the early
1960s, he had always felt an unfettered comfort among
this diverse and international constellation of artists with
whom he shared a radical pracrice.

In the book Postface, Dick Higgins marvels at Patter-
son’s ability not to be tethered to the preconceptions of

race:

And so Patterson married and went to France, as
he had gone from the US. before, where he did
not want to be a “negro artist” but just one Hell
of a good one and, among other things, a negro.
Only James Baldwin and Benjamin Patterson have
ever attained that proportion. Actually Patterson’s
way of using periodic repeats and the blues feeling
that this produced being so ingrained and natural
struck me so much that when he first sent me a
copy of methods and processes, | wrote to hirm and
guessed he was a negro. But considering this does
not get one very far with what he does. The main
thing is that his work acquires a remarkable unity
with our lives as we absorb and forget it. It seems
oddly ethical, oddly concrete.'s

Although Patterson was not bound by race, he was
neither indifferent to it nor insulated from the racial
upheaval at hand. He participated in the March on Wash-
ington for Jobs and Freedom in 1963. He understood the
ideology behind Fluxus to be about revolution, and since
the March on Washington was about revolution, he was
unclear as to why he stood alone. Ultimately issues of
race forced a particular reality upon the artist, not unlike
the feeling of being a “stranger in the village” described by
James Baldwin.’® In “I'm Glad You Asked Me That Ques-
tion," his self-interview published in the present volume,
Patterson recounted the incident, adding, “But now |
recognize that we simply did not share the deep-rooted
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(albeit hidden) alienation that | lived with as the only
black in this crowd”

As Higgins noted, Patterson did marry in Europe
and moved back to New York, and this forced another
reality upon him, one of economics. Now a father, he
determined that gainful employment was more of an
imperative than taking down the status quo through the
anuics and actions of Fluxus. Although he would continue
to participate in numerous events presented in New
York under the banner of Fluxus (including meeting with
Ceorge Brecht and Robert Watts to plan the Yam events),
Patterson soon withdrew from the group in search of an
“ordinary life" Enrolled in Columbia University, he earned
a master’s degree in library science and worked as a refer-
ence librarian for the emerging performing-arts division of
the New York Public Library at Lincoln Center. There he
began organizing "new music” concerts. The experimen-
tal nature of the music proved problematic, however, and
the quiet life of a librarian that he envisioned was short-
lived. Patterson's passion for new music and his ability to
provide composers and musicians with opportunities to
present their work resulted in his development of his own
music management company, Ben Patterson Limited.

Parterson’s passion and administrative acumen virtu-
ally ensured that the ordinariness that he sought in his
professional career would be elusive, and he went on
to develop an extensive professional resume as an arts
administrator. He was author of a program for the New
York State Council on the Arts to sponsor performances
for "new music” composers; deputy director of the
Department of Cultural Affairs, City of New York; director
of several music organizations; director of development
for the Negro Ensemble; professor and chairman of the
Department of Performing and Creative Arts at Staten
Island Community College; and arts consultant par excel-
lence. Patterson was even principal fund-raiser for the
historic meeting of the South African political arms of



the African National Congress and the South West Africa
People’s Organization at Riverside Church in New York
prior to the release of Nelson Mandela and the advent of
the all-race elections in that country,

Despite the passing of twenty years and impres-
sive professional achievements, Patterson’s self-imposed
“retirement” from Fluxus was nearing an end. Although
he reemerged for the perfunctory anniversary events, it
would not be until 1988, with his solo exhibition at the
Emily Harvey Gallery in New York, that Pacterson would
resume his artistic career. The exhibirtion, simply ttled
Ordinary Life, was a mature articulation, drawing equally
on the tongue-in-cheek Fluxus humor of the 1960s and a
more astute awareness of the political and social dynam-
ics of contemporary times. The intermedia nature of the
exhibition—which included painting, sculpture, and
installation work—also denoted a profound evolution
beyond the artist’s earlier forays into interdisciplinary
practices.”” Early antecedents incdluded not only the art-
ist’s extensive performance work, which would become
the bedrock of his practice, but also annotated scores,
the opera Lemons, and seminal work initiated in Paris in
1962.'% Patterson’s brief time in France would prove for-
marive in that it allowed him the opportunity to fully
explore conceptual practices that would integrate music
and performance with literature and the visual arts, While
the limited scholarship on Patterson’s work has focused
on his early compaositions for action, which | will revisit
here, it is equally essential to look at the artist’s early and
subsequent visual art practice.

Constructed Operations: Action Poems and Instructions

The opera Lemons broadened Patterson’s conception of
his work beyond the framework of music, although music
would remain central to his practice. While the use of
the libretto or operatic narrative would prove a natural
extension of his work as a classical musician, it would also
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open the door for the artist to embrace literature, and
more specifically poetry, as a vehicle of action or perfor-
mance. Conflating the device of compaositional scoring
with concrete poetry, Patterson would also incorporate
imagery to further reinforce instructions for movement
or to psychologically interrogare the disconnect between
image, idea, and ideclogy.™ In 1962, with the assistance of
Daniel Spoerri, he would self-publish his first and most
significant book of poetry, Methods and Processes.

Patterson’s first poem appears on the cover of the
book: the phrase "grasp here” is positioned in the lower
right-hand corner, accompanied by a bold black line origi-
nating from the lowest point of the corner and arcing to
the left with an arrow at its tip, denoting the action of
trning the page grasped berween one's fingers to the
left. This device is subrtle in that it makes visible an action
rarely dissected: the simple act of turning a page while
reading a book. Within the book, short poems—some
no more than a few words or lines long—ask the viewer
to perform actions:

discover interesting sound
capture it
preserve it

perform it

In Methods and Processes, Patterson transforms the act of
reading from one of passive engagement in imagining to
one of active engagement and performance.®

As with his scores for actions, Patterson grew prolific in
creating "action poems.” In addition to Methods and Pro-
cesses, he would produce several artist’s books, including
Untitled (A Case for Bombing Pause) (c. 1962; p. 44) and
ABCSs (c. 1967 p. 43). The artist would also begin a col-
laboration with the artist Lourdes Castro, the founder of
the alternative arts magazine KWY. Together they would
produce two publications: a volume of the magazine fea-
turing several poems from Methods and Processes and a



special edition called Prints and Comments (1962; p. 44),
which featured new poems by Patterson in response to
images created by Castro.

Patterson would also collaborate with Rabert Filliou,
a fellow artist within the constellation of Fluxus, in the
presentation of his puzzle-poems. As the name sug-
gests, puzzle-poems were at the simplest level puzzles.
The viewer had to literally put the pieces of the poems
together to read the work. These stand-alone pieces were
made of cardboard, onto which words and images were
collaged recto and verso. The collages were then cut into
pieces like actual puzzles and were often placed in ready-
made containers such as discarded food or other product
packaging. The imagery—drawn from fashion magazines,
newspapers, and printed advertisements—threw into
sharp relief the burgeoning generational, social, and polit-
ical divides of the 1960s. The works showed images of
famine in Africa, shocking scenes from the Algerian War,
fashion, disaffected youth, and political and religious lead-
ers. Juxtaposed with collaged words and phrases drawn
from similar sources, these images provide oblique com-
mentary on the cultural, social, and political tensions of
the day.

The puzzle-poems demanded not only a performative
dimension but also engagement. Patterson’s collabora-
tion with Filliou in presenting the works paralleled the
participatory constructs of his earliest work, Paper Piece,
in that the work was put out into the public realm, where
the spectator became a participant. In his self-interview,
Patterson recalls: "It was only toward the end of 1962,
when | was living in Paris, that | began to make visual
objects, works that | called ‘puzzle-poems.’ Robert Filliou
liked these works very much and offered me an exhibi-
tion of miniature ‘puzzle-poems’ in his Galerie Légitime,
which was located on top of his head under his hat. Since
such a gallery obviously had grear mobility, we decided
that for the ‘opening’ we should go to the public rather
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than asking them ro come to the gallery” Patterson and
Filliou traveled Paris over a twenty-four-hour period by
foot, metro, and bus, encountering thousands and sell-
ing puzzle-poems from Filliou's berec-cum-gallery, Con-
ceived as prelude to the upcoming Fluxus concert, the
event would become Patterson’s first exhibition in France,
It also became a means of widely distributing his poems
across the city to people of diverse backgrounds and
experiences.

After his return to the United States, Patterson made
only a few more puzzle-poems but continued to create
artist’s books and a limited number of mail art pieces.
His mail art, created by collaging printed matter, echoed
the politics of the moment as well as the pulse of New
York in the early 1960s. His artist's books, in contrast—
initially created using repurposed cast-offs, detritus, and
discarded consumer items—served the duality of chal-
lenging the hierarchy of art through the use of everyday
materials and allowed the artist (who had been trained
as a musician) to create a significant body of visual art.

Necessary Objects: Into and Out of Actions
From the beginning of his artistic career, Patterson’s
work has existed primarily in the intangible realm of
performance. Much of the focus of his artistic produc
tion has been his scores for actions or documentation of
these actions. As works such as the puzzle-poems and
the artist’s books indicate, however, his practice has also
embraced the creation and use of the object. Drawing
upon early twentieth-century concepts of the readymade,
as popularized by Marcel Duchamp and Kurt Schwitters,
Patterson has developed a substantial body of works,
some designed in the service of and as relics of performa-
tive actions; others, as stand-alone objects.?!

Early evidence of Patterson’s interest in the object as
residual or evidence of performance can be seen in several
of his earliest action scores, including Septet from Lemons



(1961), in which teakettles filled with water are heated to
inflate balloons attached to the spouts. The inflated bal-
loons are then targeted by a series of participants using
darts. Solo for Dancer (1961) required a pulley, with which
a dancer would try to hoist herself up until exhausted,
and Pond (1962; p. 155) employed mechanical toys on a
grid drawn in chalk on a floor, to determine a sound, its
duration, and its volume,

While there are precedents within the Fluxus move-
ment for the creation of works as residuals of actions,
it is also productive to think of Patterson's work within
the framework of Nouveau Réalisme. In Paris, Patterson
formed a close relationship with Daniel Spoerri, who
is associated with both Fluxus and Nouveau Réalisme.
Spoerri was formally trained as a ballet dancer but soon
wrned to the avant-garde practices of the day. The two
met almost daily over coffee or wine during Patterson's
yearlong residence in France. It was Spoerri who encour-
aged him to publish Methods and Processes and who
introduced him to Rabert Filliou. The concept of distrib-
uting his puzzle-poems in a "happening,” under the aegis
of Filliou's Galerie Légitime, appropriately places Patter-
son's use of the readymade within the concentric spheres
of these complementary practices. Many of the artists
affiliared with Nouveau Réalisme rejected painting in
favor of making assemblages from everyday objects, but
above all their work is characterized by "the primacy . . .
placed on the act, both in the production of objects for
exhibition and the execution of performative actions.'2

After his recurn from retirement, Patterson would con-
tinue to create objects both as props in the service of
performances or actions and, conversely, “out of actions,”
as residuals of performances. The present exhibition
includes several striking examples of works created out
of actions. Smoker’ Rights (1988; p. 78), for instance, is an
object that was transformed into an artwork after the
artist had completed a series of actions, such as removing
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a cigarette from its package, lighting it, drawing upon it
and then affixing it onto a bottle rack. In this work, action
and duration Agure prominently, as does the transforma-
tive impact of performance upon the object. Likewise,
Fiying Bass (1989-2002) was created after the artist per-
formed upon the double bass over a period of five years.
After each performance, Patterson would document the
experience with a short narrative written directly onto
the bass, creating an accumulated history of experiences.
After the written narrative had consumed the surface of
the instrument, he added wooden wings accessorized
with small torches to simulate the double bass’s trans-
formation into a urbojet. In its present form, the piece is
suspended from the ceiling to create the illusion of the
instrument in flight (p. 105).

Another work created out of an action is Two for Vielin
dafter Nam June Paik’s One for Violin (1991, p. 87), n which
Patterson performed Paik's 1962 action score One for
Violin Solo. The violin is lifted slowly overhead and then
smashed upon a table or another solid fixcure, Patterson,
however, extends the life cycle of the object by assem-
bling its fragments as still life. Closer to his own origins as
a classical musician, Patterson has created a number of
functioning musical instruments that he has used in per-
formance. The sculptures Cello (Yellow), Cello (Red), and
Cello (Blue) (2003; p. 99) were composed by assembling
birdhouses to push brooms, then adding steel wires and
frets. While limited in their range of notes, the cellos are
functional instruments, and Patterson used them in his
performance of the compositional work A Clean Slate
(200 p. 201). In 2004 Patterson embarked upon a trans-
Siberian journey to celebrate his seventieth birthday on
top of Mount Fuji. The journey itself became a perfor-
mance work, and the chronicled events, an object. Writ-
ing on time cards, he chronicled his monthlong journey
in dated entries. The cards were set into a rack and left to
exist as a residual of the event (p. 101).



In his early practice Patterson also exhibited leanings
toward creating objects to be used either as props for per-
formances or as devices to engage the public in an action.
Early precursors of his use of objects as devices for action
and audience participation include his puzzle-poems as
well as a series of objects that he would create prior to and
in the aftermath of his "retirement.” Beyond the puzzle-
poems Patterson created a body of work in the early 1960s
under the rubric of Instructions. instruction No. 2 (1964;
p- 60), probably created for one of Maciunas's Fluxkits,
provides a paper washcloth and novelty soap within a
box. Upon the washcloth is stenciled, “Please wash your
face” Patterson also created other instruction works,
including a series of instructions in the form of dance
diagrams. Instruction No. 1 (1964; p. 58) is a dance diagram
composed of several large sheets of paper with the out-
line of shoes with stenciled numbers arranged across each
sheet. Patterson and audience members performed this
work at Maciunas’s Flux Concert held at his Canal Street
loft. Also included in this early body of work were a num-
ber of "examinations” that Patterson would ask his audi-
ences o take.> Audience members were asked to “define
and elaborate [on]" their attitudes toward death and
dying, as well as art making as a durational, ephemeral,
and elusive concept. Patterson would keep completed
exams as documents of his performances, and several
are presented in this exhibition. While his “examina-
tion” works were accumulated and presented as objects,
Patterson employed other sculptural objects designed
to engage the viewer. One such work is Uncle Ben'’s Art
Shoppe (1992 p. 88), an old-fashioned toy dispenser thar
he repurposed as a mechanism to “sell” his art. Viewers
were invited to insert a coin and turn the knob, and the
machine would dispense an original work of art.

Patterson also creared several large-scale installations
that mimicked ordinary social contexts, an aspect of his
practice that presages the artistic tendencies of the 1990s
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that Nicolas Bourriaud discussed under the rubric of
“relational aestherics."** The first of these works was Ben's
Bar, initially created at the Salvatore Ala Gallery in New
York in 1990. The installation, a functioning bar, featured
a wooden bar, padded wall panels, tables, chairs, and a
three-panel mirror with one of the following phrases—
"to be heard,” "to be seen” “to be there"—written in vinyl
across each panel. Patterson also designed a drink menu
and served as the bartender, engaging the public as they
ordered their drinks. The bar was reinstalled at the Ala
Gallery in 1994, before being shipped to Germany, where
it was first installed at the Friends of Fluxus Society in
Wiesbaden. After the society closed its doors, the work
was relocated on permanent loan to the Nassauischer
Kunstverein in Wiesbaden, where it continues to function
as a bar. Ben’s Bar typifies later performance works in the
artist’s repertoire, which are discussed later in this essay.

Another large-scale installation that typifies Patterson’s
eye toward participatory engagement is Blame it on Pitts-
burgh; or, Why | Became an Artist (1997; p. 95), which has
been reconstituted for the present exhibition. To creare
this work, Patterson sat for nearly twenty-six sessions with
a psychotherapist, who analyzed the artist’s life for clues
as to why he became an artist. Patterson tape-recorded
the sessions and reconstituted the fragmented narratives,
combining them with photographs from his life as a child,
youth, and adult. Text and images were then silk-screened
onto large Plexiglas panels and hung in a darkened room.
Viewers are asked to take a flashlight and essentially walk
through the mind of the artist.

Stand Alone: Readvmades

In addition to objects created for and out of actions, Pat-
terson has also produced a substantial body of stand-
alone assemblages and readymades. Early examples of
readymades can be seen in a series of books that he
created in the late 1960s, such as Speed of Light (1965),



Valigetta (1966), and The Book of Genesis (1969; p. 64).
Combing through junk shops and often simply walk-
ing through the streets of New York, Patterson found
objects that he would later use in the creation of works,
He would minimally alter the found objects through
the use of text or by juxtaposing the piece with another
object to create an illusion around it. an alternate narra-
tive of its origins and purpose. This would be true of other
books that the artist would create in the late 1980s, such
as Joyee and Eugene (1989; p. 66), in which he combined
two found diaries of young girls, placing them side by
side to create the illusion that the girls knew each other
and shared experiences; Nearly-Ninety (1989), consisting,
of jewelry placed in velvet bags and then placed in a tin

reminiscent of a safe deposit box in a bank vault to give
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Smokers Rights, 1088

the illusion of wealth and preciousness; and Aphrodisiacs
(1990; p. 67), a small valise hlled with vials of love "portions.”

Perhaps the most visually arresting of the stand-alone
sculptures that Patterson created utilizing the concep-
tual framewaork of the readymade are the “tackle boxes”
that he made between 1980 and 1981 An avid Asher-
rman, he ties his own fishing lures, and he began produc
ing them as artworks, meticulously crafting each lure to
communicate with, critique, and engage the viewer. In
Hooked (1980), he used a tackle box as the container for
a succession of lures made from materials as disparate
as a hotel key ring or one of his own neckties, so that
the work becomes a self-portrait. Less autobiographi-
cal, Trout Bag (1981 p. 74) contains ten lures that Patter-

son handcrafted using found materials. The |ures, each



contained in a separate plastic box, are meant to evoke
the idea of a customized store-bought lure. With names
like Darthvader, they provide a snapshot not only of
Patterson's life and interests but also of popular culture.
There is an origami swan lure as well as a reindeer lure
created using woven bits of plastic string (a popular craft
activity in the late 1970s).

While much of Patterson’s work employs humor,
some works also train a critical eye on social and politi-
cal issues. This is true of the assemblage works that the
artist produced in the late 1980s, after a decade of con-
servative political policies. The Subway Paintings (1990)
were created using advertising cards that Patterson would
collect on his evening subway rides. The advertisements

Trout Bag, 198 (detail)
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were altered by adding found abjects within and outside
the frame of the text and images. The issues confronted
within this body of work include immigration, unplanned
pregnancies and women's reproductive rights, education,
imperialism, and class structures. Among his most pow-
erful works from this period is Hell on Wheels (1988), a
childs desk covered in padded camouflage cloth, The
work is poignant in its support of education as a means
to empower the masses,

Patterson pays homage to the avant-garde in A Short
History of Twentieth-Century Art (1993; pp. 89-92), whose
four panels with assembled objects and plastic lettering
acknowledge the seismic shifts in art practice and the
seminal artists who forever altered the various disciplines.
It reads in part: "Since John Cage, this is music. . . . Since
Merce Cunningham, this is dance” More recently, Pat-
terson has created other works that pay homage to his
colleagues in the art world. Fluxus Constellation (2003;
p. 100) celebrates the international artists who were
part of the vast network of Fluxus, The artists are pro-
filed by their astrological signs, which are silk-screened
and stretched over domed lights. As with a constellation
of stars, the lights alternate as if mimicking the pulsing
patterns of stars in the heavens. In Fluxus Constellation,
Patterson provides insight into his ability to use the ready-
made or found object and transform it into something
through subtle manipulation and by shifting its context
through assemblage. In extending his practice, however,
he also transformed an ordinary object into something
extraordinary.

Transference: The Ordinary as Extraordinary

Patterson has not often been afforded the opportunity to
work with precious materials, but when he has, the results
have been nothing short of visually arresting. In the past
decade he has worked in factories and in collaboration
with artisans, particularly in ltaly, to realize a number of



projects. The first of these works was commissioned
by Francesco Conz of Archivo Conz. Marble Hat (1991)
is a panama hat that was meticulously crafted from the
famed Carrara marble from the region of Verona, where
Conz resided. Upon first glance the piece seems artifi-
cial, but the pristine guality of the white marble proves
otherwise. The weighty marble stands in marked counter-
balance to the virtual weightlessness of the straw ordinarily
used to make such hats. In using marble mined from
the same quarries that produced the material used by
Michelangelo some five centuries earlier, Patterson trans-
forms our perception of an ordinary object.

Over a period of years, Patterson has also collaborated
with Massimo Lardiano. Working in glass, the two have
created numerous works, two of which appear in this
exhibition: Il primo segreto della grappa (1994; p. 93) and
A Nose for Wine (2008; p. 103). Patterson engaged twelve

close friends in the creation of the latter work, Carefully

casting their noses with modeling clay, he then worked

Marble Hat, o1

CASSEL OLIVER
29

with his collaborator to create "portraits” in glass by incor-
parating the molds taken from each into wine bottles.
Recently Patterson was again commissioned by Fran-
cesco Conz/Archiva Conz to create an edition. Using
plastic toy tools as ready-made molds, he cast them
in silver. The transformation of a child's toy into a pre-
cious object placed in a jewel box underscores the artist’s
astute insight into society and its values. Tongue-in-cheek
humoer, dry wit, and haiku-style commentary on the social
and polirical landscape characterize Patterson's work in all
media, whether objects crafted in precious materials or

ephemeral performances.

Performance Revisited

While a more thorough examination of Patterson’s per-
formance work and its legacy is presented by Charles
Gaines in his essay for this catalogue, | would be remiss
in not discussing performance within the larger context
of Patterson’s work. Throughout Patterson's career his
performance work has been predicated on "scores,” or
“instructions,” for action. While there are a few excep-
tions, it is important to note that at the outset of his
career, terms like performance artist simply did not exist.
What scholars and curators who focus on contemporary
art have come to accept as a given was established in
part because of Patterson’s practice and the endeavors
of those around him. His collection of scores—Benjamin
Patterson: "The Black and White File" A Primary Collection
of Scores and Instructions for His Music, Events, Operas,
Performances, and Other Projects: 1958—1998, which he
self-published in 1999 (p. 165)—provides a succinct over-
view of the artist’s practice over a forty-year period. Upon
review of this collection and in the context of subsequent
wark, several observations surface, the first of which is
that one can easily trace Patterson's evolution as an
artist, his interests and preoccupations, through the

scores presented in the volume. This is markedly true in



reviewing works from the early 1960s in which he Auc
tuates berween graphic scores and scores for actions as
a means to create indeterminacy; from the mid- to late
19605, when his investigations into psychoanalysis hg-
ure prominently; from the late 1980s, when scores were
designed as an elaborate staging for public interven-
tions or as devices to engage unsuspecting audiences,
as in The Chinic of Dr. Ben (BM, MS) (1992; p. 200) and
his travel agency, Reisebiiro Fluxus (1994); and from the
late 19905, which saw a return to iconic classical works.
In the aforementioned works, Patterson uses common-
place venues to stage his artistic interventions. For The
Clinic of Dr. Ben, the artist used a former doctor’s office
in downtown Wiesbaden to set up a makeshift practice.
The public. some knowingly and others inadvertently,
found themselves engaged in an artwork that included a
brief examination and a very lengthy diagnosis that bor-
dered upon the absurd., In Fluxus Reisebiiro, Patterson set
up a tourist office in the window of PrivArt Gallery, near
the train station in Wiesbaden. Visitors to the gallery and
those passing by could book travel to see Fluxus sites
in France, Germany, or ltaly. The price points varied for
each location, but the engagement was real, and those
who booked travel were not merely treated to a tour but
also given the opportunity to participate in various Flux
games and performances, such as the artist's action score
First Symphony (1964), in which, for a short period, guests
were led blindfolded through the streets of Verona.

A second abservation is that Patterson has continued
to experiment with modes and formats for presentation
that determine not only duration, volume, and tempo,
as in his earlier works, but also “place” Site-specificity
becomes important as a political, social, and cultural
device for framing the work. Kohler Koffer (1999; p. 98),
a performance work, is predicated upon both place and
time. The work was prompted by the political scandal
involving illegal campaign contributions that snared
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former German chancellor Helmut Kohl and his con-
servative Christian Democratic Union. The work was
conceived as a public intervention in which the arc-
ist walks the streets wearing a black fedora and over-
coat and carrying a briefcase, advertising his "cleaning
business” to those he encounters. Another work about
place as figurative and literal site of engagement is The
Museum of the Subconscious (1996). This work, in which
Patterson performs in the role of curator, offers mem-
bers of the public the opportunity to donate their
subconscious upon their deaths. With more than two
hundred pledged to date, Patterson has dedicated not
only a site in Namibia but also a second site in Tel Aviv
and, most recently, a third, at the site of a condor’s nest
near the banks of Rio Candelaria in the Salta Province
of Argentina. In conjunction with this exhibition, Pat-
terson will create a fourth site in Texas and, during the
period of the exhibition, accepr applications from visi-
tors who wish to make a donation, Part performance
and part haiku to mortality and spirituality, The Museum
of the Subconscious interrogates site as poetic and poly-
dimensional but ultimately unknowing,

A final observation regarding Patterson's performance
work s his return to his classical foundations as an act of
reclamation. Notable in this respect is his reconfiguration
and distillation of operas, beginning in 1994 with Mau-
rice Ravel's Boléro, followed in 1997 by Giacomo Puccini’s
Madama Butterfly, Georges Bizet's Carmen, and Richard
Wagner's Tristan und lsolde. In distilling these iconic works,
Patterson transforms their respective librettos into Cliffs
Notes for performance. Each work, which portrays the
dynamics of love and longing, is reduced to a duration
between eight and twenty minutes, with Patterson, actors,
and the audience participating in the performance. With
these performances, Patterson continues the deconstruc-
tion of classical tradition that he began in the early 19605
in an effort to make these works accessible, even relevant



to new generations. lronically the artist is also reframing
these narratives ta highlight their humble origins, which
include short stories. folkloric myths, and vaudeville. In a
very peignant way, Patterson’s desire to deconstruct and
dematerialize what could be deemed elite structures reaf-
firms his practice as one still very deeply rooted in Fluxus.

Within the strictures of an ethics of dematerializa-
tion, Parterson disappears, He reemerges in repub-
lication, in enactment, in repertory, by way of the
recording and its digital and cybernetic reproduc
tion—the para-ontological remains of Patterson’s
performances, which take the form of a sifting of
and through remains, a continual serving of left-
overs, of fucked-up, funny, generatively unfunky
licks and pieces of licks. Matter is art's embarrass-
ment; enjoyment is its shame. This double illegiti-
macy betrays so much of what is valorized under
the rubric of Fluxus, which moves within a disin-
genuous forgetting of this fact, which is, in turn,
disingenuously and sometimes profitably forgotten.

—FRED MOTEN?®

Benjamin Patterson is one of the grear visionaries of our
ume. In the early 19605, when he first emerged as a mem-
ber of the avant-garde, his presence was radical not only
because of his identity as an African American but also
because of his innovations in music, action, and spectacle.
Although Patterson was a participant in the inception
and birth of Fluxus and a contributor to its development,
he rarely Agures prominently in books and articles on
the movement published outside Germany. Neverthe-
less, his nation of “action as composition” was seminal
in belping to define and shape our understanding of
Fluxus, arguably the most groundbreaking experiment
in the history of art. Fluxus gave rise to many of today's
contemporary art practices—from Conceptualism to
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Minimalism to performance art to interdisciplinary and
multimedia forms of art and beyond. Patterson’s prolific
work in the 1960s provided a blueprint for contempo-
rary practices, particularly in the arenas of performance
and engagement within social contexts, His influence
has also helped to shape a generation of younger artists,
among them Clifford Owens, Rodney McMillian, and
Xaviera Simmaons. Moreover, Patterson's work as a music
manager and administrator, particularly for the Depart-
ment of Cultural Affairs in New York City, provided both
advocacy and financial supporr for the burgeoning yet
still underappreciated genres of experimental and new
music in the early 1970s. His influence on experimental
music and performance alone justifies his inclusion in the
art historical canon.

Pacterson's legacy, although still underappreciated, has
been building gradually over the decades. The recognition
that he has received is due in no small part to the exem-
plary efforts of scholars like fellow Fluxus artist Geoffrey
Hendricks, who until his retirement persisted in teaching
the totality of Fluxus. Patterson himself has also played
a significant role in ensuring his growing recognition.
As one of the last surviving members of its core group,
he has been an ambassador not only for his own work
burt also that of others who embraced the practices of
Fluxus. His relevance to and imprint upon contemporary
art practice—particularly performance art, experimental
music/sound art, and visual are—is ungquestionable. And
s, in an ironic twist, it is fitting that a retrospective of the
artist’s work should be mounted in Houston, a city that
in 1956 refused to include him in its archestra because
of the transgressive nature of his presence as a lone black
figure upon the stage®* While Patterson did not succeed
in breaking the race barrier in US. symphonies in the late
19505, he did help to usher in one of the most endur-
ing, inventive, and influential movements in twentieth-
century art. And that changed everything,
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1. Catherine Lord and Charles
Gaines, The Theater of Refusal:
Black Art and Manstream Criti-
cism (Irvine: Fine Arts Gallery,
University of California, 1003), 61.

2. See Patterson’s self-interview,
"I'm Glad You Asked Me That
Question,” in this volume,

3 I,

4. Milcon Cohen, “Space Theater|
Dimension, no. 14 (1963), Univer
sity of Michigan Bentley Histori-
cal Library.

5. |bicl.

6. Robert Morgan, "Stockhausen's
Writings on Musie,” Musical
Quarterly 61 (January 1975} 1-16:
reprinted in Musical Quarterly 75
{Winter 1901): 194-206.

7. Patterson recalled thar it took
approximately two hundred
hours of rehearsal time for the
instrumentalists to master Stack-
hausen'’s Kontakte (conversation
with the author, March 5, 20m0),
Paper Piece, which made use of
everyday materials, was second
nature for anyone to master,

2. Both publications were created
by Ivar Rakowirz.

9. Hannah Higgins, Flus Experi-
ence (Berkeley and Los Angeles:
University of California Press,
2002), 55, While Higgins mentions
Paper Piece, the work 15 not
analyzed in light of Philip Corner’s
Piano Actiwties. The analysis,
which focuses on the idea of
creating a visual gestalt of action
and the subject-object relation-
ship, is, however, also apropas.
Higgins also introduces Daviel
Michael Levin's concept of
‘metaphysics of presence” | would
like to extend this concepr to
encompass Patterson’s presence
an the stage as both metaphysi-
cal and, in his blackness, radical

10. See Ben Patterson Tells Fluxus
Stories {from 1962 to 2002),

? Records/Hundertmark, zo02
(compact disc). Patcerson
recounts hus involvement with
Maciunas and their work
together leading up to and
during the mounting of the
Internazionale Festspiele
neuester Musik in Wiesbaden,

n. For information on Zurich

and Dada and the precursors of
participation art before Fluxus,
see Rudolf Frieling, The Art of
Participation: 1so to Now (San
Francisco: San Francisco Museum
of Modern Art, 2008, 25,

12 Bemjamin Patterson, conversa-
tion with the author, August 1,
2010,

13- Zora Neale Hurston, “How It
Feels to Be Colored Me," in The
Best American Essays of the
Century, ed. Joyce Carol Oates
and Robert Atwan (Boston:
Houghton Mifflin, 2000), 6.

14. See Patterson, "I'm Glad You
Asked” Subsequent conversaticns
with the artist reinforced his
surprise and disappointment at
the lack of involverment of Fluxus
in the issue of equal rights for
blacks living in the United States.

15, Dick Higgins, Postface (Mew
Yark: Something Else Press, 1064),
59-G0.

16. See James Baldwin, Notes of a
Native Son (Boston: Beacon, 1955),
especially the essay “Stranger in
the Village,” in which Baldwin
recounts his experience of being
the only black living in a nural
European village, The psycho-
logical portrar is poetic, While
Pattersan was not living among
strangers in the rural towns of
the Alps, he does understand
that his colleagues could not
embrace the issues despite their
liberal leanings.

17. Intermedia, a term coined and
populanzed by Dick Higgins,
refers to works that combine
two or more disciplines,

18. Patrerson recalled thar while
he had created several scores
that incorporated the graphic
technique, he never embraced
these as anything other than
musical in scope (conversaton
with the author, February 17,
2010).

19. In writing about Parterson’s
poetry, | am focusing on the work
that predominated during this
period. Three were exceptions
and ather hybrid forms, including
the poem-score titled B. A, P
Regimental History (Fragments) for
fackson Mac Low in 1962-63. The
“human voice" completed the
wark, which was conceived 1o be
spoken.

20, Benjamin Patrerson, conversa-
tion with the author, August 2,
200, Patterson would later liken
these action poems to his com-
positions for action.

21. Patterson’s objects produced
as residuals of performances find
parallels in the "relics” thar artist
Chris Burden created in conjunc-
uon with his performance works
of the early 1970s. Burden was
cansidered primarily a perfor-
mance artist, but his performance
events vielded quite a number of
objects, including the rifie from
Shoot (1971), the bed from Bed
Prece (1972), and the nails from
Transfixed (1974). For a more
in-depth discussion of Burden's
practice, see Paul Schimmel,
“Leap into the Vaid; Performance
and the Object,” in Out of Actions:
Between Performance and the
Obyect, 1w49-1979 (Los Angeles:
Museum of Contermparary Art;
New York: Thames & Hudson,
1998), 94-99.
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22. Ibid, 31,

23. I a number of conversations
Patterson referred to his examina-
tions as “event scores." | have,
however, framed the actual exam
and the completed responses of
the participants as “objects.”

or residuals from the evenit.

24. See Nicolas Bourriaud,
Relational Aesthetics, trans. Simon
Pleasance and Fronza Woods
(Dijon: Presses du Réel, 2002).

25, This quoration was taken from
initial notes for the essay written
by Fred Moten for this catalogue.
It has been used with the permis-
sion of the author,

26. Patterson wrote in regard

to his exhibition in Houston:
“Recently, | remember that of all
the twenty or so conductors of
American orchestras for whom |
auditioned in the Spring of 1956,
only Leopold Stokowski—then
conductor of the Houston
Symphony Orchestra—really
tried to make a difference. After
asking me to play for nearly

2 hours (a normal audition is
finished within fifteen minutes)
i his sth Ave, New York apart-
ment, Stokowski said: 'l really like
your playing and want you to
come to Houston. But, you know
we have a problem. However,
1am going back to Houston 1o
fight with the Board of Directors
and see if we can't solve this
problem Thus, over the next
maonths | receved several rele-
grams, saying "We have anocher
Board member on our side’ ...
until a telegram in lace May,
reading ‘Very sorry. Last night the
Board voted “No.” This however,
was not the last telegram |
received from the Maestro. In late
July | received another telegram,
asking ME o “reconsider MY
decision nat to join the Houston
orchesira” and thar he was still

looking for a double-bassist!

It seems that the Maestro had a
fantastic ear for orchestral sound
and color, but was visually/
mentally ‘color-blind? He had
truly forgotten the ‘problem,
about which I had to remind him
in a return telegram. The ‘irony,
of course, is this retrospective in
Houston a half-century lacerr






Sophisticated Refuse:
Benjamin Patterson's

Cool Works on Paper

Unpresuming and eminently disposable, paper is an
unlikely marterial to select as a signature medium. Yet
twentieth-century artists have embraced paper for books
and prints, installations and performance. Compared with
major works collected by museums, sold at auction, and
shown in galleries, paper makes a direct, unmonumental
statement that is emblematic of the new. Among artists
associated with Fluxus in the early 1960s, Benjamin Pat-
terson was an early adopter of paper. He used it in per-
formances and as a performative medium for instruction
sequences and events. The works employing paper paral-
lel his musical compositions; often these came together

in the same piece.

Defining Words
The two heteronymic words sephisticated and refuse work
well to describe Patterson’s mindful selections of materials.!
They acknowledge the ambivalent content he presents
and the overarching importance of methods and pro-
cesses.? Sophistication, not a pure or original state, con-
veys seasoned knowledge with some extra wrinkles that
imply fixing or adulteration. Particularly in the book trade,
to sophisticate—the last syllable is pronounced “Kate"—
means to alter, doctor, or make up copies, which then lose
their authenticity as historical objects. In terms of Patter-
son'swork, it points to his subtle layers of meaning beyond
a facade of simple materials and basic presentations.
Refuse is both a noun and a verb. The noun refers to
something that is left over or discarded. As a verb, o
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refuse is to deny or be unwilling to comply. It positions
Pattersons negating response to traditional art, music,
literature, and performance. Unlike sophisticated, neither
use of refuse conjures images of the pleasant or the polite.
Patterson’s material could easily come from the wastebas-
ket or go into it. But his selection of refuse is purposeful, a
refusal to engage with major media. It is both a challenge
and a discipline to make something from whatever is on
hand. Notably mongrel, his works on paper could appear
to be superficial and spontaneous. Privileging process, the
activity of art itself is transformative. Works are frequently
on paper that was formerly something else: a magazine,
a newspaper, a postcard. There is an implicit change of
identity, but it is hardly ever like a butterfly emerging from
a cocoon or the male peacock flourishing his magnifi-
cent tail. Rather Patterson’s cutouts from popular maga-
zines are quietly provocative; occasional suggestive snips
are meant to disturb the decorum, As with Patterson’s
instruction pieces, made to be performed or just to be
pondered, simply viewing his works sets the mind eon
a path. These works are sophisticated because they are
composed, never just thrown together. They seem so
cool and casual that they fake you out in a positive way.

ABCs

As a serviceman stationed in Germany, Patterson used a
French-language children’s ABC coloring book as a scrap-
book in which he filed and pasted pictures and ephemera
alphabetically. Collecting material for the book, Patterson
engaged in an “old-lady” pastime, clipping articles or col-
umns from magazines and newspapers.

If you know your ABCs, it means that you know what
you're doing. Inside the cover of the coloring book is a
printed sheet on which the following phrase is repeated
in lines of type that get progressively smaller: “Der Erfolg
der Anzeige hangt von der Gestaltung ab” (The success
of the endeavor depends upon design). Each opening




presents its own picture cutouts, with collaged comments
or a small composition pasted in. lllustrating the range of
Patterson’s influences in his late twenties, ABCS (c. 1963,
p. 43) portends the array of media that feed into his work.
He used old postcards: “Bonne Féte” (Happy Birthday)
shows a boy holding a large pink bougquet pasted on a
foldout of the Alps from Paris Match paired with a poem
in German titled “flir Benjamin,” dated July 1961. On the

verso of B is pasted another postcard: "Bébé 4 vendre”

{Baby for sale). The page for the letter | holds a small col-
lage book with photos of Johnny Hallyday, the French
popular singer. On V is pasted a handwritten text for
Patterson’s project Rodens Ants (1960-62) on the back
of one of the images of ants from the project. This, "A
six minute activity of a number of ants in a park in Diis-
seldorf, Germany on an August afternoon is represented
through graphic reduction of a series of photographs
recording this event” Reuse and revision are ongoing
compositional strategies.

Patterson evades fantasy or silliness by frequently
making reference to current events, stressing the discon-
nects. He pairs a photo of Nikita Khrushchev on K with
an enigmatic poem, perhaps notes by a soldier, next to it:

Killed cow.
Wrecked plane,
Scared me.
Smich,

The scrapbook holds popular culture, news, and favorite
subjects. L has funny French cartoons abaour kisses, “Le
langage des baisers en dix-huit dessins” (The language of
kisses in eighteen drawings), and a phorograph of Eliza-
beth Taylor wearing very little, labeled “Liz" in red crayon.
Opposite, on the M page, is a large portrait of Miles Davis,
with Mao on the verso. From jazz to China, in essence this
is Ben Patterson’s world.
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P Is for Patterson

The page for P has printed phonetic pronunciations: pli—
pro—piv—pom—pur. Perfect for Ben's acoustic propensi-
ties, sounds are seen on paper. Pictures from magazines
show a father, labeled in red crayon "Papa” and “Pablo”
(Picasso). Clipped texts include; “pour rester jeune” (1o
stay young), "pour garder la ligne” (to hold the line), “Pour
avoir des mains irrésistibles” (To have irresistible hands).
“Post-Office Department” is pasted in the center of the

page:

Postal officials are working on a plan to help survi-
vors of a nuclear attack locate family and friends.
Survivors would register by past and present
address. A central office would collate the data, be
able to answer individual queries about the where-
abouts of all registered survivors,

En francais, P is for palette and papillon. Paste-ins include a
collage of a parking lot with miniature car shapes cut out
so that only silhouettes of autos remain and an excerpt
from Patterson's Project 457b, an 8%-by-n sheet with
typed text:

an anti-"passive-consumprive” action
a restatement of cause and effect as amended
by probability

The image at center left shows three collaged soldiers
holding swords on a seesaw, with notations in pen and
ink. The caption for the central soldier reads: “To the left:
for all other colors <----; to the right: for blue eyes only

The ABC’ scrapbook illustrates Patterson’s connections:
simultaneously simple and arcane, personal and political,
Unlike many of his Fluxus colleagues, he has always lived
and worked day jobs in the nine-to-five world, doing
library work, administration, and fund-raising, activities
that have supplied subject matter and media. The
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compilation of ABCS forecasts the paper formats that
he would use in later publications and performances.
Coincidentally, ABC's now shares the same archival box
in the Getty collections with a sketchpad ticled Untitled
(A Case for Bomhbing Pause) (c. 1962; p. 44). Combining
brief observations with Life-like photojournalistic images,
Patterson’s seven-page text points out beneficial effects
of suspending military activities for victims, soldiers, and
their families. At the end of the sketchbook is a score
with a photocopied one-page explanation, “Six transpar-
ent sheets having single straight lines, five having points.”
and a six-page handwritten score for amplifier, sarangi,
and tape recorder.

Acoustics and Surprising Sounds

Words, images, and music flow together. All Patterson's
waork is informed by his natural talent for music and his
engagement with sound. He plays the double bass, and
he is deeply absorbed in composition, In an interview
recorded in 2002 in Wiesbaden, Germany, he reflects on

Untitled (A Case for Bombing
Pouse). ¢ w063
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early Fluxus performances, stressing that many of the art-
ists involved were trained musicians, and emphasizes the
place of music in his own work. On the CD he has a bad
cold, so there is an additional chance element of sound—
throat clearing, coughing. The conversation proceeds
in competition with a recording of Richard Strauss’s Ein
Heidenleben (A Hero's Life). In the liner notes Patterson
mentions that the classical piece was his selection, At a
particularly loud moment of Strauss, Patterson speaks to
the question of whether his works are provocative, refer-
ring to Paper Prece: "If you announce that this is a quin-
tet for paper and start tearing up paper or throwing it at
the audience, you will be surprised. My initial interest in
making this piece was the sound of paper which was an
extraordinarily variable element.” He crumples a piece of
paper loudly into the microphone, producing crackling
sounds that drown out Strauss.*

Normally the bass player provides rhythm and color
in the background. For Fluxus performances and other
events, Patterson foregrounds his role as a composer
and musician, often playing solo. Sound contributes an
essential element, often paired with words. Patterson’s
compositions are not electronic or symphonic but rather
emphatically acoustic, whether they employ the sounds
of the double bass, crumpled paper, or dripping water.
Describing the goals of Fluxus in the same interview,
Patterson stresses protest against materialism in art, It is
not about buying and selling but about ideas or changing
people’s ideas. Thus manifestations of Fluxus are ideally
immaterial. The model is a performance or event that
could be experienced by a live audience with whom the
performers could engage spontaneously.

P 1s for Paper

Patterson'’s Paper Piece has become a canonical example
of a paper performance. His handwritten score, penned
in Cologne and dated August 1960, details the elements



of the paper-based work for five performers and varied
kinds of paper, including newspaper, tissue, heavy draw-
ing paper, cardboard, and three paper bags. Sounds of
paper are organized by timings, designated by quantities
of paper sheets, with onomatopoetic names:

7 sheets . .. "Shake, Break, Tear”
g sheets ... "Crumple, Rumple, Bumple”
3 sheets.. .. "Rub, Scrub, Twist”
3 bags ... inflated by mouth "Poof, Pop"

Parterson notes that performers can select their materials
and arrange the sequence of events. "Dynamics” should
be carefully improvised within the material boundaries
of the approximate "fff" (an air sound) of the “Pop” and
the "ppp" of “The Twist" Similar alphabetical iigures for
the sounds appear again in the 1960 visual score for String
Music.

The title of Paper Piece—especially its German title,
Papiersttick fiir fiinf Spieler (Paper Piece for Five Players)—
echoes those of earlier classical musical compositions
as well as works by Fluxus colleagues: Philip Corner's
Pigna Activities (1962) and Tomas Schmit's Pigno Piece
No. 1 (1962), as well as Robert Watts's Piece with Balloon
(c. 1962). As with George Brecht's Drip Music (1962), its
facus is elements of sound, both previously designated
and performance-specific. Paper Piece is a short concert
of rearing, crumpling, and throwing paper. The artwork,
paper, is both the instrument and the source of sound,
and is eventually obliterated as it is thrown out to the
audience. Carefully timed, Paper Piece is a transactional
event; its sounds cease when the allocation of paper has
been expended. This early performance points to one of
the principal ways Patterson composes for paper, using
it as a medium of exchange with the audience. Unlike
parallel performances in which the audience watches
occasionally sophomoric activities of the Fluxus artists

on stage, such as pissing into a pail, Patterson’s events

Paperstiick, 1060
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engage the audience. The pieces enlist whoever wishes
to parricipate and generously share the activity, in both
substance and content.

Patterson’s compositions did appear in polemical cir-
cumstances. At the 1962 Festvs Flvxorvm Fluxus at the
Kunstakademie Diisseldorf, Paper Piece was part of a per-
formance, dramatically introduced by the gallery director
and art critic Jean-Pierre Wilhelm: "Should a manifesto
be launched roday? It would be too beautiful, too easy.
The heroic epoch of manifestoes—Dada, Surrealists . . .
is well past ... no longer a matter of yelling, its a mat-
ter of mattering.™ The concert began with Paper Piece.
Two performers came on stage carrying large sheets of
paper; sounds of paper crumpling and tearing were heard,
coming from behind a screen. The large sheets dropped
down at the same time as shreds and balls were thrown
out at the audience from behind the screen. Printed
sheets with a texr, taken from George Maciunas, a kind
of manifesto, were dumped on the audience: “PURGE



the world of bourgeois sickness, ‘intellectual, professional
& commercialized culture. PURGE the world of dead
art, imitation, artificial art, abstract ar, illusionistic art,
mathematical art. PURGE the world of ‘EUROPEAN-
ISM? ... PROMOTE A REVOLUTIONARY FLOOD AND
TIDE IN ART. Promote living art, anti-art, promote NON-
ART REALITY to be grasped by all peoples, not only crit-
ics, dilettantes and professionals . . . FUSE the cadres of
cultural, social & political revolutionaries in united front
& action” Printed matter was the signature material. Fol-
lowing Patterson’s piece, Wolf Vostell presented Decollage
Kleenex, and Maciunas and others performed In Meno-
riam to Adriano Olivetti, reading scrolls of typed paper in
performers’ hands,

Not infrequently Patterson introduces a common
format in a unique presentation. A world map shows up
in Variations for Double Bass (1961), serving as a location
device for this iconic musical performance. Patterson’s
typescript score presents an array of ways to use paper
acoustically:

L Unfold a world map on floor. Circle with pen,
pencil, etc. city in which performance is being given.
Locate end pin of the bass in circle. . ..

V. weave strips of gold papers through the strings...

XI. agitate strings with . .. 2. corrugated cardboard,
3. a newspaper holder (wooden sticks used by
libraries) filled with tissue paper, newspaper . . .
toilet paper, etc. . ..

Xlll. lay bass on side ... 1. fan with japanese or span-
ish hand fan ...

XV. peg-box previously prepared with . . . colored
paper . .. [and] 3. Choose texts or pictures from
newspaper, magazine, etc, crumple and place in
peg box,
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In the final section (XVII), “the performer should address,
write message (reading aloud) and stamp picture post-
card. Post in f-hole."”

Paper works and musical compositions fall into
two types. Paper Piece, String Music, and Variations for
Double Bass, among others, are performances intended
for an audience. Patterson’s scores and instructions for
these works are composed graphically, as visual works
on paper. Other works, like ABCS, are made for single
viewers, possibly only Ben Patterson. Scores, poems, and
collages are texts to be read; meditative words or visual
poems in boxes and games in envelopes stimulate par-
ticipation and encourage reflection, Even the compila-
tion title—Benjamin Patterson: “The Black and White
File: A Primary Collection of Scores and Instructions for His
Music, Events, Operas, Performances, and Other Projects:
1958-1998 (p. 165)—is a graphic reference to the colors of
printed matter as well as a double entendre concerning
race. String Music has elaborations in pen and ink, and
Duo for Voice and a String Instrument (1961) is embellished
with abstract notations. Photographs are not a frequently
used medium, but for Ants, a 1960 composition of benja-
min patterson to be used in conjunction with 1962 coOmposi-
tions of george maciunas, Patterson provides visuals in the
form of nine-by-twelve photographs, each with twenty
to thirty tiny ants. Pacterson rarely forgoes an opporcunity
for humor, and his life-size insect portraits might also be
seen as performance documentation.

P Is for Puzzle

Putting together the assembled collages of a two-sided
Jigsaw puzzle, a puzzle-poem (1964)F reveals a prurient
undercurrent. On one side, text borrowed from an adver-
tisement is paired with an image of a diver circled by a
shark: “That feel-better feeling is just a swallow away” On
the reverse, scenes of rockers and a stripper kneeling in
front of a man are punctuated by a printed clipping on



the Christian symbolism of a German abbey altar. The
activity of ftting together the pieces of the puzzle-poem
until it is legible ends in an epiphany that the subject

could be sex.

