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BRING HAMMER AND NAILS. 

It's coming! Like it or not, the 50th 

anniversary of Fluxus will be celebrated. 

And it is my hope that these celebra

tions will be the final ,,nails in the coffin" 

of ,,institutional Fluxus"! 

Poor Fluxus, ... its very success 

sowed the seeds for its degeneration. 

What began as a radically experimen

tal, free-wheeling, undefinable and 

un-named mix - an open exploratory 

spirit, rather than a defined genre 

of marketable goods - has become the 

victim of vested interests, jealousies 

and dogmatic ,, turf wars" about ,,what 

is" and ,,who owns" the REAL definition 

of Fluxus. And only with a REAL defi

nition can Fluxus be neatly catalogued, 

exhibited in a museum, capsulized in 

a chapter of art history and/ or assigned 

values (cultural or monetary) ... in other 

words, ,,be institutionalized". 

I believe it was Emmett Williams, 

who once said: ,,If you can define it, it 

ain't Fluxus!" 

And ironically, it was ,,Chairman 

George" who first tried to define and 

control this wild river, called Fluxus, 

with his purges and excommunications 

in the mid-1960s. 

So, what is my problem with a 

REAL definition of Fluxus? Simply, the 

act of defining already set limits on 

any quest of exploration or experimen

tation ... quests that have been the 

life-blood of Fluxus - past, present and 

future. It stiffles experimentation with 

invisible threats of exclusion. Explo

rations leading in new directions might 

not pass an ,,institutionally defined" 

test of what is or is not Fluxus. In the 

end ,,institutionalized Fluxus" leads 

directly to ,,fossilized Fluxus". 

So, let us celebrate this endan

gered creature, called Fluxus, by ham

mering in the final nails, closing the 

chapter on definitions and opening/ 

fluxing our minds to those new terri

tories still waiting to be explored. The 

spirit of Fluxus existed long before 

G.M. and 1962. Now, it is our duty to 

get out of the way and let this lively 

spirit go about its business for a few 

more eons. 

Ben Patterson 

September 5, 2011 

Wiesbaden 
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PREFACE 

"Die lrren sind los" ('The lunatics are on the loose') - this was the com

ment a spectator scratched into a poster advertising the first major 

festival to be called "Fluxus", the Fluxus - Internationale Festspiele 

Neuester Musik in Wiesbaden in September 1962. This year (2012) 

marks fifty years since an international band of young artists made itself 

known to the world by having their heads shaved on stage, "working 

with butter and eggs for a while", disassembling a grand piano, blowing 

up lettuce and screaming. Their actions created a storm of outrage 

among their audiences and the international media, leading to head

lines like "They hang up cabbage and say it's art", "'Newest Music' in 

Madhouse-Style" and "Can Nobody Stop Happenings?" Today, although 

half a century of Fluxus history has passed, there are still many aspects 

that await thorough study and publication. Extensive research has 

indeed been done on Fluxus in different geographical regions, but little 

exchange has taken place between the researchers and curators. Thus, 

the idea for a project that looks at the complexity of Fluxus activities 

throughout Europe was developed. Initial plans date back to 2009 and 

were first developed in discussions between Henar Riviere Rios and my

self. Elisabeth Del in Hansen, Peter van der Meijden, Caroline Ugelstad, 

Heike Roms and temporarily Bertrand Clavez joined this small network 

shortly afterwards and the project slowly gained its shape. 

The exhibition and publication have only been possible with the 

help and support of numerous individuals and institutions and I am 

deeply indebted to those who helped generously, including friends and 

family. To begin with, I would like to thank the artists for creating ac

tions and work that have inspired our research and motivated our activi

ties. Without their ideas, their audacity to outrage, destroy, confuse 

and inspire this project would not have been possible. I would also 

like to cordially thank my colleagues Caroline, Elisabeth, Heike, Henar 

and Peter for being untiring contributors to a project that made many 

demands on their time and exhausted their generosity without compen

sation beyond fostering the evident dedication they hold to Fluxus and 



its study. Also the knowledgeable contributions by Myriam Kroll and 

Susanne Rennert are greatly appreciated for helping to expand the 

breadth of this publication. Many thanks to the persons that helped to 

make the project visible, especially to our cooperation partners at the 

Fachhochschule Potsdam, Matthias Krohn and Manja Hellpap for taking 

on the project as a subject for seminars of interface design and typo

graphy. Their efforts resulted in the development of the exhibition design 

by Christina Serowski and an iPad application by Judith Hecktor and 

Jula Lakritz, giving visual shape to a database of the European Fluxus 

activities, as well as Sabine Hoffmann's catalogue design. For providing 

the project with a public face, I am greatly indebted to Lars Wohlnick 

for his poster design. Thanks also to Ralf Stegmann, for supporting the 

project with the database that now makes it possible to research the 

European Fluxus activities in a new interactive way and for taking over 

the programming of the application with his colleagues when solutions 

were at a loss. It was a great pleasure to work with the project team and 

I am much obliged to Franziska Arsand, Vanja Sisek, Jennifer Burkard, 

Lian van Doorn, Eva Grosser, Marlies Rothe and Jesse Stegmann for their 

professional contributions. For her untiring work to improve the deficiency 

in our English writing and dedicated editing of this publication, I am 

very grateful to Cassandra Edlefsen Lasch. Without our funders, the 

Hauptstadtkulturfonds in Berlin and supporters, the Danish Arts Council, 

the Spanish Embassy and the Royal Norwegian Embassy in Berlin, the 

exhibition and publication would not have been possible. Many notes of 

gratitude are extended to our first hosting venue, the Akademie der 

Ki.inste in Berlin, which with Caroline Rehberg and Johannes Odenthal 

was a very flexible cooperation partner. Our grateful thanks goes out 

to the eyewitnesses, photographers and archives that made material 

accessible and were considerate of our modest possibilities. 

I hope that we can continue keeping the flow of interest in Fluxus 

alive and that this publication is much more a point of departure than 

a finished presentation. For each of us it would be exciting to uncover still 

more of the missing details in the great puzzle of European Fluxus activities. 

Petra Stegmann 
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EUROPEAN FLUXUS FESTIVALS 1962-1977 

The performance activities of Fluxus, an international artist network, 

began to spread all over Europe from 1962 onwards. The Fluxus artists 

travelled to and met in various cities, organising festivals, concerts and 

shows in established cultural venues such as theatres, museums and 

galleries as well as in less likely settings or even outdoors. In this way, the 

network extended rapidly, winning new allies while excluding some and 

being left by others. The nature of Fluxus compositions made it possible 

for them to be performed by individuals or groups outside Fluxus and 

even by people who had never been in direct contact with the network. 

With this publication, the first comparative overview and thus 

a history of Fluxus performance activities taking place in Europe in the 

1960s and 1970s is brought forward. 

Given the quantity and variety of the activities in question and 

the diverse constellations in which they came about, this project is the 

result of a collaborative effort between international Fluxus scholars 

and curators specialised in different local manifestations of Fluxus. 

Before providing general information on Fluxus in those European 

countries where it was present it may be important to add some gen

eral remarks on the choices we have made regarding the project's 

framework: the chosen timeframe, the selection criteria that have been 

applied and the Fesulting lacunas, as well as the basic approach that 

was followed. 

CHRONOLOGY - WHY 1962 TO 1977? 

The year 1962 is an undisputed date marking the starting point of Fluxus 

activities in Europe. Crucial events like the Fluxus - Internationale 

Festspiele Neuester Musik (Wiesbaden, September 1962), the Festival 

of Misfits (London, October 1962) and the comprehensive Fluxus festi

vals in Copenhagen (November 1962) and Paris (December 1962) took 

place that year, featuring the term "Fluxus" for the first time. The end 

date, 1977, on the other hand, is considerably more debatable. For this 

project, however, 1977 serves as an ending point. On one hand, it was 



an important year in the history of Fluxus, since Polish artists organ

ised an extensive Fluxus event in Poznan, while the previous year had 

seen a final performance of a number of early Fluxus artists during 

the Flux-Cembalo-Abend in the Akademie der Kunste in Berlin. On the 

other hand, the activities chronologically next in line celebrated 

the 20th anniversary of Fluxus in Wiesbaden, and these events of 1982 

already harboured a distinctly retrospective character. 

It is evident to us that this volume does not exhaust the subject 

it raises and that many other activities that took place between 1962 

until 1977 could have been presented within the scope of the project. 

However, for this first comparative overview of the European Fluxus 

performances we chose to present a selection of thirty-two festivals, 

concerts and shows that were significant either for the development of 

Fluxus as a whole or for the development and understanding of Fluxus 

locally. We hope that our work can be expanded in the future to include 

missing or insufficiently documented events. 

Each entry of this catalogue corresponds to one Fluxus festival 

and is indexed in chronological order. In this introductory text, however, 

we have chosen a more geographical approach in which the presence 

of Fluxus in the different European countries is in the focus. 

GERMANY 

The first public presentation of the international artist network, Fluxus, 

took place in West Germany during September 1962. Thanks to his 

contacts to the local avant-garde scene, the Fluxus impresario George 

Maciunas, who had recently arrived from the U.S., was able to or

ganise the Fluxus - Internationale Festspiele Neuester Musik in the 

Stadtisches Museum in Wiesbaden. This 'Festival of the Newest Music' 

brought together an international cadre of artists including Dick 

Higgins, Alison Knowles, George Maciunas himself, Nam June Paik, 

Benjamin Patterson, Wolf Vostell and Emmett Williams. Together, they 

generated a corpus of experimental works, which went beyond not 

only the realm of new music, but also beyond concrete poetry and action 

painting, converging in the new, open field of action and performance 

art. In this way, Fluxus adopted its first, ever-changing configuration 
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as a forum of action music, poetry and art and the Wiesbaden festival 

became a landmark in the history of experimental art. 

Just as every historical landmark, this too had its precedents. 

Two of them took place in Germany as well, in June 1962: the first was 

a concert held in Wuppertal (Kleines Sommerfest: Apres John Cage, 

Galerie Parnass) and the second was a show presented in Dusseldorf 

(Neo-Dada in der Musik, Kammerspiele Dusseldorf). The organisation 

of both evenings was the result of a merging of the promotional plans 

George Maciunas had brought with him from the U.S. and the avant

garde scene he entered in West Germany. Moreover, the show at the 

Dusseldorf theatre was also the direct trigger for the last festival 

Maciunas would organise in West Germany during the early Fluxus 

years: the Festum Fluxorum Fluxus held at the Staatliche Kunstaka

demie in Dusseldorf in Feburary 1963. Arranged at the initiative of the 

German artist Joseph Beuys, the Festum Fluxorum Fluxus represented 

a turning point in the latter's career, offering Beuys the platform for 

his very first performance. In 1964 another Fluxus manifestation took 

place in West Germany, this time without the involvement of George 

Maciunas. The Festival der Neuen Kunst ('Festival of New Art'), organised 

by Valdis Abolins and Tomas Schmit, was held at the Technische Hoch

schule Aachen on 20 July and caused a major scandal. 

NETHERLANDS 

The Dutch incarnation of Fluxus clearly bears the stamp of its main 

exponents, Willem de Ridder and Wim T. Schippers, and the two artists' 

collaborative projects during the years 1963-1966. Willem de Ridder 

made audience participation his trademark. Pieces such as LAUGHING 

1963, in which a number of performers stare into the auditorium wearing 

laughing masks, reduce the substance of the work to a minimum and rely 

on the audience to "make" the work. Wim T. Schippers was known for his 

A-dynamic Works, pieces that explore the boring, uncool and ridiculous 

aspects of modern culture. For example, his Economic Concerto, "a small 

to medium-sized explosion", relies for its effect on the double meaning 

of the word "economic" ("economy of means" and "the generation of 

value") and the image of the modern businessman, always short on time. 



Together, de Ridder and Schippers founded the fictitious Association for 

Scientific Research in New Methods of Recreation, or AFSRINMOR

lnternational, as an umbrella organisation for all their activities, includ

ing Fluxus. Thus, Fluxus came to feature side by side with the Society for 

Exhibition Organising, the Institute for Advanced Study, the Research 

Center for Administrative Systems and many other organisations, a move 

that led to flights of fantasy, but cast doubt on the reality of Fluxus as well. 

GREAT BRITAIN 

In Britain, Fluxus followed its own unique path. The first Fluxus-related 

event to occur in the U.K. took place as early as October 1962, only four 

weeks after the "official launch" of Fluxus in Wiesbaden. The Festival 

of Misfits (Gallery One and Institute of Contemporary Arts, London) is 

usually counted among the major stops in that remarkable first wave 

of Fluxus events that criss-crossed Northern and Western Europe over 

the span of a mere few months - but the London event was also unique 

among them. Unlike the other early Fluxus gatherings, the Festival of 

Misfits was not primarily concert-based but featured an exhibition of 

durational, interactive installation work to which a concert was added. 

The Festival of Misfits's "misfit" with the usual format of a Fluxus-event 

set the tone for what was to follow. For whilst in its wake a number of 

Fluxus-affiliated events took place in Britain over the next decade, it is 

noticeable that many of them sit a little awkwardly in the overall 

history of Fluxus. The seminal Destruction in Art Symposium in 1966 

featured a number of Fluxus artists, but in its artistic, political and 

philosophical interest in destruction, it went beyond Fluxus. American 

George Brecht and Canadian Robin Page, both Fluxus-affiliates, lived 

and taught in Leeds for a while, but no Britain-born artist was ever part 

of the core Fluxus group. English artist Brian Lane's staging of Fluxus 

concerts in the late 1960s were undertaken without the direct involvement 

of any of the known Fluxus artists. The touring Fluxshoe exhibition of 

1972/1973 featured the work of over one hundred artists, the majority 

of whom - even if sympathetic to its spirit - were not in any way allied 

to Fluxus. Thus, the history of Fluxus in the U.K., however rich and influ

ential, has always been a sort of "Festival of Misfits". 
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DENMARK 

Denmark was introduced to Fluxus with a bang. In November 1962, Co

penhagen played host for an extremely well-attended and controversial 

six-day-long Festum Fluxorum. After the festival, the international Fluxus 

train moved on, but as was the case in most cities and countries, Fluxus 

left behind a local presence as well. Arthur K111pcke, born in Hamburg but 

a resident of Copenhagen since 1957, had helped to organise the festival 

in November 1962, and during the festival itself, Danish composer Eric 

Andersen caught the public eye as a born Fluxus performer. The two of 

them were involved in the organisation of dozens of other concerts and 

festivals until the end of the 1960s. From 1962 until 1966 alone, between 

25 and 30 events took place, only five of which are discussed in this cata

logue. Some were solo performances, others were group performances. 

Some resembled traditional concerts, others were semi-improvised and 

went unannounced. The names that feature most prominently are those 

of K111pcke and Andersen, but sometimes, especially in the early years, 

other artists and groups were involved as well. Self-proclaimed "anti

composer" Henning Christiansen should be mentioned in this context. 

However, despite the many different guises in which Fluxus manifested 

itself in Denmark, a certain form of continuity is visible as a result of the 

logic behind K111pcke's and Andersen's works. Their tendency to involve 

the spectators directly and individually in the action witnessed a radical 

break with the traditional division between stage and auditorium and 

fostered a preference for performing among the audience. 

FRANCE 

The first Fluxus performances in France took place in Paris as early as 

July 1962 with Benjamin Patterson's and Robert Filliou's Sneak Preview. 

Their street actions throughout the city and at the Galerie Girardon 

offered an introduction to the Festum Fluxorum of December 1962 -

which would become a "very poetic fiasco" as they had to perform it in 

front of an almost empty auditorium. A second Fluxus pole developed 

in Nice around Ben Vautier, who organised together with George 

Maciunas the Fluxus Festival d'Art Total (et du Comportement) in 

July 1963 and remained very active in the following years. The arrival 



of George Brecht and Robert Filliou in Villefranche-sur-Mer in 1965 

confirmed the importance of the French Riviera for Fluxus. Due to the 

lack of a French contributor, the French Fluxus activities must remain 

considerably abridged in this publication. 

SWEDEN 

Shortly after the Fluxus festivals in Copenhagen and Dusseldorf, three 

evenings of Fluxus actions took place in Stockholm in March 1963. Late 

February, Dick Higgins and Alison Knowles found themselves in a cold, 

winter Stockholm. George Maciunas, who was hospitalised in Wiesbaden 

at the time, had plans to join them, his health, however, would have 

it otherwise. Back in Sweden, Higgins and Knowles were left with, in 

Maciunas's eyes, a potential risk of presenting a "watered down version" 

of Fluxus. His concerns about the Stockholm affair were serious, and 

first and foremost due to economical reasons, but also the short time for 

planning and organising worried him. Written material and reports from 

the concert show that Higgins was careful to use the 
11

pre-Fluxus
11 

name, 

dropping the word "festival" completely, to pave the way for Maciunas 

to come back at a later point in time and realise a later Fluxus festival. 

The pre-Fluxus was organised in close collaboration with Bengt af 

Klintberg. The final list of participants included Higgins, Knowles, 

Klintberg and Staffon Olzon as well as the experimental poet and per

formance artist, Carl Fredrik Reutersward, appearing under the elegant 

pseudonym of Charles Lavendel. 

NORWAY 

Oslo in late March 1963 - people were gathered to experience an 

informal concert, primarily spread through rumour and word of mouth. 

This event has since passed into history as one of the legendary Fluxus 

concerts held in Europe in the 1960s and 1970s and is an interesting 

example of the amateurship that Fluxus was also open to incorporating. 

Oslo was not a given place for experimental activities like Fluxus at 

the beginning of the 1960s. Introduced to a conservative student milieu 

in Oslo at the time, the live response ranged from laughter to anger, 

reaching a climax when the score Concert for Two Heads of Lettuce 

12 



13 

(1963) was performed - blowing up two lettuce heads into the air. 

Fluxus was first presented in Oslo some weeks after the pre-Fluxus 

in Stockholm. Bengt af Klintberg, who had been closely involved in 

the Stockholm event, organised the concert together with the Swedish 

pioneer in experimental text/ sound compositions, Sten Hanson. 

SPAIN 

Zaj, an open group of action music active in Spain, was founded in 

Madrid in the summer of 1964. However, its two driving figures, the Ital

ian and Spanish composers Walter Marchetti and Juan Hidalgo, were 

already known to George Maciunas in 1962 when he invited them to 

submit scores for inclusion in the first Fluxus festival, the Fluxus - Inter

nationale Festspiele Neuester Musik held in Wiesbaden. Although there 

are no traces of the actual performance of Hidalgo's and Marchetti's 

pieces during the festival, this early contact bears witness to an artistic 

affinity that would persist throughout the years, leading to different 

and varied collaborations between Fluxus and Zaj artists both in the 

fields of publishing and action art. As for the latter field, which forms 

the focus of this catalogue, there were four concerts where a Zaj-Fluxus 

symbiosis took place, all four held in 1966. The first of them consisted 

in the presentation of a complete programme of Fluxus works by Zaj 

at the Escuela Tecnica Superior de Arquitectura in Madrid on 29 May, 

an event the Spanish group organised as a response to a delivery from 

George Maciunas containing numerous Fluxus scores and publications. 

The second and third evenings were Fluxus-Concert and Zaj-Concert, 

both hosted by Galerie Block at Wolf Vostell's initiative and held at the 

Forum-Theater in Berlin in October. On occasion of the Fluxus-Concert, 

the Zaj artists Juan Hidalgo and Tomas Marco would perform together 

with Dick Higgins and Alison Knowles, an experience they would repeat 

shortly afterwards in Madrid. There, the fourth Fluxus-Zaj concert was 

celebrated under the name of Events y New Music, again at the Escuela 

Tecnica Superior de Arquitectura on 12 November. This evening, 

hosted by Zaj, offered a programme of Fluxus pieces put together by 

Knowles and Higgins and performed by both American artists along 

with Hidalgo, Marchetti and Marco. 



LITHUANIA 

Fluxus came to Vilnius through the personal contact between Lithua

nian-born George Maciunas and Vytautas Landsbergis, who worked as 

a musicologist and later on became a seminal figure in the liberation 

movement being the first head of State of Lithuania in 1990. Correspond

ence and exchange of works between Maciunas and Landsbergis 

led to small presentations of Fluxus concepts and a concert organised 

by Landsbergis with his students, an event that would become an 

important element for the interest in Fluxus in Lithuania. 

CZECHOSLOVAKIA 

In October 1966 one of Maciunas's dreams came true and a Fluxus 

festival was organised behind the so-called Iron Curtain with the 

participation of at least one still "official" Fluxus member, the French 

artist Ben Vautier. Vautier travelled together with Serge Oldenbourg 

and in Prague met with Jeff Berner, Dick Higgins and Alison Knowles 

and the "Director Fluxus East", Milan Knlzak, who had been in touch 

with the Fluxus network since 1965 as a result of Jindrich Chalupeckf s 

intermediation. The concert in Prague was the only East European 

concert of the 1960s that was organised in the tradition of the festivals 

being held in various West European cities since the summer of 1962. 

It had been preceded by a three-day event with Eric Andersen, Arthur 

Kepcke and Tomas Schmit in April 1966 which - due to its complete 

negation of the classical stage situation - had caused considerable 

irritation to the public and the press. 

HUNGARY 

Knowledge about Fluxus reached artists in Hungary through Wolf 

Vostell and JUrgen Becker's book Happenings. Fluxus, Pop Art, Nouveau 

Realisme. Eine Dokumentation (1965) that Gabor Altorjay and Tamas 

St.Turbo (Sentj6by) came across and which served as the basis for 

initial plans in 1966/1967 for a Fluxus concert, which never took place. 

Finally, in 1969 St.Turbo organised a Fluxconcert, without any contact 

to the Fluxus network, simply making use of a collection of Fluxus 

scores. In the course of events the concert was banned by the cultural 
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centre's director, ending the performances soon after the intermission. 

Another concert that was planned by St.Turbo in 1973 was banned before 

it could even start {and was only made afresh twenty years later in 1993). 

POLAND 

Although contact between Fluxus artists and the Polish new music scene 

had been intense already in the early 1960s - when Maciunas was in 

contact with Jozef Patkowski, head of the Studio eksperymentalne of 

Polish Radio, and Krzysztof Penderecki - the first "official" Fluxus pres

entation took place only much later. In autumn 1977 the artist Jaroslaw 

Kozlowski arranged a four-day festival in Poznan at the Galeria 

Akumulatory 2. The programme was instructed by Maciunas, but per

formed by local artists. This festival - the last in the series of events 

covered in this publication - was followed by a large number of perform

ances and exhibitions by individual Fluxus artists travelling to Poland. 

It is evident that this compilation can be neither complete nor 

perfect. Due to lack of contributing authors, research on some coun

tries - like France and Italy - is underrepresented. Additionally, not 

all of the existing photographic material could be published, partly 

because of unclear legalities, partly because of inaccessibility, or 

because of fees exceeding this project's budget. The scores that are 

the basis for the performances are included in the database that 

accompanies the exhibition and the publication, but, because of space 

restrictions, they could not be reproduced here. Thus, the book, to

gether with the exhibition and the database can be considered a work 

in progress. All authors of this project are thankful for hints leading 

to further documentation, eyewitness accounts and alerts to corrections 

that should be made. Please direct any such leads to: info@european

Auxusfestivals.eu. For any errors that may have evolved in the complex 

chronology of events, we ask for understanding and look forward to 

future opportunities to correct and amend the growing body of know

ledge pertaining to the early Fluxus years. 

Peter van der Meijden, Henar Riviere Rios, Heike Roms, 

Petra Stegmann, Caroline Ugelstad 
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KLEINES SOMMERFEST: APRES JOHN CAGE 

17 WUPPERTAL, 9 JUNE 1962 

Henar Riviere Rios 

In the beginning of the year 1962, architect Rolf Jahrling asked Nam 

June Paik to hold a concert in Jahrling's Galerie Parnass in Wuppertal.
1 

The gallery space was conceived as a "germ cell of rebellion" aiming 

at the renaissance of modern art in Germany after World War 11. 2 The 

activities of South Korean composer Paik, already known as "l'enfant 

terrible" of the experimental music and art scene of the Rhineland, 

certainly seemed to match these aims.3 However, Paik was immersed at 

the time in his research on electronics that would soon turn him into 

the pioneer of Video Art, and thus considered his time inadequate to 

prepare a musical evening alone. Instead, he offered the gallery owner 

an alternative: George Maciunas and Ben Patterson could put together 

a programme for him. 4 The Lithuanian-born Maciunas, recently arrived 

from New York, was introduced to Jahrling as an "amazing American" 

and editor-in-chief of a magazine of new arts called Fluxus. 5 Patterson, 

an American composer and double bass player living at that time in 

Paris, had been active in Rhineland's experimental scene since 1960. 6 

Jahrling received Paik's suggestion positively and, consequently, a 

"small thing in the small town of Wuppertal" was organised. The evening 

would come to be known as "the first Fluxus Manifestation in the world",7 

although it would not bear the name "Fluxus" just yet. 

Rolf Jahrling's plan was to host the concert on the occasion of 

the opening of the gallery's summer group exhibition of painting and 

sculpture. For the evening, he chose the gentle format of a Kleines 

Sommerfest ('Little Summer Festival'), a strategy he had already used 

as a means of smoothing the way for a favourable public reception of 

previous shows.8 Within this framework, the actual concert was named 

with the more precise and descriptive title Apres John Cage according 

to George Maciunas's programmatic intentions. In preparation, the 

"amazing American", Patterson and Paik agreed upon a roughly forty 

minute long programme. The three travelled to Wuppertal for the fixed 



date, Maciunas coming from Wiesbaden at his own expense and 

Patterson from Paris at Jahrling's, carrying with him his valuable double 

bass. 9 Paik, on his part, brought along with him a few other colleagues 

to the soiree.10 

To start the festive opening of his summer exhibition, Jahrling 

introduced first the painters and sculptors whose works were exhibited in 

the various rooms and within the garden of his villa, an art nouveau 

style building that housed his gallery on the outskirts of Wuppertal. 11 

The guests, who had been personally invited, congregated around 

him sitting in chairs or crowding at the doorjambs and on the stairway, 

their laughs and applause celebrating his friendly speech.12 When he 

finally came to announce the concert Apres John Cage, his hesitations 

gradually increased to the amusement of the audience: the musi

cians would perform pieces that would go beyond the work of the most 

important contemporary composer, named John Cage - seeking Paik's 

approval, he asked whether he had expressed it all right. He was not 

sure about how to pronounce the name of Maciunas, nor did he know 

if it were possible to subscribe to Maciunas's magazine Fluxus, which 

was intended for publication in the near future. 13 This magazine was 

initially planned as a series of editions which, as the attendees could 

see in the brochures they had been given, was of international scope, 

reaching from the U.S. and Europe to Japan and Russia, and dedi

cated to a broad range of artistic practices and concepts, as well as 

to philosophy: "anti-art, concept art, automatism, bruitism, brutal

ism, dada(ism), indeterminacy, concretism, lettrism, nihilism; theater, 

prose, poetry, happenings, philosophy, plastic arts, music, cinema, 

dance". As if encouraging the readers to Aow freely from one of these 

categories to another, the polysemic origin of the series's title was 

illustrated in the brochure through the different dictionary meanings 

of the word "Aux" .14 

Jahrling's talk continued after renewed applause, going now 

through the programme of the evening, which had been modified after 

being printed on the invitation leaAets. The gallery owner imparted 

to his audience the changes that he and the Fluxus editor-in-chief had 

jotted down on one of the copies. Initially scheduled as a concert of 

18 
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compositions by Benjamin Patterson and Maciunas himself, three new 

works by American composers Terry Riley, Dick Higgins and Jed Curtis 

would be added. Additionally, the two pieces by Patterson would alter 

their order and Maciunas's "Lippen Musik" ('Lips Music') would change 

its name to Homage to Adriano Olivetti.15 Such spontaneity in the 

organisation might be ascribed to the fact that this was the first event 

arranged in Europe under Maciunas's supervision, but, in actuality, 

it was to become a characteristic mark of most of the following events. 

The concert Apres John Cage opened with the reading of George 

Maciunas's paradigmatic text "Neo-Dada in Music, Theater, Poetry, 

Art". German theatre-director Carlheinz Caspari (also known as Arthus 

C. Caspari) declaimed it in its German version 'Neo-Dada in den 

Vereinigten Staaten', his words emphasised by a large chart being 

unfolded in the background by Nam June Paik.16 The listeners were thus 

lectured for ten minutes on the theoretical foundations that supported 

the experimental artistic practices they were about to witness. The neo

dadaist developments, explained Maciunas's writing, ranged "from 

'time' arts to 'space' arts", encompassing virtually all artistic forms of 

expression and blurring the boundaries among them. On top of that, 

the developments were linked to the concept of concretism in its different 

degrees. This latter notion implied the rejection of the abstractionism 

and artificiality of, for example, "a note sounded on a piano keyboard 

or a bel-canto voice", in favour of concrete sounds "for instance, 

produced by striking the same piano itself with a hammer or kicking its 

underside". Within the concretist spectrum, "the furthest step" that 

reached even beyond the "method concretism" of "indeterminacy 

systems", was "a kind of art-nihilism" or "anti-art", which sought to 

"approach closer affinity with concrete reality", breaking "the artificial 

separation of a performer from the audience, or creator and spectator, 

or life and art" .17 Once Caspari' s reading concluded, the actual concert 

pieces began, staging varied levels of concretism that would illustrate 

Maciunas's ideas. 

Benjamin Patterson took a few seconds to tune the double bass 

and then began his Duo - 1961 for Voice and a String Instrument (1961) 

accompanied by American baritone William Pearson. The graphic score 



of this composition was written along the lines of new music, especially 

influenced by John Cage's principle of Indeterminacy. Patterson's 

score consists of different visual signs suggesting sounds and actions 

for voice and mouth, as well as for a "prepared" string instrument.18 

Bartok pizzicatos, nail pizzicatos and harmonics among other sounds 

on the prepared contrabass would merge with various kinds of mouth

produced noises: blowing and sucking, tongue fluttering and slapping, 

throat inhaling and exhaling.19 On that summer evening in the Galerie 

Parnass, the singer also interspersed, among those sounds, a broad 

range and wide amplitude of vocals in an occasionally syllabic and 

meaningless chant (fig. 1). 

The audience that had mainly remained silent during the 

approximately nine minutes of the performance, received the piece 

with cordial applause and prepared itself for another in the same 

vein. However, the following VARIATIONS FOR DOUBLE-BASS 

(1961) would offer them something considerably different. For a further 

nine minutes, Patterson alone played his contrabass with a red feather 

duster (fig. 4), woodworking clamps, colourful plastic butterflies and 

eatables, among other quotidian materials hitherto classed as extra

musical (figs. 2-6). Rapidly developing the idea of the prepared string 

instrument of the previous piece, the composer entered in this way a 

new field, where not just the distorted sounds of the double bass, but 

especially the nature and variety of the manipulations that produced 

them came to the foreground. In Patterson's score, such manipula

tions or Variations consisted of seventeen brief numbers written mainly 

as text instructions featuring little musical notation. Going from the 

ironic performance of "quasi-webern sounds" (sic), 20 they extended, for 

instance, to the use of the contrabass f-hole as a mailbox drop for post

cards (fig. 6). Actions like this imply a treatment of the instrument that 

deprives it of its cultural aura, downgrading it to the rank of common 

object. Others went further to the limit of aggression: the performer 

balanced his expensive contrabass upside down on its scroll on the 

stairs of the villa (fig. 2) and "agitated" its strings with a newspaper 

holder filled with different sorts of paper (fig. 3). 21 All of this took 

place in a light and humorous manner, giving rise to the crescent hilar-

20 



21 

ity of the spectators, whose laughter, hand clapping and "bravos" also 

played a part in the rendition throughout which just a few tones were 

to be heard. Instead, several squeaks, creaks, knocks with knuckles on 

the contrabass and the lengthy whistling of a balloon deflating through 

a whistle, expanded sporadically through the room. Dense, the silence 

was filled by the visual stimuli of the executed actions and employed 

tools: gold-face paper, a hammer, a Japanese hand fan, etc. 22 

Subsequent to Patterson's performance, Caspari announced the 

premiere of Maciunas's Homage to Adriano Olivetti {later retitled again 

as IN MEMORIAM TO ADRIANO OLIVETTI, 1962), for which "any 

used tape from an Olivetti adding machine may be used as a score". 23 

The version staged at Parness was a "chorale" of smacking lips and 

tongues, different kinds of lip-farts, blowing noises, pig-like sounds and 

wet nose sniffs, interpreted by Maciunas himself together with Patterson, 

Caspari, Paik and one of the friends Paik had brought along with him 

that evening, Tomas Schmit. 24 This piece, much shorter than Patterson's, 

lasted for scarcely two minutes and openly amused the audience. 

Murmurs, titters, a faint rustling of what was perhaps crumpled 

paper followed - it was Terry Riley's EARPIECE (1960), which was, 

as Jahrling had announced in his opening speech, performed by the 

guests themselves. The audience members had been provided with 

copies of the score, where the following instructions were to be read: 

"the performer takes any object(s) such as a piece of paper cardboard 

plastic etc and places it on his ear(s) he then produces the sound by 

rubbing scratching tapping or tearing it or simply dragging it across 

his ear he also may just hold it there it may be played in counterpoint 

with any other piece or sound source [ ... ] the duration of the perform

ance is up to the performer ... " (sic). 25 

Applause, a shush, a sudden yell and laughter with renewed 

applause traced Dick Higgins's Constellation No. 2 (1959). The rendition 

did not take more than a minute on this particular occasion. The text 

instructions for this piece indeed left the door open to variable durations, 

as well as to diverse kinds and quantities of sounds. Both by choice 

and by chance (rolling of dice), these variables were to be determined 

by the performers themselves. One performer had to act as the 



"leader", moving his arms "through a complete clockwise circle", 

so that they could be read together as if they were the second hand 

of a watch. 26 

Last came the grand finale of the evening. At the very moment 

when Jed Curtis began performing his Tribut [an groflten lebenden 

Komponisten in Deutschland] (1962), not even his colleagues knew 

what he was about to do. He had prepared himself for the occasion by 

buying in a low-cost supermarket two hundred pieces of the cheapest 

candies he could find, blue plastic conical goblets approximately two 

centimetres tall, filled with chocolate and supplied with an attached 

little spoon that could be broken off to eat the filling. He had put all 

the candies in a paper bag and also brought with him a music stand, 

which he had placed in the performance area. Then, the action started: 

"I was at the entrance of the house, which is quite a distance away, 

I don't know, ten meters, twenty meters, something, and I walked along 

the house, through the kitchen, through the [drawing] room, like a Noh 

priest, a Noh performer, very, very slow, and I had the sack in my hand, 

and I had no emotion on my face, nothing, and the people were talking, 

'What is he doing?', 'How long will it take to come up here?', 'Come on!', 

'Hurry up!', but I ignored them, I just kept moving, [ ... ] it was a Fluxus 

performance: nobody can tell you to stop performing, and after, I don't 

know, ten minutes or something, I finally got up to the middle and very 

slowly I put the sack on the music stand, the music stand was very tilted 

so [ ... ] the sack could balance on the music stand [ ... ] and then I just 

concentrated on the sack like an old master, like a Zen philosopher, 

putting all of my soul, and all of my energy, and all of my love, and all 

of my hate, and all of my sex, and all of my boredom, everything I was, 

into that sack, from my soul, and the energy kept building up in me, 

but you wouldn't see me moving, I was not shaking or anything, I was 

perfectly still and then, after a long time, I exploded, and I don't even 

know what I did to explode, I mean, I don't know what the movements 

were, but what I do know is the explosion only took half a second and 

the sack and everything in it went in every direction throughout the 

whole room, and at first people were afraid, they thought I would be 

violent, I don't know what they thought, but then they started picking 
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up these little chocolate toys, and looking at them, and then every

body started laughing, and so one person tried it [. .. ], broke the spoon 

and ate the chocolate, and 'Ja gut!', 'Ja lecker!' so, everyone in the 

room, they ate the chocolate and then [ .. .] I bowed and I walked off 

a little bit faster, and I never smiled, I only had my explosion, I was 

so serious about this!" 27 

The concert Apres John Cage had culminated. Jazz music relaxed 

the atmosphere and Jahrling's guests took the opportunity to chat with 

each other and with the painters and sculptors. Some of the elegantly 

dressed ladies were wearing a sort of paperboard bangle (fig. 7). In it, 

An Anthology, another publication on which George Maciunas was 

working, was announced. 28 
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Fig. 1 Ben Patterson and William 

Pearson performing Ben 

Patteran's Duo - 1961Jor Voice and 

a String Instrument, 9 June 1962 

Fig . 3 Ben Patterson performing 

VARIATION XI.2 from his 

VARIATIONS FOR DOUBLE

BASS, 9 June 1962 

Fig . 2 Ben Patterson performing 

VARIATION VIII from his 

VARIATIONS FOR DOUBLE

BASS, 9 June 1962 
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Figs. 2, 4, s photos: Anneliese or Rolf Jiihrling, 2012. Digital image, The Museum of Modern Art, New York / Scala Florence 

Figs.1, J, 6-7 photos: Anneliese or Rolf Jiihrling, Zentralarcl1iv des internationalen Kunsthandels, Cologne 
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Fig . 6 Ben Patterson performing 

VARIATION XI.3, from his 

VARIATIONS FOR DOUBLE

BASS, 9 June 1962 

Fig . 7 Guests, 9 June 1962 
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NEO-DADA IN DER MUSIK 

29 DUSSELDORF, 16 JUNE 1962 

Henar Riviere Rios 

"Ladies and Gentlemen, 

Actually I didn't want to read this text myself. [ ... ] But, just as well! 

I should tell you something about today's 'concert', which was announced 

as Neo-Dada in der Musik. So first of all I'll have to explain: it is neither 

about Dada nor about music. I don't want to go so far as substituting 

a theoretical explanation with the mere reading of the numbers of the 

admission tickets sold, such as it was suggested to me by the American 

George Maciunas, present here tonight, and who will soon publish the 

magazine Fluxus and is planning other presentations similar to today's." 

At eleven o'clock on a Saturday evening, art critic Jean-Pierre Wilhelm 

opened with these words the last "Night-Studio Show" of the season at 

the Kammerspiele ('Chamber Theatre') in Dusseldorf.1 He had mediated 

the contact with its director, Hansjorg Utzerath, with the initial inten

tion of devoting a monographic evening to South Korean composer Nam 

June Paik. 2 The latter, however, was still absorbed in his experimenta

tions on electronics and, not having enough time to prepare a concert 

on his own, had preferred once again to turn the evening into a "pre

view concert of George Maciunas". 3 The soiree was thus organised in 

line with the Fluxus editor's cultural undertakings and named after the 

theoretical text he had written for the opening of Kleines Sommerfest: 

Apres John Cage, celebrated the week before in the Galerie Parnass 

in Wuppertal. Unlike that event, the Kammerspiele concert gave Paik 

a special prominence in its programme, making him the "titbit" of the 

show. 4 More than a quarter of the nineteen pieces programmed were 

his and, with a single exception, only his works would be performed 

individually one after the other. The rest would be part of a simultane

ous rendition understood as a "Composition Anonyme" ('Anonymous 

Composition') that envisaged the participation of about twenty inter

preters. Paik's trace in the programming, which he did together with 



George Maciunas, was recognisable even here, proven by the fact that 

the concept of an "anonymous composition" or "theatre" had already 

appeared related to his work in earlier contexts. 5 

In accordance with these arrangements, in the introductory speech 

for the concert Jean-Pierre Wilhelm especially dwelled on the South 

Korean composer. He summed up his educational and biographical 

background as well as his philosophical approaches. He pointed out for 

instance his experience in "Zen exercises" and recalled, among others, 

his debut concert - "if one can call it that" - in the Galerie 22 in Dussel

dorf in 1959 (elegantly enough, Wilhelm did not state that he himself, 

as the gallery owner, had organised it). Furthermore, he devoted a 

special mention to two German artists who would also take part in the 

show, painter Wolf Vostell and stage director Carlheinz Caspari, 

though at the same time highlighting the internationality of the Neo

Dada "movement" that the soiree would bring into the open. Foreseeing 

that the show would not be easy for the spectators to digest, he tried 

to prepare them by discussing examples of famous scandals in the history 

of theatre and music, such as the ones caused by Igor Stravinsky's 

Le Sacre du printemps in Paris at the beginning of the twentieth cen

tury and by Karlheinz Stockhausen's Originale in Cologne in 1961.6 

Tense, but still peaceful, the spectators waited expectantly,7 and 

watched as Nam June Paik soon took the stage to begin the premiere of 

his One for Violin Solo (1962): "I held up the violin vertically like a sword 

for a while until the audience became quiet [ ... ]. While I was raising the 

violin quietly and softly, there was a commotion from the audience 

and then all became quiet again. I was performing my part unaware of 

what really was going on in the audience" (fig.1). 8 

What Paik didn't realise in the midst of his "introverted ecstasy" 9 

was that the calmness had left the hall and it had done so definitively 

in spite of its apparent and fugacious return. As he was later to know: 

"the commotion was part of a drama within the drama. The concert 

master of the Dusseldorf Municipal Orchestra was the man who caused 

the commotion anticipating that I was going to smash the violin on 

which he was making a living. He in fact shouted 'Save the violin!"' to 

which two other spectators, sculptor Joseph Beuys and painter Konrad 
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Klapheck, "hissed at him" from their seats: '"Don't interrupt the con

cert!"', 10 and the latter, "a typewriter-painting misfit rudely grabbed him 

by the neck and dragged him out of the hall" .11 Feeling once again 

surrounded by silence, Paik concluded his concentration act by smash

ing the violin - "'Light off!'" - on the table with a bang, throwing after

wards his jacket off - "'Light on!"' - and tossing it toward the stalls. 12 

The whole violin virtuoso tradition was now shattered into pieces, the 

legendary pacts with evil reduced to lifeless splinters. 

Another aggression against the romantic pathos that burdened 

Western music culture followed, this time gravitating around its other 

big symbol: the piano. Even though the instrument Paik played that 

night was an old one, its mere form and presence kept hold of all its 

emblematic power, as did the first notes of the rather objectified 

Mondscheinsonate ('Moonlight Sonata') by Ludwig van Beethoven. Just 

as he had started playing it, the South Korean introduced several 

unexpected actions that configured his very particular Sonata quasi 

unafantasia (1962) (fig. 2). 

"In the meantime he got undressed . Trousers and socks followed 

jacket and shirt until all that was left was a bathing suit. He cut little 

holes in it with flashy paper scissors. Did he want to let the inspiration 

come to him through the holes? But not satisfied with it: he smeared 

himself with tomato puree from a tube, leaned for a change with his arms 

on the keyboard, loosened a key with a screwdriver, activated a siren 

in the meantime, clattered with the piano lid, in short, he cheerfully let 

it all happen" .13 

All during Paik's rendition a blackboard in the background read, 

"EXIT". Someone, perhaps Paik himself, had written this WORD EVENT 

(1961) with chalk, performing in a literal way, as could not be otherwise 

if performed at all, the scorecard of American artist, composer and 

chemist George Brecht, which stated "EXIT" .14 

Paik exited the stage after finishing his sonata. He did so, hap

pily, without having fulfilled the emasculation an audience member had 

feared when seeing him cut his underwear .15 The spectators were now 

fevered and annoyed, and the following piece was not exactly going to 

pacify them, in spite of its lyricism. Announced in the programme 



as "Read music", it was another of Paik' s compositions entitled DO IT 

YOURSELF Antworten an La Monte Young ('Do it Yourself - Answers 

to La Monte Young', 1961/1962) consisting of various sentences, a few 

visual materials (including musical notation, a postage stamp and 

a diagram) and numerous white pages. These blank sheets should all 

be read "very slowly", dedicating "more than 3 seconds" to each and 

trying not to "just 'read' as a normal reading matter", but to '"really"' 

experience the reading, to '"really' 'do', or try to do or at least imagine 

to do all the events yourself" - as if they were a kind of "Music - /for 

the mind/ by the mind/ of the mind" .16 Alone on stage with the curtain 

lowered behind him, Carlheinz Caspari took on that night this risky 

task, spurring the aggressiveness of the audience with more and more 

seconds of silence ... The reader's and his listeners' imaginations were 

further challenged by Paik's sentences and instructions, such as to "Run 

so fast by moonlight that you can tread on your head's moon-shadow" 

or to "CREEP INTO THE VAGINA OF A LIVE FEMALE WHALE!" or 

to just "WAIT!" on "JANUARY FIRST 3 O'CLOCK (a.m.)". The piece's 

last suggestion: "1 000 000 white pages follows - imagine", seemed 

to inspire Caspari to expand the piece further; or perhaps he did it sim

ply to gain time for the other artists, who were busy behind the curtain 

arranging the stage layout for the following performance; 17 or, most 

likely, he did it for both reasons at the same time. Be that as it may, 

he then took out of his pocket a postcode book he had in there "by 

pure chance" 18 and began reading the postcodes and the names of the 

corresponding towns: "5101 Rott uber Aachen, 3221 Rott uber Alfeld 

(Leine), 5231 Rott uber Altenkirchen (Westerwald), 8911 Rott (Lech) ... " 19 

For more than five minutes he went on with his alphanumerical chant, 

ignoring the increasing uproar of the public and even Paik, who came 

out from behind the curtain to tell him, "It is very interesting, but we 

would like to raise the curtain back up now" to which he answered, 

"But it would also be very nice for the people here if I keep reading" and 

so he did. 20 

Meanwhile, the curtain was raised unveiling a stage prepared 

for the great party or, according to a certain opinion, the hell 21 of the 

"Composition Anonyme". There was a mannequin, the blackboard, the 
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piano, a large billboard taken from the street, a chair and record play

ers - a set of diverse objects that would be used, along with some later 

incorporations, in the simultaneous performances (fig. 3). Carrying out 

Paik's live verbal indications - "Do like Mussolini. Up down. The way 

Mussolini executed people" 22 
- Caspari proceeded to hang the manne

quin upside down by its ankles, realising thus one of the South Korean's 

conceptual texts of Bagatelles americaines (1958-1962). 23 In the stalls, 

some audience members began singing carnival songs, while in the 

stage's background Wolf Vostell "decollaged" "political! commercial! 

or luxurious! Placards" from the billboard - he ripped different layers 

out of the thick mass of advertisements glued on top of each other and 

threw them on the floor . The sound of the tearing was stereophonically 

amplified creating a sort of violent action-music (figs. 4-6). 24 

Standing in front of the stage with his back to the audience, 

a conductor, the actor Heiner Reddemann, orchestrated the chaos in 

a free interpretation of Dieter Schnebel's Visible music II: Zeitbilder, 

"Solo fur einen Dirigenten" ('Visible music II: Time-figures, "Solo for One 

Conductor"', 1962), later renamed as Nostalgie, "Solo fur einen Diri

genten" ('Nostalgia, "Solo for One Conductor"') (figs. 3-6). The visual 

score of this piece proposes a lyrical exploration of the gestural language 

of a conductor, seeking to evoke the possible emotions awakened by 

an absent music through his motions; "ondeggiante con abbandono", 

"acuto, ma con difesa", are some of the verbal indications that com

plement the beautiful signs drawn by the German composer. 25 None

theless, in the middle of the saturation of stimuli of the "Composition 

Anonyme", those subtleties most probably remained unnoticed. At any 

rate, Schnebel, who had not been asked for permission or even in

formed by the organisers about the inclusion of his piece in the concert, 

would later be displeased upon hearing about such a rendition, which 

was actually the premiere of the piece. 26 

At this time, George Maciunas, just as everyone else on stage 

that night, ignored the conductor and, dipping a sponge in a water 

bucket, washed the piano (fig. 4). This was part of the rendition of his 

Piano Composition no. 11 for Nam June Paik (1962), which he did with 

the help of Heine von Alemann (fig. 5), nowadays a sociologist but at 



the time a schoolmate of Tomas Schmit who, having come along with 

him to the show, had been quite spontaneously invited to take part in 

it. 27 Once washed, waxed and polished, the piano was carried "out of 

the stage" in following now the instructions of the Piano Composition 

no. 12 (1962). 28 The heavy instrument was still being dragged along the 

stage when a bassoonist, namely Jed Curtis wearing "undignified short 

shorts", 29 sat down on a chair in the place the piano had previously 

occupied and began playing some notes (fig. 4). A woman standing in 

front of the decollaged billboard took off her blouse keeping on only 

her bra and, in the foreground, Jurgen Flimm played around with long 

paper strips, most probably doing a version of Ben Patterson's PAPER 

PIECE (1960), which "originally" consisted of: "very, well, not exact 

but reasonably precise instructions on how to treat paper, various kinds 

of paper that make different kinds of sounds, and a sequence in which 

they should be done, but that quickly evolved into a looser formation [ ... ] 

and I don't remember if it was in Dusseldorf at this [concert] or in [the 

Fluxus - Internationale Festspiele Neuester Musik in] Wiesbaden where 

enough paper got into the audience and the audience began to react 

with the paper too, I had the memory that it was first in Wiesbaden that 

it started becoming an audience-performed piece, it may have been 

one or two people in Dusseldorf that did something with it". 30 

What someone sitting in the front row of the stalls certainly did was 

to inflate balloons with an appropriate device while the same activity 

was being executed on stage.31 Between stage and stalls, the conductor 

was going on with his occupation while Tomas Schmit did "something with 

some old records in Paik's Bagatelles americaines. It was ever so simple. 

They put these discs in my hand and said: Do something with them, and 

I did". 
32 

A woman at the right end of the stage and a man at the left end 

(from the audience's viewpoint) were reciting (figs. 3-5).33 Was it per

haps a Poem of Jackson Mac Low, as announced in the programme? 

In that case, in spite of their symmetrical placement at both stage ends, 

one could suppose that they were performing Mac Low's Asymmetries, 

"poems of which the words, punctuation, typography and spacing on the 

page are determined by chance operations" and which "may be perform

ed by 7 different methods - singly or several poems simultaneously" .34 
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Away from the stage, among the rows of seats, some performers were 

mingling with the audience: "a long-haired girl-like creature in trousers 

snakes hastily through the audience's rows, climbs over seats and 

people, messes up suits and dresses, makes a balloon squeal and scat

ters peas and beans (or even something more) into the audience. [ ... ] 

in my row a young man prowls around bowing a zither with a violin bow 

and singing unswervingly monotone cantilenas". 35 

They were most probably performing La Monte Young's minimal

istic Death Chant (1961), a work written after the death of a friend's 

child and consisting of a melodic pattern for voice "to be repeated 

many times or ad infinitum". 36 

Meanwhile, on stage the action went on. Canned sardines were 

being crushed one after the other as suggested by Dick Higgins's Struc

ture 1961 (1961). 37 The different parts of the mannequin body were now 

lying on the floor (fig. 6) and, in the midst of the booing and shouting 

of the audience, an incitation could be heard: '"Extract the gut!"'38 But 

Caspari was already done with the display dummy and, not knowing 

anymore what was going on around him, he focussed his attention on 

Paik, who, at regular intervals, was beating an army steel helmet with 

a sabre, a gesture he would repeat 566 times in his particular rendition 

of La Monte Young's Arabic Numeral (Any Integer) to H.F. (1960) 

generally also known as "[X] for Henry Flynt" and as "566 for Henry 

Flynt" in this realisation.39 Caspari then took up a metallic tea kettle 

he found lying around and joined him, sitting on the floor behind him 

and drumming with the kettle on the planks. 40 

But, where did that kettle come from? Contrary to Caspari's 

supposition that it may have been brought there by an audience member, 

it had previously played a major role, together with six other kettles, in 

the rendition of Patterson's SEPTET FROM "LEMONS" (1961), a piece 

in which "whistling tea-kettles are arranged in a row (rubber balloons 

have been already placed/ tied over the whistling-spout). Underneath 

each kettle is a small camping stove, capable of boiling water. [ ... ] 

Now, the water boils and the balloons inflate". 41 

The version done that night in the Kammerspiele was indicated 

in the programme as a "Disturbance from 'Lemons"' since Patterson did 



not burst the balloons with thrown darts as designated in the score, but 

shot at them with an air gun. After that, he continued shooting at dif

ferent objects on stage (fig. 6) and ended up simulating a fight against 

Jed Curtis. 42 Curtis was clearly at a disadvantage against Patterson, 

seeing as he already lay on the Aoor after having improvised "some sort 

of absurd dance" 43 around the stage and the stalls (fig. 5). 

At that point, the "Composition Anonyme" was extinguishing. 

The conductor and some other performers were already gone and 

there were just a few spectators left who "would not be scared away". 44 

It was shortly before one o'clock a.m. when the last piece of the 

programme, Paik's Smile Gently or Etude Platonique No. 5 for Orches

tra and Street Noises, began. 

"The master had brought the orchestra tuning up in an audiotape; 

the street noises should pour in through the open window. But at night [ ... ] 

there was nothing going on in the Alleestrasse and besides, the tumult 

of the audience drowned out any automobile dashing on the asphalt" .45 

In the midst of the unrest some spectators tried to clamber on 

stage. What they would have done had they achieved it, we will never 

know, but Caspari was relieved he did not have to find out.46 
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"Meine Darnen und Herren, 

eigentlich wollte ich diesen Text 

nicht selber lesen [ ... ) Nun gut! 

lch soll Ihnen zum heutigen 

'Konzert', dos als NEO-DADA in 
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sich weder um Dada noch um 

Musik. lch will zwar nicht soweit 

gehen, Ihnen statt theoretischer 

Ausfuhrungen, bloss die Nummern 

der verkauften Eintrittskarten 

vorzulesen, was mir der hier an

wesende Amerikaner Maciunas 

nahegelegt hat, der sehr bald 

die Zeitschrift Fluxus unters Volk 

bringen wird und ahnliche Veran

stoltungen wie die heutige plant ." 
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Although announced as 

"'KLEENEX' deco/I/age" in the 

programme, it seems most likely 

that Vostell performed his decollage 

as ind icated in the filth number 

of his Mondolocog (1962) action

piece. In foci, there is no evidence 
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a Plexiglas sheet. On the other 
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as the former was thought as a col

lection of instructions to be done 

simultaneously as "Parallele Decol
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or below them. A right margin is 

defined by the end of the word 
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ning at the left margin; one occurs 

after every period, question mark 

or excamation point . [. .. ]Words 

in empathic typography [ ... ] or 

followed by exclamation points, 

are read quite loudly or shouted. 
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37 

See Schab (see note 12), p. 269; 

and Dick Higgins, Selected Early 

Works, 1955-1964 (Berlin: Edition 

ARS VIVA! & Berliner Kunstlerpro

gramm des DAAD, 1982), p. 22. 



Fig.1 Nam June Paik per

forming his One for Violin Solo, 

16 June 1962 

Fig. 2 Nam June Paik per

forming his Sonata quasi una 

fantasia; an the blackboard 

George Brecht's WORD 

EVENT, 16 June 1962 
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Fig . 3 Beginning of the "Compo

sition Anonyme'', Dusseldorl, 

16 June 1962 

Fig . 4 Unknown performer (stand

ing next to the left end of the 

stage) most likely performing an 

Asymmetry by Jackson Mac Low; 

Benjamin Patterson performing 

his SEPTET [Disturbance} FROM 

"LEMONS"; Corlheinz Caspari 

(with the mannequin) and Tomas 

Schmit (in front of the stage, back 

to the camera) performing Nam 

June Paik's Bagatelles americaines; 

Heiner Reddemann (back to 

the camera) performing Dieter 

Schnebel' s Visible music II: Zeit

bilder, "Solo fur einen Dirigenten"; 

Jed Curtis (sitting in front of the 

blackboard) performing his Saint 

Anthony's Blues; George Maciu

nas (bending down) performing 

his Piano Composition no. 11; 

Woll Vostell (in the background) 

performing his decollage; Jurgen 

Flimm (bending down); Nam 

June Paik; Heine von Alemann 

(behind Paik) , 16 June 1962 



Fig. 6 Carlheinz Caspari perform

ing Nam June Paik's Bagatelles 

amiricaines; Heiner Reddemann 

(back ta the camera) performing 

Dieter Schnebel' s Visible music II: 

Zeitbilder, "Solo fur einen Dirigen

ten"; Benjamin Patterson (in front 

of the blackbord) performing his 

SEPTET [Disturbance] FROM 

"LEMONS"; Jed Curtis (sitting 

behind Patterson) performing 

his Saint Anthony's Blues; Tomas 

Schmit (back to the camera) 

performing Nam June Paik's Baga

telles americaines; Jurgen Flimm 

(crouching down); Wolf Vostell 

performing his decal/age; Nam 

June Paik (back to the camera); 

Heine von Alemonn, 16 June 1962 

Fig. 5 Unknown performer (stand

ing next to the left end of the stage) 

most likely performing on Asym-

metry by Jackson Moc Low; Jed 42 
Curtis (back to the camera) per-

forming an improvised dance; 

Heiner Reddemann (back to the 

camera) performing Dieter 

Schnebel' s Visible music II: Zeit-

bilder, "Solo fur einen Dirigenten"; 

Heine von Alemann (behind 

Reddemann, back to the camera) 

and George Maciunas performing 

Maciunas's Piano Composition 

no. 11 ; Carlheinz Caspari (with the 

mannequin) and Tomas Schmit 

(in front of the stage, back to the 

camera) performing Nam June 

Paik' s Bagatelles amiricaines; Jurgen 

Flimm (bending down); Wolf Vostell 

(in the background) performing 

his decal/age; Nam June Paik per

forming La Monte Young's 

"566 for Henry Flynt"; unknown 

performer (standing next to the 

right end of the stage) most likely 

performing an Asymmetry by 

Jackson Mac Low, 16 June 1962 



''Wew 
tow 

people 
Benjamin 



ouldgo 
here 
were.'' 
Patterson 



SNEAK PREVIEW: FLUXUS. HAPPENINGS, 

43 ENVIRONMENTS, POEMES, DANSES, COMPOSITIONS 

PARIS, 3 JULY 1962 

Benjamin Patterson in interview with Petra Stegmann 

Wiesbaden, 3 June 2012 

PS: Who was the organiser and who performed 

at the Sneak Preview Fluxus event in Paris? 

BP: Well, that was basically the last station in this 24-hour vernissage 

that Robert Filliou and I did, in which I exhibited my Puzzle Poems and 

his Galerie Legitime, which was located under his hat. And well, to back 

up a bit, the Galerie Legitime ... Filliou was inspired to create this gallery 

because he lived in Rue des Rosiers, [ ... ] which is an area, a quarter, in 

which many orthodox Jews lived, lived then. And in this Rue des Rosiers 

there were always many guys with the long beards and long black coats 

and as a tourist would come by they would flip open the coat and there 

were Swiss watches or presumably Swiss watches pinned [inside] and 

they say, "Genuine Swiss watch, genuine Swiss watch". So, quasi-legit

imate, quasi not. So that inspired Robert to create a gallery under his 

hat, called Galerie Legitime. So his work had to be small and so I made 

a series of small Puzzle Poems that fit into cheese boxes or match boxes, 

whatever. And we decided since the gallery was mobile, we didn't have 

to have a vernissage where people would come to us. We would go to 

where people were. So there was a tour planned 24 hours throughout all 

of Paris and the invitation was a map of this tour[ ... ]. 

I had made the invitation and all the black handwriting is mine, but my 

French was not perfect so Robert went back over it and corrected the 

French in red so you will see accent marks which are changed and the 

"Depart", I forgot what I said ... 

PS: "Partir" 

BP: Oh yes, so he corrected that with "Depart". And so that was sent 

to all of the folk that we thought might be interested and we travelled 

by subway, bus, on foot and I was at least surprised to see at most 

of the stations somebody was waiting there, either one person or many 



people to see if we were going to actually follow through and we did. 

Even there's one stop, I don't remember what time, but early morning, 

like two or three o'clock, where we scheduled the rest pause on the 

tomb of Gertrude Stein and [in] the cemetery Pere Lachaise and there 

was a light rain if I remember correctly then. I would say that the ex

hibition was a great success because I had this great gallerist Robert 

Filliou who managed to sell practically the whole exhibition. And one of 

our best clients were the ladies at the metro stations that were selling 

tokens. And so, as we were buying tokens, Robert would show them the 

material and explain it. "Oh, very nice, how much?" and they were 

sold at five francs a piece, which was like one dollar at that point. And 

I think at least half of them were sold to the ladies in the subway booth, 

so that was very appropriate. 

PS: You had a schedule and at four o'clock 

you were meant to be at the Pont Saint-Denis, 

and four thirty Rue des Salles and so on. But 

did you really follow the plan? 

BP: Yeah, we were on time all the way, and made every stop. And as 

I say, there were at many stops people waiting to see if we actually 

were going [to] follow through. And we did. Yes. 

PS: And you were also in the Musee du Louvre, 

"devant la Mona Lisa"? 

BP: Yeah. We picked places or sites, which were either famous tourist 

attractions or [ ... ] I think there is some place or other where we stopped 

for a coffee or a glass of wine [ ... ]. 

PS: But at the Mona Lisa? This is something 

interesting to me. Was it possible to do some

thing within the museum? 

BP: Well, it wasn't officially. I mean, we appeared there [ ... ] and Robert 

showed his wares around and then walked on before we were kicked 

out by the guards. 

PS: So this was all. You were picking these 

rather official places, but there was no prob

lem in the sense of you being somehow kicked 

out. It was probably too ephemeral for that. 
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BP: Yeah, too ephemeral. 