Patterson in the Archive
The range of Patterson’s paper works is seen in the archive

thart the collector Jean Brown acquired from him in 19782

Patterson performing Duo for

Ve and @ String Instrurnent, 196

Living in western Massachusetts, Brown filled her Shaker
Seed House with Fluxus archives, multiples, and objects,
spiking the atmosphere with working visits from her
favorite artists, principal among them Ceorge Maciunas,
who advised her on what to collect. An independent-
minded patron, Brown carved out a unique, participatory
role as a collector of these new media. She had a particu-
lar sensibility for books and a developed appreciation for
woarks on paper. She saw her archive not as a museum
but rather as a lively place for the exchange of ideas. With
Shaker-style drawers to store multiples and a large trestle
table for work, the archive was for display and hands-on
experience of new kinds of art.

Brown had been in touch with Patterson since 1972
about acquiring his archive, but this took place only in
1978, the year Maciunas died. Patterson wrote to Brown
abour how much the news affected him. Possibly it made
him think of taking care of his own work for posterity.
Fortunately, he rarely threw away his notebooks, letters,
instructions, and the resulting drafts and works. (It seems
that P could also stand for pack rat.) Files hold corre-
spondence, event scores, drafts, numerous versions of
musical scores, publications such as the 1962 collage photo-
choreography of Methods and Processes, concrete poetry,™
works created from library catalog cards, researchers’ note
cards,"" and processing streamers.”? Given his emphasis on
the immaterialicy of art and the importance of its shared
experience by the performer and the audience, reading
through the archive provides a kaleidoscopic view of Pat-
terson’s art, The paper works are highly personal, mostly
accessible, not wholly self-referential, witty, and, occasion-
ally, appropriately unsettling. Although he repeats perfor-
mances of notable pieces, he rarely does anything twice.
Dual constants are his radical approach to acoustics and
instrumentation, often paired with paper as a medium, A
rubber-stamped, strangely stained instruction card offers
his viewers a simple dare: "WATCH ME"



NOTES

['would like to thank my former
research assistant Navilee Harren
for her research, corrections,
suggestions, and assistance with
obraining photographs.

1 A heteronym is one of twa or
more words that have the same
spelling bue differ in pronuncia-
ton and meaning.

2 Emphasizing their importance,
Patterson gave the title Methods
and Processes to his 1962 bookler.

3 This seems to be a direct
borrowing from John Cage's
Varations [ and It

4. Ben Patterson Telis Fluxus Stories
(from 1962 to 2002), ? Records/
Hundertmark, 2002 (compact
dlisc),

5. Jean Brown Papers Booi6y,
box 39, folder 30, Cetty Research
Institute, Los Angeles, includes
the handwritten score and
printed ephemera for the

event performed in Cologne,
Seprember 1960.

&, George Maciunas’s manifesto,
quoted by Owen Smich, "Devel-
oping a Fluxable Forum: Early
Performance and Publishing”
in The Fluxus Reader, ed. Ken
Friedman (Chichester, England,

and New York: Academy Editions,

1998}, 3-4, 20n1.

7. "VARIATIONS FOR DOUBLE
BASS” Jean Brown Papers 890164,
box 39, folder 32, Gerty Research
Institute, Los Angeles.

8. This multiple exists in ar least
wo copies at the Getty Research
Institute and the Silverman
Fluxus Collection at the Museum
of Modern Art, New York,

9. fean Brown to Benjamin
Patterson, October 13, 1972, Ever
the enthusiastic collector, she
writes: "l do, of course, want
everything you can send o me.

My Fluxus archive is growing very
rapidly. | saw George Maciunas
twice last week and he is helping
me enormously” See also letters
from Patterson dated October 13,
1977, and June 7. 1978, and on
December 13, 1978, a letter from
lean Brown concerming her
“going through” his papers. This
collection is now at the Gerry
Research Institute,

1o. Regimental History: Fragments
(for Jackson Mac Low) (c. 1962-63;
p- 51), with words for servicemen’s
status (such as deceased and
discharged) organized n blocks
of eight.

1, Such as Amencan Stugies, with
ies difficule questions typed on
five-by-eight-inch note cards in a
dark brown file envelope.

12 [t% Vital, Jean Brown Papers
E90164, box 39, folder 33, Getry
Research Institute.
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ABC’s, c. 1961

Children’s coloring book, ink, crayon, collage
13 % 10K x Wis inches

Getry Research Institute, Los Angeles
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Prints and Comments ( Prints, Lourdes Castro:
Comments, Benjamin Pa alterson), 1962
Handmade paper, vellum, ink

10¥i6 % 8% » %s inches

10% % 9 % "¥g inches

Gerty Research Institure, Los Angeles
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Untitled (A Case for Bombing Pause), c. 1962

Spiral-bound notebook, ink, crayon, colhge
1% x 8% inches

Gerty Research Institute, Los Angeles
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Puzzle-Poems, 1962

Collage on card, metal box

Box: %6 x 3%e % 3%a inches

Puzzle-poem: 5% % 4'%s inches

The Museum of Modern Art, New York;

The Gilbert and Lila Silverman Fluxus Collection Gift
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Puzzle-Poems, 1962

Collage on card, wooden box (rec ro/versa)
Wooden box; 5% x 2% x 1% inches
s-piece puzzle poem: 6 x 5 inches
Courtesy the arist

Bonrin the State of IF1.UN us
46



Puzzle-Poems, 1962

Collage on card, wooden box (rectofversa)
Wooden box: 8 x 2% x 1% inches

3-piece puzzle-poem: 5% » 4 inches
Courtesy the artist
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A Volume of Collected Poems, Volume 1, Poem 2
1962

Collage on card, yogurt cups, plastic bag

Plastic bag; 143 x 0% inches

Card: 3% = 8% inches

Apricot 3%s % 2%e inches

Bananas: 1%s x 274 inches

Citron: 3% x 2%s inches

Framboise: 3% x 2%¢ inches

The Museum of Modern Arr, New York;

The Gilbert and Lila Silverman Fluxus Collection Gifc
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A Volume of Collected Poems, Volume 5, Poems

20, 21, 22, 23 and 24, 25, 1962

Collage on card, paper and linen boxes, plastic bag
Plastic bag: 14% x 9% inches

Card: 3% x 8% inches

Linen box: 2'%e x 11l x 2% inches

&-piece puzzle-poem: 17'%s x 8%s inches
Marchbox: 16 % 2'%s % 4%e inches

15-piece puzzle-poem: 12% = 6%s inches

The Museum of Maodern Art, New York;

The Gilbert and Lila Sitverman Fluxus Collection Gift
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A Volume of Collected Poems, Volume 7, Poems
32, 33, 34» 44 and 306, 37, 1962

Collage on card, paper boxes, plastic bag

Plastic bag: 14"%as x 9% inches

Card; 3% x 8% inches

Tobler chocolate box: 1% = 7% % 3" inches
g-plece puzzle-poem: 20'%e x 6%s inchies
Tuberculine Purifiée box: 1 x 6% x 4% inches
12-piece puzzle-poem: 21%s » 7% inches

The Museurn of Modern Art, New York:

The Gilbert and Lila Silverman Fluxus Collection Gift
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Regimental History: Fragments
(for Jackson Mac Low), ¢. 196263
Ink on paper

1 x 8%s Inches

Gerty Research Institute, Los Angeles
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Untitled (who taught you to think like that?),
c. 1962-63

Printed ink on paper

1 x 8% inches

Getty Research Instituce, Los Angeles
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A Game: Three Capacities and

One Inhibition, ¢. 1963

Index cards, collage, stamped ink, marker
4 index cards, 3 x 5 inches each
Envelope: 3% x 6%s inches

The Museum of Modern Art, New York;
The Gilbert and Lila Silverman Fluxus
Collection Gift
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A Study, 1963 Notes: Instructions for the use of a new musical
gy
Carbon copy on onionskin paper instrument, ¢. 1963
2 pages, 11 x 8%s inches each Typed ink on paper
Getty Research Institute, Los Angeles 2 pages, 10%s % 8% inches each

Getty Research [nstitute, Los Angeles
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Untitled (Dixie Beer), 1963

Typed ink and collage on index card

3 % 5 inches

Staatsgalerie Stuttgart, Hanns Sohm Archive

Untitled (Goldwater Can’t Win), c¢. 1963
Typed ink and collage on card stock

7 % 7 inches

Staarsgalene Stutegart, Hanns Sohm Archive
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Untitled (If You Think This Is a Dream), ¢. 1963 Untitled (Sorry I Missed It), 1963
Typed ink and collage on paper
7% % 6 inches

Staatsgalerie Stuttgart, Hanns Sohm Archive

Paper collage, ink, envelope

2 pages, 1% x 9 inches each

Envelope: 4% % 9% inches

Staatsgalerie Stuttgart, Hanns Sohm Archive
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Waich Me, ¢. 1963

Stencil and marker on index card

3 cards, 2"%e x 4'%e inches each

Getty Research Institute, Los Angeles

What else 1s necessary?, 1963-64
Ink on II?E,_'L"X L'{l.'Ll, L'.’“f['f'lfli}l._"l

5 cards, 3 % 4"%e inches each

Envelope: 3% = 6%s inches

Cetty Research Institure, Los Angeles
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Instruction No. 1 (Now, Later), 1964 In: 1 No. 1 ( Steps 1—4), 1964
Ink and rubber stamp on construction paper Ink and rubber SEamp On Construction paper
yﬁx 26% nd'les{ﬁ'nmej 37% x 26% inches (frame)
3 inches 130" x 20%s inches (sheet)
The Museum of Modern Art, New York; ‘The Museum of Modern Art, New York:
The Gilbert and Lila Silverman Fluxus Collection Gift The Gilbert and Lila Silverman Fluxus Collection Gift
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Instruction No. 1 (Steps 1-12), 1964

Ink and rubber stamp on construction paper

37% % 26% inches (frame)

30'¥is x 20%s inches (sheet)

The Museum of Modern Art, New York;

The Gilbert and Lila Sitverman Fluxus Collection Gift

CHANCE OPERATIONS
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Instruction No. 2 (Please Wash Your Face), 1964
Fluxus Edinon box

Plastic box, guest soap, paper hand towel with stamped ink
Box: 14 % 3'%s x 4'Vs inches

Unfolded towel: 163 % 4% inches

Soap: % % 1'% inches

The Museum of Modern Art, New York;

The Gilbert and Lila Silverman Fluxus Collection Gift
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Puzzle-Poem, 1964
Collage on board, plastic bag
Bag: 14" %6 % 9% inches

Puzzle-poem: 14%s x 104 inches

Getty Research Institure, Los Angeles
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Untitled (Scott Tissue), c. 1964
Photocapy paper collage

¥ % 14 inches

Staatsgalerie Stuttgart, Hanns Sohm Archive
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It's Vital, 1965

Ink on index card, envelope

3 cards, 2'%s % 4% inches each

Wrapper: 3} x 2% inches

Envelope: 3% = 6% inches

Getty Research Institute, Los Angeles
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Speed of Light, 1965 The Book of Genesis, 1969 aligetta, 1966

Metal scale, marker, bulb, mixed media Leather antique photo book, photographs, ink Box, antique glass bulbs, cut photo negatives, gloves, ink
12% % 7% x% 34 inches 6 % 41 % 2% inches 6% 8 x 3% inches

Collection Carerina Gualco, Genoa, Italy Collection Enzo Gazzerro, Genoa, ltaly Collection Caterina Gualco, Genoa, laly
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Untitled (Introductory Note . ., In Skinnerian

Learning Theory), 1965

Ink and colored pencil on index card, envelope
G cards, 8 x 5 inches each

Envelope: §'Me = 8%s x "¥ainches

Getty Research Institute, Los Angeles
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Untitled (Is Are What), 1966 Joyce and Eugene, 1973

Ink on paper Aluminum box, found autograph books,
8 x 5 inches paper, ink

Staatsgalerie Stuttgart, Hanns Sohm Archive 5% x 12 % 2% inches

Caollection Marcel and David Fleiss,
Galerie 19o0-2000, Paris
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Aphrodisiacs, 1990

Cloth boxes, accordion book with text, bottles
Box 113 % 3% x 1inches

Box 2: 8% x 3 % 2 inches

Collection Caterina Gualco, Genoa, ltaly
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My Grand 7oth Birthday Tour, 2003
Ink on paper, plastic, mixed media

5 % 14 inches

Courtesy the artist
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Concrete Poem No. 6, 2005
Wooden box, concrete, marker,
violin fragment, mixed media

10 % 5% % g inches

Courtesy the artist
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Thank you, Luigi, 2005

Wooden box, vintage children blocks, easel, mixed media
Book: 6 x 9% x 2 inches

Easel: 17 = 5% inches

Collecuon Bertrand Clavez, Paris
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The Therapeutic: One Hundred
Actions Poems, Volume A, 2009
Collage and ink on paper

28 pages, 1% x 8% inches each
Courtesy the artist
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Helmut, 1975

Buoy, bread board, handsaw, mixed media
32% % 18 % 5% inches

Courtesy Galerie Schiippenhauer, Cologne

NECESSARY OBJECTS
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Trout Bag, 1981

Canvas satchel, metal sinkers, fishing license,

10 altered fishing lures in plastic boxes

Canvas satchel: o¥s x 7% x 6% inches

10 plastic boxes, 4% x 2% x 2% inches each
Watt's Pachyderm lure; 2%s x 2'%s % 4%s inches
Green Caddis lure: 3% x 2% x 3% inches

Brown Stonefly lure: 1% % 1%6 % 2'%s inches
Yellow Paumgartner lure: 1% x 2% x 23 inches
Deerfly lure; 2% x 2% % 3%s inches

June Nymph lure: 3'%s x 1% x sk inches

Pink Ghost lure: 13 % 2% x 3 inches

Royal Coachmen lure: 1746 x 36 x 2% inches
Wooly Bomber lure: 1%6 % 4%e x 2'¥is inches
Rainbow Hopper lure: 3 = 3%s x 4'%s inches
The Museum of Madern Art, New York;

The Gilberr and Lila Silverman Fluxus Collection Gift
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Candyland, 1988

Board E_L.am{-l._ toys, mixed media on
wooden shelves, brackers

40 % 36 % 14 inches

Courtesy the artist

Hell on Wheels, 1988

Woeden desk, plastic, cloth, stegl

36 X 40 % 24 Inches

Collecrion Heinrich Riskin, Bad Rothenfelde,

Germany

Bonuin the State of 11X us
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It’s a Nice Piece of Cake, 1988

Metal bakery display rack, traffic sign, decorative cake toppers
554 x 24% x 164 inches overall

Collection Marcel and David Fleiss, Galerie 1900-2000, Paris

NECESSARY OBJECTS
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Smoker’s Rights, 1988
Antique bottle rack, tape, cigarettes

27% % 16 % 16 inches

Old Chinese Proverh, 1988

Antique Chautaugua industrial art desk on stand,
mixed media

14 % 23 ¥ 3 inches Courtesy the artist
Collection Klaus Fehlemann, Dortmund, Germany

Bonrin the State of LU us
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Old Latin Proverh, 1988

Annique Chautauqua industrial art desk, mixed media
34 % 23 % 3inches

Courresy the artist and Galerie Schippenhater, Cologne
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The Great Switch, 1990

Paster mounted on plywoaod, mixed media
26 % 24 % 2 inches

Collection Enzo Catrelani, Modena, lraly

Bom in the State of FLUX us
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Helps esfore

Pan Am, 1990

Poster mounted on plywood, mixed media
26 x 24% x 3% inches

Collection Enzo Cartelani, Modena, ltaly



Pregnant?, 1990

Paster mounted on plywood, mixed media
254 x 17% = 6 inches

Collection Enzo Cattelani, Modena, Italy

NECESSARY OBJECTS
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And

Say Your Prayers, 1990

Poster mounted on plywood, mixed media
384 x 25% % 3% inches

Collection Enzo Cattelani, Modena, ltaly
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Show Off Your Skin, 1990

Collage paper and painted canvas mounted on wood, mixed media

32 % 48 x 6 inches
Collection Heinrich Risken, Bad Rothenfelde, Germany

(Detail, opposite)

NECESSARY OBJECTS
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Untitled, 1990

Collage fabric and painted canvas mounted on wood
24% % 24% x 1% inches

Courtesy the artist and the Emily Harvey Foundarion,
New York/Venice

Bort i the State of FLUNX e
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Fluxus Protected, 1991
Wood and metal boxes, cloth, chain, mixed media
7 % 10% % si inches

Collection Enzo Cattelani, Modena, ltaly

Marble Hat, 1991
Cut Carrara marble
12 % 24 % 10 inches

Courresy the arnist

NECESSARY OBJECTS
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The Temptations, 1991

Wood, mixed media

663 x 40 x 9% inches

Collection Carlo Catrelam, Modena, ltaly

Bomrin the State of FLUN us
86
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Two for Violin after Nam June Paik’s
One for Violin, 1991

Broken violin, wood cabinet door, music box

31 % 19 % 4 inches

Courtesy Galerie Schippenhauer, Cologne




[arly Chess, 1992

Wooden table, mixed media

29 ® 5% x 24 nches

Collection Carlo Carrelani, Modena, Iraly

Uncle Ben's Art Shoppe, 1992
Toy-dispensing machine, plastic containers,
mixed media

19 %10 % 9% inches

Courtesy the artist

Bonr in the State of FILUN/us
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A Short History of Twentieth-Century Art, 1993

Mixed media on wood panels

5 parts, 1 x 14 x 3 inches each

Institur fidr Auslandsbeziehungen eV, Stuttgart, Germany
(Right and pages 9o-92)
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FOUR ROSES

Aenrstiess Wi
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Il primo segreto della grappa, 1994
Handblown glass bottles

1% % 2% inches

Archivo Bonoto, Molvena, ltaly

NECESSARY OBJECTS
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Museum of the Subconscious
(Namibia, guidelines and ephemera),

1996
Metal plague, wooden box, mixed media
Plaque: 11 x 14 inches

Box: 12% x 1% x 1% inches

Courtesy the artist
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Blame It on Pittsburgh; or, Why |

Became an Artist, 1997
Silk screen on Plexiglas

18 panels, 59 % 39 x ¥ inches each
Courtesy the artist



Trains of Thought (Josef Hayden), 1997
Discarded train sign, wooden boxes, cassette rape player,
audiocassette, mixed media

72 % 12 % 3% inches

Courtesy the artist

Trains of Thought (Maurice Ravel), 1997
Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 % 12 % 3% inches

Collection Elfi Kreiter, Wiesbaden, Germarny

Trains of Thought (Verdi), 1997

Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 % 12 % 3% inches

Collection Elf Kreiter, Wiesbaden, Germany

Borin the State of FLUN us
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Koliler Koffer, 1999
Leather briefcase, ink on paper,
offset on paper, mixed media
14 % 1% x 2 inches
Courtesy the artist
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Cello (Blue), 2003
Waooden push broom, birdhouse,
metal strings, wooden spoon
53%6 % 10 % 5 inches

Courtesy the artist

Cello (Red), 2003
Wooden push broom, birdhouse,
metal strings, wooden spoon

53% % 10 % § inches

Courtesy the artist

NECESSARY OBJECTS
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Fluxus Constellation, 2003

Silk screen on nylon, glass sconces, electrical system, tube lights
34 sconces, 23% x 8 = 2% inches each

Dimensions vanable

Museo darte contemporanea di Villa Croce, Genoa, lealy
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It Was Roses All the Way (My
Grand 7oth Birthday Tour), 2004
Metal time-card machine, ink and marker on
tirne cards, artificial Aowers, Plexiglas

40 % 20 x 10 inches

Collection Archivo Bonotto, Molvena, ltaly



Ski Poles (from Climbing Mt. Fuji), 2004
Broom handles, rubber plungers

60 % 6 % 1inches

Courtesy the artist

Bonin the State of FLUX us
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Industrial Chic (a.p.), 2007
Cast-silver toy toaols, velvet jewelry boxes
6 parts, 3% 2 % % inches each

Courtesy the artist

A Nose for Wine, 2008
Wine bottles with cast molding
'J., .l 12 bottles, 1% % 2% inches each
L Collection Archivo Bonotro, Molvena, Italy
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Effigy for Dick Higgins 11, 2010

Effigy: paper jumpsuit, costume hat, mask, collage, mixed media
Base: collage on wood, dice, light, turntable

Effigy: 70 x 20 x 7 inches

Base: 21 % 20 % 1% inches

Courtesy the artist
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Flying Bass 11, 2010

Double bass, metallic ink, metal propane
burners, mixed media

70 x 36 % 12 inches

Courtesy the artist

NECESSARY OBJECTS
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The Museum of the Subconscious —

Houston Annex, 2010

Plastic, wood, paint, mixed media
Museum 20 % 10 inches diameter
Hanging armature; 108 x 24 x 32 inches
Courtesy the artist

Sit Down, 2010

Pantone injection-molded plastic chair,
metal rod with stuffed bear, recorder
Chair: 35% x 19% x 23} inches

394 » 39¥% x 2305 Inches overall
Courtesy the artist

Bom in the State of FLUX us
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Swiss Symphony 11, 2010

Wooden wall clock, collage on board, crossbow, mixed media
60 ®% 16% % 5 inches

Courtesy the artist
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I'm Glad You Asked Me

"That Question

Dieter Daniels suggested that he would like to do a piece
on Ben Patterson in a special Fluxus issue of Kunstforum.
He suggested an interview as an interesting format, and
an appointment was arranged. During the next day,
however, | began to remember how much | disliked
interviews—that is, how | considered myself as a person
who tends to think and speak slowly and rarely expresses
himself well in interviews. So | decided to borrow one of
the techniques of the manipulated political press confer-
ence and “plant” some questions for which | would have
prepared answers (as in "l am glad that you asked me
that question . . "). When | informed Dieter Daniels of
my intentions, he not only approved of the idea bur also
further suggested that | should do the whole interview of
myself by myself. We reviewed the questions thar | had
wished to "plant” and he suggested several other general
topics and specific questions that | should address. Thus
the following interview with Ben Patterson, conducted
by Ben Patterson in various places in Europe and America
between May 1990 and February 1991.

Q: Is it true that the exhibition at Galerie Schiippen-
hauer last April was your first solo exhibition, not only in
Cologne burt also in Europe?

A: Well, yes, that is almost true. As you know, | lived in
Cologne from 1960 to 1962 and was active first in the
radical fringe of the "new music” scene and later in the
birch of Fluxus. If the event Ein kleines Sommerfest at Gal-
erie Parnass in Wuppertal in June 1962 is accepted as the

BENJAMIN PATTERSON

s

"unofficial” birthday of Fluxus, then you might say that
George Maciunas and | were the charter members, as we
were the only performers that evening. And of course,
until | returned to New York in 1963, | participated in
nearly all the European Fluxus events. But during this
period | thought of myself as some sort of a composer-
performer (the term performance artist hadn't been
invented yet), and most of my work was presented in the
context of a Fluxus festival or concert, These works—if
not exactly music—were still based primarily in time and
activity, not space and color. It was only toward the end of
1962, when | was living in Paris, that | began to make visual
objects, works that | called “puzzle-poems.” Robert Filliou
liked these works very much and offered me an exhibi-
tion of miniature "puzzle-poems” in his Galerie Légitime,
which was located on top of his head under his hat. Since
such a gallery obviously had great mobility, we decided
that for the "opening” we should go to the public rather
than asking them to come to the gallery. So we planned
a twenty-four-hour tour of Paris by metro, by bus, and on
foot, and we sent out announcements, which were in fact
a map of our tour route, indicating the specific times we
would be at certain locations. It was a wonderful "open-
ing” attended by thousands of people, and we sold more
than half of the exhibition (at five francs each) during the
opening. Thus, to be historically correct, this event in Paris
in 1962 was my first solo exhibition in Europe.

Q: I want to ask you about Paris later, bur first | would
like to know mare about Cologne. Why did you come to
Cologne? What did you do there? Whom did you work

with, erc?

A Well, first you must know that for the previous four
years | had been a professional classical double bassist
(including two years in the US. Seventh Army Symphony
Orchestra in Germany) and that during the season before



Cologne (1959-60) | worked during the day as principal
double bass with the Philharmonic Orchestra of Ottawa,
Canada, and experimented at night at a primitive elec
tronic music studio in the Mational Research Center
in Ottawa. My original plan was to spend the summer
holidays visiting the major electronic music studios in
Cologne, Milan, and Paris and return to Ottawa in the
fall. | was especially interested to meet and perhaps work
with Stockhausen. So | arrived in Cologne in time for the
first concert of the International Society of Contempo-
rary Music Festival, and after the first concert, at what |
thoughr was an appropriate moment, | presented myself
(with a letter of introduction from the German ambas-
sador to Canada, who was also Stockhausen’s brother-in-
law) to Stockhausen. For better or for worse, this meeting,
which lasted less than five minutes, was the beginning
and the end of our working relationship. However, the
next day | learned that a kind of counterfestival had been
organized by Mary Bauermeister and that John Cage and
David Tudor would be there to present several programs
of works by the most radical of the younger American
composers. |t was during these counterconcerts that
I met Cage and Tudor, and because | was immediartely
invited to be a performer in several works in the following
evening's concert, | came to learn firsthand the compo-
sitions of many artists who would later become "core”
Fluxus people. Needless to say, the approach to art that
these compositions represented was a revelation to me
and a major turning point in my artistic development.
During the days of these concerts | also discovered a small
international group of young artists (David Behrman from
the US, Comelius Cardew from England, Frangois Biel
from France, Sylvano Bussotti from Italy, Kurt Schwert-
zig from Austria, Wolf Vostell from Germany, and of
course Nam June Paik from Korea) living in Cologne, who
shared a similar excitement about such radical “experi-
mentation.” In short, when | learned a lictle later that a

musician’s strike in Ottawa had caused the cancellation
of the coming season, | was already prepared and happy
to stay in Cologne.

The next year was more or less the typical life of a
young artist: no money, sometimes hungry, and always
in need of free or cheap housing. But there was plenty of
activity, and by the end of 1961 | had participated in “radi-
cal” music festivals in Vienna and Venice and had pre-
sented at Galerie Haro Lauhus in Cologne three concerrs
of works | had composed during the year. (As a historical
footnote it may be interesting to know that one of these
concerts was for the opening of Christo’s first show in
Western Europe, the second was for the opening of Dan-
iel Spoerri’s first exhibition in Germany, and the third was
for Wolf Vostell's first solo exhibition.) Included on these
programs were two works that became standard in the
Fluxus repertoire: Paper Piece and Variations for Double
Bass. Also in August 1961 | presented a relatively major
work in Vostell's studio: this work, which | called Lemans,
was composed of twenty-three brief scenes, each lasting
anywhere from three seconds to three minutes, with lots
of darkness in between. The “score” for this work required
a dancer (Gisela Olroth), a singer (William Pearson), an
artist (Wolf Vostell), and a musician (myself). | believe
that it was the first "happening” in Cologne.

Q: If | understood you correctly, until 1960 you were a
professional classical musician. But by the end of 1961 you
were creating Happenings, and a year later you were par-
ticipating in the "birth” of Fluxus. | would think that this
required a very rapid and radical change of aesthetics and
philosophy. How was this possible?

A: Well, first—and perhaps this is mare a "New World"
than an “Old World" trait—!| have found that many
people are not always only what their business card
announces them to be. As a child and through high



school, | dabbled in the visual arts, literature, and music,
as well as in the natural sciences, Eastern and Western
philosophies, and religions. By age four | had heard, via the
Metropolitan Opera radio broadcasts, every major opera
at least twice. By age twelve | had read every word (not
always with complete understanding} up to the lecter M
in the twelfth edition of the Encyclopaedia Britannica. By
age sixteen | was a volunteer assistant at both the Carn-
egie Museum of Natural History and the Pittsburgh Zoo,
working in the entomology department of the former
and in the herpetology department of the latter, | also
managed to find time for sports and briefly held local and
regional records in several middle-distance track events.
All'in all, | was on my way to being a "Renaissance man.”
Bur when the serious business of university studies began,
| elected music for my profession. And | also embarked
on a crusade—to be the first black to "break the color
barrier” in an American symphony orchestra. You must
remember that this was in the 1950s, when there was still
official segregation in the South and de facto segregation
in most of the North and particularly in the places of high
culture,

Fortunately | did have some talent, and | received
excellent musical training at the University of Michigan,
and so when | left the university, | was well equipped
to compete with the best. But in the end, even though
such a famous conductor as Leopold Stokowski fought
strongly on my behalf, America was not yet ready for a
black symphony musician, and so | went to Canada. My
point, however, is that although before university | was
exploring a wide range of subjects, media, and materi-
als, from anthropology to Zen—all of which eventually
found a place in my art—the urgency/discipline of my
“crusade” kept me pretty much on a “straight line” all
the way through university. In other words: although |
read Joyce, Beckett, lonesco, and the existentialists and
wrote serial exercises 4 la Webern or silly songs a la
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Virgil Thomson, | really never allowed myself the time to
sit back and contemplate: “What is wrong here? What
else can be done? And although the university as a
whole was still stunned by the ravages of McCarthyism,
it was not an impossible place for new thoughts. Only a
year after | left Michigan, Gordon Mumma (a classmate
and a close friend), together with Bob Ashley, founded
the Once Group and started producing amazing fes-
tivals. So the answer to your question—"How was this
rapid and radical change possible?"—is that there already
existed a mental background prepared to act when the
circumstances and stimulation were appropriate. As it
happened, circumstances and stmulation collided first
in Cologne, and then | followed them, or they followed
me, to Paris and later, for a few years, to New York.

But if there was ever a critical moment, it was the
collision of circumstances and stimulation in Cologne
at Mary Bauermeister’s “counterfestival” Even now | still
have a vivid memory of telling myself, when | heard the
first works by John Cage, that this is the music that | had
been hearing in my head for years but had never thought
possible to realize.

Q: Since you raised the issue of “circumstance and stimu-
lation,” | must assume that you are not claiming to be a
completely original and unigue artist withour anteced-
ents or influences. If so, then tell me who do you now
think were the most important influences in your devel-
opment in Cologne, in Paris, in New York, etc.?

Az Hmmm ... Well, if | were to do my American “show-
biz" thing properly, | would have to start by naming my
mother and father, my grandmothers and grandfathers,
etc. But that is already obvious, as even a cursory look at
my work suggests that | did not have an unhappy child-
hood. But to seriously answer the question, | am glad that
you asked me only about these three cities.



In Cologne;

1. Stockhausen (negatively). The excesses of his ego-
centricity revolted me so much that | eventually went
into isolation for three days to ponder a more socially
responsible way of making art. Paper Piece was the result,

2. Cornelius Cardew (positively). He embodied—for
me—the highest moral ground. | had some difficulty
with his collaborations with Stockhausen, but it was
clear where his true feelings were. He was above all a
person of great intelligence and a tireless innovator,
gifted with a high tolerance and a recognition of social
responsibiliy.

3. Wolf Vostell (positively). As he was then still bum-
bling around, still caught between continuing an estab-
lished career as a commercial artist and an overwhelming
need to be recognized as a fine artist—as well as a decent
and generous "mensch”—| could only respect and deeply
admire the poignancy and energy of his efforts.

4. And then of course | met John Cage, David Tudor,
and Merce Cunningham first in Cologne—with all that

implies.

In Paris:

1. Daniel Spoerri (positively). During my first months
in Paris, | visited him in Place Contrescarpe almost daily.
Over coffee and wine our conversations roamed widely
and wildly. But in the end | remember three important
things:

—He introduced me to Robert Filliou.

—He encouraged me to publish and distribute Meth-
ods and Processes.

—And he once said something like: “Ben, we are lucky.
I began as a classical ballet dancer. You began as a classical
symphony musician, We both learned the discpline of
art elsewhere, and now that we have changed media, we
are free to creare without bearing the historical baggage
of our first art”
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2. Robert Filliou (most positively). This was as close
as | think it will ever get to true artstic “brother” Our
works were on adjacent, parallel tracks even before we
met. Naturally, Robert's work—he being ten or more
years older—was more "matured,” but not only were we
never competitive, but we seemed to strive to be com-
plementary. It seemed that we each tried to adapt each
new work somehow to fall more closely in line with the
newest work of the other. (Perhaps this thought is just
my overblown romantic tribute to a beloved comrade,
but | do think a comparison of works will pass at least
the first test.)

3. Jan Voss (German), Benita Sanders (Welsh Cana-
dian), and Bob Thompson (black American) (positively).
| mention these three expatriate, more or less traditional
artists in one breath because they each mutually rein-
forced, both through their personalities and through
their works, my continuing respect not only for crafts-
manship but also for the solid base of continuing values
thar empowered their works. Yes, despite my Fluxus cre-
dentials, | still hold on to some traditional values.

In New York:

In a way my return to New York unleashed the great-
est paradox of my artistic (even my overall personal)
career. At that time (1963-68) everyone moved to New
York, or came for extended visits, or already lived there.
Perhaps 8o to 9o percent of Fluxus and friends could be
found somewhere within thirty miles of the Empire State
Building on any given day. Probably the major original
magnet attracting the Europeans and Japanese was the
return of George Maciunas to New York and the vari-
ous activities and projects he was organizing, Later Dick
Higgins's Something Else Press created excitement. But
all throughout there were Charlotte Moorman’s Avant-
garde Festivals, the Judson Church Dancers, the Liv-
ing Theatre, Happenings, "be-ins," civil rights marches,




Pop Art, and generally a very big and hotly spiced stew.
"Avant-garde” (we still called ourselves avant-garde then)
activity was intense and continuous, And since the “core”
audience was always the same thirty or forty people
(regardless of whether it was a Happening, concert,
dance performance, poetry reading, or art exhibition),
with a fringe of foreign visitors, everyone met everyone
at least weekly, if not nightly! Thus | met everyone in
or passing through New York. But curiously, with only
a very few did | find a kinship that would qualify as an
influence. | admired and respected the work of Jackson
Mac Low, Henry Flynt, and La Monte Young, but | don't
think they became major influences. Yvonne Rainer,
Richard Maxheld, and Robert Marris were also impres-
sive but not influential. The Happenings gang—Hansen,
Kaprow, Whitrnan, Oldenburg, etc—were already so "big
time," as were William Burroughs, Allen Ginsberg, and
Andy Warhol, etc, etc, etc. Yes, to varying degrees they
all became friends of a sort. But now | recognize that
we simply did not share the deep-rooted (albeit hid-
den) alienation that | lived with as the only black in this
crowd,

Thus, in the end | would probably cite only Robert
Watts, George Brecht, Ay-O, and perhaps Dick Higgins as
infuences during these years—and most likely because
they approached the work through poetics rather than
mathematics.

And now to complete the “chart of influences.” | must
mention Emmett Williams and George Maciunas, both
of whom | met first in Wiesbaden. For me, Emmett is the
very American Robert Filliou (and vice versa). There is a
purity and sensitivity in his work that are never endan-
gered by the gloss of pseudoformalism with which he
structures his work. And since our first meeting in 1962
until today, we have remained great "drinking buddies.”

In contrast, with Maciunas | must confess that | never

felt thar we shared anything more than a perfunctory
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personal relationship. Our habits and sins differed too
widely. Thus it is probably not surprising that | was not
greatly impressed with most of his artworks. (George was
a notorious plagiarizer/ "arranger” of other people’s ideas.)
However, a few | think are genuine "Fluxus masterpieces”
(such as In Memoriam to Adriano Ofivetti). In the end my
basic problem with George was the ideclogical hammer
with which he tried to nail together all the varied Fluxus
personalities and activities into a Maciunas-controlled
monolithic structure.

Despite his claims to be an anarchist, George was
much more a Stalinist than a Buchanist, Nevertheless,
without George, art historians today would not be able
to profit by commenting on whatever it was that we were
doing then under the rubric Fluxus.

Q: That reminds me of another question that | wanted
to ask. What do you know about how this phenomenon
came to be called Fluxus?

A Well, | assume you are not asking about the Latin ori-
gins of the word or its standard dictionary definitions,
since those are well known. So | will just give you my ver-
sion of how the word gort associated with the work.

"In the beginning . . ." Somewhere in the mid- to late
19505 George Maciunas, a young Lithuanian immigrant
living in New York and concerned abour the future of his
native country, proposed to edit and publish a magazine
for the Lithuanian community in the US. abour develop-
ments in the arts, culture, and politics in the homeland,
to be called Fluxus, which, I am told, in Lithuanian means
something like "freedom.” For whatever reasons, the idea
did not excite the community, and George went on to do
other things, including founding the AG Gallery (which,
I arn also told, featured heavy doses of early Renaissance
music), as well as slowly becoming involved with some
of the "guiding lights” of what was to become New York



Fluxus. It was this involvement that eventually led to the
publication of An Anthology, the seminal publication
documenting the advances of the leading edge of the
American avant-garde at that time.

If nothing else, George M. had a great "nose," and he
sniffed that herein lay a great future. Plans to edit and
publish an unconventional magazine dedicared ro the
works of the Anthology artists were proposed and devel-
oped, and the title Fluxus was carried forward. Shortly
thereafter (19617) George transferred his residence to
Wiesbaden, Cermany. (Some usually reliable sources
suggest an escape from loan sharks.) It seems that there
George decided to produce a grand festival (five to ten
days) of all that was "new" in the arts as a promation for
the release of the first issue of Fluxus, the magazine. The
festival would be called Fluxus. It was during this time—
probably early spring 1962—that | first metr George, by
way of an introduction from Emmett Williams. Some-
how the chemistry was right at that moment, and we
worked well together, not only to realize the Wiesbaden
Festival but also to produce the pre-events, the Galerie
Parnass Wuppertal evening, and later the Paris “Fluxus
sneak preview," which | organized in conjunction with
the opening of my exhibition at Robert Filliou's Galerie
Légitime.

As you know, the greater part of the program of this
Wiesbaden festival consisted of works—music, dance,
film, or poetry—that (in my view) could only be called
“new" as the signature date was sometime after 1950.

The really radical stuff—La Maonte Young, John Cage,
George Brecht, Phil Corner, etc.—represented hardly
more than one-tenth of the entire festival. However, in
those days, when a bunch of young people (| don't think
any of us were over twenty-five years old) presented
“new"” culture in Wiesbaden by attacking a Steinway
grand piano with ax, hammer, saw, screwdriver, etc, baby,
that was news!
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And thus Phil Corner’s Piana Activities and my Varia-
tions for Double Bass got front-page print and early eve-
ning television news coverage throughout the country.
Bur since this was done in the name of art, and there-
fore had to be considered seriously, what was the "news
handle"? How do we pigeonhole this business? Until then,
what is now known as Fluxus did not know what it was—
oreven ifit was enough to claim a new designation. So the
German news media decided that the overall festival title,
Fluxus, not having been applied previously to any other
art movement, was available (without copyright restric-
tions) to be applied to the actions of these "crazy young
artists” {who must be somebodies, since the festival was
taking place in the Municipal Theater of Wiesbaden).
Thus this hardly even loosely associated collection of art-
ists from Japan to Yugoslavia (most of us knew at best 30
percent of the names and 10 percent of the works, and
maybe s percent of us had actually met flesh to flesh)
was formalized, more or less overnight and without prior
approval, into a "new art movement” called Fluxus! In
short, we became Fluxus because the German press/
media couldn't find a better term to describe “awful.”

Q: Hmmm, interesting information. But now | would like
to ask about Fluxus the political animal. First, of course, is
the question, Was Fluxus political?

A: Of course, more or less, not only, certainly, and per-
haps. (A hard "yes" or "no” could not be Fluxus.,) | have
given this answer because, given that Fluxus included so
many nations, how could a singular answer be possible?
Let’s start by remembering that “seminal works" of
Fluxus—whether created in Europe, the US, or Japan—
happened between 1958 and 1962. This was a period of
great political upheaval in the US, which willingly or
unwillingly found reflections in many places elsewhere in
the world. It was a time (according to me) when no artist



should “sit on the fence” But in general | think Fluxus
did sit on the fence. True, many of the Fluxus artists dur-
ing that time were very willing to “confess” to harmless
friends that they were really anarchists, communists,
sacialists, and/or something or other in that direction.
But | must state that | never got a telephone call from
“Fluxus Central” asking me to join next Saturday’s “March
on Washington—for any purpose. (Although other
organizations, which knew me only as a "likely” tele-
phone number, called regularly. And, ves, | did march—
not every weekend but enough to get a good raste of
tear gas.) Nevertheless the demonstration against the
performance of Stockhausen's Originale at Carnegie Hall
and Henry Flynt's picketing of MoMA stirred up storms
of sufficient strength to encourage George Maciunas to
pronounce his first “excommunication” What a silly busi-
ness! (What are the concerns represented here?)

Despite all Maciunas'’s protestations as well as his own
political leanings, Fluxus was never really political. All it
really did with its reputation for radical aesthetics was
to provide a safe refuge and masks for a bunch of well-
MMeaning artists.

Yes, | was disgusted, and yes, the lack of support for
civil rights and antiwar efforts was an important factor
in my subsequent “retirement” from the art scene. But
please know that | have been talking only with reference
to the American/New York Fluxus scene. Perhaps the
European scene was a little different. But then what are
the risks if racial prejudice has not yet raised its ugly head
or if you are only a spectator to a distant war? Basically
| don't think that Fluxus had the formal capacity to be
political. The simplicity of the one-line gag aesthetic, as
dictated by George M, may have had some validity in
attacking overblown cultural illusions, but the form sim-
ply had no capacity to deliver even a moderately sophis-
ticated political message. From this perspective, | think
Fluxus may have been a great mistake, although many or
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most Fluxus artists were “on the left” and | think/know
that they wanted to confront the issues. But while there
may well be one or more simple answers to complex
problems, "the work” must have the capacity to manifest
more complex answers when it becomes clear that the
simple answer is not working,

Q: Let’s use that answer as a lead-in to a few questions
about your own work. | assume from the above that you
consider it important for an artist to be socially critical
and even overtly political. Yet your work seems to depend
heavily on humor, kitsch, and toys. How do you think you
can address life's serious questions with these materials?

A: Well, from the beginning humor or fun was a very
prominent element of Fluxus, especially for the Ameri-
cans. A lot of us, | believe, started out to have nothing less
than some irreverent good fun, debunking what we con-
sidered the pretentions of "high art”/culture. Bob Warts
was amused by the idea of trying to lure "flying saucers”
to land on his farm by setting up automobile hubcaps as
flying-saucer decoys,

Although Dick Higgins titled his piece Danger Music
No. 2, | am sure he thought it would be “fun” to have
his head shaved in public. It was certainly fun to stick
a finger into one of Ay-O’s boxes. Likewise | hope Phil
Corner intended us to have fun wrecking the piano in
Wiesbaden, because | certainly did. And there were all
the funny pieces by Emmett Williams, and even the per-
formances of my Lick Piece were always more funny than
erotic. And above all there was always George Maciunas,
the master of slapstick and the one-line gag,

In Europe there was something else afoot. Humor, yes.
But not so direct as in the LS. Satire and irony and other
more complex forms of humor played a larger role. Beuys
or Tomas Schmit found the best line. In Japan the humor
was infected with Zen, or maybe the other way around.
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Yes, | think we were all serious about our work, but we
did not feel that work expressing “seriousness” was either
the best or only path. To answer your question directly,
from my point of view | do believe that “life’s serious
questions” (as well as politics) begin with art. Art estab-
lishes a cultural foundation from which all else proceeds.
Naturally one can approach this problem from many
directions—dogmatically, didactically, minimally, etc.
But personally, when making art {and therefore culture),
| prefer to use humor as it often provides the path of
least suspicion/resistance for the implanting of subversive
ideas. Remembering, as | mentioned before, that | grew
up as a black in an America of legalized racial segrega-
tion, which allowed few means of protest (please know
that we blacks used satirical humor as a protest form).
This is best exemplified in one of my works exhibited at
Galerie Schippenhauer, titled Educating White Folks. In
this piece | quote a black folk stary, which goes like this:
“The appropriation for the Negro school was used for the
white school. The superintendent explained this to the
Negro principal, who of course couldn’t make a direct
protest. So he said, ‘The one thing we need most of all is
educated white folks.” So that is where | come from.

Q: It seems that the iconography of your work depends
almost exclusively on "found objects"—often cheap,
familiar, and kitschy. The result is that the message or
content of your works appears not only very direct but
also quite simple. If this is true, do you feel that this "sim-
plified” iconography limits your development of more
subtle subjects and ideas?

A Well, yes, The iconography does often depend on
cheap, familiar, and kitschy materials. But there are dif-
ferences between: (a) the simple physical presence of
an object and (b) the cultural context from which it
has been appropriated and (c) the ways that the object-
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cum-icon relates to other object-icons, texts, or images
appearing in a particular work. For starters, as an eternal
optimist, | believe that life can, or at least could, be simple.
Next, | am not convinced that if there is something to be
said it gains profundity through obscurity. On the one
hand, there are certainly such things as mysteries, and
they are wonderful subjects for study, but | don't find that
a "mystical” treatment of a mystery (such as the mystery
of death) does much 1o either advance understanding
or inspire awe, On the other hand, toys and kitsch are
instrurnents for measuring how much we have trivialized
life. In the end the types and qualities of the objects that
| have used for iconographical purposes limit me only in
the rigor required to find precise and meaningful solu-
tions to their relatedness—both internally and externally.

Q: There is another question that | want to ask about
your work. It is about “craftsmanship” Compared with
other American Fluxus artists—let’s say George Maci-
unas, Bob Watts, or George Brecht—your work, if you will
excuse me for saying so, seems often “unfinished” or even
crude. Is this intentional or only because you are lazy?

A: Well, | don't think that | am lazier than most people,
Bur it is true that my work does not have a "high-gloss”
finish. | could fall back on the excuse that | was never
trained as a visual artist and have only recently started
making objects again, after a twenty-five-year “vaca-
tion”” But that is not the issue. You may remember that
even my early performance work, which depended on
my training as a musician, often seemed roughshod and
“in process” So you may conclude that my low-tech
approach is intentional. Although | admire craftsmanship,
I don't think that the kind of technically flawless (if such
is really possible) work is consistent with an overview that
accepts that the haphazard and even chaos are part of the
acceptance of life. And in the end | think that works of



"flawless craftsmanship” intentionally or unintentionally
give the observer/viewer the “easy way out” of reacting
to the superficial qualities of the work without engaging
whatever more substantial discourse may be present.

Q: Okay, | have only one final question. Your first works—
those created in Cologne and Paris—were what we now
might call “conceptual art” or “performance art” That is,
they were based in time, language, gestural, and acous-
tic events, and the end product had no material per-
manence. In fact, | understand thar these works were
informed by a strong antimaterialistic bias. Now you are
making works that have a physical permanence: they are
exhibited in galleries, have acquired commercial value,
and are available to be sold and bought. Why? Have you
rejected your original idealism?

A: Well, there are several parts to the answer of this ques-
tion. First, 1, like most of humanity, must labor by hand
or mind for my daily bread. And during the first twenty
years, when Fluxus was at best a fringe phenomenon, it
held few or no commercial opportunities sufficient to
support a family. (I did have a family to support.) That
has changed somewhat during these last years.

Second, you are correct, at least with respect to my
work, that it was informed by an antimatenalistic bias,
But that does not mean that | did not wish (racher than
expect) that the work would be a means to earn a liveli-
hood. To be perfectly honest, there was little to find in
my early work to be commercialized. Works like Methods
and Processes were very slippery, meant to infilcrate at a
near-subliminal level and then exit, leaving behind little or
no trace/evidence that a foreign matter had entered and
tweaked a bit of your mind.

50 as you can imagine, that kind of work had very lim-
ited commercial possibilities. Now, of course, the work is
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“art history,” and original copies have some commercial
value. It is also true that my early objects (the “puzzle-
poems,” for example) were intentionally designed to have
no or little intrinsic, commercial value—and to be cheaply
reproducible. But quite frankly, even if the "cantent” of the
work could have been “packaged” in a form having greater
commercial value, at that time (and | think all of us were
ready to sell) there was no one with money interested in
whart Fluxus was doing. Thus, for the most part we ended
up exchanging our works with other like-minded and
equally moneyless souls. Now, of course, there is a bit of a
market for Fluxus, and being the lazy human being that |
am, it is only natural that | now try to see if it is not easier
to earn my livelihoad by making silly objects rather than
by working as a bureaucrat in a boring office.

Q: Finally, do you agree thar Fluxus is dead now that
Maciunas is dead?

A: The final truth is that Fluxus—however laudatory our
various initial pronouncements may have been—was
never much more than a pragmatic episode (not even
a collective), which floundered into a circumstance
rich enough to accommodate a very wild burt also very
focused bunch of 1960s radical artists. Without George
Maciunas the various strains of Fluxus would have prob-
ably disappeared as "early attempts” at this or that recent
art form (Pop Art, Minimalism, Conceprual Art, Mail Art,
erc, etc, etc.). But because of George Maciunas, not only
is the Fluxus legacy still alive, but it is also dead.

As a nonbeliever, | have no idea abour how George M.
may or may not be enjoying “life after death" Bur | do
believe not only that Fluxus has survived George but also
that now that it is finally free to be Fluxus, it is becoming
that something/nothing with which George should be

happy!






In Search of Benjamin

Patterson: An Improvised

Journey

Benjamin  (Ben) Patterson. Bom 1934 in Pittsburgh,
Pennsylvania, | wish | knew Ben Patterson. In a way,
I've been searching for him all my life, even though
he was always and already there. I'll explain that in a
moment, but | should say at the outset that the work
being performed by this article somewhat exceeds my
original intent to examine Patterson’s work in terms of
contemporary ideas about improvisation.