PS: How many of these objects did you have? 

BP: I think they were about 30, 25, 30 that I had. He had generally 

five or six under his head and I had a little bag with the rest to replace 

the supply. And [ ... ] the tour was to end in the Galerie Girardon. 

Ursula Girardon was an American living in Paris and, quite well off, had 

a large house and gallery in the house. And so that was to be the end 

of the tour [ ... ] with short series of performances, Fluxus works, as the 

Sneak Preview to the coming Fluxus events. And it happened I think 

at [ ... ] ten or eleven o'clock at night. [ ... ] It was, as I remember, very 

well attended. It was crowded, maybe a hundred people or so. [ ... ] 

PS: And how many of these invitations did 

you send out beforehand? 

BP: I don't remember, but probably three hundred or so. [ ... ] 

PS: Did you perform after plan and who per

formed? Was it just you two? 

BP: It was, as I remember, Robert, myself and probably one or two 

other people, but I don't remember who they were, but none of the "big 

names", friends and so forth. [ ... ] 

PS: What kind of instruments did you have 

and what kind of equipment did you use? 

BP: These were all basically little things that you don't need particular 

instruments for. Everyday objects and so forth. For instance [for] 

Maciunas's "Solo for Lips and Microphone" [SOLO FOR LIPS e'::r 

TONGUE], we did have a loudspeaker and microphone and that was 

I think probably the most complicated work that we [performed] or 

instruments that we had. [ .. . ] 

PS : Did you carry these requisites with you? 

BP: No, we brought them there beforehand. That was all set up at the 

gallery beforehand. But still, some things weren't in the place where 

I thought they were. But it did come off all right. In any case, people 

have a decent idea of what would happen next. It is interesting, be

cause now that I'm looking at these [works listed in the programme of 

the evening], there are many works that I don't think I have ever per

formed since then. [ ... ] 



PS: The order of the pieces must have been 

slightly changed? [ ... ] 

BP: Yes, they did slightly change and I don't remember the exact 

order, but [this] was also, you might say, a Sneak Preview to what hap

pened in Wiesbaden, because all of the things that were printed did 

not happen in the order or even everything that was announced didn't 

take place and things that weren't announced did. So accidentally, 

that was a preview of what eventually happened in Wiesbaden, too. 

PS: Was George Maciunas in any way in

volved in the planning of the Sneak Preview? 

[ ... ] How did it come about that you used the 

word "Fluxus" for that? 

BP: We were in communication with [Maciunas] about the whole thing 

and already talking about September and planning that, [ ... ] I think in 

the beginning we, Robert and I, had the idea to do the Galerie L egitime. 

And then as the plans for September began to develop and the idea 

that something would happen at the America House [the American 

Center] in Paris later, I thought th is would be a good opportunity to give 

them a taste to start the ball rolling and George agreed. So that's 

how it came about to add this Sneak Preview to the situation in the end. 

I had, I don't remember how exactly, met Girardon earlier and she 

thought [ .. . ] "Yeah, fine, let's do it here", and that's what happened. 

But beyond [ ... ] "giving it approval" - although that wasn't really neces

sary - at that point but [to] say, "Yeah, let's do that, that's a good idea", 

George wasn't involved in the planning after that. In fact, he hadn't, 

as far as I know, [been] in Paris before or until the America house things. 

PS: How many people were there in the 

gallery? 

BP: I would say somewhere between eighty and a hundred, a hundred 

and twenty people. I remember it's very crowded and was a large 

space, at least as this auditorium [of the Museum Wiesbaden, in which 

this interview took place] so. But at least eighty-two, a hundred, a 

hundred twenty people, maybe. 

PS: And those were also mainly your contacts, 

your friends? 

46 



47 

BP: Yeah, the usual suspects. [ ... ] I don't remember seeing any of 

the official nouveaux realistes there, but other friends, Filliou, myself, 

Spoerri. It was, you know, [a] rather nice clique. [ ... ] 

PS: What kind of reactions did you receive 

from the people there? How was the reception? 

BP: It was [a] party atmosphere and [ ... ] it was an avant-garde crowd, 

so they were ready or expected something like that. It wasn't shocking 

for them. And it was, as you could say, with the initiated already. [ ... ] 

PS: Was there any reception afterwards? Any 

press or photos? 

BP: Nothing. [ ... ] Somebody must have taken a photo at some point. 

There were too many people not to. But I don't remember seeing any 

photos from there. And curiously I've never seen any photos from the 

tour either. [ ... ] 

PS: If you compare these early events, for 

example with Neo-Dada in der Musik or with 

the Kleines Sommerfest, how would you say did 

they differ in the reaction or in the setting? 

BP: Mmh. This Sneak Preview in Paris I would say is probably a younger 

crowd and more artists, young artists there attending, as opposed 

to the Kleines Sommerfest, which were more collectors and the older 

crowd. When you see the photos of the Kleines Sommerfest, everybody 

is well dressed, "bi.irgerliche[s] Deutschland". And [at] Girardon [ ... ] 

even though it was a very nice maison, house, in Paris, there were a lot 

of jeans and T-shirts and stuff like that. 



0 

0 

0 

0 

0 

0 



"Higgins entered and took a bow. He sat himself beside a bucket. His wife, Alison 

J(nowles, appeared with a pair of scissors. She began to cut his hair. Higgins looked 

content. After 15 minutes, the audience grew restless. Paper airplanes circled from 

the back row. Conversation took over. 'I'm sure I don't know what it is all about 



or what zt zs supposed to mean,/ commented one of Germany/swell-known abstract 

painters. 'I tell you Higgins is performing a rare work,' said Emmett Williams." 

Richard O'Reagan 



FLUXUS - INTERNATIONALE FESTSPIELE 

49 NEUESTER MUSIK 

WIESBADEN, 1-23 SEPTEMBER 1962 

Henar Riviere Rios 

If Fluxus had ever been born, if it had ever been officially established, 

then it would have happened in one of the oldest spa towns of Europe, 

Wiesbaden, which back in 1962 was host to the post-war headquarters 

of the United States Army Air Forces on the continent. It was in Wies

baden where the general public first became aware of the fact that 

"the lunatics" were "on the loose" (fig. 1) and began calling them "die 

Fluxus-Leute" ('the Fluxus people').1 It was also there where the 

"lunatics" themselves became fully aware of being part of something 

"unnameable" that, nonetheless, could be called Fluxus. 2 It began in 

Wiesbaden because that was where George Maciunas, working as 

a designer for the U.S. military, first had the chance to bring to life his 

promotional venture of the "newest" musical, poetical and artistic 

developments with which he was then acquainted. In so doing, he gave 

way to the creation of a "performative forum" 3 that would delineate 

itself as a melting pot of diverse but characteristic forms of action music, 

poetry and art (most notably, but not only, the events). 

As it is widely known, on 14 December 1961 Maciunas had written 

to the director of the Stadtisches Museum in Wiesbaden, Clemens 

Weiler, requesting permission to hold a concert series in the auditorium 

of the museum. In this manner, he offered Weiler the opportunity to 

turn the town into the first of "several cities" to host the cycle of "fes

tivals of avant-garde music" he was then organising. 4 The attractive 

project presentation enclosed in his letter and, above all, the interces

sion on his behalf of art critic Jean-Pierre Wilhelm, resulted in the 

museum director's positive response. Weiler made the auditorium avail

able for the four weekends between 1 and 23 September 1962.5 

For his first festival Maciunas put together and designed a pro

gramme entitled Fluxus - Internationale Festspiele Neuester Musik 

('Fluxus - International Festival of the Newest Music'), printing it both 



as a poster and as Ayers on different coloured cardboard. Fourteen 

concerts were announced, grouped into four different thematic series 

("piano compositions", "compositions for other instruments and voices", 

"concrete music and happenings" and "audiotape music and films") 

and divided into three geographical regions (U.S., Europe and Japan). 

The apparent meticulousness of this document offers an interesting 

testimony to Maciunas's anthological plans, but is a confusing source 

for the reconstruction of what actually happened in the museum 

auditorium, since the course of the Fluxus - Internationale Festspiele 

Neuester Musik would be determined by continuous changes along the 

way. On the basis of Maciunas's programming, the compositions, 

their order of presentation and the performers would be, to a large 

extent, decided spontaneously and according to the circumstances. 6 

This spontaneity was partly caused by the fact that "there were 

not enough materials from Japan (some arriving too late)", as the 

festival organiser would later explain in a letter to La Monte Young.7 

However, there was also another factor involved, which would prove 

significant in the long-term. As Maciunas initially began to plan the 

festival in the late fall and early winter of 1961, he had taken into 

account composers working apres John Cage in the field of "Neo DaDa, 

Happenings" and "concrete music" (in Maciunas's understanding of 

the term), 8 as well as others linked to the scenes of the new music and 

the Internationale Ferienkurse fur Neue Musik in Darmstadt, such as 

Karlheinz Stockhausen.9 However, his idea about the content of the 

Festspiele developed over the following months and, after the experience 

of the three proto-Fluxus concerts in Wuppertal, Di.isseldorf and Paris 

in June and July 1962, his growing interest in an experimental direction 

"towards neo-dada ~ action music ~ concrete music" (sic)10 had begun 

to become exclusive: now he would prefer to remove from his programme 

names such as Karlheinz Stockhausen, Konrad Boehmer and Gottfried 

Michael Konig. Macuinas felt obliged not to do so though, 11 which 

would result in the odd situation that, by September 1962, he did not 

fully agree with the official programme that he himself had printed. 

His desire to change it, favoured by the circumstances, would deeply 

inAuence the course of the festival right from the start. 
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THE FIRST WEEKEND: 1-2 SEPTEMBER 

As announced, four different concerts of "piano compositions" would 

take place during the first weekend, respectively at 2:30 p.m. and 

8 p.m. both on Saturday the 1st and Sunday the 2nd.12 The content of 

each presentation, however, would correspond only roughly with the 

specifications of the Ayer. Pieces that were scheduled for a certain 

concert would be performed at a different one, new works and authors 

that were not listed would be included and, vice versa, compositions 

that were announced would never be interpreted.13 

THE OPENING CONCERT 

The first concert of the festival began with pieces by three composers, 

two of whom were not even mentioned in the programme, namely the 

Polish Boguslaw Schaeffer and the American Earl Brown.14 In front of 

approximately fifty spectators, 15 the Swedish pianist Karl-Erik Wei in 16 

played two of Schaeffer's Modell I-III (1956-1961), stroking not only 

the piano keys but also those of a toy-calculator "soundlessly and 

with convincing intensity". 17 Then, he rendered the two programmed 

Piano Pieces (1960) by the American composer Terry Jennings and one 

or more pieces from Earle Brown's FOLIO (1952-1954). The latter is 

a collection of works that explore forms of graphic notation, creating 

an open music that seeks to offer the performer diverse possibilities 

of interpretation in the realm of improvisation. The central piece of 

FOLIO, entitled DEC. 1952 (1952) and written for one or more instru

ments and/ or sound-producing media, is a single page consisting of 

vertical and horizontal lines of various thickness and length spread 

out over the blank surface of the paper.18 In his rendition on the piano, 

Welin played "bizarre musical verbiage bedded in pedal waves".19 

After these performances, the instrument's keyboard was given 

a rest, while the pianist concentrated on its strings (fig. 2). Within the 

broad margin of freedom left by the graphic scores of Sylvano Bussotti's 

Five Piano Pieces for David Tudor (1959), Wei in manipulated the 

strings with "wool cloth, glass, plastic box, brush and two drumsticks" 

as well as "with paper balls", extracting "delightful sound effects" that 

were accompanied by engine noises from an audiotape. 2° Following 



this, came Griller - grafisk komposition for pianist (ca. 1960) by the 

Swedish composer Lars Johan Werle and several works by two American 

artists whose names would remain closely linked to Fluxus: La Monte 

Young and George Brecht. 21 Just as the rest of the pieces, their works 

were announced aloud by Michael von Biel, a German composer whose 

work would be presented as well in the following concerts. 22 

'"La mondiana [sic] number six', the concert leader [von Biel] 

announced the next piece in front of a revolving audiotape. The artist 

[Welin] pushed a toy car into the hall, took a teddy bear out of it, 

extended a white cloth over the grand piano and placed a glass bowl 

on top of it. He took an egg out of his pocket, beat it in the bowl 

and fed the teddy, which he had previously combed. Frenetic applause 

also for this 'concert' without tones" (fig. 3). 23 

What this press reporter understood as the rendition of a single 

piece by La Monte Young might actually have corresponded to two 

works: Composition 1960 #6 (1960) and Piano Piece for David Tudor# 1 

(1960). Composition 1960 #6 - "La [M]on[t]iana number six" - might 

have been performed by the announcer himself, who, as indicated in 

Young's score, sat "on the stage watching and listening to the audience 

in the same way the audience usually looks at and listens to perform

ers" .24 For his part, Welin did what might be seen as a free interpreta

tion of Piano Piece for David Tudor# 1 as he fed the teddy bear with 

an egg, instead of the piano with "a bale of hay and a bucket of water" 

as indicated by Young. 25 

"The 'number seven', during which the artist merely had to observe 

a sparkler, after having put on a blue silk toga with pastoral gestures, 

was a bit less ambitious [fig. 4). But even here his audience clapped, 

took photographs and filmed his manoeuvres" .26 

This successful presentation probably combined, once again, 

simultaneous performances of two pieces, namely Young's Composition 

1960 #2 and #7 (1960). Indeed, the rendition of the minimal score 

of Composition 1960 #7, an open fifth "to be held for a long time", 

can hardly be recognised in the journalist's description, which 

seems to correspond with the instruction of Composition 1960 #2: 

"Build a fire in front of the audience. [ ... ] After the fire is burning, 
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the builder(s) may sit by and watch it for the duration of the com

position". 27 

Another press account refers to two further works by Young, 

"Piece Nr. 3 [and] 4" {sic),28 perhaps the Compositions 1960 #3 and #4 

(1960) whose indications fit perfectly the role of the announcer. They 

respectively read, "Announce to the audience when the piece will begin 

and end if there is a limit of duration" and "Announce to the audience 

that the lights will be turned off for the duration of the composition 

{it may be any length) and tell them when the composition will begin 

and end". 29 The performance of so many works by Young agrees with 

George Maciunas's comment to the composer: "We just about performed 

every piece-composition of yours in the festivals" (sic).30 

The opening concert of the Festspiele closed with INCIDENTAL 

MUSIC Five Piano Pieces (1961) by George Brecht, whose sober and 

neutral indications contrasted with its subsequent shocking performance. 

Verbal instructions such as, "Wooden blocks. I A single block is placed 

inside the piano. A block is placed upon this block, then a third upon 

the second, and so forth, singly, until at least one block falls from the 

column" (Piece 2.) and "Photographing the piano situation" (Piece 3.),31 

would result in the following interpretation: "a well dressed young man 

[ ... ] built - with a lot of hand gestures - a multi-coloured tower with 

building blocks on top of one another. After placing the tenth block, 

the tower fell over, the man beat at random on the keys, jumped like 

a monkey with both feet on the grand piano and his shoes in the strings, 

snatched up a camera and shot a flash photograph of the fallen 

blocks" (fig. 5).32 

Among the audience, some stupefied older ladies tried in vain 

to find in the programme an explanation of these occurrences, while 

"numerous teenagers" responded with tumultuous applause. 33 

THE SECOND, THIRD AND FOURTH CONCERTS 

At 8 p.m. on Saturday 1 September the second concert of the 

Fluxus - Internationale Festspiele Neuester Musik began. It had been 

conceived to present a series of Japanese composers, but only the 

rendition of pieces by three of them were documented. "The unbeliev-



able humour of [Welin's] theatrical and brilliant performance of 

'Ekstasis' by [ ... ] Yuji Takahashi, [ ... ] produced guffaws of laughter", 

wrote an anonymous author reporting on the course of this second 

session of the festival. 34 Concerning the two other Japanese authors, 

Toshi lchiyanagi and Yoriaki Matsudaira, one cannot be certain 

whether their respective works, Music for Piano No. 1-7 (1959-1961) 

and Instruction (for Piano) (1961), were interpreted on this occasion 

or rather in one of the following concerts on 2 September. 35 In any 

case, it is confirmed that Philip Corner's Flux and Form No. 7 and 14 

(1958/1959) were executed on that Saturday evening, as were the 

prolonged C Sharp, the turning of pages, the lengthy silences and the 

bowing to the audience of Gyorgy Ligeti's TROIS BAGATELLES 

for David Tudor(1961) by Karl-Erik Welin. 36 It is sure, as well, that at 

a certain point, "Sitting!" was announced and the performer sat 

"literally among the audience and played a three minutes pause" 37 

in a non-instrumental version of George Brecht's 3 PIANO PIECES 

(1962). 38 The grand piano, however, regained all of its prominence when 

a dissonance was played on it 566 times (Young's "566 for Henry Flynt", 

1960), 39 when a vase of begonias was placed on it (Brecht's PIANO 

PIECE, 1962) (fig. 6) and when the dust deposited on it was vacuum 

cleaned (Maciunas's Piano Composition no. llfor Nam June Paik, 

1962) (fig. 7). 40 

The highlight of the evening came with the final rendition, consist

ing of a very free interpretation of Philip Corner's Piano Activities (1962) 

by at least seven performers under the guidance of George Maciunas.41 

Violent knocks on the piano soundboard were heard, at irregular inter

vals, for approximately seven minutes, alternated at whim with pizzicatos 

and rubbing of the strings. Sporadic high-pitched beatings against the 

instrument at a fast tempo were added to the sound of erratic melodies 

and chords played on the keyboard. The audience laughed and a male 

voice erupted from the laughter, joining the concert singing a Christmas 

carol - the Adeste Fideles. When the performers on stage turned on 

a drill, the singer just raised his voice and kept on singing almost to the 

end of the piece. A few knocks later, the piano activities concluded 

and received a prolonged applause of more than a minute (fig. 8).42 
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Flux Futures for our 50th anniversary by Phil Hippo 

Now let us just accept evervthing good and call it all fluxus. 

If you like it 
listen to it 

If you like it 
look at it 

If you like it 
carress it 

If you like it 
taste it 

If you like it 
sniff it 

If you like it 
play with it 

If you like it 
believe in it 

If you like it 
work atit 

If you like it 
love it 

The test of time is the taste of our time 

To say that everything is art or that nothing is art is not the same thing: Au contra ire. 

If it is any fl ism" at all it is of no concern to me. 

(Just give me a li'l fl jizm") 

Renounce Renunciation 

Societies can be objectively defined {and positively valued) by how much diversity they contain and how much freedom they allow. 

Your work will either become a classic or turned into junk 

To dust the piano is not the same as polishing a violin. Anyway 

Fluxus is against private property so 

there is no plagiarism. -hear this, Ben 

regretable consequence of democracy: judgement by popularity 

Philip Corner 

The unpublished pieces are a sign of integrity. 
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Many other pieces were performed during the second, third and fourth 

concerts of the Festspiele. For the most part, no evidence has yet been 

found that determines with certainty in which particular soiree each 

was played. The German composer Dieter Schnebel vividly remembers 

that, having received a letter from Maciunas inviting him to the festival, 

he travelled to Wiesbaden to attend the third concert, on Sunday the 

2nd at 2:30 p.m., in which two compositions of his should have been 

played. These were Reactions - Konzert fur einen Instrumentalisten 

oder Vokalisten und Publikumsreaktionen ('Reactions - Concert for 

One Instrumentalist or Vocalist and Audience Reactions', 1960/1961) 

and Visible music I - Konzert fur einen Dirigenten und einen Instrumen

talisten ('Visible Music I - Concert for a Conductor and One Instrumen

talist', 1960-1962). Upon his arrival in the museum auditorium he found 

"a quite chaotic situation, about five or even eight artists who were slop

pily dressed and paced the area, and there were objects everywhere, 

tape recorders, little instruments". 43 After receiving enthusiastic greet

ings, he dared to remark, "My piece Visible music should be performed 

now, at three p.m." "Oh no, we did it yesterday!", he was told. He then 

asked whether his other work would be performed that Sunday, to 

which, "we will do it perhaps tomorrow" was the answer. 44 Therefore, 

it can be assumed that if the Visible music I was ever presented in 

the Festspiele, it must have been in the second concert, thus being the 

second time in which a composition by Schnebel was premiered by 

Fluxus to the author's disappointment. 45 As for his Reactions, they were 

probably never done in the spa town festival. "I had travelled in vain 

to Wiesbaden", complains Schnebel today. 46 

Another composer, namely Konrad Boehmer, attended the 

third concert to learn that Welin would play only the second of his 

two programmed pieces (KlangstUck, 1959, and Potential, 1960).47 

Benjamin Patterson, for his part, remembers having enjoyed very 

much premiering Giuseppe Chiari' s Gesti sul Piano ('Gestures on the 

Piano', 1962), scheduled for the fourth concert. 48 A trained double 

bass player but not a pianist, Patterson found no difficulty in ren

dering this piece, which invited the interpreter to unlearn all piano 

playing techniques: 



"People do not know about the existence of keys the keyboard is for 

them just a long white strip I But they have understood that their hands 

their arms I can leave a trace on the keyboard as on the sand I they have 

understood I that their anger their anxiety their stress their immobil-

ity I their apathy their tenderness would leave for a moment I a furious 

tender trace on the white strip I they have never seen a piano being 

played I they do not conceive that a finger could be used for a key". 49 

Following this method for piano, Patterson played an inaudible 

music. 

The rest of the documented performances of the first weekend 

ranged from Stockhausen's KlavierstUcke 1-W (1952/1953) 50 through 

John Cage's Music Walk (1958) and Dick Higgins's Constellation No. 1 

(1959), to Jed Curtis's Piano Piece (1962). 51 Stockhausen's compositions 

appeared "almost conservative", since they worked only with tones. 52 

During the performance of Cage's work, which, like Higgins's, included 

the use of three radios as sound sources, chess was played.53 Finally, 

Curtis interpreted his piece in an "extremely informal fashion", playing 

the piano with his face, taking off his trousers and writing on a paper 

"art is dead", among other activities. 54 "I was screaming and jumping 

around like a maniac inside the [grand] piano", remembers the author, 

"I was lying on the strings, and the strings were also making noise. 

Apparently it was quite a shocking piece. [ ... ] it was so musical!" 55 

Was such a performance among those that disappointed the 

American composer Griffith Rose? Be that as it may, he decided to 

dissociate himself from Maciunas. He did not agree with the direction 

taken in the four first concerts of the Festspiele, in spite of the fact 

that his Second Ennead of Piano Pieces (1962) had been performed.56 

Interestingly enough, Jed Curtis would also depart, but for a very dif

ferent reason related to Michael von Biel. The latter took part in the 

festival as a composer and interpreter with his Book for 3 - fur Egon 

Mayer (1961) for two pianos and one violin (fig. 9), receiving a very 

good review: "Biel convinces[ ... ]. What he elicits from the strings and 

the soundboard is prodigious. The violin uses all the possible fingering 

techniques, even the most reckless ones. [ ... ] It is music niftily settled 

between noise and tone, from the whispers of an Aeolian harp to the 
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shrill of a factory whistle. Like Bussotti, Biel tries to resemble electronic 

music by using mechanical means. Something special can be expected 

from him, once the Sturm und Orang is over". 57 

Von Biel, who regards activities such as piano destruction as a 

logical result of the developments in new music, did not have reservations 

regarding the content of the concerts. 58 Nevertheless, he would run 

into trouble with Maciunas, becoming the first of many artists expelled 

from Fluxus. This dismissal avant la lettre from the Fluxus "united front" 

was ideologically determined and was caused by von Biel's fondness 

for playing roulette. As a composer interested in numbers, von Biel took 

his chances in this gambling game at the Wiesbaden Casino. When he 

talked about it with Maciunas afterwards, he learned that the Festspiele 

organiser considered it a decadent and capitalistic pastime and was 

warned that if he kept playing it, he would have to leave Maciunas's 

house {where he was staying) and forget about participating in future 

concerts. Von Biel did not take such warnings seriously though, and after 

another visit to the Casino he was irrevocably expelled from Maciunas's 

project. Jed Curtis, who was also sojourning at the latter's house, left as 

well, out of solidarity with the German composer. 59 

THE SECOND WEEKEND: 8-9 SEPTEMBER 

The second weekend of the Fluxus - Internationale Festspiele Neuester 

Musik began thus with three less participants. 60 Their absence, however, 

was compensated by the arrival of Dick Higgins and Alison Knowles 

from the U.S., bringing with them "a pile" of new works by George Brecht, 

Robert Watts and La Monte Young. 61 These changes along the way, 

adding to the already mentioned influence of the proto-Fluxus concerts 

and Maciunas's will to stress the direction "towards neo-dada ~ action 

music ~ concrete music" (sic), 62 would result in a series of presentations 

during which Fluxus would adopt its first ever-changing configuration. 

The concerts that would follow one another during the second and third 

weekends of September would indeed bring together the first "permanent 

cadre" of Fluxus performers (Dick Higgins, Alison Knowles, George 

Maciunas, Nam June Paik, Benjamin Patterson, Wolf Vostell and Emmett 

Williams). 63 Almost half of the pieces they would interpret were not 



scheduled and those that were would often be performed at concerts 

for which they were not originally planned. Thus, the contents assigned 

on paper to each concert would mingle with one another, and the 

distinction initially formulated by Maciunas between "compositions 

for other instruments and voices" and "concrete music and happen

ings" would be blurred. As a whole, the staged pieces would constitute 

a corpus of typical Fluxus forms of action music, poetry and art. Some 

pieces had already been played in the proto-Fluxus and other previous 

concerts, but many would have their premiere in Wiesbaden. 

Along with these changes on the side of the artists, there would 

also be changes on the side of the audience: "In the second festival 

week word had already spread that there was something going on in 

the auditorium of the Stadtisches Museum", 64 and, as a consequence, 

television reporters would attend the first concert of the weekend (the 

fifth concert of the Festspiele) on Saturday the 8th, shooting a report 

that would be aired repeatedly in the Erstes Deutsches Fernsehen 

(fig. 10).65 Years later, Maciunas's mother Leokadija would remember 

that "[the artists] began preparing for an appearance. Even this 

unusual performance was supposed to be shown on television. That 

evening came - I fortunately didn't see this program (we didn't have 

a television). The next day I ran into the proprietress [sic] of the hotel 

where we had stayed and was taken aback by her sympathy, as if some 

great woe had befallen me. The night before they had seen the pro

gram and had been quite horrified. Several young people, including my 

son, had smashed a grand piano with axes and hammers ... ". 66 

These activities with the piano, however, corresponded to the 

last performance of the evening. So let us halt Leokadija Maciunas's 

account at this point to begin at the beginning. First of all, the main 

source of information for the reconstruction of this and the following 

concerts deserves particular mention - the notes taken by the 

German artist Ludwig Gosewitz. Gosewitz attended the festival during 

the second and third weekends of September and, on seeing that the 

pieces and/or their order of presentation did not correspond to the 

specifications of the programme, he decided to keep a record of the 

actual course of the concerts. For this purpose he followed the black-
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board placed on stage, where the performers would write with chalk the 

works they would interpret each soiree. 67 In the case of the concert on 

Saturday the 8th, this source of information can be supplemented with 

the previously mentioned video footage. 

THE FIFTH CONCERT 

Opening the concert, Knowles, Higgins, Patterson, Williams, Maciunas 

and Paik bewildered the audience by entering the auditorium, placing 

themselves alongside one another behind the long table located on 

stage and simply clapping their hands. This corresponded to the rendi

tion of Joseph Byrd's Piece for Richard Maxfield (1960). 68 Next, they 

interpreted Maciunas's IN MEMORIAM TO ADRIANO OLIVETTI 

(1962) in a different version from the one presented in the proto-Fluxus 

concert of Wuppertal but still using, as is characteristic of this piece 

in any version, a "tape from an Olivetti adding machine" as a score. 69 

Knowles squatted down any time she saw the number four written in 

her tape. Williams, for his part, made a farting noise with his hands and 

bowed down at the number seven. The number zero gave Maciunas 

the indication that he should lift a bowler hat from his head or, alterna

tively, place it back on. Whereas, Paik pointed at different audience 

members with his forefinger when seeing the number one on his tape. 

Patterson, playing a whistle at irregular intervals, and Higgins, breathing 

asthmatically, provided the accompaniment to these actions (fig. 10).70 

Now alone on stage and equipped with his contrabass, tools, uten

sils and other items, Patterson proceeded to perform his VARIATIONS 

FOR DOUBLE-BASS (1961). He first unfolded a map of Europe on the 

floor, circled Wiesbaden with a pen and situated the endpin of his 

contrabass in the circle (fig. 11).71 Once he concluded this VARIATION I, 

he proceeded with the remaining sixteen. Clearly amusing his listeners, 

he played the contrabass "right-side-up" and upside-down, with one 

or two bows and with the fingernails, with clothespins, balloons, food 

and a newspaper holder (fig. 12), among other materials that he had 

brought on stage in a big suitcase. Finally, he posted a letter, which 

had been previously stamped by the audience, in the f-hole of the con

trabass (VARIATION XVII).72 



After this one-man performance, seven interpreters including Patterson 

stationed themselves again behind the long table on stage to render 

Higgins's Constellation No. 4 (1960).73 According to the instructions of 

the piece, each of them had chosen a sound that was "to have a clearly

defined percussive attack", last "longer than a second" and could "be 

produced on any instrument available".74 Knowles beat the table with the 

palm of her hand. Paik played pizzicatos on a violin and drummed on 

the table with a bow. Two stones were hit, one against the other, while 

Higgins knocked on the table with his fist. Williams hit the table with 

a heavy rock and Maciunas moved a metallic chain up and down on the 

tabletop. Whereas, Patterson used his whole body as a percussive instru

ment by jumping and then stomping his feet on the floor (figs.13-14). 

Jackson Mac Low's THANKS II (1962) and George Brecht's 

THREE LAMP EVENTS (1961) were the next pieces. Mac Low's com

position envisions the production of "single non-verbal" sounds that 

may be either "musical" sounds or "noises" and have to be made "singly, 

prolonged for any duration, and/ or reiterated any number of times" 

avoiding "recognizable rhythmic figures" .75 Brecht's THREE LAMP 

EVENTS instructs,"• on. I off. I •lamp I •off. on." and concludes with 

a quote remarking that "'It is sure to be dark I if you shut your eyes.' 

(J. Ray)" .76 Were the lights of the auditorium switched off and on that 

evening? Or did the interpreters just close and open their eyes? 

Be that as it may, two other pieces by Brecht followed: CARD

PIECE FOR VOICE (1959) and STRING QUARTET (1962). The first 

work requires the use of two different stacks of cards, whereas the 

second needs only the interpreters' hands. T~e cards ("ordinary play

ing cards" and "phoneme cards") are to be dealt among the perform

ers and used as scores, indicating the number, duration and kind of 

sounds they would produce with their lips, vocal cords, throats, cheeks 

and tongues (fig. 15). As for the hands of the members of the string 

quartet, they are simply to be shaken (fig. 16).77 

Emmett Williams then premiered his four-directional song of doubt 

for five voices (1957) by conducting a choir made up of the voices of 

Higgins, Paik, Knowles, Patterson and an unknown performer (fig . 17). 

This work, which would become a classic of the Fluxus repertoire, was 
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considered by its composer as his "most versatile" piece, since it is 

"at the same time a concrete poem, a song, an instrumental quintet, 

instructions for dancers, and a picture": 

"There are five performers, five voices, five words: 

you 

just 

never 

quite 

know 

Each performer is assigned a word, and given the part score for that 

word. Each part score is a grid divide into a hundred squares. Ten 

signal dots are spaced about the grid, their positions determined by 

a mathematical progression, different for each part, so that no two 

scores are the same. 

The part scores may be held in any one of four positions. The 

performers may read the scores left to right, right to left, bottom to top, 

or top to bottom, reading from square to square to the beats of a 

metronome, set at any desired speed. It's all over in a hundred clicks." 78 

Once this rendition concluded, Maciunas, along with another 

performer, stretched a "2-inch-wide ribbon" across the stage before 

letting it be cut, as indicated by a piece that would also become typical 

of the Fluxus repertoire: Robert Watts's TWO INCHES (1962) (fig.18). 

The soiree would conclude with two shocking presentations, the 

first one corresponding to La Monte Young's Composition 1960 #10 

(to Bob Morris) (1960): "Draw a straight line and follow it" .79 This very 

precise and, at the same time, ambiguous indication gave way to a 

performance that was a different piece in its own right - the mythical 

Zen for Head (1961) by Nam June Paik.80 "I think none of us knew what 

he was going to do at that point until he started doing it, which was 

wonderful", remembers Patterson today. 81 The South Korean dipped his 

hands in a bucket with ink and stamped them on a long roll of paper 

stretched over the floor. He then repeated the same process with his 

tie, leaving a more or less straight line as a trace on the paper. Not 

satisfied with it though, he proceeded to soak his hair in the ink in order 

to use it as a paintbrush and finish the drawing with it (fig.19).82 



Finally, to pick up the thread of Leokadija Maciunas's account where 

we left it: "Several young people, including my son, had smashed a 

grand piano with axes and hammers ... ", 83 to which we might also add, 

with rocks, shoes and tea kettles. This performance corresponded to the 

free version of Philip Corner's Piano Activities (1962) that had already 

been premiered the previous weekend and would be interpreted again 

the following week, acting on each occasion as the grand finale of the 

concert. In the rendition on Saturday the 8th, Williams climbed up on 

top of the table and let a rock fall from there onto the soundboard of 

the piano. Knowles rubbed the piano strings with a sandal and Higgins 

did the same with a tea kettle, while Patterson and Maciunas hammered 

on the keys and soundboard. 84 The chants of "Bravo!" with which the 

audience greeted the performance are perhaps less illustrative of the 

general opinion than Maciunas's mother's feelings: "Even if the in

strument were old and good-for-nothing, it was still a noble instrument -

once people had played on it, had elicited beautiful sounds from it; 

it had served talented hands that had brought the public delight and 

rapture. It was painful and terrible to watch as the chips flew, to listen 

as the broken strings pitifully rang out. Seeing the instrument's shame

ful and tormented demise, people weren't able to hold back their tears. 

We don't know what is done with old, useless instruments, we don't 

see how they are handled cruelly and therefore this sadness, this senti

ment is understandable. These people took pity on me, they felt for me, 

understanding how a mother's heart must ache when she sees how 

her son spends his time. It seemed to me then that he was possessed 

by a dark force" .85 

THE SIXTH AND SEVENTH CONCERTS 

For Sunday the 9th, two concerts were planned, respectively at 2:30 

p.m. and 8 p.m. A letter addressed by Jean-Pierre Wilhelm to Wolf 

Vostell on 10 September confirms that both actually took place, 86 

but only the content of one concert can be documented with reasonable 

exactitude thanks to the notes jotted down by Ludwig Gosewitz. 

When publishing them, however, Gosewitz did not specify which of 

the two Sunday presentations he had attended and not a single one 
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of the titles he listed coincides with those given in the programme 

for either concert. This being said, the following hypothesis may be 

proposed: Gosewitz's programme might refer to the seventh concert, 

as the sixth concert might have fully or partially consisted of a "one

hour version" of Young's Composition 1960 #7 (1960), during which 

the two tones envisioned in the score were "sung and accompanied 

by Benjamin Patterson's" contrabass. 87 This conjecture is based on the 

following data. In the first place, Dick Higgins's account of this long 

performance merits the conclusion that it did not occur during the 

first weekend, because Higgins had not been present. 88 Then to 

which concert does his description correspond? The programme of 

the festival schedules the piece for the evening of Saturday the 8th, 

but this is not consistent with the reconstruction of that Saturday's 

concert based mainly on Gosewitz's notes, the TV report and George 

Maciunas's photographs. On the other hand, Gosewitz's notes in

clude an unspecified "Composition 1960" in the programme for Friday 

the 14th but, as it is clarified below, it is not likely that it would have 

been Composition 1960 #7. Finally, it can also be ruled out that the 

"one-hour version" recalled by Higgins was interpreted during the last 

weekend of the Festspiele, even though the programme envisioned a 

further performance of Composition 1960 #7 for Saturday the 22nd: 

firstly, there is no known evidence that any such Fluxus concert ever 

actually took place on 22 and 23 September; secondly, and more 

importantly, a press review published on Friday 21 September describes 

the same performance as Higgins. 89 Thus, the only remaining option 

seems to be the sixth concert on 9 September, which Maciunas had 

planned to dedicate to Japanese composers. In a letter addressed 

to Young on 9 October, Maciunas offers an enlightening piece of 

information: "The fifth interval [Composition 1960 #7] we hummed for 

almost an hour, which was very nice [ ... ]. (sounded like some Budhist 

[sic] ritual, especially after Paik announced it in Japanese and wrote 

your name on blackboard in Chinese characters). You would prob

ably have disliked such annonymity [sic), but you were in a Japanese 

program [sic] and we thought it fitted very well in it". 90 



It can be concluded that the festival organiser had thus found a 

satisfying way to fill the gaps left by those late-arriving materials from 

Japan that should have otherwise constituted the whole sixth concert 

on Sunday the 9th.91 What remains less clear is whether Jean-Pierre 

Wilhelm found this performance as gratifying as Maciunas did: "Two of 

the three concerts that we saw, were of an outstanding quality", read 

his words to Vostell.92 

The soiree documented by Gosewitz, presumably the seventh of 

the festival, started with Paik' s One for Violin Solo (1962), a shocking 

performance that had been premiered a few months earlier in the Neo

Dada in der Musik show in Dusseldorf by its author. In all likelihood it 

was also Paik himself who did it in Wiesbaden - holding "up the violin ver

tically like a sword", concentrating deeply during an indefinite time and, 

then, smashing it suddenly on a table placed in front of him with a brisk 

movement of his arms.93 Then came Patterson's PAPER PIECE (1960). 

It had also already been presented at Neo-Dada in der Musik, but it was 

in this rendition at the Fluxus - Internationale Festspiele that it took on 

the feature with which it would become a classic of the Fluxus reper

toire - that of a participatory performance. Originally conceived as a 

series of actions to be done with various types of paper to produce dif

ferent kinds of sounds, "that quickly evolved into a looser formation [ ... ] 

I had the memory that it was first in Wiesbaden that it started becoming 

an audience-performed piece [ ... ] it became a part of the work that 

you made sure that part of the paper got into the audience and they 

began automatically, without instructing [sic], to work with the paper". 94 

Gosewitz listed Higgins's Constellation No. 4 (1960), which had 

been interpreted the day before, as the third piece of the evening. 

Although it is perfectly possible that the performance was actually re

peated, it cannot be ruled out that the German artist might have jotted 

down the wrong number of Constellation, as had previously occurred 

regarding this same series of compositions by Higgins. The next piece 

was Maciunas' s SOLO FOR SICK MAN (1962), a humorous autobio

graphical composition in which the festival organiser, who suffered 

from serious health problems, invites the performer to "cough", "spit", 

"gargle", "put drops into nose" or "drop pills over floor", etc., leaving 
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open to the choice of the interpreter the duration in seconds of each 

activity. 95 The piece following Maciunas's was Jackson Mac Low's 

LETTERS FOR IRIS NUMBERS FOR SILENCE (1961), which also 

leaves a margin to the performers' discretion: it is they who have to 

decide how many participants there will be (any number between two 

and fifty-one is possible) and how many of the available fifty-one "filing 

cards" they will read, thus determining the length of the performance. 

On each card there are between one and ten capital letters of the 

English alphabet and one or two numbers "randomly placed". For each 

number, "readers are to be silent that number of seconds or of slow 

counts", while the letters have to be uttered as phones, trying to produce 

"speech-like rather than song-like" sounds.96 

The last three pieces of this Sunday concert were, still according 

to Gosewitz, Brecht's DRIP MUSIC (DRIP EVENT) (1959-1962), 

a "Dance" by the American choreographer Simone Forti (Morris) and 

Young's Poem for Chairs, Tables, Benches, etc. (or other sound sources) 

(1960). Brecht's DRIP MUSIC would become a typical Fluxus piece. 

It can be performed in many different ways, needing only "a source 

of dripping water and an empty vessel" in which to let the water fall 

in its first version, or just the "Dripping" in its second version. 97 

Concerning Forti's, it has not been possible to determine which exact 

Dance it could have been. The following INSTRUCTIONS FORA 

DANCE might therefore be quoted to provide an example: "One man 

is told that he must lie on the floor during the entire piece. I The other 

man is told that during the piece he must tie the first man to the wall." 98 

Finally, Young's Poem for Chairs, Tables, Benches, etc. (or other sound 

sources) envisions the moving of furniture across the performance area 

according to a predetermined pace.99 

THE THIRD WEEKEND: 14-16 SEPTEMBER 

The inhabitants of Wiesbaden and other neighbouring German cities, 

the artists and students interested in the Fluxus concerts and the 

visitors who were just curious or sensation-seeking could enjoy a third 

weekend of concerts held on Friday the 14th, Saturday the 15th and 

Sunday the 16th at 8 p.m. each evening.100 



THE EIGHTH CONCERT 

The Friday concert started with a Composition 1960 by Young, which, 

according to the description offered by a press report, is most likely 

identifiable as Composition 1960 #6: "with martyred expression three 

men and a woman assembled themselves behind the experiment table. 

They stood there, silent, nonchalant, still and obstinate for five min

utes, without changing their expressions, without saying a word [ ... ]. 

And then, they walked away. There was a loud applause". 101 

Next, Knowles, Paik, Maciunas, Higgins and Patterson made them

selves comfortable at the "experiment table" on stage to perform 

MALLARD MILK (1961), a sound-score by Brecht with a text by Higgins. 

Provided with various types of string instruments, toys and other com

mon objects such as an umbrella, a glass bottle and papers, each of 

the interpreters began to count, as though lost in thought, according 

to counting schemes they had each selected randomly from the set of 

possibilities included in Brecht's score. When indicated by the counting 

schemes, they produced sounds with the instruments, toys and other 

objects by means of the most varied actions (figs. 20-22). Brecht's in

structions envision too the reading of Higgins's text: "Counting. I Sum

mer. I Winter. I Summer. I Milkmaids counting. I Spring fall. I Spring 

winter summer spring." 10
2 

A group of attending senior students started singing college songs 

(specifically Warum ist es am Rhein so schon) during the third perform

ance of the evening. This corresponded to Brecht's CANDLE-PIECE 

FOR RADIOS (1959), done on that occasion by one performer with 

three radios and three candles.103 With the room's lights turned out, 

the interpreter moved from one radio to another performing different 

actions on them (such as moving the dial, raising the volume "to audi

bility" or lowering it "as far as possible without turning the radio off"), 

according to the instructions written down on cards placed in stacks 

in front of each radio. When the candle at a radio burned completely 

out, he turned off that radio, ending the piece when no more radios 

were available. 104 

Then, Knowles and a male performer (probably Dick Higgins) 

came on stage to present a version of John Cage's indeterminate 
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composition Solo for Voice 2 (1960): "The man [ ... ] barked like a dog 

with a cold [ ... ]; growled like the Grizzly bear [ ... ], emitted unarticu

lated sounds, puffed like an old, badly heated steam engine[ ... ]. During 

the whole time, the woman raised and lowered her arms in front 

of him; this looked like a signal mast from the Bundesbahn [ ... ]. And to 

conclude, the man roared at the auditorium: '1-i-i', and the audience 

answered: 'A-a-a"'.105 

Once this monosyllabic dialogue between stalls and stage had 

concluded, a poem was performed - Patterson's writing, wash hands, 

part of his self-published book methods & processes (1962).106 

'"wash hands' is the first line of, mmm, I don't know if you call 

them poems or whatever, I've learned in the meantime that it is 

Instruction Art [. .. ] they've decided that there is a genre called Instruc

tion Art, apparently about things like this, so now I know I've been 

making Instruction Art since 1961 [ ... ]. methods & processes [is] a collec

tion of little pieces like this which, as I said, now I know is Instruction 

Art, I thought of them then as action poetry, I guess, action poems 

that you should do, following the instructions and that the sequence 

would, you would have a quite 'poetic art experience', and this I 

started working on the summer of sixty-one [ ... ]. [They are generally 

conceived to be performed] in private, but you can perform some 

of them in public. I don't remember if I actually performed this piece 

in Wiesbaden, but if I did, then probably [ ... ] I read the instructions 

to another person" .107 

Another person then carried out the action, washing his hands. 108 

Nam June Paik then interpreted Brecht's NO SMOKING EVENT by 

re-positioning the "No Smoking" sign that was nailed to the stage wall 

(figs. 23-24).109 After this, the last and longest performance of the 

concert began. 

"The beauty of the Wiesbaden festival was that we had no worry 

for time - we could do many terrific long pieces that could not be 

fitted into other festivals." 110 Higgins's statement was especially true 

regarding the previously mentioned rendition of La Monte Young's 

Composition 1960 #7 and the performance of AN OPERA (1959) by 

Emmett Williams. The latter constituted "the longest three-quarters 



of an hour" Higgins had ever experienced, 111 taking up "most of [the] 

entire evening" .112 Its score is a long scroll of visual writing described by 

its author as follows: "an erotic mystery story - among other things -

in which the search for the missing object, the dot of an i, is presented 

visually throughout the progress of the tale. The story not only illus

trates itself, but the progression of dots - the basic metaphor - serves 

as a percussion score when AN OPERA is performed as an opera. For 

each dot, one drum beat, or a tap of a spoon on an empty tin can, et 

cetera. There are three characters: an announcer, a patient, and a 

young woman. Following the first word of the sick man, one beat. After 

the second, two. After the third, three. Until, toward the end of the 

opera, when the sick man speaks his 182nd word, there are 182 drum

beats. And then the next word, and 183 drumbeats". 113 

During the "first legitimate" performance of AN OPERA in Wies

baden, 114 it was Williams himself who played the accompaniment for 

the choral reading of the tale by counting out "the dots with a metal 

spoon on a tin pot" .115 "The performance was all but broken up by 

high-spirited students who jumped up onto the stage and sang [again] 

college songs, and a brave lad who set fire to the three-meter-long 

score" .116 The evening ended thus in an incendiary way. 

THE NINTH CONCERT 

The Saturday concert combined performances that worked inside the 

boundary of the inaudible with others where sound was electro-acousti

cally amplified. The opening piece Structures metalliques III (1962) 

by the Canadian composer Pierre Mercure was an example of the 

second case. During it, tape-recorded sounds merged with live sounds 

amplified through contact microphones. The performers produced the 

live sounds by means of different metallic objects and tools: "any scrap 

metal that has pitch and resonance, in as many different lengths and 

sizes as possible, and preferably suspended (such as: tubes, pipes, 

radiators, barrels, conveyers with rollers, metal wire and fences)", "any 

metal object that can hit or scratch (such as: hammers, brushers, electric 

drills, percussion sticks etc ... )" and/ or "small metal objects that can 

be thrown (such as: rivets, nuts, screws, coins, medals, etc.)" (fig. 25).117 
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The second piece of the soiree belonged, unlike the first one, to those 

cases in which the musical event had become emancipated from any 

predetermined production of sound. It was Dieter Schnebel's Visible 

music II: Zeitbilder, "Solo fur einen Dirigenten'' ('Visible music II: Time

figures, "Solo for one Conductor" ', 1962), later renamed Nostalgie, 

"Solo fur einen Dirigenten" ('Nostalgia, "Solo for one Conductor"'). The 

actor Heiner Reddemann had premiered the piece in the proto-Fluxus 

concert at the Kammerspiele in Dusseldorf, acting as the conductor 

of the chaotic simultaneous performances taking place on stage. In 

Wiesbaden, though, it was Benjamin Patterson who, alone in front of 

the audience, carried out the rendition, translating an imaginary music 

into hand movements (fig. 26). 

"The piece by Dieter Schnebel [. .. ] is [a] very interesting, intrigu

ing score, which basically is a diagram of the movements of the conduc

tor's arms conducting a work, and so I tried to follow the diagram, the 

graphic, as well as possible, and, OK, being a musician, and I had stud

ied conducting [ .. . ] and had conducted a few concerts on my own with 

orchestra, [ ... ] it was not strange [ ... ]you hear, in the back of your head, 

some kind of music that would fit that, I think it worked quite well" .118 

Unfortunately, Schnebel did not attend this performance, which, 

unlike the one in Dusseldorf, he approves of nowadays: "Patterson was 

a good man and he worked rigorously" .119 

Along with Williams, Patterson then arranged four prepared tea 

kettles over small camping stoves on a table to perform a reduced version 

of his SEPTET FROM "LEMONS" (1961) (fig. 27). After lighting the 

camping stoves, both artists waited, armed with darts, until the water 

in the tea kettles boiled and vapour began to inflate the balloons tied 

over the kettles' spouts. The spectators laughed as the balloons in

flated and the whistling of the kettles grew louder. When the first dart 

hit a balloon, they greeted it with cheers and applause. The second 

dart struck the next balloon just a few seconds afterwards, whereas the 

third and fourth would make the crowd wait a little longer. A group of 

male voices from the audience began encouraging the performers aim

ing at the balloons: "Oi!", "Oooiii!!", "Oooooiiiii!!!!", they shouted, and, 

when the two remaining balloons were finally hit, they applauded in 



satisfaction.120 All in all, the whole process of the balloons inflating and 

bursting had taken scarcely more than a minute, thanks to Patterson's 

and Williams's proficiency in throwing darts.121 

Before the intermission, 122 a performance within the bounds of 

the inaudible took place: Patterson again, with Higgins and maybe 

others, crumpled and rubbed small pieces of paper close to their own 

ears (fig. 28). Scraps of paper were also passed out to the audience, 

so that they could perform their own ear music according to Terry 

Riley's EARPIECE (1960). 123 In this manner, the production of sounds, 

audible only at the scale of the individual body, was turned into a 

public event. 

The piece that opened the second part of the evening was listed 

on the blackboard as "Das Beispiel" ('The Example') by Dick Higgins 

and the photographs taken by Wolf Vostell show its author in the dark

ness with his mouth open as if he were singing or reciting (fig. 29).124 

Might this correspond to the performance of Graphis 117 (1962), which 

was composed by Higgins specifically for the Wiesbaden festival? 125 

Its author conceived it as a sample of Graphis 82 (1959) and it consists 

of a graphic score to be drawn on the stage floor. Four performers 

read the score, moving through it and improvising activities, sentences 

and words on its basis for at least thirty minutes. "Old dance music [ ... ] 

mixed with circus, carnival, folk, and country music" from a tape record

ing is played throughout the performance. 126 Furthermore, "the lighting 

may be achieved by using as the sole source of illumination a set of 

transparencies [ ... ]. These transparencies are projected in and out of 

focus ad lib as inconsistently as possible with a slide projector" .127 

The next and last performance of the concert was the premiere 

of Vostell's Kleenex (1961), during which the sound produced by various 

violent actions was electro-acoustically amplified. 

"Sitting at a table, after breaking war toys with a hammer, 

[Vostell] blurred images from contemporary magazines by rubbing 

them vigorously with tetrachloride. [ ... ] The noise generated by this 

rubbing and smudging was amplified through microphones. Later on 

he threw light bulbs against a thick glass plate placed between him 

and the audience. Some shattered and fell down, broken to pieces, 
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others remained intact after the collision, producing very different noises. 

These sounds were also amplified with microphones. finally, he threw 

a cream cake against the glass, which he smeared over it" (fig. 30).128 

According to Vostell's wife Mercedes Guardado, the throwing of 

the light bulbs represented a criticism of the fact that the pieces of 

information supplied by the media are often "incomplete or distorted", 

already "broken before arriving at the destination" or breaking "upon 

arrival" .129 

THE TENTH CONCERT 

The tenth and last documentable concert of the Festspiele was held on 

Sunday the 16th, and, according to a journalist from The Stars and 

Stripes, it started as follows: "Higgins entered and took a bow. He sat 

himself beside a bucket. His wife, Alison Knowles, appeared with a pair 

of scissors. She began to cut his hair. Higgins looked content [fig. 31]. 

After fifteen minutes, the audience grew restless. Paper airplanes 

circled from the back row. Conversation took over. 

'I'm sure I don't know what it is all about or what it is supposed to 

mean,' commented one of Germany's well-known abstract painters. 

'I tell you Higgins is performing a rare work,' said Emmett Williams, 

a parttime [sic] performer and composer of this Very New Music living 

in Germany. 'He could play a Chopin etude every night. But Higgins 

can't give another performance like this for six months, until his hair 

grows back.' 

'But there is no music,' we protested naively. 'Is this parody or 

protest?' 

'You have to understand,' said George Maciunas, the American 

promoter of the festival, 'that in new music the audible and the visible 

overlap. This is what is called action music.' 

'Ah ha,' we answered, politely and uncomprehending". 130 

Knowles's puzzling performance on Higgins's head was part of 

the rendition of his Danger Music Number Two (1961), which simply reads, 

"Hat. Rags. Paper. Heave. Shave". 131 The author interpreted it further 

by "heaving political pamphlets into the audience", 132 more specifically 

propaganda leaflets that announced a "Strike for peace" (fig. 32).133 



This was followed by his Danger Music Number Fifteen (for the dance) 

(1962), which he carried out literally: "Work with butter and eggs for 

a time", instructs the score, and so he "seized two pounds of butter 

and a container of a dozen eggs. [ ... ] He smashed some of the eggs 

over his now completely shaven head [fig. 33]. He tossed eggs into the 

air, onto the floor, and gently into the audience. Those in the know 

nonchalantly unfurled umbrellas [fig. 34]. One egg dripped sadly from 

the wall. Higgins mixed butter and eggs and advanced toward the 

audience. An elegantly dressed lady fled through an exit expecting 

the mess to be hurled into the air. Instead, Higgins placed it tenderly 

in the hands of several members of the audience. Three elderly English 

ladies departed rapidly in confusion, asking what streetcar went where 

when" .134 "I felt that was what Wiesbaden needed", concluded Higgins 

later on.135 

According to Gosewitz's notes, Takehisa Kosugi's MICRO 1 was 

the following piece. However, this work was neither listed on the black

board (as Hartmut Rekort's photographs of the concert attest), nor 

mentioned by the evening's attentive reporter. 136 In fact, after writing 

about Higgins's actions, the journalist went directly into the descriptions 

of the last two pieces of the concert, Nam June Paik's Simple (1961) 

and Philip Corner's Piano Activities (1962): "Higgins withdrew to give 

way for Nam June Paik of South Korea. Paik covered himself with 

shaving foam, scattered rice and pebbles on the floor and into the audi

ence and lamented over a roll of cheap paper [fig. 35]. Then abandon

ing his whimpering he took a running, screaming dive into an antique 

bathtub full of water [fig. 36]. Sad, contrite and very wet, he retired to 

a corner to play snatches of a child's nursery rhyme on an old-fashioned 

horn gramophone. Finally, he left sucking one of his socks to the wild 

applause of the audience. 137 

As the final work that night, a group of young composers [Higgins, 

Maciunas, Patterson, Vostell and Williams] viciously attacked a 

grand piano, somewhat the worse for wear after being pummelled, 

jumped upon and beaten in previous festival performances. With 

crowbars, saws, hammers and their bare hands they ripped the pro

testing instrument apart" (fig. 37).138 
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This performance was, all in all, the greatest sensation of the whole 

festival. Its various presentations were met with all kinds of reactions, 

ranging from laughter, prolonged applause and chants of "Bravo!", to 

total rejection, going so far as to hurt personal feelings as in the case 

of George Maciunas's mother. Maciunas's view of the matter, however, 

contrasted with the emotionality of these responses. Being asked the 

reason for tearing apart the piano, he gave a simple answer: "We had 

to get rid of it. It was worn out and it is difficult to carry away. So you 

see the composition was beautiful in its practicality".139 This functional 

beauty would also materialise in the money the artists managed to 

obtain from the piano's remains in Sunday's closing performance: an 

auction (fig. 38). Mercedes Guardado, who would join the performers 

for the sale of the piano pieces, remembers that they found among the 

audience several buyers willing to pay fifty pfennigs for a key or for 

a piece of split wood with hanging strings.140 
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with Henar Riviere Rios, Wies

baden, 2 August 2011 . 

49 

'l' uomo non conosce I' esistenzo 

dei tasti la tastiera e per lui una 

lunga striscia bianca I Egli ha 

pero capito che le sue I mani le 

sue braccia I possono lasciare 

un'impronta sulla tast iera come 

sullo sabbia I ha capito I che 

la sua rabbia la sua ansia la sue 

tensione la sua fissita I la sua 

apotio lo sue tenerezzo lascer

anno per un attimo sulla I striscia 

bianca un'impronta rabbiosa 

tenera I non ha mai visto suonare 

un piano I non concepisce che 

un dito servo per un tasto" , 

Giuseppe Chiari, 'Gesti sul 

p iano / Metodo per piano', in 

Il Metodo per suonare di Giuseppe 

Chiari , ed . by Gilio Dorfles 

(Torino: Marlana editore, 1976), 

p .87. 

50 

The festival programme includes 

only the number IV, but T utenberg 

(see note 12) mentions "Version 

I und II ". 

51 

Cf. T utenberg (see note 12) . 

52 

"K. H . Stockhausens 'Version I und 

II ' erscheinen fast konservativ, do 

nur mil Tanen gearbeitet", ibid. 

53 

Ibid . 

54 

"Ein Extrem an Hemdsiirmeligkeit 

war dos Stuck, dos der Komponist 

Ted [sic] Curtis 'vortrug' . Klein

pilaster wird auf die T asten gewor

fen, mil dem Gesicht gespielt, 

die Hosen werden ausgezogen, 

ein Papier wird mil 'Kunst isl tot ' 

bekritzelt usw. usw.", ibid . 

55 

Jed Curtis in telephone interview 

with Henar Riviere Rios, 1 March 

2012. 

56 

On Rose's disappointment , see 

Dick Higgins, Postface (New York : 

Something Else Press, 1964), 

p . 69. On the performance al 

Rose's piece, see T utenberg (see 

note 12) . 

57 

"Biel uberzeugt [ .. ]. Was er den 

Saiten und dem Resonanzboden 

entlockt, isl erstaunlich . Die 

Violine verwendet alle erlaubten, 

selbst die rucksichtslosesten 

Griffarten. Eine gewisse rhyth

mische Straffung isl erkennbar . 

Es isl Musik, raffiniert zwischen 

Geriiusch und Klang angesiedelt, 
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Wie Bussotti versucht von Biel mil 

mechanischen Mitteln sich der 

elektronischen Musik anzunahern . 

Von ihm isl, wenn sich der Sturm 

und Drong abgeklart hat, et
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T utenberg (see note 12) . 
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and Rose) for the forthcoming 

concerts. There is no evidence 
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and Three Rhapsodies (1961) . The 
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pp. 60 and 70 . 
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Dick Higgins in interview with 

Dieter Daniels, 'Fluxus vor 

Fluxus', in Kunstforum Internatio

nal (see note 5), pp. 197-205 

(p. 205) . 
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Maciunas (see note 10). 
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Eulenspiegel kom in die hessische 70 1991), p . 181. 
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66 65); Maciunos (see note 7); and Head for the first time within 
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also Tamas Schmit and Wilma 

Lukatsch, '1. Montag, den 6 . Juni 

2005' (2005), in Tamas Schmit 

and Wilma Lukatsch, Dreizelrn 

Montagsgespriiche (Berlin : Wiens 

Verlag, 2008), pp. 10-37 
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during the performance of 

Brecht's piece. According to Jon 

Hendricks, Paik fixed the sign 

to the wall, but, actually, the 

sign was already there before 

this performance as the pho

tographs of previous concerts 

show. See Jon Hendricks, 'Fluxus: 

Kleines Sommerfest / Neo

Dado in der Musik / Fluxus In

ternationale Festspiele Neuster 

Musik/ Festum Fluxorum Fluxus . 

Wuppertal, Wiesbaden, Dus-
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Ibid, p.103. 
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Ibid. 
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liques III (1962), instruction page 
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und Media Farzin, exh. cot. 
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Silverman Fluxus Collection, Ros
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Stars & Stripes', in 1962 Wies

baden Fluxus 1982 (see note 67), 

pp.81-83 (p 81) 
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by Wolf Vostell, Archivo Hap

pening Vostell, Museo Vostell 

Malportida. 
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A photograph by Wolf Vostell 
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tion, Archivo Happening Vostell, 

Museo Vostell Malportida. 