There's a long tradition in jazz of referring to musicians
by their first names, shortened first names, or nicknames,
Insiders—musicians and listeners but not necessarily the
general public—refer confidently to Miles and Duke and
Hawk and Bud and Trane. Although Ben Patterson’ life
and work did not have much to do with jazz, at least
according to the standard portrayals, Fluxus narratives
also asserted first-name familiarity with alacrity. The sto-
ries always seemed to invite you to imagine (or wish) that
you yourself had been on the Fluxus scene.

There was another Ben—Ben Vautier—whose e-mail
listserv | was on for years. | have no idea who put me on
his list, but as a longtime denizen of several experimental
music scenes, | enjoyed being able, on an irregular basis,
to keep up with the doings of George and Shigeko and
Emmett and Alison and so on. These e-mails presented
lots of stories, more than a few complaints, and a strong,

celebratory sense of community.
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So many Fluxnarratives—like the narratives of its pre-
decessor movement, the Beats—trade on the familiar:
personal stories and histories, sometimes with a point or
edge, sometimes not. During my early years in New York,
the mid-1970s, | would sit placidly—Dby turns mystified,
fascinated, nonplussed, and here and there a bit bored—
as older artists who knew the principal players in the
drama—or, as | found out later, were players themselves—
told Fluxus stories that never made the books but that
“everyone” somehow knew, | was flattered to be there
since | am considerably younger than the Fluxus origina-
tors, and | don't think they're taking on new members—
or rather, we want our own clubs and our own names
anyway.

George Maciunas’s 1967 mapping of Fluxus and its rela-
tionship to the avant-garde presented the exoskeleton of
a socio-artistic network concerned with the production
of knowledge—oral, written, graphic—about itself.! This
epistemologically centered identity-formation project is
central to many art movements, but the degree to which
Fluxus publicly articulated this kind of networked affinicy
consciousness is particularly noteworthy. It is this sense of
affinity that produces art, movements, and genre mem-
bership, and the oral histories | absorbed in those bar and
backstage sessions not only constituted valuable prepara-
tion for the rextual histories and collegial connections |
encountered later but also whetted my appetite for actu-
ally meeting this mysterious black fgure, Ben Patterson.

A later reason why | wanted to get to know Patterson

in some way—at least historically, if not personally—is
that a fair amount of my current scholarly direction casts
a critical, contextualizing eye upon the frequent discrep-
ancies between scholarly and popular histories of experi-
mentalism and what artists actually experienced in and
around those experimental art worlds. This isn't quite the
same thing as reading a history of the period and com-

plaining, “That's not the way it happened”; rather, what



is of concern here is an analysis of mediation, critically
examining differences berween what James Scotr would
call “public” and “private” transcripts.?

Another reason why | wanted to get to know Patter-
son is more personal. I've been associated for many years
with the Association for the Advancement of Crearive
Musicians, an influential African American musical avant-
garde that is roughly contemporaneous with Fluxus, As
| noted in my book on this musical collective, "AACM
musicians updated and revised a model pursued by
black classical composers, an important group of creative
music-makers who, | maintain, have been all but ignored
by the major black cultural critics and public intellectuals
who have come to prominence since 1980"—compos-
ers like Tania Leon, Hale Smith, T. ). Anderson, and Alvin
Singleton, who, like Patterson, pursued more or less con-
ventional Western classical music training?

Now this working-class, grassroots experimental music
movement appears not only in otherwise whiteness-
imbued historical accounts of experimental music but
also in canonical histories of African American music.
In contrast, black music scholar Dominique-René de
Lerma’s review of the 1971 edition of Eileen Southern’s
now-canonical survey text, The Music of Black Americans,
notes that Patterson isn't even listed in the index.* Even
more oddly, a review of the literature finds that although
Fluxus is mentioned in at least one of the major surveys
on African American art, its sole black exponent and
arguable cofounder, Benjamin Patterson, was somehow
overlooked.® A computer search finds that the canonical
Black Music Research Journal never mentions him in more
than a quarter-century of excellent scholarship on music
of all types, including my own article in the journal,

On the other side of the tracks (so to speak), Patterson
fares somewhat better, but a curious tandem of display
and erasure dominates his presence. While he is invari-
ably mentioned in nearly every prominent account of
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the movement,® his work is seldom the focus, either in
the critical writing on Fluxus or in the first-person Flux-
reminiscences. Perhaps the most extensive and diverse
edited collection of Patterson’s early works is to be found
in the book Fluxus Codex (1988), edited by Jon Hendricks,
and a comparatively substantial review of his later works,
including color reproductions of his objects and instal-
lations, can be found in a volume published in Brazil
in 20027

A more typical example is Ken Friedman's 1998 book
The Fluxus Reader, which makes only modest mention of
Patterson; an article by Dick Higgins in the volume briefly
recounts a Patterson street event on the edge of a red-
light district in New York’s Times Square as “one of the
more successful Fluxperformances™ Even as a 1997 TDR
article claims, "There's no denying it: Fluxus was an inclu-
sive operation,” invoking Patterson to corroborate the
further claim that “there were probably maore women and
artists of color associated with Fluxus than with any other
previous grouping of artists in Western art history,™ as far
as | have been able to determine, few critical or historical
articles on Patterson's work have been published.

Thus we might say (uncharitably, to be sure) that when
it comes to Fluxhistory, Benjamin Patterson functions as
the Spook Wha Sat by the Door™ a metonym promi-
nently positioned by well-meaning scholars (and possibly
colleagues) to retroactively bolster the movement’s diver-
sity bona fides. While imputations of racism would be
simplistic and unwarranted, to pretend that issues of race
do not invade historiographies and personal narratives of
experimentalism would be needlessly (or willfully) naive,
particularly given the general lack of attention to issues of
race in scholarly histories of the avant-garde. In fact, the
dogged investment in liberal theories of color blindness
articulated in most commentary on the period contrasts
markedly with recent scholarship in many ather felds."
As a consequence, before examining Patterson’s work in



the context of improvisation, it might be useful to rake a
virtual tour of the artist's early history.

lormative Years

Benjamin Patterson’s background was superficially similar
to those of many white experimentalists whose crucial
formative years spanned the 1950s and 1960s. As a child,
he listened assiduously to classical music, particularly
opera, and pursued postsecondary classical music study
in composition and double bass performance at the Uni-
versity of Michigan, where he went to school with com-
poser Gordon Mumma.’

After Patterson graduated from college in 1956,
according to his own account, "l also embarked on a
crusade—to be the first black to ‘break the color barrier’
[and play] in an American symphony orchestra. ... Butin
the end, even though such a famous conductor as Leo-
pold Stokowski fought strongly on my behalf, America
was not yet ready for a black symphony musician, and so |
went to Canada."™ During his initial brush with expatriate
life, Patterson performed as a contrabassist with the Hali-
fax Symphony Orchestra and the Otrawa Philharmonic
Orchestra, and also became involved with electronic
music, working in Ottawa with Canadian pioneer Hugh
Le Caine and performing his own experiments. ™

Here Patterson’s activity diverges from the normative
white experimentalist biography; moreover, it is precisely
at this point that one could say that Fluxus's prehistory
becomes bound up with race. As a start, let us say that,
in the event, the US. classical worlds contemporane-
ous rejection of black Americans as performers proved
fortuitous; had matters been otherwise, Patterson might
have ended up buried at the side of the stage behind the
cellos, with no time to create visual works, installations,
compaositions, or “events” The composer himself hinted
at this in 1991, describing his symphenic Jackie Robinson-
ism as a distracting cross he forced himself to bear: "My
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point, however, is that although before university | was
exploring a wide range of subjects, media, and materials,
from anthropology to Zen—all of which have eventually
found a place in my art—the urgency/discipline of my
‘crusade’ kept me pretty much on a 'straight line all the
way through university'* Another divergence from the
standard experimental music biography was Patterson’s
stint in the United States Army, in which he performed,
not with “army bands,” as one finds on many pre-Vietnam
jazz resumes, but with the Seventh Army's Symphony
Orchestra in Germany.

From this point, divergences abound. For instance,
while the literature on black American artistic expatri-
ates to Europe concentrates largely on the French experi-
ence, in 1960 we hind Patterson in Cologne, where after
an encounter with Karlheinz Stockhausen, he met John
Cage, David Tudor, La Monte Young, and George Brecht
at Mary Bauermeister’s studio events (the Fluxus equiva-
lent of Minton’s Playhouse), experiencing a moment of
self-realization that one might compare with Charlie
Parker’s legendary chili house epiphany: “Even now | still
have a vivid memory of telling myself . . . that this is the
music that | had been hearing in my head for years but
had never thought possible to realize's

Staying in Cologne, Patterson met Emmett Williams,
Daniel Spoerri, Nam June Paik, Cornelius Cardew, and
others, and he began working on new ways of making
music. "At some point or other” Patterson recounted
in 2001, "George Maciunas fell into our lives and the
Wiesbaden Festival happened”—the signal event that
announced the name Fluxus to the larger worlds of art
and music, and arguably rendered Patterson a founding
member of the movement."?

At least part of the reason for Patterson’s madest pres-
ence in histories of experimental art making might well
be laid at the composer's own door. Where he appears,
his biographies are laconic, even cryptic, Jirgen Becker



and Wolf Vostell (the latter a card-carrying Fluxus art-
ist) list him in their 1965 survey, but in that volume’s set
of self-submitted biographies, one notes the contrast
between the expansive Nam June Paik and the drily fac-

tual Pacrerson:

MName: Benjamin A. Patterson, Jr.
Height: 180 cm.

Weight: 77 kg.

Wears glasses. Excellent health. Married
(2 children).'s

What follows is a medieval-style, basically nonnarrative
chronicle, a set of annals presenting dates that may or
may not be important, followed by a modestly presented
list of publication and performance venues. That’s all.

1934: Born on May 29, in Pittsburgh, Pa.

1952: Penn High School (Pittsburgh, Pa.)

1956: University of Michigan (Bachelor of Music)
1956-60: Contrabassist with Halifax Symphony
Orchestra; US. Army 7th Army Symphony
Orchestra; Ottawa Philharmonic Orchestra
1960-62; Lives, writes, and performs in Cologne

and Paris

By his own account, Patterson was active in Fluxus from
1962 to 1967 and “semi-active” after that. A 1990 self-
biography lists Patterson as working at the New York
Public Library in 1963, getting a master’s degree in library
science at Columbia University in 1967, and “retiring as an
artist in the late 1960s to pursue an ‘ordinary life! "'
During his “retirement,” Patterson engaged deeply with
creating new cultural infrastructures for African American
and other artists of color. A 1970 article by Dominique-
René de Lerma identified Patterson as a former president
of the Society of Black Composers,® and in March 1972
the composer participated in a panel discussion titled
“Music in Black America” at the Music Educators National
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Conference in Atlanta, alongside Wendell Whalum, then
chair of the music department at historically black More-
house College.*' Patterson helped to develop the Com-
poser in Performance programs for the New York State
Council on the Arts, as well as serving as chair of the
Department of Performing and Creative Arts at Staten
Island Community College. He served as general man-
ager of the Symphony of the New World (an ensemble
devored early on to fostering ethnic and gender diver-
sity in symphony orchestras, including both performers
and composers) and as director of development for the
Negro Ensemble Company:??

Methods and Processes (1)

Patterson’s text pieces are usually grouped under the
general heading of what are now known as “event scores,”
said to be pioneered in the early 1960s, in particular by
La Monte Young, Yoko Ono, and Geaorge Brecht, whose
Fluxus work is generally seen as being emblematic of the
early possibilities of the medium. Critic Liz Kotz focuses
on the poetics of text scores:

Rather than pulverizing language into sonorous
fragments, the scores focus on the instructions
themselves as poetic material. This alternate poetics,
of deeply prosaic everyday statements, comprised
of short, simple, vernacular words, presented in the
quasi-instrumental forms of lists and instructions,
emerges in the postwar era as a counter-model to
the earlier avant-garde practices of asyntacticality,
musicality, and semiotic disruption. . . . Physically
modest and de-skilled, these "scores” represent
an artistic practice driven by but also counter to
the recording and reproductive technologies that
would increasingly restructure sound and language
in the postwar era.?



While many of Patterson’s text scores incorporate a
freely significative poetics, unlike Brecht's works, they nei-
ther necessarily valorize the everyday nor situate events at
a threshold point between performance and its environ-
ment. Rather, some of these works perform a more tra-
ditional role of asking listeners and performers to locate
themselves in interaction with sonorous experience, As
French critic Micolas Feuillie stated in 2002 "Benjamin
Patterson maintains about his concept of ‘events’ that
the instructions require special involvement by the inter-
preters. Rather than an art that is distracting or sooth-
ing, and in contrast to the uniquely playful aspect that
such ‘events’ may seem to have in general, he affirms
their essentially personal dimension, the character of lived
experience that enriches those who create them, and the
immediacy that their apprehension requires—a demand
that abandons the very notion of art*

Further, these Patterson pieces differ from ather
Fluxus scores, later conceptual art/music pieces, and tra-
ditional scores in that their realization cannot take place
in the imaginary; to be perceived at all, they must be
performed—physical, real-world action must be asserted.
The conseqguences of that action must be experienced,
and no attempt is made to anticipate or control audi-
ence or environmental response or orientation o time,
memary, or history.

Writing in 1964, Paterson himself declared:
demanded of an experiencer (not a passive viewer or lis-
tener) to act in the position of performer, interpreter and
even as creator in the event. | was not concerned about
stimulating retinas or eardrums, but instead to make
that which would address the integration of experience
and relevant capabilities”* A 1991 “interview with him-
self” first published in German translation in the journal
Kunstforum International (the original English version is
included in the present volume) provides perhaps the
most extensive critical autoethnography of Patterson’s
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Parterson performing Varations for Double Bass [1061) in 1062

view of his early works. "But during this period,” he related,
"I thought of myself as some sort of a composer-performer
(the term performance artist hadn't been invented yet),
and most of my work was presented in the context of
a Fluxus festival or concert. These works—if not exactly
music—were still based primarily in time and activity, not
space and color

Fluxus artists were inordinately fond of including
themselves on taxonomically articulated lists and gene-

alogies. Patterson appears on nearly all the lists, but the



nature of his presence varies. The composer’s own list
comes in the form of a piece, Constellations of the First
Magnitude (2002), rendered as a sample of Renaissance
visual cosmology, complete with astrological signs.?® Par-
terson’s self-produced narratives are relatively modest in
scope and number, and like many African American art-
ists working in whiteness-imbued art worlds, he may well
have realized that he would be obliged to write himself
back into his own history.

Typically Patterson performs this historiographical
function with a certain modesty and self-effacerment thar,
alternatively, could be viewed as a strategy of masking. In
2001 he noted the relation between a certain whimsy and
playfulness that his work evoked and “the old saying that
you catch more flies with honey than with vinegar, which
has something to do with the African American that |
am ... the standard Amos and Andy situation of getting
through difficult situations with humor with more smile
on your face is one of the things | learned as a survival
technigue*®

The comment seems to add new dimensions to the
context within which Fluxus humor has been presented,
Indeed, critic Kristine Stiles saw cryptic references to race
in Patrerson’s use of coffee grounds in the text score of his

1964 First Symphony:

FIRST SYMPHONY

One at a time members of audience are questioned,

"DO YOU TRUST ME?" and are divided left and
right, yes

and no.

the room is darkened.

freshly ground coffee is scattered throughout
the room.

Queried by the critic, Patterson himself was less sanguine
about this interpretation: "I must admit that | do nort

remember being so consciously aware of . . . racial impli-
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cations when | made this work. Of course, | knew | was
a Negro (the terminology in those days) and quite a bit
abour racism and how it was affecting my life. But, con-
sciously, | really did not understand how deeply racism
affected my work. Obviously, subcansciously a lot was
happening' For Patterson, the centerpiece of First Sym-
phony was the use of the "pop” sound of opening a can of
coffee on stage in the dark as a means of provoking audi-
ence anxiety: “[It was] a sound familiar to many people
(male and fermale) at that time thru military experience
or ‘civil rights' marches (it is the sound of opening the
conrainer of a smoke, percussion or tear-gas grenacle)”
Nonetheless, Stiles is reluctant to embrace Patterson's dis-
claimer, concluding thar "issues of race found both overt
and covert expression” in his work and that, in First Sym-
phony, Patterson "seermed to confront his predominantly
white, avant-garde audience with its veneer of sophistica-
tion, that gloss that thinly cloaks deep and unresolved
racial conflict”®

What seems equally plausible upon further reflection,
however, is that the composer expected even a norma-
tively white audience for avant-garde work to recognize
and respond to the sounds of protest demonstrations,
including the ominous sounds of lethal authority. In this
way, rather than being narrowly focused on confronting
and thereby centering the experience of whiteness, Pat-
terson was using sound to universalize the experience of
social protest, something experienced by citizens of all
races at the time.

This is not to say that Patterson avoided confronta-
tion with race in his work. In his 1991 self-interview, he
notes that he prefers to use humor “as it often provides
the path of least suspicion/resistance for the implanting
of subversive ideas™* His assertion of this method in
one piece could be seen as a precursar of Adrian Piper's
even more pointedly ironic participation work of 1982,
Funk Lessons’s As Patterson described it: "This is best



exemplified in one of my works exhibited at Galerie
Schiippenhauer, titled Educating White Folks. In this piece
I quote a black folk story, which goes like this: ‘The appro-
priation for the Negro school was used for the white
school. The superintendent explained this to the Negro
principal, who of course couldn’t make a direct protest.
So he said, "The one thing we need most of all is educated
white folks." So that is where | come from."*

The possibility that Patterson was uninterested in hav-
ing the reception of his work overdetermined by race
may have accounted for his embrace of Furope, as with so
many other nineteenth- and twentieth-century African
American artists. This account appears to be supported
by Sally Banes's quotation of a 1964 article by Dick Higgins,
whom she characterized as "someone indignant against
prejudice” “Patterson married and went [from Germany]
to France, as he had gone from the US. before, where he
did not want to be a 'negro artist’ but just one Hell of a
good one and, among other things, a negro. Only James
Baldwin and Benjamin Patterson have ever attained that
proportion.

Nonetheless, to the extent that simply being “a negro”
automarically announced race in a whiteness-valorizing
art world, one could reasonably expect thar race and its
naturalizations would come dangerously close to over-
determining the responses of critics, audiences, and even
colleagues. Thus, even Higgins felt able to publicly declare
in 1964 that, before meeting Patterson, he suspected that
he was black, apparently just from reading his 1962 book
Methods and Processes: "Actually Patterson’s way of using
periodic repeats and the blues feeling that this produced
being so ingrained and natural struck me so much that
when he first sent me a copy of methods and processes |
wrote to him and guessed he was a negro.™® In this light,
it is not difficult to imagine that Patterson’s use of the
“survival technique” of humor involved both musical and
collegial aspects.
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The Role of Improvisation

Patterson’s early pieces are often composed of three main
elements: (1) a set of matenials, physical and/or temporal:
(2) performance instructions and process elaboration;
and (3) limit and ending conditions. A typical example is
his famous Paper Piece (1960), in which performers cre-
ate a variety of sounds using paper bags. The piece could
be presented as public and interactive, and as the score
notes, “dynamics are improvised within natural borders*®

[Materials]

5 performers

instrumentation:

15 sheets of paper per performer approximate size
of standard newspaper, quality varied, newspaper,
tissue paper, light cardboard, colored, printed

or plain,

3 paper bags per performer; quality, size and
shape varied

[Performance instructions and process
elaboration]

procedure: A general sign from a chairman will
begin the piece. Within the following 30 seconds
performers enter at will,

By each performer, 7 sheets are performed

SHAKE

BREAK—opposite edges of the sheet are grasped
firmly and sharply jerked apart

TEAR—each sheet is reduced to particles less than
1/10 size of the original . ..

dynamics are improvised within natural borders of
approximate ppp of TWIST and fff of POP! .,

each performer previously selects, arranges,
materials and sequence of events,



[Limit conditions]

duration: 10 to 12 1/z minutes.... .. The piece ends
when the paper supply is exhausted.

Early on, Patterson saw openings in avant-garde music
for improvisative modes of encounter. “In the series of
Bauermeister,” he recalled, | met John and David and
Cage’s earliest work and recordings such as Radio Music,
so | introduced myself and he asked me to perform with
them the next night. And it was like a duck taking to
water, and it was so natural for improvisation* In con-
trast, Fluxus cofounder George Maciunas felt compelled
to differentiate between Fluxus composers and Fluxus
impravisers. By this time the art world had forgotten
the late nineteenth-century origins of Western music’s
proscription of improvisation and was in thrall to the
working out of the "Quiet Revolution” that actempred to
erase the historical and cultural processes that preceded
improvisation’s fall from grace®

For Maciunas, the prevalence of improvisative prac-
tices in the new movement seemed to imply the need
for new modes of encounter and dissemination. "Gener-
ally, there are very few Europeans doing compositions, so
few | really can't think of anyone,” he wrote in a 1962 letter
to George Brecht. "Maybe [Robert] Filliou and . .. [Wolf]
Vostell and [Daniel] Spoerri. The last 2 do not write down
their happenings but improvise an the spot so | can't tell
you or send their things to you. Of non Europeans best
are NJ Paik, Ben Patterson, Emmett Williams, Paik again
does not write down his compaositions, but a few simple
ones | can describe"s?

The possibility that the binary opposition between
improvisation and composition might constitute a merely
vestigial remnant of Western music’s post-Romanticism
occurred ro few at this time, at least publicly. In any case,
Patterson, who did not study with Cage, seemed unfazed
by that community's suspicion of improvisation, and the
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improvisation-composition binary evidently lacked the
moral force commonly assumed for it at the time. Thus,
in a decided difference from Cagean aesthetics, a perfor-
mance of Paper Piece could be Dionysian or Apollonian
according to moad, and at least from the evidence of a
1999 performance of the work,* the tendency was clearly
toward the former. Mareover, despite Patterson’s initial
negative reaction to Stockhausen, the pieces resemble
the older composers notion of composer control more
than that of Brecht or Young.*

The only other African American who has been
associated with Fluxus was the innovative avant-garde
jazz-identified singer Jeanne Lee. As historian Eric Por-
ter bas it: "Lee was briefly married to and collaborated
with sound poet David Hazelton and worked with other



artists affiliated with sound poetry, Fluxus, and Happen-
ings. She became interested in sound poetry’s dedication
to conveying emotional meaning through intonation,
communicating via non-verbal utterances, and connect-
ing poetry to bodily movement and sensation. Lee was
also drawn to the experimentalism, ritual, audience par-
ticipation, and iconoclasm associated with Fluxus and
Happenings."*

For the most part, however, the canonical literature on
Fluxus has been careful to distance the movement from
jazz. The closest affinity to jazz runs through saxophon-
ist La Monte Young, whose background in jazz was well
known, albeit commaonly portrayed as an aspect of his
past that has little to do with the scope of his career
Nonetheless, Porter argues that Lee's notion of the rela-
tion between performed sound and the environment
connects jazz with Fluxus, in that it “suggests a com-
mitment to human interactivity during the creative
process that creates non-hierarchal relationships among
performers and audience members and invites the audi-
ence to participate in the creation of meaning around
the performance. It is an ethos that can be found in the
work of Fluxus and Happenings participants, as well as
that of African American improvisers such as members
of the AACM, and multi-instrumentalist Marion Brown,
on whose Afternoon of a Georgia Faun Lee performed.™?

Similarly, a communal interaction with the audience is
audible on the archival live recordings of Patterson’s 1961
Variations for Double Bass and Duo for Voice and a String
Instrument. Sudden silences are punctuated by unusual
and evocative sounds, both great and small, and mem-
bers of the gallery audience are talking, laughing, and
freely applauding Patterson’s performance efforts, as in a
jazz bar. Moreaver, photos of performances of Variations
from 1962 and 1989 (see p. 199) indicate that the piece
was as much visually as sonically articulated.
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A deceptively complex example of improvisation from
Methods and Processes uses materials from the environ-
ment itself—in this case, a bakery:

enter bakery

smell

leave

enter second bakery

smell

leave

enter third bakery

smell

leave

continue until appetite is obrained.*

The piece asks participants to interact with a potentially
large number of bakeries but gives a limited set of instruc
tions as to how that interaction is to be performed. In
Cagean terms, this is a moment in the score that would
ideally be “indeterminate with respect to performance,’
but in everyday-life terms, innumerable small acts, per-
formed in the spirit of the piece, require indeterminacy
to live alongside agency in ways that cannot be conflated
with what Cage called "the dictates of ego"* These small
acts include not only physical motion and decision mak-
ing as to timing but also selfreflection, attention, and
evaluation with regard to the experience itself—elements
that, after all, are explicitly called for in the piece and that
draw upon essentially universal human tendencies and
capabilities.

The notion of improvisation subsumes all these acts
and in the end constitutes a much better descriptor of
the actual affective worth of performance. As Parterson
notes, "My pieces, as they appear on paper, have neither
material nor abstract value” Rather, for Patterson, “They
can only achieve value in performance, and then only
the personal value that the participant himself perceives



about his own behavior and/or that of the society during
and/or after the experience. (In fact, any piece is just this:
a person, who, consciously, does this or that. Everybody

can doic.)"®

What Now?

Patterson returned to active Fluxduty in 1988, around
the time of a general recrudescence of interest in Fluxus.
Besides his important sound and music works, he was
also a printmaker and a painter, and he created sculprures
ranging from the ubiquitous Flux-box form to room-size
installations that have been exhibited in solo and group
shows and performances around the world.

In the interim, digital compact discs had become a
prime contemporary form for sonic dissemination, one
far more tractable and less expensive to produce and
distribute than the bulky analog vinyl discs of the 1960s.
New recordings began to appear, such as the seven-part
Liverpool Song Lines from 2002 and 20035 hilariously
thought-provoking Surveying Western Philosophy Using
China Tools,*' as well as archival recordings and new per-
formances of Patterson’s acknowledged classic works,
such as Variations for Double Bass, Duo for Voice and a
String Instrument, and Paper Piece s

Patterson’s 2002 recording of his work The River Mersey
indicates that his commitment to improvisation has not
slackened. The piece combines periodic repetitions of
R & B-style audio, spoken event instructions, elements
of Duo for Vieice and a String Instrument, and audibly jazz-
identified performance of a graphic scores* While such
scores can function as sites for the improvisative act's
signature combination of indeterminacy, agency, history,
and memory, one might observe, as | have noted else-
where, that “once a graphic score migrates conceptually
beyond the communities in which it originated, how-
ever, the metatext that it represents inevitably becomes

LEWIS
127

transformed. In that sense, either the graphic score or the
improvisation can become a site for asserting affinicies
with, or articulating fealty to, a received tradition. . .. The
furure history of any graphic score or improvisation will
be partly oral, partly aural as mediated through recording,
and partly related to the texts that musicians, scholars,
and journalists have produced about it

The River Mersey shows us that the sound of any realiza-
tion of a graphic or textual score fortuitously transcends
the composer and the contemporaneous environment
at the time of its original conception. Thus embedded
in the histories of its current performers and audiences,
the scores can remain alive, resisting any notion of “his-
torically correct performance” as they remain responsive
to the vicissitudes and necessities of the creative social
moment. In this way, each performance can be unigue
and "original” with respect to time and space. Indeed, a
major trope of Benjamin Patterson’s work concerns sim-
ply staying alive—to possibility and to experience.

I once saw singer Richie Havens on a television show;
the host of the show, noting that it had been a long time
since mainstream media audiences had seen Havens,
asked him if he had a message for the public.

"Tell them I'm still here,” came the reply.
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Fluxus: Unimaginable
Without Benjamin Patterson

JON HENDRICKS

Ben Patterson has had an enormous role in Fluxus. His
presence and work dominated the very first Fluxus con-
cert in Wuppertal, Germany, at Galerie Parnass on June 9,
1962, an event titled Kleines Sommerfest: Aprés John
Cage. Two of Patterson’s works were performed. Duo for
Voice and a String Instrument (1961), with William Pearson,
was a seemingly improvisational noise music work with
two voices: Pearson’s vocal intonations and Patterson’s
double bass, attacking, repelling, and embracing each
other’s sounds. The second work, Variations for Double
Bass (1961), became an iconic Fluxus work that was later
performed in numerous Fluxus concerts and festivals.

Patterson, a classically trained musician, used his
antigue double bass in as many irreverent ways as seemed
possible. In fact, Variations for Double Bass was scored
not in a traditional way with musical notations but as a
textual score, Two of the notations:

V.

Place a number of wooden and plastic spring-type
clothespins on strings several inches above bridge
in such a manner that they rattle and/or produce
odd tones. arco; tremolo; trills and/or long tones.

X
perform pianissimo, medium and short tones arco

with mute

The sounds were delicious, assaulting the well-dressed
upper-crust German audience. The actions produced
laughter and bewilderment.

Bontin the State of FLUX us

| doubt very much that anyone present, other than
the Fluxus artists on the program, had ever experienced
anything as unconventional. Fortunately, the director of
the gallery, Rolf Jahrling—an architect in the town with
a vibrant curiosity and love of the new, who had trav-
eled throughout the United States, even visiting Black
Mountain College—arranged to have photographs and
a sound recording made of this Fluxus event, which pre-
serves the experience so that visitors to Patterson's exhi-
bition in Houston were able to see and hear what took
place that night.

In 1962 in Paris, Patterson self-published an important
collection of his scores, titled Methods and Processes. The
publication contained several works that became Fluxus
classics, including Lick Piece (1962; p.132), performed for the
first time in New York in the spring of 1964 at the Fluxhall,
359 Canal Street, during Fully Guaranteed 12 Fluxus Con-
certs. Benjamin Patterson, Robert Watts, and others cov-
ered artist Letty Fisenhauer’s naked body with a Reddi-wip
type of whipped cream from aerosol cans as she watched
with a bemused expression on her face. In one of Peter
Moore’s photographs of this process, Patterson’s score
Instruction No. 1is visible on the floor underneath his flip-
flop-clad foot—as though he were performing two of his
compositions simultaneously.

The piece probably most associated with Fluxus is
Paper Piece, written in 1960 and performed in nearly every
Fluxus festival from the fall of 1962 onward. The Fluxus
interpretation of the work generally involved large pieces
of paper hanging in front of the stage and artists standing
behind, making holes, at times performing other works
such as Nam June Paik's Young Penis Symphony (1962), in
which performers pur either their fingers or their penises
through the holes, throwing programs or Fluxus scores
through the holes made in the paper curtain, then break-
ing through the paper and extending it out over the
audience,



Patterson had written a somewhat more structured
score for Paper Piece, which was exhibited in Houston.
Some of the sounds included in the score associated
with paper are “shake,” "break,” “tear” “crumple,” "rumple;"
“bumple,” “rub,” "scrub,” "twist,” "poof’ and “pop.” Patter-
son’s action music was among the most radical of the
time and helped to define Fluxus as both humorous and
outrageous, an affront to cultural normalcy.

CGeorge Maciunas, the visionary Lithuanian American
artist who was the conceptual instigator of Fluxus and
its primary theoretician and organizational planner, was
invited to Wuppertal at the suggestion of Nam June Paik.
Paik, another major Fluxus artist, had been invited by the
Galerie Parnass director, Rolf Jahrling, to organize an event
for the opening of a surmmer exhibition of Art Informel

at the gallery. Remarkably, among the list of painters

and sculptors was none other than "Hulbeck-New York." Performance of Paper Piece.

Hypokrterion Theater, Amster

"Hulbeck” of course was Richard Huelsenbeck, one of the ; .
dam, 1963

several founders of Dada at the Cabaret Voltaire in Zurich both Maciunas and Rolf Jahrling, Maciunas has enlarged
in the spring of 1916, forty-six years earlier, and changed the program: number 2 becomes num-

Paik felt that he didn't have enough time to prepare an ber 3, and number 3 becomes number 2 with Pearson’s
event, so he suggested Maciunas. Things start, and Maci- name (added by Jahrling). Then Maciunas adds a num-
unas'’s plan for the event that early summer was the first ber 5, "Ear Music—Terry Riley” and number 6, "Constel-
public manifestation of Fluxus. The invitation card lists lation No. 2—Dick Higgins" and changes the title of his
Benjamin Patterson (USA-Paris) together with George work under number 4 from Lippen Musik to Homage
Maciunas (USA) on top, as though to imply that the two to Adriano Olivetti. A number 7 is added in Maciunas's
were the artistic presenters of this Aprés John Cage soirée handwriting, "Tribut/led Curtis” with some additional
and the sole performers—indeed, the printed program notes in Jahrling’s hand. Maciunas adds the names—
lists only four warks: "Caspari” "Kosugi,” "led Curtis USA" [not readable],

Al o' " [Tomas Schmit), and "N
Einfithrung: Neo-Dada in New York Maciunas venman harfas| Tomas Setiri and “Slam Jun

i . Paig" [Nam June Paik]—rthus creating a Fluxus cabaret
Chefredacteur der neuen Kunst-zeitschrift FLUXUS g ! ] g

sampler,

Variation fir contrabass Patterson T e
Maciunas's text read by Arthur C. Caspari in German

Duo Patterson he beginni - < clearl ;
) . _ at the beginning of the program is clearly a manifesto
Lippen Musik Maciunas ) g & i PIog ) y )

laying out the territory of Fluxus. In addition, Maciunas
However, the copy of the program invitation card in wrote and published the "Brochure Prospectus” for Fluxus,
the Silverman collection has holographic notations by which was distributed to the guests for the very first time,
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Performance of Lick Prece, Canal Street loft, New York, 1064; photograph
|_'|:,.r Peter Moore

and Maciunas’s designed announcement card cube for
An Anthology was also handed out—people used the
cubes as bracelets and can be seen in photographs hold-
ing the brochure,

These were the beginnings, the very beginnings of
Fluxus, And Benjamin Patterson was present—not as a
spectator but as a featured performer. His presence would
be felt as the movement evaolved, throughour that year
and the next, in concerts and publications, in Europe, and
in New York on Maciunas's return to the United States at

the end of 1963. When one studies programs from these
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early years of Fluxus, one can see the importance of Pat-
terson’s work.

A week after the Galerie Parnass concert, on June 186,
1962, in the Kammerspiele in Disseldorf, during a con-
cert organized by Nam June Paik and George Maciunas
titled Neo-Dada in der Musik, Patterson's Paper Music
and Disturbance from Lemons were performed, On
July 3, 1962, during Sneak Preview; Fluxus on the streets
of Paris, organized by Robert Filliou and Patterson to
coincide with the opening of Patterson’s exhibition at
the Galerie Girardon, Patterson’s Paper Piece and Varia-
tions for Double Bass were performed. On September g,
at the Stddusches Museum, Wiesbaden, during Fluxus
internationale Festspiele neuester Musik, Patterson per-
formed Variations for Double Bass. And on September 16,
for the same festival in Wiesbaden, Patterson performed
two works: Septet from Lemons (1961) and Overture |
and I (1961). On October 24, 1962, at the Institute of
Contemporary Arts in London, in conjunction with the
Festival of Mishits, Patterson’s Paper Piece was performed.
Paper Piece was performed again on November 23, 19632,
at Festum Fluxorum/Musik og Anti-Musik det Instru-
mentale Teater at the Nikolaj Kirke, Copenhagen. In the
same festival, this time at the Alle Scenen, Copenhagen on
November 25, Solo for Dancer (1961) was performed. On
MNovember 26, back at the Nikolaj Kirke, Septet and the
world premiere of Pond (1962) took place. On Decem-
ber 3, at the American Students and Artists Center in Paris,
during Festum Fluxorum poésie, musique et antimusique
evénementielle et concréte, Paper Piece was performed.
The next day, Patterson performed Variations for Double
Bass, and on the December 6 concert of the festival, he
performed twa pieces from Methods and Processes. The
next year, on February 2 and 3, in Disseldorf at the Staat-
liche Kunstakademie, in a concert organized by George
Maciunas and hosted by Joseph Beuys, Paper Piece, Septet

from Lemons, and Pond were performed.



r'

In 1966 Maciunas prepared Fluxus versions of Patter-
son's scores, which were simplifications and pared-down
instructions from the more precise and elegant scoring
that Patterson used. These simplifications were typical of
Maciunass approach to work for Fluxus concerts and to
distribute publicly for others to perform. They are repro-
duced here to give a sense of how performers might have
interpreted Patterson’s work for Fluxus concerts in which
Patrerson was not the performer.

Ben Patterson

PAPER PIECE
Improvisation with paper.
Ben Patterson

SEPTET (FROM "LEMONS’)

7 kettles, each equipped with different whistle in
nozzle is fitted over nozzle with balloon. As water
is boiled balloons inflate while whistles play. Three
performers shoot at balloons with pistols or darts or
bows or arrows.

Ben Patterson

VARIATIONS FOR DOUBLE BASS

17 variations are performed such as:

tocating pin of bass over location of performance on
a map, attaching clothespins on strings and rattling
them, agitating strings with comb, corrugated board,
feather duster or chain, eating edibles from peg box,
posting a letter thraugh the f hole, etc, etc, ete.

Ben Patterson

POND, for 4, 8 or 12 performers,

Performer voices repetitive sounds after a jumping
mechanical frog enters his zone on a charted floor.

Score,

Published in Fluxfest Sale (Winter 1966).
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This is just to demonstrate Patterson’s important partici-
pation in those first crucial months and the initial mani-
festations of Fluxus. During this time, his scores were
published in KWY; in Décollage; in Jirgen Becker and Walf
Vostell's Happenings / Fluxus / Pop Art / Nouveau Réalisme;
in the Fluxus Preview Review; in the Fluxus newspapers
nos. 1and 2; and in Four Suits, published by Something
Else Press.

Benjamin Patterson is an iconoclast, a provocateur,
a trickster. He is someone who makes you smile and
engages your mind. All the things that an artist should
be. All the things that a good artist should be. He is those
things.
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Papierstiick fiir fiinf Spieler,
from Ieh bin schin, 1960
Ink on paper

11 % 8% inches

Gerty Research Institute, Los Angeles
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.mm’}h % 7% inches
Getty Research Institute, Los Angeles
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Composition for Any Situation, 1961
Ink on paper

&% = 8% inches

Getty Research Institute, Los Angeles



Décollage Piece for Wolf Vastell, 1961 (detail)
Ink on paper and vellum

Score, page 1. G%s x GY inches

Score, page 2 6% x 6% inches

Getry Research Institute, Los Angeles



& disturbing composition

a soloist will perform a decided upon number of wisual,
acoustic, olfactory, tactusl, caloric, ete. disturbances
during the course of any concert, play, lecture, atc.
diatribution of disturbances is determined by chance or choice
without regurd to other contents of program.

disturbances in general are brief.

they may be performed on stage, in audience, outside hall,
underground, etc.

L}ppg,;ﬁ, é?érh*-b

paris, 19561

A Disturbing Composition, 1961 I

Typed ink on paper

10% x 7'¥s inches
Gerty Research Institute, Los Angeles
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|E - q1gr O — s balers elesed [iF;J'
e, & — suck beTween lower fip anduppen Tecth
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feaglh PeawsTi ymbale ciresimseribed by civclec projected
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and e e quence of evenls Fn}l’.'ﬂr.fg skl aTion ave free. Chowe
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e DY T
1§ .1“- Fiagetnail ov black k i:a — kel TJN'nb{jL open Thesdt
b= g bew pandkl B string - !

W e ulesth

-~ lems,
— — de
"1./]_ = daction ot 'J'ri’g!frhg H-J...Lffu

_

Duo for Voice and a String Instrument, 1961 (detail)
Black and colored ink on paper and transparency

Instructions: 2 pages, '¥is x Bl inches each (above)

Transparency: 1% % 8% inches (opposite)

Getty Research Institute, Los Angeles
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oNarture
{vorsion 1I.)

preparations;

[ nair.n-naxqu*: \.rrup-narjihJ wnd nealada‘*l is placed in e
pmnll whtainer"'}. thia. container is wrapped and sealed and
placed in A larger container. the lurger ecntainer in wrapped
ond Eosled and placed in o #til) larger conteiner; mbc..
time, apnce, and expense dotormine the numbar of comtainers,
wrappings and soalinge.

purformannoe:

n performer onseals, unwraps and spone eonbainers, two susiciann
atanding on either side of the unwrapper produce sltornstely

tho lowent posEible temes on (1.) a baps brase-wind instrument
ond (2.) & large gong or tas-tam. coincident with the opening
of ench conteiner, bthe susicinns porfors o long bLons in
ensenble, an bhe nolge-maker in unwrajped, the bwvo sunicinns
perform o vory long tone in enscable.

efteor a pause bhe unvrapper perforss & aingle long ‘tone with

the noise maker.

L. & simple devica to be blown, nuch as o tube with
an obatruction, producing a'"white-noiee® ia prefared,

2. wreppings are of paper, cellophane, leather, cloth,
wood, satal, plantis, ste.

3. aealinge are of wax, glue, zippers, buttons, nails,
rapen, tape, locks, nuts and bolts, ete.
(knives, scissors, wrenches, blow-torches, cork-screws,
bottle-openers, surgical inntruments, eto. are usod
to open sealings. )

4. contaipars are boxes, barrels, barkets, caskets,

Overture, Overture (Versions [ and 11}, 1961
Ink on paper

0% % B4 inches

Getty Research Institute, Los Angeles

146

=2
{overture; vernion II.)

suitcasen, punch bowle, safes, gerbage trucks, stororoons,
grotios, oto;

O (o

paris, 1951




overture
{version III.)

preparations;
see version II. substitute a "canned"woman's laugh for noise

2
maker.l‘}' )

performance:
a performer unseals, unwraps, and opens containers. turn off

laugh when"canning" device is unwrapbed.

1. laugh is"canned" on small transistor tmpe-recorder

or gimilar device.
2, device should be wrapped in smch a manner that

laugh is inaudible at beginning.




Jrsula CGirardon £3 boulevard Fasteur, Paris 15 tel. FON 53=41

20430 heursa 25 Mara 1962
"PORTRAIT OF E0Q"
BenJamin Patterson

201308 heures bitth of EGG
emerges, breathing through snorkel, reading by
candle light, wearing curtle-neck sweater and
aAlving mosk...

20133 » LG, congumer

s preparea sandwleh from cut, grounded, sanded, sawed
braged, boiled, raw, seasonsd lnpiua. olla, mat,
bolts, ote.) erd unseasoned brends, frults
vegetables, meats, nubs, otte.. he nt‘.l...f.‘t.:-

20136,1 L EGG, ratlonallet

analyels, measures, caleculates and deascribes
algebralolly dimensions, directions, distances,
engles, weighta, eto, of objects, articles,
persons, .M---IB )

20338.7 B death of mother of LGO
ssamoment of reverent silenceé...
20:40 n E0G, eorator
::l:igz.lrer‘sgﬂsf, spate, sputters (5.) to audiemce
RO 344 . enspshot of EGG, june 11, 1961
0ot Virtuoso of double-bass (6.)
20§50,0 - EGG me Hilkl de Saint Fhial
ssefdtonishing septot (8.) "and bound in brotherhoocd..."
20160,9 » degenerate penkimas diversions of EGO

(through "furry door”), ravishes (sitting on tollet)
(covered withess) girl...dls flushsd. (7.)

21 ¢08 " EGG mchelvea immortallity

sason ptilbs (dark room), lights candles (8,), »inga
bell, blows whistles (9.), oxita desp hole (10.)

or garden wall..s la phobographed ("blite™ lighting)
during candle oerémony.se

Portrait of an Fgg, 1961

Ink on paper

10%e % 8¥a inches

Getty Research Institute, Los Angeles



SEFTET

benjartin natt

praparationa:
amnll quentities of wetar are placed i each of' 2aven
whistling tea kettles, ‘a rubber ballsn fa fittad over the

atlle in aimanner that doea nob hir r whlstling,

perfornancs :

tobtlos are placad on Individual heeting devieas, arranged
a row, and water 1z brought to ball,

as many as thres performers. seated at a rersc

tattlea sxploda:inflating balio

]Iy A

shot from o ¢as or nirp plstol, darts or bow and arrows;

dotarmine puantlitias o to avold simultanesous

~ 1

of differing Crequenclas

3. narlaorme

mey smoke, comvarsge, read, aat, play card

eto, while awalting bolling of wabor,

k. gim carefully

cologna, 1Ykl

Septet from Lemons, 1961
Ink on paper

1 x 8 inches

Gerty Research Institute, Los Angeles
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Décollage Piece for Wolf Vostell (handwritten iteration), 1961
Typed and colored ink on paper (versofrecto)

10¥% = ninches

Getry Research Institute, Los Angeles
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paris, 1961

rescaored;

Pavane for Flutes, 1961-62
Ink on paper

11 % 8% inches

Getty Research Institute, Los Angeles
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VARTATIONS PO DOUDLE-BASS

benjein pattarson

plEahes,

praduced Lo any one varistion Li this comzoaltlan’ are ab

notuted, (1 fivat performiance by the oo

score darived frem In't blotzs was used pa m poldes %

thema nre many othor satisfocory soluti

1.

unfald world msp an Flosr. alrele with pen, penell, ote. olky

in, which rCarvtanos -8 bodng given. loe off hiaa
in elrels,
il,
g Lour diffecont toy whistlon, sndeol or bird imitators or

ealle, oto, tune stolnga of hass 48 well as poasible;

ite B pumhar o

place n pumbar of wondan and Eh

af ntrings save ol inchea nbave *

tiey rattle

andfar pro

and/or long tonen.

wonve strips of gold-f

Batroon b

dige and

Finpanbsnrd Fontan

butterflles to atring

plzziontl, catapult butt

Variations for Double Bass, 1961-62
Ink on paper

§ pages, 11 x 8% inches each

ety Research Institute, Los Angeles

[asten ol dlworcing, sta,

plagir

T ovar four atringa, ri

with fingera in s

ad jmeant skrings.
VI,

cloca gmall objocts of metai

tpnpar alipe,

on sach atelog An e

S TR

ublo-ntops, aren awudfns

VIII.

holding tnea by Clngerboard upai balanas of aerall.

L1011

L, rub obhjeet of rubber (sueda-loather bmish, ote,} owver

stTinga

3, rab, o

amall

ng ta plocen, largoe pless of sellotax
yyer abclngn

slowdly dowm fror

3. poll narrow whasled

L)

ondpin evar ballpioss, bridge, O string and inte pegbox

{ e mak )

IX.

parfove Long

holding

bhaan right-

ida-un

a1th t hand}

tvo bows (eight sod

e rfomm



ranlnond

on

nenin

Xill.
atund, lo A oo

lnpanese op

of floxihle tiba ko

foatan pur

vardcus Ehreads;

alaciric wiring,

bing of amall

atibles

pull
neck

roga

bat

Eura




think of miaber &
bark like dog
think of nuabor & Lwice

stand up
(A3 not think of nushar 6]

B4 down
think of number &

bark Like dog

-
\

mit vefors mirror in dark reoam
saxe plessant Taso

snke angry face

make parplexed Face

saka iadifferent Cage

alop

Langine expression of no Tace

opon usbrella, hold over Boad
sl Lasann

clone wabrella

think peanaits

opin wsbralla, hold over hesd
sal grangs

olase usbrella

think bestn

open umbrella, hold over hend

eof atravberry
close wabrolls
think ocabbage
apen usbrells, Rold over head

Methods and Processes, 1962 (detail)
Printed ink on paper

10" s % 7% % Y inches

Getry Research Institute, Los Angeles



i grid (dimensions abaut &0

g TROges

forinrs
of threa 'ndfacent ool

A Hécha

nical

performar t
Ethin his

idlantly

mnanigna

inkto an adjrcar

#hoal ove ints

Lar.

aolumn yeialh |

ba.

If pecesiary, atsg

=AY

DlE posponas will ba rapsatad

et it in

g ke gono ol

wlll aonkj ankll

Pond. 1962

Ink on paper

2 pages, 10%s x 8%s inches each
Certy Research Institute, Los Angeles

[ papfoming

madlotaly

* wlll,

fe=Exolema

nied 1n o

ATOH,

rOnTOrEG
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BARer
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phve Trac

ion during » por

n polumn alrandy occupled, hha

parformansn rroga’ have o
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B pulley La hung calling k tH x4 B\ 3 Llooy, '_
in hunjg through mi ¥ noer tiss loop i aft papa, \
loys sglf ‘on floor faca down, up, Laft,.or sight (or all foun a Eraffle 1ight, with or without spectsal pedosteian aienala

R}, plags L1 . i loop nol holat 1a

ind-ar poaltlonsd on atrast

Te GARTES,

ond of rope, dancs may end upon ag

o préa- or iogdelermined numbor of nLLompts, poarformapio) walts at rael or ifwagln nfjnal,
or axhaustion, nlorte » 11 a| rallow alinal, eropaad SEraat ar sbnze on
ironn slgnal. - mehluving poposits alds, perfererisz) turfs,
L quanos. A perl LAy

©oan Inflnlte,
sloabadan;, Jura 1062

Indetemined op predstamiidad mmber of ropétitionn.

Wieghndan, fune

'

‘Two Dances: “Solo for Dancer” and

“A Very Lawful Dance for Ennis,” 1962
Ink on paper

3 pages, 11 x 8 inches each

Getty Research Institute, Los Angeles
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leaks/
I § (JA‘{J' /}fPﬁl'il.a)
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£

() HIE i 5
Jokitl o L Lhbdf gy )
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]

| % Mg /&*e rEyd
| I ./..Eju—:/ (e ) i

Untitled (handwritten iteration of Variations
for Double Bass), ¢. 1962

Ink on poster for Fluxus internationale Festspiele neuester Musik
16% x 1% inches (unfolded); % x 8% inches (folded)

Getty Research Institute, Los Angeles
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Parformara |
sonl-squnk

owr Yark, 1953

A Biting Piece (for Pyla), 1963 Tour, 1963

Ink on paper Ink on paper

13 x 8% inches 11 % 7% inches

Getty Research Institute, Los Angeles Gerty Research Institute, Los Angeles
158



{you're standing, parhaps drinking)
¢laas your oyes

glt down

t -
(thera's a good boy on hess; he's werming up)

to
you Ccoma al

stop

3 - ; - {your ashos's
alright, now start to slow down are new and
. the sky's
(that's right, beat's getting Cfaster, you're to slow down) blue}l

let go; relax beat-
baat-
{thers, that's better: beat's atill getting faster, 5ou're |hagt.
baat-
slowing down)
o ¥anl
Go Manl

1 '\
{Bunday morning) Jramp

all btime mixing up, f: r and glower, faster and slower Jus
oA B

ing up {monay'a honey
- R s . ond wa're
Taster and slower, fastor and alowsr all runny)d

wlxing up, 1

{add colora-1ike Blus, wallow, plni) hent-
i Y baat-
{amoke, too, ot 1ldke ) baat-
beat-

mizing vp, feater and slowar, blus, yellow, pink, smoke,
fapter,
faster,

ringing (WOW] WOW! WOW1)

(that's juat [inal) come Alomgl

alright, hed enought?
atap
[now, when you hear the gong, opén your eyes, sun's golng

blua

be shining, your shosa'll ba new, aky'll be gebt! o Man)

hing 18 going to be a lob, lot batter,(dampn your
mamie, make 1t

wlth Annle) )

and averyuhlng, avaery

DK%}

now, try it

1, thers, what do you think about thatf

want to try it again¥

ok, cloas your oyos i b
__E.;l..—;_r;ut'.. yon

slt down

zotto lau

man, laugh man

Untitled (You are standing,
perhaps drinking), ¢. 1963
Ink on paper

13 % 8% inches

Certy Research Institute, Los Angeles
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First Symphony, 1964
Ink on paper

Getty Research Institute, Los Angeles




TISEE WATS TO & TAIL

Each of 3 parformars sslacts 3 nos-overlagglag continultiss and A g

ko sach ons of the Thres Heguired Huolcss

Thess Required Musics, uaing the given vooabulary, are fxecoted on conventlomal

or modifisd imatresests or voices withie @ metural scosstic snvirosment

repredused [ron 8 pre-recesdsd taps ! =
EJTE ON VOCABULARY: 2 e Lk

The materisl ia ss often oonerete sn oncestogostio. (47 , W
BOTE ONOBUUR: ‘ i Wy [ g
Gyntastiy fuseticos are am often comulative as progrennive.

Each pirforser by pre-arranged slgnal say ee nag bwo vocasions  ehusst sllence
froa ble collesguoa. 1 L1
An inccosplcowoes: Lime-keepieg mebthod will bé'preforred,

i

T T [T

TR THREN RRCUINEL A4 |53

Agancratin it o s v B
m Rilag B s dekghitel

=%
EOLER AN ok g yensh hrar Wb

e
BUARTR AT b s s el R

Three Ways to a Tape, 1966
Ink on paper

14 "% % 10 Inches

Getty Research Institure, Los Angeles
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I

Requiem "

‘Herr, gib ihnen die ewige Ruhe, & hund das ewige Licht leuchie ihnen.
i

0 Giott, dir gebiihri ¢in Loblied in Sion, js L Hir erfille man sein Gelabde in Jerusalem, 22
Erhdre mein Gebe; a5 & mu dir kommi alles Fleisch. 2
Herr, gits ihnen die ewige Ruhe, (4. 4 und das ewige Licht leuchie ihnen. J M

1 -

Kyrie

Herr, erbarme dich unser. 7. Christus, erbarme dich unser. .

Herr, erbarme dich unger. -; a9 .

Sequentia

Tag der Rache, Tag der Sinden, Welch ein Graus wird sein und Zagen,

Wird das Weliall sich entziinden, 9 Wenn der Richier kommi, mit Fragen g,

Wit Sibyll und David kinden, ' Streng zu pribfen alle Klagen!

Laut wird die Posaune klingen, Schavdernd sehen T

Durch der Erde Graber dringen, a3 Sich die Kreatar erhebenr " a3,

Alle hin zum Throne zwingen. Rechenschaft dem Heren 2 geben,
Und ein Buch wird aulgeschlagen, Sitzt der Richter dann zu- richien,
Treu darin ist eingetragen 6P, Wird sich das Verborgne lichten: I
Jede Schuld aus Erdeniagen. Nichts kann vor der Sirafe fldchien. )

Das Bahnhof Requiem, 1995 (detail)
Ink and collage on paper

Instructions: 2 pages, n¥% x 8% inches each

Score: 4 pages, 10% x 154 inches each

Courtesy the artist



"THE THREE OPERAS"

(a work by Ben Patterson

based on music by
Bizet-"Carmen";

Puccini-"Madame Butterfly"; and
Wagner-"Tristan and Isolde”™.)

Foreword: These instructions for the performance of "THE THREE
OPERAS" represant my most recent thoughts about this
work., Historicslly, this work spans more than three
decades, The "stesge-action® for "TRISTAN AND ISOLDE"
was originally a discrete "event/happening”, first
published in Paris, 1861, Wagner's music, the chop-
sticks, and the rice were added only in 19892. "CARMEN"
came to life es & unigue work in 1989, "MADAME BUTTERFLY"
was created to £ill the "perceived” gap betwean "CARMEN"
end "TRISTAN AND ISOLDE" for the first performance of
PTHE THREE OPEAAS" in Seoul, Korea, 1992.

At the first performence in Seoul, Korea, I only saw
this as three nice, but unrelested works. The public
resction to this performence was a great educatiom for
me. The public sew a unity that I had not yet seen.

Since then, of course, I aware of this "wnity"., Still,
the big question remains: "What does it all mean?"

Ben Patterson

Wiesbeden, 1897

The Three Operas, 1997 (detail)
Ink on paper

5 pages, 1% x 8% inches each

Courtesy the arrist
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World Weather, 1997

Spiral-bound music composition notebook,
ink and color markers on paper, world map
1% * 8% inches

Courtesy the artist
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Benjamin Patterson: “The Black and White File”:
A Primary Collection of Scores and Instructions
for His Music, Events, Operas, Performances,

and Other Projects: 1958-1998, 1999
Photostat paper in black binder
. m 12% % M % 1% iInches

Courresy the artist

File includes the following scores and actions:
Paper Piece, 1960

*THE MLAEE & WIITE FRLEs Ants, 1960-62

RCny A oLLECTIeN. B Duio for Voice and a String Instrument, 1961

FOR WIS MUSTE, CVENTS,
OFERAS, PERTDAMANCES AND Lemans, 1941
OFHER PROJECTS: 1958-1998

Owerture, Overture (Versions Il and I11), 1961
Septet from Lemons, 1961

Pavane for Futes, 1961-62

Variations for Double Bass, 1961-62

Pond, w62

Portrait of an Egg, 1962

BEN PATTERSUN, WIFSEADIN/EABEMRELN Sneak Peek, 1062

Solo for Dancer, 1962

A Very Lawful Dance for Ennis, 1962

A Biting P.'uccjl:u' Pyla, 1963

Examination, 1963

First Symphony, 1964

How the Average Person Thinks about Art, 1983 (4 pages)
| Visited the U1S.A., 1987

Artists’ Greeting, 1988 (5 pages)

Critrcal Encounters, 1988

Signature No, 1, 1990

Signalure No. 2, 1991

Bolero, 1994

Das Bahnhof Requiem, 1995 (7 pages)

On the Road with Al . .. a Geddchtnisperformance fir Al Hansen,
1996 (2 pages)

A Simple Opera, 1996 (7 pages)

The Future Makes Progress, 197 (7 pages)

Some “Found Objects"—Quotations— Recently Discovered by

Berparmn Patterson, 1997

The Three Operas, 1997 (Carmen, 1990; Madame Butterfly, 1903
[2 pages]; Tristan und lsolde, 1961-93)

World Weather, 1997

The Creation of the World, 1998 (3 pages)

How to Make Art: Benjamin Patterson’s Foolproof Methods, 1998
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Digging, 2000

Ink on paper

4 sheets, 10% » 8% inches each
Courtesy the aris
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A Simple Opera, 2001

Ink and collage on paper

1% % 8% inches
Courresy the artist
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»This is my Tone*
Ben Patterson, 2005

To introduce this work, may [ tell you a true story told to me (Ben Patterson) in 1975 by
Robert Mann, who at that time was the first violinst of the Juilliard String Quartet.

This story took place around 1967-1968, when the U.S.A. and the U.S.8.R. were siill
conducting a ,.cultural Cold War* to win the whearts and minds* of , Third World
countries”, Tn this context the 1.5.A., Department of State sent numerous, high-profile
performing arts ensembles on tour throughout the world, Thus, the Juilliard String
Quartet was sent on a two-week tour to West A frica. After conceris in the several
capitals and major cities of Ghana, Nigeria, Congo, etc., the Quartet discovered — much
to their surprise — that the final concert would be in a true, tribal, Bantu village...deep in
the ,bush®, Amiving at the village, they found their suspicions confirmed: the setti

was somewhere between a Hollywood ,safari film® and a 1930°s ethnological
documentary film. Of course, the first question the Quartet asked themselves was,
»What do we have in our repertoire to play for this audience?* Finally, they decided on
honesty...which meant to present those compositions, for which, at that time, their live-
performances and recordings enjoyed world-wide acclaim, So sitting in the open, under
an African moon, circled by several hundred villagers, in front of the chieftain’s hut, the
Juilliard String Quartet performed Beethoven's thre¢ »Rasumowsky Quartets®, Opus 59.

According to Robert Marin, the extraodinary circumstances inspired the Quartet to
present their , best-ever” performances of these three quartets, Finishing the last notes of
the concert, each member of the Quartet felt, that they had finally achieved a truely
transcendental interpertation of these great Beethoven compositions, However,...and
greatly disturbing for the Quartet members...was the complete lack of any apparent
reaction — negative or positive - by the audience...no applause, no stapping of feet, no
presentation of flowers or anything else to suggest that they appreciated this
extraordinary performance! The villagers simply stood up with saddened faces, milled
around silently for a while, and then finatly sat down to begin the festive meal ending this
event. The members of the Quartet were seated next to the chiefiain...and so, after some
polite conversation and after an appropriate amount of food and drink had been
consumed, Robert Mann dared to ask the chieftain about this public relations disaster.
Robert Mannwplainedl.hatthelhet}xmetmmbemhwglmhax they had just presented
their , best-ever” performance of these qQuartets...and that they were surprised that the
villagers, apparently did not appreciate their efforts, The chieflain, gazing into the
distance - not wishing to present bad news, eye-to-eye, replied: , My people feel great
sympathy &ryw.Theyseeﬂmycumalmdysould. and they feel sad that you have,
not yet, found your tone,*

POSTSCRIPT:

To understand this reply by the chieflain, it is necessary to understand a few basic
principles of the polyphonic music of the Bantu tribes of West and Central Africa:

My Tone, Your Tone, His Tone,

Her Tone, 2005 (detail)
Ink on white and colored paper
& pages, 11% x 8% inches each
Courtesy the artist
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A Fluxus Elegy (Audiovisual Performance),

c. 2006

Ink on paper

7% = ¥k inches
Courresy the arust
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"Ants...revisited"
Ben Patterson, 2010

(Morrater/Keyboord Musicion reads as follows:)
“The story of this composition begine in July 1960, Discovering an
“ant hlll” in a garden in Disseldorf, X believed I had found a new
opproach to aleatoric music, T scooped-up a bunch of these ants,
dumpad them into the center of a sheat of poper amd then moade
6 photographs over a perlod of 10 minutes, recording the new
pesitions of the ents af each of these & moments, I transferred
these "random” dots (ants) to poges of blank muslc staffs, f
expecting interesting “music”, A try-out on my double-bass was
quite disappointing. (Only much later did T realized that what T
had discovered was a "methed”, .ond of course, o "method” s not
“music”.) Thus, this first attempt was abandoned and ploced in
the “future projects” file,
Feour years loter_ 1964 in Mew York, I cpened this file again and
published “Ants IX, o composition to be used in conjunction with |
ony 1962 composition of Geerge Mochunas.” To date, I know of

no public performance of this version,
MNow, 50 years later we have "Ants Revisited” _based on recent
scientific behaviaral studies of the methods of communication o
among ants.. In this version, T have assumed that the original Ants RQWSIEEd, 2010
onts organized thelr escope from that sheet of paper, primarily Ink an paper
icating with phere {in this score represented by g
an accumuloting cloud of long tanex) and secondarily with 3 pages, ¥ x 16% inches each
stidulations (the intermittent rasping or clicking sounds). Cne Courtesy the artist

ariginal photograph has served as o reference for determining Hime
and pitch relationships. The resulting “compesition” is nat a true
tronseription of the original fraffic of pheromonss and stidulation
sigials befween those ants, but rather o presumptive, acoustic
model based on the remolning avidence.

Electronic keybeard (pheromones)
Clickers and Rasps (stidulations)

é - . - == i = Ten performers are equipped with devices, which mohe cliching and/er rasping sounds. Each
performer is assigned one line (from & to J) from the graphic balmw. At some point In time during
3 : the third system (fo be signalled by the keyboord player), the clickers and raspers (gulded by
oy, the graphlc balew, rapresenting the stidulations of 10 different tree-happer ants) enter and
- f = begin preducing “stidulations.” These stidulations, combined with the “pheromenes cloud”,
' cortinue until the keybeard ployer signols the end of the plece.

Tf%
il

== E , == T ——— HHHHHH— -
[[‘ | . x I !—|—Ii‘?|_l—l—li-l-ll—lﬂ—|rﬂ-+—
» == == —r—i —

Tha keyboard storts the plece. Reading from ket fo right, fop to bottom the spatial distributisd af The ant images T T T T

accumdating “aseatlc thoad, m“mm:duhw_ - - Tha duration of o performance of this week may, or moy not be pre-determined,




“Duo for Voice and a String Instrument”
arranged for
Voice and String Quintet

Notes to the score:

Fer this arrangement 16 sets of “calls and responses™ have been prepared.
The valce “calls” and the quintet “responds”®. In a few sels the volca
“commenis™ during tho “response”.
Al or any number of sets may be performed in any order. The
numbering on each set is for purpases of identification only.
Amplitude, duration and frequencies are open to interpretation. A set may be
performed in a loud, dense, aggressive manner, or in o quiet, pointillist,
reserved manner, or In any other manner.
In the parts for the quintet, symbols which appear in the space between two
staffs may bo parformed by either one or both musicians.
The wavy solid lines indicate the modulation of a continulng sound. The
dotted, amoeha-like forms Indicato whers the Instrument is “prapared” {mute,
paper clip on a siring, ete.) to parform all or soma of the Immediataly
surrounding symbols.

Admendments are recommended where necessary (lo make music).
Ben Patterson Duo for Voice and a String Instrument Arranged
Oct. 18, 2010 ) . L . )
Wisshaden for Voice and String Quintet, 2010 (detail)
Ink on paper
Instructions: 11% = 8% inches (folded), 1% x 24% inches
(unfolded)
Score (16 pages): 8% x n¥ inches (folded), 8% = 234 inches
{unfolded)

Courtesy the arpst
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“GIVE ME A BREAK!™ Ben Patiorson, 2010

Seven sochions (hereslter called “jamms™) of notations and perlormance MEluclions ai
provided, a5 wall as, an of . lools”. A p iy consistef
ana or mane fanes b any order and of any durstios.

1. A pafarmance beging with a backgeound PA syste, victual, hard rock "boat”,... which
confinues feven bridging fams] until i end of the pertotmance, Paflerns, templ and volume
of this baat may or may et change during thve cours# of  perfarmance, Sousce of the
“beal” may bo a CD, synthesizor, keyboard or giher. From lima-to-time, anyfall pestormers
may “ride” ihve on top of this beat, Usa supplied sbmples or create ofhers.

2 At am appropriste moment (aftar thu “beat” I8 sstablished) the *background laxt™ |4) for
salected jam is read by one perfarmor, (When perfavming mulliple jams, thess bexls may be
toad atways by the same perfo of sach p na ‘ofdad, may read ane
o moda of thess Roxts:)

3 M, the “Irick tuzt” (1) foe this jam Is raad by o8 pertormers in unison. {soo Note 1.)

{Tha “backgeocmd teat” (A} can be read in a dry, acadesnic style. The "trick fext” [} can
be tuad in a riyythmic “rapper” style. Microphones are peovided for nach reader.)

4, Parformers than atlempt 1o peiform the irickis) on thei instraments {simultanecusly or
inany sequancel, focusing on scoustic resulls. [See Hote 2. below) Inslrumnnts ars
amplilied (contach microphones?) and a "looper™ capéures interesting “acoustic evais®,
X" number of intarasting "svents® are captured and “looped” 1o, creale a “cloud® of
fccumilaling donsity. A1 the and of each jam, this “cloud” may sad abrugtly o fade sway,
[kdeally, thers i 8 looper for sach instrumant condrelied by the parformet and the outpist mix
is controdied by whoavor has & free hand. However, thvere ate other solutions,)

Nate 1: n most jams, tha trick et |5 prevides instructions for the perormance of seversl
1|-Ir.luc.l-inghwtmyhmmwhpﬂumwullmm‘m\umll
trieks may ba selected to be perarmed indhiduslly os by all, simsifansously
of in sequence. AR rick beats are road simuilaneously.

INobe 2: A tonal range andior & pait of an instiument may be notsted b suggest where, on
the imslrument, the trick should be perfonmed. Nedaled lones or chords may or may
ol ba perdormed. BEWARE: follow the “trick bexts”, rather than the images, which
may or may ot accurataly illistrabe the tick,

Node 3: Live-vides capturing of details of the porformance and projectod orilo & flarge
SCreen o, of near the 5Lage can enhanco the cxperience.

Cive Me a Break, 2010
Ink on paper

12 pages, 163 x 1% inches each
Envelope: 17% = 123 inches
Courtesy the artist
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Terminology: Whit exactly is a break? In
popular music, a break Is a section during &
song where all mustcal elements, excopt the
percussion beat disappear for a time. In Hip
Hop music, a break refers to any section of
music which can be sampled and looped.
The dance done to such break beats is called
 “break”...and the boys and girls who
danced to these funky breaks are called b-
boys and begirs (break boys and break girls).
Media has labeled this breakdancing, but b-
boying and b-girling are still the preferred
terms in the hip hop scene.

History: In the late 60s and early T0s peaple
in the Bronx, NY began dancing to the breaks
in the James Brown song “Good Fool”. The
dance Good Foot became the first freestyle
dance to incorporate drops and spins...the
earliest true breaking maves. As DJs invented
fiew ways to elongate the break beat, dancers
invented longer moves and transitions. By
1977 breaking had lost its popularity with the
black kids, but the Latinos of East Harlem
revived itand took it on to the next level. The
Kung Fu movies of the 1970s had a major
impact on b-boying. The film “Flashdance” in
1983 introduced b-boying to the whole world,

(over)



Technique. Tha four primary techngues of broaking are:

. Toprock, which is any stiiesg of steps perfarmed lrom a standing position Gven the
gioal varioty of poasitle sieps, Toprock s usually the entry dance 1o start s
sel and Ua toremost display of style.

2. Dowrirack, which doscribes any mowemient on U Roor with ke hands supporting he
dancer 48 much a3 the feet. Baslc downrock |s done entively with the
hinds and feat dancing the classic E-siop or 3-siep.

1. Power moves, which o perebatic moves nequirieg momenbum and phyysical poveer.
Th: benakar ks genenally suppodted by an upper body part, whis the st
of the bedy spins or rotates. Hotable examades. aro th windmil, wwips,
head spin, back spin and flares. ARD,

4, Freezes, which are stylish poses in which the body |s balanced & tha air using onfy
thet (s, #dbowis), shouldesia) ar head. Notable sxamples are the pls, Fag,
headstend, k-kick and frog splashs. Frewzes can be linked ino chaine ar
*freaze ledders” and often signal the ond of a b-boy sel.

01 50 now It is tima that we GIVE YOU A BREAKS!

Inrtll mrmmﬂnrmndlh:::rmf:: ?m;ﬂitm:elg‘i:iafnh::tﬂw:lrlﬂﬂ::f IT’ S F I NGE RBOARD TI M E !

iransitiening into downrock, iollowed by a hew power maves and ending wilh the freeco
ilastruted in the scare. Nlustrated instructions for selected fop rock, down rock and
powor moves are provided on @ separate page. Pedormans ard fiew 1o croate thelr own
moves and transitions wilkin the genaral outiines of a particutar bechinique. Uue the

Pawer Ranger anior the small vionden figsirs to dance Ehese breaks.) ‘. A Fingerboard Is basically a down-scaled skateboard,
Most authorities consider the 1985 documentary film,
i;}L- “Future Primitive”, featuring a homemade fingerboard
' - ] - I | built from cardboard, coffee stirrers and Hot Wheels
= axles, as the “public birthday" of fingerboarding. Now,
25 years later, fingerboarding is a $500+ million industry.
1}&“ : = Born in the USA, fingerboarding now enjoys greater
”‘“j- Fis ] | popularity in Europe with annual contests, fairs,
= . workshops and prominent placement on the shelves of

even the most conservative toy stores, You need
. confirmation? Check “You Tube".

i !
. For a warm-up, we will all "build and ride” an Ollie...the
J foundation for all other fingerboard tricks.
(6
{lax la
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Performance documentation for Paper Piece,

1960

Performed at Hypokriterion Theater, Amsterdam, June 23, 1963
Gelatin silver print (photograph by Oscar van Arpken)

7% x 11 inches (unframed)

20 % 17 inches (framed)

Archivo Bonotto, Molvena

DOCUMENTATION
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Performance documentation/brochure for

Lemons: Benjamin Patterson, 1961
Offser on paper

B x 27% inches (unfolded)

Getty Research Institute, Los Angeles

DOCUMENTATION
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Letter from Benjamin Patterson

to Michael Porier, 1960
Ink on paper (verso, poster)
22% % 16% inches

Courtesy the artist




Performance documentation for Décollage Piece
for Wolf Vostell, 1961

Black-and-white phorograph

8 % minches

Photographer unknown

Gerry Research Institute, Los Angeles

Performance documentation for Wolf Vostell:
Décollages, Collages, Ausstellung 15.5-28.5.1961, 1961
Offser on paper, mounted on paper

8% % 53 inches (sheet)

10%s % 8% inches (mount)

Courtesy the artist

DOCUMENTATION
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Performance documentation for Variations for
Double Bass, 1961

Performed by the artist at Kleinen Sommerfest/Aprés John Cage.
Galerie Parnass, Wuppertal, Germany, June 9, 1062

Celatin silver prints {photograph by Rolf Jahrling)

2 NS, 9'%s % 7'%s inches each

2 prings, 13% = 10k nches each
The Museum of Maodern Art, New York:
The Gilbert and Lila Silverman Fluxus Collection Gift

180

Performance documentation for Duo for

Voice and a String Instrument, 1961
Performed by the artist at Kleines Sommerfest/Aprés John
Cage, Galerie Parnass, Wuppertal, Germany, June 9, 1962
Gelatin silver print (photograph by Rolf Jihrling)

B x 10 Inches

Gietty Research Institute, Los Angeles



Performance documentation/brochure for

Sneak Peek: Fluxus, Happenings, Environments,
Poems, Dances, Compositions at Galerie

Girardon, 1962

Offser on paper with ink and postage stamp

7% x 18%s inches (unfolded)

The Museum of Maodern Art, New York;

The Gilbert and Lila Silverman Fluxus Collection Gift

DOCUMENTATION
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Performance documentation for Lick Piece, 1962
Performed by Letty Eisenhauer and unidentified individual at
Fully Guaranteed 12 Fluxus Concerts, Canal Street, New York,
May 9, 1964

Gelarin silver print (by Perer Moore)

o¥ie % 6¥a inches; 18"%a % 14" %e x 1% inches {framed)

The Museum of Modern Art, New York;

The Gilbert and Lila Siverman Fluxus Collection Gift
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Poster designed by George Maciunas for Fluxus
Internationale Festspiele neuester Musik,
Horsaal des Stidtischen Museums, Wiesbaden,
Germany, September 1-23, 1962/1992 (reprint)
Offset on paper

165% = 15%s inches
Courtesy the arust



NEO-DADA in der Musik

Kammarspiale Disseldar! Samstag 16 Junl 1962 23 Ukr

NEO-DADA in der Musik

Vorspruch: Jean-Pierre Wilhelm

PROGRAMM: ) .
1. Onedor Viclin Solo e Name June Paik
2 Worl Evani o George Brachi

~Nama duna Paik

3. Sonata guasi una fantasia

jJopjessnQg 9aidsiawwey)

4. read music Do il yoursall® Hame Juno Falk
= Aniworten an
La Monte Young —

gelazon von C. Casparl

184

Program for Neo-Dada in der Musik, 1962
Offset on paper

7 % & inches (folded)

7 %16 inches {unfolded)

Courtesy the artist



57 ‘central pork west
now york 2%, 0.7,

June 16, 1963

dear, daor 0.B.W. (eeessanszoecasne, ..

1 am B0 fiappy to neoe thob you nea being ketlva in the wins mnd
cheasa Tand, now york L also telng ar mueh or nere then 1te
usunllly busy salf) any die hbsgins wondacful £1in "flaning
chty! this solend. YaH dsy wis oiike & thing, dek mnd allyzon
have proball-Y1y{¥) have glven you a play-by-play of bidn alrendy.
In any ense -1 am Juni vacoversd ennuzh Lo Bhink Ehey 4 mny Ua
somabhing eftor-all aceln someday, (nou thinking sbout a plece

sivioh might be el "CEABHONET,)

aoulid 1ike bo abbemph ny finel sxan (dono fop YAH)T 4 would ba

vary happy to Aes your results 1f they aro meilable:

DEPTNE ML SEABOH ATE UhoH IHL PURFOLE 0F THIA HXANTHATION.

{ona hour)
thus far diek nnd alley-son hnve contribiced oubalmding pepera,
have Robart end Harisme ranlly gone bo danmnark? yhat 1o ths
nidrass?

‘80 thorve i bave not: only aent the noorse bub wrdtven my lohgaat

deliber in khe Liat bvwo yoard also,..., 58 Fu drite too,

Lowe and lls=es 3 = s ) é‘)’%:;. '/

DOCUMENTATION
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Letter to Emmett Williams from Benjamin

Patterson, 1963

Ink on paper

1 % 8%s inches

Getty Research Institute, Los Angeles
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Letter to Benjamin Patterson from George
Maciunas, 1963

Ink on paper
10% % 7% inches
Getty Research Institute, Los Angeles
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Mailer for Yam Day Festival, 1963
Offset on paper

22% % 8% inches

Courtesy the artist
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Photograph of Patterson portrait sketched
by Alison Knowles for brochure announcing
The Four Suits, ¢. 1965

Gelatin silver print

67 x 4% inches

Getty Research Institure, Los Angeles
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Jefferson’s Birthday/Postface, 1964
The Four Suits, 1965

Publications edited by Dick Higgins

Offset on paper

Brochure: 11 % 14 inches (folded)

Book: g% x 6% w 1% inches

Book: 81 x % x 1% inches

Published by Something Else Press

Courtesy the arrist
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Photograph of Benjamin Patterson with Mayor

Brochure for Benjamin Patterson Limited

Music Management Company, ¢. 1970 John Lindsay upon his appointment as assistant
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rrinting o paper director of the New York Department of Cultural
8 x 14 inches (folded) . 197
Courtesy the artist Affairs, c. fL

Black-and-white photograph

8 % 10 inches

Courtesy the artist
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FLUXLS - the most radical art movement of this century.®
[True D False O (check one)] **

In September 1962 o 14 day festival of the newest of the new™ manifestations in the arts of
music, poetry, film, dance and other related media was presented in Wirsbaden, Germany by
the ambitious and brilliant young Lithuanian/American George Maciunas, Wittingly or
unwittingly this notorious festival gave birth to, and was responsible for naming the art
movement* entitied Fluxus. To note a curious footnote in contemporary art history: for &
surprisingly long tiine, in some cases even years, s number of artists responsible for the ideas
claimed by the ,movement” were not even aware that the ,movement™ had been invented,
andfor, that they had been designated as members! This was indeed o bizarre situation,
Pussibly, because it was so bizarre, a popular, but .wrong notion® developed that Fluxus was
un a-prior creation, aesthetically and idelogically unificd through tap-down directives and
manifestos from great leadersftheoreticlans™,

However, judged fram my invelvement in the birth of Fluxus®, the .right nolion® would sce
Fluxus resulting from an empirical, broad-band, global scan - which identified, networked
and presented a collegial (but, not necessarily stable), new constellation of young, radically
thinking artists. In other words, a bottom-up flow of ideas, propositions and thearies. The
cohesiveness of this Now did not result from a well-defined, common aesthetic, but, rather from
a mutusl commitment to a rigorous investigation of the fundamentals of art making. Thus,
Fluxus was not a style but an ,attitude®.

These early generic Fluxus artists considered themselves to be free-ranging experimentalisis
with magic palettes of infinite range. Any observable phenomenon were fair game - from the
muskc of Beethoven to clouds in the sky. Although the general task was to explore new
territories, seek new solutions and refine the human spirit, each individual interpreted and
pursued this challenge in a uniquely personal way. Of course it was o utopian dream and
initially, no increments of change were visible. However, today --- same 35 years later --- new,
but established, art forms such as: performance art, mail art, body art, conceptual art, video
ort, minimal art, food art, ete. trace their roots back to those classic early Fluxus experiments.

Yes, these directions all evolved from Fluxus, but, does that mean that these new forms have
superceded the ,ottitude® of Fluxus - or, that Fluxus s wdead*? If Fluxus is seen as only o
1960°s agent-provocateur then clearly it would be passé today. But, if the notion that the
primary goals of Fluxus were the exploration of new forms, techniques and média, then
knowledge and understanding of its cornerstones are no less important than an understanding
of any of the other major art movements of the past 500 vears.

The bad news is that documentation was haphazard in the 1960's and the information
generally available today Is either recent exhibition catalogues (which emphasize the later
visual art works) or historical/critical texts (which cannot reproduce the flavor and experience
of a live perfnrmnmel.

The good news is that nearly all of the early Fluxus eventsfactions were designed to be
performed by anyone, anywhere and at anytime. Thus, written scores were prepared for future
realization by other interpreters.

Tonight's program is conceived to be both a demonstration of this important aspect of Fluxus
(differentiating it from Lhappenings® and much of performance art) and an abridged, but
important ve-reading of the Fluxus legacy.

Ben Patterson, Zdrich, 1997,

*  Harry Rube, (from his book of the same title),. Amsterdam 1972
** Ben Patterson, Zdrich 1997
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Excerpt from the 1972 book by Harry Ruhé,
Fluxus: The Most Radical Experimental Art
Movement of the Sixties, published by Galerie A

in Amsterdam
Ink on paper
8 % 11inches
Courtesy the artist
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Conference in Solidarit i
¢l United Methodist Office for the UM, 777 UN Plaza, Now Yark, New York 10017 (212} 661-0176

September 2k, 1931

Community Review Board

Horth Star

80 Fifth Ave., BM 1204 : s
Hew York, N,Y, 10011

Dear Board Members;

This letter and attecheents will update the previcus materials in your
file related to the "Conference in Solidarity with the Liberaticn Struggles
of the Peoples of Bouthern Africa”,

First, I sm pleased: to inform you that all in all - fneluding the
expacted and normal problems and complicationz- the preparations for the
conference are going well. The list of sponsors grows daily. Among the
lateet additions are Arthur Ashe, the Tnternational Longshoremen's Asso-
elation, AFL-CIO and Congresswoman Shirley Chisolm, (Bee attached pross
release Septesber 9 for others). The major conference speskers have been
confirmed and all papera and fact sheets will be ready for printing by
Monday. Based on the reports &f the reglonal coordinstors mnd pre-
régistrations arriving in the office it appears that we will at least come
very close to ouwr target of 1000 delegates, Even the press and electronic
media are beginning to show genuine interest in the conference.

On the fund raising front, progress iz reasonsble and improving, You
will note from the attached revised budget that we have been able to
reduce the overall estimated expense budget from $124,000 to $105,400, *
On the income side to date we have received a little over $25,000 and
anticipate checks for enother $25,00 from the Norsan Foundation, The
Hational Ceuncil of Churches, and the UN Center Agninist Apartheid
within the next 5 deys. Also antipated before the conference is $20,000
from the Council ori Namibia and $5000 from the World Council of Churches,
The balance needed we hops will be made up between the results of
detters from Harry Belefonte and Arthur Ashe, the benefit reception with
Peter Tosh, registration fees and cutstanding requests to the Rubin
Foundation, The Boshm Foundation and North Star.

Qur request to North Star for s emergency grant of $1000 focuses
spacifically oo the Saturday evening Solidarity Rally, Enclosed are the
draft of the program and budget for this event. In addition to "greetings™
from religiows, politieal, labor and comminity leaders, the major addresses
will be given by representatives of ANC, SWAPO and Angola ( probably the
Preaidents) and a United States Congressperscn {probably John Comyers).

A pumber of celebrities have been invited and there is a good possibility
that Dustin Hoffman, Bip Torn, Roscoe Lee Brown and Stevie Wonder will
meke appearances, The probable presence of the two liberation movement
presidents presents very real security concernz- thius the major expense

Hon. Ronald V. Dallums, Prosident of the Commiltas
Lonnax 8, Hinds, Esq., Chalr of the P vy G sum:}ga’nmwmw

wilh the Adrican Natisnal Congress of South Alrica [ANC) and the Scuth West Africa People's izalicn (SWAPO)
In coaparation wilth the Iniernational Committas Against Aparthekd, Rackm and Colonializm In Soulhesn Alnca (ICSA).

Hosts: The Souiharn Adrica TeamiOutreach Minisirg Rvarside Chureh; De Carl Flalds, Leader, and The Ree George Thomas, Minister of
Oulreach, Rivarside Church.
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Correspondence from Patterson to the Community
Review Board regarding the “Conference in
Solidarity with the Liberation Struggles of Peoples

in Southern Africa,” September 1981
Ink on paper

8 x 10 inches

Courtesy the arust



We are pleased to announce that
Benjamin A. Patterson
has been appointed

Director of Development

the
ro

ble
oMy

165 West 46th Street

Suite 800

New York, New York 10036
212-575-5860

Announcement card for Negro Ensemble
Company in New York, ¢. 1982

Offset on card, envelope

Card: 5% % 4% nches

Envelope: 4%e x 5'%s inches

Getty Research Institute, Los Angeles

i
- >
PRO MUSICIS FOUNDATION

BENJAMIN PATTERSON
National Director

140 West 79th Street 135% Ocean Front Walk, Suite 203
New York, New York 10024 Santa Monlca, California 90401
212.787-0993 , 713-393-6602

“atterson’s business card for Pro Musicis,
c. 1984

Ink on paper

2 # 3inches

Courtesy the aruist
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Press release and posteard announcing
Patterson’s solo exhibition Ordinary Life, at
Fmily Harvey Gallery, New York, 1988
Printing on paper

Press release: 8 x 1o inches

Postcard: 4 x 6 inches

Courtesy the artist

FRURUS CODGER
PRESENMTS 835
FIMST BWER SOXO
MEW YORK STTOW

EMILY HARVEY GALLERY
537 Broadway, 2nd Floor (at Spring)
New York, N.Y. 10012

Tel. 212925-7651 September 15, 1988
IMMEDIATE RELEASE

BEN PATTERSON: ORDINARY LIFE

Emily Harvey Gallery presents an exhibition of assemblages, constructions, texts, games and
other new works dedicated o ordinary life by an original FLuxus artist Ben Patterson entitled
"Ordinary Life". This show, a continuation of a life long project, focuses on domestie tranquility
and national security.

Exhibition dates: Sept. 23 - Oct. 22, 1988
Gallery hours: Tues, - Sat. Noon - 6:00

For those who have known Ben Patterson primarily as a seminal creator of works in the areas of
conceptual art, performance art and musie theatre, this exhibition of his recent visual assemblages
will be a great and exciting surprise.

Ben Patterson was born in 1924 in Pittsburg, Pa, He was in Wiesbaden with George Maciunas to
organize the historic 1962 Fluxus International Festival and continued to be & major presence at
Fluxus events until the early 1970's when he retired to pursue an ordinary life. Although he has
remained out of the art world in the past decade, he did surface with performanees and new works
for such events as the 20th anniversary Fluxus Festival in Wiesbaden in 1982 and the 1983 Bienal
de 880 Paulo, Brazil.

His best known early works include "Paper Piece” (1960), “Methods & Processes” (1961-62) and
“Seminar II" which were published in The Four Suits, something Else Press, 1965,
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Ordinary Life

Ben Patterson

Manuals, Models, Games
and other Lessons

Sept. 23 - Oct. 23, 1988
Tues-Sat. Noon - 6:00

Opening: Friday, Sept. 23rd
6:00 - 8:00 p.m.

Emily Harvey Gallery

537 Broadway at Spring - 2nd Floor
New York, New York 10012

(212) 925-7651




are $12. To register in advance, please
call 708-491-4852.

s
I!IXfestiva
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Announcements for Fluxus anniversary

exhibitions/events

Fluxus Festival, Chicago, 1093

Fluxus Da Capo, Wiesbaden, 1992 (opposite)
Offser on paper

22 X 33% in, 33 X 23% In,

Courtesy the arust




EINLADUNG

Veranstaltungsorte:
Archivkino Caligari
Bellevue Sual
Biichergilde Gutenberg
Galerie Ressel
Harlekin's Fluxeum

WIESBADEN
6.SEPT. - 18. OKT.

Dokumente Kunsthaus
; Muschel im Kurpark
Objekte : i’ .
Nassauischer Kunstverein
Environments Pariser Hoftheater
Filme Rathaus
Villa Clementine
Konzerte

John Cage

Henning Christiansen

Geoffrey Hendricks

Dick Higgins

Joe Jones

Milan Knizak

Alison Knowles

Nam June Paik Fluxustelefon:

Benjomin Patterson 0611 /301136

Emmeit Williams Nassavischer Kunstverein
Wilhelmstrofie 15
6200 Wieshaden

Veranstalter:

Kulturamt der Lundeshauptstadt Wieshaden
Haorlekin Art

Nassavischer Kunstverein

Fluxus-Virus

1962-1992
in Kaln
I d | “ Info: 0221/2377 36
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Patterson performing Nam June Paik’s One

for Violin (1962) with Peter Kotik of SEM
Ensemble, New York, Akademie der bildenden
Kunst, Vienna, June 1989

Black-and-white photograph (by Wolfgang Triger)

7 ¥ §Inches
Courtesy the artist
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Patterson performing Variations for Double Bass

as part of the concert event Happenings and
Fluxus, Ecole Nationale des Beaux-Arts,

with an exhibition at Galerie 1900-2000, Paris,
August 8-29, 1989

Color photograph (by Francesco Conz)

8 % 10 inches
Courtesy the artist



Patterson performing The Clinic of Dr. Ben (BM,  Patterson and unidentified performer in Tristan
MS) as part of the anniversary exhibition Fluxus  and Isolde, Royal Danish Academy of Fine Arts,

Da Capo at Villa Clementine, Wiesbaden, November 17, 1993
Germany. 1992 Gelatin silver print (photograph by Morten Langkilde)

Color photograph (photographer unknown) ‘E;J: X 7 inches
% ket Courtesy the artist

Courtesy the artist
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Patterson at dedication ceremony for the
Museum of the Subconscious in Namibia, 1996
Calor photograph (by Francesco Conz)

12 % 8 inches

Courtesy the artist

Patterson performing A Clean Slate at Haus
der Deutschen Ensemble Akademie, Frankfurt,
December 16, 2001

Gelatin silver print {photograph by EIfi Kreiter)

12 % 8 inches
Courtesy Elfi Kreiter, Wiesbaden, Germany
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Bolero, 1995

Performed at Konzertsaal der Stact Gera, Gera, Germany,
May 13, 1995

Digital video

22 minutes

Courtesy the artist
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Creation of the World, 2003

Performed at the Goethe Institute, Madrid, February 6, 2003
Digital video

25 MINULES

Courtesy the artist
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Galerie Légitime: A Reenactment, 2009
Performed by ih‘fr*.lm‘lnr‘. Patterson and Bertrand Clavez in the
streets of Paris, June 7, 2009

Digital video

15 Minutes

Courtesy Bertrand Clavez, Paris



Patterson’s Parisian Years:
A Seminal Moment on a

Fertile Ground

The presence of Benjamin Patterson in Paris in 1961 might
be somewhat surprising. At the time Parterson was
deeply involved in the Cologne experimental music and
art scenes and freshly wed to a successful German fashion
illustrator, Pyla Patterson, soon to be the mother of their
first child, Ennis, so his departure for Paris would seem to
be highly counterproductive. Moreover, with regard to
the evolution of the art world, this choice seems to be a
mistake: Paris was then losing its preeminent position as a
cultural capital, whereas New York and the German scene
at large were taking an increasingly prominent role.' Nev-
ertheless, one has to minimize what might appear today
as astrategic failure—hrst, because in 1961 the art scene in
Paris was still very competitive with that in New York and,
second, because this choice was highly beneficial for the
artist and his art. In effect, it was during his sojourn in the
French capital that Patterson expanded his work from the
music sphere to encompass the broader poetic and visual
ground that it still occupies today. From his book Meth-
ods and Processes (1962)" to his puzzle-poems (1962),% it
was a whole new universe that he first envisioned in Paris,
and even his actions were transformed and informed by
his presence in the City of Light.

When, during the autumn of 1961, Ben and Pyla arrived
in Paris, he was already quite active on the Cologne art
scene; having met Karlheinz Stockhausen and John Cage

BERTRAND CLAVEZ
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on the same day,* he quickly got involved in the new
music scene. He had played with David Tudor and Rich-
ard Maxheld, performed at Mary Bauermeister's studio,
worked with Haro Lauhus at his gallery and premiered
his own Septet from Lemons in Wolf Vostell’s studio. He
had met and worked with everyone: those gravitating
around Stockhausen’s studio in Cologne (Frangois Bayle,
Cornelius Cardew, Mauricio Kagel, Gyérgy Ligeti, and
Luigi Nono) and those broughrt together by the coun-
terfestival dynamic and Bauermeister’s studio (Bauermeis-
ter herself, Lauhus, Maxfield, Tudor, Vostell, Theodor W,
Adorno, Merce Cunningham, Heinz-Klaus Metzger, and
Nam June Paik), not to mention those involved in action
art at large in Germany (Joseph Beuys, George Maciunas,
Daniel Spoerri, and Emmett Williams).

However fully engaged Patterson might have seemed
to be, he felt early enough that the peossibilities provided
by the art situation in Germany would remain fairly lim-
ited. As he once told me: “Germany was mainly Cologne
and a little bir Disseldorf, and once you got past this
new music thing, there was not that much more going
on. And Paris just appeared to be a larger situation and a
more, quote, cosmopolitan situation, just... a richer envi-
ronment to work in, and Paris itself is of course a bit more
atrractive than Cologne” Beyond the romantic situation
underlined by the "attraction” exerted by Paris on a young
couple in love, what is also evident in this comment is
an implied critique of the art situation in Germany: the
experimental music scene, as interesting as it could be
and despite its apparent diversity, was pretty uniform
under the two axes of the new possibilities offered by
electronic and electroacoustic technologies, on the one
hand, and the heritage of serialism and dodecaphony,
on the other. On such a basis, as sensible an observer
as Patterson could easily conclude that the whole phe-
nomenon of new music was not free of academicism or,

even worse, formalism. Moreover, if his encounter with



the music of John Cage was a mind-opener for Patter-
son, this music was only a small part—and in many ways
still is—of the experimental music scene, and there was
something unsatisfying to him about such a situation.
The scores that Patterson was producing then, in their
diversity of structure as much as in their nature and inspi-
ration, are quite revealing of this gap. Between Ants, still
pretty much influenced by Cagean serendipitous pro-
cesses of composition and dated 1960,% and Variations for
Double Bass from 1961, something had definitely shifted
away: the possibility of envisioning music as a satisfactory
medium. Beyond its humorous and actionistic aspects,
Variations for Double Bass is a genuine farewell to the
instrument. Starting with the instruction to "produce a
number of arco, quasi-webern sounds,” it goes on with
a sample of a score ("Andante mosso,” a solo for double
bass in act 2 of Verdi's Rigoletto), followed by a recipe for
the realization of a "classic” prepared instrument in the
manner of Cage’s early prepared pianos: “place a number
of wooden and plastic spring-type clothespins on strings
just above bridge in such a manner that they rattle and/
or produce odd tones. Arco, tremolo, trills and/or long
tones.” Once again followed by an excerpt of the same
Verdi score, to be played with the prepared double bass.
On the ffth movement, in which "plastic butterflies” are
fastened to the strings, one is supposed to perform "nor-
mal Bartok” and/or "fingernail pizzicati” in order to “cata-
pult butterflies from strings.”” From Verdi to Cage, passing
through Webern and Bartok, Patterson presents a whole
history of modern music since romanticism, even if in a
very ironic mode. He proves his virtuosity through Verdi's
solo for double bass, which is a well-known morceau de
bravoure for the instrument, but he also dismisses this
virtuosity by applying various experimental music recipes
to the mix: preparation of the instrument, overuse of piz-
zicati or long tones—a kind of play extensively practiced
by Charlotte Moorman, for example, in her numerous

collaborations with Nam june Paik. In short, Variations for
Double Bass shows the limits of instrumental music. Even
pushed beyond its limits into pure action, even disguised
under the mask of the burlesque, even empowered by
the virtuosity of a talented young instrumentalist with
superb academic training, still the result did not provide
Patterson with what he really sought.

The enlightenment offered by Cage’s compositional
and musical devices, despite its lifelong influence on Pat-
terson’s scores and pieces, was nevertheless inadequate by
itself to give shape to the artistic universe that the young
artist was inventing, and one can see from the scores
that Patterson’s universe was widening—to encompass
action art, of course, but also poetry and visual art. Lem-
ons (1961} is an interesting example of such an evolution.
Linked to a complex code of colors, not far from the
synesthetic researches of the early twentieth century, the
score is annotated by Wolf Vostell, with whom Patterson
then often worked, and one can see the influence, not
of Vostell himself, but of painting and the picturesque,
on the conception of the composition: a singer (William
Pearson), a musician {Patterson), a dancer (Gisela Olroth),
and a painter (Vostell) are to work together under the
spell of a series of colors that determine the actions, for
example: "17.5'—dancer (iron balls), painter (blow torch),
musician (thunder-sheet): blue” One thinks of Wassily
Kandinsky's Kldngen as much as of Dick Higginss 1959
Stacked Deck Opera or the decadelong collaboration
between Cage, Robert Rauschenberg, and Merce Cun-
ningham as fruitful sources for Patterson. In fact, going
to Paris somehow completed the process: in a symbolic
way, getting out of Germany was getting out of music,
and entering France was entering the visual arts,

Interestingly enough, Lemons, performed in Vostell's
studio on July 14, 1961, was followed by Septet from Lem-
ons, briefly described in Lemons as "90.5'—painter, singer.
musician (whistle-kettle sepret): ‘white,” which radically
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differs from Lemons. Isolated from its original composi-
tion, the Septet is a genuine event, in the Fluxus mode,
in which performers are asked to throw darts at balloons
inflated by boiling water in a tea kettle: every time one
succeeded, a new whistle would enter the action. This
emphasis on a meaningless device to produce a whim-
sical interpretation of the competition at the heart of
musicianship is typical of the new manner that Patter-
son was developing at the time, the one that led him to
produce some of the best pieces ever performed under
the banner of Fluxus: Paper Piece (1960), Solo for Dancer
(196, also present in Lemons), Tour (1963), Lick Piece (1962;
published in Methods and Processes), and a few others,

Ben's arrival in France was nothing but triumphant:
the young couple first stayed in a hotel before finding a
small apartment on rue Juge, near Montparnasse, an area
well known for its artists' colony. If Pyla was successful in
her work, Ben never succeeded in getting a work permit
and ended up doing what a lot of young American expa-
triates were doing at the time: selling encyclopedias and
Bibles to American soldiers based in France and Germany.
Strangely enough, and clearly demonstrating how much
his attitude toward musical performance had changed,
he never played double bass while he lived in Paris, even
though he could easily have earned his living in its numer-
ous and very active jazz clubs.