124 
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125 
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117', in Dick Higgins, Jefferson's 

Birthday/ Postface (New York: 
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80 



81 

in Wiesbaden . Yet, no evidence 
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blackboard token by Woll Vostell 
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Happening Vostell, Museo Vostell 
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Stockhausen's musical theatre 
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140 
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Fig. 1 "Die lrren sind los" 

scratched into a poster announc

ing the festival at the entrance 

of the Stodtisches Museum 

in Wiesbaden, September 1962 

Fig . 2 Karl-Erik Welin during 

the opening concert, 1 Septem

ber 1962 

Fig . 3 Michael von Biel (sitting 

at the table) most likely performing 

La Monte Young's Composi-

tion i960 #6 and Karl-Erik Welin 

most likely performing La Monte 

Young's Piano Piece for David 

Tudor #1, 1 September 1962 

82 
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Fig. 7 Unknown performer and 

Nam June Pa ik performing 

George Maciunas' s Piano Compo

sition no.11, 1 September 1962 

Fig . 8 George Maciunas and five 

unknown performers performing 

Phil ip Corner's Piano Activities, 

1 September 1962 

Fig . 4 Karl-Erik Welin most likely 

performing La Monte Young's 

Composition i960 #2, 1 September 

1962 

Fig . 5 Karl-Erik Welin performing 

George Brecht's INCIDENTAL 

MUSIC Five Piano Pieces, 1 Sep

tember 1962 

Fig . 6 A vase of begonias placed 

on the piano corresponding to 

George Brecht's PIANO PIECE, 

1962, 1 September 1962 



Fig . 9 Michael van Biel and two 

unknown performers performing 

Michael von Biel's Book for 3 -

for Egon Mayer, 1 or 2 Septem

ber 1962 

Fig. 10 Camero man and 

Dick Higgins during the perform

ance of George Maciunas's 

IN MEMORIAM TO ADRIANO 

OLIVETTI, 8 September 1962 

Fig . 11 Benjamin Patterson per

forming VARIATION I from 

his VARIATIONS FOR DOUBLE

BASS, 8 September 1962 
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Fig . 12 Benjamin Patterson per

forming VARIATION XI from 

his VARIATIONS FOR DOUBLE

BASS, 8 September 1962 

Fig . 13 Alison Knowles, Nam 

June Paik, unknown performer, 

Dick Higgins and Emmett 

Williams performing Dick 

Higgins 's Constellation No. 4, 

8 September 1962 

Fig. 14 George Maciunas and 

Benjamin Patterson performing 

Dick Higgins's Constellation No.4, 

8 September 1962 



Fig . 15 Alison Knowles , Nam 

June Paik, unknown performer, 

Dick Higgins and George 

Mociunos performing George 

Brecht's CARD-PIECE FOR 

VOICE, 8 September 1962 

Fig .16 Emmett Williams, Nam 

June Paik, Alison Knowles and 

Benjamin Potterson performing 

George Brecht's STRING 

QUARTET, 8 September 1962 

Fig . 17 Dick Higgins, Nam June 

Paik, Alison Knowles, Benjamin 

Potterson, unknown performer (not 

pictured) and Emmett Williams 

(back to the camera) performing 

Emmett Williams' s four-directional 

song of doubt for five voices, 8 Sep

tember 1962 

86 
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Fig. 18 George Maciunas and 

unknown performer (not pictured) 

performing Robert Watts's TWO 

INCHES, 8 September 1962 

Fig. 19 Nam June Paik perform

ing La Monte Young's Composi

tion 1960 #10 (to Bob Morris) 

as his Zen for Head, 8 September 

1962 



Fig . 20 George Maciunas, Dick 

Higgins and Benjamin Potterson 

performing George Brecht 's MAL

LARD MILK, 14 September 1962 

Fig . 21 Alison Knowles , Nam 

June Paik, George Maciunas, 

Dick Higgins and Benjamin 

Patterson performing George 

Brecht's MALLARD MILK, 

14 September 1962 

Fig . 22 Nam June Pa ik, Alison 

Knowles , Dick Higgins and 

George Maciunas performing 

George Brecht 's MALLARD 

MILK, 14 September 1962 
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Figs. 23-24 Nam June Paik 

performing George Brecht's 

NO SMOKING EVENT, 14 Sep

tember 1962 

Fig. 25 Performance of Pierre 

Mercure' s Structures metalliques III, 

15 September 1962 



Fig . 26 Benjamin Patterson per

forming Dieter Schnebel's Visible 

music II: Zeitbilder, "Solo fur einen 

Dirigenten", 15 September 1962 

Fig . 27 Tea kettles during the 

performance of Benjamin 

Patterson's SEPTET FROM 

"LEMONS", 15 September 1962 

Fig. 28 Benjamin Patterson and 

Dick Higgins performing Terry 

Riley's EAR PIECE, 15 Septem

ber 1962 

Fig . 29 Dick Higgins performing 

"Das Beispiel", most likely his Gra

phis 11 7 , 15 September 1962 

Fig. 30 Wolf Vostell with two 

assistants performing his Kleenex, 

15 September 1962 

90 



91 

Fig. 31 Alison Knowles and Dick 

Higgins performing Dick 

Higgins 's Danger Music Number 

Two, 16 September 1962 

Fig. 32 Dick Higgins performing 

his Danger Music Number Two, 

16 September 1962 

Fig . 33 Dick Higgins perform

ing his Danger Music Number 

Fifteen (for the dance), 16 Sep

tember 1962 

Fig. 34 Audience members during 

Dick Higgins's performance of his 

Danger Music Number Fifteen (for 

the dance), 16 September 1962 



-

Fig. 35 Nam June Paik perform

ing his Simple, 16 September 

1962 

Fig . 36 Nam June Paik perform

ing his Simple, 16 September 

1962 

Fig . 37 George Maciunas, Dick 

Higgins, Wolf Vostell, Benjamin 

Patterson and Emmett Williams 

performing Philip Corner's Piano 

Activities, 16 September 1962 

Fig . 38 Mercedes Guardado, 

Alison Knowles, Nam June 

Paik and audience during the 

auction of the remains of 

the piano, 16 September 1962 
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"Take off a pair of yellow panties, and put them on the wall. Take off a pair of 

white-lace panties, and look at the audience through them. Take off a pair of red 

panties, and put them in the vest pocket of a gentleman. Take off a pair of light blue 

panties, and wipe the sweat off the forehead of an old gentleman. Take off a pair 

of violet panties, and pull them over the head of a snob. Take off a pair of nylon 

panties, and stuff them in the mouth of a music critic. Take off a pair of black-lace 



panties, and stuff them in the mouth of the second music critic. Take off"" a pair of 

blood-stained panties, and stuff them in the mouth of the worst music critic. Take 

off a pair of green panties, and make an omelette-surprise with them. (Continue) 

If possible, show them that you have no more panties on." 

Nam June Paik: Serenade for Alison (1962) 



PARALLELE AUFFUHRUNGEN NEUESTER MUSIK 

93 AMSTERDAM, 5 OCTOBER 1962 

Peter van der Meijden 

According to stricter definitions, the Parallele Au.ffii.hrungen Neuester 

Musik ('Parallel Performances of New Music') were not even Fluxus. 

They were not organised by George Maciunas, the word "Fluxus" did 

not feature in any of the related printed matter and the format was 

markedly different from the festivals that Maciunas organised during 

the same period. On the other hand, it took place only a few days after 

the last concert of the Fluxus - Internationale Festspiele Neuester Musik 

in Wiesbaden, featured many of the same works and performers and, 

perhaps most importantly as far as Holland is concerned, marked the 

beginning of Willem de Ridder's involvement in Fluxus. 

The Parallele Au.ffii.hrungen Neuester Musik took place on Friday, 

5 October 1962 at Kunsthandel Monet at Rokin 97 in the centre of 

Amsterdam. Monet was by no means an avant-garde art gallery, like 

some of the others that hosted Fluxus events over the years. It was 

a fairly mainstream affair, and the ParalleleAu.ffii.hrungen were intended 

as the opening event of a sales exhibition of Wolf Vostell's Decollages 

and Verwischungen, which lasted until 27 October 1962. The performers 

were there on Vostell's invitation, and it was he who had organised 

the concert. 1 Perhaps as a result of Vostell's own private experience of 

Fluxus, it lacked the systematic character of Maciunas's programmes 

and harked back to proto-Fluxus events such as Neo-Dada in der Musik 

at the Kammerspiele theatre in Dusseldorf on 16 June 1962. Especially 

the outdoor programme and tour of the city that concluded the Parallele 

Au.ffii.hrungen bears a strong resemblance to the latter event. 

Fortunately for us, Dick Higgins has described the evening in 

considerable detail in Jefferson's Birthday/ Postface, a diary documenting 

his works and activities during the period from 13 April 1962 to 13 April 

1963.2 Higgins wrote, "At Amsterdam, in connection with Vostell's show, 

the gallery owner invited Vostell to arrange a program of happenings, 

so Vostell announced performances of Bussotti, Cage, Brecht, Caspari, 



Patterson, Paik, Williams, Riley, himself, Maciunas, myself, Young, 

Knowles, Hulsmanns, and Gosewitz. Maciunas and Patterson withdrew 

immediately, Cage, Brecht and Riley were not consulted, and only 

Cage was performed, of these[ ... ]. Caspari was at Amsterdam, but he 

seems to have been frightened away. Gerd Stahl and a couple more 

Germans were added to the program to make up the lacks. And Tomas 

Schmit appeared for the first time".3 

Indeed, the invitation, the front of which shows dictionary defini

tions of the words "decollage" and "decolorer", lists pieces by Sylvano 

Bussotti (Paik Piece), John Cage (Solo for Voice 2, 1960), George 

Brecht ("automobil-komposition", probably Motor Vehicle Sundown, 

1960), Carlheinz Caspari (Byl), Benjamin Patterson ("Sextet from 'Lem

ons"', 1961), Nam June Paik (Moving Theatre No. 1 and SERENADE 

FORALISON, 1962), Emmett Williams {"new piece"), Terry Riley (EAR 

PIECE, 1961), Wolf Vostell ("Decollage Musique'Kleenex"', 1962), 

Dick Higgins (Cabarets exotiques et sentimentaux, 1960, and Two 

Contributions), George Maciunas (IN MEMORIAM TO ADRIANO 

OLIVETTI, 1962, here mistakenly called an "hommage"), La Monte 

Young (Composition 1960), Alison Knowles ("Street Composition"), 

Dieter Hulsmanns (Erotica) and Ludwig Gosewitz (Wurftexte, 1962). 

Of these, the pieces by Bussotti, Brecht, Caspari and Maciunas were 

never performed.4 On the other hand, a separate handout containing 

details about Paik' s Moving Theatre No. 1 mentions several performers 

whose names are missing on the invitation: Dide Deutscher (Dick 

Leutscher) from Groningen, Willem de Ridder from Amsterdam, Gerd 

Stahl from Worms and Jae K. Spek (Jaap Spek) from The Hague. 

No programme exists, but because the owner of Galerie Monet, 

Joop Smid, had invited Dutch filmmaker Edo Jansen to capture the 

evening on film and press photographer Hans de Boer documented it in 

photographic form, it is possible to reconstruct the order of events with 

reasonable certainty. 5 The reviews, Jansen's films and De Boer's photo

graphs all agree on two things, firstly that the gallery was absolutely 

packed with visitors (identified by Higgins as "students", but the avail

able material also captures several more or less well-known local Dutch 

authors and artists), and secondly that it was Jean-Pierre Wilhelm, the 
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owner of Galerie 22 in Di..isseldorf, then recently retired, who opened 

the exhibition and launched the evening's events. 

Wilhelm had supported both Nam June Paik and Wolf Vostell 

for several years, and because he, Wilhelm, had also opened Neo

Dada in der Musik, he was the obvious choice. He addressed his 

audience (in French) as the heirs of the revolutionary Dutch republic 

that stood up against the Spanish during the Eighty Years War 

(1568-1648) and the liberal society they created, making possible 

the publication of books by philosophers such as Rene Descartes 

and Baruch de Spinoza that would have been impossible to publish 

elsewhere in Europe. Having identified his audience as liberal, 

open-minded people, he went on to say that the label "Neo-Dada", 

which had earlier been attached to the works that were about to 

be shown, was inappropriate, because "social protest is no longer 

fashionable". "Shouting has become useless", he said, "something 

has to be done. But how? Does it not matter? Certainly not! In 

a particular way perhaps? No. What then? What has to be done is 

the creation of seemingly absurd activities that actually have a clear 

meaning" .6 Wilhelm made a connection to John Cage, who he said 

the artists present in Amsterdam "cherish a feeling of respectful 

affection for" despite the fact that they "strive for entirely different 

goals". He mentioned Fluxus in passing, but spoke considerably more 

about happenings, which he defined as "events that simply take 

place, but that nevertheless have a background in a certain design" .7 

All in all, this did not make the audience much wiser. This is 

clearly visible in the reviews, one of which informed its readers that 

"Painter Vostell is accompanied on his tour through Europe by a group 

of excited artists who are supposed to take care of the publicity in 

connection with these exhibitions". 8 Neo-Dada or happenings were 

not mentioned, let alone Fluxus. The voice-over on Edo Jansen's film, 

if more neutral, was hardly more informative: "For the opening of his 

exhibition at Galerie Monet", it said, "Vostell had asked for the colla

boration of a number of composers and artists. They would perform 

a programme of new music, partly their own compositions, but also 

works by others". The events, then, were allowed to stand forth as the 



"seemingly absurd activities" that Wilhelm invoked, but the "design" 

he also ascribed to them remained hidden to most of those present. 

The live programme opened with a performance, by Nam June 

Paik, of La Monte Young's Composition 1960 #4 (1960), the score of 

which reads, "Announce to the audience that the lights will be turned 

off for the duration of the composition (it may be any length) and tell 

them when the composition will begin and end. Turn off all the lights 

for the announced duration. When the lights are turned back on, the 

announcer may tell the audience that their activities have been the 

composition, although this is not at all necessary". 

The magazine Televiz ier reported, "The lights went out. There was 

silence for five minutes, broken by muffled shouts from the audience. 

Then the lights went on again. The composer bowed in acknowledgment 

of the applause". 9 

Next, Dick Higgins performed John Cage's Solo for Voice 2, 

accompanied with arm movements by Alison Knowles (figs.1-2). 

The piece was described by the newspaper Haagse Post as "a sequence 

of human noises, amongst them the one the mouth makes when the 

cheek is held between thumb and index finger and then released", 10 

while Televizier reported that Higgins "emitted groaning shouts at 

intervals". The voice-over on Jansen's film pays special attention to 

his bald head: "Higgins has had his head shaven bald during the 

Fluxus Festival in Wiesbaden as a symbolic gesture of solidarity with 

the victims of the Nazis", it says. 

The third item on the programme was Dieter Hi.ilsmanns's Erotica, 

read by the poet himself. Higgins describes the piece in Postface as 

"shove-it-into-him pornography", but the voice-over on Jansen's film says 

that "they are not normal erotic texts . According to Hi.ilsmanns, language, 

in this case German, is highly erotic. This goes for every language". The 

author of the text of the voice-over must have consulted Wilhelm, be

cause the latter claimed in his introductory speech that Erotica was no 

collection of "Henry Miller-like inventions full of banal and annoying 

obscenities", but that for Hi.ilsmanns, "eroticism is intertwined with lan

guage, integrated in speech itself, without harm to the syntactic or pho

netic structure of language" .11 Hans de Boer's photographs suggest that 
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the only person who was able to concentrate was the poet himself, bent 

over a cahier of sorts. The members of the audience are either frowning or 

looking away. With a fine sense for understatement, Higgins wrote that 

"with all this blatant pornography they began to get a little restless". 12 

Luckily, the air was relieved by Alison Knowles, who performed 

Nam June Paik's SERENADE FOR ALISON (1962) (figs. 3-5). Knowles 

climbed onto a table, dressed in what Haagse Post described as "a 

Mexican carpet, held together with clothes pegs" and festooned with 

wires holding small transistor radios, bells and empty tape spools. 

The voice-over on Jansen's film commented, "Paik has created this 

piece especially for Alison, and it can only be performed by her. 

The original version contained a number of elements that are difficult 

to execute. Therefore, Paik has made some changes tonight. Alison 

is amongst other things draped with transistor radios that are all tuned 

to a different station. By tuning into a new station, she alters the 

soundscape. Thus, the incidental is symbolized. The sounds Alison 

makes with her bells and radios form, combined with the audience's 

reactions, the music in this composition". It is absolutely true that the 

score contains instructions that are "difficult" to execute. It instructs 

Knowles to take off layer after layer of underpants and do things with 

them like wiping the sweat off the forehead of an elderly gentleman, etc. 13 

What the voice-over did not mention, but relied on the images 

to show, was that Knowles took off several pairs of underpants, eight 

according to Haagse Post, switching on a new radio every time. The 

underpants were thrown into the room; one of Hans de Boer's photo

graphs shows several of them creating a chance composition on top 

of a violin lying on a table or low cupboard. The reviewer of Haagse Post 

reported that the audience was "visibly disappointed" when she stopped 

after eight pairs of underpants, but this is belied by the film, which 

suggests that the audience had a good time. 

Now Vostell took the floor. Seated at a small table, he gave a live 

demonstration of the process behind his Verwischungen, smudging pages 

from Life and Playboy magazine by means of tetrachloride. Now and 

then, he paused to explode firecrackers by hitting them with a hammer. 

Next to him on the table lay the packet of Kleenex tissues that gives 



the piece its name (fig. 6). The actions were the first two of a total of 

eight mentioned in the score;14 in Copenhagen, a month and a half 

later, he performed a further two, but the piece is variable. Images of 

the action at Kunsthandel Monet are accompanied on Jansen's film 

by the voice of Vostell himself, explaining the ideas behind it: "When 

you rip pieces off a poster wall, sounds are created and the form 

changes", he said. "That is Decollage. And the composition I create by 

means of this hammer, beating things to pieces: the forms were intact 

before, but when you destroy them, sounds are produced and the form 

changes. A totally different situation than before. That is why I am 

interested in the combination of optical change and sound". 

After Kleenex, only two or three more pieces were performed inside 

the gallery before the concert had to be broken off and the evening con

tinued outside. Of these, the only one that can be identified with certain

ty is Gyorgy ligeti' s TROIS BAGATELLES for David Tudor, performed 

by Paik (fig. 7). The piece consists of three movements, only the first of 

which contains a note, a very low and soft C-sharp. Haagse Post reports 

that Paik's interpretation consisted of "one blow with his fist, preceded 

and followed by intense study of the score", and Televizier adds that 

he turned a page of the score after the blow to reveal a second, empty 

page with the number "2" written over the top. "The intention was that 

the music should develop in silence", the review continues, "and the 

same went for page 3. There were only three pages, so the silence after 

the second turn of the page indicated the end of the composition as well". 

The other two pieces are La Monte Young's Piano Piece for Terry 

Riley #1 and a composition by Gerd Stahl. Higgins reports that "Stahl 

dragged in a bed, and began a very very very very long metaphysical

erotic tape played on the bed". However, Edo Jansen's film shows a tape 

recorder on a striped sofa or chaise longue, accompanied by a com

mentary to the extent that "La Monte Young contributes with a tape 

recording of one of his compositions. One hears how a number of 

people try to push a piano through a wall. The attempt fails". The latter 

is an accurate description of the Young piece, the score of which reads: 

"Push the piano up to a wall and put the Aat side Aush against it. 

Then continue pushing into the wall. Push as hard as you can. If the 
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piano goes through the wall, keep pushing in the same direction 

regardless of new obstacles and continue to push as hard as you 

can whether the piano is stopped against an obstacle or moving. The 

piece is over when you are too exhausted to push any longer". 

It seems as if Higgins got Hulsmanns's Erotica and Young's 

Piano Piece for Terry Riley# 1 mixed up - which leaves the piece by 

Gerd Stahl unaccounted for. It may have something to do with an 

ensemble that is visible on one of Hans de Boer's photographs, a coat 

and hat draped across a T-shaped piece of wood. In the photograph, 

the audience appears to be listening, so maybe the tape recorder was 

used to play both Young's piece and Stahl's "metaphysical-erotic 

tape", but this is only conjecture. 

After these events, the evening continued on the street in front of 

the gallery. As was mentioned earlier, the relatively small exhibition 

space was very crowded; a shot of a man wiping his forehead and face 

with a handkerchief illustrates how hot it was, a circumstance that Edo 

Jansen's film lamps did nothing to remedy. Having come out in the cool 

evening air, the spectators were handed a small note, asking them to 

crumple a piece of paper in front of their ear - Terry Riley's EARPIECE, 

but because "the right kind of paper was not available", as the voice

over on Jansen's film says, "Willem de Ridder put his Paper Constellations 

at their disposal". Algemeen Handelsblad claims that all the spectators 

were handed a 'Paper Constellation', a big crumpled-up ball of paper, 

when they left the gallery, but according to Televizier they were already 

lying in the street in their hundreds when the crowd came out (fig. 8). 

Whatever the fact of the matter was, de Ridder, who was listed as 

one of the performers in Paik' s Moving Theatre No. 1, must have decided 

not to wait. For him to confront the audience with such a temporary en

vironment, consisting of large numbers of paper balls, would be entirely 

in tune with his ideas at the time. De Ridder was known to the Dutch 

audience as a prominent member of the Mood Engineering Society, or 

MES, which had manifested itself with a series of highly experimental 

concerts earlier that year. 15 He had heard about Nam June Paik and had 

been to visit him in Cologne. The result was the sudden appearance in de 

Ridder's letter box of a leaflet announcing the performance of Moving 



Theatre No. 1 in Amsterdam - with his name on it. It was misspelled 

"W. de Ridden", but it was undoubtedly him, and he was in. No contri

bution was specified, so he decided to contribute with his paper balls.16 

In the programme of the MES concerts, de Ridder described 

the genesis of the Papieren Konstellatie or PK, as the balls are called 

in Dutch. The idea came to him "on Tuesday 10 May 1960 at 23.00 

o'clock", when he "tore a large piece of paper from the wall and made 

a kind of ball out of it. With my foot I put it in motion" .17 The PK is de 

Ridder's point zero; a total absence of art that activates the audience 

by its very meaninglessness. According to the article, de Ridder 

used them to make a PK environment already in February 1961, and 

on 29 December 1963 he showed a PK car and PK fashion on Dutch 

national television in a programme called Signalement. 18 

Be this as it may, the PK environment outside Kunsthandel 

Monet on 5 October 1962 prompted the audience to build a bonfire. 

As Higgins wrote in Postface: "A large pile of papers that someone 

had brought were ignited [ ... ]. The head of the gallery became very 

upset and retired to nurse his poor little nerves, while his wife, who 

was the brains of the outfit, tried to get the fire put out . [ ... ] I tried to 

get the audience to stop feeding the bonfire, but a group of students 

had decided this was a demonstration against German art and they 

would not stop. A girl shoved a burning paper at me, I slugged her, and 

was told that in Holland men don't hit ladies (I suppose they get their 

moustaches burned off instead?), that I should go back to Germany 

(to Berlin in 1933 perhaps? There are parallels), and if I hadn't gotten 

rough there would have been real trouble. But I did, and Paik and two 

others backed me up, so we kept the students at bay" .19 

The flames cast a dramatic light over another street performance, 

possibly conceived as the grand finale of the evening: a truck with a 

crane on it appeared and got ready to drop a jukebox playing Rock 'n' 

Roll down onto the pavement, thus creating a live dicollage - it was 

Vostell who had organised the action (figs. 9-10). Both Higgins and the 

various journalists remarked that unfortunately the piece could not 

be performed as intended because of the inbuilt braking system in the 

crane, Higgins matter-of-factly, the journalists gleefully. Higgins: "the 
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jukebox was hoisted up, but it wouldn't come detached from the crane: 

Vostell kept yelling 'Arghh' but the jukebox was only slowly lowered". 

It was not Vostell's lucky evening, because not only had the 

jukebox action failed, but the flames and the commotion had attracted 

the police as well. Vostell had brought a "twenty-foot billboard from 

Germany with posters, thirty deep on it" 20 that he wanted to make a 

decollage out of, but the police told him to put it back wherever he 

had found it. In the general commotion, several people were arrested, 

but, as Televizier ruefully reported, "they quickly came back". Higgins 

specifically remembered that "our m.c. [sic], whose name I don't recall, 

was drunk and tried to measure the angles of a cop's head with a 

protractor. He was jailed and given twelve hours to leave Holland". 

De Ridder was not the only participant in Nam June Paik's 

Moving Theatre No. 1 who began his performance before his cue. Edo 

Jansen's film shows Tomas Schmit, alternately lit up by the burning 

'Paper Constellations' and cast into shadow by Vostell's crane, carefully 

soaping himself with shaving foam and a brush, then soaping what is 

identified in Televizier as "a fat German volume of poetry", ripping the 

pages to small shreds, casting them into the audience and shouting at 

the top of his voice. Ludwig Gosewitz, on the other hand, is an island 

of quiet absorption as he casts a large number of dice, labelled "oben", 

"unten", "links", "rechts", "vorn" and "hinten" ('top', 'bottom', 'left', 

'right', 'front' and 'back') onto a square piece of paper and glues them 

in place where they fall. 21 A third performer is shown measuring the 

fingers of a pretty female spectator with a plastic template. 22 

In addition, Dick Higgins mentions that he performed his Cabarets 

exotiques et sentimentaux, his "American-accent French cabarets". 

He is shown in Jansen's film reading something out loud from a book, 

but unfortunately it is impossible to make out what it is. Alison Knowles 

did her "Street Composition". The film shows her climbing the stairs to 

a main door, next to which are signs identifying the inhabitants as "A.O. 

de Munck, dentist" and "C. de Munck, dentist". Someone in the crowd 

shouts "Mr. de Munck! Will you come out to play!?" Knowles joins 

another performer who is already there, and together they smoke a cigar 

(Televizier: "two girls advertised heavy cigars"). Next, she and several 



others are shown alternately genuflecting and reaching up with their 

arms, Knowles wearing security glasses and carrying a rubber hose in 

her hand. Televizier also mentions a scene in which "a young man with 

a shaven head [Higgins?] was hit on the head with a piece of rubber. 

He fell down dead, rose up after a while, got hit again and died". How

ever, these stumps are not enough to reconstruct the piece. 

It was only after this foretaste that Moving Theatre No. 1 really 

got moving, Paik apparently performing his Dragging Suite by dragging 

an old German army helmet behind him on a piece of string. Although 

no score of Moving Theatre No. 1 seems to exist, it was quite clearly 

designed as a performance on the move - a way of framing art as 

movement. A printed version of the Ayer announces a tour on 4 October 

1962, departing from "Leidsche Plein opera house" (sic) at 17:00 o'clock 

to Leidsestraat, Kalverstraat, Dam Square, the Royal Palace, Rokin and 

Kunsthandel Monet, while an alternative version in typescript only in

forms the reader that the work takes place "in the streets-canals-bridges

bars-cellars-places of Amsterdam - start Galerie Monet - Ro kin 97". 23 

Haagse Post mentions that "part of the performers got ready to de

part to the Oudezijds Voorburgwal in order to stage the world premiere 

of Moving Theatre No. 1: a melodious piece of community singing on the 

basis of the words lch, Du, Wir [German for 'I', 'You', 'We'], et cetera 

with a Korean, American and Dutch accent". Higgins writes, "At last 

we took off across the back streets, chanting something a little Tibetan. 

When we crossed one canal, Paik floated a flaming violin with a radio 

on it down the canal. At another canal, Tomas Schmit took a swim. 

Later on, Emmett Williams measured the bridge that I mentioned before 

with inflationary marks in such a way as to simultaneously perform his 

composition for millionaire and one-eyed poet (Filliou had only one eye)". 

Emmett Williams adds in his book My Life In Flux and Vice Versa 

that the evening did indeed hold the premiere of his Simultaneous 

Operas for One-eyed Poet and Millionaire. 24 Technically speaking, they 

required Filliou to be present, but Jed Curtis ("an American composer 

and sometime Fluxus performer wandering around Europe at the 

time") acted as a stand in, wearing an eye-patch. 25 Measuring things 

with other things was Filliou's procedure - he found himself to be 
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111.225 train rides between Copenhagen and Paris old - but he had 

licenced Williams to make such works on his behalf, which is how 

the latter found out that the bridge across the Singel canal was exactly 

34.000.000.000 inflationary Reichsmarks long. 26 As a postscript, 

Williams writes that "Jed became so taken up with a young woman (not 

part of the act) that he disappeared into the night, forgetting that the 

one-eyed poet was supposed to be making poetry, not love, or whatever 

else they were doing (Jed even made away with the eye patch!)" .27 

The artists had moved on, but that did not mean that those who 

stayed behind could catch their breath. They were now harangued by 

Robert-Jan Grootveld, a local Dutch artist and happenings pioneer, who 

explained to them how and why Amsterdam should become a Magic 

Centre. Edo Jansen's film ends with his voice, telling his unwilling audi

ence: "We will see many more of this kind of manifestation during 

the coming months. More and more necessary things will have to happen, 

because what the times are not at all ripe for yet is painters who mani

fest themselves, who do not need those annoying things anymore. Damn 

it, we have known this for such a long time now. We are looking for the 

man behind the work. The man behind the work. And he has to manifest 

himself as a prophet, because we need 100 prophets in Magic Centre 

Amsterdam. We have to turn Amsterdam into a really crazy city where 

everything is possible, and Amsterdam is the only city that is suited". 

Vostell, meanwhile, complained to the journalist of Algemeen 

Handelsblad that "this is the first time that the police causes us such 

trouble. This has never happened to us in Germany". Higgins let off 

steam by performing his Danger Music Number Seventeen, the score 

of which reads, "Scream! Scream! Scream! Scream! Scream! Scream!" 

His conclusion in Postface is that the ParalleleAu.ffuhrungen was "an 

amazing collage of pieces and all too concrete with Dutch nationalism. 

However, it started me thinking about nationalism and how I hated its 

blindness: therefore I wrote my series of Vanity Fair, Germania Un

veiled, and the rest". Even though the evening, that had started bright 

and clear under Edo Jansen's film lamps, had been cast into chaos 

and had ended in dispersal, it had also provoked thought and given birth 

to new works, just like the many events that were to follow. 
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Figs. 1-2 Dick Higgins perform

ing John Coge 's Solo for Voice 2 

while Alison Knowles occom

panies him with arm gestures, 

5 October 1962 



Fig . 3 Alison Knowles waving two 

pairs of underpants in the air in 

a performance of Nam June Paik 's 

SERENADE FOR ALISON, 

5 October 1962 

Figs . 4-5 Alison Knowles per

forming Nam June Paik' s 

SERENADE FOR ALISON, 

5 October 1962 
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Fig . 6 Wolf Vostell performing 

his Kleenex, 5 October 1962 

Fig . 7 Norn June Paik perform

ing Gyorgy Ligeti's TROIS 

BAGATELLES for David Tudor, 

5 October 1962 

Fig . 8 A bonfire built of Willem 

de Ridders 'Poper Constellations'. 

5 October 1962 



Fig . 9 Wolf Vostell gets ready to 

perform his Jukebox-Decollage; 

Tomas Schmit (sitting on the street 

in the foreground) performing 

on untitled composition that 

invo lves soaping and shaving 

himself and a volume of poetry, 

5 October 1962 

Fig.10 Wolf Vostell (in check 

shirt) performing his Jukebox

Decollage, 5 October 1962 
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FESTIVAL OF MISFITS 

109 LONDON, 23 OCTOBER - 8 NOVEMBER 1962 

(CONCERT: 24 OCTOBER 1962) 

Heike Roms 

Festival of Misfits was an apt name for the first manifestation of Fluxus 

in Great Britain. Not only did it involve a group of artists (Daniel Spoerri, 

Robert Filliou, Arthur K"pcke, Gustav Metzger, Robin Page, Ben 

Vautier, Emmett Williams, Alison Knowles and Dick Higgins) who, with 

this name, evidently wanted to signal theirs as marginal and dissenting 

artistic voices - it also presented a slight "misfit" within the history of 

Fluxus itself. The event, which opened on 23 October 1962, came ex

actly one month after the end of the Fluxus - Internationale Festspiele 

Neuester Musik in Wiesbaden in Germany1 (regarded as the "official 

launch" of Fluxus) and exactly a month before the Fluxus. Musik og 

Anti-Musik event in Copenhagen. 2 Higgins, Knowles and Williams had 

all presented work in Wiesbaden and would travel on from London 

to Copenhagen and from there to the Fluxus concerts in Paris and 

Di.isseldorf (where Spoerri was also present). Thus, in retrospect London 

appears as one of the major stops in that remarkable first wave of 

Fluxus events that criss-crossed Northern and Western Europe over the 

span of mere few months - but the Festival of Misfits was also unique 

among them. Firstly, it was not organised by George Maciunas (al

though Adrian Glew suggests that Maciunas "officially sanctioned" 

the event), 3 and there are disagreements over whether Maciunas was 

in attendance in London. 4 Most importantly, unlike the other early Fluxus 

events, the Festival of Misfits was not primarily concert-based. Al

though it featured an evening of "action music", staged at the Institute 

of Contemporary Arts (ICA) on the night following the opening, its 

primary format was that of an exhibition. Stewart Home has gone as far 

as suggesting therefore that critics "are divided over whether it should 

count as an official Auxus event". 5 In spite of such scholarly divisions, the 

Festival of Misfits is usually included in the chronology of Fluxus, even 

if it is done so frequently with the proviso that it presented an "allied" 



event. 6 Yet, as is often the case, it is the element which does not quite 

fit that helps to expand our understanding. And so it is with the Festival 

of Misfits and its role in the history of Fluxus - it established that the 

performative quality of Fluxus work could extend beyond the perform

ance frame of the concert to include durational, situated, interactive 

installation work. 

The Festival of Misfits took place at Gallery One in London's 

Mayfair, just around the corner from the busy shops of Oxford Street 

and a stone's throw away from Marble Arch and Hyde Park. The gallery 

was run by Victor Musgrave, one of London's most innovative galler

ists.7 Musgrave invited the Nouveau Realiste Daniel Spoerri to organise 

the exhibition. 8 Spoerri in turn asked artists to join him with whom he 

had close professional and/ or social connections: Filliou {who is often 

credited as a co-organiser of the event), K"pcke, Metzger, Page, 

Vautier and Williams. {The invitation leaflet for the Festival of Misfits 

also lists Benjamin Patterson and Per Olof Ultvedt as participants, 

but apparently neither was able to attend). Musgrave made his 

aspirations clear: to bring to London "the first important manifestation 

in this country of the avant-garde 'Happenings Movements', which has 

swept America". 9 But this was not to be a mere imitation: in Daniel 

Spoerri, Musgrave had selected an artist who had developed his very own 

take on event-structured art - akin to Kaprow's approach to the 

Happenings format but, as Gunther Berghaus has suggested, probably 

developed independently from it.10 In a manifesto published in 1961 

{but likely conceived of as early as 1959), entitled Uber das Autotheater 

{'On the Auto-theatre'), 11 Spoerri envisages a theatre space as a 

labyrinth, in which rooms would be separated by walls constructed from 

a variety of materials. Each room would be given over to a different 

artist. Audiences would be subjected to a multitude of sensory impres

sions and invited to interact and intervene to ensure that every spec

tator's experience would be unique. This vision clearly guided Spoerri's 

approach to the Festival of Misfits. Each artist involved was assigned 

a different section of Gallery One's exhibition space {which extended 

over two floors). Spoerri himself used his part of the gallery to build a 

darkened, tactile maze of foam walls, mattresses and objects hanging 
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from above (including rotting vegetables), which visitors had to pass 

through.12 A contemporary reviewer recounts his experience: the visitor 

"plunges into a dark maze, walks on material like wads of human fat, 

is brushed by horrid skeins, feels black sculpture in darkness. Here, then, 

is the fairground technique of the ghost-ride adapted to the serious 

aim of forcing the casual gallery-goer into an experience. "13 The com

parison with the fairground ride was evidently intended - contemporary 

accounts suggest that the Festival of Misfits was originally to be called 

Misfits Fair. 14 In an interview given to a local reporter prior to the exhibi

tion's opening Spoerri expressed his intention for the format as follows: 

"to show situations rather than individual works of art. The aim is to 

involve the audience" .15 

The different exhibits all created very different approaches 

to such involvement. Robin Page built a large "music machine" (1962)16 

from discarded materials (including a toy guitar, an old radiator and 

a defunct letter press), full of levers and handles and pulleys that could 

be kicked, lifted, pulled, struck and plucked to create different sound

scapes.17 Page's other major contribution was the Suicide Corner (or 

Suicide Room) (1962), which he filled with razor blades, poison bottles 

and carving knives - tools for suicide, which, so the artist said, "are 

all in your house. So either kill yourself or else stop beefing and get on 

and enjoy life" .18 Robert Filliou and Emmett Williams both contributed 

interactive poems. Utilizing chance, Filliou invited visitors to create 

short, haiku-like poetic phrases by turning two bicycle wheels (Chance 

Poem on Wheels) (1962). 19 Williams's universal poem (1962) featured 

rubber stamps with words that visitors could add to a growing poetic 

wall mural. Arthur Kepcke "sprinkled pigment around books that had 

been glued together, made 'presents' for people to steal, left a bag 

of nails for visitors to drive into reproductions of well-known paintings, 

and placed bags of pigment on the mirrored stairs" .20 There was a 

Vowel Tree (1962) (attributed to Filliou) hung with objects that repre

sented vowels. Filliou also installed a bowling game in the downstairs 

space, where visitors could topple oversized skittles with oversized balls. 

The skittles and balls carried self-reflexive phrases such as '"When you 

see Filliou' - 'Think of Spoerri"'. 21 Filliou also created an opportunity for 



visitors to measure their size (and compare it to that of the artists) with 

the help of objects such as feather dusters and seed packets. 

As stated already, the cultural template and institution to which 

the Festival of Misfits responded and which it challenged and subverted 

was that of the exhibition rather than - as was the case with the other 

Fluxus events of the period - that of the concert. In place of the display 

of a "timeless" art object, presented for contemplation in a space 

separated and elevated from everyday life (and in the absence of the 

person who created it), the Festival of Misfits proposed that something 

could last only a few seconds and still be art; that artistic practice could 

be playful and humorous and making use of the stuff of the everyday; 

that it was deeply contingent on the viewer and their experience, and 

that that experience embraced not just the objects but other viewers 

and even the artists themselves. There was a quality to the show that 

confirmed its deep kinship with the spirit of Fluxus: as Spoerri expressed 

it in a letter to Musgrave, "at the same time that our time becomes more 

and more specialized, artists become less and less specialized, and the 

frontiers between the arts tend to fall: a sculpture may be also music [ ... ]. 

poems can be visual things, music becomes non-instrumental and visual, 

the whole creative field belongs to anyone with creativeness". 22 

Or as the festival's invitation put it (declaring visitors and the 

artists to be fundamentally the same in nature), "if you believe in your

self and are pleased with what you do, or don't believe in yourself, 

and wonder what you are doing, and why, then come to see the FESTIVAL 

OF MISFITS, built by people who[ ... ] sometimes believe in themselves, 

sometimes don't; sometimes are artists, sometimes not. We make music 

which is not Music, poems that are not Poetry, paintings that are not 

Painting, but I music that may fit poetry I poetry that may fit paintings I 

paintings that may fit ... something, something which gives us the 

chance to enjoy a happy, non-specialized fantasy." 23 In an interview 

with the Daily Express, Dick Higgins pointed to the philosophical under

pinnings of this "not this, and not that" by calling it, in reference to 

Hindu thought, the "neti neti". 24 

The invitation leaflet also offered a caricaturized introduction 

to each of the participating artists. Robert Filliou, for example, is listed 
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as the "one-eyed good-for-nothing Huguenot", Canadian-raised Robin 

Page as the "Yukon lumberjack", and Emmett Williams is character

ised as the "Pole with the elephant memory" .25 As "God's broker" 

appeared French artist Ben Vautier. 26 Vautier's contribution to the 

Festival of Misfits received the most attention, both in the contem

porary press and in subsequent scholarly responses. Vautier decided 

to spend the fifteen days of the exhibition living in the window of the 

gallery (the space allocated to him by Spoerri), surrounded by a bed, 

table and chair, cooker, television set and teddy bear (fig. 1). He ate, 

slept, wrote and conversed - a very public performance of everyday 

actions and experiences. Vautier declared himself a Living Sculpture 

(1962) and offered himself up for sale in return for !250 27 and lectured 

passers-by on the aesthetics of "Total Art". In his distinctive, almost 

childlike cursive handwriting the Frenchman labelled the objects 

around him and declared them works of art, whether they were a table 

or a bowl filled with dirty water. He thus presented himself as both art 

object and (God-like) artistic creator: "Through my consciousness and 

power of appropriation I take possession of the notion of WHOLE, as 

a work of art. I am a living, moving sculpture in all my moments and all 

my gestures, to be purchased at f250. I am jealous, I want to do what 

has not been done. I'm afraid of not making it. I want it all. I'm the only 

one. I cry at night. I hate the others. I create it all. I sign it all. I am God 

Creator, Ben."28 Kristine Stiles has proposed that "Vautier exhibited 

himself at the very nexus of re-presentation and presentation" .29 In its 

durational quality and its investigation of the artist as both the subject 

and object of art, Vautier's Living Sculpture prefigured much of the 

art practice that was to develop under the label of performance art.30 

According once again to Stiles, more than the other Misfits, Vautier's 

presence in the exhibition "mediate[d] between viewer and viewed to 

negotiate cultural meanings" .31 

The second contribution to the Festival of Misfits that has sub

sequently received much attention is one that in fact did not take 

place - this is the piece proposed by Gustav Met:z:ger.32 The Festival of 

Misfits was the first large-scale art event in which Metzger intended 

to show work since his public demonstration of Auto-Destructive Art on 



London's South Bank in 1961.33 For the festival, he proposed to display 

every day for the duration of the exhibition that day's front page of the 

Daily Express newspaper, pasted on the wall of the staircase between 

the two floors of the gallery. At the time headlines were dominated 

by the Cuban Missile Crisis, the culmination of which coincided almost 

exactly with the opening of the festival. 34 According to Adrian Glew, 

"Spoerri, and in particular, Filliou, objected. Musgrave interceded and 

the others reluctantly relented. Metzger, however, was offended by this 

volte-face and refused to take part. Later, unbeknownst to Metzger, 

the remaining artists placed a photograph of him standing inside a found 

burnt doorway where his work would have been, as an homage to the 

artist and as 'a Misfit among Misfits"'. 35 

The Misfits' initial refusal to include Metzger's piece has since 

been interpreted as the moment when "the direct and politically

determined nature" of Metzger's work fell foul of the "more playful 

bohemianisms of the other artists involved in the exhibition" 36 and 

the limits of the politics of Fluxus were exposed. It is certainly the case 

that the literalness of Metzger's proposition and its format as a displayed 

object approached the politics of art in a very different way to the crea

tion of social situations that was being attempted by the other artists. 

Metzger did, however, still contribute to the "special evening" that 

was mounted on 24 October 1962, the day following the opening of 

the Festival of Misfits, at the Institute of Contemporary Arts in London. 

All of the artists involved in the festival, with the exception of Vautier, 

presented work that evening and were joined by two core members of 

Fluxus, Dick Higgins and Alison Knowles. The event was more recog

nisably Fluxus in character than the exhibition that surrounded it 37 

as most of the artists presented score-based pieces, announced on 

an "almost Constructivist typewriter poem-program [designed] by Dick 

Higgins". 38 Among them was Knowles' s Proposition ("Make a salad", 

1962), 39 Higgins's Symphony No. 4 ("Something Big and Something 

Small", 1962) 40 and Kepcke's music while you work (advertised as 

"Mahlerei zwischen Musik", 1962). 41 Filliou performed (together with 

Higgins) a version of his 53 Kilo Poem (1961), in which two performers 

shifted stones (weighing 53 kilos in total) from one suitcase to another 
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whilst engaging in a verbal exchange of absurdist questions.42 Williams 

presented his Alphabet Piece (for 2 alphabets, 26 instruments, conductor 

&performer) (1962) (also known as Alphabet Symphony), in which each 

letter was represented by an object and action, 43 and Spoerri led the 

audience in a destruction of chairs and tables, Competition for Chairs 

and Tables (1962), also known as Table and Chair Metamorphosis. 44 

The title of Metzger's piece is more description than score: Auto

Destructive Construction with: Amplified Sound. Luminous Paint, Paper. 

Magnet, Metal, Glass, Plastic. Acid, Nylon. Light, Reflectors. Duration: 

Twenty Minutes (1962). The artist carried out a series of auto-destructive 

actions, including demonstrations of the effects of fluorescence on 

sheets of paper and acid on swatches of nylon, all presented in front 

of an audience who had been given large plastic sheets for protection. 

On their seats were placed copies of Metzger' s Manifesto World 

(10 June 1962), a biting institutional critique, which opened with the 

words "everything everything everything everything A world on edge 

of destruction" and called for every artist to "take art out of art galleries 

and museums" where his or her work is "being stared at by people 

he [sic] detests". 45 Indeed, destruction featured large that evening, as 

Robin Page's Block Guitar Piece (1962) also explored destructive forces. 

Victor Musgrave - much later - published his memories of Page's 

action, which are worth quoting in full: "It was announced beforehand 

that the audience were free to follow him [i.e., Robin Page]. Wearing 

a shining silver crash helmet and holding his guitar ready to play Robin 

waited a few moments before flinging it onto the stage and kicking it 

into the audience, along the aisle and down the steps into Dover Street. 

The effect was dramatic, and the spectators arose and rushed after him 

as he ran round the block aiming frenetic kicks at the disintegrating 

guitar. The night sky was lurid with flashes of lightning; it was also the 

very day when the world stood poised in trepidation at the crucial point 

of the Kennedy-Kruschev confrontation over Cuba. Bond Street seemed, 

as Robin roared past Asprey's followed by 200 people, a setting so 

curiously inappropriate and so ominously disturbing as the lightning 

flashed that I could hardly believe it was happening. One could be 

forgiven for imagining that the sounds of the storm were the explosions 



of the first American or Russian atom bombs and that the world, follow

ing the demonic pied piper and his guitar, had at last gone mad. Finally 

Robin managed to kick the neck of the instrument, which was all that 

remained, up the steps and back on to the stage, where, drenched in 

sweat, he bowed courteously. It was the end of the piece". 46 

Musgrave's account appeared a full decade after the Festival 

of Misfits took place, yet the deep impression that Page's action 

had made on him is still palpable in his vivid description. Indeed, the 

Festival of Misfits left an important legacy, or, rather many important 

legacies, and not just long-term. Its effect was almost instantly felt, 

as the contemporary press coverage confirms. Musgrave recounts that 

the show "received a large attendance due to television and radio 

documentaries[ ... ] and a sensational hard news press" .47 The latter was 

predictably ridiculing, calling the event "London's oddest art show" 48 

and portraying the artists as "intense" with "large beard[s] and piercing 

eyes" .49 But the quality newspapers recognised and valued the festi

val's intention, 50 despite some misgivings over its whimsical nature -

the reviewer for The Guardian called its employment of "na'ive show

manship" the "gimmick-slaps that awaken us to life again, that may 

make us individually, if only fleetingly, aware of our real environments. 

[ ... ] To repeat, it is the simple, but essential point, that all of life is art, 

and everything around is art as well." 51 And although it appears to 

have been ignored by the specialist art press, 52 the Festival of Misfits -

according to British poet and performance artist, Adrian Henri - "had 

its effect on those young artists who did see it" 53 as it "came at a time 

when London was emerging as a major centre of the art world" .54 

For Fluxus too, the Festival of Misfits appears as an important 

milestone in its chronology. Scores that were performed in London 

(such as Knowles's Proposition) are now regarded as classic Fluxus 

works.55 For many of the artists present (Spoerri, Filliou, Higgins, Knowles, 

KBpcke, Williams) the festival was another consolidation of their 

ongoing artistic collaboration; 56 for others, most notably Vautier, the 

event initiated a long-lasting involvement with Fluxus. 57 Vet, despite 

this, the Festival of Misfits' "misfit" within the history of Fluxus is identi

fied by Simon Anderson as arising from its primary concern "with visual 
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or object-based work". Unlike at most other concert-based Fluxus 

events of the period, according to Anderson, the Misfits "produced 

things: give-away mementoes of the show, working sculptures, environ

ments - a slight shift in emphasis which appears to have foreshadowed 

a change of Fluxus, whereby performance became secondary, in a 

period of frenetic publishing". 58 This was indeed merely a slight shift -

in the same manner that Stiles has argued that Fluxus events constitute 

"the music of action animating things", 59 so we might argue that the 

Festival of Misfits featured things animating action - and therefore was 

no less performative in character than the (more recognisably per

formance-based) Fluxus concerts. 60 It is precisely the manner in which 

it extended the performative quality of Fluxus beyond the frame of the 

concert to include durational, situated, interactive installation work 

that makes the Festival of Misfits an important part of the Fluxus story. 

It is noticeable that - with the exception perhaps of the Little 

Festival of New Music, staged in 1964 at Goldsmith's College in Lon

don 61 - many Fluxus-affiliated events that occurred in the U.K. in the 

1960s and 1970s sit a little awkwardly in the overall history of Fluxus. 

Brian Lane's stagings of Fluxus concerts and Fluxclinics in the late 

1960s (see, for example, the Aberystwyth Fluxconcert by and for Fluxus 

documented in this publication) were undertaken without the direct in

volvement (and oftentimes without the knowledge) of any of the known 

Fluxus artists. The touring Fluxshoe exhibition of 1972/1973 featured 

the work of over one hundred artists, the majority of whom - even if 

sympathetic to its spirit - were not in any way allied to Fluxus.62 And no 

British artist was ever part of the Fluxus core group. Thus, the history 

of Fluxus in the U.K., however rich and influential, has always been a sort 

of "Festival of Misfits". 
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FLUXUS - MUSIK OG ANTl-MUSIK - DET INSTRU-

123 MENTALE TEATER - 6 PRO- ET CONTRAGRAMMER 

COPENHAGEN AND FREDERIKSBERG, 

23-28 NOVEMBER 1962 

Peter van der Meijden 

The Fluxus festival in Copenhagen and Frederiksberg in November 

1962 fits squarely into George Maciunas's plans for a travelling Festum 

Fluxorum, or Festival of the Fluxes. Wiesbaden was the first, Copen

hagen the second, Paris the third and Dusseldorf the fourth; further 

stagings of the festival had been planned (or dreamed up) for Holland, 

Luxembourg, Italy, Vienna, Eastern Europe, Siberia, Japan, San Francisco, 

New York, Montreal, Copenhagen and Stockholm.1 Maciunas drew up 

a matrix, and the idea was that, on the basis of the matrix, a different 

programme would be formulated for each successive festival. Never

theless, to call the festival in Copenhagen Maciunas's creation would 

be to ignore the enormous efforts put into the enterprise by the chance 

coalition of local people and organisations. They are mentioned at 

the bottom of the poster advertising the festival: Det unge tonekunst

nerselskab ('The Young Musicians' Association'), Galerie K0pcke and 

Kunstbiblioteket ('Art Library') at Nikolaj Kirke. All three deserve to be 

introduced separately. 

Det unge tonekunstnerselskab (OUT) was the Danish branch of 

the International Society for Contemporary Music, or ISCM.2 Like the 

umbrella organisation, its primary aim was the promotion of contempor

ary music. From the late 1950s until the mid-1960s, the period during 

which Fluxus constituted itself in Europe, OUT had executive commit

tees, dominated by young composers who were fascinated by the new 

developments they had encountered during recent ISCM festivals, 

especially those in Rome in 1959 and in Cologne in 1960, and during 

the annual Internationale Ferienkurse fur Neue Musik ('International 

Summer Courses for New Music') in Darmstadt, and who were deter

mined to introduce them in Denmark as well. These tendencies were 

first of all serialism, but graphic scores, aleatory procedures and the 



use of non-musical sound had their interest as well. Among them were 

the vice-chairman at the time of the Fluxus festival, lb N9rholm; Pelle 

Gudmundsen Holmgreen, who was treasurer; and Per N9rgaard, who 

was a member of the concert committee. All three of them are now 

among the best-known composers in Denmark. 

It was lb N9rholm who first introduced the idea of a Fluxus festival. 

The way the executive committee of OUT worked at the time, the 

chairman, composer and conductor Lavard Friisholm would not attempt 

to steer the association's activities himself but would only delegate 

tasks. Thus, as it was N9rholm's suggestion to invite Fluxus, it was he 

who would organise the festival as well. It remains uncertain how 

exactly N9rholm became acquainted with Fluxus, but he himself recalls 

that he first heard the name during the 1962 edition of the Internationale 

Ferienkursefur NeueMusik (8-20 July) and then encountered it again 

in the international music press during the months that followed.3 Pelle 

Gudmundsen Holmgreen remembers N9rholm showing up during 

a board meeting in OUT with a list of names of composers associated 

with Fluxus. Among them were John Cage, Sylvano Bussotti and Gyorgy 

ligeti, all well-known to the members of the board, and this convinced 

them to embrace the idea.4 

However, Fluxus turned out to be something different than they 

expected. N"rholm called it "the boldest, funniest and scariest thing 

he has ever experienced". 5 In his experience, Fluxus introduced a genre 

that was more or less unknown in Denmark, and the festival caused 

enormous controversy in music circles. As N"rholm has put it, "I was 

sitting there during the day, teaching cadence at the conservatory, and 

there was this really hateful atmosphere - one would carefully look to 

all sides before one left the classroom and tiptoed away" .6 The split 

that the festival caused in Danish contemporary music circles also 

manifested itself within the executive board of OUT - already after the 

second concert, board members Mogens Andersen and Per N"rgaard 

urged to issue a press statement, announcing that OUT had withdrawn 

its support. N9rholm and Gudmundsen Holmgreen heard the news on 

the radio and tried to convince Friisholm to issue a counter-statement, 

but the latter refused.7 Instead, N"rholm decided to continue to facilitate 
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the festival by himself, transporting props in his Volkswagen beetle and 

taking care of other organisational matters.8 

The second supporting organiser mentioned on the poster was 

Arthur Kepcke's Galerie Kepcke. By the time of the Fluxus festival, 

it was no longer a gallery in the regular sense because Kepcke had been 

forced to leave his premises in Lille Kirkestraede, in the centre of Co

penhagen, earlier that year and now used a corner of Knud Pedersen's 

Kunstbibliotek in Nikolaj Kirke to display works by himself and his 

friends and colleagues. However, Galerie Kepcke had made a name 

for itself as one of the most advanced galleries, if not the most ad

vanced, in the country. Already in 1960, Kepcke had shown works by 

Piero Manzoni, Oiter Rot and Christian Megert, and in 1961 Robert 

Filliou, Niki de Saint-Phalle, Daniel Spoerri, Emmett Williams and many 

others were presented. Via his gallery, Kepcke had a wide-reaching 

network among the European avant-garde as well, and it was thanks 

to this that he became involved in Fluxus. Both Spoerri and Wolf Vostell 

asked him, independently but at more or less the same time, to con

tribute to one of the Fluxus yearbooks that Maciunas was working on 

at the time,9 Spoerri to the French issue and Vostell to the German 

version. Spoerri even invited him to regard himself as a Frenchman in 

order to get him to contribute to the French Fluxus yearbook.10 

At Spoerri's and Vostell's prompting, Kepcke contacted George 

Maciunas. In a letter dated "kepckenhagen 24 jul 62" he presented 

a number of works for inclusion in the series of Fluxus yearbooks, mainly 

so-called "treatments" of books and other printed materials (Kepcke 

glued books shut and/ or glued rubbish onto the pages), but almost as an 

afterthought, he proposed to organise a Fluxus festival at Nikolaj Kirke 

as well. "Nikolaj-kirke Copenhagen", he wrote, "this is a church where 

I may arrange exhibitionhappeningorwhatwewanttocallit cost us nothing 

and that is good shortofmoney it would be good for sleepy Copenhagen 

to do festival here spoerri-emmett-paik-filliou-vostell can tell you about 

the atmosphere" .
11 

Maciunas replied by proposing a festival consisting 

of fourteen concerts, to be held in February 1963. He asked Kepcke to 

deal with accommodation and "propaganda" and asked all sorts of prac

tical questions regarding Nikolaj Kirke: How many seats were there? 



Was there a stage? Was there enough room for two grand pianos? 

Were there enough wall sockets to power electronic equipment? 12 

At the time of the exchange, K11.1pcke had only just begun to mani

fest himself as a performing artist. Locally, he was best known for his 

silver-sprayed sculptures made of rubbish and rusty metal, and apart 

from them, his output consisted mainly of the above-mentioned "treat

ments" and other visual art-related works. On the basis of his a!uvre, 

people at the time would probably have situated him somewhere in the 

vicinity of the French New Realists. However, from his debut at the 

Festival of Misfits in London on 4 July 1962, to the time of the Fluxus 

festival in 1962 and beyond, he had reinvented himself as a perform-

ing artist with a style entirely his own. His contribution to the Festival of 

Misfits, music while you work (1962), was most likely the first perform

ance work he ever made, but from early 1963 onwards, he concentrated 

his efforts almost exclusively on his reading/ work-pieces, and by the 

mid-1960s he had, in the shape of his reading/ work-pieces manuscript 

(1963-1965), a catalogue of 128 instruction-based pieces of a philosoph

ical bent that could nearly all be performed live in front of an audience. 

The third organisation mentioned is Knud Pedersen's Kunst

bibliotek, or Art Library. From the early 1950s onwards, Pedersen was 

occupied with the question of how to wrest art from the elite and make 

it accessible to everyone. In 1952, he received permission from the 

Copenhagen city authorities to erect Byens billede ('the picture of the 

city'), a metal and glass easel on which paintings could be displayed 

for the enjoyment of passers-by. In 1957 he opened his art library - prob

ably the first in the world - where people could rent paintings for the 

price of a packet of cigarettes for a three-week period. The art library 

did not represent any particular school or style. The only criterion 

Pedersen applied was that the artworks he rented out had to have been 

accepted at a juried exhibition. However, Pedersen had his contacts 

within avant-garde circles in Copenhagen and was a faithful visitor of 

Galerie K11.1pcke's exhibitions, so when he heard that K0pcke had to 

leave the first floor room in Lille Kirkestraede where the gallery had 

been based up until that time, he offered him a corner of his Kunst

bibliotek. Pedersen rented the nave of Nikolaj Kirke, a deconsecrated 
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church, so it was because of him and because of Galerie Kepcke that 

the Fluxus festival ended up being held there. OUT received permission 

from the municipality of Copenhagen to organise the festival at the 

church and arranged with Pedersen to use it on five out of the six eve

nings on which the festival was held. The sixth evening was hosted at 

a theatre in the neighbouring municipality of Frederiksberg, Allescenen, 

the director of which was a close acquaintance of lb Nerholm. 

OUT, Arthur Kepcke and Knud Pedersen all contributed to the 

organisation of the Fluxus festival. Exactly how they met is not known, 

and especially the matter of how lb Nerholm got into contact with 

Kepcke remains a puzzle, but meet they did, and their collaboration 

functioned well enough to get a six-day festival off the ground. OUT 

provided the necessary funds and put its name as a serious organiser 

of concerts of contemporary music at risk by doing so. Kepcke pro

vided the necessary contacts by means of his network and ventured 

out into the rapidly growing world of performance art at the same time. 

Pedersen, finally, provided the space, at the risk of alienating the 

customers of his Kunstbibliotek, mostly ordinary citizens who found the 

collages and objects they encountered in Kepcke's corner of Nikolaj 

Kirke more than provocative enough. Another party to take into account 

was the Copenhagen city authorities, who allowed him to rent the 

nave of the church on the condition that he "respected the unique 

character of the building". A festival in September 1963 nearly got him 

thrown out of Nikolaj Kirke because of this very condition. 13 

OUT, Kepcke and Pedersen all had their own points of reference. 

Pedersen, for example, wrote in his "tentative plan for the 1962-1963 

season at the Art Library" that "a very modern art festival, Fluxus, that 

manifests itself in different places in Europe with 12 'performances', 

will visit us during the coming season, and on that occasion, the very 

modern exhibition method 'happenings' will be presented" .14 Pedersen 

was interested in ways of presenting art, so naturally he spoke of an 

"exhibition method". OUT, on the other hand, referred to pianist David 

Tudor and composer Nam June Paik. The association had organised 

some extremely controversial concerts with those two exponents of the 

musical avant-garde, 15 so these were natural points of reference when 



announcing a concert that was expected to cause a stir and perhaps 

even a scandal. The November 1962 issue of Dansk musiktidsskrift 

('The Danish Music Magazine') opened with the following passage: 

"On DUT's general programme there is an unclear point in November: 

'Will Tudor and Paik be coming again?', it says. And: 'Fluxus festival?'. 

Tudor is not coming. Paik, on the other hand, will be there, and togeth

er with him, the Fluxus Festival has definitively announced its arrival" .16 

The issue was also sent to the press, and this clearly affected the 

coverage Fluxus received during the days up until the festival. "News 

from the Paik front", Berlingske Tidende wrote, "The piano-sawer and 

tie-cutter from Louisiana returns with reinforcements" .17 The tabloid 

Ekstrabladet did not need so many words: its headline simply predicted, 

"There will be trouble!" 18 

OUT had taken care to provide the editor of Dansk musik

tidsskrift with examples of scores "from the Fluxus repertoire". Scat

tered throughout the November issue were reproductions of scores 

by La Monte Young and George Maciunas. Young was represented 

with, among other works, the score of his Piano Piece for David Tudor 

#2 (1960), in which a performer is instructed to try to push a piano 

through the wall. 19 By Maciunas's hand, the score of Piano Compo

sition no. 11 for Nam June Paik (1962) was reprinted, the score 

of which consisted of the instruction "clean the piano and polish it" .20 

These examples kept the press busy until the next bit of news was 

made public, namely, that the concert would be broadcast on national 

television and that the broadcasting company, Danmarks Radio 

(DR) intended to open a special hotline to accommodate all of the 

expected telephone calls from its viewers. A third wave of articles 

appeared in the newspapers when OUT revealed the shopping list 

they had been handed in connection with the festival: seven kettles, 

seven balloons, half a litre of ink, one chamber pot, one press photo

grapher, one bottle of water, one empty bucket, one ladder, one street 

sign, eight hats, one bag of salad, one bag of tomatoes, one bag 

of onions and one sack of carrots, lots of paper, one roll of paper and 

one EXIT-sign. 21 
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However, the executive board of OUT and the editors of DanskMusik

tidsskrift also tried to prepare their readers for the event in a more seri

ous manner. They published a Danish translation of George Maciunas's 

text 'Neo-Dada in Music, Theatre, Poetry and Art' and paired it with an 

article by composer Mauricio Kagel entitled 'The Instrumental Theatre' 

in order to shed light on Fluxus from various angles. 22 Kagel's contri

bution observes a tendency in contemporary music towards "musical 

theatre", a form in which music and action blend together in a manner 

totally unrelated to opera or theatre. Maciunas's text is a discussion 

of various degrees of concretism in contemporary music and art, from 

"surface concretism" to a total rejection of art and the unconditional 

embrace of everyday life in anti-art. The latter article is prefaced with 

an excerpt from a letter by the author: "We wish to clean up (flux) in 

the reactionary and rotten bourgeois world, unite the cadres of cultural 

revolutionaries from all parts of the world in a united front and conjure 

up the fission and dissolution (flux) of concrete art, resulting in non

art". 23 This, too, was picked up in the press: "A group of young 'musicians' 

wants to create a cultural revolution", 24 one of the headlines read, 

and another: "Culture has to be thrown out with the garbage". 25 DUT's 

and Dansk musiktidsskrift's attempts to facilitate a nuanced reception 

clearly failed. 

K0pcke, meanwhile, did his best to produce "propaganda" for 

the festival in his own way, as Maciunas had requested. In an interview 

with Ekstrabladet's Maria Marcus, for example, he made a reference to 

the destruction of a piano during the Fluxus - Internationale Festspiele 

Neuester Musik in Wiesbaden in September 1962, of which the Danish 

newspapers had eagerly reprinted photographs in the run-up to the Co

penhagen festival. "These days, one is forced to smash things to pieces 

before people can see them", he said. "Just like during the war, when 

you pushed the light switch and no lights came on. Then one suddenly 

discovered what electricity was". People were bored, he claimed, with 

art as with everything else, and Fluxus wants to wake them up. As if the 

reference to World War II had not been provocative enough com-

ing from a German (K0pcke was born in Hamburg, but had moved to 

Denmark in 1957), he added that "we need a bit of madness", because 



otherwise art is left to people "who are not sensitive to anything, who 

do not even react - like under Hitler" .26 In short, K0pcke did little to 

change the growing impression among the Danish general public that 

Fluxus was about destruction and madness. 

What he did do was to transform Nikolaj Kirke, and especially the 

performance area, into a collaged environment, entirely in his own style. 

The reporter of BerlingskeA.ftenavis caught him "at a harmonium that 

is decorated with clippings from magazines and the like and equipped 

with pepper and salt and tinned foods and fruit juice" .27 Behind the 

performance area, a gigantic banner was put up, carrying a Danish 

paraphrase of a slogan that had also been used during the Festival of 

Misfits at Gallery One in London on 4July1962: "We make music that 

is not music, we write poems that are not poetry, we paint paintings 

that are not painting, but we make music that is poetry - maybe - we 

write poems that are paintings - maybe - we paint paintings that en

able us to exercise a happy, unspecified fantasy". By these and similar 

means, K0pcke created a verbal and visual connection with his own 

artistic practice. 

CONCERT 1, 23 NOVEMBER 1962 

And then, finally, the festival started. According to the programme 

reprinted in Dansk musiktidsskrift and the programme sheet that was 

handed out at the door, it was devoted to "non-instrumental compo

sitions ('action music'}", but already on the first night, the concerts 

began to deviate from the programme and this tendency only became 

more pronounced as the festival progressed. The second concert was 

supposed to have been devoted to "instrumental and vocal composi

tions", the third to "instrumental and vocal compositions and 'action 

music"', the fourth to "non-instrumental compositions ('action music'}", 

the fifth to "piano compositions" and the sixth to "tape music and film", 

but only the last concert was performed more or less as planned. In 

the case of all the others, the focus on a particular form, style or type 

of instrumentation was dropped and "action music" - "events" in the 

expression that is nowadays commonly used to denote Fluxus works -

featured prominently every night. 
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Present at the first concert were Dick Higgins, Alison Knowles, Arthur 

Kepcke, George Maciunas, Wolf Vostell, Emmett Williams and a minor 

army of Danish performers. Among the local performers were visual 

artist Albert Mertz, who had probably been dragged along by Kepcke 

and who according to most accounts was blind drunk from sheer 

nervousness, 28 another visual artist called Ole Schwalbe and several 

OUT members, such as pianist Torben Petersen. Mertz only performed 

on the first night, but on day two, the Fluxus ranks were strengthened 

by the arrival of American bassist and Fluxus composer Benjamin 

Patterson and Danish composer Eric Andersen, who was known to the 

Danish public from a OUT performance at the Thorvaldsen Museum in 

January 1961 and now attracted the attention of both the press and 

the "Fluxus people" as a born Fluxus performer. Paik, on the other 

hand, did not personally participate. 

During the first concert, Kepcke acted as master of ceremonies. 

He proudly opened the festival with the words, "Welcome to the Fluxus 

Festival - and because it is sold out I think we can call it a Luxus Fluxus 

Festival" .29 This was no exaggeration: Nikolaj Kirke appears to have 

been filled to the brim with spectators on that first evening, not to men

tion journalists, press photographers and the TV crew from Dan marks 

Radio. According to Higgins, "the Danes were very glad to have us 

there, and we had audiences of four and five hundred every night". He 

also called the festival "probably the best Fluxus that we did" .30 He may 

have been right about the latter, but his claim about audience numbers 

was rather exaggerated because, according to the press, there were 

considerably less spectators during the following evenings. However, 

what spectators there were compensated for their smaller numbers by 

becoming noisier and noisier as a common verdict about the festival was 

reached . Already on day two, a journalist noted, "the attitude of the 

audience approached one of aggression, with shouting and stamping". 31 

The first piece to be performed after Kepcke's introduction was 

Emmett Williams' s A German Chamber Opera for 38 Marias (1962). 

The stage directions, as given by the author himself in his book My Life 

in Flux - and Vice Versa are as follows: "The performance must take 

place in a church. 38 Name cards are distributed to members of the 



audience. Each Maria's attribute determines costume, props and ges

tures. Each Maria chooses a tone for the salutation. Each must 'Ave!' 

and shake hands with the other 37 before exiting" .32 In Copenhagen, 

however, there appear to have been many more Marias than the thirty

eight mentioned in the score. Williams counted a whole forty-eight of 

them, and Ekstrabladet wrote that "all of humanity was collected on 

stage to mumble prayers and say hello and goodbye to each other in 

one work" .33 Photographs of the event show a huge press of people 

descending from the stage and fanning out into the auditorium, where 

they presumably sought out one another and shook hands (fig. 1). 

What the next piece on the programme was remains somewhat 

unclear; it could either have been Joseph Byrd's Piece for Richard 

Maxfield or Jackson Mac Low's THANKS II (1961). The reason for the 

confusion is that both pieces call for a variety of sounds to be made 

on the basis of a score that leaves plenty of room for improvisation. 

Whatever it was, this piece brought a large number of performers on 

stage, carrying a variety of musical instruments and everyday objects. 

According to one journalist, ten people came on stage to "make move

ments and produce various sounds", 34 while another, Otto Ludwig of 

Aktuelt, who claimed to have been one of the performers, wrote that 

he "had to hit the floor with an iron chain at intervals, while the other 

musicians have to make strange sounds with their mouths, snap a large 

clothes peg, drive a toy car across the stage, et cetera". 35 

What the second piece lacked in recognisability, the third com

pensated for amply. In Robert Watts's TWO INCHES (1962), Dick 

Higgins came on stage and, walking backwards, stretched a paper ribbon 

across the front of the stage, which he then cut. After this, Emmett 

Williams performed his Alphabet Symphony (1962) (figs. 2-3), assisted 

by a conductor, either Higgins or a female performer,36 who drew 

letters of the alphabet from a box. At "Z", Williams picked up a skeleton, 

painted on paper, from the floor, tore it to pieces and threw the frag

ments into the auditorium. At "Q" he picked a piece of paper up from 

the floor and ate it. At "M" he picked up a whistle and blew a tone. 

At "V" he picked up a piece of charcoal or a crayon and drew a line 

across his forehead and so on. 37 
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The fifth composition on the programme was George Brecht's DRIP 

MUSIC (DRIP EVENT) (1959-1962). Higgins climbed on a ladder 

and poured water from a coffee pot down into a basin on the floor, 

according to several observers not so much in drips as in splashes 

(fig. 4). 38 The piece was followed by another composition by Brecht, 

namely DIRECTION (1961) (fig. 5). An arrow sign was placed on stage 

and a row of performers walked around it, according to Berlingske 

Tidende in the direction indicated, 39 according to Ekstrabladet in the 

opposite direction. 40 Actually, they walked in both directions. The 

score of the piece consists of an instruction to "Arrange to observe 

a sign indicating direction of travel. Travel in the indicated direction. 

Travel in another direction". 

The two pieces by Brecht were followed by George Maciunas' s 

IN MEMORIAM TO ADRIANO OLIVETTI (1962). Ten performers 

stood next to each other on stage and performed simple actions accord

ing to a used tape from an Olivetti adding machine, with a metronome 

in front of them to indicate the right tempo. Each performer was given 

a number from zero to nine, and each time their number came up, they 

performed the same action: lifting a hat {Maciunas himself, in a bowler 

hat and pince-nez), opening and closing an umbrella, saluting, sitting 

down on a chair and standing up again, bowing, et cetera (figs. 6-7).41 

Next, Dick Higgins's Constellation No. 7 and Constellation No. 4 

{fig. 8) were performed. Of the first, no descriptions survive, but Pedersen 

has given a short but suggestive description of the latter: "A choir 

came on stage. Dick Higgins positioned himself in front of the choir as 

a conductor. He lifted his arms. Now they were ready to start. Absolute 

silence in the hall. He spread his arms as if drawing a large pretzel. 

B-L-A-AAAA, a shout rang out across the audience. Then it was over". 42 

The score of the piece reads, "A sound is made. The sound is to have 

a clearly defined percussive attack and decay (such as produced by 

plucking strings, hitting gongs, bells, helmets or tubes). Each performer 

produces his sound efficiently and almost simultaneously with other 

performers' sounds. Each sound is produced only once." 

After these two pieces by Higgins, Alison Knowles's Nivea Cream 

Piece - for Oscar Williams (1962) was performed (fig. 9): eight performers, 



among them K111pcke, Higgins, Williams, Maciunas and Knowles, rubbed 

their hands with Nivea Cream in front of a live microphone. 

Then, Benjamin Patterson's PAPER PIECE (1960) was performed 

(fig. 10). The piece has since featured in many Fluxus programmes, 

but usually in a very loose version in which lots of paper - sheets, balls, 

scraps, aeroplanes - are thrown into the auditorium. At Nikolaj Kirke, 

however, it was performed in a way that remained fairly faithful to the 

score. The piece is written for five performers, each armed with fifteen 

sheets of paper and three paper bags of "varied quality". The sheets, 

for example, can be light cardboard as well. Seven pieces of paper are 

to be shaken, "broken" ("opposite edges of sheet are grasped firmly 

and sharply distended") and torn. Another five sheets are to be "crum

pled, rumpled and bumpled" (according to Patterson bumpling is when 

"the crumpled and rumpled sheet of paper is bumped together between 

the hands of the performer") and three sheets are subjected to a "rub, 

scrub and twist" ("twisted tightly until a squeaking sound is produced"). 

The three bags are to be inflated and popped.43 Photographs of the 

event show Higgins, Knowles, Maciunas, Vostell and Williams, each 

behind a chair on which pieces of paper and cardboard are laid out. 

Some of the actions they perform are different from the ones specified 

in the score; Williams, for example, is shown looking through a corru

gated cardboard square and Maciunas is seen wearing a similar square 

around his neck. Other photographs, however, show Higgins with his 

hands apart as if popping a paper bag, and the debris that is visible 

on stage certainly suggests that paper had been duly crumpled, 

bumpled and rumpled. 

The piece ended with K111pcke rummaging in the heaps of paper 

on the floor, collecting some pieces and reading them out loud (fig. 11). 

"Mostly text fragments from the television series 'Perry Mason"', as 

Knud Burchardt of Ekstrabladet wrote. "All the texts fitted together, 

and that is easily explained, because we observed that he rummaged 

in the heaps with his right hand, but sneaked the texts he read out of 

his trouser pocket with his left hand". 44 This must have been an impro

vised action, because no work can be found to fit the description in 

either K111pcke's reading/ work-pieces manuscript or among his personal 
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notes and documents in the Arthur K"pcke Archive in Aarhus. K"pcke 

probably performed more improvised actions; two photographs by Per 

Pejstrup, for example, show him walking through the audience before 

the start of the festival, handing scraps of paper to the spectators.45 

According to Eric Andersen, they contained the score of reading/ work

piece No. 63, i.e., the sentence "What is the time now?" 

After PAPER PIECE and K"pcke's intervention, George Brecht's 

SAXOPHONE SOLO (1962) was performed, the score of which con

sists of the word "trumpet". According to the newspaper B.T., "a short 

gentleman appeared and opened his instrument case, and inside it 

was a trumpet". 46 Then Vostell took the stage for a performance of his 

Kleenex (1962) (fig. 12). What was remembered most about the per

formance was a sequence involving a sheet of glass, a number of light 

bulbs and a cake. Knud Pedersen wrote, "The large sheet of glass was 

now carried on stage and placed in front of the audience. Wolf Vostell 

took up position behind them with the two cakes that had been bought 

and several hundred light bulbs, and then he came into action. He 

started by throwing the bulbs down towards the audience, but they 

were caught by the thick sheet of glass so that nobody was riddled 

with shards and finally he took his cakes and threw them at the audience, 

but they were only smeared across the sheet of glass. This final piece left 

the floor covered in a mixture of shards of glass and whipped cream" .47 

Pedersen describes the action as if it was the entire piece, but it 

was not, nor was it the last piece of the evening. Photographs survive 

of Vostell holding a hammer and a tray or tub, which suggests that he 

also performed at least one of the first two parts of the piece, namely, 

the one in which he smashes toy tanks and soldiers.48 The other part, 

of which no evidence survives, is the live creation of a Verwischung, or 

'blurring', by rubbing a photograph from a magazine with tetrachloride. 

After Kleenex, at least one other piece was performed: George 

Brecht's WORD EVENT (1961). The score of the piece consists of the 

word "exit", but for the occasion it had been translated into Danish: 

Williams and Maciunas came on stage, carrying a sign on which the 

word "UD" had been written in large capital letters (fig.13). 49 Accord

ing to Knud Pedersen, "everybody sat and looked at the sign. [. .. )They 



waited for something to be performed for them. [ ... ]Only after a long 

time it began to dawn on people what this was about, and then the 

heavily taxed audience began to sneak out". 50 

CONCERT 2, 24 NOVEMBER 1962 

On 24 November 1962, before the second concert took place, a press 

conference was held. However, only Hans Voigt from the newspaper 

Aktuelt seems to have felt compelled to write about it. In his rendition 

of the event, Wolf Vostell features prominently. The artist is quoted 

as saying, "Fluxus is not destructive. People misunderstand this all the 

time. We are not trouble-makers. Why it is always a concert piano or 

an upright piano that is the victim? Simply because we feel connected 

with Tudor's playing, and he works with those instruments. What 

we want is a rebirth of mankind's creative powers. Notions have to be 

changed. All notions are fluid, but there is a precise structure behind 

them, Beethoven stands unchallenged. Our 'anti-art' aims at art as 

a profession. What we want to escape from are these people who sit 

in on Thursday concerts and listen to Mozart as if they knew it all, but 

it is not the real Mozart they have got hold of at all". 51 

Vostell had obviously had the reviews of the previous night's 

concert translated for him. These had been unanimously negative, 

so his rejection of the idea that Fluxus is destructive or aggressive is 

quite understandable. 

However, the bad reviews did their damage: from day two on, 

the press stayed away and Nikolaj Kirke was mostly filled with people 

who were curious to see this scandalous performance for themselves. 

Quite quickly, a general opinion seems to have been formed that 

Fluxus could not be taken seriously and that heckling was therefore 

allowed, and perhaps even a civic duty. Because of this, not nearly 

as much is known about the next concerts as is known about the first, 

and reconstructions are therefore naturally patchy. The only piece 

that was performed on the second night of the festival that survives 

in the archives and in local collective memory, for example, was Dick 

Higgins's performance of La Monte Young's Composition 1960 #7 

(1960), known locally as "the fifth" or "to be held for a long time". 
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A fifth is exactly what it is, a B and an F-sharp, played by Higgins on 

the harmonium that K"pcke had decorated (mentioned above), con

tinuously, for about forty-five minutes. 

Some remember the majestic figure of Higgins, pedalling stolidly 

at the harmonium, but mostly it was the reactions of the audience 

that stuck. DUT's treasurer at the time, Pelle Gudmundsen Holmgreen, 

described the experience of sitting through the entire piece as follows: 

"I was sitting there, thinking - and this was what we were all thinking 

about - how long is he going to go on? I do not think I knew the piece 

at the time, but I saw the score afterwards. But during the hour or so 

that the piece took to perform on that occasion, the audience started 

to talk with each other. And the atmosphere was very good, because 

people did not want to say too much, [ ... ] but everything was in flux. 

Fluxus. It was fluxing, and for some reason people became rather 

cheerful. There was talk, [ ... ] the whole way through". 52 

According to composer Axel Borup-J"rgensen, however, not 

everyone was equally cheerful. He remembers a group of four people, 

two gentlemen and two ladies, who became so annoyed that one of 

the gentlemen took one of the ladies' high-heeled shoes and threw it 

at the stage. He meant to hit Higgins, but he hit a sound technician 

instead, right on the eyebrow.53 Borup-J"rgensen also remembers 

a man in uniform who turned out to be carrying a sabre and actually 

started to wave the weapon around, so he had to be thrown out. 

Knud Pedersen described that particular incident as follows: "Many 

people have experienced the challenges and methods of the artists 

as a strain to the nerves, for example during the fifth, and that had 

to be accepted during the performances. Yes, there was a lot of 

that, but it could become too much. From my place [at the door] I had 

observed a respectable gentleman who continuously spoke in a loud 

voice, apparently in order to disturb the performance. Finally, I had 

enough of it and went in to ask him to be quiet or leave. This was what 

he had been waiting for. From his coat he withdrew a real sabre that 

he began to wave wildly around, but we got a hold of him, and very 

shortly afterwards he was sitting crestfallen outside the church with 

his robbers and soldiers". 54 



Pedersen also mentions two other people who made themselves heard 

during the performance. The first was a Swedish journalist who stormed 

up to Pedersen, enraged because people just sat listening instead of 

getting up and doing something, as he believed they should. The second 

was an elderly gentleman who timidly asked Pedersen for an explanation. 

When the latter explained that the piece was intended to "bore people 

out of the house" - this was what Pedersen remembers Higgins telling 

him about it - the gentleman looked relieved and was seen leaving the 

church somewhat later for an evening stroll together with his family. 55 

The other pieces that were performed during day two were: 

Jackson Mac Low' s LETTERS FOR IRIS NUMBERS FOR SILENCE 

(1961); Dieter Schnebel's Visible music II: Zeitbilder, "Solo fur einen 

Dirigenten" ("Visible Music II for Solo Conductor", 1961); Dick Higgins's 

Constellations No. 2 and 4; Emmett Williams' s litany and response no. 2 

for alison knowles (1962); George Maciunas's Duo for Mouths, Tubes 

and Micros (1962); George Brecht's FLUTE SOLO and STRING 

QUARTET (1962); Dick Higgins's Piano Concerto No. 2; and Emmett 

Williams's song of uncertain length ("Song of Indeterminate Length", 

1960). La Monte Young's Composition 1960 #7 rounded off the evening. 

However, these pieces will not be discussed here in detail. From this 

point onwards, pieces are only described in any detail if significant 

information about the way they were performed during this particular 

festival is preserved. 

CONCERT 3, 25 NOVEMBER 1962 

It was on day three of the festival that OUT released its statement, 

announcing that the association could no longer support the Fluxus 

festival. The exact wording was: "When the Young Musicians' Association 

took it upon itself to help Fluxus with the events in Copenhagen, it did 

so out of a wish to give the Danish audience the possibility to get an 

impression of the experimental tendencies that assert themselves in the 

international music debate, instrumental theatre, action music, informal 

art, etc. - a series of artists, whose endeavours one can only have con

fidence in, featured in the Fluxus perspective, but as the events took on 

concrete form it turned out that none of these people would collaborate. 
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It is with the greatest regret that OUT's executive committee has now 

established that the performances that have taken place do not repre

sent the above-mentioned tendencies in a valid way". 56 

As mentioned, the statement had been formulated and issued by 

only two members of the executive board, Mogens Andersen, a musi

cologist working for Danish national radio in the contemporary music 

section, and composer Per Nergaard. This is what the latter says about 

it, "Their amateurism was not something one could support as a society 

for the promotion of contemporary music. There had been musicians 

who came up to us afterwards and said, 'If this is what you are going by 

now, I promise you we won't want to rehearse something for you any

more'. We were very worried and upset about that, so a board meeting 

was arranged and we decided not to support the event anymore".57 

lb Nerholm, on the other hand, said, "You cannot say that the 

quality of the performances was bad - sometimes it was even brilliant. 

But you have to remember that if you had been expecting some sort 

of virtuoso act - Boulez performing on the piano - you could only be 

disappointed and had to think that the quality of the performance was 

bad, but it was something different entirely". 58 

Nerholm, it seems, remained true to the spirit in which OUT had 

originally agreed to support the festival. In the introduction to the 

Fluxus issue of Dansk musiktidsskrift, the board had written: "Why 

reopen this debate? Because Fluxus shows us that the anti-artistic 

tendencies that Paik is a representative of, have become exponentially 

more potent. They have to be accepted or rejected - and therefore 

heard and noticed". 59 Ne rho Im and the other board members of OUT 

did not so much embrace Fluxus - all the composers in OUT are very 

specific about NOT being Fluxus artists - as they found it an important 

phenomenon for the Danish audience to acquaint itself with. On the 

other hand, Mogens Andersen and Nergaard had every right to be dis

appointed about the programme. After all, they had agreed to a Fluxus 

concert because names such as Cage, Bussotti and Ligeti had been 

mentioned, and works by these artists had not been featured. 

In a sense, it is a shame that OUT's press release was issued ex

actly on day three of the festival, because one of the editors of Dansk 



musiktidsskrift, Gregers Dirckinck-Holmfeld, noted in Ekstrabladet 

that "it is doubtful whether it also would have been issued after the 

two performances this weekend [24 and 25 November 1962), because 

distinct improvements could be discerned. Firstly, Arthur Kopcke's ama

teurish introductions had been cut out. Secondly, one of the missing 

participants, Ben Patterson, showed up on stage [ ... ] and gave a totally 

convincing and relaxed account of his untraditional relationship with 

the double bass in his piece 'Variations for Double Bass"' .60 Norgaard 

agrees that it was on the first night especially that Fluxus had been 

disappointing and that some of the other concerts were really quite 

good, 61 but the press release could not be revoked. 

The concert on 25 November 1962 probably had to take place 

somewhere else because, although Nikolaj Kirke was not normally in 

use as a church, it was used by several congregations without a 

church of their own on Sundays; Pedersen had to remove his paintings 

every week for that very reason . Norholm had been able to rent the 

Allescenen theatre in Frederiksberg instead. Journalists asked the 

manager, Soren Melson, whether it would not be better to cancel the 

performance now that OUT had withdrawn its support, but Melson 

answered that although he agreed with DUT's press release, the tickets 

had been sold and that he could no longer cancel it. 62 

The concert at Allescenen opened with a performance of Pierre 

Mercure's Structures metalliques no. 5 (1962). In his capacity as facili

tator, Norholm had provided his moped as an instrument knowing 

fully well that it may be returned dented beyond repair.63 Eric Andersen 

remembers many pieces of scrap metal hung up to be played by the 

performers.64 After this, Vostell's Sun in the head was performed by 

switching the various lights in the room on and off. In Robert Watts's 

EVENT: 13 (1962) thirteen balloons were released and thirteen balls 

rolled across the stage. EVENT: 13 was followed by Kenjiro Ezaki's 

Discretion, for a female voice. The fifth piece on the programme, Gra

phis 118 (1962) by Dick Higgins, was described by Andersen, who was 

one of its performers, in a discussion of the festival on national radio 

on 12 December 1962. It had consisted of five performers following, in 

small, shuffling steps, lines on the Aoor that radiated outwards from 
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one side of the stage and met again on the other side. At the starting 

point, the performers were pressed tightly together, but, as they 

progressed, they fanned out and after three or four minutes met again 

in a tight group on the other side of the stage.65 

The next piece to be performed was Yasunao Tone's ANAGRAM 

FOR STRINGS (1961), a graphic score that was interpreted by four 

double bass players, among them Patterson, solely by means of glissandi 

(fig.15).66 Pieces seven, eight and nine on the programme were 

Williams's four-directional song of doubt for five voices (1957) and T akehisa 

Kosugi's MICRO I and ANIMA I (1962). Then, Alison Knowles gave 

a performance of Patterson's SOLO DANCE FROM "LEMONS" ("Solo 

for Dancer", 1961). A rope was strung over the proscenium arch. 

Knowles attached it to her ankle, took hold of the rope and pulled herself 

all the way up to the top (fig.16). 67 

After this impressive feat by Knowles, Patterson took the stage 

to perform the VARIATIONS FOR DOUBLE-BASS (1961) (fig.17) 

that Dirckinck-Holmfeld was so enthusiastic about. Mogens Andersen 

was equally positive about the piece. In the abovementioned radio 

programme, he described it as follows: "One could say that these were 

not so much variations FOR double bass as variations WITH double 

bass. To start with, the range of variations was not so large. He pre

pared the strings of the bass in different ways, just as one can also 

prepare the strings of a piano, and created timbres that could not be 

produced by other methods. But gradually, as the range of variations 

broadened, the visual element started to become more important 

in relation to what was heard. Thus, he fitted the strings with gold 

paper and attached small golden flowers to them. When he slapped 

the strings, the golden flowers fell off; they detached themselves 

from the place where they had been inserted, flew out into the room 

and fell down on the floor. [ ... ] Now, he lay the double bass down 

on its back and began to eat some food that turned out to lie in the 

scroll. Another time he put the double bass on its head, with the scroll 

downwards and the body leaning on a chair, so that it had the right 

height and position for him to be able to use it practically and easily 

as a writing surface, and with the double bass as desk he wrote a 



letter home to his mother in New York. And finally he pulled various 

articles, rope and suchlike, out of the double bass and draped it with 

them in various ways".68 

Both Nerholm and Gudmundsen Holmgreen remember the letter 

as well. Nerholm adds that Patterson started by spreading a map of 

Paris out on the stage floor, finding the Place de la Concorde and plac

ing the spike of his double bass exactly there. 69 

After Patterson's VARIATIONS FOR DOUBLE-BASS, Robert 

Watts's EVENT: 10 (1962) was performed: ten matches were struck 

on a darkened stage and a bell was rung ten times. Then, Knowles 

performed Nam June Paik's SERENADEFORALISON(1962) by taking 

off a number of pairs of underpants (Pedersen counted fourteen).70 

Dick Higgins performed his Danger Music Number Seventeen by scream

ing six times, and the concert ended with a Theatre Piece by Nam June 

Paik: a performer pushed through or climbed over all the rows of chairs 

from the stage to the central exit.71 

Apart from these pieces, there was a performance quite outside 

the programme: jazz pianist Cecil Taylor contributed with a composi

tion, designed especially for Fluxus. Gudmundsen Holmgreen had seen 

Taylor play at a local jazz club called Montmartre and coincidentally 

encountered him during a concert organised by OUT at Statens Museum 

for Kunst. They started talking and Gudmundsen Holmgreen told Taylor 

about the Fluxus festival and asked him whether he wanted to join. 

That same night, 25November1962, Taylor showed up at Allescenen 

and improvised a performance. He had a teaspoon with him, which 

he laid on the strings of the piano, and his performance consisted of 

chasing the spoon around the strings by trying various keys until he had 

found the spoon - the sound would give it away. However, hitting the 

key would also make the spoon jump away again, so he had to find it 

again, and so on.72 

CONCERT 4, 26 NOVEMBER 1962 

On 26 November 1962, before the start of the fourth concert, it be

came known that Danmarks Radio would not broadcast its film record

ings of the opening night. The official reason was that "it had turned 
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out to be impossible to make a satisfying programme with the avail

able material".73 Of course this statement was interpreted according 

to each journalist's fancy. Ekstrabladet wrote that DR had cancelled 

the programme because "Fluxus is too bad",74 and B.T. reported that 

DR considered Fluxus "inappropriate" and did not want to support it 

on television.75 Mogens Andersen, who worked at the radio section of 

DR, has later explained that the plans for the programme had been 

discussed with the performers, "but that nearly everything went differ

ently during the performance, and because tape editing was not yet 

possible at the time, the programme had to be shelved".76 Not even the 

tapes exist anymore, because apparently DR routinely re-used film that 

had not been used in a programme.77 

The concert on 26 November 1962, once again at Nikolaj Kirke, 

should have opened with a performance of Sylvano Bussotti's Piece for 

Nam June Paik (1961), but it is doubtful that it was actually performed.78 

The second (or first) piece was Toshi lchiyanagi's IBM FORMERCE 

CUNNINGHAM (1960). Then, Patterson's SEPTET FROM "LEMONS" 

(1961) was performed: a ladder was brought on stage and on the rungs; 

seven kettles were placed on seven spirit stoves. On their spouts, bal

loons were fitted which were inflated as the water inside began to boil, 

and then the balloons were popped with darts.79 

The septet was followed by a performance of George Brecht's 

CARD-PIECE FOR VOICE (1959), and then Dick Higgins's Two Con

tributions for the Theater (1962) was performed. This is how Higgins 

himself described the performance: "Another beautiful thing: we did 

my second of Two Contributions for the Theater [sic], in which you pick 

something to happen, wait for it to happen, and go away. A young man 

named Eric Andersen, then a refugee from Darmstadt and the Interna

tional Stylists, now writing process pieces with a decidedly philosophical 

bent, this guy chose to wait until everyone else had left the stage. 

Emmett Williams sat down behind a lectern and chose the same. Neither 

knew of the other's choice. For forty-five minutes they waited. Then 

someone told them that there would be an intermission in five minutes, 

assuming that they would stay there for the rest of the concert and per

haps beyond. But they understood that they were to leave in five minutes 



and did. So the only reason they left was because of a misunderstanding. 

But that was a marvellous fifty minutes, because what was happening 

was very interesting, the relationships between the two men waiting and 

the audience was always changing, it could be seen and figured out 

and even anticipated". 80 

In Andersen's version of the story, Williams had not actually wanted 

to perform any more that night. He had placed a bottle of beer inside 

the pulpit beforehand and joined it when the piece started. Andersen, 

meanwhile, had positioned himself in the middle of the stage and 

waited until Williams would leave. People offered Andersen cigarettes, 

cinema tickets and kisses to get him to leave, but he remained stand

ing. After forty-five minutes, Williams's beer-filled bladder began to 

torment him, and he had to leave. 81 

After these static forty-five minutes, Patterson's POND (1962) 

was performed, a piece in which performers ask three syllable questions, 

give two syllable answers or give one syllable exclamations as indicated 

by a mechanical frog hopping around in a 36-square grid. It was followed 

by Tomas Schmit's ZYKLUSfur Wassereimer (oder Flaschen) ('Cycle 

for Water Pails [or Bottles]', 1962): empty bottles were placed in a circle 

on the Aoor, a performer took up position in the middle of the circle, 

filled one of the bottles with water and poured the water from bottle to 

bottle until all of the water was spilled . 

Then, the second version of Kepcke's music while you work (1962) 

was performed. A record that had been "prepared" with several pieces 

of tape was put on a record player, and a number of performers began 

to perform everyday actions: one washed his feet, another swept the 

Aoor, a third gave a speech and a fourth slept. Every time the needle hit 

a piece of tape, the record stuck and all the performers rushed to

wards the record player to get it playing again. 82 

Next, Williams's counting song had its premiere: the author 

came on stage and counted the spectators. According to Pedersen, 

he then went on counting the windows, the pillars and the lamps. 83 

Williams has written that the piece was devised "because [w]e needed 

an exact head count to make certain the management wasn't cheat

ing us: our share of the gate had been considerably smaller than the 
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standing-room-only crowds at the Nikolaj Kirke had led us to expect". 84 

Pedersen adds that the discrepancy was easily explained: many of 

the spectators were friends and acquaintances of the organisers, and 

they did not expect to pay. 85 

Then, Jackson Mac Low' s Fifth Biblical Poem for Three Voices 

(1955) was performed, and the evening closed with a performance 

of Alison Knowles's Proposition: "Make a Salad". A long table had 

been placed in one end of the room, and Knowles, helped by Higgins, 

began to cut vegetables. However, one of the spectators, pianist 

Klaus Jerndorff, had gotten the idea from what he had read about 

Fluxus that the audience was welcome to join in, so he walked up to 

give a hand. However, when he tried to take a carrot, Higgins took 

a large wooden spoon and hit him on the head. According to Higgins 

himself, the bowl flew off, hit a lady who had been making a lot of 

noise and landed in the hands of a man who had dozed off .86 Finally, 

Higgins mixed a "tasty dressing" and the salad was served to the 

audience on paper plates.87 

During this or the previous concert, Eric Andersen performed two 

of his own pieces as well. No contemporary descriptions survive that 

contain any anecdotal detail, but according to Andersen himself the 

pieces concerned were Opus 17 and another work, the score of which 

eludes capture. The score of Opus 17 reads, "1) Two performers are 

placed on the stage - one of them pronounces the sound 'A'. 2) (You 

can exclude this point) The performer who started with the abovemen

tioned sound is only allowed to pronounce the sound 'B', the other is 

only allowed to pronounce the word 'C'. 3) The composition is finished 

when one of the performers pronounces the sound 'D'. " 88 There can 

be any number of performers who all make a sound of their own choice. 

However, one more sound is agreed upon beforehand that can be 

made by any performer and which stops the performance.89 

The other work, the title of which remains unknown, resembles 

the first part of a piece called To Recall: "Walk from person to person, 

sit down on the empty chairs and present the person to the right of 

you with something and/ or ask the person: to read something some

where (and/or) to distribute something (do.) to prepare something 



(do.) to perform something." According to Andersen's own account, the 

performance in November 1962 consisted of addressing row after row, 

asking people to stand up, do something (stand, turn around, get down 

on their knees, et cetera) and sit down again.90 

CONCERT 5, 27 NOVEMBER 1962 

The fifth concert of the festival opened with George Brecht's 3 PIANO 

PIECES (1962). Then, Toshi lchiyanagi's Music for Piano No. 5 (1961) 

was performed, for the first time in a version that would become a Flux

us "classic". lchiyanagi's piece is a graphic score that does not provide 

much information, other than that some things have to be done at spe

cific points in time and that they have to do with a piano. The perform

ers decided to hold the pedal down with a brick and throw something 

at the back of the piano. Patterson suggested the darts used in his own 

septet (mentioned above). Higgins: "The result was really beautiful: 

the upright piano was alone on the stage, pedal depressed, side to the 

audience. From the wings darts flew in and struck the sounding board, 

producing a considerable variety of vibrations".91 

What came next on the programme is a bit of a puzzle. Sylvano 

Bussotti is mentioned, but no title is given, and some authors insert 

a piece by Henning Christiansen after it. Christiansen himself wrote, 

"I performed my homage a Bussotti, with a lot of old junk. It ended with 

me standing on a high ladder, fishing amongst the strings of an open 

concert piano with a fishing rod with a bottle opener attached to it 

instead of a hook. Afterwards I murdered a sonata by Mozart (F-dur) in 

two minutes, out of an idea that this should be an art of suggestions". 92 

Eric Andersen, however, does not remember Christiansen performing 

at the festival at all and points out that in any case there was no grand 

piano at the church for him to fish in. 93 

Another question that presents itself is, if Christiansen per

formed, what did he perform? It could have been a composition of his 

own called "Hommage a Bussotti", but in that case, the score has been 

lost. However, there is another possibility: in one of Christiansen's cur

ricula vitae, he writes, "oct. 62 OUT-performance at Statens Museum 

for Kunst of RITUAL version of Bussotti's five pieces for david tudor: 
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3 pcs. chosen by author henning christiansen same pcs. performed 

at FESTUM FLUXORUM 23. nov. 1962-28. nov. 1962".94 

Bussotti was on the programme of a performance of international 

new music at Statens Museum for Kunst on 11 November 1962, but 

only pianist T orben Petersen and the Simon Christiansen quartet are 

mentioned as performers.95 Eric Andersen only remembers Christiansen's 

"fishing piece" being performed by Petersen during a concert organised 

by DUT,96 but in DUT's annual report to KODA, the Danish copyrights 

management agency, OUT specifically mentioned '"Five Pieces for David 

Tudor' in Henning Christiansen's version", performed at Nikolaj Kirke 

on 27 November 1962. In The Gilbert and Lila Silverman Fluxus Collection 

there is a score of the third of Bussotti' s Five Piano Pieces for David 

Tudor (1959) bearing the legend "From Bussotti 5 pieces" and signed, 

"Henning Christiansen, 25 October 1962", which could be the missing 

score. 97 However, the puzzle must remain a puzzle. 

After the unconfirmed Bussotti piece, Gyorgy Ligeti's TROIS 

BAGATELLES for David Tudor (1961) was performed, followed by 

George Maciunas' s Piano Composition no. 10 and 11 for Nam June 

Paik (1962): a piano was placed on stage, painted white and washed 

clean again.98 Next, George Brecht's COMB MUSIC (COMB EVENT) 

(1959-1962) and La Monte Young's Composition 1960 #13 (1960), 

Arabic Numeral (any integer) to H.F. (1960) - "566 slow crashes on the 

piano" 99 
- and Piano Piece for David Tudor #2 (1960) were performed; 

the evening closed with a reprise of Williams's counting song (1962). 

CONCERT 6 1 28 NOVEMBER 1962 

The last concert of the festival was performed more or less as planned, 

afterall, it required little human intervention, consisting of only films 

and tape compositions. Rather surprisingly, given the general lack of 

interest by the press after the first concert, a review exists of the 

evening. It appeared in January 1963 in Birkebavnen, the magazine 

of the college Birkered Statsskole. Upon entering Nikolaj Kirke, Birke

bavnen's delegate was met by "three large loudspeakers, two stere

ophonic tape recorders and a film projector".100 The first piece of the 

evening, John Cage's Fontana Mix (1958), was described by him as 



a collection of "hissing, scratching, sparkling, spluttering, knocking and 

whistling" sounds. The following electronic compositions (John Cage's 

Music for 'The Marrying Maiden', 1960; and Richard Maxfield's Cough 

Music, 1959; Radio Music, 1961; Steam, 1961; Pastoral Symphony, 

1959; and Night Music, 1960) sounded no different to the reviewer. 

Then the evening changed to a film screening. First of all, "heads 

of women, lips, shoes, cars, pigeons and many other strange things" 

were seen "whirling around and eating each other" - probably 

Stan Vanderbeek's A la mode (1959). Then, a film by Nam June Paik 

was shown: the white square of a film projector without film, running 

five minutes long. 101 The next piece was not a film, but an intervention: 

pieces of coloured cellophane were held up in front of the film projec

tor in a performance of George Brecht's THREE YELLOW EVENTS 

("I yellow yellow yellow, II yellow loud, Ill red") and TWO DURATIONS 

("red I green"), both from 1961. Then, Vanderbeek's film Achooooo 

Mr Kerrooschev! was shown, another collage film, but with Soviet leader 

Khrushchev's face as its point of departure. Finally, another tape 

composition was played, Higgins's Requiem for Wagner, the Criminal 

Mayor (1962). 

Birkebavnen's reporter concluded, "I did not understand Fluxus", 

adding, "But perhaps something got lost for me because I had never 

seen five men, each shuffling down his own strip of paper or seen a 

string quartet sit stock still without their instruments without producing 

a single sound" .102 According to the review, the audience had mostly 

been bored, and lots of programme sheets had been turned into paper 

aeroplanes. The festival ended as it had begun - as "a dull affair". 103 

AFTERMATH 

There is one last thing that ought to be discussed in connection with 

the festival: on 22 December 1962, the executive board of OUT re

ceived a request, signed by the required fifty members, to organise an 

additional general meeting. The first item on the agenda during the 

meeting was the decision to support the Fluxus festival at all. Point two 

had to do with the rejection of an article that was critical of Fluxus by 

the editor of Dansk musiktidsskrift. Thirdly, a change to the statutes 
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was proposed: originally, these stipulated that the members of the con

cert committee should be under the age of thirty-five, but according to 

the proposed new formulation, members could "in exceptional cases" 

be over thirty-five as well. Other proposed additions were that only one 

of the three members should be a composer and that the chairman or 

another member of the board should always participate in the com

mittee meetings. It is obvious that the people behind the petition were 

over thirty-five and musicians rather than composers. Finally, and most 

menacingly, the "composition of the board" was to be discussed.104 

The general meeting took place on 25 January 1963. The board 

had beforehand agreed that it would not accept a motion of censure 

and that all the members would resign if such a motion was filed. 

However, it did not come to that. Several members asked whether the 

board sympathised with Fluxus or suggested that it did, but the answer 

that was given was the same every time, namely, that OUT was obliged 

by its own statutes to give the Danish population the opportunity to 

acquaint itself with the newest tendencies in music, regardless of their 

aesthetic position, leanings and intentions.105 After a long discussion, 

it was decided to withdraw the proposed change to the statues and to 

leave the composition of the board unaddressed. The board remained 

in office and continued to organise concerts of avant-garde music - but 

OUT never again supported Fluxus. 106 
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Fig . 1 A large crowd of Maries 

pouring down from the stage and 

into the auditorium in a perform

ance of Emmett Willioms's 

A German Chamber Opera for 38 

Mari as; Tut K0pcke at the front, 

23 November 1962 

Figs. 2-3 Emmett Williams per

forming his Alphabet Symphony, 

23 November 1962 
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Fig . 4 Dick Higgins performing 

George Brecht's DRIP MUSIC 

(DRIP EVENT), 23 November 

1962 



Fig . 5 Albert Mertz, Dick 

Higgins, two unknown performers 

and Arthur K0pcke performing 

George Brecht's DIRECTION. 

23 November 1962 

Fig . 6 Albert Mertz. Arthur K0pcke 

and Alison Knowles performing 

George Maciunas's IN MEMO

RIAM TO ADRIANO OLIVEITI. 

23 November 1962. 

Fig. 7 Albert Mertz, Arthur K0pcke, 

Alison Knowles, an unknown per

former, Dick Higgins and George 

Maciunas performing Maciunas' s 

IN MEMORIAM TO ADRIANO 

OLIVETTI, 23 November 1962 
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Fig. 8 George Mociunas, Waif 

Vostell, an unknown performer, 

Emmett Williams and Alison 

Knowles performing Dick Higgins's 

Constellation No. 4, with the 

composer himself os conductor, 

23 November 1962 

Fig . 9 Arthur K0pcke, Emmett 

Williams, Dick Higgins , George 

Maciunas, Wolf Vostell and Alison 

Knowles performing Knowles's 

~ Nivea Cream Piece - for Oscar 

~ Williams, 23 November 1962 
~ 
;:; 
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Fig . 10 George Maciunas, 

Emmett Williams, Wolf Vostell, 

Alison Knowles and Dick 

Higgins performing Benjamin 

Patterson's PAPER PIECE, 

23 November 1962 

Fig . 11 Arthur K0pcke performing 

an untitled action in the debris 

left behind after a performance 

of Benjamin Patterson's PAPER 

PIECE; in the background, one 

of Danmarks Radio's television 

cameras is visible, 23 November 

1962 

Fig.12 Dick Higgins and Emmett 

Williams (holding the sheet of 

glass) and Wolf Vostell performing 

the final movement of his Kleenex 

by smearing the remains of a 

cream cake on a large sheet of 

glass, 23 November 1962 

Fig . 13 Emmett Williams and 

George Maciunas holding up a 

sign saying "UD" in a perform

ance of George Brecht's WORD 

EVENT; in the foreground, Arthur 

K0pcke, 23 November 1962 
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Fig.14 Group of performers, 

including Eric Andersen, Emmett 

Williams and Alison Knowles per

forming something, but no one 

seems to know what; on the floor 

the white lines used in the per

formance of D ick Higgins's 

Graphis 118, Frederiksberg, 25 No

vember 1962 

Fig.15 Performance of Yasunao 

Tone's ANAGRAM FOR STRINGS 

by four double bass players, 

among them Benjamin Patterson, 

Frederiksberg, 25 November 1962 



Fig.16 Alison Knowles perform

ing Benjamin Patterson's SOLO 

DANCE FROM "LEMONS", Fre

deriksberg, 25 November 1962 

Fig. 17 Benjamin Patterson per

forming his VARIATIONS 

FOR DOUBLE-BASS, Frederiks

berg, 25 November 1962 
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FESTUM FLUXORUM. POESIE, MUSIQUE ET 

161 ANTl-MUSIQUE EVENEMENTIELLE ET CONCRETE 

PARIS, 3-8 DECEMBER 1962 

Excerpt from Dick Higgins's account of the festival 

[The Fluxus Festival in Copenhagen] was followed by the Paris Fluxus, 

which was a very poetic fiasco. This began just a couple of days after 

the Copenhagen one, so most of us had to rush down from Copenhagen 

and we were very tired. /A dilletante poet who is the common bank roll 

for a large number of Paris poets and artists had been entrusted with 

the publicity and arrangements, although people whose basisof (sic) 

existence is challenged by a project should not be trusted at all. 

This dilettante was given 5,000 posters to mail and an evening of him

self and his friends to arrange. Of course, he did a mailing of his own 

evening, and ignored the 5,000 posters. The hall was almost empty every 

night but his, when it was full. The result was that we had to cope with 

the problem of how to handle a nearly empty house. Emmett Williams' 

'Counting Piece,' in which he counts the audience, came into its own 

and took an extraordinary irony and majesty. We tried lots of long slow 

pieces. There was a very fine surrealist poet, not well-known in this 

country, by the name of Gherasim Luca, who said some of the most 

beautiful things we had ever heard about some pieces - mine, La 

Monte's, Maxfield's seemed to appeal to him particularly. In spite of 

our loathing of surrealists and their fascistic 'ism' we were deeply 

moved by the old man's enthusiasm. I, for one, felt that the Paris Fluxus 

was worth all its financial catastrophe and its ridiculousness just 

because of this wonderful old man. 

And so it came to pass that we lost most of what money Maciunas 

had left for Fluxus magazine in Paris, where many things have fallen 

before us, later to be accepted even there. But it was not all loss. 

For one thing we got to know Daniel Spoerri, who is a real magician. 

He has never done a painting, yet he is a visual artist. He has glued 

things onto tables and hung the tables on the walls. He has devised 

any number of theatrical notions (alas, he feels that to devise a thing 



is enough, that it is not absolutely necessary to execute it in order to 

show what can be done. We most emphatically disagree, but each 

of his ideas is almost unbelievably relevant and concrete). These days 

he is particularly interested in the culinary arts, although, unlike 

Edward Lear and myself, he is not at all hung up on the fantastic element 

in cookery. 

Dick Higgins, Jefferson's Birthday/ Postface 

(New York: Something Else Press, 1964), pp. 75-76 
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FESTUM FLUXORUM FLUXUS - MUSIK UND 

163 ANTIMUSIK. DAS INSTRUMENTALE THEATER 

DUSSELDORF, 2-3 FEBRUARY 1963 

Susanne Rennert 

"SPONTANEOUS DYNAMICS, PROVOKED EVENTS, 

GESTURES, ACTIONS, SOUND OCCURRENCES" 

"It is with deep satisfaction and it is my honour to address you in this 

honourable house of the 19th century, in which it played a noticeable 

role [ ... ] Regarding this evening, it will probably be for the best, that 

I present you with some stark facts before the authors and performers 

will have their say. Beforehand I should like to say, that all partici

pant~ made great physical and financial sacrifices in order for this 

event to materialise. [ ... ] It was of great importance to us, to adjust 

today's programme not just to .a.n.e group; thus we aspire a larger vari

ety, in order to present the diversity of possibilities of expression within 

a movement that admittedly has no proper name yet, but has started 

to proliferate with breathtaking precipitance over the whole inhabited 

terrestrial globe within a short period of time. The very simple poster 

which the Akademie has printed may serve you as an evidence. Nothing 

more than innumerable names in all imaginable national acoustic 

colours, among them many American and Japanese. 

This block of names stands for itself; it also has its own inner phonetic 

poetry. It is not my aim to give you a detailed analysis; this would 

be boring. Besides it would foreclose some surprise effects. Also I don't 

consider it right to approach such a movement with categorising and 

a historical view, as the saying goes, all too soon. Its inner dynamic can

not be denied. Everywhere it wins over followers (so to say a monastic 

order without monks and without an order); everywhere the audience 

plays along".1 

The Festum Fluxorum Fluxus, organised by George Maciunas in 

co-operation with Nam June Paik and Joseph Beuys, was - after the 

Fluxus-labelled concerts that were performed in Wiesbaden, Copenhagen 

and Paris - the next stop of the international Fluxus tour conceived by 



Maciunas. The participants were Joseph Beuys, Dick Higgins, Bengt af 

Klintberg, Alison Knowles, Arthur K0pcke, George Maciunas, Staffon 

Olzon, Nam June Paik, Tomas Schmit, Daniel Spoerri, Frank Trowbridge, 

Wolf Vostell and Emmett Williams, as well as some assistants not 

belonging to the Fluxus circle. Jean-Pierre Wilhelm, who had in his 

introductory speech created an intellectual framework full of associa

tions for the phenomenon of Fluxus, was substantially involved in the 

realisation of this event 2 as he had already been with Neo-Dada in der 

Musik on 16 June 1962 3 and the Wiesbaden Fluxus - Internationale 

FestspieleNeuester Musik between 1to23September1962 (fig.1). 4 

The Dusseldorf Festum Fluxorum Fluxus was the last of the large 

early European festivals (where Maciunas and Paik collaborated as 

organisers) 5 and was a certain point of culmination, since it differed 

from the previous concerts in two distinct elements. Taking place only 

on one weekend, it was shorter than the others, which had stretched 

over periods from one up to three weeks. This had an effect on the 

programming; in Dusseldorf many short pieces of the Fluxus repertoire 

were performed, whereas, long pieces, as Dick Higgins remembers, 

were performed simultaneously.6 In this respect the Dusseldorf course 

of events resembled a fast revue-like flow, and the entire spectrum of 

the Fluxus repertoire, including long and "boring" compositions, which 

taxed the spectators' patience, could not be performed. In Dussel

dorf the performers thus did not play with the conscious, respectively 

consciousness-creating interruption of the flow by long, stretched 

sequences, as was common for Fluxus in succession of John Cage. Sec

ondly, the festival was - through the photographs by Manfred Leve and 

Reiner Ruthenbeck that recorded the events on stage from different 

perspectives - almost completely photographed. George Maciunas, 

a self-confident strategist in dealing with the media, suggested to Beuys 

on 16 January 1963 to commission somebody (possibly a student) to 

photograph the performances.7 The conceptual stringency of Manfred 

Leve's photo series and sequences, without which the events could not 

be reconstructed today, 8 contrasts strikingly with the direct, cut-out-like 

photographs by the Beuys student (and trained photographer) Reiner 

Ruthenbeck. 9 Thereby, the ephemeral, process-based events can be 
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revealed, which was impressively proven by Jon Hendricks in 1988 10 and 

Antje von Graevenitz in 2007. 11 Generally speaking the "images" of the 

Dusseldorf Festum Fluxorum Fluxus fundamentally formed the "image" 

of early Fluxus. 

The festival took place on 2 and 3 February, on a Saturday and 

Sunday evening in the assembly hall of the Dusseldorf Kunstakademie, 

a venue with a rich tradition; on the poster probably designed by 

Beuys and Maciunas, it was titled a "colloquium for students of the 

academy". In the regional media the event was succinctly announced 

as "Kunstakademie: 'Festum Fluxorum'; Music and Anti-Music, 

8 pm" and placed next to the classical evening programme of the 

opera, where La Traviata was played that Saturday or the theatre 

where Medea was performed. 12 The Rhineland was already intensely 

engaged with preparations for carnival and did not forebode the 

anarchic explosive force soon to be implanted in the Akademie. 13 

In ironical foresight, Jean-Pierre Wilhelm, the German-French former 

owner of Galerie 22 - where John Cage and David Tudor performed 

Music Walk among other works in 1958 and where Paik debuted as 

an action artist with his Hommage a John Cage in 1959 - a key figure 

for the intermediation of early Fluxus in Germany, wrote to Raoul 

Hausmann in Limoges at the end of January 1963: "My dear Dada

sopher Raoul Hausmann, [ ... ] I am dictating this letter; therefore 

PURE GERMAN![ ... ] Hulsmanns gave me your letter of 23 January 

and the audiotape which I have just played, arrived this morning. It is 

of the highest phonetic quality and will be played during the Fluxus 

festival in the Kunstakademie on 2 and 3 February. We are awaiting 

a first-rate scandal. At this sacred site. The directors and professors 

have no idea what they are in for. I have summoned all newspaper and 

press agencies over the director's head. Probably there will also be TV. 

In my introductory speech, I will grant you the important place, which 

you are entitled to. [. .. ] How about coming to Dusseldorf for this date? 

Newgermany is calling for you!" 14 

Wilhelm may not only have remembered the negative press re

sponse to Neo-Dada in der Musik and the Wiesbaden festival, but also 

the turmoil during Neo-Dada, in which Joseph Beuys and Konrad 



Klapheck removed a violinist, sitting among the audience, who disturbed 

Nam June Paik's action One for Violin with noisy laughter.15 

It was Paik, who had played a vital role not only as performer but 

also as communicator and Maciunas's co-director in Fluxus' period 

of consolidation,16 who brought together Maciunas and Beuys.17 Appar

ently right after Neo-Dada in der Musik - on this occasion Beuys had 

suggested two concert evenings in the Dusseldorf Akademie, where he 

had been professor since 1961 - Maciunas wrote to Paik, "!Can you 

please send me the address of that Dusseldorf man from Kunsthoch

schule or what - the man with the wig. I took his address from your book 

but lost the scrap of paper. OK?" 18 It is evident in Wilhelm's corres

pondence that the planning had begun in autumn 1962. In the beginning 

of 1963 Maciunas's contact with Beuys and Paik intensified; Maciunas 

wrote to Paik: "Dear Nam:[ ... ] About FESTUM FLUXORUM. Will you 

have time to perform? & prepare some of your pieces? I did not know 

what pieces you would want to perform so in the program I sent to 

Beuys [sic] & Wilhelm I have written: Nam June Paik - to be determined. 

I enclose the program with the revisions. Beuys asked whether I should 

not include Vostell, Hulsmans [sic] & Trowbridge. So I included Vostell 

& Hulsmans. I do not know what composition of Trowbridge could be 

performed so I could not include them. Poetry or prose readings do not 

go well in Fluxus concerts unless they border on music or action music 

like Mac Lows letters, but maybe Hulsmans can read a short piece, no 

longer than 5 minutes. Each composition in this festival will be SHORT & 

FAST. Furthermore I think it's immoral to destroy food, that is one rea

son we never performed (after Wiesbaden) Dick Higgins danger music 

with eggs & butter. That's also the reason why I am very hesitant about 

Vostells - decollage Kleenex cake throwing, unless he comes up with 

variation - It's about time he did come [sic] with variation on Kleenex. 

One can't just perform the same simple thing over & over & over & over. 

We try to vary piece in each performance. Some of course vary by their 

indeterminate structure (like Mac Lows letters, or lchiyanagi etc. etc.) 

Some are varied by substituting different actions (Emmetts Alphabet 

or my Olivetti, Higgins constellations). I asked Beuys to obtain (borrow) 

for us: ladder, water jug, pail & few other things. I will bring material 
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for almost all pieces. I even got a contrabass for $ 15 which is in play

able condition, so Pattersons contrabass piece could be performed. 

Could you bring your 10 transistor radios? so we could perform Brecht's 

candle music. SHALL WE DO STREET DEMONSTRATION? I will arrive 

with automobile. With me will come also Emmett Williams & possibly 

another performer, I thought of stopping in Koln to pick you up & Tomas 

Schmitt [sic], unless you prefer to go to Di.isseldorf earlier. [ ... ] It seems 

like Dick & Alison will not be able to come since I cannot reach them, on 

such short notice. The Di.isseldorf Festival was decided rather suddenly. 

& I got about 2 weeks notice - which is rather short, especially since 

I must organize program, performers etc. I sent various air-mail letters 

to Ankara & Istanbul American consulates & Am. Express Co. Maybe 

these letters will reach Dick & Alison in time. [ ... ] I have always been 

striving for a common front & CENTRALIZATION, but such front must be 

constantly purged of saboteurs & 'deviationists' just like the Commu

nist Party. Communists would have long since split into 1000 parts if 

they did not carryout the strict purges. It was the purge or FLUX that 

kept them united & monolithic. best regards - George".19 

THE PROGRAMME 

In Di.isseldorf many compositions from the classical Fluxus repertoire 

were presented. Acting on the Fluxus maxim that the author of a work 

does not have to be its performer - principles of music are transferred 

to the realm of visual art - the artists in Di.isseldorf also performed in 

their artist friends' pieces. Only Joseph Beuys was the exception, with

drawing himself from the collective Fluxus spirit, and just briefly per

formed in Dick Higgins's Graphis 118 together with other performers. 

Apart from that, he appeared before the public with his own actions for 

the first time, presenting his Sibirische Symphonie 1. Satz (figs.11-13), 

where he acted with a dead hare and then spontaneously performed 

Komposition fur 2 Musikanten. 20 Sibirische Symphonie 1. Satz, with 

its complex, symbolical charge of the used material, contradicting the 

concretism-concept of Fluxus, exceeds the boundaries that Maciunas 

defined: "Concretists in contrast to illusionists prefer unity of form and 

content, rather than their separation. They prefer the world of concrete 



reality rather than the artificial abstraction of illusionism. Thus in plastic 

arts for instance, a concretist perceives and expresses a rotten tomato 

without changing its reality or form. [ ... ] In music a concretist perceives 

and expresses the material sound with all its inherent polychromy and 

pitchlessness and 'incidentalness' [ ... ].A sound for instance, produced 

by striking the same piano itself with a hammer or kicking its under

side is more material and concrete since it indicates in a much clearer 

manner the hardness of hammer, hollowness of piano sound box and 

resonance of string. Human speech or eating sounds are likewise more 

concrete for the same reason of source recognisability". 21 

Beuys's actions irritated the other artists. It also caused discontent 

that in the beginning of the first evening Beuys blinded the performers 

on stage with the strong light of a hand-held spotlight, 22 which - accord

ing to von Graevenitz - embodied "directed perception and spiritual 

enlightenment" (fig.10). 23 

What happened at that time has, as mentioned above, already 

been described and contextualised. Here, some additional aspects 

will be in focus. It is well-known that the plans of action that George 

Maciunas devised in preparation of events often differ from the actually 

performed pieces. Such a list, consisting of two pages written before the 

concert, also exists in the case of Festum Fluxorum Fluxus. 24 An "index 

card" meticulously written by George Maciunas probably afterwards, 

which - after examining all the existing sources describes the Di.isseldorf 

programme almost completely - is all the more interesting: 25 

"FLUXUS CONCERTS - D0SSELDORF. FEB. 2-3 

N. J.P. - Chair composition. 

J.P. Wilhelm - Introduction. 

Ben Patterson - Paper Piece. 

Emmett Williams - Alphabet Symphony. 

Dick Higgins - Constellations 7 & 4. 

Daniel Spoerri - Hommage a I' Allemagne (a Wilhelm) 

Tomas Schmit - Sanitas 2. 

Jackson Mac Low - Letters for Iris. 

Robert Watts - 2 inches. 
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G. Maciunas - In memoriam to A. Olivetti. 

Ben Patterson - Variation on septet. 

Gyorgi Ligeti [sic] - Trois bagatelles. 

George Brecht - drip music (2 versions) 

Saxophone solo. 

Joseph Beuys - Syberian Symph. 

Emmett Williams - 4 directional song for 5 vc. 

G. Maciunas - Quartet for contrabass. 

Vostell - decollage musique for Kleenex. 

George Brecht - word event. 

Alison Knowles - Child art piece. 

Dick Higgins - Graphis 118 

Emmett Williams - Litany for Alison. 

Bengt af Klintberg - Alternative to another rattlesnake. 

Tomas Schmit - piano piece no 1. 

George Brecht - incidential music [sic]. 

La Monte Young - piano piece no. 2. 

Arthur Kepcke - Music while you work. 

Ben Patterson - Pond. 

Steffan Olzon - Mr. Laurel just had to become a bird. 

Nam June Paik - serenade for Alison. 

Nam June Paik - Fluxus contest. 

Emmett Williams - voice piece for La Monte Young. 

Simultaneous: R. Maxfield - tape. 

George Brecht - 3 yellow events. 

Emmett Williams - Counting song. 

Frank Trowbridge - exposing cigarette case. 