Being in Paris during this period was not very easy: the
Algerian War was in its final months, there had been a
putsch against the French Fifth Republic® and assassina-

tion attempts against Charles de Gaulle, and terrorism
was coming from both sides: independence fighters as
well as colonialists were exploding bombs every day in
Paris and executing people. The Parisian bohéme was
more active than ever, and aside from seeing American
artists and friends,” Patterson was also meeting Daniel
Spoerri and Robert Filliou on a daily basis. These two art-

ists really introduced him to the Parisian bohemian life:

Bom in the State of FLUX/us
206

even though he was not directly involved in Situation-
ism, which Filliou knew pretty well; in Nouveau Réalisme,
which Spoerri was officially part of; or in the soon-to-
be Domaine Poétique,® whose principal instigator,
Jean-Clarence Lambert, had liked Methods and Processes
enough to invite Patterson for dinner with his family, he
was pretty well informed of what was going on in Paris
by his friends involved in these circles." Besides, if one
looks at the Parisian bohéme map of the 1950s and early
1960s, its epicenter is the Place de la Contrescarpe and
more precisely its three cafés: the Mouffetard, the Cing
Billards, and La Chope, which served as the headquarters
of the bohéme and the departure point for every daily
action, aristic or not. With the Lettrists at La Chope, the
Situationists at the Café Moineau on rue du Four, and
Spoerri and Erik Dietman living in the Horel Carcassone
on rue Mouffetard, there was bound to be overlapping,
This played an infiuential role in Patterson's work, as
we see him heading down new paths; toward poetry with
Methods and Processes, toward visual arts with his puzzle-
poems, which were so close to the processes of Nouveau
Realisme; and toward a conception of displacement as an
art form, through the Galerie Légitime vernissage on July
3.1962, and A Very Lawful Dance for Ennis (1962).
Displacement as an art form is one way to describe the
Situationists’ psychogeographic drift, yet there are sub-
stantial differences between Patterson’s proposals and the
Situationists, and one of the most obvious is their differ-
ent backgrounds. The displacements proposed by Patter-
son, though apparently innocent, had a deeply political
meaning, whereas those performed by the Situation-
ists were, despite their political assertions, more closely
related to the history of the French bohéme. Since its
very beginnings in the nineteenth century, the bohéme
was bound between two major concepts: the subversion
of all aspects of life and flanerie as a mode of drifting in
the modern city as a direct source of inspiration. As a



movement through the city guided by spontaneous reac-
tions to the atmosphere, chance encounters, and sudden
desires—close to the desires aroused by merchandise
on display, as theorized by Walter Benjamin"—it can be
seen as a prototype for psychogeographic drift. Patter-
son's wanderings in Paris are recorded: he literally walked
this town, but in a broader sense, he was himself drift-
ing around the world, from Pittsburgh to Ottawa, from
QOrtawa to Cologne, from Cologne to Paris, and he was
surrounded by professional drifters: Daniel Spoerri, born
in Romania, bred in Switzerland, revealed in Darmstadrt,
then in Paris, soon to be in Disseldorf; Robert Filliou,
who had lived and worked in California, Korea, Egypt, and
Denmark, and who was living in France before going to
the next place; Emmett Williams, who had lived in Eng-
land, Germany, and Paris; and Wolf Vostell, who, though
living in Cologne, had spent a decade in Paris and was
starting ro live in Spain—not to mention George Maci-
unas and Nam June Paik!

These nomadic artists shall not, however, be compared
with the art of displacement proposed by Ben Patterson.
In effect, since 1955, Rosa Parks, and the Montgomery bus
boycotr, walking has also had the potential to be a politi-
cal act. In the very simple score A Very Lawful Dance for
Enmis, written in June 1962, the performers, while being
perfectly respectful of the law as they cross the street
on the green signal for pedestrians, end up completely
blocking traffic with their unremitting crossing.” In a
very similar manner, the participants in Tour," created
the following year, must fully entrust themselves to the
“captured alive Negro"® about to lead their blindfolded
odyssey as they wear brown paper bags on their heads:
not only do they then resemble a Ku Klux Klan proces-
sion but, moreover, they can see only brown because of
the paper bags.

Patterson minimizes this aspect of his work, however,
recalling that he stopped making art in order to dedicate
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himself to the civil rights struggle. In Postface, Dick Hig-
gins gives a highly sensitive account of Methads and Pro-
cesses, linking Patterson’s "way of using periodic repeats
and the blues feeling that is produced” to his identity
as a "negro™ Filliou also used similar techniques in his
poems at the same moment, however, and considering
their friendship, it is not surprising to find such similarities
between the two artists.” In fact, the poems themselves,
as much as their structure, reveal Patterson’s early racial

concerns, as in "think color of brown™

Think color of brown

(azure)

think smell of roasting coffee beans
think feel of brown suéde leather

think color of cognac
think smell of coconut shelled crabs
think feel of cognac brown indian silk

(lavender)

The repeated references o the color brown, emphasized
by the imagery employed by Patterson, is regularly con-
tradicted by the interjection between brackets of pure
bluish colors; whereas the interrupring blue is ideal and
pure pigment, the brown is ingrained in reality and con-
creteness though powerfully poetic.

Methods and Processes brought Patterson early recog-
nition from the French poets as much as from the Ameri-
can artists to whom he mailed it. This was the result of
Spoerris help: he advised Patterson to self-publish the
book and to send it for free to a certain group of peaple
on Spoerri’s mailing list (who were at that time already
very consequential given his international activities since
the mid-1950s). This again recalls the Situationists’ strat-
egy regarding their own publication in the 1950s: Potlatch,
an early review produced by Guy Debord and his friends,
was sent to chosen persons not only because of their



e e .

support of the blossoming movement but also because
their opposition to it could help construct the situation,

The adherence to subversive values by this new
bohéme is evident, but this creates the need for a clari-
fication: first, the Situationists stated that the revolution
should come from the parties and not from the party,
and all the members of that bohéme, even the more
politically conscious ones, had ceased their relationships
with the Communist Party, which in the early 1960s was
still an important leader in French culture as much as
policy. The party, because of its involvement in the re-
creation of a contemporary socially conscious realist art
in the early 1950, had failed to associate itself with new
tendencies in art, and the contempt of the young poets
for people like Louis Aragon was one consequenie of this
failure. The Surrealists, who were committed to Trotsky-
ism in the 1930s, were also rejected as a gang controlling
the artinstitutions and newspapers, and finally the notion
of Sartrean engagement was also dismissed because of its
obvious lack of effect on the social situation.

Second, the choice of subverting common social val-
ues does not mean the refusal of any kind of communion
with the public, nor does it mean the dismissal of the
quest for recognition. If the Situationists did choose to
address themselves to only a tiny elite selected by them,
whose members were sent copies of their publication,
this is certainly not the case for people like Filliou, Pat-
terson, or Spoerr, who did seek a communion with the
public and, at least in the case of Spoerri, broad recogni-
tion. Spoerri's book An Anecdoted Topography of Chance,
published in France in 1961, is a good example of what
is meant here. Topography settles an open situation in
which chance operations can turn into anecdotes, net-
waorks, and exchanges of utilities and ideas. Topography
shows the situation as a ground and not as a field—
that is, as a place to meet and not as a place to fight—
whereas geography, undermined by the Situationists'
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psychogeography, is of military origin. Fillious Galerie
Légitime might be the best example of this open situation,
Located in his hat, the gallery aimed to create a direct
encounter with the public through the display of small
artworks by his friends to be sold on the street, just as
the vendors near his home in the Jewish quarter of Paris
would sell watches hidden in their coats.

Patterson’s show was the first exhibition of the Gal-
erie Légitime, and it was also the most famous, in part
because of its invitation flyer printed by Maciunas with
the mention of a “Fluxus Sneak Preview," which makes it
the first manifestation under the rubric of Fluxus.® This
anecdotal fame unfortunately overshadows the actual
performance as well as the actual fiyer, however, which
clearly shows a symbolic map of the town drift to come:;
starting at 4 am, it ended at 10 p.m. in Ursula Girardon’s
gallery in the Montparnasse area, where a party was
organized. The wandering artists alternated areas with
a strong labor flavar, like Les Halles, where they went at
5 am, which was the time when the workers there were
finishing their preparation of the market and eating in
nearby restaurants and cafés, with entertainment districts
such as Pigalle and cultural pilgrimages like the appoint-
ment at g am. in front of Gertrude Stein's grave at the
Pere Lachaise cemetery to perform a complete program
of Fluxus pieces.

Actually, and surprisingly even to the artists them-
selves, the exhibition almost sold out. Pieces were sold for
five francs each, and they managed to sell them to metro
workers, to passersby going to or from work, and even to
people who were leaving music bars and places of enter-
tainment. And when they arrived at Ursula Girardon’s
gallery, almost nothing was left in the hat. Moreover,
nothing is left from the performance but the flyer: no
one took pictures; no one followed the artists. They were
sometimes met by friends at the appointments marked
on the map, which is significantly different from the later,



highly publicized street actions under the leadership of
George Maciunas or Ben Vautier after 1963, or even from
Allan Kaprow’s public space Happenings, Here two artists
involve the public in their art in a very natural and tradi-
tional manner: they offer their production directly to the
real, unfiltered population.

The year and a half spent by Benjamin Patterson in
Paris was a crucial period in the development of his art:
not only did he expand his work into areas with which
he was not yet familiar, but he also fully absorbed the
extraordinary creativity of the city at the beginning of the
1960s. To recall this sparkling experimental field is also to
restitute part of the singularicy of Patterson’s work within
the Fluxus movement: his later attraction to sociology
and to the sociological framework as a way to create art-
works—reflected in later works such as Pets and Seminar
Il both from 1965—cannot be understood without con-
sidering their roots in the French situation,

In Germany, Patterson learned that he was a contem-
porary composer; in France, he leared to be an artist,
before learning later in the United States that he was
a "negro artist” He would soon choose to be "negro”
fighting for his rights rather than an “artist” fghting for

recognition.
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NOTES

1. For a fuller account of the
leacership shift, see Serge Guil-
bault, How New York Stole the ldea
af Madern Art: Abstract Expression-
15, Freedom, and the Cold War
(Chicago: University of Chicago
Press, 1983),

2, Methods and Processes was a
self-published book produced in
Paris in 1962 in an edition of ane
hundred copies. Pages are bound
accordion fashion, giving the
book its unusual form. Sent to
various individuals whose
addresses were given to Patterson
by Daniel Spoern, it was sold for
five francs.

3 The "puzzle-poems” consisted
of small puzzles made of found
ads, articles, or pictures clipped
from magazines, cut in parts and
sold inside wooden boxes used
for Camembert cheese.

4. Patterson met Stockhausen
thanks to a letter from the
German ambassador to Canada,
whao happened to be the com-
poser's brother-in-law, and after
this disappointing encounter, he
met Cage, David Tudor, Merce
Cunningham, and Carolyn Brown
at an evening organized by Haro
Lauhus and Mary Bauermeister
on October s, 1960, As so0n as
the following day, he was playing
with Tudor and Cage one of the
most famous of the lateer's
compositions, Cartridge Music.
(For pictures of that first Cagean
experience, see Intermedial
Kontrovers Expenimentell: Das
Atefier Mary Bauermeister in Koin,
wéo-62 [Cologne: Emons, 1993,
51.)

5. Benjamin Patterson, interview
with the author, Ocrober 14,
2004,

&, The score was made during an
afternoon spent by Patterson in
the comfortable villa of a wealthy

German businessman whom the
artist met while hitchhiking,
Patterson had set a large sheet of
white paper on the ground in the
garden and then marked the
displacements of the ants on the
sheet, creating a random score
visually close to Cage’s scores.

7. Incidentally, Béla Bartdk's
lifelang enthusiasm for collecting
led him to amass a collection of
butterflies from all the countries
he had traveled through. Patter-
son confirmed in an interview
with the author on April 22, 2009,
that he was aware of Bartok's
hobby.

8. On April 21,1961, four French
army generals took power in
Algenia and threatened the
French government, Most of the
five hundred thousand soldiers
based in Algena refused o follow
them, however, and the putsch
was aborted. The leaders of this
operation then started an urban
guernlla movement through the
secret army that they had created
in 1960, the OAS, bombing
numerous places where North
Africans would meet and assas-
sinating militant supporters of
Algerian independence.

9. Patterson was, for example,
having weekly meetings with Bob
Thompson, an African American
painter who was then living in
Paris and eventually moved to
Rome, where he died in 1966.

10. Founded by Jean-Clarence
Lambertin December 1962, the
Domaine Poéugue was seen as
the poetic equivalent of the
Domaine Musical. lts founding
was closely related to the Pansian
Fluxus festival, insofar as the
inaugural evening was scheduled
on the last day of the festival, For
more complete information
abour that organization, see
Bertrand Clavez, ed. Fluxus en



Frarice (Nanterre, France: Centre
Prerre Francastel, 2005).

. When asked whether he knew
about the Siwatiomses at that
time, however, Patterson admit-
ted that he recalled an exhibition
of Situationist documents in
Bauermeister’s studio in 1961 but
that he was not influenced by
whart sounded 1o him like an
“overcomplicated, useless theo-
retical approach” (conversation
with the author, October 14,
2004),

12 In a very prophenc way, if one
considers the situaton in Pars
after World War II, in 1935 Benja-
min wrote in “Paris, the Capital of
the Nineteenth Century™ “In the
flaneur, the intelligentsia sets foot
in the marketplace—ostensibly o
look around, but in truth to find
a buyer. In this intermediate stage,
in which it sall has patrons but is
already beginning to familiarize
itsell with the market, it appears
as the bohéme. To the uncertainty
af its economic position corre-
sponds the uncertainty of its
palitical function. The fatter is
manifest maore clearly in the
professional conspirators, who all
belong to the bahéme. Their
initial field of actwity 1s the army;
later it becomes the petty bour-
geoisie, occasionally the prole-
tarat. Nevertheless, this group
views the true leaders of the
proletaniat as its adversary”
Walter Benjamin, The Writer of
Maodern Life: Essays on Charles
Baudelaire, ed. Michael W, Jen-
nings, trans, Howard Eiland
(Cambridge, Mass: Harvard
University Press, 2006), 40,

13- "A raffic lighe, with or withour
special pedestrian signals is found
or positioned on street comer or
ar stage center. Performer(s) waits
at real or imaginary curb on red
signal, alercs self on yellow signal,
Crosses street or stage on green
signal. Achieving opposite side,

performer(s) turns, repeats the
sequence. A performance may
consist of an infinite, undeter-
mined or predetermined number
of repetitions.”

14, Tour is daved Apnl 1963 and
was written in New York, but it
can be seen as the continuation
of the pieces created earlier,
together with First Spmphorny
{May 1964), in which participants
are asked by Patterson, "Do you
trust me? A similar path is
followed by these pieces, insofar
as they deeply engage the aud:-
ence in the acuon. Besides, Ben
and Pyla's departure from Paris
happened in late January 1963,
and the coffee used in First
Symphony echoes the "smell of
roasting coffee beans” of Methods
and Processes.

5. Quotation from the poster for
the Festival of Misfits ac Gallery
One in London (October 23-
Movember 8, 1962), in which
Robert Filliou is presented as "one
eyed good-for-nothing Hugue-
not” and Daniel Spoer asa
"Rumanian adventurer”

16. Dick Higgins, Postface (New
York: Something Else Press, 1964),
0.

17. As was also the case with
some of the poems of Emmert
Williams, though he was more
interested in the structure of the
meaning distarted by his
PErMUEations.

18. The previous Fluxus actions,
which eccurred in Wuppertal and
Diisseldorf one manth earlier and
in which Paterson also per-
formed, were still ttled as neo-
Dada everings. Besides, the
Calerie Légitime fyer was designed
by Patterson and not Maciunas,
as is often said.
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Liner Notes for

Lick Piece

In Eye/Body Schneemann was not only image but
image-maker, and it is this overt doubling across the
explicic terrain of engenderment which marks Eye/
Body as historically significant for feminist perfor-
mance art. Though there are possible important cor-
relatives that can be resurrected from history—such
as, as some suggest, the proto-performance of nine-
teenth-century hysterics—in Eye/Body Schneemann
manipulated both her own live female body and her
artist's agency without finding herself institutionalized
as mentally ill. Instead, she found herself excommu-
nicated from the "Art Stud Club! George Maciunas,
father of Fluxus, declared her work too "messy” for
inclusion.
Rebecca Schneider'

| was jolted into a new appreciation of the work of
Ben Patterson recently when | was made aware that a
performance piece, Lick, which | had long attribured
to Bob Watts, was really the work of Ben Patterson.
Because the piece was performed nude, and was in
the intimate yet publicly accessible surroundings of
the Fluxus Canal Street loft, it was likely that Watts
had to persuade me to do the performance, Lick was
presented on a very hot summer (or spring) (May g,
1964) day. My naked body was sprayed with whipped
cream and the audience was invited to "lick” it off. The
cream curdled or melted and ran in disgusting rivulets
off my steamy body. My embarrassment and fear that
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some stranger might actually lick me probably also
contributed to my overheated state. | don't think any-
one in the audience volunteered ro lick the cream off.
... Ben and Bob demonstrated, but neither of them
pursued the task with vigor. Lick may have been one
of the culminating pieces in my history as an art world
nude and in the Dada-Fluxus tradition of poking fun
at the formal art convention of painting/sculpting
the nude body and perhaps taking Duchamp's Nude
Descending o Staircase a step further. This piece was
only a “pubic hair" away from being a "blue perfor-
mance,” presenting as a public action a possible
intimarte portion of the sex act during a sexually con-
servative period.
Letty Eisenhauer®

| have this classic music background. | still love
Beethoven, | still love Bach, | still love Brahms. You look
at my record collection and there’s very . ... | hope |
don't have any Stockhausen—but you know, every-
thing else, Ravel and Avenaise. They're there because
they were great musicians, they were good compos-
ers. The problem that | had with how they were per-
ceived or how they were presented in a concert hall
had nothing more to do with the music or what they
were trying to do. It was much more about society—
who’s sitting in the first row, how wavy is the hair of
the conductor, does he wiggle his rear end well, you
know. And all of these marketing things ... really have
nothing to do with the music . . .. My three operas—
Madame Butterfly, Carmen, Tristan and lsolde—all
three in one hour! Some people think of it as persi-
flage bur it's not really that. It's a tribute to them but
reduced and pointed in a different direction so that
“ah, that’s what it was about. It's not about how much
you paid for your ticket or if you are in the royal box."
Benjamin Patterson®



Music Discomposed

Nineteen sixty-four was a big year in the history of what
Rebecca Schneider calls “the explicit body in perfor-
mance." Carolee Schneemann’s Site and Meat Joy would
follow her actions for camera of the previous year, Eye/
Body. These performances are centered on a new mode
of self-presentation in which the nude female body
enacts a resistant reanimation of the aesthetic/sexual
object. The sensed becomes an artist in her practice,
in disruptive continuance of her trial. Is Benjamin Pat-
terson allowed—or is he, in fact, required—rto rtake
up and adjudicate this cause? Is the double operation,
which Schneider so aptly theorizes and describes, that
renders Schneemann both eye and body, both subject
and object, available for Patterson, particularly when he
dons the worn mantle of the artist in appearing to make
explicit another’s body but not his own? After Schnee-
mann, to be clothed is to be recognized as having staked
a kind of claim, at the convergence of the explicit and
the implicit. The claim is illegitimate not only because the
brutal authority of its object—the power to expose—has
been exposed but also because Patrerson’s assertion of it
must remain unheard and invisible. The unrecognizability
of the black male artist is part of the general constitution

of the atmosphere—we'll call it the art world—within
and out of which Patterson's work emerges. He stands, in
that world, as a prefigurative variation on Adrian Piper’s
mythic being, whose accompanying Kantian cartoon
bubbles set off a body whose inherence in an assumed
bareness of life renders it explicit even when it is clothed.
Anticipated by Schneemann, whom he anticipates, Pat-
terson is subject to a double exposure. Overexposed, in
the glare of the nothing that is not there and the nothing
that is, he disappears.

Something remains, however: not just a photograph
but also the ghost it captures (or the spirit that animates
it). Patterson'’s Lick Piece was performed on May 9, 1964,
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at Fluxhall, George Maciunas's New York City loft, Peter
Moore’s photagraph of the event becomes an event
when accompanied by its inadvertent caption, Letty
Eisenhauer’s recollection of its precipitation, which is
primarily composed of the performance of her explicit
body, which Patterson arranges in obscurity, as imposi-
tion. Unseen, unrecognized, bare in its clothing, in per-
formance, the hypervisible instrument is in position, has
a plan, an open secret bearing more than eye/l can see,
more than sound can bear, of other musics, (See the
Fluxus ear in profile, naked in the disregard it suffers and
enjoys, arranging the performance.) Schneider reminds
us that in Schneemann and Robert Morriss live ver-
sion of Manet's Olympia, the black maid is ourt of Site.’
In something like the same place, at something like the
same time, Eisenhauer mistakes Patterson for Bob Warts's
assistant, such convergence reguiring us to consider what
the maid made as well as the relation, which will have
been insubordinate to that between artist and objecr,
between artist and servant. In Patterson’s case, by way
of an old-new musicopoetics of service thar underwrites
and undermines the attempt to rebehave an already
behaved nakedness and thereby become an artist, an eye,
an | emerging from an other, the explicit body prepares,
offers protocols, knows the score;

cover shapely female with whipped
cream
lick

topping of chopped nuts and cherries

is optional®

As Philip Auslander argues with regard to all the foun-
dational figures of the Fluxus movement, Patterson is a
musician.” His best-known early works, Variations for
Double Bass (1961) and Paper Piece (1960), as well as more
recent works like The River Mersey (2002) and Surveying



Western Philosophy Using China Tools (2003), bear this
out. There is an ethical and aesthetic obligation, then,
to play back the photographic record. Lick Piece is one
of those Fluxus works that seem always to have been
more in the vein of performance art than music in what
can be taken as its visual, tactile, gestural, and culinary
displacements of sound. Bur it is precisely by way of the
gestural and the culinary, which intimate that Patterson's
concerns link with and echo some crucial formulations
of Bertolt Brecht regarding the nature of opera, that the
sound of Patterson’s encrypted claim is revealed, as a kind
of surprise.

Lick Piece’s claim to a place in the history of opera is
staked by its update, more than forty years later, in Pat-
terson’s discompositions of Carmen and Tristan and lsolde
(p. 200), which render asymprotic the seemingly remote
trajectories of Brecht and Schneemann. This proximate
nonconvergence moves by way of intersection: consider
the multiple positions that Patterson takes up on stage.
He conducts. He composes. He cooks. He consumes. He
is consumed. He serves. Focus is shifted—intermittently,
glancingly—from the bodies (which is to say the ques-
tions) that he poses. One of those bodies is his, which
remains explicit though it is not nude. The explicitness of
the black body, the explicit body's blackness, is not only
about the way a certain lived experience can be said to
bear the traces of bareness; nor is it encompassed in what
it is to bear the only black body on-site or onstage or in
the room or in the frame. For what is also brought into
relief is a kind of dynamic facticity, an "impossible purity”
that the irreducible interplay of blackness and feminin-
ity bodies forth® Does the black (who is, by illegitimate
definition, never legitimately an) artist, in his compaosi-
tion of the female nude, also bear the bare sexuality that
he exploits? Is the sheer corporeal fact of sex centered
only on her figure? Is the artist transported outside of
the sexuality that her exposure rearranges? Or does his
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black body remain in a reductive hypersexualization held
in the danger of his own arranging hands? One way to
look at it is that Manet and his model and her maid and
her cat occupy different worlds and different times. If, by
contrast, in Lick Piece Patterson and Eisenhauer cohabi-
tate, however temporarily, on the border between public
and private, theirs is a criminal occupation, a dangerously
black as well as blue preoccupation. The racial mark is
emphatic but unremarked in Eisenhauer’s recollection,
Perhaps it's because she couldn't have known that Pat-
terson was both composer and conductor when he was
posed as a servant like Olympia's maid, helping her 1o
prepare for visitors, within the tableau’s narrative frame,
which is broken again by another of its constitutive ele-
ments. In reality, it's Bob Watts who helps Patterson help
Eisenhauer so that everybody but her can help himself.
Who could have known? When Patterson takes the stage,
music is discomposed and discomposes. Insofar as the
servant was already there, helping to prepare the eye/
body’s active repose, discomposition is given, anoriginary,
best understood as a kind of anticipatory refreshment,
Musical theater turned off Broadway at Canal Street
so it could ger something to eat. Letty Eisenhauer has
a recipe in the Fluxus cookbook. Right down the street
someone named Richard Eisenhauer designs and patents
food warmers. Lick it up. | mean, look it up. Google is a
kind of gumbo, a (web)site gag with endless permuta-
tions. It's easy to overindulge. Does too much whipped
cream make you gag? It's messy. Did Lick Piece make Maci-
unas laugh, or is it too deformed by the kind of messiness
he hated, the kind that gor Schneemann kicked our of
Fluxus, which she helped to start?” There's a relationship
between messiness and gagging, between the gag and
the gag reflex, between Fluxus and reflux, destructive
recreativity and aesthetic indigestion. Fluxus traffics in
acidity and corrosiveness. Messiness Is its messianic, mani-
acal, Maciunac double gesture. The expression, through



Patterson, of "female creative will” against and therefore
with Maciunas’s will, disseminates overexposure, radiates
overheating. Lick Piece must have made Maciunas laugh,
a recurring event that Patterson describes as a hacking
cackle that more often than not led to an asthma attack.
Lick Piece must have made Maciunas gag. He couldn't
have thought it was funny even though the gag became
“George's litmus test for determining which works by
whom would be included in a Fluxus performance or
publication® Why was it that Schneemann turned out
to be insufficiently funny, too serious? Or was it that her
seriousness was too funny, too piercing, too scary insofar
as it was always already poking fun at the (wrong) man,
which is another good way to start some mess? Schnee-
mann certainly thinks it is fear that drove Maciunas
unsuccessfully to try to gag her. He would have thrust
something in her mouth, to keep it open and thereby
silent just as he thrust absurdities down the throar of
the art world, as Patterson implies. To prick, to wound,
to make a thrust. To be a prick. To resist being pricked,
though when one is pricked, one laughs to the point of
gagging. Eisenhauer speaks of "George’s need to control
or to work with artists who were as constrained as he
was [which] governed not only the art works produced
for sale but also the performance of the scores. Ay-O's
Finger Boxes, neatly engineered and executed to fit into a
briefcase, are a good example of George's aesthetic and
his personality: pristine on the outside but with a sur-
prise—obviously sexual and potentially sadistic—when
you poked a finger through the opening, .. . George did
not like messes™ Did Lick Piece make Maciunas laugh?
Lick Prece, too, is more than meat joy. The gag, as Patter-
son employs it, is more than "just a persiflage.” It's a gag,
a jest, a gig, on gest, some notes, on gesture, on Google,
on YouTube,
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You can help yourself, if you take too much

Giorgio Agamben writes, by way of Gilles de fa Tourette's
descriptions of the syndrome that would bear his name
(and by way of an unfinished text of Balzac’s called "The-
ory of Bearing") about a European bourgeoisie that had,
by the end of the nineteenth century, lost its gestures.
The loss of gesture is all bound up with the loss of sense.
Both, in wrn, are bound to a double imposition: revo-
lutionary agent of its own decay, the bourgeoisie loses
itself (its sense, its gestures) in being itself. Itself insofar
as it acquires itself, in loss of itself insofar as it constitutes
itself by way of acquisition, the general catastrophe of the
general equivalent sets what Peter Brooks calls “the melo-
dramatic imagination” to work in an attempt to recover
the sacredness that regulative understanding constantly
endangers.” For Brecht, opera’s particular interinanima-
tion of melos and drama is the gestic/gestural medium
in which this game of lost and found is serially played,
replayed, long-played, if you will, like a record.

But what if the loss of gesture is more rigorously imag-
ined as gesture’s quickening, its internal differentiation,
an enriched sounding and a continual initialization of
the sacred? Agamben speaks of bearing, of carrying or
carrying on, of gesture as enduring, as the emergence of
pure means without end, of the human as pure mediality.
Gesture, then, is the communication of communicabilicy
as, for Brechr, the theatrical activation of gest makes pos-
sible a movement from the realm of entertainment to
that of mass communication. What characterizes gesture,
Agamben adds, "is that in it nothing is being produced or
acted, but rather somerhing is being endured and sup-
ported. The gesture, in other words, opens the sphere of
ethos as the more proper sphere of that which is human.
But in what way is an action endured and supported? In
whart way does a res become a res gesta, that is, in what
way does a simple fact become an event?® This indexes
a movement in the photograph of the explicit body in



performance that goes against the grain of its having
been posited, of her having been posed. Apposition is
given in the form she bears, in bearing that moves and
sounds, in stillness and silence. It steps across the distance
between pose and gest, bridges the gap between gest and
gesture, like a cinematic event, an operatic happening.
Bur this is to say that what is at stake is not simply a rec-
lamation of lost gesturality but something Brecht might
recognize as that rich internal differentiation of gesturality
that he speaks of as gest or, more precisely, as social gest.
A certain fugitivity of the gest/ure will have already been
remarked in apposition, as it awaits its music, in impure
mediality, for an irruption of that seemingly held, seem-
ingly stilled, irregularity (which Brecht associates with
jazz and with what he calls “the freeing of the Negroes,”
but which is figured more precisely when blackness and
escape combine to form the name of the general itiner-
ant). This racialized irregularicy moves now, not so much
as what Brecht might have called gestic music or the
music of social gest, but rather by way of a necessarily
flavorful advance, something Miles Davis called social
music, which is what Patterson discompaoses, like a virus
in Wagner's previously finite score.

Brecht avows his antipathy to the culinary by staging
and inducing gluttony. Eating too much whipped cream,
for instance, will have been always in bad taste, but it can
be put to use insofar as it exemplifies and exposes the
bourgeaisie’s self-consumptive jones, which can be traced
in opera’s devolutionary arc,

The Magic Flute, Fidelio, Figaro all included ele-
ments that were philosophical, dynamic. And yet
the element of philosophy, almost of daring, in
these operas was so subordinated to the culinary
principle that their sense was in effect tottering and
was soon absorbed in sensual satisfaction. Once
its official "sense” had died away the opera was
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by no means left bereft of sense, but had simply
acquired another one—as sense qua opera. The
content had been smothered in the opera. Our
Wagnerites are now pleased to remember that the
original Wagnerites posited a sense of which they
were presumably aware. Those composers who
stem from Wagner still insist on posing as philoso-
phers. A philosophy which is of no use to man or
beast, and can only be disposed of as a means of
sensual satisfaction. We still maintain the whole
highly-developed technique which made this pose
possible: the vulgarian strikes a philosophical atti-
tude from which to conduct his hackneyed rumi-
nations. It is only from this point, from the death
of the sense (and it is understood that the sense
could die), that we can start to understand the fur-
ther innovations which are now plaguing opera: to
see them as desperate attempts to supply this art
with a posthumous sense, a "new” sense, by which
the sense comes ultimately to lie in the music itself,
so that the sequence of musical forms acquires a
sense simply qua sequence, and certain propor-
tions, changes, etc. from being a means are pro-

moted to become an end.®

Sense rotters and is then absorbed in sensual satis-
faction. The absorption of sense—of a philosophical,
dynamic, daring element—leads to the acquisition of
anorther one, a value that will have been, as it were, intrin-
sic to opera as opera. At stake is the relation between
sel-indulgent sensuality and fetishization, the illusion
that art is or could ever be for its own sake. Sense has
been absorbed by sensuality; content has been absorbed
by form; operatic innovation produces a pale afterlife
of sense in the form of a purely formal self-reference or,
perhaps more precisely, self-regard. When opera acquires
another sense and then posits that acquisition as always



already its own, it asserts the acquisition of its form as an
absolute value and the acquisition of a certain fetishized
sense of itself, of a sense of itself as (its) sensuality, of that
sensuality as the form that opera is, that opera has and
that opera rakes. This complex—wherein acquisition
and element, sense and sensuality, blur—disturbs and
therefore reveals a deeply regulatory and fundamentally
Kantian impulse in Brecht, one whaose roguish object is
the nonsense that turns out to be irreducible in opera,
the cantian irruptions or Kanted flights that constitute
its form while deforming its content. But the deforma-
tion of content need not be understood either as its
absorption or its death if one can imagine that the one
who is disposed of as a means of sensual satisfaction—
the one who is posed, posited, but who troubles the
already given content and the already assumed agency
of composition—is a philosopher; or, perhaps more pre-
cisely, that insofar as there is philosophy, it moves only in
and by way of her impossible, impossibly sounded and
sounding movement. Hers is an elemental philosophy of
anacquisition, of thar essential value of the outside that
cuts and augments suffering and enjoyment. Her appo-
sition of the pose from its interior, moving theatrically
against a range of absorptions by way of the operatic
gest/ure of the working girl, is social gest in social music,
which Patterson’s performative, compositional conduc
tion discomposes.

The convergence of content and pleasure is terrible. It
is the cause and the cost of flight. Therefore Brecht must
risk the scandal and the regression that attends plea-
sure. Brecht will, as it were, allow himself to be absorbed
by pleasure; he'll have whisky or you'll know why. Such
absorption will have been both submission and release,
a self-sending that is carried out in the interest of salva-
tion, by way of being-consumed, within which the nec
essarily disagreeable, whose excessive flavor must be in
bad taste, puts itself forward as a kind of pharmakonic
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capsule meant to peison the glutton that consumes it. A
more subtle realization of the sructurally necessary rela-
tion between enjoyment, flight, and resistance that the
culinary brings to life is, for Brecht, nothing more than
capitulation to the degraded and degrading hedonism of
the bourgeoisie in the form of false innovation. Brecht is
prepared to let us wallow in enjoyment in order to kil it;
Patterson moves in and against his wake.

The opera’snot over ... .
Phonic materialization is a visual, gestural, theatrical affair
accomplished through a set of repeatable operations per-
formed and interpreted severally, separately, every time.
Music is an encoding and deferral of phonic material that
is embedded and embodied in phonic materialization.
The knowing enactment of this interplay of dematerial-
ization and rematerialization is Patterson’s métier, though
more generally, Fluxus occupies, is preoccupied with, the
precarious balance between bare materiality and unspar-
ing dematerialization. Music's bare life, its mere material-
ity, is, further, poised between gesture and the culinary, as
if the rougher and more vulgar senses are the most likely
locale of the likeliest and severest threat. More matter, less
art? No. Because matter is only ever art’s delivery system.
Deployed in the interest of such delivery, opera is per-
haps the most vulgar art form of all, born in and by the
vernacular, delivered gesturally, by bodies more likely than
not to be out of all compass, hyperbolic, hyperphysical,
nonsensical. Opera always threatens, in the delivery of its
material, to deliver nothing more. For the refined, who
see art's ultimate refinement in dematerialization, opera is
an embarrassment. The bourgeoisie, who may or may not
adhere to this particular understanding of refinement, are
willing to pay for it in any case.

In advance of such embarrassment, the most radi-
cal movements toward dematerialization are the ones
that are most bound to the material, Patterson not only



enacts but also celebrates this paradox, reducing opera
to its most base and basic elements. The materialicy
that insisted in and on such performance is in the air
or, more precisely, in the airlessness of cyberspace, digi-
tally recorded and disseminated but never by way of the
transferable solidity of the compact disc or the DVD. You
can see for yourself on YouTube,® The difference of this
opera is in its being seen and seen again. Lip smacking,
mouthwatering, the hyperbolic bady made explicit, fully
detached now from the sound (production) that would
have justified such embaodiment. There to be consumed,
enjoyed, and nothing more. What led Conceprualists
and Fluxists to dematerialize the work was, precisely, the
intensity with which the work had been given over to
and disappeared by the valuation of what was always
immaterial in and to it. Aesthetic acculturation, as Adrian
Piper discusses it, tends toward dematerialization, but so
too does the resistance to it.' The critique of aesthetic
value (or, more precisely, the critique of bourgeois aes-
thetic valuation) disappears but for a kind of retrait of
the material. This insight—sense’s oscillation between the
lost and the found—is continually given and enacted in
the work—the setting to work of the work, the working
on or over of opera. The explicit invisibility of the servant
is, too, a kind of dis/appearance. Within the strictures of
an ethics of dematerialization, Patterson dis/appears. He
reemerges in republication, in enactment, in repertory,
by way of the recording and its digital and cybernetic
reproduction—the paraontological remains of his perfor-
mances take the form of a sifting of and through remains,
a continual serving of lefrovers, of fucked-up, funny, gen-
eratively unfunky licks and pieces of licks. Matter is art's
embarrassment; enjoyment is its shame. This double ille-
gitimacy betrays so much of what is valorized under the
rubric of Fluxus, which moves within a disingenuous for-
getting of this fact, which is, in turn, disingenuously and
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sometimes profitably forgotten. There was a Fluxus show
at the Hamburger Bahnhof, but Patterson’s train never
made it to the station. There is a structure of recogni-
tion in the retrospective—there was this man who did
some things, made some things, or was involved in a par-
ticularly resonant and interesting mode of making whose
methods and processes of fabrication never left us with
anything ready or present-to-hand. There is, at the same
time, a profound ethics of preparation—in the absence of
something made, on the performartive outskirts or against
the phonographic backdrop of the readymade, Patter-
son works to make things ready. His is an aesthetics of
preparation; his privileged genre is the recipe, in which the
combination of stringency and extravagance sometimes
achieves a kind of lyricism. At bottom, within and against
a certain tradition of the inhabited and abandoned bot-
tom, where bassists walk and walk away, Patterson cooks,
prepares a table for us, a phrase resonant in its demand
that we prepare ourselves and in the fearsome impaosition
of its constantly renewed offer to prepare us.

It is not so much that there is a thin line between lick-
ing and consumption but rather that there is a thin line
berween their interinanimation and a devouring that
leaves nothing intact. But is anyone left intact? This is a
question concerning the culinary-musical pleasures of
the lick and what it prepares in and for us. The virtuoso
bassist (fore)plays for us, the lick obstinately returns from
variation, and we are prepared to make something out of
nothing, But why extend this sacrificial economy just for
the sake of a point you have to make? On the one hand,
he prepares some food for us; on the other, he prepares it
for himself, so he can eat in front of us. The careful prepa-
ration is onstage in Patterson’s Carmen. The director as
stagehand, performer, prop, asks us to consider the long,
unbreakable connection between music, sex, and food.

The musical material, ennobled by its dematerialization,



1s rematerialized as dessert—there is no question of nour-
ishment or necessity. Patterson conducts from onstage,
after serving as stagehand. The characters present them-
selves in and by way of a gift of material that the players
bear to the conductor's hand. This transaction is staged
but detached from the music that constitutes that stag-
ing’s background. The music is not played in the orchestra
pit but played back offstage, as if Patterson put a photo-
graph on the phonograph. The music is the material trace
of a prior transaction. The players give themselves over to
be blended, discomposed.

When opera becomes emphatically, self-consciously
culinary, it also becomes more emphatically visual. Stag-
ing, and consequent revisions and invasions of the stage,
predominate. The music is reduced to backdrop, decor,
which is what Adorno would have the long-playing
record remedy. But Patterson deploys the LP and its com-
pact variant to render visuality ever more insistently, not
in the interest of a nonvisual cum structural listening (in
which the visual experience to which the music is made
subordinate is eliminated so that the music itself can be
seen and not heard) but rather in the service of a total
subordination of the musical marerial so that it can be
given, now, as staging. Opera replaces the spectacle of
exertion in concert with staged gestures that are both
detached from and driven by the music that is produced
in the orchestra pit. Now the kinetics of musical produc
tion is rendered more remote by mechanical reproduc
tion. Reproduced music brings unproductive gesture into
relief. In this counterproductive mise-en-scéne the senses
become conceptual in their practice. The sensory appara-
tus is recalibrated. Or, rather, it’s as if by way of Patterson
we can now go openly to the opera for what it is that we
always wanted: something to enjoy. The asceticism that
atrempted to separate music from food and that, more
generally, wished to protect hearing from the contami-

MOTEN
219

nation of the other senses and which had to use a kind
of conceptual visuality to do so, thereby undermining its
own project, is hereby relinquished. The end of this open
enjoyment is the revaluation of means, which you can
almost taste when the bassist puts some flavor in your
ear, which you can feel when the hegemony of the end, of
the one who lives in the exclusive zone that ends inhabit,
which they have accumulated, where they accumulare,
where they exercise possession’s brutal imperatives,
where they are exercised by owning, where they await
exorcism, having paid the highest possible price for their
ticker, cross-fades to black.

Because he isa DJ, Patterson is able to distinguish own-
ership and enjoyment. Because he is a bassist, for whom
the lick is, therefore, basic, Patterson plays on and in and
with the persistence, our repetitive consumption, of the
profane fragment, the culinary musical moment, the
stock pattern or phrase that always tempts and some-
times fills in the open possibility of social life that attends
the instrumentality to which such impure means con-
sent. Patterson’s solo variations act out in that opening,
as if virtue and virtuosity—now that the bassist stages
himself in the feminized locus of a culinary transaction,
in the interest of a pleasure that is neither productive
nor reproductive—are breaking up just to let you know
that all along music was drama, a theatrical symposium
on the general antagonism. Lick Piece extends the dis-
composition of the lick—and the lick's discomposition
of the work—begun in Variations for Solo Bass, repeated
with differences in Paper Piece’s torn ostinato of tearing,
and revived in Carmen's and Tristan and lsolde’s reflex-
ive, refluxive commensality. Patterson, Fluxus's practically
unacknowledged remainder, is given to festive, obstinate
rupture of the familiar. He reconstructs Schneemann’s Site
specificity and regifts the puritanical indulgence Brecht
confers upon opera. Enabled and disabled by the thing




that he would correct, rearranging the submissive aggres-
sion to which he aggressively submits himself, having
consented to become the more and less than singular
instrument he abusively prepares, Patterson performs the
messy, irregular, divine methods and processes by which
violence overturns itself
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The History of Gray Matter
from the Avant-garde to the

Postmodern

| have been thinking abour the relationship between Ben-
jamin Patterson’s performance work and that of younger
artists such as Dave McKenzie and Rodney McMillian.
Central to my thinking is that each side holds both oppo-
site and complementary views of performance. Trained as
a musician, Patterson comes from the tradition of musi-
cal performance—that is, the performance (expression)
of musical notation. This more than likely informed his
idea of Fluxus, a contemporary art movement that he
helped inaugurate. Because of his background in music
and his involvement in avant-garde practices, Patterson
investigated the idea of the autonomy of the perfor-
mance event. In music performance there is a bilateral
relationship between the composer and the performer.
The compaoser writes the score, but it is the performer
who interprets (performs) it In this context the score
can be understood as an autonomous element in relation
to the performer, who responds to it, who transforms it
from object to subject in the space of the performance.
The avant-garde rethinks the role of the performer, how-
ever, taking away the power to transform according to his
subjective interests,

The result is a concrete or pragmatic space of per-
formance, which is, like a score, autonomous and inde-
pendent of the performer. The importance of this is
that rather than emphasizing the performance space as
an opportunity for the self-expression of the performer,
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there is in the Fluxus event a merging of avant-garde the-
ater and concrete musical performance that gives little
to no importance to the subjectivity of the performer.
Performers follow a set of instructions that leave no room
for subjectivity—no identity, no psychology, no theater
(or if there is theater, it is the avant-garde theater of Jean
Genet or F. T. Marinetti). This is generally the case with
Benjamin Patterson’s early Fluxus pieces. But as we will
explore, there is in Patterson’s work what | call “gray mat-
ter,” the aura of the political and the social—that is, cul-
tural references that imply but do not affirm the presence
of subjecrivity but possess a radical politics.!

Dave McKenzie, by contrast, thinks of the space of
performance not only as a site of subjectivity but also
as a rigorous interrogation of identity, culture, and poli-
tics. Performance becomes the opportunity to realize
a particular understanding of self by positing it as the
other. In an article about McKenzie, Glenn Ligon quotes
Franz Kafka: “How pathetically scanty my self-knowledge
is compared with, say, my knowledge of my room? It is
natural to want to reveal that which is obscured, and
McKenzie intends to do precisely that. This "wanting to
know" can be a forceful motivation coming from an artist
who could be described as shy and unassuming. Perfor-
mance for McKenzie is a type of psychological theater
in which permission is given to behave in ways in which
one would otherwise not, in which other identities can
be assumed and used to interrogate the self, society, and
cultural values. Glimpses of the self are realized at the lim-
its of culture, and to these limits is where his work must
take him. For to know the self one must know what is
possible and what is not possible, experience the limits
of the imagination in order to locate the limits of subjec-
tivity. A mapping of these limits shows that they reveal
where the self and the other meet. McKenzie uses per-
formance to navigate this place in order to become the
other. By employing performance as a type of ritualistic



form—that is, by performing as an artist common acts or
by appropriating common objects—he is able to merge
art with ordinary life.

An interest in the commonplace is something that
both Patterson and McKenzie share. For McKenzie, it is
the site where ordinary experiences can be employed to
push boundaries of the subject, and for Patterson, it is
employed to push the boundaries of art. For both, it is the
site where art and life merge. In this respect, Patterson fits
David T. Doris’s description of the Fluxus artists as a group
who "surveyed the peripheral territories of their respective
disciplines, or rather the margins between those disciplines.
The new structures that resulted from these explorations
tested received notions of the limits of the arts, as well
as the limits of our ability to perceive those structures
as art.” McKenzie inherits from Patterson (and from the
avant-garde in general) the idea that art is about inven-
tion and change and that the strategy of displacement
can be employed in order to invoke change. The primary
purpose of this effort is not to question art practice bur
to realize displaced locations that the artist’s subjectivity

Dave McKenzie, We Shall

QOvercome, 2004
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can occupy. In doing this, McKenzie recursively extends
the Patterson avant-garde. Patterson performed everyday
actions in order ta rethink accepred ideas of art practice,
and McKenzie uses the everyday to interrogate the limits
and nature of the self. The result is a rethinking of how
representation works, a query into its limits. McKenzie is
perhaps less interested in the limits of art than he isin the
limits of social and cultural understanding.

We can now begin to understand the differences
between Patterson’s and McKenzie's ideas about per-
formance, which the statement by Kafka that | quoted
earlier underlines. In this quortation there is a dualism:
one pole is the subjective realm of self-knowledge, and
the other the objecrive world of things. McKenzie occu-
pies the former, and Patterson the latter. To continue the
Kafka metaphor, intriguingly it is the ability to describe
the room and its objects empirically thar interests
Patterson, whereas it is the obscurity of the self that
McKenzie finds fascinating. This subject-object relation-
ship (McKenzie the subjective, Patterson the objective)
forms the recursive structure that binds the two artists
in the present day. A comparison of their performance
works sheds light on this relationship. In Patterson’s A
Very Lawful Dance for Ennis (1962), the participants were
asked to walk along a street in Manhattan, following
the directions of the traffic lights at each intersection
for a period of time until the piece was completed. In
McKenzie's We Shall Overcome (2004), the artist wore
a Bill Clinton mask and a suit and walked the streets of
Harlem in a kind of homage to the fact that the former
president had recently moved his offices into the neigh-
borhood burt that no one ever saw him.

The difference between the two works begins with
what each “script” puts into place. Patterson’s walk is an
objectification of the situation in that he has no decision-
making power but gives himself over completely to the
minute-to-minute circumstances of the environment.



This makes his thoughts about past, future, and context
irrelevant to the execution of the event or experience.
In contrast, McKenzie's walk is designed to get the envi-
ronment to respond to him, This begins with the fact
that he assumes a character, Bill Clinton, and by wear-
ing a mask of his likeness, undertakes in an alien fashion
an ordinary activity of the Harlem street. Of course this
draws the attention of people as they try to figure out
what this means. Social tropes explode in this work as "a
30-year-old black artist assumes the role of the ‘first black
president’. Reactions [from passersby] ranged from jaded
shrugs to shrieks of delight and even an appeal for gov-
ernment assistance: 'I'm homeless. Can you help me? one
woman asks."

Patterson privileged the autonomy of the event over
the subjectivity of the performer, whereas McKenzie’s
work seems to belie this idea. We Shall Overcome, like
many of McKenzie's performances, is an allegorical narra-
tive that invokes meditations on race, gender, and identity,
In order to do this, it undertakes the trope of the ordinary
even as it aims for extraordinary results. In this work con-
cepts drawn from ordinary life find their representation
as ordinary objects or subjects, and as such they actually
constitute a looking back to Patterson and the idea of the
primacy of the event. At the same time we are able to see
in Patterson's early performance a looking forward to our
contemporary moment. This is because Parterson’s per-
formance work is a bit more open-ended than the simple
and direct instructions found in other Fluxus pieces of its
time. Dick Higgins, in fact, said that his work "goes for the
grey™ To help explain what Higgins meant by this, we
might refer to a comment made by artist Paul McCarthy
about one of Allan Kaprow's performances. According to
McCarthy, the Happening, as Kaprow's events are called,
is often “a type of absurd activity, but | think an activity
to make you reflect on your life"
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This "gray area,” or what | referred to at the beginning of
this essay as “gray matter,” is the moment of self-reflection
that McCarthy talks about, a cognitive moment that is
also at the core of McKenzie's performances, a faculty
probably inherent in performance itself that perforce
links the avant-garde to the postmodern. Hence we can
hear echoes of McKenzie in Higginss comment from
1964 that Patterson "seems [o accept, even [o encourage,
the non-memorable, disappearing aspect of his work. In
pieces such as ‘A Lawful Dance, . . . Patterson gets some-
where that nobody else is. Marvelous things happen to
you while you cross the street. The last time | performed
this piece at Times Square [which at that time was full of
bars, porn shops and drugs], | ... was, briefly, joined by Bea,
Lindy, and Shirley, three overdeveloped young ladies with
colossal hairdos. They saw me (and a group of others)
crossing back and forth, and it occurred to them that it
would be fun to join in, so they did, no questions asked.”
The cultural interaction that compels McKenzie's work is
also present in Patterson’s. And in this way they come
together. Patterson critiques culture through a radical
removal of subjectivity, and McKenzie critiques culture
by aggressively imposing subjectivity.