Tomas Schmit - Zyklus. 

N.J.Paik - ribbon 

La Monte Young - 566 for HF." 

Looking back, the choreography of this collage-like course of action 

"provoked events, gestures, actions, sound occurrences" (Wilhelm), the 

togetherness and interplay of collective and individual contributions, 

and the juxtaposition of concept with chance are particularly fascinat

ing. A look at the beginning, the middle and the end of this dynamic 



collage of actions, Festum Fluxorum Fluxus, shows how choreographic 

conjunctions, correspondences and transitions were created. Time 

and again the stringent form, the radical, conceptual core of Fluxus 

flashed up behind the apparent chaos on stage, 26 which, for instance, 

remained strewn with leftover paper from Ben Patterson's PAPER PIECE, 

Maciunas's manifestos and other material from the first evening. 

The overture and finale were mastered by Nam June Paik, who, at 

first standing at the entrance, gave a copper pfennig to every person 

coming in and afterwards performed his Chair Composition: "Then I did 

the chair piece: they had moveable chairs you know, so I made a big 

heap of chairs in the middle, so everybody came and they must bring 

their chair to sit. Then Jean-Pierre Wilhelm said, 'Ionesco made also 

a piece called The chairs' - I did not know". 27 Wilhelm's introductory 

speech followed (a "wise manuscript for the praise of 'fluxus', the new 

life-form, originating in the US." 28
) and Benjamin Patterson's spectacular 

PAPER PIECE, which created - even if untypical for Fluxus - a connec

tion between stage and audience. 

"When keynote speaker Wilhelm ended, nothing happened for 

a long time. Then alternately huge quantities of paper straps and 

printed paper, that later turned out to be a manifesto of the 'fluxus' 

movement, authored by the chief ideologist Maciunas, written in best 

American English, came flying over the paper curtain" .29 

"Purge the world of bourgeois sickness, 'intellectual', professional 

& commercialized culture, PURGE the world of dead art, imitation, 

artificial art, abstract art, illusionistic art, mathematical art, - PURGE 

THE WORLD OF 'EUROPANISM' [ ... ] PROMOTE A REVOLUTIONARY 

FLOOD AND TIDE IN ART." 30 "Then suddenly the paper curtain comes 

alive. Little and big pieces are being torn, an arm came through and 

strew confetti from a large bag, and two men began to untiringly carry 

large sheets of paper over the heads of the present people. For the 

most part they did not get far, because somebody always grasped and 

tore it. After a short time it looked as snugly like Broadway in New York 

after the confetti reception for Glenn, the astronaut" 31 (figs. 2-6). 
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The following example explains how conjunctions were made between 

single compositions: Daniel Spoerri, who, like Wilhelm, had also 

emigrated because of the National Socialists' terror in the Third Reich, 

referenced Wilhelm's introductory speech in his action Hommage a 
l'Allemagne, seated at a table like Wilhelm previously. At the same time 

Emmett Williams performed his counting song (1962), counting the 

audience (fig. 7). The choreography often followed simple, practical 

considerations: the German-Danish Arthur Kepcke presented his action 

music while you work (1962) immediately after Tomas Schmit's "Piano 

Piece No.1" (1962). The central activities of Kepcke's piece - to clean 

and tidy up - were used by Maciunas within his dramaturgy. For 

practical reasons music while you work was always performed when 

the previous piece caused disorder and left dirt on stage, like during 

Schmit's "Piano Piece": in this first of Three Piano Pieces for George 

Maciunas, the performer places a huge quantity of different objects 

onto the lid of the piano and subsequently lifts the lid, so all objects 

fall to the ground. 32 

The finale of the Dusseldorf Fluxus festival that had amused, 

elated, angered and polarised the audience - as Manfred Leve's pho

tographs show - was Paik's Fluxus Champion Contest (1962), "won" 

by the American Frank Trowbridge: "Performers gather around a large 

tub or bucket on stage. All piss into the bucket. As each pisses, he 

sings the national anthem. When any contestant stops pissing, he stops 

singing. The last performer left singing is the champion." 33 Here the 

actions anticipated what in the end of the 1960s would become pivotal 

catchwords - sexual and political emancipation, liberation from restric

tive and societal norms, etc. (fig. 18). 

"LONG SINCE ALL CATEGORIES, MOSTLY DATING BACK 

TO THE RENAISSANCE, HAVE BEEN DISMISSED" 34 

How radically the Fluxus movement cut antiquated traditions is illus

trated by Robert Watts's minimalistic piece TWO INCHES, which was 

adapted by Emmett Williams and Tomas Schmit at Festum Fluxorum 

Fluxus: here, a ribbon - circa two inches wide - was stretched entirely 

across the stage only to be cut by the performers seconds later. 



Fluxus breathed new life into the Rhineland while sounding in an at

mosphere of freedom and departure in a world relieved from academic 

constraints. All of those events inspired the art scene - especially in 

the surroundings of the Kunstakademie Dusseldorf, which evolved into 

a vivid centre for various approaches. Here, interdisciplinary, mind

expanding processes were set in motion that led in part to the still potent 

identity of both Dusseldorf and international art history. Festum 

Fluxorum Fluxus presented paths leading in many different directions 

while opening up new possibilities to young artists like Sigmar Polke, 

Gerhard Richter, or Jorg lmmendorff by combining the banal, concrete 

and the real with spiritual, philosophical and anarchic perceptions. 35 

Gerhard Richter: "Everything was really cynical and destructive. It was 

a sign for us, and we became cynical and cheeky and said that art 

was nonsense and Cezanne stupid, etc. [ ... ] I want to paint a photo

graph! Fluxus was the catalyst!" 36 

In Copenhagen, where similar experimental conditions prevailed 

in the environment of Eks-Skole, the effect of the Fluxus festival (Novem

ber 1962), organised by Addi K0pcke and Knud Pedersen, was no less 

inspirational. Eric Andersen: "It was a completely disturbing discovery 

[ ... ],and it gave us a fantastic energy, of course" .37 Subsequently, 

close relations between Copenhagen (Henning Christiansen, Bj0rn 

N0rgaard) and the Beuys-class in Dusseldorf developed. 

Not least, Dusseldorf's Festum Fluxorum Fluxus carried particular 

weight because of Nam June Paik and Joseph Beuys: it was the first 

joint appearance of both of these - certainly exceptional - artists.38 

Fifteen years later at the Rene Block-organised concert, In Memoriam 

George Maciunas, those two reminded their audience of the just-passed

away Fluxus-founder in the same location where Beuys (who was never 

really member of the movement) had played that same grand piano at 

Festum Fluxorum Fluxus. The event that took place on 7 July 1978 in 

the auditorium of the Kunstakademie Dusseldorf lasted exactly seventy

four minutes - a reference to Macunias, who only reached the age of 47. 

The title of the text cites single words of Wilhelm's introductory speech. 

Thanks to the estate of Jean-Pierre Wilhelm and Jon Hendricks. 

172 



173 

Jean-Pierre Wilhelm, introductory 

speech for Festum Fluxorum Flux

us, Kunstakademie Dusseldorf, 

2-3 February 1963, typescript , 

estate of Jean-Pierre Wilhelm . 

"Moncher Vostell, [ .. ] The thing 

[Festum Fluxorum Fluxus] 

can very likely take place. Prof . 

Schwippert, the director of 

the Academy is still on holiday. 

When he is back he will decide 

immediately (and soon) . I told 

Beuys that I know Schwip. ve ry 

well and can intercede with him . 

Gatz as well is still on holiday. He 

would al so advocate the event. 

I believe: ~a marchera! But we 

have to engage and not leave al l 

work to Maciunas. This is what I 

told Paik on the phone yesterday.", 

Jean-Pierre Wilhelm in letter to 

Wall Vastell, 10 October 1962, 

estate of Jean-Pierre Wilhelm. 

Wilhelm's estate is the basis for 

the publication "Le hasard fait bien 

/es choses." Jean-Pierre Wilhelm, 

Informel, Fluxus und die Galerie 22 

in Dusseldorf. soon to be published 

by Sylvia Martin and Susanne 

Rennert and will also focus on his 

important role in the context of the 

Fluxus movement. Cf. Susanne 

Rennert , "'Alles ist im Fluss. Rien 

n'est fige." Jean-Pierre Wilhelm, 

die Galerie 22 und Dusseldarfs 

Aufbruch zu einer neuen Kunst', 

in Fotos sch reiben Kunstgeschichte, 

AFORK, Archiv kunstlerischer Fo

tograjie der rheinischen Kunstszene, 

ed. by Renate Buschmann and 

Stephan van Wiese, (Kain: Dumont 

and AFORK, 2007), p. 1911. 

3 

See Nam June Pa ik, Beuys Vox 

1961-1986, exh. cat. (Seoul: Wan 

Gallery/ Hyundai Gallery, n.d . 

[1990]), p .1 111; and Susanne 

Rennert, '"On sunny days, count 

the wave s of the Rhine. On 

windy days count the waves al 

the Rhine ." Nam June Paiks 

lruhe Jahre im Rheinland (1958-

1963)', in sediment-Mitteilungen 

zur Geschichte des Kunsthandels, 

9, ed. by Zentralarchiv des 

internatianalen Kunsthandels e.V. 

ZADIK (Kain, Nurnberg : Verlag 

fur moderne Kunst, 2005), p. 1611. 

Cf . Dick Higgins, 'Fluxus var 

Fluxus, Dick Higgins im Gespri:ich 

mit Dieter Daniels, 9 . Mai 1990', 

in Fluxus - Ein Nachruf zu Lebzei

ten, ed. by Dieter Daniels , in 

Kunstforum International, 115 (Sep

tember/ October 1991), p. 200. 

5 

After his show Exposition of 

Music - Electronic Television in the 

Wuppertal Galerie Parness from 

11 ta 20 March 1963, Paik left 

for Japan . 

6 

See Dick Higgins, Jefferson's 

Birthday/ Postface (New York: 

Something Else Press, 1964). " In 

Istanbul we received a telegram 

from Vastell , telling us to come 

at once to Germany, since the 

Dusseldorf Fluxus was about to 

happen . So we brought some 

turkish pastry and - We went. 

There we found that the concerts 

consisted only of small pieces. 

What big pieces there were were 

collaged into simultaneit ies. Th is 

represented a step backwards, 

in that it was a concession to 

facile taste rather than a tacti

cal progression, even though the 

Dusseldorf concerts were pro

gramatically the most successful 

we ever did" (sic). 

George Maciunas in letter to 

Joseph Beuys, 16 January 1963, 

in Happenings. Fluxus, Pop Art, 

Nouveau Realisme. Eine Dokumen

tation, ed . by Jurgen Becker and 

Wolf Vostell (Reinbek: Rowohlt, 

1965), p . 196. It is possible that 

Maciunas drew his conclusions 

from previous negative experience. 

For example, the Danish broad-

cast had cancelled the planned 

TV transmission of the Copen

hagen festival due to a "lack of 

quality". Cl. Susanne Rennert , 

Arthur K@pcke. Grenzganger. 

Bilder, Objekte, Fluxus-Stucke 

(Munchen: Verlag Silke Schreiber, 

1996), p. 891. 

8 

See Manfred Leve, Aktionen, 

Vernissagen, Personen, Die Rhei

nische Kunstszene der 5oer und 6oer 

Jahre. Eine Fotodokumentation 

(Kain: Rheinland-Verlag , 1982); 

and I don't make photographs, 

I take photographs. Photographien 

1957-2003 von Manfred Leve, ed . 

by Franz-Joachim Verspohl and 

Karl-Michael Platen (Kain: Verlag 

der Buchhandlung Konig, 2004). 

9 

Reiner Ruthenbeck, Fotograjie 

i956-1976, exh. cat. (Stuttgart: 

Edition Cantz, 1991). 

10 

See Jon Hendricks, 'Fluxus: 

Klein es Sommerfest / Neo-Dada 

in der Musik / Fluxus Internation

ale Festspiele Neuester Musik/ 

Festum Fluxorum Fluxus', in 

Stationen der Moderne. Die bedeu

tendsten Kunstausstellungen des 

20. jahrhunderts, exh. cat. (Berlin : 

Nicolai, 1988), p. 49311. 

11 

Antje van Graevenitz, 'Sprache 

ergreilt Materie - Das FESTUM 

FLUXORUM FLUXUS in Dussel

dorf 1963 (Fotos: Manfred Leve)', 

in Fotos schreiben Kunstgeschichte. 

(see note 2), p . 6711. 

12 

'Dusseldorf am Wochenende', in 

Rheinische Post, 2 February 1963. 

13 

Cl. 'Ni:irrische Nacht bei 11 

Vereinen , Unterwegs mit dem 

Dusseldorfer Prinzenpaar - Im

mer dri:ingt die Zeit', in Rheinische 

Post, 4 February 1963. 



14 

Jean-Pierre Wilhelm in letter 

to Raoul Hausmann, 27 January 

1963, estate of Jean-Pierre 

Wilhelm. In 1958 the major 

exhibition Dada - Dokumente einer 

Bewegung, conceptualised in 

close collaboration with (former) 

Dada artists, had taken place 

in the Kunstverein fur die Rhein

lande und Westfalen, Dusseldorf. 

Artists like John Cage and Paik 

visited the important show, which 

signalled the start of a period 

of intermedia experimentation. 

15 

Konrad Klapheck in interview 

with Susanne Rennert, Dusseldorf, 

15 January 2009. Cf. Paik (see 

19 

George Maciunas, letter to 

Nam June Paik, undated, 

beginning of 1963, Archiv Sohm, 

Staatsgalerie Stuttgart. 

20 

"It lasted maybe 20 seconds, 

I jumped into the gap between 

two actions, wound up a me

chanical toy, two drummers . 

and let them play until the 

clockwork had run down. This was 

the end", Beuys, quoted after 

Uwe M . Schneede, Joseph Beuys. 

Die Aktionen. Kommentiertes 

Werkverzeichnis mit fotografischen 

Dokumentationen (Stuttgart: G. 

Hatje, 1994), p . 34. 

note 3), p . 1411. In this action _21 ___________ _ 

Paik very slowly lilted the violin 

as in a ritual act and then 

suddenly smashed it on a table 

with great momentum. Paik's 

action is conspicuously linked to 

Joseph Beuys' s spontaneous 

action some months later on the 

evening of the opening of Paik' s 

"Exposition of Music - Electronic 

Television", shortly alter the 

Festum Fluxorum Fluxus in the 

Wuppertal Galerie Parness. 

Here Beuys demolished one of 

the exhibited "prepared" pianos 

in a spontaneous act - a reflex 

with which Beuys expressed his 

congeniality of souls with Paik? 

16 

Cf. Thomas Kellein, The Dream of 

Fluxus. George Maciunas. An Art

ist's Biography (London: Thames & 

Hudson, 2007), p. 57. Complemen

tary to these observations the doc

uments of Jean-Pierre Wilhelm's 

estate should be consulted. 

17 

Rennert (see note 3), p. 18. 

18 

George Maciunas in letter to 

Nam June Paik, undated, prob

ably June 1962, Archiv Sohm, 

Staatsgalerie Stuttgart. 

George Maciunas, 'Nee-Dada in 

Music, Theater, Poetry, Art', repr. 

in Ubi Fluxus ibi motus 1990- 1962, 

ed . by Achille Bonito Ol iva , exh . 

cat. (Milano: Mazzotta, 1990), 

pp. 214, 216. This important text 

was read during Maciunas's first 

public appearance in Germany, 

the Kleines Sommer/est in the 

Galerie Parness, Wuppertol on 

9 June 1962 by Carlheinz Caspari 

under the title 'Neo-Dodo in den 

Vereinigten Stoot en'. 

22 

Hendricks (see note 10), p. 498 ; 

and Schneede (see note 20), 

p. 22. 

23 

Von Graevenitz (see note 11), 

p . 69 . 

24 

The original document is located 

in The Gilbert and Lila Silverman 

Fluxus Collection Gift, Museum of 

Modern Art , New York. 

25 

Th is "index cord" is also contained 

in the Silverman Fluxus Collection, 

MoMA. On that cord, for example, 

Paik' s Chair Composition is men

tioned, which the artist spoke about 

in the conversation with Rene 

Block and Susanne Rennert in 

1992. This detail is also confirmed 

by the report of Tonio Finto , 'Koko, 

Sch und geplotzte Torte, "Musik 

und Antimusik" - Ein SpoB fur 

Eulenspiegel und ondere Schelme', 

Der Mittag, 6 February 1963. 

Furthermore, Mociunos's listed 

chronology also matches generally 

with the descriptions of Antje von 

Graevenitz (see note 11) and the 

detailed list from Manfred Leve 

that identifies his photos, archive 

of Manfred Leve. The actually per

formed pieces con be proofed by 

notes on the blackboards on the 

stage written by the artists during 

the Fluxus concerts. Thanks to Jon 

Hendricks for the important hint. 

26 

Cf. in this context Tomas Schmit, 

'tomos schmit: uber f .', in 1962 

Wiesbaden Fluxus 1982. Eine kleine 

Geschichte von Fluxus in drei Tei/en, 

exh. cot. (Wiesbaden: Horlekin Art 

and Berlin : Berliner Kunstlerpro

gromm des DAAD, 1983), p. 96f. 

27 

Nam June Paik in interview with 

Rene Block and Susanne Rennert, 

Vienna, 28 February 1992. 

28 

Finto (see note 25). 

29 

Ibid . 

30 

George Mociunos, Fluxus Mani

festo (February 1963), printed 

in Jon Hendricks, Fluxus Codex 

(Detroit: Gilbert and Lila Silverman 

Fluxus Collection, Horry N . 

Abrams, 1988), p . 24. 

31 

Finto (see note 25). Here, 

Poik's YOUNG PENIS SYMPHO

NY was performed as part of 

Patterson 's PAPER PIECE. The 

confetti may have been intended 

to create a connection to carnival. 

174 



175 

32 

Cl. Rennert (see note 7), p. 102. 

33 

The score is printed in Nam June 

Paik. Fluxus / Video, ed. by Wulf 

Herzogenrath and Sabine M. 

Schmidt, exh. cat. (Bremen : H . M . 

Hauschild, 1999), p. 52 . 

34 

From Wilhelm's introductory 

speech for Festum Fluxorum 

Fluxus (see note 1). 

35 

Cf. Susanne Rennert, '"We have 

lime" . Music, Fluxus, Video: 

Paik's Time in Dusseldorl, in the 

Rhineland', in Nam June Paik, ed . 

by Sook-Kyung Lee and Susanne 

Rennert, exh. cat. (Ostfildern

Ruit : Hatje Cantz Verlag, 2010), 

p . 6511. 

36 

Gerhard Richter, quoted in 

Susanne Kuper, Konrad Lueg 

und Gerhard Richter: Leben mit 

Pop - Eine Demonstration fur 

den Kapitalistischen Realismus, 

Wallraf-Richartz-Jahrbuch 53, 

(Koln: Dumont, 1992), p. 299. 

37 

Eric Andersen, quoted in Marianne 

Bech, ' Fluxus, De uforudsigelige 

Legend, The unpredictable 

legend', in North. International 

Tidskrift for Nordisk-Avantgarde, 

no. 15, ed . by Bent Petersen 

(Roskilde: Bent Petersen, 1985), 

p. 18. In Wiesbaden Fluxus was 

more so a guest, also because no 

art academy existed on site. 

38 

On the cooperation of Paik and 

Beuys, see Stephan van Wiese, 

'"You MARTYR of July 20, 1964", 

Paik and Beuys in a Media 

Duet', in Nam June Paik (see 

note 35), p . 12711. 



Fig. 1 Jeon-Pierre Wilhelm, intro

ductory speech for Festum Fluxo

rum Fluxus, 2 February 1963 

Fig . 2 Nam June Poik's YOUNG 

PENIS SYMPHONY performed 

with fingers as ouverture of 

Benjamin Patterson 's PAPER 

PIECE, 2 February 1963 

Fig . 3 The audience during 

Benjamin Patterson's PAPER 

PIECE; first row: Anno Klopheck, 

Rudolf Zwirner, Jorn Janssen, 

Gunther Uecker, Heinz Mack, 

Jeon-Pierre Wilhelm among others, 

2 February 1963 
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Fig . 4 Paper straps and 

Maciunas's manifesto in 

Benjamin Patterson 's PAPER 

PIECE, 2 February 1963 

Fig . 5 Frank Trowbridge perform

ing Benjamin Patterson's PAPER 

PIECE, 2 February 1963 

Fig . 6 Paper Straps in the audi

ence, Benjamin Patterson's 

PAPER PIECE, 2February1963 



Fig. 7 Emmett Williams per

forming his Alphabet Symphony, 

2 February 1963 

Fig . 8 Daniel Spoerri performing 

Hommage a l'Allemagne while 

Emmett Williams performs his coun

ting song and George Maciunas, 

Fronk Trowbridge, Arthur K0pcke 

(not pictured), Tomas Schmit 

and Wolf Vostell performing Alison 

Knowles's Shuffle, 2February1963 
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Fig . 9 Tomas Schmit, Nam June 

Paik, Arthur K0pcke, Waif Vostell, 

Daniel Spoerri, Emmett Williams, 

Frank Trowbridge, unknown 

performer and George Maciunos 

performing Maciunas 's IN MEMO

RIAM TO ADRIANO OLIVE'ITI, 

2 February 1963 

Fig . 10 Joseph Beuys with spot

light, George Maciunas, un

known performer and Jean-Pierre 

Wilhelm, 2 February 1963 

Fig . 11 Joseph Beuys performing 

Sibirische Symphonie I. Satz , 

2 February 1963 



Fig . 12 Joseph Beuys perform

ing Sibirische Symphonie 1. Satz , 

2 February 1963 

Fig . 13 On the blockboord, 

Arthur K0pcke' s reading/ work

piece Jill: with own imagination; 

on the piano, leftovers of Beuys' s 

Sibirische Symphonie 1. Satz , 

2 February 1963 
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Fig . 14 Emmett Williams, Tomas 

Schmit, George Maciunas and 

Frank Trowbridge performing 

Maciunas's Quartet for Contra

bass, 2 February 1963 

Fig . 15 Wolf Vostell perfom

ing Kleenex; on the left, Tomas 

Schmit; in the foreground, 

Emmett Williams, 2 February 

1963 

.~ Fig . 16 Staffon Olzon and Bengt 

~ of Klintberg performing al 

.§ Klintberg's Alternative to Another 
c 

~ Rattlesnake, 3 February 1963 



Fig.17 Staffon Olzon performing 

Mr. Laurel Has to Become a Bird, 

3 February 1963 

Fig. 18 Alison Knowles per

forming Nam June Paik's 

SERENADE FOR ALISON, 

3 February 1963 
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PRE-FLUX US 

183 STOCKHOLM, 1-3 MARCH 1963 

Caroline Ugelstad 

Shortly after the Fluxus festivals in Copenhagen and Dusseldorf, three 

evenings of Fluxus actions took place in Stockholm in the very beginning 

of March 1963. Late February, Dick Higgins and Alison Knowles found 

themselves in a cold, winter Stockholm. George Maciunas, who was 

hospitalised in Wiesbaden at the time, had plans to join them closer to 

the time of the concert. His health, however, would have it otherwise. 

Back in Sweden Higgins and Knowles were left with, in Maciunas's eyes, 

a potential risk of presenting a "watered down version" of Fluxus.1 

MOVING ART 

The 1960s was a period of great renovation also in Nordic art. It seems 

fair to say that Sweden was especially geared toward the decade's 

new and experimental artistic tendencies. 2 Opening in 1958, Stock

holm's Moderna Museet, with its director Pontus Hulten, was eager to 

celebrate the vitality of the new era, exposing the Swedish public to 

collaborative crossover events and performance-based artistic expres

sion from an early stage. Hulten's show Rorelse i konsten ('Moving 

art'), presented at Moderna Museet in 1961, has become legendary. 

As Cecilia Widenheim, curator and former project manager of The 

Pontus Hulten Study Gallery, writes, this was "the exhibition that gave 

Moderna Museet a reputation as the playground of modern art, 

where crossover events involving dance, film, music, happenings and 

performance found a venue". 3 Among the artists that can be closely 

associated with Fluxus, Robert Watts and George Brecht participated 

in the exhibition. 4 The exhibition's context spoke to Hulten's energetic 

attempt in making a survey of kinetic art in the 1900s. Even so, the 

inclusion of Fluxus in the exhibition displays that Hulten was well aware 

of Fluxus' presence at a relatively early stage. Having already staged 

experimental evenings together with the new music venue Fylkingen, 

such as the first Swedish happening in 1962, the Moderna Museet 



was thus a natural place for a Fluxus concert. However, a smaller 

venue called Alleteatern ('The Avenue Theatre') in Stockholm would 

become the chosen place for the concert. In a letter to Maciunas, 

Higgins writes, "Hulten, the director of the Moderna Museet, was very 

sympathetic and well-informed about our activities through various 

channels. He offered me the use of the museum if I could wait two 

weeks, but we must get fast to New York. No chance, but perhaps he 

will present the big Festum Fluxorum". 5 

Indeed, as a short sidetrack to this text's topic, it is interesting 

to note that Fluxus related actions did take place at Moderna Museet, 

but at a much later stage in 1968, 1971 and 1977. Celebrating move

ment as art's "revolutionary force", one can speculate whether Fluxus 

did represent sufficient vivacity to be thoroughly written into the 

Moderna's history as laid out by Hulten at an earlier stage. 6 Scores by 

Brecht and La Monte Young had already been presented in Stockholm 

at the time, through the organist, composer and pianist Karl-Erik Welin 

in his concert Ny estetik {'New aesthetics') in 1962. Furthermore, Nam 

June Paik had presented a work by Robert Filliou at the Poesi sur scene 

festival at the Moderna Museet in 1963.7 It is clear, however, that 

Fluxus came to be more influential in Denmark than in Sweden. As Leif 

Nylen has pointed out in his book Den oppna konsten ('The Open Art') 

on Swedish art in the 1960s, that Swedish modernism was in general 

more concerned with technology and mass culture than Fluxus with its 

"poetic and zen-influenced minimalism".8 That Higgins later also came 

to a negative conclusion on this, is made obvious in a letter from 1971, 

accusing amongst others Hulten for having lost his integrity and per

sonality. "Pontus Hulten and the rest (Wiggen, Reuterswaerd, Nilsson) 

seem to have turned themselves into Museum Pieces", is his laconic 

comment before a planned visit to Stockholm in 1971.9 

SWEDISH OUTPOST 

Former Fluxus artist and author, Bengt af Klintberg, has given his ac

count of Fluxus' offshoots in Sweden in his book Svensk Fluxus = Swedish 

Fluxus (2006). "The Swedish outpost of Fluxus was me", he writes, and we 

must give him credit.10 The main source for documenting the pre-Fluxus 
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concert in Stockholm is therefore Klintberg, as well as the correspond

ence between Maciunas and Higgins in the run-up to the concert. 

How did Fluxus reach the outpost of Stockholm? What circum

stances, coincidences and prerequisites made the concert possible? 

Nylen mentions Billy Kluver's article on happenings in the Swedish art 

magazine Konstrevyen in 1962, as the first presentation of happenings 

in Sweden.
11 

The article introduces works by Allan Kaprow, Jasper Johns, 

Jim Dine, Robert Whitman, Claes Oldenburg, George Brecht and Dick 

Higgins, within the new art form. The year 1962 was however not only 

the first year of writings on happenings in Sweden, but then also, the 

staging of them. The first happening took place at Moderna Museet and 

was organised by Fylkingen, an association for new music and interme

dia art.12 Both events, the article and the happening, were important to 

Klintberg, who was at the time a student of folklore and a poet. Another 

major influence on him was the journalist, poet and artist Oyvind 

Fahlstrom's performances at the time. 13 This led Klintberg to stage week

ly evenings of performances at a theatre called Athena Theatre during 

the fall of 1962, together with Staffon Olzon, author, actor, director 

and playwright. Later that year, Klintberg travelled to Denmark to meet 

folklorist friends and was given a free ticket to the Fluxus concert at 

Copenhagen's Nikolaj Kirke on 28 November. "I realised that this was 

something different from what I had experienced before", he recalls in 

reference to the happenings in which he had been involved.14 The simple 

nature of the Fluxus scores, the meditations on the everyday and the 

way the concert avoided the more theatrical character of happenings, 

seems to have attracted him. Klintberg met with the performers later in 

the evening and exchanged addresses and was further invited in a letter 

by Maciunas, to send him event compositions and/ or to perform them 

at the upcoming Festum Fluxorum Fluxus festival in Dusseldorf .15 He was 

additionally asked to edit a separate Scandinavian Fluxus box together 

with Hans Nordenstrom who must have been known to Maciunas through 

his comic Brul, published in, among other places, the Village Voice in 

the 1950s. In this same letter Maciunas also mentions his plans for a con

cert in Stockholm, suggesting autumn 1963 as a good time, to coincide 

with the issue of the Scandinavian Fluxus box.16 



LAST MINUTE ARRANGEMENTS 

In late January of 1963 Klintberg travelled to Dusseldorf to perform 

at the Festum Fluxorum Fluxus. His travel partner was Olzon as 

Nordenstrom had declined Maciunas's invitation.17 During this visit, 

plans for a Stockholm concert were discussed over lunch with Higgins 

and Knowles. According to Klintberg in his book on Swedish Fluxus, 

"We knew that Maciunas wanted to do a greater manifestation, but 

couldn't one imagine a smaller 'pre-Fluxus'? According to Dick, one 

could. Staffon [Olzon] had a promise from the Royal Dramatic Theatre 

to rent one of its stages, the Alley Theatre, during the spring so we 

didn't have to look for a venue" .18 

They decided to call it "pre-Fluxus" and involve performers that 

happened to be in Stockholm at the time. Judging from the cor

respondence between Maciunas and Higgins, these plans were not 

without conflict. 

Dressed in an ankle-length bearskin fur coat, Higgins, together 

with Knowles, arrived in Stockholm in February. The correspondence 

in the week before the concert shows that Maciunas had plans to join 

them closer to the opening, together with Emmett Williams and 

Thomas Schmit. "Will arrive if air fare guaranted [sic] Schmit Emmett 

George letter follows", reads a telegram from Monday 25 February 

addressed to Higgins at the Hotel Terminus Vasagatan in Stockholm. 

"Deviation from letter prohibited cancel second letter program", 

reads another one later the same week. 19 

Maciunas's concerns about the Stockholm affair were serious, 

and first and foremost due to economical reasons, but also the short 

time for planning and organising worried him: "1st. such last minute 

arrangements are very bad. It does not permit prior propaganda, clear 

communications, preparations & may end up in financial losses and 

poor public attendance. Now to rush such a thing in Dusseldorf was not 

so bad since it is relatively close and we could afford to come to that 

city at our own cost. But Stockholm [ ... ] it's more like Peiping. If we do not 

make money there then we will not be even able to return to our jobs". 20 

In the same letter, Maciunas outlines several preconditions for 

doing a concert in Stockholm. "We shall bring all equipment, instruments, 
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tapes, slides, balloons, radios, contrabass - all everything" (sic), he 

writes, and list things that need to be borrowed, such as a tall ladder, 

thick rope and empty bottles. He also worries about the travel fees 

for himself, Williams and Schmit: "A shot at Stockholm without good 

preparation can cost us a fortune - & we just don't have it. So to re

peat - if you cannot obtain air fare for us CANCEL FLUXUS FESTIVAL. 

Better not to do all than present a watered down version - this would 

ruin all our future chances. [ ... ] Don't do on any account a FLUXUS 

Festival on your own - it would be very incomplete & not at all repre

sentative of the FLUXUS COMMON FRONT - You may do an informal 

one concert preview or "Higgins festival" but no FLUXUS FESTIVAL 

WITHOUT FULL Representation, and all necessary equipment - ". 21 

Acting as a Fluxus impresario of rank, indeed it is easy to read 

between Higgins's lines that Maciunas's letter was received with 

mixed feelings. "Believe me, I don't want to do any damage. I regret 

very much that I ever tackled the damn project in the first place [ ... ] 

I won't try it again", he writes. 22 As a response to Maciunas's con

cerns, Higgins cancelled the printed programmes, stopped one news 

story and altered another one. Written material and reports from 

the concert show that he was careful to use the "pre-Fluxus" name, 

dropping the word "festival" completely. Posters were handmade, 

since there was no longer time to have them printed, and all pieces 

in the programme that Maciunas had requested to be performed 

by all of them together were taken out. The programme was thus altered 

considerably. Altogether the alterations were made not to be dupli

cated, but to pave the way for Maciunas to come back at a later point 

in time and realise a later Fluxus festival - to which this concert was 

only a " pre" concert . 

THE SMELL OF LAVENDER 

Having participated in the first happenings in Sweden, Higgins, Knowles 

and Klintberg approached the composer and intermedia artist Lars 

Gunnar Bodin as well as the Swedish poet, author and radio personality 

Bengt Emil Johnson, in order to include them in the concert. Although 

listed on the poster, they both withdrew from the programme in the end. 



The final list of participants included Higgins, Knowles, Klintberg 

and Olzon as well as the experimental poet and performance artist, 

Carl Fredrik Reutersward, appearing under the elegant pseudonym of 

Charles Lavendel. Whereas Reutersward only performed the first day, 

Klintberg and Olzon continued throughout the whole programme. 

Initially attempting to orchestrate the programme in detail from 

his sickbed in Wiesbaden, Maciunas outlined a first version of the 

programme in one of his letters to Higgins. He arranged it in such a way 

that it could start on Friday, without himself, Williams or Schmit 

present, however it set out for them to arrive in the middle of it to help 

Higgins and the rest of the performers to finish it off. Suggesting to 

start with Nam June Paik's Chair Composition, Maciunas wrote, "if chairs 

are loose - rearrange them, turn upside down, crowd them together, 

build pyramids, make a mess of chairs - IN AUDIENCE - before audi

ence comes in. When audience comes, they must rearrange all back. 

If chairs are all bolted like in a movie house, then tie with ropes and wires 

so they cannot pass between them, or open the seats, pile all kinds 

of junk on them, empty boxes, canvases, carpets, just to make a mess 

of the auditorium - before public comes in. Nail seats to backs - rope 

them, use tape, glue, etc. etc. etc." 

After this, and preferably while the public was messing about 

with the chairs, Maciunas suggested Knowles's Child Art Piece (1962) 

be performed, a piece in which a child is left alone on the stage. 

"Make that 10 minutes long", Maciunas wrote, organising the whole 

programme down to the very last detail for two nights in Stockholm.23 

As we know, the concert ended up spanning three nights, and the 

programme had to be altered. To realise Maciunas's programme was 

not only impossible due to the fact that he, Williams and Schmit 

never arrived in Stockholm - the theatre's "Hausmeister" (in Higgins's 

words) did not allow Paik's Chair Composition to happen. The final 

programme was announced as a quasi-preview of the Festum Fluxorum 

Fluxus to take place in the autumn. 24 Other programmes from the 

event exist, but the edited version appearing in the catalogue happen

ing~ fluxus. materialien (1970), with likely Higgins's handwriting on 

it and Swedish translations, probably represents the final version. 25 
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Following this adjusted programme, the concert ended up being 

presented in the evening on Friday and Saturday 1-2 March and in 

the afternoon on Sunday, 3 March. 

Friday started with Emmett Williams's piece for concrete poetry 

four-directional song of doubt for five voices (1957), performed by 

either four or five voices standing on the stage. 26 The piece was followed 

by scores of George Brecht, such as DIRECTION (1961) and THREE 

YELLOW EVENTS (1961). Also his famous DRIP MUSIC (DRIP EVENT) 

(1959-1962) was performed, whereby "a source of dripping water and 

an empty vessel are arranged so that the water falls into the vessel". 

Maciunas had given instructions for the score in one of his letters: "do it 

continuously like pissing - without pauses!!!" 27 In Klintberg' s Alternative 

to Another Rattlesnake (1963), first presented at the festival in Dussel

dorf and performed after DRIP MUSIC, Klintberg and Olzon together 

stood high up on ladders and sent paper pieces on a rope to each other. 

The papers had written words and symbols on them, such as, "from 

a", "A=i!", "in bath", "my tube","~". "0". After this, Al Hansen's score 

Bibbe's Tao was performed. In the words of a journalist that was present 

among the audience that evening, the piece "consisted of torn napkins 

distributed to all five participants. The actors lay down on the floor 

in front of the napkins and rolled around, slapping, throwing money, 

crawled, played the organ, screaming" .28 After a pause the concert 

resumed with a score, which they all had rehearsed together: Higgins's 

Graphis 62 (1959). Commented on by the same journalist, the piece 

was presented with two speakers playing different music, such as happy 

marches and tavern songs: "A projector coloured the stage in different 

patterns and the actors performed a sort of slumped dance, all while 

an announcer shouted out phrases such as: 'The word linen should be 

used with greater insight if it should retain its original meaning' - 'it is 

teeming with fish' - 'all people with fish are promptly asked to leave the 

room' - 'who can keep track of all the world's guest houses' - 'we must 

pull together to keep the streets clean of fish"'. 29 

After this La Monte Young's Composition 1960 #2 (1960) was 

performed by Higgins, who played a tune on a school organ for fifty-four 

minutes before Brecht's short WORD EVENT (1961), a notation that 



simply reads one word, "Exit". "Try to get Exit sign in Swedish like we 

had in Copenhagen", Maciunas had written in one of his letters. 

The last score on the evening's programme, listed as Charles Lavendel 

(1963), is the piece that seems to be remembered the best, both by 

Klintberg and Higgins alike. "Carl Fredrik Reutersward had not partici

pated in the rehearsals before the concert", Klintberg remembers. 

"When the concert started I was surprised to find him sitting among the 

audience, rather far back in the auditorium. It was when the whole 

ensemble was performing Dick's Graphis 62 [ ... ] that a nauseating 

smell of lavender spread in the auditorium. I looked at the place 

where Carl Fredrik had been sitting. He had disappeared" .30 

Higgins also mentions Reutersward in his letter to Maciunas 

after the concert: "Under the name of 'Charles Lavendel' [Reutersward] 

did [a] piece called 'Charles Lavendel', simply sprayed everybody 

with lavender perfume. Beautiful" .31 "It smelled like hell", the experi

mental poet and composer, Sten Hanson, commented.32 

Whereas Friday had an audience of around fifty people, around 

thirty showed up the next evening. For the performers, Saturday had 

started with a rehearsal of Ben Patterson's POND (1962), using 

toy cars instead of mechanical frogs. 33 According to the programme, 

the concert itself started in the same manner as the evening before, 

with Williams' s four-directional song of doubt for five voices. After this, 

Patterson's POND was presented with eight mechanical frogs. The 

evening continued with scores by Higgins, Brecht, Knowles and Hansen, 

among others, Higgins's Gangsangfor Ben Patterson (1963), premier

ing this evening: "One foot forward. Transfer weight to this foot. Bring 

other foot forward. Transfer weight to this foot. Repeat as often as 

desired." Olzon' s Sardinsang (1963) and Klintberg' s Matbit till Dick 

Higgins ('Food Piece for Dick Higgins', 1963), were the two Swedish 

contributions that were performed this night. Whereas there is no known 

score for Olzon's piece, the score for Klintberg's 'Food Piece for Dick 

Higgins' is published in Klintberg's publication Stockholmsspelet(1966). 34 

The piece was performed with food by one performer, Klintberg him

self, attempting to eat the food, but continuously losing it and leaving 

it in a pile in front of his feet. 35 The evening ended with the audience 

190 



191 

being offered salad via Alison Knowles's renowned score Proposition 

("Make a salad", 1962), first performed at London's ICA in 1962. 

By Sunday the audience had diminished to around 20 people. 

According to Klintberg, Knowles's Child Art Piece was one of the most 

successful scores this day. A little girl, around two- or three-years-old, 

came onto the stage as the score requires. When the child left the 

stage, the performance was over. One of the few times that this score 

has been performed, Knowles remembers the piece as an investiga-

tion into the audience/performer situation and what happens with the 

parameters of this situation when you put a small child on the stage.36 

Also Knowles's Nivea Cream Piece - for Oscar Williams (1962) was 

presented, exposing the audience to the sound of Nivea cream by mas

saging their hands in front of the microphone with cream on them. 37 

Of the Swedish pieces, Klintberg' s Alternative to Another Rattlesnake 

was repeated in a version called Another Alternative (1963). Performed 

together with Svante Bodin, the younger brother of Lars Gunnar Bodin, 

it did however appear in an unintended way. As the papers fell at ran

dom and by accident from the rope they hung on down onto the stage 

floor, chance was brought into the picture. 

CLUMSY IRONY 

Whereas some of the written press material following the concert in 

Stockholm appeared in the cultural sections of the newspaper, 

it is interesting to note that some of the articles were also presented 

in the entertainment sections. As one of the journalists writing about 

the event reported, he did not expect to understand, but at least 

he expected to have (more) fun. 38 A few articles did appear during the 

course of the event, both previews and reviews, all in major Swedish 

newspapers such as Expressen and Stockholms Tidningen. In advance 

of the concert, Higgins appears in an interview with Stockholms 

Tidningen in the newspaper's "entertainment guide", under the title 

'Fluxusveteran, 25 ar, hyr egen boxningsring' ('Fluxus veteran, 25 years 

old, hires his own boxing ring'). Explaining the difference between 

happenings and events, he names his major, upcoming "guest play" at 

Alleteatern as a "pre-Fluxus" event. 39 Stockholms Tidningen is also the 



newspaper that covered the concert most thoroughly - and seriously -

with a review appearing right after the first evening of the concert. 

Whereas Expressen published the article 'Kan ingen stoppa happen

ings' ('Can no one stop happenings'), to a large extent ridiculing the 

event, the article 'Lavendeldoftande publik skrek, stampade - gick' 

('Lavender smelling audience shouted, stomped - went') has a more 

responsive tone. The article mentions Klintberg's Alternative to Another 

Rattlesnake as the most successful contribution to the first evening. 

"Perhaps one could think that the conversation should be more compli-

cated - especially because the whole thing took about half an hour 

to perform. There is however a clumsy irony in this, even in the slowness", 

the journalist writes, and points out that the piece was performed with 

music by Olzon, "which did a lot to increase the drama". The reviewer 

also cites Higgins's Graphis 62 and Al Hansen's Bibbe's Tao as suc

cessful both in idea and performance. Olzon's Sardinsang on the other 

hand, could have been a success. "The 'Sardine Song' repeated the 

words 'You just never quite know' in different combinations", the journal

ist writes, seemingly mixing it up with Williams's four-directional song 

of doubt for five voices. Higgins's herringbone patterned suit, however, 

made the performance a little too overstated according to the jour

nalist's liking. 40 

Whereas the press struggled to understand, the small public 

that attended the three concerts, seemed to have been less provoked. 

Mainly consisting of students and "insiders" from the experimental 

Stockholm scene, they knew more of what to expect from the first Fluxus 

actions in Stockholm. For example, the poet, composer and perform

ance artist, Sten Hanson, who would come to play a role in the Fluxus 

concert in Oslo some weeks later, was present all three days. Also 

present among the audience was the Swedish poet, author and text

sound composer Ake Hodell, who was to become one of the leading 

figures of the Swedish avant-garde scene in the 1960s and 1970s. The 

greater reception history of Fluxus in Sweden and the concerts that 

followed are, however, part of another story that will not be told here. 
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FLUXUS CONCERT 

195 OSLO, 28 MARCH 1963 

Caroline Ugelstad 

Oslo in late March 1963 - people were gathered to experience an 

informal concert, primarily spread through rumour and word of mouth. 

This event has since passed into history as one of the legendary Fluxus 

concerts held in Europe in the 1960s and 1970s, as documented by this 

publication. Introduced to a conservative student milieu in Oslo, the 

live response ranged from laughter to anger, reaching a climax when 

the score Concert for Two Heads of Lettuce (1963) was performed -

blowing up two lettuce heads into the air. 1 

Fluxus was first presented in Oslo some weeks after the Pre-Flux

us in Stockholm. Bengt af Klintberg, who had been closely involved in 

the Stockholm event, organised the concert. Sten Hanson also played 

a central part; today he is known as something of a cult-figure and 

a pioneer in experimental text/ sound compositions in Sweden. Hanson, 

who lived and worked in an experimental milieu in Paris at the time, 

had come specifically to Stockholm for the concert at Alleteatern. 

To participate in a Flux us event with Klintberg some weeks later in Oslo 

was therefore probably not so foreign to him. 2 

Oslo was not a given place for experimental activities such as 

Fluxus at the beginning of the 1960s. Frustrated by an art scene that 

was geared towards the status quo, Norwegian artists agitated against 

the role of the museum and of art. However, although the art scene 

at the time was traditionally minded, Norwegian research communities 

have recently attempted to identify and to document the existence 

also of a Norwegian avant-garde. 3 As an example, the ISCM's (Inter

national Society for Contemporary Music) international music festival, 

organised by the Norwegian New Music association in 1953, could be 

mentioned. This was a breakthrough in introducing radical ideas on 

the continent to Norway's more experimental music scene, and to the 

Norwegian composer Arne Nordheim especially. Stockhausen's visit in 

1960 was also a major event with impact on the Norwegian community. 4 



With the lack of a museum dedicated to contemporary art, alternative 

venues such as those of the student associations became all the more 

important for the presentation of similar early 1960s experimental 

artistic practices. For example, the student venue at the Arts and Crafts 

School was visited by Nam June Paik in 1961, and this is still remembered 

as one of the great scandals of the history of new music in Norway.5 

And then, two years later, in 1963, the student tavern at Dovrehallen 

in downtown Oslo housed the first Fluxus concert. 

The concert in Oslo was neither a long planned event, nor or

ganised by some of the core associates of Fluxus. It came about either 

right before travelling to Oslo or on the train from Stockholm to Oslo. 

In Klintberg's account of the story, he planned the concert with Hanson 

before they went to Oslo, having discovered that they were both going 

there at the same time - Klintberg to meet student colleagues in folk

lore, Hanson for other errands. According to Hanson, however, he and 

Klintberg met coincidentally at Stockholm's central station, both bound 

for Oslo. Eager to organise a Fluxus concert while there, in this version 

of the story, Klintberg planned the concert together with Hanson on 

the train. 6 

In Oslo they contacted the student tavern at Dovrehallen, which 

lent them the venue. Gathered from the little information that exists 

about the concert and primarily brought together by Klintberg in his 

book Svensk Fluxus = Swedish Fluxus, the performers participating 

in the event in Oslo were selected at random and - as it seems - mostly 

through the acquaintances Hanson made in Oslo while staying there. 

When meeting to rehearse on 26 March, two days before the concert, 

Klintberg and Hanson had assembled three Norwegians to participate 

with them.7 None of them had heard about Fluxus before the Oslo 

concert. 8 The concert is therefore an interesting example of the amateur

ship that Fluxus was also open to incorporating. The seriousness by 

which the concert was conducted is, however, apparent in Klintberg's 

following comment: "When we started there was a presenter that 

tried to ridicule us a little. I answered him with the same kind of 'medi

cine'. And then we just performed our programme" .9 
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According to the programme, the evening started with Dick Higgins's 

Graphis 62 (1959). Higgins had given his instructions for the score when 

performed in Stockholm at the beginning of the month, indicating that 

the performers should follow lines on the floor, stopping at each card 

placed on the lines with words on: "Each time you get to each word, do 

more or less the same thing [ ... ]. The special performer makes 8 sen

tences around each of the words. He reads each sentence in the style 

of a railway station announcement. [. .. ] The performers ignore each 

other, the music + the slides, which are projected over them. [. .. ] Words 

are: Macaroni, Linen, Thrust, Cigarette, Joke, Crops, Mirror, Lizard, 

Lodging House, Fish".10 

Higgins's score was followed by Ben Patterson's POND (1962). 11 

"They seemed to especially appreciate Ben Patterson's playful 'Frog 

Pond"', Klintberg writes in his book Svensk Fluxus = Swedish Fluxus. 

The score was performed with small mechanical frogs, "one for each 

performer, which after having been wound up were jumping around 

on the stage. The 'frog pond' was marked with tape, and our task as 

performers was to produce certain sounds when the frogs were in 

different sections of the pond", Klintberg further recalls. 12 The third 

piece was George Brecht's DRIP MUSIC (DRIP EVENT) (1959-1962), 

performed by Klintberg. Then, Higgins's score of less than a minute, 

En moins que une minute, was presented before Klintberg's own 

Variations on Dick Higgins "Graphis 62" (1963). Klintberg remembers 

the latter piece as being a condensed version of Higgins's Graphis 62, 

using some elements from the score, but changing them and making 

the score briefer.13 Brecht's COMB MUSIC (COMB EVENT) (1959-

1962) was next on the programme. The score is for a single or multiple 

performers, and was learned by Klintberg through Higgins's dissemina

tion of the piece; at that time Klintberg had never seen a printed ver

sion of the score. In Oslo, the piece was performed by one performer, 

either Klintberg or Hanson, close to the microphone. 14 According to the 

score, "A comb is held by its spine in one hand, either free or resting 

on an object. The thumb or a finger of the other hand is held with its 

tip against an end prong of the comb, with the edge of the nail over

lapping the end of the prong. The finger is now slowly and uniformly 



moved so that the prong is inevitably released, and the nail engages the 

next prong. This action is repeated until each prong has been used". 

The programme was followed by Higgins's TWO FORHAMI BAY 

(1963), with the peculiar score "i - Sad Music. The chorus cries a while. 

ii - Whose leg is whose anyway?" Then Emmett Williams's counting song 

(1962) followed, first performed at the Copenhagen festival in 1962, 

during which the spectators were counted, one by one. After this 

Hanson performed his own Composition for Piano, Human Voice, Two 

Apples and a Pencil (1963), which, according to Hanson himself, 

was performed sitting by the piano. 15 Then, and as in Stockholm, Alison 

Knowles's Nivea Cream Piece - for Oscar Williams (1962) was next 

on the programme, before Klintberg's Matbit till Dick Higgins ('Food 

Piece for Dick Higgins', 1963). As previously performed at the Pre-Fluxus 

in Stockholm, it was done with food and by one performer, Klintberg 

himself, attempting to eat the food, but again continuously losing it and 

leaving it in a pile in front of his feet. 16 The evening ended with Hanson 

and Klintberg's Concert for Two Heads of Lettuce (1963). 17 The piece 

appears to have been the crescendo of the Oslo concert. According 

to the score, "The piece requires two performers, a head of lettuce 

on a music rack, a whistle and a small charge of explosive. Short signals 

on whistle. Head of lettuce explodes. A green rain. Long signal on 

whistle" .18 In Oslo, the score was presented with two heads of lettuce 

and explosives. Klintberg gave the short signal on the whistle before 

Hanson set fire to the explosives with matches. The explosion of the salad 

is remembered by Klintberg as a "green rain falling down, it was very 

beautiful" .19 The performance was finished off by a long signal in the 

whistle (fig.1). 20 

"As I remember it, the evening became a great success, but the 

reactions among the audience were very strong", Klintberg says, and 

further recalls that the place was packed with mostly students, but 

also university teachers. Starting out with enthusiasm the evening 

changed during the course of the programme. In the end, "everybody 

was whistling and we had to leave out the backdoor". Whereas the 

audience in Stockholm had mainly consisted of "insiders", the crowd 

in Oslo did not know what to expect. "I think my own 'Food Piece 
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for Dick Higgins' and Concert for Two Heads of Lettuce provoked the 

strongest reactions", Klintberg surmises. 21 This is confirmed by one of 

the eyewitnesses this evening. 

Thirty-one years old at the time, Asne Enerstvedt had come to the 

concert with a group of art historians, ethnologists and folklorists, 

some of whom knew Klintberg well. In her memory the place was cram

med with people. Younger students were standing in the hall. Her 

group - that was a little older - stood up in the gallery. "I remember the 

reactions of the public quite vividly", she says, "this was in 1963 

and I had experienced the war, as many of the people I came with. 

We were standing up on the gallery - and especially the women were 

quite startled and angry by the use of food on the stage. We were 

quite shocked, actually, and thought it was disrespectful that they 

began to play and mess with food after what we had experienced during 

the war and with the rationing. Sweden had of course not experienced 

the rationing in the same manner as Norway, so I think our offense 

clearly was related to the war and what we had experienced then". 22 

What she enjoyed the most, however, was the Concert for Two 

Heads of Lettuce. Apart from the waste of food, causing indignation and 

cries among the audience, she recalls the event as being quite entertain

ing: "It was funny and strange, like small student 'specs'. If we wanted 

we could have experienced it on a more symbolic level. I remember that 

the people performing on stage were very serious. But we looked upon 

it as fun. But of course, we had never seen something like it before. 

Norway, and the student union, was extremely conservative at the time. 

In Norway we discussed abstract and figurative art. I think it was too 

early for us to respond adequately to the event; we were too serious 

and conservative. But to me it was an unforgettable experience". 23 

One little note in the tabloid newspaper Dagbladet marks the 

evening in the Norwegian newspapers. 'Konsert for kalhoder?' ('Concert 

for Cabbages?') appeared on the same day as the concert. Dagbladet 

reports that, "in the editorial offices, two young men entered. Swedes, 

the names are Sten Hanson and Bengt af Klintberg. They tell us that 

they are making music and composing in the so-called Fluxus style", 

continuing with a few lines about the concert and its intentions. 24 The 



Norwegian reception of the concert thus seems to have operated 

on a much less specific level, rather through ideas and inputs planted 

among the audience, artists and the performers. "To me the contact 

with the artists and the composers from other countries at the time, 

meant a lot", Klintberg on his side, states. Bearing in mind his stand

point as a folklorist, he explains, "I am not musically educated. I cannot 

write traditional scores, but I have always been interested in musical 

performances [ ... ] although I was an absolute amateur. To me the con

tact with the ideas of Cage and his students and all these people from 

America that sent material to me [ ... ] mean that I understood that it 

was not necessary to perform on a stage, you could perform privately. 

[ ... ] It became a method of exploring your own daily world and finding 

meaningful qualities in it". 25 In much of this spirit, Fluxus was brought 

to Scandinavia - and Oslo. 
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Bengt al Klintberg in interview 

with Caroline Ugelstad, Stock

holm, 12 December 2011. 

2 

This was not only the first , but, 
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CONCERTO 

203 COPENHAGEN, 23 APRIL 1963 

Peter van der Meijden 

Concerto, at the Royal Danish Music Conservatory in Copenhagen on 

23 April 1963, was not the first Danish Fluxus event after the festival at 

Nikolaj Kirke in November 1962. It was preceded by an event called 

Kammer-Fluxus ('Chamber Fluxus') at Nikolaj Kirke in March 1963 

and another called acTION HAPPening COLLAGE FLUXUS at the 

headquarters of a local group of artists called Eks-skolen (Eksperimental

malerskolen, 'Experimental School of Painting') on 5 April 1963. The 

reason why these two concerts or festivals are not included in the 

publication is because no programmes survive and relatively little is 

known about them; of Kammer-Fluxus, even the exact date on which 

it took place remains unknown. However, both events seem to have 

featured a mixture of Fluxus pieces that the two Danish Fluxus repre

sentatives at the time, Arthur Kepcke and Eric Andersen, knew person

ally. They included pieces which they had either witnessed themselves, 

knew the score of or had heard about, along with their own works. 

Thus, at Kammer-Fluxus, Kepcke re-staged Joseph Beuys's Sibirische 

Symphonie 1. Satz (1963), which he had witnessed at the Festum Fluxo

rum Fluxus in Dusseldorf on 2 and 3 February 1963. In the original 

version, clay and twigs were used to build a landscape on top of a 

grand piano and a hare had its heart cut out, but in Copenhagen, the 

twigs were attached to the walls instead, the hare was replaced 

with a cod and instead of having its heart cut out, it got a rap on the 

head. acTION HAPPening COLLAGE FLUXUS saw the premiere of 

Andersen's Incompatibility, later rechristened Opus 19, in which one 

performer read out some classic modernist poems, while others tried 

to distract the audience. As soon as one spectator looked away, the 

reading started anew. The piece lasted until everybody had heard all the 

poems without allowing themselves to be distracted. 

In 1963, the Royal Conservatory was not a very progressive estab

lishment, to say the least. Several composers who went there or were 



acquainted with the curriculum at the time say that the most recent 

music taught there was that of Danish national composer Carl Nielsen 

(1865-1931). The students' only way of acquainting themselves with 

newer music, at least within the walls of the Royal Conservatory, was 

Elevforeningen af 1959 (' The Students' Association of 1959') and its study 

group on new music, with Henning Christiansen as acting chairman. 

The study group regularly organised concerts, introducing new phe

nomena such as serialism or electronic music. They were quite obviously 

sanctioned by the management of the Royal Conservatory, as the 

programmes were reprinted in its yearbooks, but the programme of the 

Concerto is conspicuously absent. The Royal Conservatory, and especially 

its rector, composer Knudaage Riisager, came down hard on Fluxus and 

even expelled the person who invited it in - but that is a story for later. 

It would be unfair to say that it was only Fluxus with which 

Riisager had an issue. Concerto also featured a pantomime by Anne

lise Rosberg (now Gabold) and Robert World and a "tableau" by 

Eks-skolen. Because Eks-skolen was represented, Kepcke refused to 

take part - he was of the opinion that they merely copied other peo

ples' work and ideas and consistently called them "plagiatdrengene" 

('the plagiarism boys'). Eric Andersen performed most of the Fluxus 

pieces on the programme, but musicologist Jan Maegaard, composer 

Jergen Plaetner and pianist T orben Petersen were also present as 

performers. Plaetner was active as a music teacher at the time and 

brought along some of his students, who joined in as performers.1 

On the programme, Fluxus pieces are carefully marked "Fluxus ©". 

These are POND by Benjamin Patterson, TROIS BAGATELLES for 

David Tudor by Gyorgy Ligeti, a piece by Dick Higgins that is identified 

as "Stykke for fem" {'Piece for Five'), Child Art Piece by Alison Knowles 

and Decollage by Wolf Vostell. Pieces that did not fall under the Fluxus 

copyright were a piano sonata by Christiansen, a piece by Andersen 

called Stykke for Det Kgl. Danske Musikkonservatorium ('Piece for the 

Royal Danish Conservatory'), Indeterminacy by John Cage and lb 

Nerholm' s Version af Sylvano Bussotti's tredie stykke af "Five Pieces for 

David Tudor" ('Version of Sylvano Bussotti's third piece from "Five 

Pieces for David Tudor"'). 2 The use of the copyright sign is especially 
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interesting in the context of George Maciunas's changing conception 

of Fluxus. In Fluxus Newsletter 5, issued in January 1963, he launched 

a Fluxus copyright scheme by which artists gave Fluxus exclusive rights 

to the works it published. "Such monopolistic scheme", Maciunas 

wrote, "is proposed for the purpose of obtaining wider copyright cover

age, greater protection of authors and greater centralisation of new art 

and anti-art activities" .3 The proposal gave rise to many critical ques

tions, and it seems that special note was taken of it in Denmark as well. 

The programme of the 2 Internationale koncerter for nyeste instrumen

talteater og antiart on 27 and 30 September 1963, for instance, distin

guishes painstakingly between representatives of Fluxus and others. 4 

Concerto was organised by Andersen and Christiansen, each in 

their own role, Andersen as the person responsible for the programme, 

Christiansen as acting chairman of the study group on new music. 

Andersen, for example, sent a letter to George Maciunas, announcing 

the performance and asking whether the latter had any suggestions 

for pieces to perform. The letter itself appears to have been lost, but 

a reference to it can be found within Maciunas's correspondence files: 

"His letter Feb. 14, 63. Fluxus great influence in Denmark, discuss, fight, 

many compose in new way. Maybe infl[uence] Fluxus will not last. Need 

new impetus. The royal Danish Musicschool [sic] - accepted concert 

of action-music. Request small compositions of our group. 

My reply Feb. 24, 63. Condition that such concert be labelled 

Fluxus. Submitted description of pieces (from 2 concert std.) which they 

can perform themselves and another list which needs at least one of 

us + special 'instruments'. Requested photos (past) and of new planned 

concerts. Requested their new compositions, scores + instructions". 5 

Unfortunately, it is not known which pieces Maciunas suggested 

for the performance at the Royal Conservatory, but it appears that 

Andersen ignored any advice he gave: nearly all of the pieces on the 

programme that are marked "© Fluxus" are pieces Andersen knew 

from the Fluxus festival at Nikolaj Kirke in Copenhagen in November 

1962. On the other hand, Maciunas's notes do offer an explanation 

for the care that was taken to note the Fluxus copyright on the pro

gramme, since he explicitly posed this as a condition. 



Meanwhile, Christiansen sent a letter to Swedish composer Karl-Erik 

Welin in his, Welin's, capacity as "head of the Scandinavian section 

of Fluxus", asking him whether he was able to attend and whether he 

had suggestions that could "improve the entire thing". 6 Welin was 

indeed mentioned as head of Scandinavian Fluxus in some of George 

Maciunas's earliest Fluxus newsletters, but in Welin's answer, Fluxus 

is not mentioned at all. He merely wrote that he had a lot of material. 

What he also wrote, however, was that he needed to have his travel 

expenses covered and that he would need to travel by plane if he came 

at all because he was very busy.7 Obviously, The Students' Association 

of 1959 had not been able to afford this, because Welin did not take part. 