Fluxus grew out of several sources in the middle to
late 1950s: the musical avant-garde, particularly the ideas
of John Cage and Karlheinz Stockhausen; the radical the-
arer of Claus Bremer?® Marinetri, and Gener; and Dada and
Concrete Art. The common thread linking these various
art forms was the radical critique of subjectivity and sym-
bolic representation. Traditional theories that defined
these disciplines—for example, theater, visual art, and
music—stressed specialized techniques and executions
that identified their specific genres. This specialization
was necessary to produce a symbolic language of forms,
one that was separate from the ordinary world but that
gave art a metaphoric capacity to express and to repre-
sent on a level higher than what would be permitted by




ordinary language, From the early to middle twentieth
century a change took place, displacing these specialized
techniques and strategies with ones that employed the
objects and experiences of the everyday, hence chal-
lenging received ideas about art and resulting in a more
radical approach to art. This had a defning effect on
the development of Fluxus as it sought to continue this
challenge by employing the antisymbolic language of
the avant-garde through the use of either nonsymbolic
abstraction or the pragmatic markers of ordinary objects
or “lived experience” Fluxus performance particularly
became identified with avant-garde practice because of
its use of real time (duration) as “lived experience.” (For
example, in ordinary life when we hear the telephone
ring, we do not interpret the event symbolically, nor do
we identify it as an expression of someone’s subjectivity.
Instead we interpret it pragmatically: it is just the sound
of the telephone existing in real time.) To a significant
degree the appeal of performance was due to its ability to
define itself as an inherently radical pracrice, to produce a
nonsymbolic sense of “lived experience”

John Cage’s theory of indeterminacy in musical com-
position was very important to the development of
Fluxus artists such as Patterson since it was among the
earliest attempts to critique the role of subjectivity. Cage
called this idea “the autonomaus behavior of simultane-
ous events”™ The idea of indeterminacy in music devel-
oped out of Cages interest in Zen Buddhism, with its
critique of Western subjectivity, and from this George
Maciunas developed his theory of the Fluxus event,
Consequently, many works were performed from simple,
concrete instructions that produced no “gray” area of
interpretation, such as La Monte Young’s 566 for Henry
Flynt (1960), in which a helmet was struck 566 tmes with
a drumstick; Robert Warts's Two Inches (1963), in which
the instruction was to stretch a two-inch ribbon across

the stage or street and then cut it; or George Brecht’s

GAINES
225

Three Lamp Events (1961), in which a lamp was to be
turned on, then off, then on, and so forth.

One of the more complex works performed at an
early Fluxus-titled event, the Festvs Flvxorvm Fluxus, held
in 1962 in Disseldorf, was Patterson’s Paper Piece (1960).
In this work, “two performers entered the stage from
the wings carrying a large 3' by 15’ sheet of paper, which
they then held over the heads of the front of the audi-
ence. At the same time, sounds of crumpling and tearing
paper could be heard from behind the on-stage paper
screen, in which a number of small holes began to appear.
The piece of paper held over the audience’s heads was
then dropped as shreds and balls of paper were thrown
over the screen and out into the audience™® At the
time of the Disseldorf event, Marxism was influencing
Maciunas’s Fluxus ideas, and he argued in a manifesto
that Fluxus was an attack on bourgeois values. For him,
Fluxus was about resisting the dominance of European
social, political, and aesthetic values. By 1960 Theodor W.
Adorno and Heinz-Klaus Metzger were denouncing the
idea of autonomy in art in their lectures, And Maciunas
was arguing that Cage's notion of the acceptance of the
everyday was a critique of the social order.”

Before Patterson’s performance in Disseldorf began,
the gallery director and arr critic Jean-Pierre Wilhelm read
a prepared script as an introduction to the event. Paper
Piece followed this. Some of the paper thatr was tossed
into the audience during the performance had Maciunas's
manifesto written on it. The nature of Patterson’s collabo-
ration in this is unclear; the documentation is ambigu-
ous. Patterson recalls, however, that the inclusion of the
manifesto was an accident. It was neither his nor Maci-
unas’s intention to include it as a political act: "It was only
[a] 'pracrical acr, to dump a lot of excess paper!”? The
fact that the allusion to politics was accidental is exem-
plary of the “gray area” that Patterson’s performances
produce. Politics for him was not an entirely uninvited



consequence of the performance. In other words, there
was no intention for it to be directly political—that is, an
activist participation in a very specific political agenda. But
it is interesting to note that even though the inclusion of
the manifesto text may not have been intentional, its (or
any other "accidental” event’s) link to the performance
cannot be discounted. This sense of legitimate belonging
sans intention might be understood through the meta-
phor of the “echo,” in which a primary sound reverberates
against surfaces as it passes through space and time. In
repetition, the echo is linked to the primary sound even
though each reverberation has its own unique qualities
and is changed by circumstances of the echo that the
primary sound cannot control.

The differing reactions to Maciunass manifesto dis-
play the wide range of Fluxus positions regarding poli-
tics. According to Higgins, artists, mostly the Americans,
would not sign on o Maciunas's Fluxus manifesto
because Marxist ideology (ar any specific agenda-driven
ideology, for that matter) was for them antithetical to the
idleas of Fluxus. But artists such as Nam june Paik and Wolf
Vostell were becoming more political, and Joseph Beuys
offered his own manifesto at a 1963 Fluxus performance.”

For many, politics was implicit in avant-garde radical-
ism even if that politics was not specifically Marxist. Pat-
terson comments:

First, remember, doing anything as radical as Fluxus
at that time, was by definition, POLITICAL! Perhaps,
I did or did not agree with all of the points of that,
or later manifestos, which George M. produced.
But, we were all in the LEFT and "anti-establish-
ment”. (Actually, "Paper Piece” was a direct reac
tion to the "establishment-sponsored” elitism of
the “official” new music scene at that time [which
was] principally, the clique of Stockhausen, Boulez
(company) based in the electronic music studio
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at West German Radio (WDR) in Cologne. | was
trying to find a way for “ordinary people"—peo-
ple without years of technical training—ro have a
direct "musical” experience. Thus, "Paper Piece’, in

itself, was already a "political statement™)'

So within this context, Patterson’s Paper Piece and other
wiorks, such as The Clinic of Dr. Ben (BM, MS) (1992); his
famous and provocative Lick Piece (1964), in which he
covered a nude worman’s body with whipped cream and
asked the audience to come onto the stage and lick it off;
and A Very Lawful Dance for Ennis, discussed earlier, all
raise interesting questions about representation and the
role of political and social critique in Fluxus.

Hence, in comparison to that of artists such as Brecht
and Watts, Patterson’'s work passively administers a
powerful and wider social effect; we think abourt gender
issues when experiencing Lick Piece, and we think about
the reaction of the environment in A Very Lawful Dance.
In The Clinic of Dr. Ben, we think about the ineptitude
of bureaucracies as he collects useless statistical informa-
tion. In addition to the antiestablishment paolitics of the
performance, the work opens pathways to provocative
insinuations about subjectivity, even though Patterson
himself does not become a subject in his work bu, as
has been stated, maintains a type of distance by being
the composer-conductor in the tradition of the musical
performance.

This is important when thinking about the relation-
ship of Patterson’s practice to that of another young art-
ist, Rodney McMillian, Again we can speak about the
similarities and dissimilarities between their practices in
order to reveal Patterson’s importance (o younger art-
ists and the way thar their work is received. Like Dave
McKenzie, McMillian often examines popular cultural
praduction, He attempts to inhabit the space and time
of this production through a process of reconstructing or



recasting, using found objects and materials (in the case
of his objects), or by “reliving” them (in the case of his
performance work). Either way, his art transfers diachronic
events into the synchronic present, thus allowing him to
take possession of them within the space of his own sub-
jectivity, In my view, McMillian believes thar the cathartic
experiences this produces double as a critique of these
subjects, eliciting thoughts and feelings about them that
are revelatory. Although this happens through the lens
of his own subjectivity, the process can be extrapolated
generally as an examination of the world at large rather
than only an examination of his self,

One good example 1s McMillian’s installation Unti-
tled (Unknown) (2006). In this work he created an
environment that loosely references classical architee
tural structures such as Greek or Roman temples, wrap-
ping fifteen columns in fabric and placing them around
a found bust of a man. McMillian uses the readymade
to construct this mise-en-scéne and by this action trans-
fers a diachronic experience into a synchronic pres-

ent. Found materials form the aesthetic and expressive

Rodrey MoMillian, The Great

ety 2006
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language of this installation, thereby providing subjective
markers that expand the subject of classical architecture
to include the process by which it becomes subjectively
experiential. For example, a reading of the column as
an iconic object expands into one in which it becomes
an agent of expressivity, particularly because of his use
of materials, which contribute their own social refer-
ences and visceral sensations to the reading of the object.
Objects enter a space of existential struggle as the things
and materials that form them are read as particular enun-
ciative moments of the artist rather than simply mate-
rial elements of the objects. This is classic expressionism,
except that in McMillian's case it opens the door to social
and political issues. The scene becomes psychological as
all its parts form a synchronic pattern that is read as signs
of expression in the same way that we read expression
in faces.

This strategy of the readymade recalls Patterson’s own
interest in the idea of the event as a function of the pres-
ent and in this manner locates the origin of this gesture
in the avant-garde. But since synchronicity for McMillian
produces subjectivity, this recasting of history into the
present makes it possible for him to engage it as a subjec
tive experience and, as Trinie Dalton correctly observes,
creates the opportunity for his installations to “allude ro
his live performancess

In a performance from 2006, for example, McMillian
recited verbatim for more than two and a half hours
Lyndon Johnson's 1968 "Great Society” speech. We can
almost imagine him becoming the bust of the man from
Untitled (Unknown), now interpreted as a power icon. He
performed it as an endurance work so thar the exhaus-
tion of his body would make the words from the past
exist materially in the present. He did not anticipate that
performing the work would result in an exhaustion that
felt like, as he put it, "a lictle death” He recalled: | finished
the text as best | could and | exited the stage. . .. The next



morning . .. | awoke [in] a state of shock, feeling like the
biggest failure on earth ... that | wasn't tough enough to
actually see an idea through to fruition. | realized [larer]
that what | was citing as a failure was actually a learning
experience.”" McMillian realized that stopping the work
was actually a good thing because the growing sense of
“dearh” his exhaustion was producing was metaphorically
artaching itself to the values of a speech that he actually
admired. Stopping the performance halted thart linkage.
For McMillian, performing the speech, turning a histori-
cal artifact into a synchronic event, produced an expe-
rience that he could not have otherwise imagined. This
conversion of time through performance led to a rev-
elation. Because the performance was a work of art, his
revelation became part of the subject of the work, to be
experienced and interpreted by an audience.

The most obvious difference between McMillian and
Patterson parallels the difference between McKenzie
and Patterson: it lies in where they position themselves
within the performance structure. Whereas Patterson’s
investment in the Fluxus event allows him to maintain
a "distance” similar to that of a writer-director to a play
or a composer-conductor to a musical score, McMillian,
on the contrary, seeks to be completely invested psycho-
logically and emotionally in the performance event, as his
“Great Society” performance demonstrates. The domain
of Patterson’s investigation is the radical critique of bour-
geois subjectivity, whereas the domain of McMillian’s is
his own subjectivity, something that for him seems to be
a moving target rather than the fixed subjectivity that is
the object of Patterson’s challenge. Nevertheless, both
arusts share the idea of entering a domain of some sort
through a radicalizing practice that leads to new or dif-
ferent understandings. And it is in this respect thar Pat-
terson is a very important figure for understanding the
postmodern perfarmance works of today.
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Although McMillian's postmodern performance and
Patterson’s avant-garde performance operate within
different domains, McMillians use of performance as a
means to engage ordinary experience, to reexamine his
own subjectivity, to believe in the "performance event”
as a radicalizing agent in this reexamination, are all pos-
sible because of the history of the avant-garde. Hence
Patterson’s commitment to rethinking the language of
art becomes the formal means for both McMillian and
McKenzie to rethink the language of culture, politics,
and subjectivity. The gray area that Dick Higgins refers
to in describing the effect of Patterson’s performance
work becomes a portal that allows postmodern artists
to engage with their own subjectivity, found in ordinary
events and used to widen the social, political, and poetic
“gray matter” of representation.
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Works in the Exhibition

Methods and Processes: Action Poems,
Instructions, and Books

ABCY, ¢, 1961

Children’s coloring book, ink, crayon, collage
13 % 10% % "%a inches

Getty Research Institute, Los Angeles

Prints and Comments (Prints, Lourdes Castro; Comments,
Benjamin Patterson), 1962

Handmade paper, vellum, ink

10%a % 8% = %s inches

10% % 9 % "W inches

Getty Research Institute, Los Angeles

Puzzle-Poerns, 1962

Collage on card, metal box

Box: %is x 3%e x 3%s inches

Puzzle-poem: 5% X 4'%e inches

The Museum of Modern Art, Mew York; The Gilbert and
Lila Silverman Fluxus Collection Gilft

Puzzle-Poems, 1962

Collage on card, wooden box (recto/verso)
Wooden box: 5% x 2% x 1% inches
5-piece puzzle poem: 6 x 5 inches
Courtesy the artist

Puzzle-Poems, 1962

Collage on card, wooden box (rectofverso)
Wooden box: 8 x 2% x 1% inches

3-piece puzzle poem: 5% x 4 inches
Courtesy the artist

Untitled (A Case for Bombing Pause), c. 1962
Spiral-bound notebook, ink, crayon, collage
11% % 8% inches

Getry Research Institute, Los Angeles

A Volume of Collected Poems: Volume 1, Poemn 2, 1962
Collage on card, yogurt cups, plastic bag

Plastic bag: 14% x 9% inches

Card: 3% x 8% inches

Apricot: 3%s % 2% inches

Bananas: 3% x 2% inches

Citron: 3%s x 2%s inches

Framboise: 3%s x 2%s inches

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

A Volume of Collected Poems: Volume 5, Poems 20, 21, 22,
23 and 24, 25,1962

Callage on card, paper and linen boxes, plastic bag
Plastic bag: 14%: » 9% inches

Card: 3% x 8%s inches

Linen box: 2'%s x 11% x 23 inches

8-piece puzzle-poem: 17'%s x 8%s inches

Matchbox: 16 = 2'%s x 4% inches

15-piece puzzle poem: 12% x 6%s inches

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

A Volume of Collected Poerns: Violume 7, Poems 32, 33, 34,
44 and 36, 37, 1962

Collage on card, paper boxes, plastic bag

Plastic bag: 14" % % 9% inches

Card: 3% = 8%s inches

Tobler chocolate box: 1% = 7% = 3'%e inches

9-piece puzzle-poem: 20'%s x 6%s inches

Tuberculine Purifiée box: 1 x 6% x 4% inches

12-piece puzzle-poem: 21%. x s inches

The Museurn of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift
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Regimental History: Fragments (for Jacksen Mac Low),
. 1962-63

Ink an paper

11 % 8%a inches

Getty Research Institute, Los Angeles

Untitled (who taught you to think like that?), ¢. 1962-63
Printed ink on paper

11 = 8% inches

Getty Research Institute, Los Angeles

A Game: Three Capacities and One Inhibition, c, 1963
Index cards, collage, stamped ink, marker

4 index cards, 3 % 5 inches each

Envelope: 3% » 6% inches

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Notes: Instructions for the use of a new musical instrument,
c. 1963

Typed ink on paper

2 pages, 10%s % 8% inches each

Gerty Research Institute, Los Angeles

A Study, 1963

Carbon copy on onionskin paper

2 pages, 11 x B%s inches each

Getty Research Institute, Los Angeles

Untitled (Dixie Beer), 1963

Typed ink and collage on index card

3 x 5inches

Staatsgalerie Stuttgart, Hanns Sohm Archive

Untitled (Goldwater Can’t Win), . 1963
Typed ink and collage on card stock

7 % 7 inches

Staaesgalerie Stuttgart, Hanns Sohm Archive



Untitled (If You Think This Is a Dream), €. 1963
Typed ink and collage on paper

7% % Ginches

Staatsgalerie Stuttgart, Hanns Sohm Archive

Untitled (Sorry | Missed It), 1963

Paper collage, ink, envelope

2 pages, 11% = %inches each

Envelope: 4% x 9% inches

Staatsgalerie Stuttgart, Hanns Sohm Archive

Watch Me, c. 1963

Stencil and marker on index card

3 cards, 2'%s x 4'%s inches each
Getty Research Institute, Los Angeles

What else is necessary?, 1963-64

Ink on index card, envelope

5cards, 3 x 4'%s inches each
Envelope: 3% x 6% inches

Getry Research Institute, Los Angeles

Instruction No. 1 (Now, Later), 1964

Ink and rubber stamp on construction paper

37% x 26% inches (frame)

30"¥e % 20% inches (sheet)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Instruction No. 1 (Steps 1-4), 1964

Ink and rubber stamp on construction paper

37% x 26% inches (frame)

30"%e % 20%s inches (sheet)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Instruction No. 1 (Steps 1-12), 1964

Ink and rubber stamp on construction paper

37% x 26% inches (frame)

30'%s % 20%s inches (sheet)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Instruction Ne. 2 (Please Wash Your Face), 1964

Fluxus Edition box

Plastic box, guest soap, paper hand towel with stamped
ink

Box: ¥ % 3% x 4'¥s inches

Unfolded towel: 16% x 4%e inches

Soap: % x 1"%e inches

The Museum of Maodern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Puzzle-Poem, 1964

Collage on board, plastic bag

Bag: 14'Vs % 9% inches
Puzile-poem: 14%e % 10%s inches
Getty Research Institute, Los Angeles

Untitled (Scott Tissue), c. 1964

Photocopy paper collage

9% % 14 inches

Staatsgalerie Stuttgart, Hanns Sohm Archive

It's Vital, 1965

Ink on index card, envelope

3 cards, 2'% % 4% inches each
Wrapper: 3 x 2% inches

Envelope: 3% x 6% inches

Getty Research Institute, Los Angeles

Speed of Light, 1965

Metal scale, marker, bulb, mixed media
12% x 7% = 3% inches

Collection Caterina Gualco, Genoa, ltaly

Untitled (Introductory Note .. . In Skinnerian Learning
Theary), 1965

Ink and colored pencil on index card, envelope

6 cards, B x § inches each

Envelope: 5'%e x 8% x "W inches

Getty Research Institute, Los Angeles

Untitled (s Are What), 1966
Ink on paper
8 x 5 inches

Staarsgalerie Stuttgart, Hanns Sohm Archive
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Valigetta, 1966

Box, antique glass bulbs, cut photo negatives, gloves, ink
G x 8 % 3% inches

Collection Caterina Gualco, Genoa, ltaly

The Book of Genesis, 1969

Leather antique photo book, photographs, ink
6% 4% x 2% inches

Collection Enzo Gazzerro, Genoa, ltaly

Joyce and Eugene, 1973

Aluminum box, found autograph books, paper, ink

5% x 12 x 2% inches

Collection Marcel and David Fleiss, Galerie 1900-2000,
Paris

Aphrodisiacs, 1990

Cloth boxes, accordion book with text, bottles
Box 1: 13 = 3% x 1inches

Box 2: 8% x 3 x 2 inches

Collection Caterina Gualco, Genoa, Italy

How ta Make Sushi, 2001

Wooden box, plastic sardine, knife, mixed media
8% » 25 x 4 inches

Collection Marc Schultz, Hanowver, Germany

My Grand 70th Birthday Tour, 2003
Ink on paper, plastic, mixed media
5 % 14inches

Courtesy the artist

Concrete Poem No. 6, 2005

Woaoden box, concrete, marker, violin fragment, mixed
media

10 % 15% x 4 inches

Courtesy the artist

Thank you, Luigi, 2005

Wooden box, vintage children’s blocks, easel, mixed media
Book: 6 x 9% x 2 inches

Easel: 17 x 5% inches

Callection Bertrand Clavez, Paris



The Therapeutic: One Hundred Actions Poems, Volume A,
2009

Collage and ink on paper

28 pages, 11% x 8% inches each

Courtesy the arrist

Necessary Objects: Paintings, Sculptures,
and Installations

Helmut, 1975

Buoy, bread board, handsaw, mixed media
32% % 18 x 5% inches

Courtesy Galerie Schiippenhauer, Cologne

Trout Bag, 1981

Canvas satchel, metal sinkers, fishing license, 10 altered
fishing lures in plastic boxes

Canvas satchel: 9%e x 7% x 6% inches

10 plastic boxes, 4% x 2% x 2% inches cach

Watt's Pachyderm lure: 2% x 2'%e x 4% inches
Green Caddis lure: 3% x 2% x 3% inches

Brown Stonefly lure: 1% % 1%s x 2'%s inches

Yellow Paumgartner lure: 1% x 2% x 2% inches
Deerfly lure; 2% » 2%s x 3%s inches

June Nymph lure: 3'%« x 1% x 5% inches

Pink Ghost lure: 1% x 2% x 3 inches

Royal Coachmen lure: 1%e x 3% % 2% inches

Wooly Bomber lure: 1% x 4% x 2'¥s inches

Rainbow Hopper lure: % x 3%s x 4"%s inches

The Museumn of Modern Art, New York; The Gilbert and

Lila Silverman Fluxus Collection Gift

Candyland, 1988

Board games, toys, mixed media on wooden shelves,
brackers

40 » 36 x 14 inches

Courtesy the artist

Hell on Wheels, 1988

Wooden desk, plastic, cloth, steel

36 % 40 % 24 inches

Collection Heinrich Riskin, Bad Rothenfelde, Germany

It’s a Nice Piece of Cake, 1988

Metal bakery display rack, traffic sign, decorative cake
toppers

55% »x 24% » 16% inches overall

Collection Marcel and David Fleiss, Galerie 1900-2000,

Paris

Old Chinese Proverb, 1988

Antique Chautauqua industrial arc desk on stand, mixed
media

34 % 23 x Jinches

Collection Klaus Fehlemann, Dortmund, Germany

Old Latin Proverb, 1988

Antique Chautauqua industrial art desk, mixed media
34 % 23 % 3inches

Courtesy the artist and Galerie Schiippenhauer, Calogne

Smoker's Rights, 1988

Antique bottle rack, tape, cigarettes
27% x 16 x 16 inches

Courresy the artist

Daouble Your Pleasure, 1990

Poster mounted on plywood, mixed media
26 % 24 x 2 inches

Collection Enzo Cattelani, Modena, ltaly

Pan Am, 1990

Paster mounted on plywood, mixed media
26 % 24% x 3% inches

Collection Enzo Cattelani, Modena, ltaly

Pregnant?, 1990

Poster mounted on plywood, mixed media
25% % 17% % 6inches

Collection Enzo Cattelani, Modena, ltaly

Say Your Prayers, 1990

Poster mounted on plywoad, mixed media
38% x 25% x 3% inches

Collection Enzo Cattelani, Modena, ltaly
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Show Off Your Skin, 1990

Collage paper and painted canvas mounted on wood,
mixed media

32 x 48 % 6 inches

Callection Heinrich Risken, Bad Rothenfelde, Germany

Small Beer, 1990

Poster mounted on plywood, mixed media
S4 % 36 x 1% inches

Collection Enzo Cattelani, Modena, ltaly

Un tipo suave, 1990

Poster mounted on plywood, mixed media
26 % 24 % 2inches

Callection Enzo Cattelani, Modena, ltaly

Untitled, 1990

Collage fabric and painted canvas mounted on wood

24% x 24% x 1% inches

Courtesy the artist and the Emily Harvey Foundation, New
York/Venice

Fluxus Protected, 1991

Wood and metal boxes, cloth, chain, mixed media
T = 10% x 5% inches

Collection Enzo Cattelani, Modena, ltaly

Marble Hat, 1991

Cur Carrara marble
12 % 24 % 10inches
Courtesy the artist

The Temptations, 1991

Wood, mixed media

66Y% x 40 x 9% inches

Collection Carlo Cattelani, Modena, ltaly

Two for Violin after Mam June Paik’s One for Violin, 1991
Broken violin, wood cabinet door, music box

31 % 19 x 4 inches

Courtesy Galerie Schiippenhauer, Cologne

Early Chess, 1992

Wooden table, mixed media

29 x 25% x 24 inches

Collection Carlo Cattelani. Modena, ltaly



Uncle Ben's Art Shoppe, 1992
Toy-dispensing machine, plastic containers, mixed media
19 = 10 x 9% inches

Courtesy the artist

A Shert History of Twentieth-Century Art, 1994

Mixed media on wood panels

5 parts, 11 x 14 x 3 inches each

Institue fiir Auslandsbeziehungen eV, Stutegart, Germany

Il primo segreto della grappa, 1994
Handblown glass bottle

1% x 2% inches

Collection Archivo Bonotto, Molvena, ltaly

Museum of the Subconscious (Namibia, guidelines
and ephemera), 1996

Metal plaque, wooden box, mixed media
Plaque: 11 x 14 inches

Box: 12% % 12% x 1% inches

Courtesy the artist

Blame It on Pittsburgh; or, Why | Became
an Artist, 1997

Silk screen on Plexiglas

18 panels, 59 x 39 x % inches each
Courtesy the artist

Trains of Thought {Franz Liszt), 1997

Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 % 12 x 3% inches

Courresy the artist

Trains of Thought (josef Hayden), 1997

Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 %12 x 3% inches

Courtesy the artist

Trains of Thought (Maurice Ravel), 1997

Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 x 12 % 3% inches

Collection Elfi Kreiter, Wiesbaden, Germany

Trains of Thought (Verdi), 1997

Discarded train sign, wooden boxes, cassette tape player,
audiocassette, mixed media

72 % 12 = 3% inches

Collection EIfi Kreiter, Wiesbaden, Germany

Kohler Kaffer, 1999

Leather briefcase, ink on paper, offset on paper, mixed
media

14 % 11% x 2 inches

Courtesy the artist

Cella (Blue), 2003

Wooden push broom, birdhouse, metal strings, wooden
spoon

53%e % 10 % 5 inches

Courtesy the artist

Cello (Red), 2003

Wooden push broom, birdhouse, metal strings, wooden
spoon

53% % 10 % Sinches

Courtesy the artist

Fluxus Constellation, 2003

Silk screen on nylon, glass sconces, electrical system, tube
lights

34 sconces, 23% x 8 x 2% inches each

Dimensions variable

Museo d'arte contemporanea di Villa Croce, Genoa, Italy

It Was Roses All the Way (My Grand 70th Birthday Tour),
2004

Metal time-card machine, ink and marker an time cards,
artificial Alowers, Plexiglas

40 = 20 % 10 inches

Collection Archivo Bonotto, Malvena, lealy

5ki Poles (from Climbing Mt Fuji), 2004
Broom handles, rubber plungers

60 x 6 x 1inches

Courtesy the artist
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Industrial Chic (a.p.), 2007

Cast silver tay tools, velvet jewelry boxes
6 parts, 3 % 2 % % inches each

Courtesy the artist

A Nose for Wine, 2008

Wine bottles with cast molding

12 bottles, 11% = 2% inches each
Collection Archivo Bonotto, Molvena, ltaly

Galerie Légitime, 2009

Leather valise, paper, wooden cheese box, DVD
6 x 18 x Ginches

Collection Jean-Louis Grobel, Paris

Effigy for Dick Higgins II, 2010

Effigy: paper jumpsuit, costume hat, mask, collage, mixed
media

Base: collage on wood, dice, light, turntable

Effigy: 70 x 20 x 7 inches

Base: 21 x 20 x 1% inches

Courtesy the artist

Flying Bass I, 2010

Double bass, metallic ink, metal propane burners, mixed
media

70 x 36 x 12 inches

Courtesy the artist

The Museum of the Subconscious—Houston Annex, 2010
Plastic, wood, paint, mixed media

Museum: 20 x 10 inches diameter

Hanging armature; 108 x 24 x 32 inches

Courtesy the artist

Sit Down, 2010

Pantone injection-maolded plastic chair, metal rod with
stuffed bear, recorder

Chair: 35% x 19% x 23% inches

39% x 39% = 23% inches overall

Courtesy the artist

Swiss Symphany [l, 2010

Wooden wall clock, collage on board, crossbow, mixed
media

60 % 16% x 5 inches

Courtesy the artist



Scores

Paper Piece, 1960

Ink on paper, envelope

8% % 6% inches

The Museum of Madern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Papierstuck fiir funf Spieler, from Ich bin schan, 1960
Ink an paper

11 = 8% inches

Getty Research Institute, Los Angeles

“Situations” for Three Pianos, 1960
Ink on composition paper
2 pages, 11 % 8% inches each
Getty Research Institute, Los Angeles

String Music, 1960

Ink on watercolor paper

Instructions: 10'%s x 16 inches

Graphic score, page 1: 10" x 16 inches
Graphic score, page 2: 11'%. x 15'¥e inches
Graphic score, page 3: 10'%e x 16 inches
Getty Research Institure, Los Angeles

From String Music for Double Bass(es), 1960
Ink on paper

10% x 16%s inches

Getry Research Institute, Los Angeles

Ants, 1960-62

Ink on paper, black-and-white photographs
Photograph: 8% = 11% inches
Photograph: 8% = 11% inches

Sheet: 10" x 7% inches

Getty Research Institute, Los Angeles

Composition for Any Situation, 1961
Ink on paper

B x BY inches

Getty Research Institute, Los Angeles

Décollage Piece for Wolf Vostell, 1961
Ink on paper and vellum

Title page: 11 x 8% inches
Instructions: 10%a x 8% inches
Score, page 1: 6% x 6% inches
Score, page 2: 6% x 6% inches

Score, page 3: 6% x 6% inches

Score, page 4 8'%s x 8% inches
Getty Research Institute, Los Angeles

A Disturbing Compaosition, 1961
Typed ink on paper

10% x 7'%e inches

Getty Research Institute, Los Angeles

Due for Voice and a String Instrument, 1961

Black and colored ink on paper and transparency
Instructions: 2 pages, 11"%s x 8% inches each
Transparency: 11% = 4% inches

Transparency: 11% » 8% inches

Transparency: 11% x 8% inches

Paper: 11% x 8% inches

Getty Research Institute, Los Angeles

Lermons, 1961

Ink on paper

2 pages, 10%s x 8% inches each
Getty Research Institute, Los Angeles

Owverture, Overture (Versions Il and III), 1961
Ink on paper

10%e x 8% inches

Gerty Research Institute, Los Angeles

Portrait of an Egg, 1961

Ink on paper

10%4 % 8% inches

Getty Research Institute, Los Angeles

Septet from Lemons, 1961
Ink on paper
11 % 8 inches

Getty Research Institute, Los Angeles
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Décollage Piece for Wolf Vostell

(handwritten iteration), 1961

Typed and colored ink on paper (verso/recta}
10% x 11 inches

Getry Research Institute, Los Angeles

Pavane for Flutes, 1961-62

Ink on paper

11 % 8% inches

Getty Research Institute, Los Angeles

Variations for Double Bass, 1961-62
Ink on paper

5 pages, 11 x 8% inches each

Getty Research Institute, Los Angeles

Methods and Processes, 1962

Printed ink on paper

10"e x 7% % Yeinches

Getty Research Institute, Los Angeles

Methods and Processes (with sender’s note), 1962
Printed ink on paper

106 x 7% % ¥ inches

Getty Research Institute, Los Angeles

Pond, 1962

Ink on paper

2 pages, 10% % 8% inches each
Getty Research Institute, Los Angeles

Twa Dances: "Solo for Dancer” and “A Very Lawful Dance
for Ennis,” 1962

Ink on paper

3 pages, 11 x 8 inches each

Getty Research Institute, Los Angeles

Untitled (handwritten iteration of Variations for Double
Bass), ¢. 1962

Ink on poster for Fluxus internationale Festspiele neuester
Musik

16% » 113 inches (unfolded); 5% x 8% inches {folded)
Getty Research Institute, Los Angeles



A Biting Piece (for Pyla}, 1963

Ink on paper

13 % Bl inches

Getty Research Institute, Los Angeles

Tour, 1963

Ink on paper

11 % 7% inches

Getty Research Institute, Los Angeles

Untitled (You are standing, perhaps drinking), c. 1963
Ink on paper

13%e % 8% inches

Getty Research Institute, Los Angeles

Symphony No. 1 & 7, 1963-89
Ink on paper

4 pages, 5% % 11% inches each
Envelope: 5% = 12 inches
Courtesy the artist

First Symphony, 1964

Ink on paper

10% % 16%s inches

Getty Research Institute, Los Angeles

Three Ways to a Tape, 1966

Ink on paper

14'%s % 10 inches

Getty Research Institute, Los Angeles

Das Bahnhaf Requiern, 1995

Ink and collage on paper

Instructions: 2 pages, 11% = 8% inches each
Score: 4 pages, 10% x 15% inches each
Courtesy the artist

Learning by Doing, c. 1996
Ink on paper

11% % 8% inches
Courtesy the artist

The Three Operas, 1997
Ink on paper
5 pages, 11% x 8% inches each

Courvesy the artist

Waorld Weather, 1997

Spiral-bound music composition notebook, ink and
colored markers on paper, world map

11% = 8% inches

Courtesy the artist

Benjamin Patterson; "The Black and White File™: A Primary
Collection of Scores and Instructions for His Music, Events,
Operas, Perforrances and Other Projects: 1958-1998, 1999
Photostat paper in black binder

12%: % 11%s % 1% inches

Courtesy the artist

File includes the following scores and actions:
Paper Piece, 1960

Ants, 1960-62

Dwio for Voice and a String Instrument, 1961
Lemaons, 1961

Owerture, Overture (Versions and 1), 1961
Septet from Lemons, 1961

Pavane for Flutes, 1961-62

Varigtions for Double Bass, 1961-62

Pond, 1962

Portrait of an Egg, 1962

Sneak Peek, 1962

Solo for Daricer, 1962

A Very Lawful Dance for Ennis, 1962

A Biting Piece for Pyla, 1963

Examination, 1963

First Symphony, 1964

How the Average Person Thinks about Art, 1983 (4 pages)
I Visited the LLS.A, 1987

Artists’ Greeting, 1988 (5 pages)

Critical Encounters, 1988

Signature No. 1, 1990

Signature No. 2, 1991

Bolera, 1994

Das Bahnhof Requiern, 1995 (7 pages)
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On the Road with Al. .. a Geddchtnisperformance fiir Al
Hansen, 1996 (2 pages)

A Simple Cpera, 1996 (7 pages)

The Future Makes Progress, 1997 (7 pages)

Some "Found Qbjects"—Quotations—Recently Discovered
by Benjamin Patterson, 1997

The Three Operas, 1997 (Carmen, 1990; Madame Butterfly,
1993 |2 pages); Tristan und Isolde, 1961-93)

World Weather, 1997

The Creation of the World, 1998 (3 pages)

How to Make Art: Benjamin Patterson's Foolproof Methods,
1998

Digging, 2000
Ink on paper
4 sheers, 10% x 8% inches each

Courtesy the artist

A Simple Opera, 2001

Ink and collage on paper
11% x 8% inches
Courtesy the artist

My Tone, Your Tone, His Tone, Her Tone, 2005
Ink on white and colored paper

6 pages, 11% = 8% inches each

Courtesy the artist

A Huxus Elegy (Audiovisual Performance), ¢. 2006
Ink on paper

7% % 1% inches

Courtesy the artist



Ants Rewvisited, 2010

Ink on paper

3 pages, 11% x 16% inches each
Courtesy the artist

Duo for Voice and a String Instrument Arranged for Voice
and String Quintet, 2010

Ink on paper

Instructions: 11% x B% inches (folded), 11% x 24% inches
{unfolded)

Score (16 pages): B% x 11% inches (folded), 8% x 23%
inches (unfolded)

Courtesy the artist

Give Me a Break, 2010

Ink an paper

12 pages, 16% x 11% inches each
Envelope: 17% = 124 inches
Courresy the artisg

Documentation of Performances, Actions,
and Happenings

Performance documentation for Paper Piece, 1960
Performed by audience at Hypokriterion Theater,
Amsterdam, June 23, 1963

Gelatin silver print {photagraph by Oscar van Arpken)
7% % 11 inches (unframed)

20 x 17 inches (framed)

Collection Archivo Bonotto, Molvena

Performance documentation for Décollage Piece for Wolf
Vostell, 1961

Black-and-white photograph

8% 11 inches

Photographer unknown

Getty Research Institute, Los Angeles

Performance documentation/brochure for Lemons:
Benjamin Patterson, 1961

Offset on paper

8% x 27% inches (unfolded)

Getty Research Institute, Los Angeles

Performance documentation for Variations for Double
Bass, 1961

Performed by the artist at Kleines Sommerfest/Aprés John
Cage, Galerie Parnass, Wuppertal, Germany, June 9, 1962
Gelatin silver prints (photographs by Rolf Jihrling)

2 prints, 9"%s x 7% inches each

2 prints, 13% x 10% inches each

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Performance documentation for Variations for Double
Bass, 1961

Performed by artist at Happenings and Fluxus concert
event, Ecole Nationale des Beaux-Arts, Paris, June & 1989
Gelatin silver print (photograph by Francesco Conz)

& x 10 inches

Courtesy the artist

Performance documentation for Wolf Vastell: Decollages,
Collages, Ausstellung 15.5-28.5.1961, 1961

Offser on paper, mounted on paper

8% x 5% inches (sheet)

10%s x 84 inches (mount)

Courtesy the artist

Performance documentation for Duo for Vioice and a
String Instrument, 1962

Performed by artist and William Pearson at Kleines
Sommerfest/Aprés John Cage, Galerie Parnass, Wuppertal,
Cermany, June 9, 1962

Gelatin silver prints (photographs possibly by Rolf
Jahrling)

2 prints, 5 x 3% inches each

1 print, 9% x 7 inches

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Bom it the State of FLUX/us
236

Performance decumentation for Lick Piece, 1962
Performed by Letty Eisenhauer and unidentified individual
at Fully Guaranteed 12 Fluxus Concerts, Canal Streer, New
York, May 9, 1964

Gelatin silver prints (photographs by Peter Moore)

s % 6% inches; 18' e x 14"%e x 1% inches (framed)

7% x 9% inches; 14"%a x 18'%s % 1% inches (framed)

9% % 6% inches; 18'%s x 14"%s x 1% inches (framed)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Performance documentation/brochure for Sneak

Peek: Huxus, Happenings, Environments, Poems, Dances,
Compositions at Galerie Girardon, 1962

Offset on paper with ink and postage stamp

7% % 18%a inches (unfolded)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Program for Kleines Sommerfest, june 9, 1962
Offset on paper

5% x 8 inches {unfolded)

Courtesy the artist

Program for Neo-Dada in der Musik, June 16, 1962
Offset on paper

7 = & inches (folded)

7 = 16 inches (unfolded)

Collection Archivo Banotto, Molvena, Italy

Patterson and unidentified person performing Yoko Ono's
String Music for Jesis

Patterson performing Nam June Paik's One for Violin
(1962} with Peter Kotik of SEM Ensemble, New York,
Akademie der bildenden Kunst, Vienna, June 1989
Black-and-white photographs (by Wolfgang Triger)

7 % 5 inches each

Courtesy the artist

Patterson performing Variations for Double Bass as part of
the concert event Happenings and Fluxus, Ecole Nationale
des Beaux-Arts, with an exhibition at Galerie 1900-2000,
Paris, August 8-29, 1989

Color photograph (by Francesco Conz)

8 = 10 inches

Courtesy the aruist



Patterson performing The Clinic of Dr. Ben (BM, MS) as
part of the anniversary exhibition Fluxus Da Capo at Villa
Clementine, Wiesbaden, Germany, 1992

Color photograph and business card (photographer
unknown)

Photograph: 16 x 12 inches

Card: 2% x 3 inches

Courtesy the artist

Patterson and unidentified performer in Tristan and lsolde,
Royal Danish Academy of Fine Arts, November 17, 1993
Gelatin silver print {photograph by Morten Langkilde)

4% x 7 inches

Courtesy the argist

Patterson ar dedication ceremony for the Museum of the
Subconscious in Namibia, 1996

Color photograph (by Francesco Conz)

12 % 8inches

Courtesy the artist

Patterson performing The Creation of the World,
OFKunstraum, Offenbach, Germany, May 29, 1998
Black-and-white photograph (photographer unknown)
9% x 12 inches

Courtesy the artist

Patterson performing A Clean Slate at Haus der Deutschen
Ensemble Akademie, Frankfurt, December 16, 2001
Gelatin silver print (photograph by EIf Kreiter)

12 % 8inches

Courtesy Elf Kreiter, Wiesbaden, Germany

Video Documentation

Performance documentation for Variations for Double
Bass, 1962

Performed at Fluxus Internationale Festpiele neuester
Musik

Video transferred to digital video

6 minutes (excerpt)

Courtesy the artist

Fluxus Films, 1992, with live music composed and
performed by Benjamin Patterson and Joe jones at the
Caligari Theater, Wiesbaden, Germany, September 13, 1992
Digital video

100 minutes

Courtesy the artist

Bolera, 1995

Performed at Konzertsaal der Stadt Gera, Gera, Germany,
May 13, 1995

Digital video

22 minutes

Courtesy the artist

Performance documentation for Dedication Ceremony for
the Museum of the Subconscious { Tel Aviv Annex), 1999
Dedication of the museum annex on Jerusalem Beach, July
13,1999

Digital video

23 minutes

Courtesy the artist

Performance documentation for Clean Slate, 2002
Performed at Kasseler Kunstverein, Kassel, Germany, on
October 5-6, 2002

Video transferred to digital video

7 minutes (loop)

Courtesy the artist

Creation of the World, 2003

Performed at the Goethe Institute, Madrid, February 6,
2003

Digital video

25 minutes

Courtesy the artist

Galerie Légitime: A Reenactment, 2009

Performed by Benjamin Patterson and Bertrand Clavez in
the streets of Paris, June 7, 2000

Digital video

15 minutes

Courtesy Bertrand Clavez, Paris
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Ephemera: Notes from Fluxus/Notes from
an Ordinary Life

Photograph from the Contre Music Festival, 1960, showing
the artist performing with John Cage, Nam June Paik,
Christian Wolff, Hans Helms, Sylvano Bussotti, David Tudor,
and Cornelius Cardew

Black-and-white photograph (by Klaus Barisch)

7% x 10% inches

Courtesy Galerie Schiippenhauer and Mary Bauermeister,

Cologne

Far Ben: D-bass and prano, Madrid 1960, 1960

Score composed by Juan Hildago

Ink on paper, ink on printed staff paper

2 pages, 10% x B% inches each

8" x 9% inches (folded); 8'%e x 19%a inches (unfolded)
Getry Research Institute, Los Angeles

Ich bin schan, 1960

Offset on paper (artists’ magazine)

12 x 8% inches (folded); 23 x 33% inches (unfolded)
overall

Courtesy the artist

Letter from Benjamin Patterson to Michael Porier, 1960
Ink on paper (verso, poster)

22% x 16% inches

Courtesy the artist

Poster designed by Gearge Maciunas for Fluxus
Internationale Festspiele neuester Musik, Hirsaal

des Stadtischen Museums, Wiesbaden, Germany,
September 1-23, 1962

Offset on paper

16% % 15%s inches (unframed)

20% = 16% inches (framed)

The Museum of Modern Art, New York; The Gilbert and
Lila Silverman Fluxus Collection Gift

Program for Neo-Dada in der Musik, 1962
Offset on paper

7% = 8% inches (folded)

7% % 16% inches (unfolded)

Courtesy the artist



Letter to Benjamin Patterson from George Maciunas, 1963
Ink on paper

10% x 7% inches

Getty Research Institute, Los Angeles

Letter to Emmett Williams from Benjamin Patterson, 1963
Ink on paper

11 x 8%sinches

Getty Research Institute, Los Angeles

Mailer for Yam Day Festival, 1963
Offset on paper

22% » 8% inches

Courtesy the artist

The Four Suits, 1965

Book edited by Dick Higgins
Offset on paper

Brochure: 11 x 14 inches (folded)
Book: 9% x 6% % 1% inches
Published by Something Else Press
Courtesy the artist

Photograph of Patterson portrait sketched by Alison
Knowles for brochure announcing The Four Suits, c. 1965
Gelatin silver print

6% = 4% inches

Gerry Research Institute, Los Angeles

lefferson’s Birthday/Postface, 1965

Book edited and written by Dick Higgins
Offset on paper

B x 5% x 1% inches

Published by Samething Else Press
Courtesy the artist

Notations, 1969

Book edited by John Cage and Alison Knowles
Offset on paper

9% 9x 1 inches

Published by Something Else Press

Caourtesy the artist

Annual Report, Mew York State Council on the Arts,
1969-70

Offset on paper

7% % 6% x Y inches each

Courtesy the artist

Brochure for Benjamin Patterson Limited Music
Management Company, ¢, 1970

Printing on paper

& x 14 inches (folded)

Courtesy the artist

Annual Report, Mew York State Council on the Arts,
1970-71

Offset on paper

% = 6% = % inches each

Courtesy the artist

Photograph of Benjamin Patterson with Mayor John
Lindsay upon his appointment as assistant director of the
MNew York Department of Cultural Affairs, c. 1972
Black-and-white photograph

8 x 10inches

Courtesy the artist

Excerpt from the 1972 book by Harry Ruhé, Fluxus: The
Most Radical Experimental Art Movement of the Sixties,
published by Galerie A in Amsterdam

Ink on paper

8 x 11 inches

Courtesy the artist

Press release announcing Patterson’s appointment at
Staten Island Community College, March 1974

Ink on paper

8% 10 inches

Courtesy the artist

Correspondence from Patterson to the Community
Review Board regarding the "Conference in Solidaricy with
the Liberation Struggles of Peoples in Southern Africa,”
September 1981

Ink on paper

8 % 10 inches

Courtesy the artist
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Announcement card for Negro Ensemble Company in
New York, c. 1982

Offset on card, envelope

Card: 5%s x 4% inches

Envelope: 4% x 5% inches

Gertry Research Institute, Los Angeles

Wiesbaden Fluxus, 1962-1982, 1982

Publication edited by René Block

Offset on paper

10% x 8% x 1inches

Published by Harlekin Art Berliner Kiinstlerprogramm des
DAAD

Courtesy the artist

Patterson’s business card for Pro Musicis, c. 1984
Ink on paper

2 x Yinches

Courtesy the artist

Press release and postcard announcing Patterson's solo
exhibition Ordinary Life, at Emily Harvey Gallery, New
York, 1988

Printing on paper

Press release: 8 x 10 inches

Postcard: 4 x 6 inches

Courtesy the artist

Brochures announcing various Fluxus anniversary
exhibitions/events, 1989-92

Fluxus Festival, Chicago, 1993

Fluxus Da Capo, Wiesbaden, 1992

Offset on paper

22 = 33% inches, 33 x 23% inches

Courtesy the artist

Vanity Fair, July 1993
Offset on paper (magazine)
10% = 8% inches

Courtesy the artist






Chronology

1934-52  Benjamin Patterson is born on May 29, 1934,
in Pittsburgh. He begins taking music lessons at age
eight with Marie C. Hayes, then studies double bass
with Herman Clemens beginning in 1949. His solo
performance on the double bass is televised in 1951 on
WQED-TV, Pittsburgh.

1952-60  Patterson studies music at the University of
Michigan, Ann Arbor (BA, 1956). He becomes principal
double bassist with the Halifax Symphony Orchestra
in Canada. In 1958 he is conscripted into the United
States Army, serving in the Seventh Army Symphony
Orchestra in Stutegart, Germany. Following his service,
Patterson returns to Canada, where he is employed as
principal double bassist and assistant conductor with
the Owtawa Philharmonic Orchestra. In Ottawa, he
meets Canadian composer Hugh Le Caine and begins
experimenting with electronic music at a small studio in
the National Research Center.

1960-62  Paterson’s experimentation with electronic
music leads him into a phase of creative exploration,
During this period he publishes An Experiment in
Extended Rhythms and Paper Piece for Five Performers
(the first of his Paper Pieces) in the periodical Ich bin
schon.

On June 14, 1960, Patterson arrives in Cologne to
attend the International Society for Contemporary
Music festival, intending to meet and possibly study with

Karlheinz Stockhausen. Less than a day after his disap-

pointing first meeting with Stockhausen, Patterson meets
John Cage, who invites him to perform with him at the

MEREDITH GOLDSMITH
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Conire Festival at Mary Bauermeister's studio. Along with
other musicians, he performs works by La Monte Young,
George Brecht, Toshi Ichiyanagi, and John Cage. Over-
night Patterson converts from the "school of serial music”
(Stockhausen, Boulez et al) to the "school of indetermi-
nate music” (Cage, Tudor et al) His planned seven-day
visit to Cologne is extended to one and a half years.

On May 14, 1961, Patterson performs Paper Piece, Solo
for Vostell, Situations for Three Pianos, and Due for Voice
and String Instrument at the opening of an exhibition by
Wolf Vostell at Galerie Haro Lauhus in Cologne.

In the following months Patterson performs Varia-
tions for Double Bass at the opening of an exhibition by
Mimmao Rotella and Improvisation at the opening of an
exhibition by Daniel Spoerri at Galerie Haro Lauhus. In
July Patterson presents his first opera, Lermons, at Studio
Vostell,

Kleines Sommerfest: Aprés John Cage is presented
by Patterson, George Maciunas, and others at Calerie
Parnass, Wuppertal, Germany. It marks the first “Fluxus”
performance in Europe.

Continuing their collaboration, Patterson works with
Maciunas to organize the historic Internationale Fest-
spiele neuester Musik (later known as first Fluxus Festi-
val), held at the Stadtisches Museum in Wiesbaden in
1962. Emmett Williams interviews Patterson as public
ity for the festival in Stars and Stripes, a military news-
paper (Thursday, August 30, 1962). This interview is the
first article ever written about Fluxus. Similarly, the first
film documentation of Fluxus—news coverage by Ger-
man television—features Patterson performing Solo for
Double Bass.