Christiansen's letter contains other information that illustrates 

how he viewed Fluxus and the concert. To mention but one example, 

he writes that "they considered letting Paik's Penis Symphony have 

its world premiere". What he means is a work called YOUNG PENIS 

SYMPHONY(1962), the score of which reads," ... curtain up ... the 

audience sees only a huge piece of white paper stretched across the 

whole stage mouth, from the ceiling to the floor and from the left 

to the right wing. Behind this paper, on the stage, stand ten young 

men ... ready .... after a while .... The first sticks his penis out through the 

paper to the audience ... the second ... "et cetera, until the tenth. 8 

It was a nice thought, but Paik' s symphony did not have its world premiere 

on 23 April 1963. 

Christiansen also divides the concert into a "close-knit" and a 

"loose" section. The division also appears in other letters he sent at the 

time, informing various people about the plans of the study group on 

new music. 9 Here, the opposition is between "composed" and "free" 

works, and the composed works are again divided into "neo-dada" 

("polemic" or "musical") and "literary". Under "polemical neo-dada", 

Christiansen mentions Patterson's POND, his own piano sonata, 

Maciunas's IN MEMORIAM TO ADRIANO OLIVETTI and Andersen's 

'Piece for the Royal Danish Conservatory'; under "musical neo-dada", 

N0rholm's 'Version of Sylvano Bussotti's third piece from "Five Pieces 

for David Tudor'", John Cage's Indeterminacy and Andersen's Prob

lem 10; and under "literary", Higgins's "Stykke for fem", Andersen's 
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Concretion and Higgins's Symphony Sacra, canto 2. In the "loose" or 

"improvised" part, Christiansen writes, Eks-skolen is allowed to unleash 

itself on the basis of the theme of "spring". The division suggests 

a systematic structure that is not immediately apparent from the defini

tive programme; and what is more, it is a division that supports the 

impression created by the very explicit mention of Fluxus copyrights, that 

the concert does not represent Fluxus alone, but a wide spectrum of 

experimental music, composed and improvised, polemical and musical. 

Amongst the spectators at the Concerto was composer Jens 

Wilhelm Petersen, now better known as Fuzzy. He wrote a short piece 

about it in DanskMusiktidsskrift ('Danish Music Magazine') in which 

he concluded that "if the intention had been to provoke or scandalise 

the audience, the concert must be said to have failed, because neither 

lack of talent, triviality or slides of naked girls managed to create unrest 

in the crowded room, let alone protest". He continued, "Yes, it al

most seemed gently ironic that the audience received every piece with 

friendly applause, a civilised and conventional sign of approval [ ... ] that 

revealed that the message that some of the works may possibly want 

to convey, did not reach its target" .10 Petersen/ Fuzzy expected rebel

liousness and encountered too much respect for authority for his liking. 

He already experienced this during the first piece to be per

formed, Nam June Paik's Chair Composition (1963). The piece goes 

by various names and has been performed in a number of different 

versions, but the essence of it is that the chairs in the concert hall are 

placed or treated in such a way that the spectators cannot just come 

in, sit down and watch the goings-on on stage. According to Fuzzy, on 

this occasion the piece was performed by throwing the chairs on the 

floor - hard. Riisager remained seated for a long time without interfer

ing, but finally it became too much for him and he shouted, "Those chairs 

are not designed to be thrown around! Stop that!" - and the performers 

stopped. Andersen remembers the episode somewhat differently: accord

ing to him, the performers merely stacked the chairs so that they were 

hard to get to, and it was the students who started to throw with them. 11 

The second piece on the programme was Benjamin Patterson's 

POND (1962). POND is a complex piece in which eight performers ask 



three-syllable questions, give two-syllable answers or shout one-syllable 

exclamations according to the way a mechanical frog hops across the 

squares of a 6x 6 grid on the floor. After this, Andersen performed one 

of Christiansen's three Progressive Sonatas for Piano, Opus 17 (1962). 

Numbers two and three are scored for a naked man and woman and 

involve in the second a simulated copulation with the piano in between 

them and in the third a real copulation on top of the piano. However, to 

Fuzzy's great disappointment, Andersen only performed the first one, 

in which the performer crawls, bunny-hops and runs around the piano 

and finally overturns the instrument. According to Andersen, it had 

been the intention to perform all three sonatas, but no willing female 

performer could be found, so only the first was staged.12 Fuzzy, expecting 

live sex right in the middle of the Royal Conservatory he himself was 

a student at, thought, "That's fantastic! Do they dare?", so naturally he 

was disappointed. After the concert, he had a discussion about it with 

Christiansen during which the latter said that Andersen's interpretation 

was a perfectly valid one, but Fuzzy still thought it was sissyish. 13 

Next, Andersen performed Gyorgy Ligeti's TROIS BAGATELLES 

for David Tudor (1961). The piece consists of three parts, only the first 

of which contains a note, a single soft, low C-sharp. It was followed 

by a performance of George Maciunas's IN MEMORIAM TO ADRIANO 

OLIVETTI, in which actions are performed after a used tape from 

an Olivetti adding machine. Each performer is given a number from 0 to 9 

and a simple action to carry out. A metronome indicates the tempo, 

and each time a performer's number comes up, he or she performs the 

action. It is not known which actions were used during the Concerto, 

but in an article from 1982, Christiansen calls it a "hat operation", "hat 

on, hat off",14 so perhaps only hats were used. 

The sixth piece to be performed was Andersen's Stykkefor Det 

Kgl. Danske Musikkonservatorium, tilegnet eksistentialisten Niels Viggo 

Bentzon ('Piece for the Royal Danish Music Conservatory, dedicated to 

the existentialist Niels Viggo Bentzon'). The piece later became known 

as Opus 22, but this particular performance had its own twist. Opus 22 

instructs the performer to ask the audience to choose between three 

pieces of music, adagio-andante-allegretto-allegro, adagio-allegro-
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adagio-presto or allegro-presto-andante-allegro. After a vote, the 

winning piece is played on a metronome. At the Royal Conservatory, 

the metronome was placed in a fish tank filled with water so that it 

could only be seen, not heard, as a reference to the Danish composer 

Niels Viggo Bentzen, who not long before had illustrated on national 

television Claude Debussy's La cathedrale engloutie ('The Sunken 

Cathedral', 1910) by lowering a toy castle into a fish tank. Andersen 

was mostly interested in the fact that the water in the tank made it pos

sible to perform the piece entirely soundlessly, but Bentzon's perform

ance offered a good and amusing point of reference. 15 

The last piece before the break was John Cage's Indeterminacy 

(1958), performed by Maegaard and Plaetner. No description survives, 

but the piece consists of a large number of short stories, all of different 

lengths, read out so as to take exactly one minute. One must assume 

that it was this that Maegaard and Plaetner performed. 

After the break, the programme continued with the aforemen

tioned pantomime by Anne-Lise Rosberg and Robert World, but, unfor

tunately, no description survives. It was followed by the piece by Dick 

Higgins that is referred to as "Stykke for fem" in the programme. Actually, 

it is Graphis 118, a piece that had been performed during the Fluxus 

festival in Copenhagen in November 1962. Sometime in the summer 

of 1963, Christiansen must have mentioned a "piece for five walkers" 

in a letter to Higgins, because the latter wrote back, saying, "the five 

walkers that you speak of must be the thing that was done at the Alie 

Scenen [on 25 November 1962]? If so, it is Graphis 118" .16 In Graphis 

118, lines outlining a diamond shape are marked on the Aoor of the 

performance area, along which performers walk in small, shuffling 

steps. The third piece was Alison Knowles's Child Art Piece (1962) in 

which a child is brought on stage and allowed to do whatever it wants 

to do. One would expect this to be remembered, but, surprisingly enough, 

it is mentioned nowhere. 

The fourth piece after the break was lb N111rholm's Version afSyl

vano Bussottis tredie stykke af "Five Pieces for David Tudor" (1961), inter

preted by T orben Petersen. N111rholm was not himself aware of the per

formance during Concerto. The piece had been premiered a year earlier, 



on 4 March 1962 at Statens Museum for Kunst, Denmark's national 

gallery, in a series called Musik blandt malerier ('Music Amongst Paint

ings'). Andersen had been privately taught by N"rholm, so he would most 

likely have known the piece. What N"rholm had done was to ask five com

posers to write a version of one of Bussotti's Pieces for David Tudor. In his 

own version, rolls of steel wire were laid on the strings of a grand piano 

and cut to pieces with a pair of pincers by a performer, causing the bits to 

twist and turn and hit the strings. The performer walked counterclockwise 

around the piano, so one would hear first the high, then the 

low tones. 17 However, this is N"rholm's description of the piece, many 

years after the fact. Of the performance itself, no descriptions survive. 

The next piece on the programme was Decollage by Wolf Vostell. 

"Decollage" was Vostell's word for his way of working - making by 

destroying. It referred primarily to the tearing off of posters, but Vostell 

also made decollage music - the sound of posters being ripped. It is 

unknown whether this particular decollage was actually performed and, 

if so, of what it consisted. It was supposed to be followed by a collective 

composition, under the title Metodik ('Methodology'), but this remains 

undocumented as well. 

The evening ended with the aforementioned "tableau" by mem

bers of Eks-skolen. Eks-skolen had been founded in 1961 by painter Poul 

Gernes as an alternative to the Royal Art Academy in Copenhagen. 

During the first year, it offered real art training, but gradually it changed 

into a group of artists, working together as equals. Eks-skolen did happen

ings, but at the beginning these were improvised, so no scores or instruc

tions survive from these early years, leaving us with only a sketchy idea of 

what that evening's tableau consisted of. Eks-skolen members Per Kirkeby 

and Peter Louis-Jensen performed a boxing match, John Davidsen placed 

two mopeds on their stands on stage and left their engines running, 

another Eks-skolen member turned a bicycle upside down and turned the 

pedals during the entire performance and still others rolled oranges, tennis 

balls, rolls of toilet paper and cans of food across the Aoor. Towards the 

end of the performance, Gernes took a hammer and struck a blow to the 

keys of an old piano. Then the lights went out and Per Kirkeby and Ole 

Knudsen projected porn movies or pornographic slides on the ceiling.18 
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As mentioned at the start of this essay, the rector of the Royal Conserv

atory, Knudaage Riisager, summoned Christiansen to his office a day 

or two after the concert and expelled him. According to Christiansen, 

Riisager said something along the lines of "I do not think there is a 

future for you at the Royal Conservatory, do you?", to which Christiansen 

agreed and left.19 However, Fuzzy underlines that Riisager was no hope

less reactionary. He was old school, but in some senses quite liberal as 

well. For instance, in a reaction in DanskMusiktidsskrift he wrote that 

he was glad that the evening had taken place because now it was no 

longer necessary for the students and staff to "go around talking about 

something they have not had a chance to acquaint themselves with 

personally". 20 However, Riisager also wrote that the concert reminded 

him of what he had witnessed in Paris before the war, and this was 

picked up on by Andersen. In a letter, also reprinted in Dansk Musik

tidsskrift, Andersen accused Riisager of intellectual laziness. More 

specifically, he accused him of measuring the works on the programme 

against his expectations instead of accepting the possibility that they 

might actually represent an entirely new type of work. What was new 

and different about Fluxus, Andersen wrote, was among other things 

that it could actually be understood as pure information, because some 

works transferred the artistic process entirely to the spectator. By judg

ing them on the basis of his expectations, i.e., his own preconceived 

ideas, Riisager did the opposite of what he claimed the concert did: he 

prevented himself from acquainting himself with them. 21 

Implicitly, Andersen's reply to Riisager was a reply to Fuzzy as well. 

Fuzzy had expected anti-authoritarianism and had been disappointed, 

but perhaps it was never the intention to be rebellious. Andersen's 

reply suggested an attitude that sought new ways of thinking and doing 

instead of denouncing the old ones; an attitude that ignored the old 

rather than rebelling against it. It was indeed in this spirit that Fluxus 

would further develop itself in Denmark. 
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"Move people in sections in such a way: that each member of the audience is moved at five 

minute intervals. that each member of the audience will not find the composition crazy and/ 
or amusing that each member of the audience sometimes can talk with the people he wants 

to talk to and he sometimes cannot. that each member of the audience is able to lie down, 
sit down and walk, when he is moved. that each member of the audience is able to leave the 

concertroom, when he is not moved. that each member of the audience is not able to leave 



the concertroom when he is moved that each member of the audience is not able to do by 
himself just the same moving as he has to do, when the per{ armers want him to do it. that the 
place(s) from which the audience is moved and the place(s) which the audience is moved are 

as identically as possible. that the speed of the moving is about 6 km./h." 

Eric Andersen: Moving 



2 FLUXUS-AFTENER 

213 COPENHAGEN, 6-7 JUNE 1963 

Peter van der Meijden 

Only six weeks after the Concerto at the Royal Danish Music Conserva

tory in Copenhagen, on 6 and 7 June 1963, Denmark was given its next 

taste of Fluxus.1 This time, the place of action was Den Frie udstillings

bygning ('The Free Exhibition'), the exhibition hall of the artists' associa

tion by the same name. That summer, The Free Exhibition played host 

to the third annual exhibition of another artists' association, Sommer

udstillingen ('Summer Exhibition'). Sommerudstillingen's declared goal 

was "by means of an annual juried exhibition of living experimental 

art to reflect the tendencies of contemporary art", 2 and it was felt that 

in order to do justice to this goal, a programme of live art had to be 

included in the exhibition. Moreover, Arthur Kepcke was a member of 

the association and acted as one of the three members of the jury for 

the special prize competition that year, so that Fluxus would be repre

sented was almost guaranteed. 

However, as was the case with the Concerto, the programme con

sisted of more than just Fluxus. On the opening night, Saturday 

1 June, the Young Musicians' Association (Det unge tonekunstnerselskab, 

OUT) organised a concert by John Cage and David Tudor. On Monday 

6 and Tuesday 7 June, they were followed by the two Fluxus perform

ances that are the subject of this text. On Saturday 11 June, there was 

a concert by Co-Ritus, a group whose most visible members were poet 

Jergen Nash and artist/ art critic Jens Jergen Thorsen, both central 

figures in the (Scandinavian) Second Situationist International. Two 

days later, on Monday 13 June, Eks-skolen (Eksperimentalmalerskolen, 

'the Experimental School of Painting') organised an evening of happen

ings. Another Fluxus concert should have taken place on Tuesday 

14 June, but the evidence suggests that it was cancelled. 

In all, the live programme of Sommerudstillingen 1963 gave 

a good introduction to the performance art landscape in Denmark, 

from Fluxus events via Co-Ritus's ludic situationist interventions 



to Eks-skolen's sculptural/ painterly happenings. The catalogue of 

Sommerudstillingen, however, was a different matter. Although it had 

been designed by two members of Eks-skolen, Ole Knudsen and Per 

Kirkeby, in a collage style that makes liberal use of photographs of 

(semi-) nude ladies, and although Thorsen contributed with a situationist 

manifesto, it was the contributions of Fluxus associates Arthur K"pcke 

and Eric Andersen that took up most of the space. 

Andersen opened the catalogue with a five-page score entitled 

Problem 9: symfoni, tilegnet: Fluxus ('Problem 9: Symphony, dedicated 

to: Fluxus'). The first two of the five pages are taken up by a list of 

instruments and ensembles necessary to perform the piece. On page 

three, the instructions start. These specify that to begin with, all the 

instruments mentioned on pages one and two are to be carried on 

stage, in alphabetical order, and a single note is to be played on every 

one of them. Next, the string instruments and woodwind instruments 

alone are to be carried on stage, this time in reversed alphabetical 

order, and a single note is to be played on every one of them, but with 

a series of exceptions. In a third part, all manner of extra activities 

are added, for example an alternative version of George Brecht's 

SAXOPHONE SOLO (1962). In the Fluxus version of the piece, a per

former comes on stage carrying a saxophone case, opens it, sees 

that there is a trumpet inside and leaves again. In Andersen's version, 

however, a cornet case containing a cornet is used. Finally, there are 

all sorts of instructions regarding the choice of musicians; for example, 

how many of them have to be known as professional players of the 

instrument they are carrying. 

Problem 9 is impossible to perform, and for several reasons. 

First of all, there are too many instruments involved. Secondly, there 

are too many rules and exceptions to take into account. But perhaps the 

most important reason of all is to be found in the very first instruction, 

the one that precedes all the others, including the exceptions, which 

states that "EVERY CHANGE OF THE ABOVE AND THE FOLLOWING 

IS ALLOWED" (sic). Besides having an overwhelming amount of rules 

and specifications to take into account, the prospective performer also 

has to grapple with the fact that everything can be changed. He/ she 
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is therefore faced with a doubly daunting task, because anything they 

may want to change has to be treated as exactly that, a change, an 

alteration of a body of rules that in itself is almost impossible to master. 

It is important to mention such pieces in the context of the 

format of the Fluxus festival and Fluxus performance practice because 

Andersen considered his scores to be works in themselves. In a discus

sion with conductor Francesco Cristofoli, broadcast on Danish national 

radio on 31 August 1965, he called his scores "idea scores" or "situ

ational scores" .3 When played by professional musicians, they are 

musical scores, when printed in a literary magazine, they are poems, 

but actually, they ignore such categorisations altogether. Somewhat 

later, Fluxus artist Dick Higgins was to coin the word "intermedia" for 

this type of work - work that is not multi-medial, in that it combines 

several recognisable media, but rather situates itself in the uncharted 

land between the media. It is work that is "not governed by rules 

[because] each work determines its own medium and form according to 

its needs".4 In a very similar manner, Andersen's Problem 9 is neither 

music nor poetry, but a work that can be understood within the context 

of several media, but never reduced to any one of them. 

In the catalogue of Sommerudstillingen, Problem 9 is followed 

by two other works by Andersen, but these will not be discussed here. 

Instead, it is necessary to say a few words about Arthur Kopcke's 

contribution. Kopcke may or may not have performed during the two 

Fluxus evenings; he is not mentioned on the programme and no 

descriptions of a performance of his work from these evenings survive, 

but on the other hand, the programmes were, especially in Denmark, 

nothing more than non-binding indications of a possible content, so any

thing is possible. However, the reason why it is important to discuss the 

text is not its relevance to the performances that are the subject 

of this entry, but the impression it gives of Kopcke's position in general. 

The text, a manifesto called "Den nye virkelighed" {'The New Reality', 

1963), is a diatribe against metaphysics and an argument in favour of 

the unity of man and the world in one reality. More specifically, it argues 

against all existing ways of ordering the world around us, including all 

forms of dualism. Accordingly, Kopcke's reading/ work-pieces manuscript, 



the collection of verbal instructions that he started working on in 1962 or 

1963, can be understood as a set of invitations to the reader to set aside 

all systems of thought he or she may be familiar with and to create new 

and personal connections between the parts of an atomised and de-hier

archised world. As such, it is indicative of the spirit of the Danish Fluxus 

events that are described in this publication. These appear to have been 

less and less inclined to illustrate or represent an idea of "Fluxus" and 

increasingly focused on the individual spectator and his or her experi

ence of the sensory and intellectual input offered by the works on the 

programme. This also brought with it a different performance practice, 

one that took the action off the stage and into the audience, preferably 

with direct contact between the performer(s) and the spectator(s). 

A good illustration of this is Andersen's Moving, later known 

as Opus 20, which was scheduled to open the first of the two Fluxus 

evenings in connection with Sommerudstillingen 1963. Actually, the 

performance on 6 June was cancelled according to Andersen, but Moving 

was performed, possibly on 7 June. This is how Henning Christiansen 

described the piece in an interview on Danish radio, broadcast on 

29 October 1963: "The room is divided in three equally large areas. The 

audience is placed in the two outlying ones, and in the middle there is 

a pull cart on which the audience is transported from the one outlying 

area to the other. [ ... ]A number of people are put on the cart and 

transported to the other area, and this process is repeated again and 

again. People are constantly confronted with a new situation, with 

new people" .5 Andersen describes his cart as "a very fine one" with 

large rubber wheels, red axles and a handle it could be dragged along 

by. He transported around six people at a time between the two areas, 

which were marked off with red tape. He picked up people from various 

places inside the area, to ensure that they shared the cart with people 

they did not know. One of the things the performance did, was to con

front the audience with different ways of being together - as they were 

pressed together on the cart and as they automatically fanned out 

when deposited on the floor again. The performance took a long time 

because Andersen only moved at walking pace and continued until 

there were less than ten people left. 6 
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Actually, the score specifies more than a description conjures up. 

It says, "Move people in sections in such a way: 

that each member of the audience is moved at five minute intervals. 

that each member of the audience will not find the composition crazy 

and/ or amusing 

that each member of the audience sometimes can talk with the people 

he wants to talk to and he sometimes cannot. 

that each member of the audience is able to lie down, sit down and 

walk, when he is moved. 

that each member of the audience is able to leave the concertroom, 

when he is not moved. 

that each member of the audience is not able to leave the concertroom 

when he is moved 

that each member of the audience is not able to do by himself just the 

same moving as he has to do, when the performers want him to do it. 

that the place(s) from which the audience is moved and the place(s) 

which the audience is moved are as identically as possible. 

that the speed of the moving is about 6 km./ h." (sic). 7 

None of the specifics of the actual performance are mentioned, 

and instead of a concrete set of instructions, which of course it is as 

well, the score presents itself as a challenge to the performer - find 

a way to move people in such a way that all the conditions are met. 

This is another characteristic of Andersen's work of the period. Besides 

the fact that the score and the format of the score tends to function 

as an autonomous work as well as a generator/ facilitator of a perform

ance, it presents the reader with a puzzle, the solving of which can 

also be regarded as a realisation of the work. 

The second piece mentioned on the programme is Christiansen's 

INWARDS- OUTWARDS (1963). The score of the piece instructs "all the 

performers of the concert place" to position themselves on stage with 

their backs to the audience and to turn around one by one to look at the 

audience "until they have seen enough". After the last performer has 

turned his back on the audience once again, they all remain standing 

until each of them "thinks it is time to go out". 8 No eyewitness accounts 

survive, and Eric Andersen does not remember it being performed.9 



The third piece was a work by Dick Higgins, referred to on the pro

gramme as "Structure 1961". According to Andersen, it was Graphis 

118, a piece that had also been performed on 25 November 1962 at 

the Allescenen theatre in Frederiksberg as a part of the six-day Fluxus 

festival that took place there and at Nikolaj Kirke in Copenhagen. 

A number of lines, radiating outwards from a point at one end of the 

room and meeting again at a point at the other end of the room, were 

marked on the Aoor with tape. The performers positioned themselves 

on the lines and began to follow them with small, shufAing foot move

ments, pressed together to start with, then fanning out and ending up 

pressed together again. Andersen had not been able to remember at 

the time of printing the programme what it was called and chose the 

word "structure" because of the very clear structure of the piece.10 

The last two pieces on the programme were Structure 1963 by 

Christiansen and a nameless composition by Eks-skolen member John 

Davidsen. No descriptions survive and it seems impossible to locate 

scores of the two pieces. It is not even clear whether Davidsen actually 

performed. 

The second Fluxus evening, actually an entire day, was entirely 

orchestrated by Andersen. It was devoted to two works, Andersen's 

own Opus 21 and Gyorgy Ligeti's TROIS BAGATELLES for David Tudor 

(1961) or rather, throughout the entire day, Andersen performed Ligeti's 

piece in order to perform his own work. The TROIS BAGATELLES are 

also described in other entries in this volume, but very brieAy, only the 

first part contains a note, a soft, low C-sharp, and the other two parts 

consist of rests only. From 2 p.m. until 9 p.m., Andersen played it every 

half hour in a performance of Opus 21, which reads, "perform something 

at intervals for a long time" .11 At Andersen's insistence, a large Steinway 

concert piano had been rented and placed in the octagonal room of 

Den Frie udstillingsbygning. Next to it, some chairs had been positioned 

where the listeners - never more than a handful at each performance -

could seat themselves. There ore two doors into the room, and Andersen 

made a point of entering and leaving through a different one every 

time. According to Andersen, people discovered the system and made 

a point of returning to the room for the next performance.12 
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In the evening, Andersen performed a piece called Hommage a Eric 

Andersen - Acognitive Culture - European Shades -A Part of a Conse

quence of Absolute Art. No score of that title survives, but according 

to the artist, it was a composite piece. European Shades was a piece in 

which the performer(s) had to "select a number of objects according 

to their ability to produce sound and play with them for some time". The 

term "acognitive culture" refers to a text by the American artist, musi

cian, mathematician and philosopher Henry Flynt called 'My New 

Concept of General Acognitive Culture' (1962), in which a plea was 

made for experiences that people choose to undergo, not for some 

external reason, but because they are "just-liked". The combination of 

the two was "a part of a consequence of absolute art", and the entire 

event was given the title Hommage aEricAndersen.13 To conclude the 

evening, Andersen, played Ligeti's TROIS BAGATELLES once more, 

but now as a work by Ligeti and nothing more. In addition, Andersen 

had Father Harald Sebye, a controversial left-wing priest, join in a 

performance of his Opus 30, "Let a person talk about one or some of 

his/her ideas". 

Despite the explicit association with Fluxus, the evening(s) had 

an entirely different character from the preceding Fluxus concerts in 

Denmark, which had been dominated by reprises of Fluxus pieces that 

Andersen and others knew or had helped to perform. Ligeti's piece 

had been written explicitly for Fluxus and Higgins's piece had been 

performed at the Fluxus festival of November 1962, but the other 

pieces were premieres and were introduced into the context of Fluxus 

by the title of the concerts and by a perceived resemblance to the other 

pieces. From this point onwards, Danish Fluxus events began to devi

ate more and more from the Fluxus repertoire and performance style 

as it had crystallised around Maciunas and the series of festivals he 

organised from September 1962 until his return to the United States in 

September 1963. 



Strictly speaking, this is not true . 

Three days ofter the Concerto, 

Andersen, and possibly Christiansen 

as well, performed together with 

10 

Andersen (see note 7) . 

11 

Score in the Archiv Sohm, Stoots-

Eks-skolen at Birkernd stotsskole, golerie Stuttgart. 

a college north of Copenhagen . 

However, the event was not ex- _12 ________ ___ _ 

plicitly called Fluxus, nor did it Ibid . 

include any formal nods towards 

George Mociunos's Fluxus festivals , _13 ___________ _ 

and therefore it is not included Andersen (see note 7) . 

in this publ ication . 

2 

Sommerudstillingen, exh . cot. 

(K0benhovn : Refoto , 1963). 

Eric Andersen in interview with 

Francesco Cristofoli, Vor Tids 

Musik, Donmorks Radio, 

31 August 1965, 45 minutes. 

4 

Dick Higgins, 'lntermedio ', Some

thing Else Newsletter, no. 1 (1966), 

pp. 1-2 (p. 2) 

5 

Henning Christiansen and lb 

N0rholm in on interview on 

the importance of the Ferienkurse 

in Darmstadt, moderated by 

Helmer N0rgoord, broadcast on 

the radio programme Vor Tids 

Musik ('Music of our t ime'), 29 

October 1963. 

6 

Eric Andersen in interview with 

Peter van der Meijden, Copenha

gen, 15 January 2009 . 

7 

Score in the Archiv Sohm, Stoots

golerie Stuttgart. 

8 

Ibid . 

9 

Andersen (see note 6) ; Eric 

Andersen in interview with Petro 

Stegmann, Berlin, 14 July 2011 . 

220 



EVEN 
''one 

and ten 
stage 

one per 
back to 

onep 
with 

(in wings 
eachp 

counts t 
differen 

• 
rzng 

strike 
rep 

for tota 
Robert 



T:lO 
bell 
matches 
black 
son with 
audience 
er son 
bell 
)silently 
erson 
~ten at 
t rates 
bell, 
match 
eat 
l of ten'' 
Watts 



FLUXUS FESTIVAL 

221 AMSTERDAM, 23 JUNE 1963 

Peter van der Meijden 

After the Parallele Au.ffiihrungen Neuester Musik at Galerie Monet 

in Amsterdam on 5 October 1962, things became a bit quieter around 

Willem de Ridder - but only a bit, and not for long, because only five 

months later, in March 1963, he resurfaced as a gallery owner. De Ridder 

lived in the back room of a second-hand bookshop and noticed that 

the basement was unused. He persuaded the owner, Rudolf Peereboom, 

to turn it into a gallery. They became partners in a limited liability 

company called Galerie Amstel 47, after the address, and Holland's 

first "documentation gallery" was born.1 The space being limited, 

Amstel 47 carved out a niche for itself by selling a wide range of avant

garde magazines and publications. It was one of the few places in 

Holland where one could buy Vostell's de-coll/age, German Zero or 

Dutch 0 = Nul and almost certainly the only place one could buy Fluxus 

publications. De Ridder had kept in contact with the Fluxus people he 

had met during the Parallele Au.ffiihrungen and soon got to know 

George Maciunas as well. Thanks to these contacts, he became one 

of the first Fluxus retailers in Europe and indeed the entire world. 

Of course the gallery had an exhibition programme as well. The 

opening exhibition, in May 1963, was called Panorama van nieuwe 

tendenzen ('Panorama of New Tendencies') and consisted of a represent

ative cross-section of international optical, kinetic, Zeroist art, mostly 

in small formats. It had been organised with the help of Henk Peeters, 

a member of the Dutch "Nul" -group, whom de Ridder happened to 

know. It was followed by a one-man show by Livinus van de Bundt, an 

older artist who specialised in light and shared de Ridder's interest 

in "mood engineering". As mentioned earlier, de Ridder had acquired 

a measure of local notoriety in February 1962 because of his member

ship in the Mood Engineering Society, a group of composers, musicians 

and other performers who promoted what they called "musical theatre". 

However, it is the third exhibition that is important in connection with 



the Fluxus Festival in Amsterdam - and possibly The Hague - in June 

1963. It only featured one item, a so-called "Piano for All Senses" by 

Nam June Paik, but it drew quite some attention, and as an added bonus 

it brought George Maciunas to Holland for the first and only time. 

From 11 to 20 March 1963, Paik had an exhibition at Galerie 

Parness in Wuppertal called Exposition of Music/ Electronic Television. 

Among the items on display were television sets that had been altered 

to show only wavy lines or a single dot, a "record shashlik" that could 

be played with a hand-held arm, an audio tape collage on a wall that 

could be played by means of a hand-held tape recorder head - and a 

number of prepared pianos. Paik had spent the preceding months 

teaching himself electronics in order to make these new works, but their 

actual construction, and not least their maintenance throughout the 

show, craved more hands . Tomas Schmit, now Maciunas's assistant, and 

art students Manfred Montwe and Peter Brotzmann were there every 

day to perform the necessary repairs. Naturally, they also joined in the 

lively discussions that took place in the kitchen of the gallery, and it 

was there that they met de Ridder. He appeared one day, joined in the 

talk and suggested to Paik that he hold a similar exhibition at Galerie 

Amstel 47. This became the Piano for All Senses show that took place 

from 22 June until 13 July 1963. 

Paik did not want to show the same works at Amstel 47, so 

he paid Schmit, Montwe and Brotzmann to travel to Amsterdam and 

construct a new piano, one that played various light effects and 

films when the keys were pressed. There was also a key that sprayed 

perfume into the air, a second one onto which a thumbtack had been 

glued, point upwards, and a third that switched off all the lights and 

forced the visitor to grope for the light switch in the dark. According 

to Montwe, it had not been built inside the gallery space and turned 

out to be impossible to get in via the front door, so a crane had to be 

rented to lift it over the building and into the courtyard, so it could be 

manoeuvred in via the back door.2 

On 18 April 1963, Brotzmann wrote to de Ridder to announce 

that he, Schmit and Montwe would arrive between 10 and 12 May. 

Therefore, it can be concluded that the piano took over a month to be 
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finished. Already before the time of their arrival, however, a fair 

number of letters were sent back and forth - not about the exhibition, 

but about what was to become the Fluxus Festival held in the 

Hypokriterion Theatre in Amsterdam on 23 June 1963 and in the sculp

tor Lancelot Samson's studio on 28 June 1963. The exchange started 

with Schmit writing to de Ridder to say that George Maciunas could 

make it to Amsterdam around the day of the opening of the exhibition 

and proposed to organise a Fluxus festival. To impress upon de Ridder 

the importance of the offer, he added that it was the last possibility 

of organising a Fluxus festival in Amsterdam "because Maciunas soon 

will leave Europe and a Fluxus festival is virtually impossible to arrange 

without Chief Maciunas". 3 This may sound as if it was Schmit who 

took the initiative, but it appears to have been Maciunas himself who 

first proposed a Dutch Fluxus festival. In an undated letter to Schmit, 

he wrote, "When you go to Amsterdam VERY IMPORTANT - see if you 

can arrange maybe a one concert festival in that gallery or some

where" .4 In Schmit's letter to de Ridder, Maciunas's instructions turned 

into a remark to the effect that "it would be wonderful if the perform

ance could take place at your gallery Amstel 47". 5 

In the end, the performance did not take place at the gallery, 

but in a rented theatre (in Amsterdam) and at the studio of an ac

quaintance (in The Hague). The change is in many ways illustrative of 

the way in which Fluxus festivals materialised during this phase in 

the development of Fluxus. While there can be no doubt that Maciunas 

took most of the initiative, the fact that he had to rely on Schmit as 

his assistant and on de Ridder as his local representative meant that 

many things changed underway. Thus, Maciunas sent Schmit a poster 

header reading "Festum Fluxorum" in his own eccentric design style, 

but the poster ended up saying "Amstel 47 presents: FLUXUS Festi

val" in an altogether much more sober typescript. Similarly, Maciunas 

instructed Schmit to type the programme on his, Maciunas's, IBM 

typewriter and to print it on the poster, but it ended up typewritten and 

stencilled separately. 6 The programme itself changed considerably 

as well, from the still relatively ambitious affair 7 (sketched by Maciunas 

in one of his first letters about the Dutch festival, which outlined 



"street compositions", "theatre compositions" and "exhibits") 8 to a 

modest, if representative, programme of "theatre compositions" alone. 

Some Fluxus publications appear to have been sold or given away as 

well, but the number of items available was still limited; Maciunas 

had hoped to have the first Fluxus Yearbox ready, but in the end, he 

could only bring a "prospectus, La Monte Young 1961 book, Brecht's 

complete works [Water Yam], Spoerri [l'Optique moderne], Emmett's 

long opera [AN OPERA]" .9 In addition, one of the reviews speaks of 

"an information sheet, printed in a very unpractical format", from which 

the reader could learn that "the international press was far from im

pressed with the activities of the Fluxus group" that were handed out 

to the audience; 10 a description that suggests that Maciunas had also 

brought along the scroll that is commonly known as Ekstrabladet, 

a collection of (almost unanimously bad) reviews. 

The performers at the Fluxus Festival in Amsterdam were Maciunas, 

Schmit, Montwe, Brotzmann and another German, Bernd Reissmann. 

According to a letter Maciunas sent to de Ridder and Schmit a couple 

of days before the festival, Emmett Williams was supposed to have 

taken part, but he is not mentioned in any of the reviews and does not 

appear in any of the photographs. Ben Vautier was mentioned in one 

of the earliest letters, but his name soon disappeared from the list 

already during the planning stage. 11 One of the reviews mentions 

Lancelot Samson as a performer, but this must be a piece of sloppy 

journalism, because neither de Ridder nor Montwe remembers him. 

De Ridder, on the other hand, was the organiser of the festival and 

must therefore be assumed to have been present. 

On 23 June 1963, the Hypokriterion theatre, a fair-sized profes

sional theatre with a large stage, was only half full, 12 but what audience 

there was appeared to have enjoyed itself. Photographs of the festival 

show laughing people; afterwards, Maciunas was quoted as saying that 

"it was a good crowd. We were not interrupted a single time" .13 

The opening number was Emmett Williams's voice piece for la 

monte young (1962) - "one of the Dutch performers" - probably 

de Ridder - came on stage and asked whether La Monte Young was 

in the room. 14 
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[V]oice piece for la monte young was performed against the backdrop of 

some huge strips of paper that hung down from the top of the stage 

and covered the entire stage opening. As soon as it was over, the same 

kind of strips were spread out over the heads of the spectators. At the 

same time, a number of performers began to tear holes in the strips 

covering the stage opening, carefully, bit by bit, starting at the edges. 

Once the holes were large enough, pieces and balls of paper and paper 

aeroplanes were thrown through them into the audience. Finally, most 

of the strips that hung down from the top of the stage were torn down 

as well, leaving only a few fragments of paper.15 This was a performance 

of Benjamin Patterson's PAPER PIECE (1960), but in a loose inter

pretation (figs. 1-3). The score of the piece, which specifies various 

props and actions (pieces of cardboard, paper bags and other paper 

items were to be torn, crumpled, popped and so on), was largely 

ignored. Amsterdam appears to have been served a "Fluxus version" of 

the piece, a practice that became more and more common as more 

Fluxus festivals were held and a Fluxus repertoire and performance prac

tice began to crystallise. 

The third piece on the programme is Tomas Schmit's Sanitas 165 

(1962), but it is not mentioned in the reviews or captured on the pho

tographs, which is strange, because it instructs the performers to get 

the spectators on the front row to change places with those on the 

back row, those on the second row with those on the next to last row, 

et cetera, until everybody had changed places. It is easily spectacular 

enough to expect a journalist to mention it and a photographer to take 

pictures of it, but none of this happened. It seems doubtful, therefore, 

that it was actually performed. 

The next piece that is mentioned is Arthur K"pcke's music 

while you work (1962). It was often performed directly after PAPER 

PIECE, since it turned clearing paper debris off the stage into a 

performance. A music record, one by Dave Brubeck in Amsterdam, 

was "prepared" with several pieces of tape. It was then played on 

stage while the performers cleaned up, but every time the needle got 

stuck on a piece of tape, they rushed to the record player to get the 

music playing again. 



When enough paper had been cleared away, the performers spread out 

in the auditorium and began to count the audience in a performance 

of Emmett Williams's counting song (1962). Sometimes, performances 

of the piece produced an exact head count, but the one in Amsterdam 

only seems to have led to confusion, since the performers were count

ing at cross purposes.16 

As the next two pieces, the programme mentions two of Dick 

Higgins's Constellations, numbers 7 and 4 (in that order). No. 7 is rather 

abstract, with a score that only consists of the puzzling words "making 

changing relationship of event to environment", so it is not surprising 

that it is not mentioned in the reviews. The score of No. 4, however, is 

very concrete. It instructs the performers to make one sound only, in 

a very specific way: "A sound is made. The sound is to have a clearly

defined percussive attack and decay (such as produced by plucking 

strings, hitting gongs, bells, helmets or tubes). Each performer produces 

his sound efficiently and almost simultaneously with other performers' 

sounds. Each sound is produced only once." Photographer Oscar van 

Alphen appears to have captured a shot of it - four performers stand 

in a row, while a fifth one stands facing them, holding a conductor's ba

ton (fig. 4). This, at least, was the way it had been performed at other 

Fluxus festivals, even if it is impossible to tell without a sound recording 

whether it was actually a performance of Constellation No. 4. 

The next p iece, however, is amply documented. It was George 

Maciunas' s own IN MEMORIAM TO ADRIANO OLIVETTI (1962), 

a piece in which simple actions are performed according to the numbers 

on used rolls from an Olivetti adding machine. Maciunas himself wore a 

bowler hat that he lifted every time his cue came up. Bernd Reissmann 

had an umbrella that he opened and closed, each time hiding Maciunas 

from sight. Montwe wore a military hat, which he lifted, Brotzmann 

bowed and Schmit, wearing a leather motorists' helmet, pointed into the 

audience. A film shot by Montwe, which documents the piece very well, 

and Oscar van Alphen's photographs, show a sixth unknown performer, 

but unfortunately it is impossible to make out what he is doing (fig. 5). 

After this piece (not on the programme) George Brecht's SAXO

PHONE SOLO (1962) was performed: one of the performers entered 
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the stage carrying a saxophone case. He opened it, found a trumpet 

inside, quickly closed the case again and hurried off the stage. The 

piece was supposed to be followed by Robert Watts's EVENT: 10 (1962), 

but once again, evidence is lacking. The score of the piece reads, 

"A performer stands on a dark stage with his back to the audience. He 

strikes 10 matches at uniform intervals. Another performer rings a bell 

10 times at the same (or different) intervals". Despite the recognis

ability of the piece - the darkness and the flares of the matches - no 

descriptions or photographs of this performance at the Hypokriterion 

theatre survive. 

However, Oscar van Alphen captured the last two pieces before 

the break: Robert Watts's TWO INCHES (1962) and George Brecht's 

DRIP MUSIC (DRIP EVENT) (1959-1962). In TWO INCHES, a two

inch ribbon was stretched across the stage and cut . DRIP MUSIC was 

performed by Maciunas, who dripped water from a small bottle into 

a saucer on the floor (fig. 6). His interpretation was remarkably low-key 

in comparison with most other renditions, which typically make use of 

a stepladder, as if they want to magnify the piece to ensure that every

one in the whole auditorium can see it. 

After the break, the festival continued with Benjamin Patterson's 

SEPTET FROM "LEMONS" (1961). Normally, the piece would be 

performed by fixing balloons to the spouts of seven tea kettles, boiling 

water in them until the steam inflates them and then popping them 

with darts . The version that was performed at the Hypokriterion theatre, 

however, was identified in the programme as the "Fluxus variation" of 

the piece, or in a letter from Maciunas to Schmit as "the Schmit vari

ation with balanced balloons" .17 Seven pairs of balloons had been fixed 

to the floor of the stage, and the audience was invited to throw darts at 

them (fig. 7). According to Montwe, the audience was very disciplined 

in its execution of the piece, so only the balloons were hit and no ac

cidents happened. 18 

Next on the programme is Jackson Mac Low's LETTERS FOR 

IRIS NUMBERS FOR SILENCE (1961) a complicated card piece 

for two to fifty-one performers. No descriptions or photographs survive, 

possibly because the complexity of the piece makes it difficult to 



capture in words or images. However, Montwe clearly remembers tak

ing part in the next piece, Tomas Schmit's Sanitas 35 (1962). "Blank 

sheets of paper are given to the audience. After this, the piece lasts at 

least 5 more minutes". He also remembers one of the two versions of 

Emmett Williams' s four-directional song of doubt for five voices (1957) 

that were performed. The text of the piece consists of the sentence: 

"you just never quite know", each word of which is spoken by a different 

performer. The score consists of a grid that indicates when each per

former says their word; it is "four-directional" because it can be held 

any side up. A second version of the piece, and the one described by 

Montwe, makes use of whistles instead of the performers' voices.19 

After Williams's piece, George Maciunas's Piano Composition 

no. 1 for Nam June Paik (1962) (fig . 8) was performed - with great effort, 

a piano was carried on stage. The piano was then used in a perform

ance of George Brecht's PIANO PIECE, 1962 (1962) in which a vase of 

Aowers was placed on top of it. Thus decorated, the piano was turned 

with its side to the audience, after which darts were thrown into the 

sound board, making audible "donggg" noises: the Fluxus version of 

T oshi lchiyanagi' s PIANO PIECE NO. S (1961), a highly indeterminate 

piece that only specifies certain timings and dynamics. Apparently, the 

score was visible on stage, because the reviewer of Vrij Nederland men

tioned that the darts were thrown "in a tempo, indicated by the score". 20 

Finally, the piano was used for a performance of La Monte 

Young's Piano Piece for David Tudor #2 (1960). What the audience 

saw was Schmit taking a seat behind the piano and lowering the 

fallboard (the lid that covers.the keys) very slowly. However, the score 

instructs the performer to "open the keyboard cover without making, 

from the operation, any sound that is audible to you. Try as many times 

as you like. The piece is over either when you succeed or when you 

decide to stop trying". Schmit later described it as one of his favourite 

Fluxus pieces: "when you perform this piece onstage, you soon find 

out that the lid produces a whole cacophony of sounds. It's wonderful 

to perform this piece. You try and open the lid and hear the weirdest 

sounds, but the audience hasn't got a clue what you're trying to do. You 

follow Young's instructions, you find out it's hopelessly unrealistic, and 
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in the end you simply give up. How does the audience perceive the 

event? Well, it's totally up to them and their imaginations". 21 

The evening ended with a simultaneous performance of Dick 

Higgins's Graphis 110 (1962) and George Brecht's DIRECTION(1961) 

and WORD EVENT (1961). In DIRECTION, a traffic sign with an 

arrow on it is placed on stage and the performer(s) walk around it, both 

in the direction indicated and in the opposite direction. WORD EVENT 

consists of the word "exit" and was usually performed at the end of 

a concert, usually by holding up an "exit" sign (or the equivalent in the 

local language). 

After the concert, Jan Eijkelboom, who covered the event for Vrij 

Nederland, had a conversation with Maciunas about the similarities 

and differences between Fluxus and Dada. Eijkelboom saw mostly simi

larities, but Maciunas underlined the differences: as opposed to Dada, 

Maciunas said, Fluxus had its roots in music, had the "event" as its 

main vehicle of expression, was more indeterminate - and went much 

further than Dada in the direction of anti-art. As Eijkelboom describes 

the encounter, Maciunas then "lost himself, while sipping on his glass 

of milk, in the subtlest of differences between borderland-art, non-art 

and anti-art, but I will not follow him there: only by remaining amusing 

can Fluxus hold on to the right to be taken seriously". 22 

And here this account of the Dutch Fluxus festival in June 1963 has 

to end. According to the poster, a second concert took place at Lancelot 

Samson's studio in The Hague on 28 June 1963, but no descriptions or 

photographs survive. Willem de Ridder remembers it very vaguely, but 

he appears to be the only one. Despite the surprisingly large amount 

of information that tends to turn up, some concerts remain shrouded 

in mystery and the Fluxus festival in The Hague is one of them; at least 

until new information becomes available and a new chapter can be 

added to the history of Fluxus. 
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Fig . 1 The audience joins in 

the performance al Benjamin 

Patterson's PAPER Pl ECE, 

23 June 1963 



Fig . 2 Manfred Mantwe and 

Bernd Reissmann clearing the 

stage after a performance 

of Benjamin Patterson's PAPER 

PIECE; on the right, author 

Simon Vinkenoog, 23 June 1963. 

Fig. 3 Peter Brotzmann, Manfred 

Montwe and Bernd Reissmann 

clearing the stage after a per

formance of Benjamin Patterson's 

PAPER PIECE, 23 June 1963 
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Fig . 4 George Mociunas (with 

conductor's baton), Bernd 

Reissmann, unknown performer, 

Manfred Montwe, Peter Brotzmann 

and Tamas Schmit performing 

Dick Higgins's Constellation No. 4, 

23 June 1963 

Fig . 5 Peter Bri:itzmann, Bernd 

Reissmann, Manfred Montwe, un

known performer, George 

Maciunas ond Tomas Schmit per

forming George Maciunas's 

IN MEMORIAM TO ADRIANO 

OLIVETTI, 23 June 1963 



Fig . 6 George Mociunos per

forming George Brecht's 

DRIP MUSIC (DRIP EVENT), 

23 June 1963 

Fig . 7 The audience throwing 

darts at balloons in a performance 

of Benjamin Patterson's SEPTET 

FROM "LEMONS", "Fluxus 

variation"/ "Schmit variation", 

23 June 1963 

Fig . 8 Bernd Reissmonn, Peter 

Brotzmonn, Tomas Schmit and 

Manfred Montwe performing 

George Mociunos' s Piano Com

position no.1 for Nam June Paik, 

23 June 1963 

234 



''I annou 
of th 

I used to a 
fantastic 

I used 
the othe 

jealo 
Ben V 



rzced lots 
• ings, 
rznounce 
things, 
to get 
r artists 
us.'' 
1utier 



FLUXUS FESTIVAL D'ART TOTAL 

235 (ET DU COMPORTEMENT) 

NICE, 25 JULY - 3 AUGUST 1963 

Jennifer Burkard 

The Fluxus Festival d'Art Total (et du Comportement) in Nice in summer 

1963 was characterised by the encounter between Fluxus and a - at 

least in comparison to Paris - somewhat peripheral, but lively art scene. 

In the early 1960s, Ben Vautier, the charismatic artist and owner of a 

Ni~ois record shop, had gathered around him a group of young men 

interested in art and theatre. Together with Marcel Alocco (who did not 

perform during the Fluxus Festival d'Art Total), 1 Robert Bozzi, Robert 

Erebo and Serge Oldenbourg (also known as Serge Ill), the group ap

proached Fluxus from a perspective of theatre: 

"You must know that in Nice at that time the competition we had 

wasn't between painters, it was between theatre groups. [There were] 

three theatre groups, one who believed in Beckett, one who believed in 

Ionesco and Beckett, one who believed in Moliere and Corneille, which 

are our great [poets] like Goethe. [ ... ] We told them we are not going 

to make 'as if' or play, we are just going to show you what we do. So once 

we ate, it opened up and we ate, we all had a big meal, once it was 

something else, I don't know, so we did it and it was called Le Theatre 

Total. But I also called it Theatre Total Fluxus. That was in 64. But in 

63 it was the beginning of it". 2 

Initial contact between Ben Vautier and George Maciunas had 

been established at the Festival of Misfits in London in October 1962, 

where Vautier, invited by Daniel Spoerri, had remained for the duration 

of the festival in the window of Gallery One. Maciunas, as the "chair

man" of Fluxus, cherished the idea of organising a festival with him in 

Nice and wished to continue the spread of Fluxus afterwards in ltaly.3 

In the end, Tomas Schmit, Emmett Williams and Robert Filliou, who 

Maciunas wanted to participate, 4 could not make the trip, and towards 

the end of July Maciunas arrived in Nice alone. 



STREET ACTIONS 

Ben Vautier took charge of advertising the events which would culminate 

in an evening concert titled Recherche d'une nouvelle creation musicale et 

theatrale also called evenement mondial ('worldwide event') at the 

Nouveau Casino on 27 July. Some of the actions announced in the pro

gramme, especially the street actions by Vautier, can be understood as 

teasers to draw attention to the big day, as the ostensive presence of the 

poster heralding the evening concert attests. Among them, we can count 

Vautier's action of signing all objects bought at Nice's flea market on 25 

July. The programme announced, "Beginning on 25 July at midnight sharp, 

the cemeteries - the garrison houses - the supermarkets - the churches -

the police stations - the court houses - the hospitals - the flea markets -

must be considered as Local Museums of TOTAL Art. To this aim, Ben 

will make a guided tour through the flea market of Nice on 25 July at 

4 p.m. and will sign every purchased object. Because Ben under Duchamp 

equals Duchamp under Ben. Meeting in front of the flea toilets!" 5 

A photograph by George Maciunas shows Ben, sitting at a table 

in the midst of the flea market, signing a woman's papers (fig.1). Even 

a stamp lies on the table, attesting to the seriousness of his action. The 

poster advertising the concert on Saturday 27 July hangs from the sides 

of the table. 

The programme is quite clear about another action's aim, an

nounced as: "BEN WILL SWIM ACROSS THE HARBOUR OF NICE: on 

26 July 1963, in order to prepare the worldwide event - Meeting at 

10 a.m. at the lighthouse!" 6 The event is documented by a series of 

photographs by Philippe Franc;:ois. Vautier stands on the promenade 

before his dip, pointing at the sea with his umbrella as though seeking 

to attract his audience's attention. The other photographs show 

Vautier, fully dressed, with a bowler hat on his head, alternatively with 

his umbrella and/ or the poster in the hand (figs. 2-7). 

Many other actions were part of the programme, but it is diffi. 

cult to ascertain today to what degree they were realised. Some of 

the actions exist exclusively through their announcement, such as 

Ben Vautier's "Every person dying in Nice between 25 July and 5 August 

will be considered as creating an Artwork by Ben" .7 
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LE PROVENCE 

One day before the concert planned for the Nouveau Casino, Robert 

Bozzi, George Maciunas and Ben Vautier performed a series of Fluxus 

pieces on the terrace of the restaurant Le Provence on avenue Felix 

Faure. In contrast to most of the Fluxus concerts, where the pieces are 

performed on stage and therefore the performers are spatially sepa

rated from the audience, the location implied that the three of them 

were in the midst of the spectators - who were attentive and visibly 

pleased. Thanks to Philippe Franc;:ois's photographs, the programme of 

the performances can be reconstructed quite precisely. 

Bozzi and Maciunas began with Robert Erebo's Cravate ('Tie'), 

which according to the photograph seems to consist simply of the 

knotting of a tie (fig. 8). Cravate was followed by a piece by Dick Higgins 

that Ben Vautier remembers as "Gants" ('Gloves'),8 performed by Ben 

with big black gloves, which he pulls on with Maciunas's help (figs. 9-11). 

Then, Vautier ate Aliment mystere ('Mystery Food') out of a tin with the 

gloves still on (figs.12-14). While the programme does not refer in any 

terms to a series of performances except for the 27 July concert, it does 

list a single performance of Aliment mystere as an homage to Benjamin 

Patterson, scheduled for 26 July at 9 p.m. at Le Provence. One can 

therefore speculate that the performances at Le Provence developed 

around this programmed piece. 

The next piece performed consisted of the scraping of three 

violins with percussion sticks (fig. 15). Ben Vautier identifies it as 

a performance of 2 Sounds (1960) by La Monte Young. 9 The version 

performed at Le Provence seems to be a variation to contain three 

sounds produced by Bozzi, Maciunas and Vautier. 

The piece was followed by two now classic Fluxus performances: 

George Maciunas's IN MEMORIAM TO ADRIANO OLIVETTI (1962) 

with bowlers (fig. 16) and Robert Watts's TWO INCHES (fig. 18). 

Afterwards, Vautier brushed his teeth in a performance of his Brosse 

a dents (figs.19-20). The concert ended with Joseph Byrd's Piece for 

Richard Maxfield and Robert Watts's no event (fig. 22). 

A last photograph of the evening by Philippe Franc;:ois shows 

a board leaning against a car, apparently outside of the direct perform-



ance context, announcing Tomas Schmit's "Sanitas N2" (fig. 23). The 

score of Sanitas 2 says, "The room of the performance has to be com

pletely dark: (1-20) performers enter, each throws one small, usual ob

ject (for example: a penny, a pea or a cigarette etc.) into the audience, 

each switches on a flashlight and moves into the audience, searching 

the objects. The piece is finished, when all the objects are recovered".10 

As this piece is unsuitable for an outside performance, such as on the 

terrace of a restaurant, it seems more likely that it was Sanitas 35 

(1962), which was performed that day - an assumption which is based 

on Vautier's list of the performed pieces made after the concert. The 

score of Sanitas 35 instructs the performers, "Blank sheets of paper are 

given to the audience. After that, the piece lasts at least 5 more min

utes". 11 Even though it is mentioned in this text as the last composition, 

it is more probable that Sanitas 35 was performed at some point earlier, 

so that Watts's no event would have ended Friday's performances. 

FLUXUS. RECHERCHE D'UNE NOUVELLE CREATION 

MUSICALE ET THEATRALE 

The Fluxus concert planned for 27 July 1963 at the Nouveau Casino was 

to be the climax of the Fluxus festival in Nice - if only it had not been 

cancelled at the last minute by the director of the theatre, who was 

afraid of possible scandalous and dangerous actions. Ben remembers, 

"we had big ideas, like renting a big hall and dynamiting a piano; and 

we announced dynamitize of a piano [sic] by myself - or even Arman 

could have thought of it. But then, the man who owned the theatre, which 

was the Casino Municipal, when he read that, he said, 'no, no theatre' 

and he stopped [ ... ]the show".12 Luckily, Ben found another venue at the 

Hotel Scribe (on avenue Georges-Clemenceau) where a replacement 

programme with Robert Bozzi, Robert Erebo, George Maciunas and 

Serge Oldenbourg could be performed. 

According to his notes, the new programme consisted of George 

Maciunas' s IN MEMORIAM TO ADRIANO OLIVETTI (1962), 

Benjamin Patterson's PAPER PIECE (1960), George Brecht's SOLO 

FOR VIOLIN VIOLA CELLO OR CONTRABASS (1962), Robert Watts's 

TWO INCHES, a Constellation by Dick Higgins, La Monte Young's 
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2 Sounds (1960), Nam June Paik's OneforViolin Solo (1962), Emmett 

Williams's counting song (1962) and finally George Brecht's STRING 

QUARTET (1962). 

The Festival d'Art Total (et du Comportement) in Nice ended at 

the beginning of August, but the Theatre d' Art Total remained an active 

Fluxus cell, which organised diverse actions in Nice and participated 

in Jean-Jeacques Lebel' s Workshops de la Libre Expression in Paris in 

the following years. The opening of the gallery La Cedille qui sourit 

('The smiling cedilla') by George Brecht and Robert Filliou in Villefranche

sur-Mer in 1965 claimed the French Riviera as the second Fluxus centre 

in France. 
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George Maciunas in letter to Ben 

Vautier, undated, late May or 

early June 1963, Archiv Sohm, 

Staatsgalerie Stuttgart. 

5 

"A PARTI R DU 25 JUILLET A 24 

heures precises : les cimetieres -

les casernes - les Super Marches -

les Eglises - les Commissariats -

les Palais de justice - les Hopi

taux - les Marches aux Puces -

Doivent etre consideres Musees 
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typed programme, archive of Ben 

Vautier, Nice. 
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Ben", ibid . 
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Ibid . 
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Fig . 1 Ben Vautier signing all ab

jects bought at Nice's Aea market, 

25 July 1963 

Fig . 2 Ben Vautier before his 

"Swim Across the Harbour of 

N ice" (BEN TRAVERSERA LE 

PORT DE NICE A LA NACE), 

26 July 1963 



Fig. 3-4 Ben Vautier perform

ing his "Swim Across the Harbour 

of Nice" (BEN TRAVERSERA 

LE PORT DE NICE A LA NAGE), 

26July1963 
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Figs. 5-7 Ben Vautier performing 

his "Swim Across the Harbour 

of Nice" (BEN TRAVERSERA 

LE PORT DE NICE A LA NACE), 

26 July 1963 



Fig. 8 Robert Bozzi and Ben 

Vautier performing Robert Erebo' s 

Cravate, 26 July 1963 

Fig. 9 Robert Bozzi during the 

performance of Dick Higgins's 

"Gloves'', 26 July 1963 

Fig. 10 Robert Bozzi, George 

Maciunas and Ben Vautier per

forming Dick Higgins's "Gloves'', 

26July1963 
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Fig . 11 Robert Bozzi and George 

Mociunos helping Ben Vautier to 

put on gloves during the perform

ance of Dick Higgins's "Gloves'', 

26 July 1963 

Figs. 12-13 Ben Vautier, assisted 

by Robert Bozzi and George 

Maciunas, performing his Aliment 

mystere ('Mystery Food'), 26 July 

1963 



Fig . 14 Ben Vautier, assisted 

by Robert Bozzi and George 

Maciunas, performing his Aliment 

mystere ('Mystery Food'), 26 July 

1963 

Fig . 15 Robert Bozzi, George 

Maciunas and Ben Vautier 

performing La Monte Young's 

2 Sounds, 26 July 1963 

Fig . 16 Robert Bozzi, George 

Maciunas and Ben Vautier per

forming George Maciunas's 

IN MEMORIAM TO ADRIANO 

OLIVETTI, 26 July 1963 
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Fig . 17 Robert Bozzi, George 

Mociunos and Ben Vautier ofter 

their performance of George 

Mociunos's JN MEMORIAM TO 

ADRIANO OLIVETTI, 26 July 

1963 

Fig . 18 Ben Vautier and another 

performer performing Robert 

Wotts's TWO INCHES, 26 July 

1963 



Fig.19 Ben Vautier performing 

his Brosse a dents; sitting at the 

table, Robert Bozzi and George 

Maciunas, 26 July 1963 

Fig. 20 Ben Vautier performing 

his Brosse a dents; slitting in the 

background, George Maciunas, 

26July1963 

Fig. 21 George Maciunas writ ing 

the title of Joseph Byrd's Piece for 

Richard Maxfield, 26 July 1963 
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Fig. 22 Ben Vautier in front of the 

blackboard announcing Robert 

Watts's no event, 26 July 1963 



Fig. 23 Boord announcing 

Tomas Schmit' s Sanitas 2, 

26 July 1963 

Fig . 24 View of the audience 

and guests at the restaurant 

Le Provence, avenue Felix Faure 

in Nice, during the performances, 

26July1963 
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2 INTERNATIONALE KONCERTER FOR NYESTE 

251 INSTRUMENTALTEATER OG ANTIART 

COPENHAGEN, 27 AND 30 SEPTEMBER 1963 

Peter van der Meijden 

Perhaps the most spectacular thing about the 2 Internationale koncerter 

for nyeste instrumentalteater og antiart ('Two International Concerts 

of New Instrumental Theatre and Anti-Art') at Nikolaj Kirke in Copen

hagen on 27 and 30 September 1963 was what they almost, but not 

quite, resulted in: fisticuffs and Knud Pedersen's ejection from Nikolaj 

Kirke. As mentioned in the entry about the Fluxus festival in Copenha

gen in November 1962, since 1957 Pedersen had rented the nave of the 

congregation-less Nikolaj Kirke from the municipality of Copenhagen 

for his Kunstbibliotek ('Art Library'), or art rental service. However, the 

building had other inhabitants as well, namely Orlogsmuseet and 

Kirkens Korshaer, the Royal Danish Naval Museum and the Danish coun

terpart of the English Church Army, and both had wanted Pedersen 

out of the church for a long time, as had the municipality. Apparently 

the programme outlined in this text was primed to upset them. As far as 

the fisticuffs are concerned, the last piece to be performed on 

27 September, Tomas Schmit's Sanitas 79, was an enjoyable experience 

for some, but Eric and Tony Andersen had to make a narrow escape 

by car because others were less impressed. 

After the November 1962 Fluxus festival, Pedersen's Kunstbib

liotek in Nikolaj Kirke remained a place where Fluxus was welcome. 

In March 1963 it hosted Kammer-Fluxus, 1 on 24 April 1963 Arthur 

K0pcke held an evening of solo performances there, 2 in August 1963 

it was Andersen's turn with a performance of his Opera 253 and 

then, the topic of this essay, the 2 Internationale koncerter for nyeste 

instrumentalteater og antiart were held there. These were only the 

"official" performances - the few about which written records are pre

served, those that were organised more or less like a concert or 

theatrical performance, with an entrance fee, a printed programme, 

a fixed starting point, et cetera. It appears that many more impromptu 



performances were given at Nikolaj Kirke that never made it to the 

archives.4 

According to one announcement, the 2 Internationale koncerter 

for nyeste instrumentalteater og antiart were organised "in collaboration 

with the organisations YAM (New York) and FLUXUS (Cologne)".5 Of 

the seven performers at the first concerts, the programme identifies Jed 

Curtis, Terry and Ann Riley, Eric Andersen and Henning Christiansen as 

"chosen by YAM", while Tomas Schmit is said to have been "chosen by 

FLUXUS and Arthur K0pcke is given the title of "Scandinavian FLUXUS 

representative" .6 Already on the programme of the Concerto at the 

Royal Danish Conservatory of Music on 23 April 1963, great care was 

taken to mark certain pieces "© Fluxus" ,7 and the way of identifying 

the participating artists used here is remarkably similar. Although it is 

impossible to be certain of such nuances on paper, the tone in both 

programmes seems decidedly ironic. 

The references to Yam and Fluxus reflect a piece of contempor

ary Fluxus politics. Only weeks before the 2 Internationale koncerter 

for nyeste instrumentalteater og antiart, George Maciunas had had to 

return to the United States after twenty-one months in Germany and 

had left Tomas Schmit, based in Cologne, in charge of Fluxus. This is 

why Schmit was said to have been "chosen by Fluxus". The reason why 

K0pcke was said to "represent" Fluxus without being "chosen" was that 

he had been involved in Fluxus right from the start, but had avoided 

getting mixed up in George Maciunas's organisational efforts. Instead, 

he represented Fluxus by means of his participation in Fluxus festivals, 

in his friendships and in the attitude behind his own work. 

The reference to Yam requires a longer explanation. Initially, 

Maciunas had invested most of his energy in European Fluxus, but when 

it became apparent, in spring 1963, that his employer, the U.S. Army in 

Germany, wanted to send him back to the U.S., he began to focus more 

and more on New York. 8 One of the things that especially occupied him 

was George Brecht's and Robert Watts's Yam Festival in New York in 

May 1963. Maciunas had published or intended to publish both artists' 

works as Fluxus editions, so he regarded their organisational activities 

as closely related to his own and tried to incorporate them into his 
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plans for the introduction of Fluxus in the U.S., but unsuccessfully.9 

Therefore, "Yam" can be taken to stand for Fluxus(-related) activities 

outside the direct influence of Maciunas. 

At the time of the 2 Internationale koncerter for nyeste instrumen

talteater og antiart, Jed Curtis and Terry Riley were in Denmark for an 

extended period of time. One month earlier, on 25 August 1963, they 

had already participated in a happening at Christiansen's farm in the 

village of Kirke Hyllinge, west of Copenhagen, called Happening Grosso. 

Here, Riley had initiated a performance in which Christiansen's grand 

piano was filled up with sand, while Curtis, dressed in underpants and 

a plastic Viking helmet, had raced down a hill in a toy car, whooping and 

scattering a herd of heifers and offered to cut ladies' toenails with a pair 

of gardening shears.10 Schmit, on the other hand, came over especially 

for the 2 Internationale koncerter and left already after the first night. 

Only a programme of the first night of the 2 Internationale 

koncerter exists. It lists a piece by Riley called Grab Bag Piece, Schmit's 

lexicon-poem (1963), Andersen's Opera 14, K0pcke's music while 

you work (1962), Christiansen's DIALECTICAL EVOLUTION I (1963) 

and Schmit's Sanitas 79 (1962). However, Fluxus concerts hardly ever 

followed the programme, and in this particular case, a measure of 

simultaneity and improvisation seems to have been involved as well. 

It is therefore doubtful whether the pieces, if they were performed at 

all, were performed in that particular order. The only thing we have by 

way of an eyewitness account is a letter of complaint by Father Arne 

Kongsgard of the Church Army. 

Three days after the event, on 30 September 1963, Kongsgard 

wrote to his superiors that he had been talking to a young man and his 

mother shortly after 5 p.m. on 27 September 1963 when he was sudden

ly disturbed by "an enormous noise" that turned out to originate from 

"a rather large gong" that had been installed in Pedersen's Art Library. 

The noise continued and was soon accompanied by the sound of large 

planks of wood being dropped one on top of the other. It was not until 

"a number of young people, amongst them some Americans and Ger

mans", came to ask where the concert was supposed to take place that 

it dawned on Kongsgard that he had been witnessing the rehearsal of 



a performance. After 8 p.m., he had to do his work to the accompani

ment of "the strangest sounds: shouts, screeches, bangs, a continuous, 

resounding tone from the organ, now and then voices talking lively, 

suddenly interrupted by jazz music". When he had finished talking 

to the young man and his mother, some time into the concert, he 

went over to take a look, and this is what he saw: "A group of young 

people stood around in random groups, still wearing their overcoats, 

smoking and talking, [and] one of them had positioned himself on or 

in an armchair that had been placed on a dais from which he could 

oversee the 'spectacle'. In the middle of the floor was [a] gong. Here, 

there were four or five young people who trotted in a circle after each 

other around a backdrop-like wall (otherwise probably used to hang 

paintings). When one came out from behind the backdrop, he walked 

very seriously up to the gong and hit it, maybe one stroke, maybe more, 

maybe softly, maybe penetratingly hard, and so on. What people 

were up to behind the backdrop remains uncertain, but perhaps it was 

from here that the screeching noises originated, like from a balloon. 

Strangely enough, the planks of wood were only rarely used during 

the concert itself, but the organ set in occasionally with an unbearably 

long tone, so one felt ashamed on behalf of the good organ". 11 

Of course Kongsgard did not have a programme, and even if 

he had, he likely would not have referred to the pieces mentioned. There

fore, one can only guess as to what was what. The strokes of the gong, 

the sounds of the pieces of wood crashing together and the long notes of 

the organ, for example, could just as easily have been part of any con

tribution. As it is, a certain formal likeness can be discerned between 

Kongsgard's description and the score of Christiansen's DIALECTICAL 

EVOLUTION I (op.16a, 1963),12 the fifth piece mentioned in the 

programme. The score of the piece instructs the performers - always 

an uneven number - to form a queue in front of a percussion instrument. 

The piece starts when the first performer walks up to the instrument, hits 

it once, walks back past the queue and takes up position as the last 

in line. The second performer, meanwhile, as soon as he or she hears 

the blow, walks in a circle to the back of the queue without hitting 

the instrument. The piece continues in this manner until everyone has 
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struck a blow, and then the same procedure is repeated with two, three, 

four blows struck, ad lib. According to Andersen, however, Kongsgard's 

description mixes Riley's and Curtis's contributions: Riley's Grab Bag 

Piece consisted of banging the gong and making various noises behind 

the partition and Curtis's contribution of an improvisation on the organ.13 

The other actions mentioned are harder to relate to a score, 

but it seems most likely that they were a part of Andersen's Opera 14. 

Schmit's lexikon-poem and Kopcke's music while you work may 

have been performed at the same time, but would then not have been 

recognised as separate pieces. No score with the title Opera 14 

(plural) seems to exist, but there is an Opus 14 that instructs the per

former to "announce a piece of art, perform the announced piece 

[and] tell the audience that they (also) have been present at the per

formance of 'Opus 14 by Eric Andersen"' .14 The score does not specify 

any particular action, and it only calls for a "piece of art" to be an

nounced and identified as "Opus 14" afterwards. The use of the word 

Opera, however, suggests a link with Opera 25, first performed at 

Nikolaj Kirke in August 1963, which is confirmed by Andersen himself .15 

In Opera 25, the audience is divided into smaller groups and asked 

to perform certain actions for a fixed period of time. No actions are 

specified, but in a manner characteristic of the artist, the person to 

direct the performers is set a number of - rather daunting - tasks. 

First of all, the actions "have to be developed according to the dispo

sition, faculty, milieu, conception and composition of the audience" -

they have to conform to the performer's impression of the audience. 

And secondly, the actions and the relationships between them have to 

be styled in a manner "which is independent of any origins and not mov

ing (Kalpa)" - it should be impossible to trace them to something that 

happened earlier or to connect them by means of some sort of progres

sive system.16 According to Andersen, Opera 14 is a version of Opera 25 

in which the actions are repeated at given intervals, but different from 

action to action.17 As examples of actions, he mentions playing poker 

with half a deck of cards or forming an inverted human pyramid.18 

Of Riley's Grab Bag Piece, no score or description is known. 

Schmit's lexicon-poem instructs the performer(s) to open a dictionary 



at random, take a deep breath and read until out of air - to be re

peated ad lib. K111pcke's music while you work is a bit of a Fluxus classic, 

but it exists in two versions, and it remains unknown which version was 

performed. In the first version, a performer cleans the stage to the ac

companiment of a record. The record has been "prepared" with several 

pieces of tape, so that the arm gets stuck. Every time this happens, 

the performer rushes over to the record player to set the music playing 

again. In the second version, there are several performers executing 

different tasks, such as reading a piece of text, stripping or washing 

themselves. The jazz music Kongsgard mentions may well relate to 

a performance of music while you work in one of these two versions. 

The final piece of the evening, however, Tomas Schmit's Sanitas 

79, was remembered by many. The score of the piece simply instructs 

the performer(s) to get the audience to board a coach, drive them 

a long way away and leave them. In this particular case, the audience 

was driven to the city of Ringsted, some 60 kilometres southwest of 

Copenhagen. According to Knud Pedersen, an announcement was 

made around 10 p.m. that the last piece would take place in a coach 

that was parked outside Nikolaj Kirke. Forty-five people stormed 

outside to secure themselves a seat, and the coach drove off, with 

Andersen as a guide. 19 One might have expected Schmit to have been 

there, but he was suddenly found to be missing. Tony Andersen, Eric's 

brother, set out by car to find him, but without success; 20 it turned out 

later that Schmit had taken the train back to Germany without even 

pausing to pack his suitcase. 21 Beforehand, the driver of the coach had 

been made to understand that he would not get his money if he took 

anyone back with him to Copenhagen. After a tour that, according to 

Andersen, was enlivened with various performances, everyone was sent 

out into the night and the coach drove off, empty. However, Andersen 

himself now had to face the problem of how to get back. He and his 

brother Tony had agreed that the latter would drive to Ringsted after 

having searched for Schmit, but before Andersen could get in the car, 

some people recognised Tony and tried to get a lift. This was when 

things got nasty and fists almost flew, but Andersen managed to get 

in and the two of them drove off, leaving the ousted passengers to 
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themselves. According to Pedersen, the stranded audience members 

managed to wake up a local coach driver and persuade him to drive 

them back to Copenhagen, while Andersen says they got a pub to stay 

open all night until they could get back early the next morning. 22 

Composer Per Nergaard, however, who was one of the passengers on 

the coach, claims that they easily caught the last train back. Nergaard 

also adds that it was only a small minority that was upset; other peo

ple were quite happy to be left in Ringsted, for example, because they 

had sat next to an attractive girl on the coach and now had the chance 

to become better acquainted. 23 In any case, it seems that the piece 

caught up with Andersen later that year, because he remembers get

ting his eye blacked as a result of it on two occasions. 24 

Schmit's sudden departure meant that they were one performer 

short during the second concert on 30 September 1963. Riley and 

Curtis took part, 25 but do not appear to have contributed with pieces 

of their own, so it became an evening almost entirely devoted to 

Andersen, Christiansen and Kepcke. This time it was caretaker Jorgensen 

who took to the pen. The other complainant was the director of the 

Naval Museum, Bredo Munthe af Morgenstierne, who had also com

plained about violations of the smoking ban during the first concert 

on 27 September 1963. 

Caretaker Jorgensen described the concert as "the worst canni

bal party imaginable". According to his account, the audience consisted 

of between twenty-five and forty people. To begin with, they sat down on 

the floor in small groups to play cards, drink beer and smoke cigarettes. 

That was bad enough in itself, but then: "the floor was covered with 

green powder, small balls, paper, cardboard boxes and other junk. At 

the same time, empty beer bottles were dropped on the floor and 

several of them broke, to the great amusement of the participants. This 

lasted from 8:35 p .m. until 9:20 p.m., when the real trouble started. 

Four young men, each with a lawnmower, drove around across the floor 

and made the worst noise imaginable. They behaved worse than wild 

animals. At 9:40 p.m. I decided that they went too far and made several 

attempts to stop them. I succeeded at 10 p.m., to the great discomfi

ture of those present. It should not have ended before the last person 



had left the room, and there were still fifteen people left; this is what 

I was told by Mr. Kebcke [sic], who was primus motor for the entire 

thing. [ ... ] The last participants, including three lawnmowers and 

those empty bottles that were left unbroken, left the room around 

11 p.m., indignant because they could not continue as they pleased". 26 

Munthe af Morgenstierne introduced his account of the evening 

with a description of the state he found the church in after the concert. 

"The room was littered with paper, cardboard and pieces of wood", 

he wrote, "and on inscrutable grounds, sawdust had been spread on 

the floor". About the performance itself he wrote, "During the per

formance, four people were placed on a piece of paper with bottles of 

beer and a game of cards, while beer was being consumed everywhere 

and bottle tops and later on even entire beer bottles were strewn across 

the floor. One man performed in underpants and an undershirt, and 

in the middle of it all, some people drove around inside the room with 

four lawnmowers that produced a noise that did not bear much re

semblance to the organ music one would associate with a church". 27 

As a result of the two complaints, Pedersen received a letter from 

the city authorities, terminating the lease and ordering him to vacate 

Nikolaj Kirkeby no later than 12 p .m . on Thursday 17 October. The con

crete grounds mentioned are the nuisance caused by the lawnmowers, 

the danger presented by the broken beer bottles and the violation of 

the smoking ban. 28 In support of Pedersen, Andersen wrote a letter 

in which he gave his own account of the evening. 29 Although the letter 

was solely written in support of Pedersen against the claim of the city 

authorities and can therefore in no way be regarded as a truthful ac

count of the actual events; it can nevertheless, with all due reservations, 

be used to identify some of the actions described by Jergensen and 

Munthe af Morgenstierne. 

The groups that sat around and drank beer, it appears, were 

performing Andersen's own Opus 2 7. The piece has more than a pass

ing resemblance to Opera 25 - according to Andersen, the audience 

was once again divided into groups and asked to perform a number 

of tasks. One group discussed the notion of dualism, another group 

discussed the word "hybris", a third group wrote what they felt like on 
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a piece of paper, a fourth group spoke into a microphone, a fifth group 

played cards with half a deck, a sixth group drank beer while playing 

cards with the other half of the deck, et cetera. 

The lawnmower piece is even easier to identify - it is the first of 

Henning Christiansen's Colour Pieces (Colour-music), (op. 20a, 1963), 

the colour green. The score consists of the sentence "Drive with several 

lawnmowers through the audience, through the town or through the 

world" .30 According to Andersen's letter, the lawnmowers were used in 

such a way as to generate different sounds: now quickly, now slowly, 

now hesitantly, now smoothly. 31 The piece was performed twice, as the 

third piece on the programme and as the fifth and last piece. During 

the second performance, the audience "broke some empty bottles by 

throwing them in front of the lawnmowers", as Andersen put it, but 

the number of broken bottles mentioned in the eviction orders, thirty 

or forty, was hugely exaggerated. According to Andersen, "a total 

of twelve bottles of beer and 8 bottles of mineral water were consumed, 

and of these only three empty beer bottles and one empty bottle of 

mineral water were broken under unfortunate circumstances." 32 

This leaves the green powder, the balls, the pieces of paper and 

the cardboard boxes unaccounted for. The green powder may have 

something to do with the lawnmower piece, as it was devoted to the 

colour green, but it may also have been spilled in connection with 

a performance of Arthur Kepcke's reading/ work-piece No. 9: "Buy 

a frame with glass & place different small objects on the backside - fi

nally cover the objects with several kinds of colour-pigments, then close 

the picture". 33 As a third possibility, it could be related to the piece 

by Kepcke that Andersen recalls as the second one to be performed that 

evening. Andersen identifies it as.fill: with own imagination (read

ing/ work-pieceNo.10), but it is probably a realisation of reading/ 

work-piece No. 82, which consists of the words "Arthur Kepcke present". 

According to Andersen, it was performed by handing out short poems, 

newspaper cuttings and envelopes with or without content to the audi

ence, not just once, but several times throughout the concert. 

Finally, Andersen mentions two pieces in his letter that are not 

mentioned at all in the letters of complaint. Both are by Christiansen, 



but Andersen now doubts whether they were performed at all. According 

to Andersen's letter to the city authorities from October 1963, the 

concert opened with a piece by Christiansen called Registrering, in which 

the spectators were asked simple questions about themselves, for 

example their name or their address, in front of a microphone. However, 

no score of such a piece seems to exist. Of the last piece mentioned 

by Andersen, Christiansen's SP0RGSMAL OG SVAR ('Question and 

Answer', op. 19b, 1963), a score exists, but no performance details 

survive bar those mentioned in Andersen's letter. An English version of 

the score reads, "Ask the audience: ANY QUESTION? If there are 

any questions, then cast a caramel to the questioner. If there are no 

questions, THEN EAT THE CARAMELS YOURSELF" (sic}.34 According 

to Andersen's letter, not only caramels, but also other types of sweets, 

cake, mineral water and beer were handed out - but as previously indi

cated, Andersen's mention of these details is no guarantee that it was 

actually performed, since his letter was first and foremost intended to 

appease the authorities. 

In the end, Pedersen could stay in Nikolaj Kirke, but he was pushed 

out gradually anyway, first to a side chapel and then out altogether; 

after all, the Church Army, the Naval Museum and the municipality of 

Copenhagen had been looking for a reason to get him out for a long 

time, and it is always possible to find other ones. In his book Kampen 

mod borgermusikken, he gives an amusing account of his fruitless efforts 

to convince mayor Urban Hansen to let him stay.35 When lobbying did 

not have any effect, Pedersen got his lawyer to reject the eviction order 

with a claim that he was dependent on the space in Nikolaj Kirke for 

his livelihood. The case ended up in real estate court, but no verdict 

was reached. The case dragged on until 1970, when the court judged 

in favour of Pedersen and he was awarded damages.36 
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municipality al Copenhagen, 

10 October 1963, Copenhagen 

Fluxus Archive, no. 224.3. 

30 

Score in the Silverman Collection, 

MoMA. 

31 

Andersen (see note 29) . 
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Ibid . 

33 

Ouoted from the ve rsion of 

K0pcke' s reading/ work-pieces 

manuscript in the Archiv Sohm, 

Staatsgalerie Stuttgart. Piece 

No . 9 is an instruction to make 

one of K .. pcke 's Pulverbilleder, or 

"powder pictures", a procedure 

he employed in 1961and1962. 

34 

Score in the Archiv Sohm, Staats

galerie Stuttgart. 

35 

Pedersen (see note 19), 

pp. 99-107. 
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to Knud Pedersen, 24 March 

1970, Copenhagen Fluxus Archive, 

no. 224.3. 
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263 PARIS, 9 OCTOBER 1963 

Excerpts from the correspondance between Emmett Williams and 

George Maciunas 

ravenel (le chateau) 

oise 

october 15th, 1963 

dear george brecht, al hansen, dick and alison, george maciunas, 

jackson, simone, ben, bob and la monte, 

thank you for your long-distance participation in a very memo

rable evening. several days ago i sent all of you three programs apiece, 

but they are heading your way by slow boat. the only person in the 

u.s.a. who has one as yet is george maciunas, so you can knock him 

up if you want to see my masterwork, the cover [fig.1], which was 

stretched into a funny pattern by the grafiker who assisted me. he's 

thrilled over it, but it leaves me cold. comments, please. 

first, let me tell you what did not happen. all summer long, when 

i wasn't traipsing about vienna and brittany with spoerri, i was busy 

rounding up twenty children, male, age 8, for dick higgins' tag. it was 

all arranged when w h a a a a a a m i was told french law forbids mis

handling children in this fashion. all right, i fought and lost, and substi

tuted~ child {the daughter of robert filliou & marianne) for alison's 

child art piece. at the last possible moment this, too, was outlawed. 

on the top of this, the museum outlawed the two street guitarists 

who were engaged for the overture, and the french radio & tv told me 

to cut the program {which they hadn't seen). okay, spoerri, who agreed 

to do the mise-en-scene with me, had disappeared a few days earlier, 

leaving all the running-around chores and rehearsals and so on up 

to carless emmett williams. when he showed up the morning of the 

big day for the only rehearsal in the museum auditorium, he announced 

that he was a professional and wanted not to be mixed up in "one of 

these fluxus affairs." i requested him to leave, because his presence was 

demoralizing me and my performers. 



all right, now, that's spoerri walking out, no overture, no kids, & a request 

to slash the program - and urgent rehearsals in front of tardieu, lambert 

and other great powers. i was in a state, i said forget the whole thing, 

there'll be no program at all, i'm not to be toyed with in this fashion 

and neither are my composers. i headed dramatically for the door, robert 

filliou grabbed me, pumped me full of enthusiasm, told me the show must 

go on, etc., and about that time i got the go-ahead on the overture, 

and no cuts. all of you, by the way, can thank robert filliou for not only 

cheering me up, but for getting all the performers in a do-or-die mood, 

which paid off in the best fluxus evening i have ever been involved in. 

so what happened? the overture didn't take place after all, 

because the street guitarists missed their cue, but the audience didn't 

know the difference: the guitarists were pretty high and milling about 

the museum, and jed curtis unplannedly was blowing a flute, all during 

the "forced" intermission on. 

so the program proper opened with jackson mac low' s 5th biblical 

poem, performed by laurence whitfield and peter green, a pair of 

english artists who live at the chateau, and myself. the scores were 

on music stands, we entered in the dark with our gongs, and beams 

of light hit us in our spread-out formation. big success. 

next came george maciunas' olivetti piece, bowler hat version, 

with robert filliou, erik dietmann, laurence whitfield, peter green and 

myself grouped about a black platform (on which the metronome was 

placed) and it was as funereal as possible. another big success. 

next: robert watts' two inches. filliou and dietmann unwound 

a very gay ribbon in a very tense manner for a long, long time. just as 

erik was about to walk off the stage, i came out and snipped it whaaam. 

this piece got more applause than any other. (the auditorium was jam 

full, by the way, and there were no walk outers.) 

there followed my four-directional song of doubt. joan and jack 

canopa, peter green and laurence whitfield and i sat around the black 

platform, we talked things over, did three versions: words, mouth 

sounds, and balloon whistles. we laughed, the audience laughed, and 

i think this is the way it should be done from now on. that took three 

minutes, & since the audience wanted more, we did my white (for 
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governor wallace). This was a success with the more intelligent critics. 

lambert at first said it couldn't be done because malraux was against 

"propaganda". i won out on this, too, and lambert, after the perform

ance, said it was "very beautiful." 

next: the simultaneous compositions, a new program was posted, 

and read, as follows: dick higgins, concert no. 22; ben patterson, paper 

piece; al hansen, ~; terry riley, ear piece; la monte young, poem for ta

bles, benches and chairs; alison knowles, shuffling piece; simone morris, 

instructions for a dance; george brecht, word event. everything grew out 

of the paper piece, done by two dozen performers; filliou, whitfield and 

green broke out of their paper activities to do la monte, pushing what 

they were writing on and reading on; then started the al hansen, which 

consisted of the taped music from many lands that spoerri and i used 

in vienna last may; terry riley broke away and distributed printed ear piece 

scores to the audience; all this time jed curtis and jeanette janitian were 

doing the morris dance, and i was slowly painting "sortie" on a board. 

daevid allen & his wife were having a ball with paper, as were a pile of 

others. it got wild. after i finished painting the sign, i slyly showed it to 

each performer, after which each performer left. it took me ten minutes 

to show the sign to all the performers, when i was alone on the stage 

the lights faded, and a spot fell on the black platform, where i placed 

the sign and exited. the audience followed suit after lusty applause. 

now here's the thing: everybody wanted to know which part of all 

this was dick higgins' concert no. 22. one old man thought the whole 

simultaneous part was higgins, because he said it reminded him of 

dick's graphis #62. i replied, "you're confusing it with al hansen's piece." 

"which was that," he asked. i told him: "the one you're confusing with 

dick higgins' graphis #62." he thanked me, and left. 

And i thank you, ladies and gentlemen, and sorry you weren't 

on hand. 

Emmett 

I forgot to say: I did alison's shuffling piece for the audience and per

formers from the black plattform. 



10.63 

Dear Emmmmett 

Got your air mail misile with program, so on beginning on my letter 

during spare minutes before your second letter arrives. items: 

1. Dissapointed [sic] with Daniel. Thought of inviting him to New York 

Fluxus, but will hold pending your advise. He was planning to come 

to N.Y. (not for Fluxus I suppose) 

2. Too bad no mention of Fluxus in program. None at all, not even as 

a copyright holder, which it is. (2nd. dissapointment). Newspaper 

reviews will be totally worthless here for Fluxus prublicity [sic]. since 

Fluxus fest. is collective, not a festival of individuals. (we are not 

promoting individuals, but a general spirit, a WAY.) (you know, this 

zen anonymity business etc, etc. etc.). 

3. Program looks very nice otherwise - very nice cover, did you design 

it? Nice idea to make various remarks in program like for 2 inches 

& paper piece. Very nice in fact. (except for lack of Fluxus that is). 

4. No Higgins piece then? or did you substitute with constellation? 

[ ... ] This morning got your "blow by blow" letter. 

1. You still have bowler hats? could you mail them by ship? or give to 

anyone going to New York to take with him! We have only 4 bowlers 

here & need more. 

2. Your 4 dir. song. when you say balloon whistles, you mean balloons 

where [sic] blown up & then released in spurts according to score? 

That's nice. Mouth sounds - where [sic] they audible without micro

phone? What was this white (Wallace) piece???? 

3. How is it there was lot's of audience? who did all the publicity to get 

them??[ ... ] 

5. Brechts exit version seems very nice (to write it very slow), we will try 

that version in N.Y. but by itself. - 10 minute painting of letters. Ethen 

5 min. later you come to EX (still no one can know what word) then few 

minutes later EXI (still not clear). very good! 

6. Did you have a chance at least to distribute fluxus propaganda 

rolls???? [ ... ] 

Best regards, 

George 
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ravenel (le chateau) 

267 oise 

october 24th, 1963 

dear george, 

that's all i needed - a scolding letter from you about "no mention of 

Auxus in program." now look at things cooly and you'll dig why. 

first, the program was presented unter the auspices of the bien

nale de paris (malraux, etc.) and was a roundup of everything, east 

and west, that the planners of the biennale consider internationally 

& contemporarily important in the world of poetry. you should be 

delighted that the american contribution was 100 per cent Auxus folk. 

second, there was a Auxus festival in paris last year, and the big 

planners would never have permitted a "repeat" performance of what al

ready happened and what happened to be a fiasco, as you will ever recall. 

third, as for "no mention of Auxus", if you look on page five of 

your program, you will find at line 8: "george maciunas Cle createur du 

mouvement Auxus) ... "as for no copyright notices, some were, and some 

weren't, Auxus. i mean higgins' tag hasn't appeared as a Auxus item, 

for example; alison's predates Auxus and appeared on the yam day 

calendar, etc., etc., etc. and i left it out en plus for reasons expressed 

in the paragraph above. 

you may be dissatisfied. as for me, i'm very satisfied - except 

that it cost me my last dollar, i'm in dept up to my ears, i have no 

idea what i'll eat in a week, and that's not poetry, i'm quite desperate. 

be all that as it may, cruel george. now i'll attempt to answer 

your questions one by one. 

the bowler hats "disappeared." stolen, i suppose. 

mouth sounds were very audible in 4 dir. song. fine acoustics -

the auditorium was built specially for the "poetry" biennale. 

the piece for governor wallace is in the program. 

about the audience: it was an international audience: official 

invitations from malraux, the french government, the museum of mod

ern art. you must realize that this whole thing was a big deal, not an 

isolated commercial undertaking. 



as for brecht piece: it took me ten minutes to paint sign (audience 

couldn't see what i was painting); then it took me another ten 

minutes to show the sign, stealthily, to each performer, after which 

each performer left. and, finally, when i was alone on the stage, 

the lights dimmed, i placed the sign against a black platform, a spot

light picked it out, i exited, and then the audience did. must be 

done as part of simultaneous compositions when performed in this 

fashion. i hope brecht approves of the way it was done. 

[ ... ] 

As ever, 

Emmett 

P.S. this is a sad letter, and i feel lousy. better luck next time. 

Fig . 1 Cover of the programme 

of Poesie et cetera americaine, 

des igned by Emmett W ill iams, 
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INTERNATIONAAL PROGRAMMA NIEUWSTE 

269 MUZIEK - NIEUWSTE THEATER - NIEUWSTE 

LITERATUUR, AMSTERDAM, 18 DECEMBER 1963 

Peter van der Meijden 

It seems that the Internationaal programma nieuwste muziek - nieuwste 

theater- nieuwste literatuur ('International Programme of New Music, 

New Theatre and New Literature'), a matinee performance at the Kleine 

Komedie theatre in Amsterdam on 18 December 1963, was organised 

especially to be shown on television. Several of the reviews note the 

presence of a film crew, but unfortunately, and perhaps ironically, 

the film turned out to be too dark to use. 

The programme in question was called Signalement. It was made 

by Willem de Ridder and Wim T. Schippers and broadcast by the 

Dutch social-democratic broadcasting company VARA (Vereniging 

Arbeiders Radio Amateurs, 'Union of Workers-Radio Amateurs') on 

29 December 1963. When VARA first contacted de Ridder is unknown, 

but already from early summer 1963 onwards George Maciunas urged 

his contacts to send pieces for television to de Ridder, so the first con

tact with VARA must date from around that time.1 It was probably 

de Ridder's role as the owner of gallery Amstel 47,2 which styled itself 

as a "documentation gallery" for the latest trends in art, which sparked 

the request. Fluxus was only one of the many trends covered, and 

it nearly drowned among the many items on pop art, op art, nouveau 

realisme, Zero and other contemporary phenomena that made up 

the programme. 

To judge by the suggestions he sent to de Ridder, Maciunas 

preferred pieces that addressed television in its material and processual 

aspects (camera, sound, the possibility of distorting the image ... ), 

but de Ridder insisted on filming an actual performance. A few of 

Maciunas's suggestions were used, among them an adaptation of 

Emmett Williams's voice piece for la monte young (1962) where the pre

senter faces the camera and says, "If La Monte Young is watching this 

programme, will he please phone Amsterdam 243087" and Nam June 



Paik's Prelude, where the presenter appears on his side, but they only 

make up a minute part of the entire programme. If it had been 

usable, the footage from the Internationaal programma might have 

tipped the balance in favour of Fluxus, but that is only speculation. 

In any case, the shooting of Signalement earned Holland a third (for 

purists: second) Fluxus festival. 

The poster for the Internationaal programma was very different 

from the one for the Fluxus Festival - Theatre Compositions - Street 

Compositions - Exhibits - Electronic Music in Amsterdam and The Hague 

in June 1963. While the latter was mostly neutral in its appearance, 

the former has a Aavour all its own. To begin with, several pompous, 

bureaucratic expressions are used: the concert is said to be organised 

"in collaboration with and under the auspices of" AFSRINMOR-lnter

national, the Association for Scientific Research in New Methods of 

Recreation, and the four artists involved, Willem de Ridder, Wim T. 

Schippers, Tomas Schmit and Emmett Williams are identified as the 

"general management". Secondly, the name Fluxus appears as one 

among many, the others being the aforementioned AFSRINMOR-lnter

national, the Mood Engineering Society Holland (MESH), High (sic) 

Red Center Tokyo and A-dynamical Works zpv. 

A-dynamical Works (the abbreviation zpv. is meaningless, even 

in Dutch) is the trademark of Dutch visual artist, script author, play

wright and television presenter Wim T. Schippers. As early as July 1961, 

he manifested himself, together with visual artist Ger van Elk and 

photographer Bob Wesdorp, as the A-dynamical Group. Their a-dyna

mism was first and foremost styled as a reaction against the dyna

mism of abstract expressionism, but it took the shape of a cultivation 

of everything that is tasteless and/ or uninteresting about modern 

culture as well - a kind of inverted pop art. Since the exhibition 

Ger van Elk en Wim T. Schippers, A-dynamische werken at Museum 

Fodor in Amsterdam in December 1962 (Van Elk was actually unable 

to contribute because he was in the United States), Schippers con

tinued the brand A-dynamical Works on his own. In November 1963, 

he had an exhibition at de Ridder's Galerie Amstel 47, and their 

meeting marked the beginning of a collaboration that lasted for 
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at least a year and that gave the Dutch version of Fluxus its very 

distinctive Aavour. 

The central feature of their collaboration was AFSRINMOR

lnternational, the fictive organisation under the auspices of which 

the Internationaal programma was organised. One of the reviews 

writes that "it emerged five years ago, especially in New York and 

Tokyo" and that "it is mainly active in the field of recreation in the 

widest sense of the term", 3 while another one remarks that it has 

"a copious amount of international branches". 4 In order to present 

AFSRINMOR in the right way, it was necessary to connect it with 

Fluxus, the Mood Engineering Society Holland, 5 Hi Red Center 6 and 

A-dynamical Works, because only then could it appear as the large 

inter-/ multinational organisation its spiritual fathers claimed it to be. 

Later, the twosome would also devise numerous subsections of 

AFSRINMOR, such as the Society for Exhibition Organising (SEO), 

the Society for Party Organising (SPO), the Institute for Advanced 

Study (IFAS), the Research Center for Administrative Systems (RCAS) 

and many more, which served to strengthen the idea of an interna

tional corporate/ bureaucratic organisation. 

The spirit of AFSRINMOR-lnternational and a-dynamism also 

pervades the programme sheet of the evening, which is adorned with 

an image of a swimmer about to jump into the water at the top and 

two holly leaves at the bottom. No obvious connection between the two 

presents itself, and neither do they create an oppositional pair that 

seems appropriate or relevant to the concert in hand. Instead, they 

introduce an atmosphere of amateurism and bad stencilling that suits 

the spirit of the evening and de Ridder's and Schippers's collaboration 

extremely well. Another detail worth mentioning is the fact that the 

country of birth of every composer is mentioned, which underlines the 

international character of the programme: three continents, Europe, 

the United States and Asia, are represented. 

Unlike most Fluxus festivals, the lnternationaal programma 

appears to have been performed more or less entirely according to the 

programme. In the absence of film and audio recordings it is impossible 

to be certain, but nearly all of the items on the programme sheet are 



captured in the photographs by press photographer Dorine van der Klei 

and/ or mentioned in the reviews. 

All of the reviewers agree on the opening number: Benjamin 

Patterson's PAPER PIECE {1960). Unlike the performance of the piece 

during the Fluxus Festival in Amsterdam in June 1963, where the 

paper was in place right from the start, this version started with long 

strips of paper being unrolled to cover the stage opening {figs.1-2). 

While the performers tore holes in them, De Telegraaf informed 

its readers, others cast "equally long sheets of paper, mixed up with 

long strips and declarations of intent down on the heads of the 

relatively numerous spectators. Meanwhile, the performing artists 

had thrown some paper aeroplanes into the hall, so that the contact 

between stage and auditorium was good right from the start" .7 A letter 

sent by George Maciunas to Tom as Schmit not long after the event 

suggests that at least some of the strips of paper that rained down on 

the audience were so-called Fluxus Preview Review rolls, early Fluxus 

editions with a selection of Fluxus scores printed on one side and a Flux

us publishing and performance schedule on the other. Maciunas chided 

Schmit for having thrown or given most of the 850 copies entrusted to 

him away during performances in Amsterdam and Copenhagen. 8 

The second piece on the programme was Arthur K0pcke's music 

while you work {1962), which for practical reasons was often positioned 

after the messier items - to the accompaniment of a jazz record, the 

four performers swept the mass of paper on the stage into one corner 

{fig. 3). According to the score, the record has to be prepared with 

several pieces of tape so that it gets stuck and the performers have to 

rush to the record player to set the music going again, but neither is 

mentioned in the reviews. 

Then came the first AFSRINMOR piece of the evening: AFSRIN

MOR J.K. 22, Fluitconcert {'Whistle Concerto', 1963). The piece exists 

in at least two versions, one in which a number of performers stand 

motionless, whistling a single, uninterrupted tone, and one in which 

a performer whistles along to a record. The version performed at the 

Kleine Komedie was the former, its lack of action giving the press 

a chance to comment on the four performers' neat suits.9 
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Next, de Ridder unrolled a long strip of paper across the stage, which 

Williams cut with a pair of scissors in a performance of Robert Watts's 

TWO INCHES (1962) (fig. 4). The title of the piece refers to the 

required width of the strip of paper, 2 inches or 5 centimetres. Then, 

in an interpretation of Takehisa Kosugi's MICRO 1 (1962), de Ridder 

crumpled a large sheet of paper around a live microphone while, accord

ing to Algemeen Handelsblad, "the amplifier was screwed up to the point 

of screaming".10 In the hands of de Ridder, the crumpled ball of paper 

around the microphone looks suspiciously like a 'Paper Constellation' in 

the process of being made,11 but that is probably only suggestion. 

The next piece on the programme is one of the few that is not 

mentioned in any of the reviews, Jackson Mac Low's LETTERS FOR 

IRIS NUMBERS FOR SILENCE (1961). This may have been due to 

the fact that it is a rather complex card piece and therefore too difficult 

to describe in a few lines, but it is not shown in Dorine van der Klei's 

photographs of the evening either, and because she insisted on documen

ting every piece that was presented and every significant feature of 

each piece, it seems likely that it was not performed.12 

The seventh piece, on the other hand, Willem de Ridder's LAUGH

ING 1963 (1963) received extensive coverage (fig. 5). Quite uniquely, 

one of the reviews even included a statement by the author himself. 

In LAUGHING 1963, all four performers stood facing the audience 

once again, this time wearing laughing masks. In some versions, the 

performers actually mimed laughing, holding their stomachs and shak

ing, but without making a sound, 13 but at the Kleine Komedie, they 

stood completely still. De Ridder gave the reporter of De Telegraaf 

a clue as to the point of the piece: "First some laughter", he said, 

"then an almost morbid silence, followed by shuffling sounds in an up

and-down movement ... now that is what I call music!" 14 The main 

substance of LAUGHING 1963 was the sounds it could get the audi

ence to generate, whether these consisted of laughter or not. This 

explains why the performers were supposed to be silent, because the 

piece was about the sounds made by the audience. The technique was 

not new for de Ridder. During his concerts with the Mood Engineering 

Society in February 1962, he had performed a piece in which a pianist 



and a performer stood facing the audience, silently, until it inevitably 

became restless. The two performers would then repeat the sounds 

that were made.15 

The last piece before the break was Emmett Williams's counting 

song (1962) performed by the author himself (fig. 6). Thanks to him, 

we know that there were 113 people present in the room, according to 

AlgemeenHandelsblad including one baby.16 

After the break, the concert resumed with Robin Page's Block 

Guitar Piece (1962). Three of the four performers appeared on stage 

and kicked a toy guitar around. After having stamped on it a couple 

of times, causing it to fall apart completely, they kicked the pieces into 

the auditorium and up and down the aisles. 

When, after this, an upright piano was rolled onstage, the reviewer 

of Algemeen Handelsblad expected a repeat performance of Philip 

Corner's Piano Activities such as it had been interpreted in Wiesbaden 

during the Fluxus - Internationale Festspiele Neuester Musik in September 

1962, where a concert piano was utterly destroyed, but he was disap

pointed. Instead, one or two perfectly peaceful works were performed, 

George Brecht's PIANO PIECE, 1962 and/ or one of La Monte Young's 

Piano Pieces for David Tudor (1960). The reviews and van der Klei' s 

photographs only document one of them: Emmett Williams climbed on 

top of the piano stool, set himself turning and scattered what is de

scribed as "strips of sauerkraut" around on the stage (fig. 7). None of 

Young's three piano pieces dedicated to Tudor tally with this perform

ance, so it is my guess that what was presented that afternoon was a 

version of a piano piece by George Brecht, the score of which consists 

of the word "center" - Williams made himself the centre of a turning 

and descending cloud of sauerkraut. 

Appropriately, piece no. 13 on the programme (which numbers 

the intermission as a piece as well) was Robert Filliou's 13 Fafons 

d'employer le crane d'Emmett Williams ('Thirteen Ways of Using Emmett 

Williams' s Skull', 1963); and even more appropriately, Williams de

scribes it as a response to his own Simultaneous Operas for One-Eyed 

Poet and Millionaire (1962), which he performed during the Parallele 

Auffii.hrungenNeuester Musik in Amsterdam in October 1962.17 Williams 
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recounts that the piece was premiered "outside a cafe-restaurant at 

the Place de la Contrescarpe [in Paris] during the middle of a sunny 

morning". It consisted of Filliou taking thirteen wigs from a bag, one 

after another, and placing them upon Williams's bald head (figs. 8-12). 

Williams then retaliated by taking Filliou's glasses, breaking them in 

two, pounding the pieces to dust and sending the remains to Daniel 

Spoerri for inclusion in the latter's collection of glasses, L'Optique 

moderne (1963) (figs.13-14). The premier's accompanying photographs 

show that the word "wig" is to be understood in a very broad sense -

among the objects placed on Williams's head are a baking form, 

a cabbage, a pan, a book and a leather helmet.18 Van der Klei's photo

graphs reveal that an equally wide range of objects was in Amsterdam: 

there was one wig, but there was also a colander, a pan, a towel, a 

washcloth, a banana peel, a peaked cap, a party hat and a cabbage. 

The photographs also show that the work was performed in full: after 

having allowed his skull to be used in thirteen ways, Williams took the 

sunglasses de Ridder was wearing, smashed them to pieces and care

fully collected them in an envelope. 

The next piece on the programme was most certainly not per

formed. In fact, it was famous for it - all the newspapers made exten

sive mention of the veto that was laid down by the fire brigade against 

the performance of Wim T. Schippers's Economisch concert ('Economical 

Concerto', 1963), described in the score as "a small to medium-sized 

explosion". Schippers had wanted to explode a firecracker on stage, but 

was forbidden to do so. The piece picked up an idea that had already 

been voiced in the catalogue of his and (the absent) van Elk's exhibition 

of A-dynamical Works at the Museum Fodor in December 1962, of long, 

"tiresome" and short, "practical" concertos. As an example of such a 

"practical" concerto, the catalogue mentions "a concert that only con

sists of the staging of a weak to medium-strength explosion" .19 Thus, an 

a-dynamical work was integrated seamlessly in the context of Fluxus. 

The next piece, the second one by AFSRINMOR, was AFSRINMOR 

C.230, La Foret chante. It is sometimes identified as a film, 20 but 

no film by that name has survived, and in any case it would predate 

the beginning of de Ridder's and Schippers's activities as filmmakers 



by almost two years. It was not until March 1965 that de Ridder and 

photographer and filmmaker Wim van der Linden founded the 

Dodgers Syndicate and began to shoot the series of avant-garde 

movies they called "Sad Movies". On the other hand, de Ridder did 

have a keen interest in film; just over two months after the Inter

nationaal programma, on 24 February 1964, he organised a Fluxus 

Film Festival-cum-presentation of "new American cinema" at the 

Hotel Krasnapolsky in Amsterdam, 21 the first part of which consisted 

of movies by George Landow and Dick Higgins and the second of 

movies by Stan Brakhage and Jack Smith. 

However, despite considerable doubt as to whether the audience 

at the Kleine Komedie actually witnessed AFSRINMOR C.230 and 

whether it was a movie or not, there is plenty of material to document 

that the concert ended with a performance of Tomas Schmit's ZYKLUS 

fur Wassereimer (oder Flaschen) ('Cycle for Water-Pails [or Bottles]', 

1962). In this particular case, milk bottles were used, and the author 

performed the piece with his usual dedication (fig. 15). The reporter of 

De Telegraaf wrote, "Some 20 empty milk bottles stood in a circle. 

Mr. Schmit came on stage with a full one and poured the contents into 

an empty bottle. He then emptied that bottle into the next, et cetera. 

When he had come full circle, he started afresh, because the intention 

is to continue until there is no water left. Sometimes, the composition 

takes several hours. How long it took yesterday afternoon, I don't know, 

because I did not wait for the concert to finish". 
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Fig. 1 The audience joins 

in a performance al Benjamin 

Patterson's PAPER PIECE, 

18 December 1963 

Fig. 2 An unknown performer 

sends a paper aeroplane flying 

into the auditorium in a perform

ance of Benjamin Patterson 's 

PAPER PIECE, 18 December 

1963 
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Fig . 4 T omos Schmit holds the 

ribbon for Emmett Williams 

to clip it in a performance of 

Robert Wotts's TWO INCHES, 

18 December 1963 

Fig . 5 Emmett Williams, Wim 

T. Schippers, Willem de Ridder and 

Tomas Schmit performing Willem 

de Ridders LAUGHING 1963, 

18 December 1963 

Fig. 3 Fluxus at its most practical : 

Wim T. Schippers, Emmett 

Williams and Willem de Ridder 

clean the stage ofter a perform

ance of Benjamin Potterson' s 

PAPER PIECE while at the some 

time performing Arthur K0pcke's 

music while you work, 18 Decem

ber 1963 



Fig. 6 Emmett Williams perform

ing his counting song (result : 

113 spectators, including a baby), 

18 December 1963 

Fig . 7 Emmett Williams scattering 

strips of sauerkraut while turning 

around on a piano stool, prob

ably in a performance of George 

Brecht's PIANO PIECE, 1962, 

18 December 1963 

Fig . 8 Willem de Ridder covering 

Emmett Williams's head with o 

towel in a performance of Robert 

Filliou's 13 Fafons d'employer le 

crane d'Emmett Williams, 18 De

cember 1963 
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Figs. 9-12 Willem de Ridder 

covering Emmett Williams' s head 

with a banana peel, a colander, 

a towel and cabbage in a perform

ance of Robert Filliou 's JJ Fafons 

d'employer le crane d'Emmett 

Williams, 18December1963 



Fig . 13 Emmett Williams reduc

ing Willem de Ridder' s glasses 

to dust in a performance of Robert 

Filliou' s 13 Fafons d'employer le 

crane d'Emmett Williams, 18 De

cember 1963 

Fig. 14 Emmett Williams co llect

ing the remains of Willem de 

Ridder's glasses in an envelope 

in order to send them to Daniel 

Spoerri in a performance of 

Robert Filliou 's 13 Fafons d'employer 

le crdne d'Emmett Williams, 18 De

cember 1963 

Fig.15 Tomas Schmit perform

ing his ZYKLUS fiir Wassereimer 

(oder Flaschen), 18 December 

1963 
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- NIE WIEDER - NEVER - ]AMAIS - / ein de-coll/age ereignis / publikumsbeteiligung: 

damen und herren nehmen sie ihre trillerpf eif e I bitte wart en sie auf die stimme bitte 

warten I wenn die blaue lampe aufl.euchtet schlagen sie die klappe an ihrem pult um 

sodass ein hartes geraeusch entsteht I pfeifen sie gleichzeitig fuer 1 sekunde auf ihrer 

trillerpfeife und lesen sie dazu den text der auf dem klapptisch steht / schauen sie alles 

an im auditorium was gelb ist / ... ... entscheiden sie selbst ob sie ihre handlungen wieder-



holen sobald das blaue Licht aufblztzt / andernfalls halten sze zhre hand 1 mznute auf zhre 
nakte [sic] brust und fuehlen sie ihren herzschlag/ dann schauen sie ihr foto in ihrem 

pass an I umarmen sie sof ort jemanden I kriechen sie in das kornfeld im auditorium 
maximum/ beenden sie ihre beteiligung wenn das blaue licht nicht me hr zu sehen ist/ 

wolf vostell / aachen /20/7 / 64 



FESTIVAL DER NEUEN KUNST 

283 AACHEN, 20 JULY 1964 

Myriam Kroll 

In summer 1964 the Festival der Neuen Kunst ('Festival of New Art') 

took place in Aachen. Attracted by a poster designed by Nam June 

Paik, Aachen University's large assembly hall filled with 800 curious 

students. The event was organised by Valdis Abolins, cultural officer 

of the students' union executive committee (AStA), and the Cologne 

artist Tomas Schmit. They succeeded in bringing ten international 

Fluxus artists to Aachen for the evening of 20 July 1964. Eric Andersen, 

Joseph Beuys, Bazon Brock, Stanley Brouwn, Henning Christiansen, 

Robert Filliou, Ludwig Gosewitz, Arthur KBpcke, Wolf Vostell and Emmett 

Williams followed the invitation sent out by Tomas Schmit.1 The event 

was called "ACTIONS/AGIT-POP/DE-COLLAGE/HAPPENING/ 

EVENTS/ANTIART/L'AUTRISME/ART TOTAL/REFLUXUS" and was 

probably the best-attended Fluxus concert in Germany. 

Until then culture had played a humble role at the Aachen Uni

versity and was limited to traditional forms of entertainment like cinema, 

theatre performances and concerts. Fluxus was a phenomenon that 

found its way into the Imperial City on the very edge of the Federal 

Republic of Germany only through the substantial commitment of 

single individuals. The student of architecture, Valdis Abolins, who had 

emigrated from Latvia, fostered a special interest in the contemporary 

artistic avant-garde and promoted a new radical cultural programme at 

his university; a number of students of the architecture faculty became 

his fellow campaigners. 

The organisation of the Aachen event began with Valdis Abolins's 

contacting Tomas Schmit in spring 1964, when he asked the artist, 

whether he could take on the artistic organisation of the "aufH.ihrung 

neuester aktionen" ('performance of newest actions'). The artists that 

were invited shortly afterwards were guaranteed total artistic freedom. 

In his letters from 19 May 1964, Schmit also hints at the exceptional 

date: 20 July, which was suggested by the rector's office, was considered 



to be a "glorious" co-incidence by the organisers - one that would give 

"an excellent background to the thing". 2 In their letters of response 

and statements for the programme magazine that was edited by Tomas 

Schmit and Wolf Vostell, it is evident that a number of participating 

artists planned to reference the events of 20 July 1944.3 

What was exceptional about the Festival der Neuen Kunst, was 

the continuous simultaneity of the contributions. This practice led to 

a special field of tension between the previous plans and the spontane

ous actions during the evening, making an exact reconstruction of 

the events that ended in chaos, impossible. Nevertheless, the following 

is an attempt to describe parts of the event in detail. 4 

Already the beginning of the evening was noteworthy. At first 

one could hear a tape with the pithy sentences of Joseph Goebbels's 

'Sportpalast' speech. The recording then gave way to Bazon Brock's 

talk at the lectern. Brock addressed the poster designed by Nam June 

Paik, which depicted different scenes of torture and war in order to 

establish a relationship with the present artists' countries of origin (for 

example, The Netherlands, France) that suffered under German fascism. 

The larger part of his talk, which also reAected the artist's relation 

to the contemporary, saturated society, soon was not understandable 

due to the increasing noise. Later on Brock continued his lecture in 

headstand; with the title die welt auf dem kopfe und die philosophie in 

den beinen ('The World Upside Down and Philosophy in the Legs') he 

alluded to Marx and Hegel, until he was spontaneously knocked over 

by Timm Ulrichs. In the course of the evening Bazon Brock was able 

to perform another sequence (fig. 16): he gave five students puiely 

formal commands on how they should move their limbs. In the end all 

of them - following Brock's commands automatically - stood in one row 

and had, the performers themselves had hardly noticed, raised their 

arms for the 'Hitler salute' (HitlergruB). 

One of the most spectacular contributions came from Wolf Vostell 

and was titled -NIE WIEDER-NEVER- JAMAIS- / ein de-coll/age

Ereignis (figs. 3-8). Vostell explicitly wanted to achieve a spatial and 

social conjunction between the artists and the public. He had poured 

several kilograms of yellow powdered pigment onto the stage. Whistles 
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were handed to the audience. Vostell carried a prepared gas mask 

with a blue light bulb over his face. Whenever the lamp lit up the audi

ence was supposed to blow into their whistles. On this command seven 

students, standing with their backs toward the audience, fell into the 

scattered field of yellow colour. The already mentioned symbolism of 

this action as a mass suggestion steered by a single individual and the 

intended shooting of the seven young men, was hardly conveyed to 

the audience, since the students used the whistles arbitrarily and the 

audience voiced silly interjections almost without ceasing. 

Obviously hardly anything of Robert Filliou's three announced 

performances was presented (figs.1-2). His performance was informed 

by a distinct spontaneity and was deliberately rendered very play

fully by the artist. For L'Autrisme he had previously asked the organisers 

for all kinds of "old junk". These objects were originally planned to 

be handed out to the performers on stage and subsequently to the 

audience; they were meant to inspire the students to perform their 

own actions. For the contribution La France ecartelee ('France Divided 

into Quarters') he had asked Tomas Schmit to organise nine boxes, 

that were to be prepared accordingly: three boxes were to be filled with 

gravel, three boxes were empty and three were to be filled with blue, 

white and red paint respectively. The action was probably not per

formed, since the janitor had "secured" 14 kg of paint and persistently 

rejected the request to hand out the colour. For his third contribution 

Ban the Bomb, Filliou needed a pram, a mannequin and a female per

former. Visible on photographs and film clippings, the artist first operated 

a ship's bell and performed short dance numbers with a female stu

dent and Tut Kepcke, while Henning Christiansen played different hit 

songs on the piano. After that Filliou posed with a mannequin and then 

dressed up in old women's clothes. 

Apart from these politically motivated performances, it was 

planned to present small text and music pieces that were strongly ab

stracted or else taken from banal everyday events. Among them 

Emmett Williams's AN OPERA, a voice piece with scenic elements, which 

was originally planned to last two hours but was prematurely termi

nated. Three readers with cardboard placards on which their respective 



roles were indicated ("narrator", "naked male", "female") as well 

as Emmett Williams himself (with a placard that read, "music") recited 

a story with the help of prepared cards (figs.10-11). 

Arthur KBpcke's contribution was of a more literary kind (figs.12-15). 

Standing at the lectern, the artist recited a number of statements: 

"What is that?", "You should smoke cigars", "Beer still tastes fine", "One 

should not cut potatoes with a knife", "Goethe makes a poem and 

Schubert absolutely wants to have it sung", "Was the knife invented to 

cut food or to kill?" 5 Banal sentences and everyday rules are inter

changed with poetic-literary or critically reflective text passages or are 

being superimposed by recorded loudspeaker announcements. KBpcke 

then transferred the confrontation of trivial and meaningful content to 

the realm of images, first showing a picture of a naked Playboy beauty to 

the bellowing public, and afterwards holding up a diagram of the Battle 

of the Marne. The juxtaposition of sex and death led to vocal protests 

and further fuelled the rompish-aggressive atmosphere in the lecture hall. 

Henning Christiansen and Eric Andersen did not get to a regular 

performance of their programmed pieces due to the crowd's growing 

unruliness. In his piece question & answer, Christiansen planned to ask 

audience members "Do you have a question?" - with a positive answer 

the inquiring person should receive a cup of tea, a schnaps or candy as 

a reward. 

Ludwig Gosewitz used the medium of postal delivery for his action. 

As an interactive form of communication between sender and recipi-

ent, the artist distributed pre-printed coupons, so-called "OZUP-Bons", 

with which everybody could order a letter or a postcard by the author. 6 

Stanley Brouwn, born in Suriname and resident of the Netherlands, had 

printed a send-back action with the title THIS WAY BROUWN in the 

programme brochure as well. The artist asked the readers to draw from 

memory the way from their local train station to their apartment. They 

should then copy this information and send it to the artist to Amsterdam, 

so he could pace off the way to the apartment. For the evening of 20 

July 1964 Stanley Brouwn had intended to perform a piece with the title 

Fly, that - according to the plan - should have begun after 10 p.m., 

a point in time when the festival would have long been terminated. 
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Because of the time-consuming organisation of the festival, Tomas 

Schmit had also not managed to plan and realise his own works, except 

for a small Fluxus action of a VIVOGRAPH, an envelope with a sheet of 

blue carbon paper that was supposed to be carried close to the body. 

In the public reception of the Festival der Neuen Kunst, Beuys' s 

actions are often the focus of interpretation (figs.17-20). His perform

ances were titled Kukei, akopee-Nein!, Braunkreuz, Fettecken, and 

Modellfettecken and were described in detail by, among others, Uwe 

M. Schneede.7 During Bazon Brock's contribution, Joseph Beuys played 

a piece by Eric Satie on the piano. Afterwards he filled the instrument 

with different objects: "OMO" washing powder, candy, spices and a 

postcard of the Aachen Cathedral. Then he started to bore a hole with 

an electric drill. The next performance included demonstrative, ges

tural operations: among them the silent showing of small hand-painted 

cards from a stack, followed by a soundless imaginary calling to and 

listening for answers from the audience. During the Kukei performance 

Beuys brought a packet of margarine to melt on an electric cooktop. 

His "Modellfettecken did not take place" .8 Joseph Beuys operated with 

yet further utensils that he had brought with him: among other things 

a bottle of nitric acid stood on the stage. Later on when this bottle was 

knocked over and a student had his clothes damaged and suffered a 

light chemical burn, the events escalated. The student was looking for 

a person directly responsible for the accident and believed to have 

spotted Beuys as the prime activist of the event. In uncontrolled anger 

he hit the Di.isseldorf Professor of the Art Academy in the face and 

Beuys - himself not inexperienced in boxing - took revenge with an 

uppercut. Afterwards he interpreted the situation in his own way - while 

blood was running out of his nose, Beuys went to his suitcase and took 

out a "pneumatic crucifix". He held this compressible crucifix that was 

mounted on a base to the audience and raised the other arm expres

sively. 9 Afterwards, similar to a gesture of reconciliation, he threw small 

bars of chocolate into the audience. 10 

Shortly afterwards, the event in the lecture hall had to finally be 

terminated, since numerous spectators had stormed the stage and made 

it impossible to resume the programme. 



In regard to the reconstruction and interpretation of the single actions, 

considerable discrepancies occur. The performances of those artists, 

who had opted for rather low-key programmes with reduced word or text 

contributions (like Eric Andersen, Henning Christiansen and Ludwig 

Gosewitz), are hardly known due to their colleagues' spectacular ac

tions and the general turmoil; some actions, like the one planned by 

Stanley Brouwn, fell prey to the festival's premature termination. The 

termination of the event, which had been affected by massive disrup

tions from the very beginning and of which only one third could be 

performed, can be attributed to the hostile attitude of a large portion 

of the audience. The majority of spectators was not familiar with the 

principles of Fluxus performances. The actions and contributions of 

decidedly political content were met with a lack of understanding and 

evoked extreme reactions. 

After this evening there were fierce controversial discussions in 

the students' assembly. A motion of no-confidence against the acting 

students' union executive committee (AStA) was filed, but rejected. 

The "Arbeitskreis 20. Juli" ('Workshop 20 July') pressed charges against 

the AStA's president Josef Gottschlich, against the artists that had 

performed in Aachen, and especially against Joseph Beuys for public 

nuisance and defamation of the memory of the dead. But this action 

was also dismissed. 

Moreover after 20 July 1964 Vaid is Abolins did not cease to 

engage with Fluxus at Aachen University. The organiser of the Festival 

der Neuen Kunst and his co-organising student peers arranged a number 

of individual performances with well-known action artists. 11 

Among the numerous manifestations of action art in the 1960s 

the Festival der Neuen Kunst is an outstanding event. Its relevance is not 

just due to the great number of the participating performers and its 

artistic variety, also the turmoil, the fisticuffs and the premature 

termination as well as the political reference to 20 July 1944 and the 

subsequent punitive measures add to the event's special significance 

in its art historical reception. 
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Ben Vautier hod been invited 

as well, but hod to cancel due to 

a lock of time and funds . 

Tomas Schmit in letter to the 

artists, 19 Moy 1964, repr . 

in Adam C. Oellers and Sibille 

Spiegel, Wollt Ihr das totale 

Leben? Fluxus und Agit-Pop der 

6oer Jahre in Aachen, exh . cot. 

(Aachen : Neuer Aochener Kunst

verein, 1995), p . 15. 

3 

In his introduction to the pro

gramme brochure, Valdis Abolins 

stresses the political and artistic 

similarities regarding 20 July 

1944 when he writes, "Thus the 

action toking place on 20 July 

1944 was on act which created 

a space in the state of totality (a 

spatio-corporeal and intellectual 

totality) . Thus the actions of 20 

July 1964 ore acts which create 

a space , activate a space, acti

vate objects, persons in a space 

(spatio-corporeal as well as intel

lectually)" . Programme in Archiv 

des Ludwig Forums fur Interna

tionale Kunst, Aachen . Especially 

Henning Christiansen and Arthur 

K0pcke refiect the topic in their 

letters. The actions by Bazon Brock, 

Robert Filliou and Wolf Vostell 

likewise operate with on explicit 

symbol ic language meant to 

Dokumentationen (Ostfildern : 

Hotje Contz Verlag, 1994), 

pp. 42-67; Oellers and Spiegel 

(see note 2), pp. 8-87. 