In 1962 Patterson moves to Paris, where he self-
publishes his book Method and Processes, followed by the
works Stand Erect, Draw Circle, and tournoi, His published
works lead to a collaboration with artist Lourdes Castro,
who produces the magazine KWY.

Parterson also collaborates with French artist and poet
Robert Filliou, exhibiting his puzzle poems in Filliou’s
Galerie Légitime. The two artists embark upon a twenty-
four-hour vernissage, touring Paris by foor, bus, and
metro, exhibiting Patterson’s works out of a bowler hat.
It is Pacterson’s first solo exhibition in Paris,

Patterson spends the second half of 1962 performing
at Fluxus events held throughout Europe, including the
Kleines Sommerfest at Galerie Parnass, Wuppertal, Ger-
many; Neo-Dada in der Musik at the Kammerspiele in
Disseldorf, Germany; Fluxus Sneak Preview at Galerie
Girardon, Paris; and the Fluxus Festival performances
at the Stadrisches Museum, Wiesbaden, Germany, and
Nikolaj Kirke, Copenhagen. In absentia, his works are also
performed at Gallery Monet, Amsterdam, and the Festi-
val of Misfits, Gallery One, London.

At the close of the year, Patterson moves back to the
United States. He resides in New York City.

196365  Patterson secures employment at the New
York Public Library as a reference librarian in the library's
music division.

During 1963, in absentia, Patterson’s works are per-
formed in three Fluxus concert events at the Staatliche
Kunstakademie, Diisseldorf; Alieteatern, Stockholm; and
Studentekroa, Oslo, as well as Festum Fluxorum at the
Kunstakademie Diisseldorf. Later that year, also in absen-
tia, his works are performed in group events at Biennale
de Paris Arts du Langage and Fluxus poésie et cetera at the
Musée dArt Moderne, both in Paris.

Patterson participates in a series of lunch meetings
with George Brecht, Robert Watts, and Geoffrey Hen-
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dricks. Their meetings take place at the Howard johnson’s
hotel café in Mew Brunswick, New Jersey, and on occa-
sion behind the New York Public Library, where Patrerson
works. The artists plan the launch of Yam Festival, a year-
long festival of events and happenings. Events presented
in conjunction with Yam (May spelled backward) include
Yam Lecture, Yam Har Sale, Water Day, Clock Day, Box
Day, and Yam Day. The Yam Festival Delivery Event was
an early mail art piece.

For his contribution, Patterson performs several pieces
in conjunction with Yam Day and the Yam Festival in
New York, including Yam Day (Rush Hour) at Penn Sta-
tion. He is also featured in events with other Happen-
ings artists, including Yam Day Hat Sale at Smalin Gallery;
Yam Day at Hardware Poet’s Playhouse; and two solo per-
formances at Smolin Gallery, Yam Day (Tour) and Yam
Day (Final Examination).

Other solo performances in 1963 include New York
Audiovisual Group at Douglass College in New Bruns-
wick, New Jersey. In addition, the Fluxus Festival of Total
Art performed his Tour in the streets of Nice, France, in
absentia,

In 1964 Patterson performs a series of solo concerts at
Fluxhall (the loft of George Maciunas at 359 Canal Street).
Fluxus Concert No. 1 features Lick Piece, No. 3 and No. 7
feature Slap, and No. o features Variations for Double Bass,
For his work No. 11, he is joined by other artists. He later
performs with the Fluxus Symphony Orchestra at the
Carnegie Recital Hall.

In absentia Patterson’s works are represented in two
Fluxus festivals in The Hague, Netherlands, the firstin 1963
at the Hypokriterion Theater and the second in 1965 at
various locations.

In January 1965 Patterson, Alison Knowles, Ay-O, and
Emmert Williams perform Williams's Opera at Café au
Go-Goin New York. Other group performances that year
include the Third Festival of the Avant-garde at Judson



Hall and the Perpetual Fluxfest at New Cinematheque,
both in New York, and the First World Congress: Hap-
penings event at Saint Mary of the Harbor, Provincetown,
Massachusetts. Patterson’s work is presented in absentia
at the Something Else concert at the Institute for Con-
temporary Art, London.

In September 1965 Patterson enrolls in Columbia Uni-
versity's graduate program in library science.

In November 1965 Patterson presents "A Lecture on
Death” to Robert Watts's class of art students at Douglass
College, Rutgers University. Twenty years later Patterson
will use this text as the basis for a large triptych of the
same title.

In 1965 Parterson also contributes two significant
texts—"American Studies Seminar |I" and "Notes on
Pets"—to the book The Four Suits, edited by Dick Higgins
for Something Else Press.

196669

In 1966 Patterson performs and/for has his compositions
performed in the Other Benefit at the Village Gate, the
Fourth Annual Avant-garde Festival in New York, the Fes-
tival de la Libre Expression at the Théatre de la Chimeére
in Paris, Concert Fluxus in Prague, and in Fluxus Exhibition
at the Avenue C Fluxus Room in New York. At the close
of the year, Patterson works are presented at the Cédille
Qui Sourit in Villefranche-sur-Mer and at Galerie Ranson
in Paris.

In 1967 Patterson’s works are performed in absentia
for a variety of events in Europe: in France, in Total Art at
the Cédille Qui Sourit in Villefranche-sur-Mer and Flux
Concert in Nice; in Italy, in Concert Fluxus at Galleria la
Bertescain in Genoa, Villa Cuccirelli in Milan, and Libreria
Rinascita in Modena. His 12 Evenings of Manipulations is
also presented at Judson Gallery in New York, Patterson
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himself performs A Paper Event at the Time-Life Building
in New York.

Patterson receives a master’s degree in library science
from Columbia University in 1967.

In the spring of 1969 an evening of Patterson compo-
sitions is performed in absentia at La Cappelle in Trieste,
Italy.

1970-73

From 1970 to 1972 Parterson is general manager of the
Symphony of the New World in New York. He is charged
with organizing programs and contracting artists.

From 1970 to 1971 Patterson’s works are performed in
Germany in Happenings and Fluxus, held at the KéInischer
Kunstverein and the Wirttembergischer Kunstverein in
Stutrgart. Also, in 1972-73 Patterson’s artwork is included
in Fluxshoe Exhibition, which travels to Falmouth, Exeter,
Croydon, Oxford, Nottingham, Cardiff, Blackburn, and
Hastings in the United Kingdom.

1972-74
Patterson is appointed assistant director of the New York
Department of Cultural Affairs by Mayor John Lindsay.

1974-76

Parterson is associate professor and chair of the Depart-
ment of Performing and Creative Arts at Staten Island
Community College (now the College of Staten lsland,
City University of New York).

1976

Patterson performs in Evering on a Revolving Stage at Jud-
son Theater and Concepta Omnibus Fluxi at 134—36 Spring
Street in New York, as well as Fluxexhibit ar Galerie A in
Amsterdam.



Patterson begins working as a freelance consultant,
specializing in organizational development and fund-
raising, His clients include Harlem School of the Arts, Rod
Rodgers Dance Company, Hudson Valley Philharmanic,
Creanive Music Foundation, Harlem Urban Development
Corporation, Woodstock Guild of Craftsmen, and the
Conference in Solidarity with the Liberation Struggles of
the Peoples of Southern Africa. He continues his consult-

ing work until 1981,

1977-79

Patterson’s compositions are performed in the program
Fluxus & Co. at Cannaviello Studio d/Arte in Rome. Pat-
terson performs in Flux Feast of Erotic Food and Cabaret
at New York's Grommet Art Theater. Later in 1977 he
performs at the Flux funeral for George Maciunas held
in the Flux Performance Hall in New York City. Shortly
after Maciunas’s death, Patterson'’s works are included in
the major book Fluxus, the Most Radical and Experimental
Art Movemnent of the Sixties, written by Harry Ruhé and
published by his Galerie A in Amsterdam.

1980-42

For the Fifteenth Annual Avant-garde Festival in New
York, Patterson holds an event at the Passenger Ship Ter-
minal. He fishes in the Hudson River for whatever might
be attracted by his specially designed Fluxus fishing lures,
His work is also shown in the exhibitions Fluxus: Aspekte
eines Phéinomens at Kunst und Museumsverein, Wupper-
tal, Germany, and Fluxus etc,, organized by Jon Hendricks,
curator of the Gilbert and Lila Silverman Fluxus Collec-
tion. Fluxus etc. opens at the Cranbrook Academy of Art
Museum, Bloomfield Hills, Michigan, in 1981 and tours to
the Baxter Art Museum, Pasadena, California; Neuberger
Museum, Purchase, New York; the Contemporary Arts
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Museum Houston; and the Walter Philips Gallery in Banff,
Canada.

From 1982 to 1984 Patterson is director of develop-
ment for the Negro Ensemble Company in New York.

1983-85

Works by Patterson from Methods and Processes and
Lemons are performed in absentia at the Amerikahaus,
Berlin. In Ocrober 1983 Patterson performs at the seven-
teenth Bienal Internacional de Sio Paulo.

In 1984 Patterson is included in Fluxus publications
put together by Franklin Furnace, New York. The follow-
ing year his work is shown in an exhibition at Staatsgalerie
Stutegart in Germany and in Collaborations: Pioneer Per-
formance at the Alternative Museum, New York.

From 1984 to 1988 Patterson is the national director of
Pro Musicis Foundation, Inc. In this capacity, he sponsars
emerging classical artists in major recitals throughout the
United States.

in the fall of 1985 Patterson presents a solo perfor-
mance incorporating his work Questionnaire at the Third
Avenue Cinema in New York.

195688

Between 1986 and 1988 Patterson does not perform, but
his works are featured in many exhibitions ar such ven-
ues as Muzej Savremene Umetnosti, Belgrade, Yugoslavia;
the University of lowa Museum of Art, lowa City; Emily
Harvey Gallery, Pierrefeu, France, and New York; and the
Museum fiir Moderne Kunst, Berlin. In 1986 Patterson
participates in A Tribute to John Cage at Carl Solway Gal-
lery. In 1988 he helps to realize Fluxlux: The Last Event at
Robert Watts’s farm in Martins Creek, Pennsylvania. Also
in 1988 his work is included in Fluxus: Selections from
the Gilbert and Lila Silverman Collection, organized by



the Museum of Madern Art, New York, which tours for
two years to such venues as Cranbrook Academy of Art,
Bloomfield Hills, Michigan, and Baxter Gallery, Portland
School of Art, Portland, Maine,

In 1988 Patterson emerges from semiretirement as an
artist with his solo exhibition Ordinary Life ac Emily Har-
vey Gallery, New York,

1959

Beginning in 1989, several exhibitions are organized with
the intent to contextualize and historicize Fluxus. Patter-
son's works and performances are included in the exhibi-
tions Fluxus: Moment and Continuum at Stux Gallery, New
York; The Theatre of the Object, 1958-1972 at the Alternative
Museum, New York; and Happenings and Fluxus, which
was held at four Paris venues simultaneously: the Ecole
Mationale des Beaux-Arts, Galerie 1900-2000, Galerie du
Genie, and Galerie de Poche. He also performs at Milano
poesia at Ansaldo, Milan.

Patterson presents a solo performance as part of the
program Taking Fluxus Around at the Bonner Kunstverein,
Bonn, Germany. He also has his second solo exhibition
at Emily Harvey Gallery, New York, What Makes People
Laugh?

At the close of the year, Patterson leaves New York
and relocates to Mainz, Germany. He retires from his

“

ordinary life” to become a full-time arvist.

1990

Patterson exhibits and performs in Pianofortissimo at
Mudima Gallery, Milan, and the Carlo Felice Theater,
Genoa, ltaly, and he has a solo exhibition, Proverbs Slo-
gans and Quotations, at Galerie Schippenhauer, Cologne.
Additionally, Patterson presents a solo performance as
part of Edge go: Art in the Nineties at the International
Biennial of Innovative Arts, Newcastle, England, and his
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series of Fluxus heraldic banners is presented at the Ven-
ice Biennale.

The artist participates in the eating event Cena Rossa,
held at La Mangiatoia, San Gimignano, Italy.

Patterson’s work is presented in a number of group
exhibitions celebrating Fluxus at such venues as the
Hovikkoden Art Center, Oslo; Galerie Krinzinger, Vienna;
and Salvatore Ala Gallery, New York. He also participates
in a number of exhibitions in ltaly—at Galerie Fontanella
Borghese, Rome; Salla delle Colonne ex Stalloni, Reggio
Emilio; Studio Noacco, Chieri—and in Australia, at the
Institute of Modern Art, Brisbane; Experimental Art Cen-
e, Adelaide; and Perth Institute of Contemporary Art.

1991

On January 15, Patterson places a large advertisement in
the International Herald Tribune, titled World Event, to
protest the looming Gulf War. In February he opens his
solo exhibition How Man Makes Sense at Galerie | & |
Donguy in Paris,

In April, he performs for the exhibition Creative Misun-
derstanding at Galerie Schiippenhauer, Cologne.

The year culminates with an important homecoming
to Pittsburgh, where Patterson is artist-in-residence at the
Pitesburgh Center for the Arts and Carnegie Mellon Uni-
versity. Working with a psychotherapist six days a week
for six weeks, Patterson researches his formative years to
produce a large silk-screen-on-Plexiglas installation titled
Blame It on Pittsburgh; or, How | Became an Artist, which
is exhibited in Fluxus Deluxe at Pittsburgh Center of the
Arts. He also perfarms Pond, Paper Piece, and Symphony
No. Il in the program lron City Flux, held at Rosebud Cen-
ter, and lectures at Carnegie Mellon University.

Patterson performs in a suite of Flux concerts with
SEM. Ensemble at 25 Columbia Place, Brooklyn, and at
the Kunstverein Diisseldarf, Germany.



Other group exhibitions this year include Hallways
Contemporary Arts Center, Buffalo, New York; Galerie
Vaclav Spala, Prague; Unimedia, Genoa, ltaly; the Von der
Heydt Museum, Wuppertal, Germany; Humor Kirche,
Wiesbaden, Germany; 200 Gertrude Street, Melbourne,
Australia; the Royal Academy, London; and Emily Har-
vey Gallery, New York. The Plug In Gallery in Winnipeg,
Canada, exhibits Patterson’s work in Under the Influence
of Fluxus, which tours to North Dakota Museum of Art
in Grand Forks and Istituto Italiano in Toronto, and the
artist’s work is also exhibited in The Miracle of Fluxus: How
It Saved the World at Oldenburg Kunstverein, Germany,
and in Something Else Press at Granary Books, New York.

1992

Patterson exhibits his work in Getting Ready for 2000 A.D.
in Milan at Fondazione Mudima; at 25 Columbia Place,
Brooklyn, he creates the installation Rabbit Concert and
performs A Dozen for Carmen and Paper Piece, and later
in the year at Galerie Schiippenhauer in Cologne, he pres-
ents his solo exhibition What Is on My Mind?

Patterson’s work is included in Fluxus exhibitions at
various museums, including Wilhelm Hack Museum,
Ludwigshafen, Germany; the Bielefelder Kunstverein,
Bielefeld, Germany; Nykytaiteen Museo, Helsinki; Whit-
ney Museum of American Art, New York: and Museo
dArte Moderna, Bolzano, Italy, where he installs the
work Jump into Fluxus, a mini ski jJump accompanied by
instructions for use at the entrance to the museum. For
his presentation in Fluxus Virus, 1962-92, Patterson pres-
ents the performance work Roast Duck. In Roast Duck,
Patrerson mounted a Citroen 2CV car (nicknamed Ente,
“duck” in German) on a giant roasting spit over a glow-
ing bed of charcoal. The exhibition opens at the Tem-
porary Museum / Kaufhof Parkhaus, Cologne, and tours
to Aktionsforum Praterinsel, Munich. Patterson also
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shows in a Fluxus exhibition at the Museum of Contem-
porary Art, Chicago (with a coordinating performance
at Art Club Chicago), and at Smolin Cathedral, Saint
Petersburg, Russia, with a coordinating performance and
workshop.

In 1992 Patterson's work is included in exhibitions at
Galerie M, Montreal, BWA Gallery, Warsaw; Emily Harvey
Gallery, New York; Gallerie Stenstrém, Stockholm; and
Arsenat Gallery, Bialystok, Poland. For his contribution
to Fluxus Da Capo, Patterson creates a five-room installa-
tion, The Clinic of Dr. Ben, in Villa Clementine, Wiesbaden,
Germany.

With Joe Jones, Patterson performs live music to silent
films for Fluxus Films/100 Minute Version at the Caligari
Theatre in Wieshaden, the Frankfurt Film Museum, and
Galerie Leerer Beutel, Regensburg, all in Germany.

1993
Patterson presents the solo performance Beethovenss Fifth
at HH-Bonn in Bonn, Germany.

For the exhibition The Seoul of Fluxus, organized by
the Seoul Art Center in Korea, Patterson debuts the work
Three Operas: Carmen, Madame Butterfly, and Tristan and
Isolde. The artist’s work is also featured in four traveling
exhibitions: In the Spirit of Fluxus, organized by the Walker
Art Center, Minneapolis, which traveled to the Whitney
Museum of American Art, New York; the Wexner Center
for the Arts, Columbus, Chig; the San Francisco Museum
of Modern Art; and Fundacid Antoni Tapies, Barcelona,
Spain. Fluxus: A Conceptual Country, organized by the
Insticute for Cinema and Culture in lowa City, tours
to Montgomery Museum of Fine Arts, Montgomery,
Alabama, and the Block Gallery, Northwestern Univer-
sity, Evanston, lllincis. Theatre of Refusal is organized by
the galleries of the University of California at Irvine, Davis,
and Riverside. Block Collection is exhibited at the Reykjavik



Art Museum and at Kunsthalle Nirnburg, Nuremburg,
Germany.

Other exhibitions this year include Il Campo delle
Fragole, Bologna, and Restructura, Turin, both in Italy.

1994

Patterson performs The Diaries of Orpheo and Euridice
at the Landesmuseum, Mainz, Germany, and has a solo
exhibition, Symphonic Fragments, Senatinas, and Other
Bagatelles, at Galerie am Kleinen Markt, Mannheim,
Germany.

AL PrivArt in Wiesbaden, Germany, Patterson presents
Reisebiiro Fluxus, an interactive installation in which the
artist simulates a travel agency that specializes in tours to
historic Fluxus sites. Later in 1995 Patterson does conduct

a series of tours to historic Fluxus sites in Paris, Nice, Stutt-

gart, and areas in Northern Italy. Another solo exhibition,
Sofa Bilder, is held at Galerie Cornelissen, Schlangenbad,
Germany.

Additional performances this year include one in con-

junction with the exhibition lsole del disordine at various
sites around Cortona, ltaly; Fluxus Reunion Program #,
Courthouse Theater, New York; and Wedding in Denmark,
in the streets of Copenhagen.

Croup exhibitions featuring Patterson’s work include
Fluxus and Happenings, Museo Vostell, Malpartida, Spain;
Fluxus at Queensland Art Gallery, Brisbane, Australia; Villa
Pacchiani, Santa Croce sullArng, ltaly; Kunsthalle, Basel,
Switzerland; and Salvatore Ala Gallery, New York.

1995

Galerie am Kleinen Marke features the Patterson perfor-

mance Bolero, which he also performs during the next

few years in Germany at Alte Kirche, Volxheim; in Rosen-

heim; and at FAW. Ulm. Patterson’s composition for an
a cappella chorus, Das Bahnhof Requiem, is performed
at Sankt Ignaz Kirche in Mainz, Germany. His action
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piece Tour is performed by six hundred people dur-
ing Schritt fiir Schritt: Kunstprozession at Evangelischen
Kirchentages, Hamburg, Germany. Other performances
presented throughout the year include Flashbacks and
| Am Looking at You, Beethoven for an Al Hansen exhi-
bition at Kunstverein, Rosenheim, Germany; Carmen
fiir Armin, Stadtsmuseum, Cologne; Classic and Con-
temporary Fluxus, Mimar Sinan University, lstanbul, and
Bilkan University, Ankara, Turkey: and A Simple Opera at
his exhibition of new work ar Galerie Cattalini, Modena,
lealy.

Patterson has a solo exhibition at Galerie Vostell, Ber-
lin, and at Fachhochschule, Mainz, where he delivers the
lecture "Fluxus and Experimental Music” The lecture is
also presented at the International Artists’ Museum, Lodz,
Poland, where the artist conducts a workshop on Fluxus
events.

The artist participates in several major group exhibi-
tions, including Fluxtuat nec mergitur: Lesprit de Fluxus at
MAC Galeries Contemporaines de Musée de Marseille,
France; Revolution: Art of the Sixties, Museum of Contem-
porary Art, Tokyo; and Fluxus in Germany, 1962-1994, orga-
nized by the Instituc fir Auslandsbeziehungen, Sturtgarr,
which opens at Kunstsammlung, Gera, Germany. The
exhibition toured for fourteen years, traveling around the
world to such venues as Ataturk Cultural Center, Istan-
bul; Zacheta National Gallery of Art, Warsaw; Miicsarnok,
Budapest; Moderna Calerija, Ljubljana, Slovenia; Dum
Umeni Haus der Kunst, Brno, Czech Republic; Skopje
Museum of Cantemporary Art, Macedonia; Museum of
Foreign Art, Sofia, Bulgaria; Ergostasion at the Acaderny of
Art, Athens, Greece; Arken Museumn of Modern Art, Ishoj,
Denmark; and the Tel Aviv Museum of Art, Tel Aviv, lsrael.

1996
Patterson’s solo engagements continue to increase, His
individual performances include Three Operas at Galerie



KK im Fisch in Brunswick, Germany; Remembering Al
Hansen, Interims Kunsthalle, Berlin; A la Carte and Live
an lhrem Tisch, Hotelschiff, Cologne. His solo exhibitions
include Beauty Lurks in the Chaos of the Beholder at Gal-
lery Caterina Gualco, Genoa; Nasen Flaschen, Galerie Cor-
nelissen, Schlangenbad, Germany; Extreme Measures: The
Great American Game Exhibit, Carl Solway Gallery, Cincin-
nati; and the installation and dedication of his Museumn of
the Subconscious in Okandukaseibe, Namibia.

The artist also parucipates in events at exhibitions at
Zentral Haus der Kinstler, Moscow; Galerie Schiippen-
hauer, Cologne; and Espace Electra, Paris.

1997

Benjamin Patterson begins the year with a solo exhibition,
Blarne It on Pittsburgh; or, Why | Became an Artist at Emily
Harvey Gallery, New York, Other solo exhibitions follow:
Rimedi, ricette e procedure with the performance piece
Grandi momenti nella storig della medicing, Galleria Fio-
retto, Padua, ltaly; and Trains of Thought and Just in Time,
an exhibition and performance held at Galerie Fruchtig,
Frankfurt, Germany. As one of several artists from Ger-
many selected for a residency in Thailand, he organizes
an exhibition with local rickshaw drivers, exhibiting their
photographs of the city and their families in an installa-
tion work called My Chiang Mai at Thapae Gate.

Performances by the artist also increase, and he is
invited to perform Fluxus Classics and The Three Operas
at Helmhaus, Zurich; The Three Operas at Schloss Solitude,
Stutcgart, Germany; The Future Makes Progress at a perfor-
mance festival in Odense, Denmark; and World Weather
at the Princess Palace Gardens, Bangkok, Thailand, and
the Queensland Art Gallery, Brisbane, Australia.

His work is included in several group exhibitions,
including Francesco Conz and the Avant-garde at the
Queensland Art Gallery, Brisbane, Australia; Portraits? Yes,
Portraits at Galleria Caterina Gualco, Genoa, Italy; and
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Dadismo, Dadismi, da Duchamp a Warhol, Galleria dArte
Maoderna e Contemporanea, Verona, Italy.

Patterson lectures and leads workshops on Fluxus at
the University of Padua, ltaly, and later in Zurich,

1998

In conjunction with Fluxus in Germany, 1962—1994 at the
Narional Gallery for Foreign Art in Sofia, Bulgaria, Patter-
son conducts a Fluxus workshop and performs The Three
Operas. He continues to perform and lecture in the region
at Divaldo Stoka in Bratislava, Slovakia, and Mucsarnok
Palace of Art and C3 Auditorium in Budapest, Hungary.

He returns to Germany and performs The Meister-
spargel and The Creation of the World at Schloss Solitude
in Stuttgart. A new work, The Creation of the World, is
also performed at Galerie Schippenhauer, Cologne. In
addition, Patterson tours a performance of Bolero to the
Divadle Na Zabradli in Prague; to Sklenéna Louka, Brno,
Czech Republic; and to Sound Off Studio Erte in Nové
Zamky, Slovakia.

Other solo performances and exhibitions occurring
throughout the year include The 15th of May and Smok-
ers Rights, Art Base, Cologne; Lemons Revisited, Museo
Vostell, Malpartida, Spain; The Three Operas, OFKunst-
raum, Offenbach, Germany; Topology of Thought at
Nassauische Sparkasse, Wiesbaden, Germany; and Topolo-
gies des Denkens: No Poetry, No Concept, Galerie Vostell,
Berlin.

Toward the end of the year Patterson participates in
a performance with the SEM. Ensemble in memory of
Dick Higgins at the Paula Cooper Gallery, New York.

1999

Patterson performs Selo for Dancer in conjunction with
his solo exhibition No Poetry, No Concept at the Kunst-
verein, Rosenheim, Germany. Other solo exhibitions
and performances include Word Volume at Galerie



Schiippenhauer, Cologne; The Evolution of Wisdom at
OFKunstraum, Offenbach, Germany; Bolero at Muzeum
Narodowe, Szczecin, Poland; Tristan and lsolde at Jazz
Café, Prague, and The Hunt at the StadtRaumBegegnung,
Wiesbaden, Germany.

The artist conducts workshops and delivers a lecture at
the Kunstverein, Rosenheim, Germany. He is later invited
to the Helena Rubenstein Museum and Forum Shelter
209, Tel Aviv, Israel, where he directs the installation and
dedication of The Museum of the Subconscious Annex at
Jerusalem Beach.

Patterson also participates in several group exhibi-
tions throughout the year at such venues as Galerie
Vostell, Berlin; Il Gabbiano, La Spezia, Italy; Forum Rathaus,
Knittelfeld, Germany; Zamecka Galerie, Opocno, Czech
Republic; the V2 Organisation, Rotterdam, the Nether-
lands; Galerie Stadt Kornwestheim, Germany; Whitney
Museum of American Art, New York; Galerie im Ganser-
haus, Wasserburg, Germany; Galleria Caterina Gualco,
Genoa, ltaly; and Galerie Gambit, Prague.

He contributes work to and performs as an extension
of the exhibition Homage to Dick Higgins, Ernst Museum,
Budapest, Hungary. He also performs in a public program
celebraring the donation of works by collector Francesco
Conz to the Museum of Contemporary Art, Zagreb,
Croatia.

Patterson records Ben Patterson: Early Works on the
Alga Marghen label in Milan,

2000

Patrerson opens his solo exhibition The Evolution of Wis-
dom, Chapter 3 at Galleria Caterina Gualco in Genoa, Italy.
In conjunction with this exhibition, he dedicates his per-
manent installation The Evolution of Wisdom, Chapter 4
at Villa Solaria in Chiavari, Italy. Later in the year, Patter-
son’s solo exhibition Landscape, Still-Life, and Allegorical
Paintings in the Grand Tradition of Everyday Racism opens
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at Gallerie Pari & Dispari in Reggio Emilio, Italy. His work
is featured in a multisite installation, Shoes or No Shoes:
Collection of Pierre B-V Swenters, presented in four loca-
tions in the United Kingdom: Kent Institute of Art and
Design, Kent; George Rogers Gallery, Maidstone; Herbert
Read Gallery, Canterbury; and Zandra Rhodes Gallery,
Rochester.

Patterson performs extensively in such events as
Serata Fluxus per Wolf Vostell at the Auditorium Istituto
“A Peri” in Reggio Emilio, ltaly, and a guided tour through
Germany titled Reisebiiro Fluxus—Kurt Schwitters and
J. 5. Bach in Leipzig, Germany. He also restages Bolero at
Galerie Herbert Mayer in KitzbUhl, Austria, and contrib-
utes the performance of Symphony No. 6 to the festival
Sentieri Interrotti per la Citta in the Piazza della Libert3,
Bassano del Grappa, Italy.

Patterson is invited to Poland, where he composes
and performs the work Digging in Bydgoszcz. He also
orchestrates a "walk-about” operatic adaptation of Sum-
rmer Nachts Trdume at Neroberg, a public park in Wies-
baden, Germany. He collaborates with his longtime friend
and fellow Fluxus artist Emmett Williams in the presen-
tation of Alphabet at the Gutenberg Pavilion in Mainz,
Cermany.

Patterson travels to Quebec City, Canada, to perform
The Creation of the World at Le Lieu Centre en Art Actuel.

His visual work is also featured in a number of group
exhibitions, including La chiave del duemila at 1l Gabbiano,
La Spezia, and Cravatte dartista: Collezione A & F Boggiano
at Complesso Monumentale del Priamar, Savona, both in
Italy. His work is also featured in the exhibition Die Blicher
der Kinstler at Galerie der Stadt Mainz-Briickenturm,
Mainz, Germany.

In conjunction with the traveling exhibition Fluxus in
Germany, 1962-1994, Patterson travels to New Zealand
to perform The Three Operas at the Govett-Brewster Art
Gallery in New Plymouth.



Patterson serves as artistic adviser for the yearlong
event Gutenberg 2000 in Mainz, Germany, which cel-
ebrates the inventor’s six hundredth birthday and the
history of printing. In conjunction with the festival, Pat-
terson performs Happy Birthday Johannes (Gutenberg) at
the Gutenberg Pavilion in Mainz and Rhein Post at Guten-
berg 2000 in Basel, Switzerland.

Patterson records Ben Patterson: Drip Music/370 Flies
on the Alga Marghen label in Milan.

2001

Patterson travels to the Czech Republic, where he per-
forms and exhibits Film Music No. 2 at Café Indigo, Prague,
and participates in the exhibition and performances
PS:HN, at Slovacké Muzeum in Uherské Hradisee,

Closer to home, Patterson performs Symphony #6 at
OFKunstraum, Offenbach, Germany, before traveling to
Krakéw, Poland, where he performs Fluxus Classics and
Three Operas at Bunkier Sztuki. In addition to these per-
formances, his paintings and sculptures are presented in
a solo exhibition at the Galerie Potocka, also in Krakow.
The artist continues a major weekend of solo work
in Krakéw with the performance Explaining Fluxus in
Polish.

Patterson is invited to participate in the Third Odense
Performance Festival in Odense, Denmark, where he per-
forms The Creation of the World and Madame Butterfly.
He later performs in a festival of Fluxus events at the
Scene Martionale de Bonlieu, Annecy, France. Back in Ger-
many, Patterson performs A Clean Slate, Pond, and Paper
Piece at Haus der Deutschen Ensemble Akademie, Frank-
furt am Main, Germany.

Patterson participates in several solo exhibitions,
including Esercizi di Stile at Museo d/Arce Moderna, Seni-
gallia, ltaly, and his exhibition New is shown at Gallery
2211, Los Angeles. While in Los Angeles, Patterson deliv-
ers a lecture and performs at the University of California,
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Los Angeles. Later in the year, he performs and conducts
a workshop at Sympozium Act in Art, Kinosala SNG,
Bratislava, Slovakia.

Throughout the year Patterson’s work is featured in
several group exhibitions, including Leonardo in Action
and Poetry, at Museo Ideale Leonardo da Vinc in Vindi,
Italy; 537 Broadway Comes to Venice, organized by Emily
Harvey Gallery in Venice, ltaly; Markers: An Qutdoor Ban-
ner Event for the Peggy Guggenheim Collection Museum
during the Venice Biennale; Minimalismos, un signo de los
tiempos at Museo Nacional Centro de Arte Reina Sofia,
Madrid; and the exhibition Shoes or No Shoes? at Provin-
ciaal Centrum voor Kunst en Cultuur in Ghent, Belgium.

The artist contributes work to Zusammenfliisse und
Quellen at Kunst Keller Klingelpiitz and participates in a
concurrent workshop at Stadrgarten in Cologne. He also
participates in Art and Music, shown simultaneously ar
Anton Meier Galerie in Geneva and Galerie Marlene Frei
in Zurich.

2002
Patterson performs extensively in and around Europe. His
work is also featured in group and solo exhibitions.

A selection of performances include Music at the Edge
at Museo Nacional Centro de Arte Reina Sofia, Madrid;
Fluxus Classics at Menagerie de Verne, Paris; Polyphonics
40, first at the Swiss Center in Paris, then at Le Fresnoy in
Tourcoing, France; Tell Me for Arditti String Quartet by Ben
Patterson at Museum Wiesbaden in Germany; Rheingold
at the Landesmuseum in Mainz, Germany; and the event
Huxus and Friends, organized by the Musée dArt Con-
temporain, Marseille, France.

Patterson conceives and performs Lazy Anarchist, first
at Humor-Kirche, Wiesbaden, Germany, then in Nové
Zamky, Slovakia, and in Brno, Czech Republic. He also
participates in the project Walking from Here to There at
Galerie Behemor, Prague.



He also stages the performance work Hello! Benjamin
Patterson Welcomes You to His Life in Real Time, a series
of twelve solo performances at Kasseler Kunstverein in
Kassel, Germany.

Patterson's work is featured in several exhibitions dur-
ing the year, including Courdes de Saint Ouen at Théitre
des Mains d'Oeuvres in Paris; The Fluxus Constellation at
Museo dArte Contemporanea di Villa Croce in Genoa,
Italy, where he creates and installs the work Fluxus Con-
stellations; and 40 Jahre: Fluxus und die Folgen, held in loca-
tions around Wiesbacen, Patterson's work is also featured
in Fantasy Gardens at the Werkstattengalerie Dresden-
Hellerau in Dresden, Germany.

Patterson participates in two events in Paris: the per-
formance Nano Fluxus at the Ecole Normale Supérieure
and the symposium “Colloque Fluxus” at Ecole Natio-
nale Supérieure des Télécommunications. In the United
Kingdom, he delivers his lecture “Fluxus and Performance”
at John Moores University, Liverpool; the University of
Central Lancashire, Preston; and Liverpool Community
College. He also presents an evening of music with the
Fracture Band, playing The River Mersey and other works
at the Bluecoat Arts Centre in Liverpool.

Patterson simulates a television cooking show, tiing
the performance Ben's Bar, the Exhibit That Talks Hard and
Cooks Good for the Kiinstlerhaus Schloss Balmoral in Bad
Ems, Germany. He also installs the work Ben's Bar (Social
Headquarters 40 Jahre) in Spiegelgasse, Wiesbaden. The
installation is later moved to the Nassauischer Kunstver-
ein, Wiesbaden, Germany, in 2008.

Patterson records Ben Patterson Tells Fluxus Stories
(from 1962 to 2002) for the Hundertmark label in Cologne.

2003

Patterson's work is featured in two solo exhibitions: Hap-
penings and Fluxus at Galerie Vostell, Madrid, and Sweet
Nothings at Galleria Caterina Gualco, Genoa, ltaly.
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Patterson performs The Creation of the World at the
Goethe Institure in Madrid, and serves Fluxus cockrails at
Hatel Riess in conjunction with the traveling exhibition
Fluxus in Germany, 19621994 at its presentation in Kassel,
Germany.

Parterson speaks at the sympaosium for the exhibition
Fluxus et la France at Convent de la Tourette, L'Arbresle,
France.

Patterson contributes works and performance to the
group exhibitions Walking from Here to There at Dum
Umeni, Opava, Czech Republic; Concert Fluxus Border
Line at Rencontres d'Ensembles de Violoncelles, Beau-
vais, France; Homage Emily Harvey, Emily Harvey Gallery,
Venice, ltaly; and Centraal Fluxus Festival at the Centraal
Museum, Utrecht, Netherlands, While in the Netherlands,
Patterson performs 12 Ave Marias, singing twelve versions
of "Ave Maria"—arranged by such composers as Liszt,
Verdi, Mozart, and Mendelssohn—in front of twelve
churches across the country.

Patterson releases the albums Liverpool Soundwaorks,
volumes 1 and 2, recorded on the Audio Research Edi-
tions label in London,

2004
Beginning in April, Patterson embarks upon his Grand
7oth Birthday Tour. He travels by railroad and boat for
a two-month tour of solo performances across Rus-
sia, Mongolia, China, and Japan. Venues include DOM
Culture Center and Club Brestaskaj, Moscow; House of
Science, Yekaterinburg, Russia; Non-Profit Project, Nova-
sibirsk, Russia; Igor's Datscha, Baikal Lake, Russia; Rail Sta-
tion, Ulan Batoor, Mongolia; Club Central, Beijing; Bund,
Shanghai; Xebec, Kobe, Japan; Club Canol Fan, Nagoya,
Japan; and Gallery 360° Tokyo. The tour ends with a
birthday party on Mount Fuji in June.

Upon completion of this journey, Patterson exhibits a
series of photographic works titled Grand zoth Birthday



Tour Homecoming at Galerie Schiippenhauer in Cologne
and Galleria Caterina Gualco in Genoa, Italy. In July, he
returns to Galerie Schiippenhauer to perform My Fuji
along with Paper Piece. In September Patterson performs

another Fuji-inspired work, Finishing Fuji, at the Interna-

tional Artists’ Museum in Lodz, Poland.

Patterson returns to Japan for a solo exhibition at Gal-
lery 360°, Tokyo, titled Interrupted Fairy Tales and also
contributes to the exhibition Fluxus: Art into Life at the
Urawa Art Museum, Saitama City.

Patterson's work is also included in the group exhi-
bition Sounds and Lights, at Centre Pompidou, Paris;
Moments darts conternporaines, Université de Paris; and
Voolare, at the Palazzina delle Arti, La Spezia, Italy.

2005

Patterson's work is featured in the solo exhibitions Rimedi,
ricette e procedure Part Il at Galleria Fioretto Arte, Padua,
Italy, and He Is Nouveau Réalisme at MUMOK (Museum
Maoderner Kunst) in Vienna.

Patterson performs A Simple Opera at Kinstlerhaus,
Dortmund, Germany, and 370 Flies at Cuba Culture, Miin-
ster, Germany, and Espace Multimédia Gantner, Bourogne,
France.

In Hannover, Germany, the artist presents a radio
broadcast of the work There Is a Problem on the Line. His
work is also included in the exhibition foe Jones Music
Machines at the Ateliergemeinschaft Grammophon,
Hannover.,

Patterson participates in the group exhibition Words
and Games for George, Galerie Schiippenhauer, Cologne.

2006

Patterson has two solo exhibitions: A Famous Pittsburgh
Product at Galerie Harry Ruhé, Amsterdam, and Dividing/
Bridging, Solway Jones Gallery, Los Angeles.
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While in California, Patterson performs Draw a Line
and Follow It at Los Angeles Contemporary Exhibitions
and Fluxus Hot and West at Joshua Tree National Park.

Back in Europe, Patterson participates in numerous
performance events, including 12 Piano Compositions for
Nam jun Paik at Caligari Film-Bithne, Wiesbaden, Ger-
many; Fluxus Ton-Aktion, Bel Etage, Berlin; My Tone, Your
Tone, His Tone, Her Tone, KNHO, Hannover, Germany;
and Over Sixty—TFestival de Performance, organized by
Le Théarre de I'Usine, Geneva, and Schlachthaus Theatre,
Bern, Switzerland, where he performs A Simple Opera and
The Creation of the World.

The artist is also featured in the group exhibition FAMA
Fluxus Mythos Beuys at Kunst + Projekre, Sindelfingen,
Germany.

Patterson records A Fluxus Elegy on the Alga Marghen
label in Milan.

2007

Patterson is featured in the solo exhibitions Ben Patter-
son: Conversations along the Wall, Studio d'Arte Fioretd,
Bergamo, ltaly; A Fluxus Elegy, Kleiner Raum Clasing and
Galerie Etage, Minster, Germany, and Feinbilder at Emer-
son Gallery in Berlin, where he also writes and performs
the work My Favorite Sin.

Patterson’s work is also featured in several group exhi-
bitions, including Black Light/White Noise: Sound and
Light in Contemporary Art at the Contemporary Arts
Museum Houston; Fluxus, cest gratuit, Benaki Museum,
Athens, Greece, where he also performs Fluxus Musique at
the Institut Frangais dAthénes; Fluxus: Una larga historia
con muchos, Centro Anduluz de Arte Contemporaneo,
Seville, Spain, where he performs Concierto multidisci-
plinary, 1a parte & 2a parte; and Fluxus East at Bunkier
Sztuki, Krakéw, Poland, where he also performs A Simple
Opera and 370 Flies.



Patterson presents a number of solo performances
throughout the year, including Fluxus wird 4o, Fluxus
Freunde Social Headquarters, Wiesbaden, Germany; Why
Do People Attend Bars? Nassauischer Kunstverein, Wies-
baden; The Three Operas, Asolo Art Film Festival, Asolo,
Italy; and his own adaptation of King Lear at Maschinen-
haus Essen, Essen, Germany.

Patterson installs a large-scale installation at Lichtsichr,
1. Projekrions Biennale, Bad Rothenfelde, Germany,

2008

Solo exhibitions include Urbanity: Solutions to Survive
Urban Living at UnimediaModern Contemporary Art,
Genoa, ltaly; Requiem fiir einen Fliigel: Finale Klaviermusik
fiir 8 Hiinde und Werkzeuge at Deutzer Briicke, Cologne;
Do We Still Have Time? at Galerie Wildwechsel, Frankfurt,
Germany.

Performances include My Favarite Sin, presented at
Emerson Gallery, Berlin (where Patterson’s work is fea-
tured in a solo exhibition), and later at Encuentro Inter-
nacional Performance, Institut Valencia dArt Modern,
Valencia, Spain; A Ssssuuuurrrrpppprrrriiiisssseeee Perfor-
mance, Kurpark, Wiesbaden, Germany; A Simple Opera
at Freistaar Burgstein Aktion, Villa Tivoli, Merano, Italy;
Wiundergrund/US election night, Centre for New Music
(SNYK)/Literaturhaus, Copenhagen; Acciénlo8MAD, Off-
limits, Madrid; Flux Us (Dada & Fluxus), Cabarer Voltaire,
Zurich.

Patterson’s work is featured in several group exhibi-
tions, including Fluxus East at Bunkier Sztuki, Krakow,
Poland, which travels. In conjunction with this exhibition,
he performs A Simple Opera and 370 Flies. Additionally,
his work is featured in group exhibitions such as Martian
Museum of Terrestrial Art at the Barbican, London; Fluxus
in Germany, 1962-1994 at the National Gallery of Modern
Art, Mumbai, India; and BAU contenitore di cultura con-
temporanea 4+ at Galerie Claus Semerak, Munich.
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During the year Patterson also performs with Keith
Rowe in conjunction with the exhibition Hauptsache
Musik: Collages, Objects, Manuscripts, Sounds, and Instry-
ments, Galerie Schiippenhauer, Cologne. He also took
part in the inaugural performance series (performing Flux-
Folk) presented for the opening of the Fluxus + Museum
in Potsdam, Germany.

In Madrid, Patterson conducts the workshop Learn-
ing by Doing at the Facultad de Bellas Artes, Universidad
Complutense de Madrid.

2009

Patterson begins the year with a performance as part of
the exhibition Creative Revolution: Fifty Years of Fluxus
from Archivio Bonotto at the Source, Barcelona, Spain. His
work is featured in many other group exhibitions, includ-
ing Fluxus: Eine Ausstellung als Videobibliothek at Cabarer
Voltaire, Zurich; Editions, Solway Jones Gallery, Los Ange-
les; 1 Turm—q Tiirmer, Museum Zindorfer Wehrturm,
Cologne; Ceci nest pas une Barbie, DAC—De Simoni Arte
Contemporanea, Genoa, Italy.

Solo exhibitions include Amazing Discovery—Astro-
physics Finds the Mother of God, Galerie Wildwechsel,
Frankfurt; A Carnival of Clowns, Animals, and Religions,
Galleria Michela Rizzo, Treviso, Italy; Passing Through, Gal-
erie Kunstpunkt Berlin,

Patterson unveils several commissioned works, includ-
ing Vecchio Salami Fluxus at the Luigi Bonotto Collection
in Bassano del Grappa, Italy; Shoes or No Shoes, a perma-
nent installation in Kruishouten, Belgium; Dalphine Statue,
at the Museo del Parco, Portofing, ltaly; and Pacioli Luka,
a mural commissioned by Studio Michele Furlanetto,
Treviso, Italy.

He presents several performances over the year,
including Nano Fluxus; or, Fluxus through the wrong end of
a telescope (a "standard, classic Fluxus repertoire, in min-
iature”), Iglesia de la Magdalena, Zamora, Spain; Shagey



Dog Stories, Galeria Michela Rizzo, Venice, Italy; A Bunch
of Older Bad Boys, Nassauischer Kunstverein, Wiesbaden,
Germany; A Fluxus Aranykara, Artus, Budapest, Hungary;
Spaghetti Pop Festival 2009, Studio d’Arte Fiorett, Bergamo,
Icaly; World Weather, Tiroler Landesmuseen, Innsbruck,
Austria; The Golden Age of Fluxus: A Lecture / Demonstra-
tion for Soudain [été Fluxus, Passage de Retz, Paris; The
Golden Age of Fluxus, Ludwig Museurn, Koblenz, Germany.

In the summer Patterson collaborates with Bertrand
Clavez to restage the 1962 performance wark with Rob-
ert Filliou, Galerie Légitime, in Paris, The restaging, simply
titled Galerie Legitime: A Reenactment, proceeds as in the
1962 performance, with Patterson and Clavez traveling
throughout the city by bus, train, and foot, exhibiting the
work Three Hundred Therapeutic Poems.

Two compaositions are staged during the year in absen-
tia: A Simple Opera, performed by Ensemble [Art pour
IArt Mouvement, Festival fiir Neue Musik, Saarbriicken,
and Variations for Double Bass, performed by Christopher
Williams at the Institute for Intermediate Studies/Gelegen-
heiten, Berlin.

2010

Patterson holds the opening dedication of his Museum
of the Subconscious Annex in El Milagro, La Candelaria,
Argentina.

In Paris, he is invited to perform at La Maison Rouge
and presents A Simple Opera, 370 Flies, George Brecht's
Drip Music, and the compaosition It Is Me.

At a YAM Day Memorial Concert at the Auditorium
Parco della Musica in Rome, Patterson performs A Simple
Opera, 370 Flies, Paper Piece, and Brecht's Piano Works and
Drip Music. He is invited to Seoul, where he performs
Greetings to Nam June Paik at the Nam June Paik Art
Center. He also composes a new work, A Message To ., ,
which is performed in Verona, Italy, at a memorial service
celebrating the life of collector Francesco Conz. Other
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performances take place at the Rhein-Main Designers
Club ar the Schlachthof in Wiesbaden.

Patterson is commissioned to compose a new work,
Give Me a Break, which debuts at the Huddersheld Con-
temporary Music Festival in Yorkshire, England.

Patterson’s work is featured in a solo exhibition, Disas-
ters and Catastrophes, at Galerie Wildwechsel in Frankfurt.
The exhibition 1 Turm-4 Tiirmer travels to Prague, where
it is presented at the Clock Tower.

The major retrospective Benjamin Patterson: Born in
the State of FLUX/us opens at the Contemporary Arts
Museum Houston.
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photographs by, 130, 132, 182, 236
Moorman, Charlotte, 205

Awant-garde Festivals, 111

Marris, Robert, 112, 213

Mosconi, Davide, 267

Moscow

Bom in the State of FLUN s
260

Club Brestaskaj, 250

DOM Culrure Center, 250

Zentral Haus der Kiinstler, 247
Mumbai, India

Martional Gallery of Modern Arts,

252

Mumma, Gerdon, 17, 109, 120
Munich, Germany

Aktionsforum Praterinsel, 245

Galerie Claus Semerak, 252
Miinster, Germany

Cuba Culture, 351

Galerie Etage, 251

Kleiner Raum Clasing. 251

Magoya, Japan
Club Canol Fan, 250
Negro Ensemble Company, 23, 121,
243
announcement card, 193, 238
Meville, Phoebe, 267
Mew Brunswick, Mew Jersey
Douglass College, Rutgers
University, 241
Newcastle, England
Intermational Biennial of
Innovative Arts, 244
new music, 17, 18, 22, 31, 108, 204,
25
Centre for New Music (SNYK)/
Literaturhaus, 252
Festival filir Mewe Musik, 253
New Plymouth, New Zealand
Gaovett-Brewster Art Gallery, 248
Mew York, 111
Alternative Museum, 243, 244
Avenue C Fluxus Room, 242
Café au Go-Go, 241
Carnegie Recital Hall, 241
Columbia University, 22, 121, 242
Courthouse Theater, 246

Emily Harvey Gallery, 23, 194, 238,

243, 244, 245, 247
Fluxhall (Maciunas’s Camal Street
loft). 26, 130, 212, 213, 214,
241; performance of Lick Piece
ar, 132, 182, 236
Flux Performance Hall, 243
Franklin Furnace, 243
Granary Books, 245
Grommet Art Theater, 243
Hardware Poet’s PFlayhouse, 241
Judson Chureh Dancers, 111
Judson Gallery, 242
Judson Hall, 241-42
Judson Theater, 242
Living Theatre, 111
Mew Cinematheque, 242
Museum of Modern Art, 243
Passenger Ship Terminal, 243
Paula Cooper Gallery, 247

Riverside Church, 23
Salvatore Ala Gallery, 26, 276
Smolin Gallery, 341
Seux Gallery, 244
Third Avenue Cinema, 243
Time-Life Building, 242
Village Gare, 242
Whitney Museum of American
Art, 245, 248
Yam Festival, 22, 241; mailer, 187,
238
Mew York Department of Cultural
Affairs, 22, 190, 238, 142
Mew York Public Library at Lincoln
Center, 22, 121, 241
New York State Council on the Arcs,
22,11
annual repore, 238
Mice, France
Flux Concert, 242
Fluxus Festival of Total Art, 241
Mono, Luigl, 204
Mouveau Réalisme, 25, 206
Movasibirsk, Russia
Mon-Profit Project, 250
Mové Zamky, Slovakia, 249
Sound OF Studio Erve, 247
Muremburg, Germany
Kunsthalle Nimburg, 246

Odense, Denmark, 247
Third Odense Performance
Festival, 249
Offenbach, Germamny
OFKunstraum, 237, 248, 249
Okandukaseibe, Mamibia
The Museum of the Subconscious
dedication ceremany, 201, 237,
247
Museum of the Subconscious
(Nomibia, guidelines and
ephemera), 30, 94, 233
Oldenburg, Germany
Oldenburger Kunstverein, 245
Cliveri, Adriano, 131
In Memoriam te Adriano Olivetti
{Maciunas), 38, 112
Olroth, Gisela, 19, 109, 205
Ono, Yoke, 7, 16, 121
Bow of Smile, 6
String Music for Jesus, 236
Owpava, Czech Republic
Dum Umeni, 250
opera, 30, 110, 120, 205, 214-19, 228,
241
Benjamin Patterson: “The Black
and White File™ A Primary
Collection of Scares and
Instructions for His Music
Events, Operas, Performances,
and Other Projects: 19581998,
29, 38, 165, 235



Letions, 19, 23, 240
A Simple Opera, 165, 167, 235,
246, 251, 252,253
A Simple Opera (Lage di Como
version), 267
The Three Operas (Carmen,
Madarme Butterfly, Tristan and
Isolde), 163 (detail), 165, 735,
245, 246, 247, 248, 249, 251
Opocno, Czech Republic
Zamecka Galerie, 248
Osla, Norway
Haovikkoden Art Center, 244
Studentekroa, 241
Ortawa, Canada, 207

National Research Cenver, 17, 109,

240
Oreawa Philharmonic Orchestra,
17, 109, 120, 121, 240
Owens, Clifford, 31

Padua, ltaly
Galleria Fioretto Arce, 247, 251
University of Padua, 247
Paik, Mam June, 16, 18, 109, 121, 125,
131, 205, 207, 226, 237
12 Piano Compositions for Nam
June Poik (Maciunas), 251
Greetings to Narn June Paik
(Patterson), 253
meets Patterson, 120, 204
Meo-Dada in der Musik, 20, 132
Tiwo for Violin after Nam fune
Paik’s Oe for Violin
(Patterson), 25, 87, 232
Paik, Nam June, wonks,
One for Viehn, 198, 236
One for Vielin Solo, 25
Young Penis Symphony, 130
Paris, 111, 246, See also under
Patterson, Benjamin: in Paris
Armerican Students and Artists
Center, 132
Centre Pompidou, 250
Ecole Mationale des Beaux-Arts,
199, 236, 244
Ecole Mationale Supérieure des
Télécommunications, 250
Ecole Normale Supérieure, 250
Espace Electra, 247
Galerie 1900-2000, 199, 236, 244
Galerie de Poche, 244
Galerie du Genie, 244
Galerie Girardon, 132, 181, 208,
236, 240
Galerie | & | Donguy, 244
Galerig J'.égi!im& 24, 25, 108, 113,
208, 241, 253
Galerie Légitime: A Reenactment,
203,237, 253
Galerie Ransan, 242

La Maison Rouge, 253

Menagenie de Verne, 249

Musée diire Moderne, 241
Passage de Retz, 353

Place de la Contrescarpe, 111, 206
Swiiss Center, 249

Thédtre de la Chimére, 242
Théitre des Mains d'Oeuvres, 250
Université de Paris, 251

Pasadena, California

Baxter Arr Museum, 243

Patterson, Benjamin

and Halifax Symphony Orchestra,
17, 120, 121, 240

and Houston Symphaony
Orchestra, 32n26

and Ottawa Philharmonic
Orchestra, 17, 109, 120, 121,
240

and racial segregation, 17, 110,
15

and Seventh Army Symphony
Orchestra, 12, 108, 120, 121,
240

and Leopold Stokowski, 32n26,
109,120

antimaterialistic bias, 36, 115, 116,
126

as fisherman, 27, 243, 267

Benjamin Patterson Limited
Music Management Company,
22; brochure, 190, 238

childhood, 1617, 110, 118, 120,
121, 240

education, 17, 110, 121, 240, 242

employment, 17, 22, 35, 121, 241,
242, 243

family, 17, 22, 204

humior, 28, 114, 115, 123, 124

in Canada; 17, 109, 110, 120, 240

in Calogne, Germany, 17, 18-19,
36, 40n5, 108-9, 110-11, 116,
120, 121, 204, 207, 226, 240,
267

in Diisseldorf, Germany, 20, 35,
132, 210018, 225, 267

influences, 31, 110, 112, 123, 205

in Japan, 25, 250; My Fugi, 250; Ski
Pales ( from Climbing Mt Fuji),
102, 233

in Mainz, Germany, 244, 245, 246,
248, 249

in Paris, 19, 22, 23, 24, 25, 108,
109, 117, 124, 130, 204-10,
240=-41

in Stuttgare, Germany, 17, 240,
246, 247

interest in psychology, 19

interviews, 20, 36, 240; self, 22, 24,
32n14, 108-16, 122,123

in LS. Armyy, 17, 34, 108, 120, 121,
240

levvers: regarding "Conference in
Solidany with the Liberation
Struggles of Peaples in
Southern Africa,” 192, 238: to
Emmett Williams, 185, 238; to
Michael Porier, 178, 237

marriage, 22, 124, 204

moves to Mew York, 21, 108, 111,
241

photographs of, 198, 199, 200, 201,
236,237, 238

precious materials, use of, 2829

race and, 21-22, 32(nn14, 16), 38,
114, 115, 123, 124, 207, 214
Landscape, Still-Life, and
Allegorical Paintings in the
Grand Tradition of Everyday
Racism, 248

residency in Thailand, 246

"retirement,” 16, 23, 114, 121, 207,
243, 244

seventiecth-birthday celebration,
25, 250; It Was Roses All the
Way (My Grand 70th Birthday
Tour), 101, 233; My Grand 70th
Birthday Tour, 68, 231, 250

Pacterson, Benjamin, EVENTS; EXHIBI-

TIONS, GROUP.

Art and Music, 249

BAL contenitore ofi cultura
contemporanea 4 + 5, 252

Bienal Internacional de Sio Paulo,
243

Biennale de Paris: Arts du
Langage, 241

Blarck Light/White Noise: Sound
and Light in Contempaorary Art,
251

Block Collection, 245

Die Biicher der Kinstler, 248

Il Campe delle Fragole, 245

Ceci n'est pas une Barbie, 252

Cena Rossa, 244

Centraal Fluxus Festival, 250

La chigve del duemila, 248

Classic and Contemparary Flixus,
246

Collaborations: Pioneer
Performance, 243

Corrcert Fluxus Border Ling, 250

Contre Music Festival, 18, 19,
40n5S, 109, 110, 237, 240, 267

Courdes de Saint Cuen, 250

Crovatte diortista; Collezione A & F
Boggiano, 248

Creative Misunderstanding, 244

Creative Revolution: Fifty Years of
Fluxus fram Archivie Bonotto,
252

INDEX
261

Dadismo, Dadisni, da Duchamp a
Warhol, 247

Edge 90: Art in the Nmeties, 244

Editions, 353

1 Turm—4 Tinmer, 252, 253

FAMA Flusus Mythos Beays, 251

Fantasy Gardens, 250

Feinbilder, 251

Festival of Misfits, 132, 210n15,
241

Festum Fluxorum, 241

Festurm FluxorumfMusik og
Anti-Musik det Instrumentale
Teater, 132, 241

Festum Fluxorum podésie, musique
er antimusique événementielle
e congrére, 132

Festvs Flvxorvm Fluxus, 37,225

The 15th of May, 247

537 Broadway Comes to Venice,
49

Fluxexhibit, 242

Flux Feast of Eratic Food and
Cabaoret, 243

Flextos: The Last Event, 243

Fluxtuat nec mergitur; Lésprit de
Fluxus, 246

Flueus, 246

Flusus: A Conceptual Country, 245

Fluxus & Co., 243

Fluwus and Friends, 249

Fluxus: Art into Life, 251

Fluxus: Aspekte emes Phanomens,
243

Fluxus cest gratuit, 251

Fluxus Constellation, 250

Fluxus da Capo, 200, 237, 245;
announcement, 196, 197, 238

Fluxus Deluxe, 244

Flusus: Eine Ausstellung als
Videatubliothek, 252

Fluxus ete, 243

Fluxus et fa France, 250

Fluxus Festival (Chicago)
announcement, 196, 238

Fluxus Fifms/ 100 Minute Versions,
245

Fluxus Hot and West, 351

Flius in Germany, 1962-1994,
246, 247, 248, 250, 252

Fluxus internationale Festspiele
neuester Musik, 132; posters,
20, 157, 183, 234, 237

Fluxus: Moment and Continuum,
244

Fluxus podsie et cetera, 241

Fluxis Reunion Program #1, 246

Fluxus: Sefections from the Gilbert
and Lila Silverman Collection,
243

“Fluxus Sneak Preview” 113, 208,
241

Fluxus Ton-Aktion, 251

Flusius: Una larga histora con
miuchas, 251

Fluxis Virus, 1962-92, 245

Francesco Conz and the Avant-
garde, 247

Fully Guaranteed 12 Fluxus
Concerts, 130; performance
documentaticn, 182, 236

Getting Ready for 2000 A.D., 245

Gurenberg 2000, 249

Happenings and Fluxus (Madrid),
250

Happenings and Fluxus (Paris),
2432, 244%; performance docu-
mentation, 199, 236

Hauptsache Musik: Collages,
Objects, Manuscripts, Sounds,
and Instiuments, 252

He Is Nouveau Réalisme, 251

Homage Emily Harvey, 250

Homage to Dick Higgins, 248

In the Spirit of Fluxus, 245

Iron City Flux, 244

Isole del disordine, 247

Joe Jores Music Machines, 251

Kleines Sommerfest: Aprés John
Cage, 20, 108, 130, 240, 241;
performance documentation,
180, 236

Leowiarda wn Action and Poetry,
249

Lichesiche, 1. Projektions Biennale,
252

Markers: An Outdoor Banner
Event, 249

Martian Museum of Tervestrial Art,
252

Milana poesia, 244

Minimalisimos, un signo de los
tiempas, 249

The Mirache of Fluxus: How It
Saved the World, 245

Maments darts contermporamnes,
251

Meo-Dada in der Musik, 132, 241;
program, 184, 236, 137

Ower Sixty—Festival de
Performance, 251

Pignafortissimo, 244

Portraits? Yes, Portraits, 247

Restructura, 245

Revolution: Art of the Sixties, 246

Schritt fir Schritt: Kunstprozession,
FL1

The Seoul of Fluxus, 245

Serata Fluxus per Wolf Vostell, 248

Shoes or No Shoes? Collection of
Pierre B-V Swenters, 248, 249,
252



Patterson, Benjamin. EVENTS; EXHIBI-

TIONS, GROUR, continued:

Sneak Peek: Fluxus, Happenings,
Emaronments, Poems, Dances,
Compasitions at Galerie
Girardon performance docu-
mentation, 181, 236

Something Else concert, 242

Something Else Press, 245

Sounds and Lights, 251

Taking Fluxus Around, 244

Theater of Refusal, 245

The Theatre of the Object, 1958-
1972, 244

Tribute to John Cage. 243

12 Pigno Compasitions for Nam
June Paik, 351

Under the influence of Fluxus,
24445

40 Jahre: Fluxus und dic Folgen,
50

Voolare, 351

Walling from Here to There, 249,
250

Wedding in Denmark, 246

Waords and Games for George, 151

Zusammenflisse und Quellen, 349

Patterson, Benjamin. EXHIBITIONS,

SOLO

Amazing Discovery—Astrophysics
Finds the Mother of God, 252

Beauty Lirks in the Chaos of the
Beholder, 247

Ben Patterson; Conversations along
the Wall, 251

Blame It on Pittshurgh; on, Why |
Became an Artist, 26, 95, 233,
244, 247

A Carnival of Clowns, Animals, and
Religians, 352

Disasters and Catastraphes, 253

Diividing/Bridging, 251

Do We Still Have Timesd, 252

Esercizi di stile, 249

The Evalution of Wisdom, 248

The Evolution of Wisdom. Chapter
3,248

Extreine Measures: The Greal
American Game Exhibit, 247

A Famous Pittsburgh Product, 251

Galerie Lé‘gilirm?,. 24, 25,108, 113,
208, 241, 252

Galerie Légitime: A Reenactment,
203, 237, 353

The Great American Game Exhilit,
240

Happenings and Fluxus, 250

How Man Makes Serse, 244

The Hunt, 248

Interrupted Farry Tales, 251

Just in Time, 247

Landscape, Still-Life, and
Allegorical Paintings in the
Grand Tradition of Everyday
Racism, 248

Nasen Flaschen, 247

Mo Poetry, No Concept, 247

Now, 249

Ordinary Life, 23, 194, 244;
postcard announcing, 195, 238;
press release, 194, 238

Passing Through, 252

Proverbs Slogans and Quetations,
244

Requeem fuir einen Fligel; Finale
Klaviernmusik fir 8 Hitnge und
Werkzeuge, 152

Rimed, ricelte e procedure, 247,
251

Rimedi, ricette e progcedure Part I,
251

Sofa Bilder, 246

Sweet Nothings, 250

Symphonic Fragments, Sonatings,
and Other Bagatelles, 246

Trains of Thought, 247

Urbanity: Solutions te Survive
Urban Living, 252

What Is an My Mind?, 245

What Makes People Laugh?, 244

Word Volume, 247

Patterson, Benjamin. LECTURES.

“Fluxus and Experimental Musik,”
246

“Fluxus and Performance,” 250

The Golden Age of Fluxus: A
Lecture/Demonsiration, 253

“A Lecture on Death,” 242

Patterson, Benjamin, WORKS.

ABC’s, 35-36, 38, 43, 230

Accioni08MAD, 252

Ala Carte and Live an lhrem Tisch,
247

Alphabet, 248

“American Studies Seminar 11, 242

Ants, 140, 165, 205, 234, 235

Ants 11, 267

Ants Revisited, 170, 236, 267

Aphrodisiacs, 27, 67, 231

Artists’ Greeting, 165, 235

Das Bahnhaf Requiem, 162
(detail), 165, 235, 246

Beethoven's Fifth, 245

Benjamin Patterson: “The Black
and White File™; A Primary
Callection of Scores and
Instructions for His Music
Events, Operas, Performonces,
and Other Projects: 19581996,
29, 38, 165, 235

Ben Patterson: Drip Music/370
Flies, 249

Ben Patterson; Early Works, 248

Bert Patterson Tells Fluxus Stories
(from 1962 to 2002). 250

Bert's Bav, 26, 250

A Biting Prece (for Pyla), 158, 165,
235

Blane It on Pittsburgh; or, Wiy |
Became an Artist, 26, 95, 233,
244, 247

Bolero, 165, 202, 233, 235, 237,
246, 247, 248

The Book of Genesrs, 27, 64, 231

Bunch of Older Bad Bays, 253

Candyland, 76, 232

Carmer, 30, 165, 212, 214, 218,
219, 220(nn8, 15), 235, 245

Carmen fir Armin, 246

Cello (Blue), 25, 99,233

Cello (Red), 25, 99, 233

Cello { Yellow), 25

A Clean Slate, 25, 201, 237, 249

The Clinic af Dr. Ben (BM, M5), 30,
200, 226, 237, 245

Composition for Any Situations,
141,234

Concierta multidisciplinary, 1a
parte & 2a parte, 251

Conerete Poem No. 6, 68, 211

Constellations of the First
Magnitide, 123

Creation of the World, 165, 203,
235, 237, 247, 249, 250, 257

Critical Encounters, 165, 235

Décollage Piece far Walf Vostell, 19,
142 (detail), 150 (handwritten
iteration), 234; performance
documentation, 179, 236

The Diaries of Orpheo and Euridice,
246

Digging, 166, 235, 248

Disturbance from Lemons, 132

A Disturbing Composition, 143, 234

Dalphine Statue, 52

Double Your Pleasure, 232

A Dozen for Carmen, 245

Draw a Line and Fallow I, 251

Draw Circle, 241

Duo for Voice and a String
Instrument, 19, 38, 39, 126, 127,
130, 144 {detail), 145, 165, 180,
234, 235, 236, 267

Dua for Voice and a String
Instrument Arranged for Voice
and String Quintet, 171 (detail),
236

Early Chess, 88, 232

Eclucating White Folks, 115, 124

Effigy for Dick Higgins Il, 104, 233

The Evolution of Wisdom, Chapter
4,248

Examination, 165, 235

Bom in the State of FLUX us
262

“An Experiment in Extended
Rhythms,” 18, 240

Explaining Fluxus i Polish, 249

The 15th of May, 247

Film Music Mo, 2, 249

Finishing Fuji, 351

Errst Symphony, 30, 123, 160, 165,
210014, 235

Flashbacks, 246

Flux Feast of Erotic Food, 243

Flux Foik, 252

A Fluxus Aranykara, 353

Fluxus Classics, 247, 249

Flusus Constellations, 28, 100, 233,
50

Fluxus East, 251,252

A Fluxus Elegy (Audiovisual
Performance), 169, 335, 151,
268

Fluxus Films, 237

Fluxus Musigue, 251

Flixus Protected, 85, 232

Fluxus wird 40, 252

Flying Bass, 25

Fiying Bass I, 105, 233

The Future Makes Progress, 165,
235, 247

Galerre Légitime, 24, 25, 108, 113,
208, 241,253

Galerre Légitime: A Reenactment,
203, 237,353

A Game: Three Capacities and One
Inkibition, 53, 230

Give Me o Break, 17273, 236, 253

Grandi momenti nella Storia della
medicing, 247

Grand 70th Birthday Tour
Hemecoming, 250-51

The Great Switch, 80

Greetings to Nam June Paik, 253

Happy Birthday fohannes
(Gurenberg), 249

Hello! Benjamin Patterson
Welcarnes You ta His Life in
Real Time, 250

Hell an Wheels, 28, 76, 232

Helmut, 73, 232

Hooked, 27

How the Average Person Thinks
about Art, 165,235

How to Make Art: Benjarmin
Patterson’s Foolproof Methads,
165, 235

How to Make Sushi, 231

| Am Looking at You, Beethoven,
240

“I'm Glad You Asked Me That
Question,” 22, 32n14, 108-16,
122,123, 12813

Improvisation, 240

Industrial Chic (ap.), 103, 233

Instruction Ma. 1, 26, 58, 130

Instruction Na. T (Mow; Later), 58,
31

Instrugtion Mo. 1 (Steps 1-4), 58,
231

Instruction No. 1 (Steps 1-12), 59,
3

Instruction Mo, 2, 26, 60

Instruction Mo. 2 (Please Wash
Your Face), 60, 231

It s Me, 353

It's @ Mice Piece of Coke, 77, 232

It’s Vital, 63, 231

It Was Roses Al the Way (My
Grand 70th Birthday Tour), 101,
233

I Visited the US.A,, 165, 235

Joyee and Eugene, 27, 66, 231

Jump into Fluxus, 245

Just in Thne, 247

King Lear, 252

Kohler Koffer, 30, 98, 233

Lazy Anarchist, 249

Learning by Daing, 235

Lemons, 19, 23, 109, 165, 205-6,
234, 235, 240, 243

Lemons: Benjamin Patterson
performance documentation,
176-77, 236

Lemons Revisited, 247

Lick Piece, 114, 130, 206, 212-20,
226, 241; performance docu-
mentation, 132, 182, 236

Liverpool S5ong Lines, 137

Liverpool Soundwarks, 250

Marble Hat, 29, 29, 85, 232

The Metsterspargel, 247

A Message To ..., 253

Methods and Processes, 22,23, 25,
39, 40n2, 111, 116, 124, 126,
130, 132, 154 (detail), 204, 206,
207, 209n2, 210014, 234, 241,
243

Methads and Processes (with
sender’s note), 234

The Museum af the Subconscious,
dedication ceremony in
Mamibia, 201, 237, 247

The Musewm of the
Subconscious—Houston Annex,
106, 233

The Musewm of the Subconscious
(Namibia, guidelines and
ephemera), 30, 94, 233

The Museum of the Subconscious
(Tel Aviv Anrex), 237, 248

Music at the Edge, 249

My Chigng Mar, 247

My Favorite Sin, 251, 252

My Fuji, 251

My Grand 70th Birthday Tour, 68,
231,250




My Tone, Your Tone. His Tore, Her
Tore, 168 (detail), 235, 251
Neano Flunus; or, Fluxes through the
wrong end of o telescope, 252

Nearly-Ninety, 27

Mew York Audiovisual Group, 2471

A Nﬂse_fa.l' Wine, 29, 103, 233

Nates: Instructions for the use of a
new musical instrument, 54,
230

“Notes on Pers,” 242

Ofd Chirese Proverb, 78, 232

Old Latin Proverb, 79, 232

On the Road with Al .. a
Geddchtnisperformance fiir Al
Harisen, 165, 235

Owerture [ and [, 132

Owerture, Overture (Versions Il and
), 146-47, 165, 234, 235

Pacioli Luka, 252

Pan Am, 80, 232

A Paper Event, 242

Paper Music, 132

Paper Piece, 18, 19, 21, 24, 33(nn7,
9), 36-38, 109, 111, 124, 125,
127, 130, 132, 206, 213, 219,
225=20, 240, 244, 245, 249,
251, 253; liner notes, 267,
performance documentation,
131, 175, 236; score, 131, 133,
135, 165, 234, 235

Paper Piece for Five Performers,
240

Papierstiick filr filnf Spiefer, 37, 37,
136,234

Pavane for Flutes, 151, 165, 234,
235

Pets, 209

Polyphanics 40, 249

Pond, 25, 27, 132, 133, 155, 165,
234, 235, 244, 249

Portrait of an Egg, 148, 165, 234,
135

Pregnant?. §1, 232

Il primao segreto della grappa, 29,
93,233

Prints and Commenis, 24, 44, 230

puzzle-poems, 24-25, 26, 38,
45-47, 4950, &1, 108, 204,
N, 231, 247 A Volume of
Collected Poems, Volurme |
Powm 2, 48, 230; A Violume of
Collected Poems, Volume 5,
Poers 20, 21, 22, 23 and 24, 25,
49, 230; A Violume of Collected
Poems, Volurne 7, Poems 32, 33,
34, 44 and 36, 37, 50, 230

Questionnaire, 243

Rabbit Concerr, 245

Regimental History: Fragments (for
Jackson Mae Low), 51, 230

Reisebiire Flusis, 30, 246

Reisebiiro Fluxus—Kurt Schwitters
and J. 5. Bach, 248

Rememibering Al Honsen, 247

Rheingold, 249

Rhein Post, 249

The River Mersey, 127, 213

Roast Duck, 245

Roden's Ants, 35

Say Your Prayers, 81, 232

self-porcrait, 27-28

Seminar, 209

Septet from Lemons, 21,24, 132,
133, 149, 165, 204, 205, 206,
234,235

Shogry Dog Stories, 252-53

A Shart History of Twentieth-
Century Art, 18, 89-92, 233

Show Off Your Skin, 82 (detail), 83,
132

Signature No. 1, 1685, 235

Signature No. 2, 165, 235

A Simple Opera, 165, 167, 235,
246, 251, 252, 253

A Simple Opera (Lago di Como
version), 267

Sit Down, 106, 233

“Situations” for Three Pianos, 19,
137, 234, 240

Ski Poles (from Climbing Mt Fuji),
102, 2113

Slap, 241

Srnall Beer, 232

Smoker's Rights, 25, 27, 78, 232,
247

Sneak Peek, 165, 235

Solo for Dancer, 25, 132, 165, 206,
235, 247

Solo for Double Bass, 240

Solo for Vostell, 240

Sarne “Found Objects"—
Cuotations—Recently
Discovered by Benjamin
Pattersan, 165, 235

Spaghetti Pop Festival 2009, 253

Speed of Light, 26, 64, 231

Stand Erect, 241

String Music, 20, 38, 138-39, 234

String Music for Double Bass(es),
234

A Study, 54, 230

Subway Paintings, 28

Surmer Nachts Trgume, 248

A SSSSuuurrrpppprrTriiisssseees
Perfarmance, 252

Surveying Western Philosophy
Usinig China Tools, 127, 213

Swiss Symphony I, 107, 233

Symiphory No. 1 & 7, 235

Symphony No. I, 244

Symphony 86, 249

Tell Me for Arditti String Quartet
by Ben Patterson, 249

The Temptations, 86, 232

Thank you, Luigr, 70, 231

The Therapeutic: One Hundred
Actions Poems, Volume A, 71,
232

There Is @ Problem on the Ling, 251

370 Fies, 251,252, 353, 267

Three Hundred Therapeutic Poems,
253

The Three Operas (Carmen,
Madame Butterfly, Tristan and
Isolde), 163 (detail), 165, 235,
245, 246, 247, 248, 249, 352

Three Ways to a Tape, 167, 235

Un tipo suave, 232

Topologies des Denkens: No Poetry,
No Concept, 247

Topalogy of Thought, 247

Tour, 158, 206, 207, 210n14, 235,
247, 246

tournol, 241

Trains of Thought (Franz Liszt), 233

Trains of Thought (Josef Hayden),
96, 97, 233

Trains of Thought (Maurice Ravel),
96, 87, 733

Tratins of Thought (Verdi), 96, 97,
233

Tristan and lsolde, 200, 212, 214,
219, 220n15, 237, 248

Trout Bag, 27-28, 28 (decail), 74,
75,232

12 Ave Maras, 250

12 Evenings of Manipulations, 142

Two Dances: "Solo for Dancer” and
“A Very Lawful Dance for
Ennils,” 156, 234

Twao for Violin after Nam fune
Paik's Qe for Vielin, 25, 87, 232

Urcle Ben's Art Shoppe, 16, 88, 2313

Untitled, 84, 232

Untitled (A Case for Bombing
Pause), 23, 36, 36, 44, 230

Untitled (Dixie Beer), 55, 230

Untitled (Goldwater Can’t Win),
55,230

Untitled (handwritten iteration of
Variations for Double Bass),
187, 234

Untitled (If You Think This Is a
Dveamy), 56, 231

Untitled (Introductory Nete . .. In
Skinnerian Learning Theory),
65,231

Untitled {1s Are What), &6, 231

Untitled (Scott Tissue), 62, 231

Untitled (Sorry | Missed It), 56, 231

Untitled (wha taught you to think
like thatt), 52, 230
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Uintithed (You are standing,
perhaps drinking), 159, 235
Valigetta, 27, 64, 231
Varigtions, 21
Variations for Double Bass, 19, 21,
38, 109, 113, 126, 127, 130, 132,
133, 205, 213, 240, 241, 253,
267; performance documenta-
tion, 122, 199, 236, 237 score,
152-53, 165, 235
Variations for Double Boss
(Version for Prague—~May 21,
1991}, front and back cover
Vanations for Solo Bass, 219
Vecchio Safami Fluxus, 252
A Very Lawfud Dance for Enms,
156, 165, 206, 207, 223, 224,
226,235
A Volume of Collected Poerns,
Volume 1, Poem 2, 48, 230
A Volume of Collected Poens,
Volume 5, Poems 20, 21, 22, 23
and 24, 25, 49,230
A Volume of Collected Poems,
Volume 7, Poems 32, 33, 34, 44
and 36, 37, 50, 230
Watch Me, 57,231
What else is necessary!, 57, 131
Why Do Peaple Attend Bars?, 351
walf Vostell: D&uﬂdgrs., Collages,
Ausstellung 15.5-28.5.1961
performance documentation,
179,236
Waorld Weather, 164, 165, 235, 247,
253
Wundergrund/US election night,
252
Yam Day (Final Examination), 241
Yam Day (Rush Hour), 241
Yam Day (Tour), 241
Patterson, Pyla, 204, 206, 210n14
Paumgartner, Sylvester, 267
Pearson, William, 19, 109, 130, 205,
236
Perth, Australia
Perth Institute of Contemporary
A, 244
Pierrefeu, France
Emily Harvey Gallery, 243
Piper, Adrian, 218
Furk Lessons, 123
Pittsburgh, 16, 18, 110, 118, 121, 244,
267
Blame It on Pittsburgh; or, Why [
Becare an Artist, 26, 95, 233,
244, 247
Carnegie Mellon University, 244
A Farnous Pittshurgh Product, 251
Pittsburgh Center of the Arts, 244
Rosebud Center, 244
political climate; polities, 16, 17, 21,

23, 24, 28, 29, 30, 35,38, 112,
113-15, 207, 208, 222, 225
Parier, Michael
letter from Patterson, 178, 237
Portland, Maine
Baxter Gallery, Portland Schoaol of
Art, 244
Portofino, ltaly
Museo del Parco, 252
Potsdam, Germany
Fluxus + Museum, 252
Prague
Café Indigo, 249
Clock Tower, 253
Concert Fluxus, 247
Divadle Ma Zabradli, 247
Galerie Behemor, 249
Galerie Gambir, 248
Galerie Vaclav Spala, 245
Jazz Café, 248
Prestan, England
University of Central Lancashire,
250
Pro Musicis, 243
business card, 193, 238
Provincetown, Massachusers
Saint Mary of the Harbeor, 242
Purchase, Mew York
Neuberger Museumn of Art, 243

Quebec City, Canada
Le Liew Centre en Art Actuel, 248

Rainer, Yvonne, 112
Ratti, Micola, 267
Rauschenberg, Robert, 205
readymades, 24, 26, 27, 227
Regenshurg, Germany

Galerie Leerer Beutel, 245
Reggia Emilio, ltaly

Auditorium lstituto “A Peri” 248

Gallerie Pari & Dispari, 248

Salla delle Colonne ex Stallani,

244

Reykjavik

Reykjavik Art Museum, 245-46
Reynalds, Roger, 17
Riley, Terry, 131
Rochester, England

Zandra Rhodes Gallery, 248
Raime

Auditorium Parco defla Musica,
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Cannaviello Studio dAre, 243

Galerie Fontanella Borghese, 244
Roncucci, Elisabetta, 267
Rosenheim, Germany

Kunstverein, 246, 248
Rotella, Mimmo, 19, 240
Rotrerdam, Netherlands

V2 Organisation, 248



Rowe, Keith, 252
Ruhé, Harry
Fluxus: The Most Radical and
Experimental Art Movement of
the Sixties, 243, 268; excerpt,
191,238
Galerie Harry Ruhé, 251

Saarbricken, Germany
Festival fiir Meue Musik, 253
Saint Petersburg, Russia
Smalin Cathedral, 245
Saitama City, Japan
Urawa Art Museum, 251
San Francisco Museum of Modern
Art, 245
San Gimignana, ltaly
La Mangiatoia, 244
Santa Croce sull’Arno, ltaly
Villa Pacchiani, 246
Savona, ltaly
Complesso Monumentale del
Priamar, 248
Scavarda, Donald, 17
Schlangenbad, Germany
Galerie Cormelissen, 247
Schmir, Tomas, 20, 114, 131
Piane Piece No, 1, 37
Schneeman, Carolee, 214, 215
Eye/Body, 212, 213
Meat Joy, 213
Site, 213, 119
Schneider, Rebecea, 212, 213
Schwertzig, Kurt, 109
Senigaliia, Italy
Museo d'Arte Moderna, 249
Seoul, Korea
Mam June Paik Art Center, 253
Seoul Art Center, 245
serialism, 17, 18, 204, 241
Seventh Army Symphony Orchestra,
17, 108, 120, 121, 240
Seville, Spain
Centro Anduluz de Arte
Contemporanen, 251
Shanghai, 250
Simmons, Xaviera, 31
Sindelfingen, Germany
Kunst + Projekre, 251
Singletan, Alvin, 119
Sitwationists, 206, 207, 208, 210011
Skopje, Macedonia
Skopje Museum of Contemparary
Art, 246
Smith, Hale, 119
Society of Black Compasers, 121
Soha, Bulgaria
Museum of Fareign Arg, 246
Mational Gallery for Foreign Art,
247

Something Else Press, 111, 133, 242
Southern, Eileen
The Music of Black Americans, 119
Space Theater, 17
La Spezia, lraly
I Gabbiano, 248
Palazzina delle Arti, 251
Spoerri, Daniel, 19, 23, 25, 109, 125,
207, 208, 20902, 210015
in Cologne, Germany, 120, 204,
240
in Paris, 111, 206
Spoerri, Daniel. womks,
An Anecdoted Tapography of
Chance, 208
Stars and Stripes, 20, 240
Staten Island Community College,
Deparement of Performing
and Creative Arts, 22, 121, 218,
242
Stiles, Kristine, 123
Stockhausen, Karlheinz, 111, 125,
204, 212, 224, 226
meets Pattersan, 18, 109, 120, 204,
20904, 240
serialism, 17, 240
Stockhausen, Karlheinz, wonks,
Kontakte, 18, 32n7, 267
Originale, 114
Stockholm, 21
Alleteatern, 241
Gallerie Stenstram, 245
Stokowski, Leopold, 32026, 109, 120
Serauss, Richard
Ein Heldenleben, 36
Stuttgart, Germany, 17, 240, 246, See
alse under Patterson,
Benjamin: in Sturtgart,
Germany
Insticu fiir Auslandsbeziehungen,
246
Kalnischer Kunstverein, 242
Schloss Solitude, 247
Staacsgalerie Stuttgary, 243
Wiirttembergischer Kunstverein,
242
Surrealises, 37, 208
Seczecin, Poland
Muzeum Narodowe, 247

Tel Aviv, lsrael
Forum Shelver 209, 248
Helena Rubenstein Museum, 248
The Musewm of the Subtonscious
(Tel Aviv Anmex), 237, 248
Tel Aviv Museum of Arg, 246
Thompson, Bob, 111, 20909
Tokyo
Gallery 3607, 251
Museum of Contemporary Art,
246

Toronto
Istituto italiano, 245
Tourcoing, France
Le Fresnoy, 249
Trager, Wolfgang
photographs by, 198, 236
Treviso, Italy
Galleria Michela Rizzo, 252
Studio Michele Furlanetto, 252
Trieste, ltaly
La Cappelle, 242
Trotskyism, 208
Tudor, David, 109, 111, 120, 204,
209n4d, 237, 240
Turin, ltaly, 246

Uherské Hradigté, Czech Republic
Slovackeé Muzeum, 249
Ulan Batoor, Mongolia
Rail Station, 250
Ulm, Germany
FAW, Ulm, 246
Utrecht, Netherlands
Centraal Museum, 250

Valencia, Spain
Institur Valencia d’Are Modern,
251
Vianity Fair magazine, 238
Vautier, Ben, 209
Venice
Biennale, 246, 249
Emily Harvey Gallery, 249, 250
Galeria Michela Rizzo, 253
Peggy Guggenheim Collection
Museum, 249
Verona, ltaly, 253
Galleria d'Arte Moderna e
Contemporanea, 247
Vienna
Akademie der bildenden Kunst,
198, 236
Calerie Krinzinger, 244
MUMOK (Museum Moderner
Kunst), 251
Villefranche-sur-Mer, France
Cédille Qui Sourit, 242
Winci, ltaly
Museo Ideale Leonardo da Vinei,
249
Volxheim, Germany
Alte Kirche, 246
Vostell, Wolf, 19, 20, 109, 111, 121,
125, 133, 205, 207, 226, 240,
248
Dicallage Piece for Woif Vostell, 19,
142 (detail), 150 {(handwritten
iteration), 234; performance
documentation, 179, 216
studlio, 19, 109, 204, 205, 240
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Vosrell, Woll. works.
Décollage Kleenex, 38

Warsaw
BWA Gallery, 245
Zacheta National Gallery of Arr,
246
Wasserburg, Germany
Galerie im Ganserhaus, 248
Warts, Robert, 22, 112, 114, 115, 130,
213, 214, 241, 242
Watts, Robert. works.
Piece with Balloon, 37
Tweo Inches, 225
Wiesbaden, 112, 113
Caligari Film-Bithne, 251
Caligari Theater, 237, 245
Fluxus Freunde Social
Headquarters, 252
Harsaal des Stidrischen
Museums, 183, 237
Humar-Kirche, 245, 249
Kurpark, 252
Municipal Theater, 113
Museum Wiesbaden, 249
Massauischer Kunstverein, 26, 250,
252,253
Massauische Sparkasse, 247
MNeroberg, 248
Pravart Gallery, 30, 246
Schlachthof, 253
Spiegelgasse, 250
StadtRaumBegegnung, 248
Villa Clementine, performance at,
200, 237, 245
Wilhelm, Jean-Pierre, 225
‘Williams, Christapher, 253
Williams, Emmert, 20, 112, 113, 114,
120, 125, 204, 207, 248
homage to, 267
interview in Stars and Stripes, 20,
240
letter from Patterson, 185, 238
poems, 210n17
Williams, Emmett. woRks.
Opera, 241, 267
Winnipeg, Canada
The Plug In Gallery, 245
Wolff, Christian, 237
wamen’s reproductive rights, 28
Wuppertal, Germany, 210n18
Art Informel, 131
Galerie Parnass, 108, 113, 131, 180,
1306, 267
Kunst und Museumsverein, 243
Von der Heyde Museum, 245

Yekaterinburg, Russia
House of Science, 250

Yorkshire, England
Huddersheld Contemporary
Music Festival, 253
Young, La Monte, 20, 112, 113, 120,
121, 125, 126, 128n44, 240
566 for Henry Flynt, 225

Zagreb, Croatia
Museum of Conternporary Art,
248
Zamara, Spain
Iglesia de la Magdalena, 252
Zen Buddhism, 6, 110, 114, 120, 225
Zurich, 247
Cabaret Voltaire, 21,131, 252
Galerie Marlene Frei, 249
Helmhaus, 247
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CD-ROM (Music

Ants, Revisited, 1960/2010

For a group of performers,
Yamaha DJX-1l keyboard/
waorkstation, clickers, combs, and
cutlery

Clickers, combs, cutlery: Fatima
Bianchi, Gabriele Bonomo,
Emanuele Carcano, Paolo
Ferraguti, Francesco Lelli Mammi,
Valeria Lenchi, Georges Macarez,
and Micola Ratti

Marration, Yamaha DJX-1I, and
conducting: Ben Patterson
Recorded at via Telesio 19, Milan,
laly, May 5, 2010

Duration: 15:36 minutes

The story of this compaosition
begins in July 1960, Discovering
an “ant hill” in a garden in
Diisseldorf, | believed thar |
had found a new approach to
aleatoric music. | scooped up a
bunch of these ants, dumped
them into the center of a sheet
of paper, and then made six
photographs over a period of
ten minutes, recording the new
positions of the ants at each of
these six moments. | transferred
these “random” dots {ants)
to pages of blank music staffs,
expecting interesting "music” A
tryout on my double bass was
quite disappointing, (Only much
later did I realize that what | had
discovered was a “method,” . . .
and of course, a “method” is not
“music.”) Thus, this first attempt
was abandoned and placed in
the “future projects” file,

Four years later.. . 1964 in New
York, | opened this file again and
published Ants I, a composition
to be used in conjuncrion with
any 1962 composition of George
Maciunas. To dare, | know of

na public performance of this
versian.

Mow, fifty years later, we have
Ants, Revisited, based on recent
scientific behavioral studies of

the methods of communication
amaong ants. In this version |
have assumed that the original
ants organized their escape from
that sheet of paper, primarily
through communication with
pheromones (in this score
represented by an accumulating
cloud of long tones) and
secondarily with stridulations
(intermittent rasping or

clicking sounds). One original
photograph has served as a
reference for determining time
and pirch relationships, The
resulting "composition” is not a
true transcription of the original
traffic of pheromones and
stridulation signals among those
ants but rather a presumptive
acoustic model based on the
remaining evidence.

Duo for Vioice and a String
Instrument, 1961

Voice: William Pearson

Double bass: Ben Parrerson
Recorded at Calerie Parnass,
Wuppertal, Germany, June 9,1962
Duration: 11:01 minutes

This duo was my most ambitious
and last arrempt to combine
graphic notation and chance
operations for the realization
of a performance score, The
complete set of materials
necessary to realize a version of
this work consisted of rwo pages
of instructions, three pages of

a general universe of symbaols,
and two transparencies (on
which circular and rectangular
contours were drawn) used to
abstract sets of symbols (graphic
notations) from the general
universe in the preparation of

a performance score (see pages
reproduced in these notes). This
work was first performed at
Galerie Haro Lauhus in Cologne,
Germany, on May 14, 1961,

Liner Notes

EMANUELE CARCANO

Variations for Double Bass, 1961
Double bass: Ben Patterson
Recorded at Galerie Parnass,
Wuppertal, Germany, June 9,1962
Duration: 11:22 minutes

Within days after the first
performance of Duo, | realized
that what interested me maost
about the waork was my tentative
experiments with “prepared
double-bass.” | immediately
began working on a set of
variations for double bass. And
then, unexpectedly, out of some
unknown place, something new
entered the process—humor!

I still remember the joy and
excitement of those next days,

as ideas fell into place. The piece
was finished within a week, and
the first performance took place
shortly thereafter, on June 8, 1961,
again at Galerie Haro Lauhus.

Paper Piece, 1960

Performers: Gabriele Bonomo,
Philip Corner, Walter Marchetti,
Davide Mosconi, Phoebe Neville
Direction: Ben Patterson
Recorded at Massive Arts, Milan,
Icaly, April 15, 1999

Duration: 17:05 minutes

This work cut the umbilical cord
to all of my previous classical

and contempaorary musical
training and experience. The
process had begun during my
first encounter with john Cage

at Mary Bauermeister’s Contre
Festival (May 1960 in Cologne).
Three months later. my reaction
to the first performance of
Stockhausen’s Kontakte made
the completion of this process an
urgent necessity. Paper Piece was
completed in September 1960
and received its first performance
at Galerie Haro Lauhus, Cologne,
on May 14, 1961. However,
despite my reasonably precise
instructions (see reproduced
score), beginning with the first
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Fluxus Festival concerts in 1962,
Paper Piece grew a life of its own,
It literally began enveloping and
involving entire audiences in a
wonderfully messy happening.
Now, nearly forty years later, this
studio recording returns to the
acoustic origins of this work.

Pand, 1962

Performers: Gabriele Bonomao,
Emanuele Carcano, Philip
Corner, Fabio Constanino, Walter
Marchetti, Davide Mosconi,
Phoebe Meville, and Elisabetta
Roncucci

Direction: Ben Patterson
Recorded at Massive Arts, Milan,
fealy, April 15, 1999

Duration: 5:24 minutes

Critics or historians searching
for autobiographical references
in my work should consider

the following: (1) As a "country
boy" in a rural area outside
Pittsburgh, listening to the
crickets, "caddidies,” and frogs
at a nearby pond was what |
considered "night life," and (2) |
did not decide whether to study
music or herpetology until the
last month before entering the
University of Michigan. Pond was
first performed at Nikolai Kirke,
Copenhagen. on November 26,
1962,

A Simple Opera (Lago di Como
versian), 1995

Perfarmers: Gabriele Bonomo,
Emanuele Carcane, Philip Corner,
Fabio Constantino, Walter
Marchetti, Davide Mosconi,
Phoebe Meville, and Elisabetta
Roncucci

Marrator: Ben Pattersan
Recorded at Massive Arts, Milan,
Iealy, April 15, 1999

Duration: 15:15 minutes

| have included this new work
for reasons that can be deduced

from the subtitle and the libretto.

Fluxus historians may recognize
similarities between this work
and a 19605 opera by Emmett
Williams. These similarities are
intended, as my first version

of this opera was an homage

to Emmett Williams on his
seventieth birthday.

370 Flies, 2003

For voice and electronics
Marrator: Ben Patterson
Produced by Emanuele Carcano
for Alga Marghen in Seprember
2003

Recording engineer: Sacha
Gattino

Recorded in Paris on May

4,5 and 7, 2003, with period
instruments and electronics
Duration: 15:17 minutes

The double bassist Ben Patterson
(b. 1934) thanks the double
bassist Sylvester Paumgartner
{1763-1841) for inspiring this
work.

Chamber music lovers and
double bass players will recognize
that the "loops” are derived from
the fourth movement of Franz
Schubert's string quintet D. 667,
the “Trout Quintet.” The list of
flies was compiled from several
lexicons and my own memory,

Confession: Although | have
successfully hished for trout

and salmon in waters from
Newfoundland to Patagonia, |
have always used “spinning”
equipment and lures—never
artificial flies. For too many
years | was duly inhibited and
intimidated by the mystique and
costs of this sport, which in my
youth was the exclusive preserve
of "Rich White Men Only” Thus,
maybe this is my paean to "get
even,”




A Fluxus Elegy, 2006

For voice and electronics
Marrator: Ben Patterson
Recorded in Wiesbaden,
Germany, 2006
Duration: 24:23 minutes

To introduce this wark, | must tell
you a story told to me in 1975
by Robert Mann, then the first
violinist for the Julliard String
Quarter. The story took place
around 1967-68, when the USA
and the USSR were conducting
a “cultural” Cold War to win
the "hearts and minds” of "third
world countries.” In this context
the LS. Department of State
sent performing arts ensembles
on tour throughout the world.
Thus, the Julliard String Quartet
was sent on a two-weelk tour to
Africa.

After concerts in major cities of
Ghana, Nigeria, Congo, etc, the
quartet discovered that the final
concert would be in a Bantu
tribal village .. . deep in the
"bush.” Arriving at the village, they

found their suspicions confirmed:

the serting was worthy of a 1930s
ethnological documentary Rlm.
Of course, the first question the
quarter asked themselves was
“What do we have to play for this
audience?” Finally they decided
to perform those works for
which they enjoyed worldwide
acclaim, 50, sitting in the open in
frant of the chieftain's hut, under
an African moon and encircled
by several hundred villagers, the
Julliard String Quartet performed
Beethoven's three "Rasumovsky
Quartets,” opus 59.

According to Robert Mann, this
extraordinary circumstance
inspired the quartet to present
its "best-ever” performance.
Each member of the quartet

felt that they had achieved truly
transcendental interpretations of

these works. Greatly disturbing
for the quartet members,
however, was the complete
lack of audience reaction—no
applause, no tapping of feet,
neo presentation of Aowers or
anything to suggest that they
appreciated this extraordinary
concert! The villagers simply
stood up with saddened faces,
milled around silently, and finally
sat down to begin the festive
meal ending this event,

Seated next to the chieftain, and
after some polite conversation
and having consumed an
appropriate amount of food
and drink, Robert Mann dared
to ask the chieftain about this
public relations disaster. He
explained that the quartet
members thought that they had
just presented their "best-ever”
performance and that they
were surprised that the villagers
apparently did not appreciate
their effort. The chieftain—
gazing into the distance, not
wishing to present bad news eye
to eye—replied: “My people feel
great sympathy for you. They see
that you are already so old, and
they feel sad that you have not
yet found your tone.”

Postscript

To understand this reply by

the chieftain, it is necessary to
understand a few basic principles
of the polyphonic music of the
Bantu tribes of West and Central
Africa:

First principle: the practice of
interlocking individual pitches or
tones performed by one person
into spaces between other
pitches and tones performed by
another person, thus alternating
pitches or tones of one part with
those of another part to create
awhale,

So how did | make this music
based on this information?
Actually it was quite simple. ..
as simple as Ravel's Bolero. The
initials (family and given names)
of artists listed in Fluxus, the Most
Radical and Experimental Art
Movement of the Sixties (Harry
Ruhg, 1976) were encoded

in basic international Morse
code ("dots and dashes”). The
“dots and dashes” were then
“performed” on a Yamaha DJX
keyboard (voice pattern setting),
connected to a Digitech JamMan
Looper (overdub setting),
connected to a Euroack MX
602A mixer. Finally, the output
was recorded with a Sony stereo
cassetre recorder TCS-430 on
Sony magnetic tape Type |,
normal bias, 120 gs EQ.

Second principle: the use of
cyclical and open-ended forms
involving one or more ostinato
melodic/rhythmic patterns as a
foundation.

Third principle: community
participation—nonspecialists
are encouraged to join in long
performances with much
repetition.

Fourth principle: rhythmic
complexity with juxtaposition
of double and triple patterns,
multiple layers of different
patterns, and interruption
between a core foundation and
improvised parts.

However, the most important
principle of the music of these
Bantu tribes is the family
“ownership” of a specific "tone.”’
In the musical culture of these
tribes, each ancestral family
“owns” and is responsible for one
or more specific "tones,” which
must be sounded at specific
points, sequencing with many
ather specific “tones,” owned
by other families, to create a
seamless melody. Traditionally,
these "family tones" and their
specific places in a melodic line
are passed down orally from
father to son and mather to
daughter. Thus, it is of primal
importance to the survival of
musical culture of the tribe
that each member of the tribe
masters his family's unique “rone”
... and knows exactly when and
where to perform it. In short, it is
this "musical glue” that regulates
the relationships, sustaining the
social life of the tribe.

Now we understand the "sadness
of this village audience. The
fingers of these distinguished
American musicians are running
up and down the fingerboards

of their instruments, grasping at
hundreds of “tones” . . . still trying
to find "their tone.”
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