5 

"Was isl dos?", "Sie sollten Zigor

ren rouchen", "lmmer noch 

schmeckt dos Bier", "Mon dorf 

die Kortoffeln nicht mil dem Messer 

schneiden", "Goethe mocht ein 

Gedicht und Schubert will obsolut 

hoben, daB es gesungen wird", 

" 1st dos Messer erfunden worden, 

um dos Essen zu zerkleinern oder 

zu tot en?", Oellers and Spiegel 

(see note 2), p . 37. 

6 

OZUP stands for Original Zentral 

Universal Postal. After the event 

fourteen orders were moiled to 

Gosewitz, ibid ., p. 36 . 

7 

Cl. Schneede (see note 4) . 

8 

Comment by Beuys, quoted 

in Schneede (see note 4), p . 47. 

9 

The photographer Heinrich 

Riebesehl succeeded in capturing 

the most crucial moment in the 

course of motions. Thus, in Aachen 

one of the best-known portraits al 

Beuys was created. 

reference National Socialism . _10 __________ _ _ 

The already published accounts 

form a body of knowledge that 

is constantly corrected and com

plemented . See Peter Moritz 

Pickshous, 'Mon dorf die Kortof

fel nicht mil dem Messer schnei 

den . Joseph Beuys, Aachen, 

20.7 .1964', in Kunstzerstiirer. 

Fallstudien: Tatmotive und Psycho

gramme, ed. by Peter Moritz Picks

hous (Reinbek: Rowohlt, 1988); 

Uwe M . Schneede, Joseph Beuys. 

Die Aktionen. Kommentiertes 

Werkverzeichnis mit fotograjischen 

It is not possible to definitively 

answer the question whether 

Beuys's reaction wos spontone

ous or preconceived. 

11 

In this context Norn June Poik 

and Chorlotte Moorman per

formed twice at Aachen University . 

On 3 June 1965 the duo ployed 

some pieces by Norn June Poik, 

among them his Etude platonique 

(1961) and Charlotte Moorman 

performed 26'1.1499"for a String 

Player by John Cage. The second 

concert by Paik and Moorman 

took place on 25 July 1966 

in the canteen's theatre hall. 

Its title was So langweilig wie 

miiglich and it presented eighteen 

compositions by well-known com

posers from the Fluxus context , 

among others, John Cage and 

Lo Monte Young. On 6 February 

1968 Gunter Brus performed his 

spectacular action Die Architek

tur des hellen Wahnsinns in the 

architecture faculty's foyer and 

on 22 May 1968 a performance 

by the Spanish group Zoj took 

place . 



Fig . 1 Tomas Schmit , Emmett 

Williams and Robert Filliou before 

the beginning of the Festival 

der Neue11 Kunst, 20 July 1964 

Fig. 2 Robert Filliou before the 

beginning of the Festival der 

Neuen Kunst, 20 July 1964 

Fig . 3 Wolf Vostell performing his 

piece - NIE WIEDER - NEVER -

JAMAIS -, 20 July 1964 

Fig. 4 Wolf Vostell and perform

ers presenting his piece - NIE 

WIEDER - NEVER - JAMAIS - , 

20July1964 
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Figs . 5-7 The performers of Wolf 

Vostell's piece - NIE WIEDER 

NEVER - JAMAIS -, 20July1964 

Fig . 8 Wolf Vostell with a gas 

mask in front of his performers, 

during the performance of - NIE 

WIEDER - NEVER - JAMAIS - , 

20July1964 



Fig . 9 Ludwig Gosewitz holding 

o speech during the Festival 

der Neuen Kunst, 20 July 1964 

Fig. 10 Sibille Spiegel, Valdis 

Abolins, unknown performer 

and Emmett Williams perform

ing Williams 's AN OPERA , 

20July1964 

Fig. 11 Two unknown performers, 

Emmett Williams and Sibille 

Spiegel performing Williams's 

AN OPERA, 20 July 1964 
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Figs .12-14 Arthur K0pcke 

holding a speech, 20 July 1964 

Fig. 15 Tut and Arthur K0pcke 

after K0pcke's speech, 20 July 

1964 



Fig . 16 Performance by Bazan 

Brock, commanding students on 

how they should move their limbs. 

In the end all of them had raised 

their arms for the " Hitler salute" 

(' HitlergruB'), 20 July 1964 

Figs . 17-19 Joseph Beuys per

forming his Kukei, 20 July 1964 
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Fig . 20 Joseph Beuys performing 

his Fettecken, 20 July 1964 



Fig . 21 Audience activity 

during the Festival der Neuen 

Kunst, 20 Ju ly 1964 

Fig . 22 View of the auditorium 

from the vantage of the audience, 

20 July 1964 

Fig . 23 View of the audience 

with Franz Erhard Walther, 

20 July 1964 

Fig . 24 Henning Christiansen 

and Eric Andersen, 20 July 1964 
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NYE KONCERT-F.JENOMENER, HAPPENINGS, 

297 ACTION MUSIC ETC. 

COPENHAGEN, 29 AUGUST- 6 SEPTEMBER 1964 

Peter van der Meijden 

In summer 1964, the Danish artists' association Majudstillingen ('The 

May Exhibition') proudly announced that it "had managed to collect 

all the most prominent performers in Europe in order to realise seven 

concerts" on 29 and 30 August and 3, 4, 6, 10 and 11 September 

1964. The performers concerned were Eric Andersen, his brother Tony 

Andersen, Joseph Beuys, Bazon Brock, Henning Christiansen, Arthur 

Kepcke, Tomas Schmit, Wolf Vostell and Emmett Williams. That 

Majudstillingen had gotten Kepcke, Eric and Tony Andersen and 

Christiansen to perform, was hardly a coup, because Kepcke was 

a member of Majudstillingen himself and he had performed together 

with the other Danes several times before, although not always with 

all of them and not consistently.1 Beuys and Vostell, on the other hand, 

were rapidly making a name for themselves as performers of happen

ings or "Aktionen" ('actions'), so this was a good time for Denmark 

to acquaint itself with their work - if one liked that sort of thing, of 

course, and there is no sign that there were many that did so. The con

certs attracted almost no spectators. 

The eight performers were to present a programme of "New 

Concert Phenomena, Happenings, Action-Music, Etc." Strictly speaking, 

the concert series did not have a title, but the list of styles and forms 

is commonly used as one, and that practice will also be followed here. 

However, broad as it is, the list of styles was by no means non-contro

versial. Tomas Schmit, for example, in an undated letter to Kepcke, 

expressly asked to avoid the term "happenings". "Only mention the 

various titles or do not call it anything or actions or theater or theatre 

or teater", he wrote, "but for heaven's sake do not call it happening or 

something like that!!!! Because I do not want to have anything to 

do with 'Pferdepinkelgesprenkel' ['the sprinkling of horse piss'] or 

'Alleszusammenschlagen' ['smashing everything to pieces'] or 'Sex-



gebrabel' ['sex gibberish'] et cetera, et cetera". 2 Presumably, Schmit 

preferred the approach to titling that he himself had adopted for the 

Festival der Neuen Kunst in Aachen on 20 July 1964. That festival, too, 

was strictly speaking title-less. 'Festival of New Art' is only its subtitle, 

and instead of a main title, Schmit had used the terms that the various 

participants themselves used for their activities: "Actions, Agit Pop, 

De-coll/age, Happenings, Events, Anti-art, I' Autrisme, Art Total, Re-Flux

us". In a sense, Schmit got his way - except that the word "happenings" 

was thrown into the bargain as well. 

In the non-title of the concert series in Copenhagen, the word 

"Fluxus" is conspicuously absent. Schmit managed to create a kind 

of negative relationship with Fluxus in the Festival der Neuen Kunst 

in Aachen, by means of the term "Re-Fluxus", but here, no connec

tion is made whatsoever. What is more, most of the artists involved 

had in some way fallen out with George Maciunas or had officially 

been "purged" from Fluxus by him. Already in early 1963, Maciunas 

had broken off all contact with Vostell, claiming that he undermined 

his, Maciunas's, Fluxus publishing activities by printing texts intended 

for publication by Fluxus, in his own magazine di-coll/age. 3 Schmit, 

who had been Maciunas's closest collaborator and later his European 

Fluxus representative, had broken with Maciunas in early 1964 after 

a heated exchange about the way Maciunas had started packaging 

Fluxus. Andersen was "purged" from Fluxus because in August 1964 

he had sent Maciunas a postcard from Moscow, claiming that he had 

eaten, drunk and urinated on a stage in the middle of the Red Square 

in a performance of Maciunas' s own IN MEMORIAM TO ADRIANO 

OLIVETTI. The same incident caused Maciunas to expel Williams as 

well, because Andersen had claimed that he - and Schmit - were on 

tour with him. Both Andersen and Williams were accepted into the fold 

once again as soon as it was clear that none of it had actually taken 

place - but that was not until after Nye koncert-famomener, happenings, 

action music etc. Beuys, finally, used the word Fluxus a lot, but admit

ted that he represented his own vision of Fluxus, 4 and his "Aktionen" 

were consistently grouped under "happenings" by Maciunas. 
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The reason why Nye koncert-famomener, happenings, action music etc. 

nevertheless appears in a publication on European Fluxus festivals, is 

partly the connection with the Festival der Neuen Kunst - seven out of 

the eight artists listed had also performed there - and partly the fact 

that it brought together artists who had performed within the context 

of Fluxus in a new manner. From the very beginning, Nye koncert

famomener, happenings, action music etc. had been conceived as a series 

of solo performances, supplemented with two group performances. 

This setup constitutes a clear departure from both the Fluxus perform

ance practice as it had been established by George Maciunas during 

the course of 1962 and 1963 (with many different pieces by many 

different authors performed one after the other, in a manner similar 

to a catalogue display) and the performance style that had been 

developed locally, which also mixed works by various artists, but often 

with a degree of simultaneity. One feature of the Danish concerts that 

Nye koncert-famomener, happenings, action music, etc. did preserve, 

however, was the different use of the performance space. The Fluxus 

festivals organised by Maciunas held on to the division between stage 

and auditorium, but in Denmark, performances tended to take place 

amidst the audience and to involve the spectators directly in the action. 

According to the original invitation, day one, Saturday 29 

August 1964, would be devoted to a matinee programme of film and 

tape works. On day two, Sunday 30 August, Beuys and Vostell would 

perform. On day three, Thursday 3 September, the first of two simul

taneous (group) performances would take place. Day four, Friday 

4 September, would be devoted to performances by Brock and Schmit. 

On day five, Sunday 6 September, Eric Andersen would perform, prefe

rably for "a cooperative audience". Day six, Thursday 10 September, 

would be Kepcke's day, and the festival would close on Friday 11 Sep

tember with a second simultaneous performance. Quite soon, however, 

it turned out that the ambitious setup did not hold. Majudstillingen 

had to send out a message, informing the public that "due to lack of 

funding", the last two concerts, on 10 and 11 September 1964, had 

to be cancelled, 5 and the artists themselves did their bit to reduce the 

scale of the festival: already on day two, an argument broke out 



between Beuys and Vostell on the one hand and all the other per· 

formers on the other, causing the former two to leave Denmark 

earlier than planned. 

CONCERT 1, 29 AUGUST 1964 

The first concert, on 29 August 1964, was devoted to film and tape 

compositions. According to a statement, released by Majudstillingen, 

"short movies by Eric Andersen, Arthur Kepcke and Wolf Vostell" were 

shown and "a number of tape compositions by various people, amongst 

them the Americans George Brecht and Dick Higgins" were played. 6 

The only film Kepcke had made at the time was Copenhagen Ele Mele 

MinkMank (1963), and Vostell's contribution was probably Sun in 

the head (1963). Copenhagen Ele Mele Mink Mank is a collage film, 

based on several pieces from Kepcke's reading/ work-pieces manu

script (1963-1965), among others No. 38 ("Simple Rebus") and No.114 

("Watch all kind of numbers"). The title is taken from a German chil

dren's rhyme. Sun in the head is an adaptation of Vostell's dicollage 

method for television: televised images, often of a violent nature, are 

distorted by manipulating the tuning button. Andersen contributed 

with two films, the first example of what he called "confronted cinema" 

and a film that only consisted of headlines. In order to make the 

"confronted cinema" film, a performance was divided into smaller sec· 

tions, which were numbered and performed in an order determined 

by means of "a simple permutation". Fragments of the reshuffled 

performance were recorded on film according to a predetermined time· 

table, unrelated to the one that was used in the performance. From 

the resulting film, only so much is used as can be developed within one 

hour, but if the cutter sees fit, it can be spliced with a length of green 

and black film, the length of the cutter's choice, at the point of the 

cutter's choice. In the showing, finally, all sorts of things may be varied, 

such as focus, screen, surroundings, et cetera, and even the speed 

of playback is optional, provided it is constant all the way through.7 

According to Andersen, 8 the tape works by Brecht were probably 

the same pieces that had been used in a radio programme by Andersen, 

Kepcke and Christiansen called Eric Andersen vender og spiller ('Eric 
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Andersen Spins the Discs') broadcast on Danish national radio on 

17 March 1964.9 One of the works is TWO DURATIONS (1961), the score 

of which consists of the words "red" and "green". One obvious realisa

tion of the piece would be a traffic light, but during the Fluxus festival 

in Copenhagen in November 1962, it had been performed by stretching 

red and green film across some projector lights. In the radio programme, 

however, it was presented by underlining the durational aspect of the 

words themselves: one hears Andersen's voice saying, "reeeeddddd ... ", 

"greeeennnn ... ", and then it is over. Another piece is MALLARD MILK 

(1961), in which the sonic result is entirely determined by a specific 

counting scheme (1-3-5, 1-5-3, 3-1-5, 3-5-1, 5-1-3 or 5-3-1), the age of 

the three required performers (the fourth performer acts as conductor) 

and the props they happen to have chosen (a musical instrument, a toy 

musical instrument and an everyday object). If it is the 1-3-5 counting 

scheme the performer works with, he or she begins by counting to his or 

her age by units of one, followed by a sound made with one of the 

instruments. Next, he or she counts by threes to the multiple of three 

nearest his or her age and makes a sound with the next instrument. 

Finally, he or she counts by fives to the multiple of five nearest his or 

her age and makes a sound with the third instrument. The version for 

Danish radio was performed by Eric Andersen, Tony Andersen, Henning 

Christiansen and Arthur Kepcke. Amongst the instruments that can 

be heard are a piano, a drum, a violin and a cymbal, and besides instru

ments, things like a cup with a spoon in it and a bag filled with coins 

seem to have been used. 

CONCERT 2, 30 SEPTEMBER 1964 

Day two, 30 September 1964, was devoted to Beuys and Vostell. From 

12 p.m. until 6 p.m., Beuys performed a piece that was called "Piece 

No. 1" in a message from Majudstillingen,10 but that we now know as 

Der Chef The Chief, ein Fluxus Gesang ('A Fluxus Song'). 11 This is how 

Christiansen described it two years later in the magazine Hvedekorn: 

"Beuys's relationship with time is characterised by a preference for long 

actions. At Majudstillingen 1964, he lay in the exhibition hall for six 

hours, carefully wrapped in a grey felt blanket. Equally carefully, he 



had placed two dead hares in line with his body. One in line with his 

head and one in line with his legs. With him inside the felt blanket 

he had a microphone. And from a loudspeaker, one could at regular 

intervals hear him produce guttural sounds. On the wall was a small 

picture of something that resembled pocket Auff. All of this grey sculp

ture (Beuys has a preference for grey, red lead and yellow colours) 

was an illustration of Beuys's idea of life and death. What makes the 

difference is 'heat', the body heat he exuded".12 

That same evening - in his book My Life in Flux - and Vice Versa 

(1991), Emmett Williams calls it a "dreadful night" - Vostell performed 

his happening BUS STOP (1964). A few photographs survive, amongst 

them one of Vostell himself, lying on the floor and writing the time of 

day on a blackboard,13 but Vostell's score is an even better guide to 

the proceedings. His scores always combine instruction and description 

in any case, and Williams points out that in this particular instance, 

the score can actually be read as a "parodistical [sic], and understand

ably bitter, recreation of what occurred". 14 

In the score, 15 Vostell describes the setting as "a very big room" 

(all the performances took place in Billedhuggersalen, the "sculptor's 

room" of the Royal Danish Academy of Art), littered with props: a red 

car door, a box of fish, barbed wire, bones, a motor scooter, a car 

wheel, a suitcase and a feather bed.16 There are nine performers, num

bered, but with a separate list of names for reference, and all of them 

have a task they perform. Vostell crawled around on th.e Aoor, writing 

the time of day on a small blackboard he held in his hands, erasing 

it and writing it again, continuously. Beuys rolled the car wheel back 

and forth, bumping it into or rolling it across the box of herring, while 

his wife Eva shouted, "Autofish!" and their son Wenzel "ran around 

amongst the participants, shouting and screaming". Christiansen sat 

behind a tape recorder, either to record the proceedings or to play 

a tape composition, Andersen kept on switching the lights on and off -

and K"pcke, Schmit and Williams "sat around, laughed and conversed 

as stupidly as possible" and "insulted" all the others. After the event 

ended, they "ran away as fast as possible into the nearest cornfield", 

where they "enjoyed alcohol" together with Andersen, while Beuys and 
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his family "changed the place where they were sleeping for the following 

day" (they had been staying with K0pcke), Christiansen "was silent", 

"bit through the feather mattress" and "thought about the caretaker" 

and Vostell himself "attempted to blot out his impression for 24 

hours" .17 Actually, Vostell and his wife Mercedes also had to find a new 

place to stay, because they had been quartered at Andersen's parents' 

home. Both the Vostells and the Beuys family stayed with Christiansen 

in his farm in Jenslev, west of Copenhagen, for one night, and then 

returned to Germany. 

No specific cause of the split is known, only that there was a 

general disagreement between Beuys and Vostell on the one hand and 

Andersen, K0pcke, Schmit and Williams on the other hand regarding 

artistic goals and means. According to Tony Andersen, it was especially 

the degree of spontaneity and improvisation in Beuys's and Vostell's 

pieces, their lack of structure, that was criticised, 18 while Eric Andersen 

mentions Beuys's and Vostell's expressionism, the metaphysical as

pects of their work and their political engagement as causes.19 In any 

case, the festival was now two performers short. 

CONCERT 3, 3 SEPTEMBER 1964 

If everything had gone according to plan, the next day of the festival, 

3 September 1964, would have featured a simultaneous performance, 

but because of the new situation, it was decided to hand it over to 

Williams for a solo performance instead. According to Williams, he had 

"planned a very ambitious evening of eight of [his] works". 20 A four-page 

handout was made that listed the eight pieces and gave some infor

mation about each one of them. 21 The handout seems to have been 

intended as a programme at the same time, because the pieces are 

numbered and an intermission is announced between pieces five and 

six. The programme would then have been as follows: 1) THE ULTI

MATE POEM, 2) Alphabet Symphony, 3) STRAWBERRY SHORTCUT, 

4) four-directional song of doubt for five voices, 5) WHITE FOR 

GOVERNOR WALLACE, 6) voice piece for la monte young, 7) Cellar 

Songfor Five Voices, 8) Son of Man Trio. However, Williams changed 

his mind at the last minute. He chose to "concentrate on a few small 



pieces" and to "present the entire evening as a rehearsal, explaining 

to the other performers what [he] wanted them to do, and how to do it", so 

the Alphabet Symphony, the Cellar Song and the Son of Man Trio were 

stricken. The cast of performers, on the other hand, was kept intact includ

ing Eric Andersen, Arthur Kepcke, Tomas Schmit, Williams himself and 

a fifth performer, probably Henning Christiansen according to Williams. 22 

As a result of the last minute change, it remains unknown in 

which order the pieces were performed. However, it seems fairly safe to 

assume that WHITE FOR GOVERNOR WALLACE (1963) was the 

last piece, because, according to Williams's account, the performance 

lasted until everyone was thrown out by the caretaker. The score of the 

piece instructs the performer(s) to read a book until they find the word 

"white" in whatever language the book is written in. They have a burn

ing candle in front of them, which they blow out as soon as they have 

found their word. Here is what Williams writes about the performance 

in Copenhagen: "White for Governor Wallace usually takes about half 

an hour - but one never knows. During this Emmett Williams evening 

sponsored by the Maj-udstillingen, Eric Andersen and I found our white 

words after five or six minutes, but Tomas Schmit, deep in a volume of 

Hegel, was still at work after an hour. The audience grew restless, and 

a Danish critic of the arts (certainly critical of this kind of art) blew out 

the candle. Tomas relit it, and continued his search. Several members 

of the audience, appreciating the dignity of the piece, and its purpose, 

approached me quietly and said that, yes, they saw the point, but 

was it really necessary to play out this little drama to the bitter end. 

I allowed Tomas, a performer of great integrity, to continue his search -

until the custodian forced us to leave the building". 23 

No anecdotal detail has come down to us regarding the other 

pieces, so they have to be introduced here by means of their scores 

and the text in the handout alone. THE ULTIMATE POEM (1956), for 

example, was introduced in the handout with a rambling story about 

a performance of the work by Williams and Robert Filliou during an 

exhibition called "L'aujourd'hui de demain" in Arras, France. Typical 

of the style of the handout, Williams mentions the text they took as 

their point of departure ("I have just eaten the last French-fried potato. 
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I wonder who, way back in the dawn of time, ate the first French-fried 

potato?") and recounts that Filliou suddenly took off his shoes after 

the performance because they were new and pinched his feet. What 

Williams fails to mention in the handout, however, is the instruction 

that forms the basis of the piece: 

"1. Choose 26 words by chance operations - or however you please. 

2. Substitute these 26 words for the 26 letters of the alphabet, to form 

an alphabet-of-words. 

3. Choose a word or phrase (a word or phrase not included in the al

phabet of words) to serve as the title of the poem. 

4. For the letters in the title word or phrase substitute the correspond

ing words from the alphabet-of-words. This operation generates line 

one of the poem. 

5. Repeat the process described in step 4 with the results of step 4. 

6. Repeat the process with the results of 5. 

7. Et cetera." 24 

As Williams points out himself, "that old et cetera is dangerous", 25 

because it means that the performance is strictly speaking endless. 

Moreover, the instruction to turn the letters of the alphabet into words, 

to turn the letters of those words into words in their turn and so on, 

quickly leads to very large complexes of words and letters. However, 

the performance in Copenhagen must have had some sort of ending, 

because otherwise it would have been this work and not WHITE FOR 

GOVERNOR WALLACE, that had gone on until the caretaker threw 

the performers out. 

The other three works on the programme are considerably shorter. 

The counting songs (1962) and voice piece for la monte young (1962) 

were Fluxus "classics" and are mentioned elsewhere in this publication. 

In the counting songs, the audience is counted in various ways and 

in voice piece for la monte young, a performer steps on stage and asks 

whether La Monte Young is present in the auditorium. STRAWBERRY 

SHORTCUT (1964), however, is relatively unknown. In the handout 

Williams explains that it is a "cleaned-up version of a 'dirty' piece I was 

not allowed to do in Paris with the Domaine Poetique, and probably 

a better one. There is an old American saying that the guys who talk 



about it must get the least". As explanations go, this is not very use

ful. Actually, the piece consists of a performer asking whether there 

is someone in the auditorium whose name begins with "A", "B", "C", 

et cetera until someone is found. The performer then says, "Fuck you, 

[insert the person's name]" and hands him or her a cigar. In the "dirty" 

version Williams mentioned in the handout, no cigar changes hands 

as compensation for the insult.26 

CONCERT 4, 4 SEPTEMBER 1964 

Photographs of the fourth concert of Nye koncert-famomener, happenings, 

action music etc. show Andersen, Kepcke, Schmit and Williams - very 

uncharacteristically - dressed in shirt and tails and Kepcke's wife Tut 

in a ball gown, according to Knud Pedersen a pink one. The reason 

for this is an intervention by Pedersen, the director of the Art Library at 

Nikolaj Kirke. 27 Although Pedersen did not contribute with works of his 

own or perform other people's works during the various Fluxus events 

in Denmark, he was involved in other ways. Galerie Kepcke had its 

basis in Pedersen's space at Nikolaj Kirke from 1962 onwards, and 

ever since the first Fluxus festival in Denmark, in November 1962, 

Nikolaj Kirke had been something of an open stage for Fluxus perform

ances. 28 In addition, Pedersen always included the Danish Fluxus 

representatives in his plans to get art out to the people, such as art on 

the back of beer trucks, art in jukeboxes and art by answering machine. 

On this particular occasion, Pedersen had decided to make a visual 

comment on journalists' complaints that the Fluxus performers were 

a scruffy bunch by renting evening dress for all of them. However, 

the action was aimed at the performers as well. Pedersen writes that 

they would congregate at his place every night to drink and smoke, 

but when they arrived there in their fine clothes after the concert on 

4 September 1964, there was a white tablecloth on the table with 

nothing on it but one crystal glass per person and one bottle of sherry. 

The performers soon marched off to a pub and took revenge on Pedersen 

for several days by keeping on the shirts and suits that he had rented 

with his own money, even when they slept. As Pedersen describes it, 
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"When I came out to visit Kepcke in his allotment in Brendbyester three 

days later, in the morning, nobody had gotten out of bed yet. Right 

behind the door was a folding bed that Emmett Williams lived in, and 

I could see his head sticking out from the duvet, which he had pulled 

up right around his ears, but at the front the duvet was not pulled up 

so high that I could not see the tip of a white butterfly and a fragment 

of a white shirt front. He had not changed out of his shirt and tails for 

three days". 29 

Apart from being a jibe at the press and then becoming the instru

ment of a prank played on Pedersen, the rented suits had another 

function as well. As Pedersen observed, people took the performance 

on 4September1964 much more seriously than they would have done 

if the performers had been dressed in their usual wrinkled clothes.30 

The same mechanism was observed by Henning Christiansen as well. 

"I saw Addi [Kepcke]. Tut [Kepcke]. Eric [Andersen]. Tomas [Schmit] 

and Emmett [Williams] in nice clothes", he wrote in a letter to Vostell 

dated 4 October 1964, "you know, that beautiful kind with tails and 

a white shirt [ ... ]. It was black and looked very pretentious, and then 

they were reading very nice things, yes, I saw that they were real 

poets with a very nice diction, and all the people were very proud 

[to be] listening [to them]". 31 

Christiansen himself did not appear in a shirt and tails, because, 

as mentioned earlier, he "was silent" after the row caused by the 

performance of Vostell's BUS STOP on 30 August 1964 - he did not 

join Andersen, Kepcke, Schmit and Williams, but weighed his options 

and chose to support Beuys and Vostell instead. His letter on 4 October 

1964 was an extended hand to Vostell, and around the same time 

he sent a similarly conciliatory letter to Beuys as well.32 Nye koncert

famomener, happenings, action music, etc. was the last time he per

formed together with Kepcke and Andersen. During the following years, 

he joined Eks-skolen (Eksperimentalmalerskolen, 'The Experimental 

School of Painting') in their painterly and sculptural happenings instead, 

and from 1966 onwards, he frequently joined Beuys in his "Aktionen". 

The concert took the shape of a simultaneous performance, with 

performances of varying length going on at the same time. One of the 



lengthier pieces was Arthur Kepcke 's reading/ work-piece No. 31, an 

hour-long exercise in the division of time by means of various ritual 

actions (ringing bells, burning incense, chanting prayers, writing down 

"confessions"). Here is the score of the piece: "Let us say: the time is: 

6.00 ... give one bell three rings at 3 heart beat intervals - light incense -

chant slowly: aum namashivaya nama aum, until 

6.05 ... write down confessions, until 

6.10 ... give bell 5 rings at 3 heart beat intervals - chant slowly with 10 

seconds intervals between each repetition aum namashivaya nama aum 

6.15 ... give bell three rings & 6.17 & 6.19 & 6.21 & 6.23 & 6.25 & 6.27 

6.29 ... ring 2 bells slowly and softly, until 

6.30 .. . now light a single light, & offer a flower in a bucket of water 

6.31 ... concentration on the floating flower & give bell 3 rings & at 6.33 

& at 6.35 & at 6.37 & at 6.39 

6.40 ... chant resonantly 3 times: 

jothi jothi jothi suyam jothi jothi jothi param 

jothi jothi jothi aurud jothi jothi jothi shivam 

then silence until 

6.44 ... chant twice: jothi mantram, now sit in concentration until 

7.00 ... THE END" 

Neither the score nor the photographs by press photographer 

Sisse Jamer mentioned above can convey the use of time made by the 

piece or the tension between the various elements of which it consisted. 

These activities often happened several minutes apart, and it is uncertain 

whether a spectator would have recognised them as part of the same 

work. To judge by the photographs, the only time the audience was 

explicitly activated was when they were invited to join in the chanting 

of the Hindu prayer "Aum Namah Shivaya": Andersen is shown writing 

it on a large piece of paper, and another photograph shows a spectator 

holding it and chanting the text (figs . 8-9). Otherwise it seems to have 

been up to the spectators to make connections between Kepcke's actions 

and the other actions that went on at the same time. As far as the 

latter are concerned, Jarner's photographs for example show Kepcke's 

wife Tut and Eric Andersen sitting at a table, Tut writing on a typewriter 

and Andersen occasionally saying something (figs. 6-7). 

308 



309 

According to Andersen, what he was doing was reading out compli

cated texts: passages from James Joyce's Finnegans Wake, texts by 

the German philosopher Martin Heidegger and the German inventor 

of quantum physics Werner Heisenberg, manuals, et cetera. Tut would 

write down what he said, as fast as possible, after which he would take 

the sheet and read it out again, including the typing errors. In this man

ner, a text was created that almost only consisted of typing errors.33 

Otherwise, Tomas Schmit is occasionally seen walking up and 

down between Arthur and Tut Kopcke, and between Andersen and 

the audience, or putting something up on the wall (fig.1). In a letter to 

Kopcke, written shortly before the beginning of the festival, Schmit wrote 

that he wanted to perform three of his own pieces, SELBST-(MATE

RIAL-) BESTIMMTES (1964), INSTEAD OF(1964) and Sensatorium 

Minimaximum (1964).34 According to the generally extremely thorough 

and reliable performance chronology that performance studies scholar 

Gunter Berghaus drew up for Schmit, 35 two of these works, Sensatorium 

Minimaximum and INSTEAD OF were distributed in printed form. 

This is confirmed by Christiansen, who wrote to Vostell that "Tomas was 

giving people in the audience on the benches messages on small pieces 

of paper" .36 However, relating this claim to the scores and content 

of the actual pieces is difficult. The score of Sensatorium Minimaximum 

instructs a large number of performers - Schmit suggests at least ten -

to enter the auditorium at intervals and execute an action upon some 

of the spectators' persons, for example putting a bag of sugar and cin

namon in their pocket or sticking a match to their forehead with tape. 

If the piece was distributed on paper, it must have been the score itself 

that was handed out - possibly in the manner specified for Sensatorium 

Minimaximum, i.e., at intervals and directly upon the person of the 

spectator. INSTEAD OF is easier to execute in the manner described 

because it consists of a list of things the audience could do instead 

of attending a performance, and such suggestions could easily be given 

to the spectators on small scraps of paper. In any case, when Schmit is 

shown walking up and down between the performance area and the 

audience, it must have been to hand the audience small pieces of paper. 

A last piece that was performed while Kopcke was busy performing his 



reading/work-piece No. 31 was Henning Christiansen's 'Bodies and 

Knocking' (KORPER UND KLOPFEN) (1964). In Jarner's photographs 

(figs. 2-3), Christiansen is seen dragging a cello around on a piece of 

string and sitting down on a folding chair with the instrument on his lap, 

drumming on it. The score of the piece instructs the performer to "pro

cure a body" (in this case a cello), to find a way of knocking on its front, 

back and two sides, to drag it around on all four sides and to "get rid of 

it in a beautiful way". 37 

However, these were not the only pieces that were performed 

that evening. K0pcke writes in one of his curricula vitae that he also 

performed reading/ work-pieces No. 33 and No. 34. [R]eading/ work

piece No. 33 exists in two versions: "Put the first letters of the objects &c. 

[sic] (in each section) together in the right succession" and "Put these 

letters together in the right way, the result is a text in English". Unfor

tunately, neither the objects nor the letters are visible in Jarner's 

photographs, lest it should be a text balloon with two capital A's in it 

that can be seen lying on the table in front of Tut. However, in several 

of Jarner's photographs K0pcke is shown reading out loud from a 

manuscript that he holds in his hand, and any one of these could be 

a performance of reading/ work-piece No. 34. Piece No. 34 consists of 

a long description of the life cycle of a parasite called the lancet leech, 

preceded by the instruction to "draw the course of the following story". 

During performances, K0pcke would read the text out loud, but it took 

other forms as well. A realisation of the piece in the Arthur K0pcke 

Archive in Aarhus indicates that K0pcke was not interested in the leech 

as such, but in graphic depictions of complicated processes: it is a 

graphic depiction of the route that a burglar took into and out of a house, 

cut out from a magazine and marked by K0pcke "Piece 34". In addition 

to these three pieces, reading/ work-piece No.16 was performed: the 

instruction, "Do you remember what a football looks like? If yes, draw 

one", was printed at the top of an otherwise empty sheet of paper and 

handed out to the audience. Knud Pedersen's realisation of the piece 

is still kept in Pedersen's Copenhagen Fluxus Archive, and in one of 

Jarner's photographs a football can be seen lying at the feet of a per

former that was possibly used to demonstrate the piece. 
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At the same time that K"pcke was performing these pieces, Christiansen 

was engaged in the execution of the first of his Kaffestykker ('Coffee 

Pieces', op. 24a, 1964) (fig. 4). The piece consists of fixed periods of 

stirring coffee with a spoon (10 seconds - 20 seconds - 30 seconds -

20 seconds - 10 seconds), alternating with equally long periods of 

silence. At the end of the piece, a spectator is offered a cup of coffee.38 

To judge by Jarner's photographs, several spectators received a cup of 

coffee on the evening of 4 September 1964, but as Christiansen wrote 

to Vostell, he had forgotten to bring sugar, so "the piece was only for 

people who love coffee without sugar, but there were many of that kind 

of human being". 39 Apart from this, Christiansen may also have per

formed a third, unknown piece. In several of Jarner's photographs, 

he is seen showing the audience what appears to be a matchbox 

(figs. 11-12). However, although it is not mentioned in the score, this 

may also be a part of 'Coffee Pieces'. 

Emmett Williams, meanwhile, did not join in the performances as 

such, but sat on a chair in a corner, eating peanuts (fig. 14).40 

CONCERT 5, 6 SEPTEMBER 1964 

The fifth concert of the festival, on 6 September, was also the last, 

because as mentioned earlier the performances that were planned for 

10 and 11 September were cancelled due to lack of funding. Entirely 

as planned, the evening was handed over to Eric Andersen, who used 

it to give a lengthy performance of his Opus 20 (1963), earlier called 

Moving, in which the audience is transported from one part of the con

cert room to the other. In connection with the performance, a handout 

was distributed that read, "If Opus 20 does not succeed, which I believe 

it will not, you are the cause of this and you will be able to observe 

the attributes of your reaction. These will assume the strangest forms, 

if you are as sentimental and modest as I have reason to believe you 

are". 41 During earlier performances, Andersen had employed a hand

drawn cart on which to transport the audience, but on this occasion, 

he did not have one and simply asked people to hold each other's hands 

and walk over to the other section instead. Apparently, the perform

ance took a rather long time, according to Andersen between one and 



two hours. That would mean that there were rather a lot of spectators, 

because the score specifies that the performance has to continue until 

less than 10% of the spectators are left in the first section. 

Andersen's performance concluded a festival that gathered to

gether a number of artists who had participated in Fluxus events or

ganised by Maciunas in 1962/1963, but it did so in an entirely different 

manner. Where Maciunas's festivals tended to present works by many 

different artists, one after the other, Nye koncert-famomener, happenings, 

action music etc. gave more space to the individual artist and made use 

of simultaneity on those occasions where several artists were involved. 

Moreover, while Maciunas's Fluxus festivals by and large kept the divi

sion between stage and auditorium intact, many of the performances 

during Nye koncert-famomener, happenings, action music etc. took 

place among the audience. Some of these characteristics, especially 

the tendency to devote programmes to the work of only one or two 

artists, can also be discerned in the Perpetual Fluxfest that Maciunas 

organised in New York from September until December 1965, but there 

is no reason to assume a connection, nor is it possible to substantiate 

claims to the effect that this is a "natural" development. It can only be 

concluded that this way of working seemed the right option for these 

particular artists; that it felt like the right way to present their work, 

after the experience of performing in the setting provided by Maciunas. 

As such, it is also a move away from Fluxus as defined by Maciunas, 

although Andersen, K111pcke, Schmit and Williams would continue to per

form with other Fluxus artists and the Fluxus network remained intact 

for many years to come. However, because of the lack of formal simi

larities, this is the last event in Denmark to be discussed here in the con

text of the development of the Fluxus festival form during the 1960s 

and 1970s. This is not to say that the Fluxus connection was not kept, 

but it was in terms of networking, not in terms of the visual image 

created for Fluxus by Maciunas. In this manner, just as they performed 

at various Fluxus events abroad, K111pcke and Andersen ensured a vital 

Fluxus presence in Denmark until at least 1968. 
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Fig . 1 Tomas Schmit performing 

his INSTEAD OF or Sensatorium 

Minimaximum and Henning 

Christiansen performing his 'Bodies 

and Knocking' (KORPER UND 

KLOPFEN), 4 September 1964 

Fig . 2 Henning Christiansen per

forming his 'Bodies and Knocking', 

4 September 1964 



Fig . 3 Henning Christiansen per

forming his 'Bodies and Knocking'; 

in the background, Tomas Schmit 

performing INSTEAD OF or 

Sensatorium Minimaximum, 4 Sep

tember 1964 

Fig . 4 Henning Christiansen 

performing his first 'Coffee Piece' 

(Kaffestykker); the football in 

the background was probably 

used to perform Arthur K0pcke' s 

reading/work-piece No.16, 4 Sep

tember 1964 
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Fig . 6 Tut K0pcke writing on 

a typewriter and Eric Andersen 

reading the result in a perfor

mance of an untitled piece by the 

latter, 4 September 1964 

Fig . 7 Tut K0pcke and Eric 

Andersen in a performance of an 

unt itled piece by the latter; in the 

background Henning Christiansen 

performing his 'Bodies and 

Knocking', 4 September 1964 

Fig. 5 Arthur K0pcke and a mem

ber al the audience performing 

his reading/work-piece No. 31; 

in the background, Tut K0pcke, 

4 September 1964 



Fig. 8 Eric Andersen writing 

the Hindu prayer "Aum Namah 

Shivaya" an a piece of paper in 

a performance of Arthur K0pcke' s 

reading/ work-piece No. 31, 4 Sep

tember 1964 

Fig. 9 Audience witnessing 

a performance of Arthur K0pcke's 

reading/work-piece No. 31; one 

of the spectators is holding a 

piece of paper on which the Hindu 

prayer "Aum Namah Shivaya" is 

written, 4 September 1964 
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Fig . 10 Arthur K0pcke reading 

a text, perhaps in a performance 

of his reading/work-piece No.31 

ar 34, 4 September 1964 

Fig.11 Henning Christiansen 

shows the audience a matchbox; 

unknown piece, 4 September 1964 



Fig.12 Henning Christiansen 

shows the audience a matchbox; 

unknown piece, 4 September 1964 

Fig . 13 Two spectators sitting on 

the fioor with a length of cable; 

unknown piece, 4 September 1964 

Fig . 14 Emmett Williams eating 

peanuts, 4 September 1964 
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FLUX FESTIVAL 

321 SCHEVENINGEN, 13 NOVEMBER 1964 AND 

ROTTERDAM, 23 NOVEMBER 1964 

Peter van der Meijden 

The history of the Flux Festivals in Scheveningen and Rotterdam on 

13 and 23 November 1964 is intimately bound up with the Fluxus career 

of the main Dutch Fluxus representative, Willem de Ridder. Having 

started modestly as a participant in a work by Nam June Paik at the 

ParalleleAuffiihrungen Neuester Musik in Amsterdam on 5 October 

1962, de Ridder then proceeded to sell Fluxus publications from his 

gallery, Amstel 47 in Amsterdam. It was in his capacity as gallery owner 

that he organised the Fluxus Festival in Amsterdam and The Hague in 

June 1963 and the Internationaal programma nieuwste muziek - nieu

wste theater - nieuwste literatuur in Amsterdam in December 1963. 

In February or March 1964, however, Rudolf Peereboom, a second-hand 

book dealer and his co-gallerist, ended their partnership and denied 

him further access to the basement underneath the bookstore where 

the gallery had been based. De Ridder opened a PO Box instead and 

suggested to George Maciunas, in a letter dated 30 March 1964, to 

sell Fluxus publications by mail order.1 The result was the European 

Mailorder Warehouse and Fluxshop that de Ridder ran from spring 

1964 until at least late 1966. 2 

At the same time that de Ridder was made an official Fluxus

salesman, he was entrusted with the publication of a European Fluxus 

Yearbook and given the responsibility for the "administration of Euro

pean Fluxus". 3 Until spring 1964, Tomas Schmit had been Maciunas's 

European Fluxus representative, but he had fallen out of grace and 

de Ridder was asked to take over. He accepted and was suddenly no 

longer just a Fluxus member, but a Fluxus committee member - a Fluxus 

official, so to speak. De Ridder cast himself into the task with remark

able zeal and spent the better part of the year 1964 trying to organise 

Fluxus festivals and exhibitions/ concerts by George Brecht, Nam June 

Paik and Bengt af Klintberg. He was in contact with museums and 



concert halls in Amsterdam, Rotterdam, The Hague and Eindhoven, but 

in the end, only the two Flux Festivals in Scheveningen and Rotterdam 

materialised. Twice that year, in June and November 1964, a concert at 

the Gemeentemuseum in The Hague seemed a real possibility, but 

both times, the museum backed out at a relatively advanced stage. 4 

Before moving on to the two Flux Festivals, it is necessary to 

take a brief look at de Ridder' s activities during the months leading up 

to them, since these partly inform the festivals themselves. First and 

foremost, there was the festival that de Ridder offered to organise at 

the Gemeentemuseum in The Hague in June 1964. It was intended as 

the opening event of the exhibition Nieuwe realisten ('New Realists', 

24 June-30 August 1964).5 Together with an exhibition at the Stedelijk 

Museum in Amsterdam called American Pop Art (22 June- 26 July 1964), 

Nieuwe realisten marked the breakthrough of pop art in Holland. De 

Ridder and Wim T. Schippers had already paid a good deal of attention 

to pop art and new realism in their television programme Signalement 

that had been broadcast on 29 December 1963,6 but it is a sign of busi

ness acumen on de Ridder's part that he recognised the huge impact 

pop art had on the popular imagination and used it to promote Fluxus. 

He announced the Flux Festivals of November 1964 as "Pop Art con

certs" for the same reason, even though Maciunas had written to him 

that "Fluxus has nothing to do with Pop Art! Pop art is 100% artificial, 

while Fluxus tries to be 100% concrete and therefore non-art" .7 

Secondly, it needs to be pointed out that de Ridder, at the same 

time that he created a direct link with pop art, continued to integrate 

Fluxus into his own collaboration with Wim T. Schippers. Thus, he 

expressly asked the management of the Kurhaus in Scheveningen to 

decorate the hall where the concert was to take place with palm trees 

and potted plants as a reference to his and Schippers's Society for 

Exhibition Organising (SEO), created in early 1964 as a sub-section of 

their fictitious Association for Scientific Research in New Methods of 

Recreation (AFSRINMOR-lnternational). The SEO sold do-it-yourself 

exhibitions, consisting of instructions to decorate an armchair, a toilet 

or an exhibition hall with flags, paper streamers, balloons and the 

aforementioned palm trees and potted plants. 8 The wording of the 
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poster announcing the festivals also echoed the style of their collabo

rative works. Instead of merely mentioning titles of works, de Ridder 

and Schippers announced a "concert for breathing in and out", "music 

for piano and savoury snacks", a "trio for violin, viola, cello and polish", 

a "piece for alarm clocks, singer and cough sweets" and "many other 

interesting works from the U.S.A., Japan and Europe from 1958 to the 

present". Just as the activities of the SEO, the text seeks a precarious 

balance between seriousness and irony that is very characteristic of de 

Ridder's and Schippers's work of the mid-1960s. 

Equally characteristic for the duo's collaborative work is their 

posing as representatives of (fictitious) international bureaucratic 

or commercial organisations. In their hands, Fluxus became just such 

an organisation, so it is only natural that both Flux Festivals were 

preceded by intense PR work, culminating in press conferences in 

Scheveningen on 12November1964 and in Rotterdam on 16 November 

1964. Equally naturally, however, both events shared the same mix of 

seriousness and irony that characterised de Ridder's and Schippers's 

other activities . It caused the reporter of the newspaper De Telegraaf 

to complain that "a conversation with these new realists is virtually 

impossible because they use anti-terms to create a kind of logic that 

can turn into anti-logic at any time" .9 For example, the concerts were 

announced as "farewell concerts", but when a member of the press 

asked whether this meant that there would be no more Fluxus concerts 

in Holland, they replied that "one could also organise an endless 

series of farewell concerts" .10 

The press conference in connection with the Flux Festival in 

Scheveningen was held by de Ridder, Schippers and Misha Mengelberg. 

Wim T. Schippers was already introduced in the entry on the Interna

tionaal programma nieuwste muziek - nieuwste theatre - nieuwste liter

atuur. Mengelberg was a composer and jazz pianist who had collabo

rated with de Ridder in the Mood Engineering Society (MES) in late 

1961 and early 1962. All three set their own stamp on the proceedings, 

Mengelberg most visibly by improvising a performance: he handed out 

liquorice and mints, saying that by eating them, the assembled jour

nalists turned them into sources of musical sound and thus performed 



a piece of his. 11 De Ridder's presence made itself felt in a marked 

insistence on the importance of audience participation. The newspaper 

Algemeen Handelsblad, for example, informed its readers that "these 

concerts not only take place on stage, but in the auditorium as well and 

that both the performers and the audience are involved in the execu

tion of the works", a claim that clearly smacks of de Ridder. 12 Schippers's 

presence was made known in particular formulations. The remark that 

the works on the programme are performed "visibly as well as invisibly, 

remarkably as well as inconspicuously and sometimes only tangibly", 13 

for example, echoes his statements on "a-dynamical art" from 1962 

and 1963. Another characteristic remark, and one that is quoted in 

several reviews, is that Fluxus "is active all around the globe developing, 

elaborating, extending, vituperating, dismantling and changing the 

various modes of expression that began to emerge in painting in 1958". 

It displays a predilection of long lists of words that were also markedly 

present in Schippers's writings. 14 

SCHEVENINGEN 

Invited to perform at the Flux Festival in Scheveningen were Emmett 

Williams, Robert Filliou, Arthur Kepcke, Eric Andersen, Ben Vautier and 

Misha Mengelberg. Of these, only Kepcke, Andersen and Mengelberg 

actually took part. Vautier had to come to Holland anyway, in order to 

install an exhibition at Amstel 47 (now no longer de Ridder's gallery, but 

Rudolf Peereboom's alone), but he could not make it to Scheveningen in 

time and only participated in Rotterdam. 15 Robert Filliou sent de Ridder 

a letter on 8 December 1964, explaining that he was working and that 

he had received de Ridder's last-minute telegram too late to be able to 

phone. 16 Why Williams was not there is unknown. Kepcke and Andersen, 

on the other hand, had been in frequent contact with de Ridder through

out the year, including visits back and forth, and both artists contributed 

with several pieces.17 Another contributor who was added later was Bob 

Lens, an artist from The Hague. Originally, he was invited as a performer, 

together with several others from de Ridder's circle of friends and ac

quaintances, but when he suggested a work of his own, Stuk voor wekkers 

('Piece for Alarm Clocks'), it was included in the programme as well. 18 
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Entirely in tune with de Ridder's insistence on audience participation, 

the auditorium where the concert was held, the Kurzaal, remained 

lit up with spotlights throughout the entire performance; and by way 

of a repeat performance of Mengelberg's improvised piece during the 

press conference, rolls of liquorice were handed out to the audience. 

The spotlights outlined a predominantly young audience, too hairy for 

the taste of the assembled press and drunk in all too many cases. 

Some of the spectators were known to the press by name, such as author 

Simon Vinkenoog, who had brought along his mouth organ to ac

company the proceedings on stage, and the composer Wouter Paap. 

Others remain nameless, but acquire a measure of personality in the 

reviews nevertheless, such as a group of school girls who had brought 

a recorder, 19 a bald, suntanned man who started out by protesting 

at the top of his voice but ended up laughing hysterically 20 and a stu

dent who stood up and gave a long speech in which he used the word 

"bourgeois" a lot. 21 A couple of people who invaded the stage were 

handed a beer by de Ridder and sent back to their seats. 22 Otherwise, 

the reactions of the audience were largely limited to laughing, shout

ing, booing, talking, gesticulating, folding paper aeroplanes from the 

programme sheets and walking out. The hall had been reasonably 

filled when the concert started - some estimates place audience num

bers as high as 200 - but by the end of it, it was half empty. 23 

According to the programme sheet, the concert consisted of 

three parts. The first one of these was the concert itself. The second 

was a concert behind closed doors in a location in the vicinity of the 

Kurhaus. In his introduction, de Ridder described it as a "meaningless" 

one (since there was no one present to experience it). It started at 

8:15 p.m. exactly and ran "in some cases" (according to the programme 

sheet) parallel with the concert at the Kurhaus; de Ridder kept the 

audience informed about the progress that was made at the secret 

location and sometimes even stopped the proceedings when the 

second concert began to lag behind. 24 All this was presumably make

believe, because when asked about the second concert, de Ridder 

later said that it "probably" did not take place and that it was primar

ily intended to make people wonder. 25 The third part of the concert 



consisted of "street events" in the streets of The Hague and Scheven

ingen - "events that sometimes occur unnoticed and that are intended 

for random passers-by, lamp posts or paving stones". 26 In his invitation 

to the participating artists, de Ridder explicitly mentioned the possibil

ity of organising street events, but the only piece that appears to have 

been performed is George Brecht's Motor Vehicle Sundown (1960), 

a work that makes use of the sounds and signals produced by cars. It is 

mentioned in a note outlining the order of events to the participating 

artists, 27 and de Ridder remembers it being performed, with a few cars 

only, in a large parking lot across from the Kurhaus. 28 

If asked to give an overall characterisation of the festival, most 

people would have said "boring". Het Parool spoke of an "emotionless 

concert", 29 Arnhems Dagblad called it "tasteless and especially sap

less" 30 and the reviewer at Algemeen Dagblad called it "blank nothing

ness" and remarked that it "left the taste of lukewarm water" .31 Today, 

we might commend the performers for their seriousness and dedication, 

but at that time, they just seemed annoyingly slow in performing their 

tasks. Their delivery struck people as deadpan and emotionless. 

This particular performance style already manifested itself in the 

first piece, a performance, by Wim T. Schippers, of Takehisa Kosugi's 

MICRO 1 (1962). Schippers came on stage, armed with four sheets of 

wrapping paper and two pieces of string and began, very slowly, to wrap 

a live microphone with it. The resulting sound was described by the 

reporter of De Waarheid as "ranging from the deposition of gravel on 

a paved garden path to the collapse of a house under construction" .32 

When the sheets of paper were firmly attached, Schippers loosened 

the pieces of string again and removed the paper. The surviving photo

graphs of the event, amongst others by Egbert Munks, document his 

deadpan expression throughout. 

The next piece was George Brecht's INCIDENTAL MUSIC Five 

Piano Pieces (1961), performed by Mengelberg. He stacked wooden 

building blocks on top of each other upon the strings of the shiny black 

concert piano that was a permanent feature on stage until the tower 

collapsed and played some notes so that the audience could hear the 

effect of the blocks on the strings; according to one reviewer, "it rattled 
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a lot" .33 Several of the journalist's colleagues mistakenly assumed that 

they were witnessing the "concert for piano and savoury snacks" that 

was announced on the poster and consequently informed their readers 

that "the piano was fed with savoury snacks".34 In all, INCIDENTAL 

MUSIC consists of five parts, but it is uncertain whether all of them were 

performed. Actions such as attaching a piece of string to one of the 

keys are mentioned in the score, but not in the reviews. 

The third piece on the programme was Eric Andersen's Opus 38. 

The score instructs the performer to play the interlude from We're Gonna 

Be In (possibly Frankie Laine's High Society, which is subtitled "We're 

Gonna Be In") and the Andrews Sisters' Her Bathing Suit Never Got Wet, 

followed by the announcement "I regret the bad circumstances for 

recording". The piano is to be played "in a quick, lazy way", while the 

sentence has to be delivered "with a sober voice". 

Having performed his own piece, Andersen went on to interpret 

Nam June Paik's Half Time, or rather, half of it. Half Time is based on 

an instruction from a piece called DO IT YOURSELF Answers to La 

Monte Young (1962) for a performance a deux mains of the first fugue 

from Bach's Wohltemperiertes Klavier in which the left hand part is 

played in San Francisco and the right hand part in Shanghai.35 Andersen 

played the right hand part, according to one reviewer not only with 

one hand, but with one finger alone. At the same time, de Ridder pre

tended to follow the performance in the secret location in the vicinity 

of the Kurhaus via the telephone, but, as the reviewer of Het Vaderland 

pointed out, "we could not hear that". 36 

The piano was also a central feature of the fifth piece on the 

programme, La Monte Young's Piano Piece for David Tudor# 1 (1960). 

Three performers carried a table on stage and placed it in front of 

the piano. They laid the table with a tablecloth and placed a very large 

plate and an outsize knife and fork on it. The piano itself was given 

a napkin. Then they carried a large pile of hay onto the stage, put it 

on the plate and placed a carafe of water next to it (fig. 1). They stood 

staring at the piano for a while, waiting to see whether it would eat 

and then left, taking everything with them again. 



Of the next piece on the programme, Emmett Williams's litany and 

response no. 2 for Alison Knowles (1962), no photographs or first-hand 

descriptions survive. However, Rotterdamsch Nieuwsblad reproduced 

the score and did so on the day after the press conference in Rotter

dam, so the reporter may have received it directly from the artists and 

it may actually have been performed.37 The piece consists of one short 

exchange, "How are you dear Alison" - "Very well thank you Oscar", 

repeated with the vowels moved around: "Haw ero yue daar ilosen? 

Very wall thonk yuo ascor", and so on. 

The seventh piece on the programme was the most discussed of 

all: Wim T. Schippers's 1. niet roken, 2. niet eten, 3. roken, 4. eten 

('1. not smoking, 2. not eating, 3 . smoking, 4. eating', 1964). The title 

described the piece rather well: five performers (Schippers; a gentle

man identified by gallery owner Harry Ruhe as A. J. de Swarte, a school

teacher; Arthur Kepcke; Eric Andersen; and designer Anthon Beeke) 

came on stage, stood staring for a while, left, came back on and stared 

some more, left, smoked a cigarette, left, ate a dry bun and left again 

(figs. 2-3). One performer especially (perhaps Schippers himself?) is 

reported to have done this very slowly, taking extremely small bites and 

carefully wiping the crumbs from his fingers. 38 When the performers 

lit their cigarettes, this was taken as a cue by the audience that it was 

allowed to smoke, so they did, until a representative of the fire brigade 

stood up to enforce the smoking ban.39 

The next piece was Misha Mengelberg' s In Memoriam Hans van 

Sweeden. It was dedicated to composer Hans van Sweeden who had 

committed suicide a year earlier at the age of only twenty-four; a circum

stance that according to the reviewer of music magazine Mens en 

muziek lent the piece a "lugubrious and merciless character" .40 The 

piece consisted of only a couple of chords, endlessly repeated. After 

a while, a spectator climbed the stage and turned a page of the score 

that Mengelberg had standing in front of him, but apparently this had no 

effect. The exact duration of the performance is not recorded, but 

it certainly felt to the spectators as if it lasted for a really long time. 

In piece number nine on the programme, Takehisa Kosugi's 

ORGANIC MUSIC, photographer Anna Beeke came on stage and 
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positioned herself in front of a microphone the way a singer might do, 

followed by three other performers carrying a bugle, a trumpet and 

a flute. They put the instruments to their mouths, but instead of playing, 

they merely breathed in and out. In contrast to many of the other 

pieces it only lasted for a minute or so, a circumstance that was recorded 

with almost audible relief by several reviewers. 

Next was Willem de Ridder's own LAUGHING 1963 (1963). Six 

performers came on stage, wearing laughing masks and stood staring 

into the audience for a number of minutes. Willem de Ridder has 

mentioned versions where the performers also made laughing move

ments, such as holding their stomachs and slapping their thighs, but just 

as during the Internationaal programma nieuwste muziek - nieuwste 

theater - nieuwste literatuur, where the piece was premiered, they stood 

stock still. When asked why so many pieces involved standing side by 

side, facing the crowd, de Ridder said that it was about offering yourself 

up to the audience, about making yourself vulnerable and giving the 

audience a more active role. 41 

After LAUGHING 1963, George Brecht's "Trio for Violins" 

(SOLO FOR VIOLIN VIOLA CELLO OR CONTRABASS, 1962) was 

performed. Anna Beeke, Anthon Beeke and a third performer came on 

stage, Anna carrying a toy violin and the two men real violins. They sat 

down, took up their instruments and began to polish them. Sure enough, 

the score of Brecht's piece merely consists of the word "polishing". 

The last piece before the break - according to the programme, an 

AFSRINMOR-piece with the title RB / Kb should have been performed 

as well, but there is no evidence that this actually happened - was Arthur 

K"pcke's reading/ work-piece No. 22. The instruction for the piece 

reads, "The exponents get posters on which is written i.e.: (readable) 

WHEN THIS YOU SEE REMEMBER ME (which is by Emmett Williams) 

(6 exponents, 6 posters in this case). Darken the stage. The actors have 

a box of matches each and try to light the posters so audience can 

read. Who has finished his matches leaves the stage. Try the piece with 

other texts". 42 

In Scheveningen, it was performed by eight performers who each 

carried a syllable of the sentence. The newspaper De Waarheid reports 



that all the lights went out except one spotlight. One of the eight 

people on stage disappeared "after a lot of angry glances, apparent

ly looking for the switchboard in order to kill the last remaining light, 

but a Kurhaus employee shouted from the back of the auditorium: 'That 

light stays on, boys. You're acting crazy enough as it is"'. 43 It is not 

known whether it was actually the intention to light matches on stage, 

as indicated in the score, which definitely would have been against the 

fire and safety regulations, but in any case, the performers never got 

around to it. 

It seems that the next piece on the programme, Bob Lens's Stuk 

voor wekkers ('Piece for Alarm Clocks', 1964) 44 was supposed to have 

taken place during the break, but it ended up interfering with the last 

pieces before the break and the first ones after the break as well. Forty 

alarm clocks were set to ring at around the time the break was sup

posed to take place, but not all of them were equally precise, to the ob

vious delight of the press and the crowd. According to a handout that 

was distributed in connection with the performance, the alarm clocks 

had been supplied by a firm called Berdo in The Hague, but it was 

not a good advertisement. Apart from a sponsor message, the handout 

contained a collection of stream of consciousness words that are 

loosely connected to the title of the work: "creation - finding - time 

stop - meccano [a technical toy] - amount - noise - silence - mecha

nism - act - automation" et cetera. 

After this, Bengt af Klintberg's "Food Piece for Dick Higgins" 

(Matbit till Dick Higgins, 1963) was performed. According to the score, 

a performer had to raise food to his mouth but drop it on the floor 

before he could eat it. No photographs or descriptions survive, but the 

reviewer of Nieuwe Haagse Courant made a passing reference to 

"croquettes and meatballs" that were dropped on the floor, so one has 

to assume that it was performed.45 

Next on the programme was Arthur Kepcke's music while you 

work (1962) (fig.4). It was often used during Fluxus concerts as a way of 

cleaning the stage. According to the first version of the score, a record 

is "prepared" by sticking several pieces of tape on it. It is then put on 

the record player and played, while a performer sweeps the stage. Every 
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time the record sticks, he rushes over to the record player and sets the 

music playing again. In Kepcke's reading/work-pieces manuscript 

(1963-1965) music while you work is reading/work-piece No. 1, however, 

a second version is mentioned that makes use of multiple performers. 

"A couple is dancing I one is making a speech I one washes his feet I 

cleaning the stage I one comes in and goes out all the time I striptease I 

&c." (sic). In Scheveningen, one performer (Anna Beeke) performed 

a striptease, two performers pretended to eat hay, one (Schippers) 

washed his feet in a basin, his trouser legs rolled up, and one read a 

"banal" text. 

Next came another work by Misha Mengelberg, Journal II. 

The composer took a seat behind a little table in the aisle and tried to 

blow soap bubbles with a small horn. The piece ended when a woman 

on stage rang a bell: this caused Mengelberg to jump up and rush out 

of the room.46 

According to the programme, it was followed by Eric Andersen's 

Opus 35. No photographs or descriptions survive, but then again, it 

would be difficult to determine whether they related to this particular 

piece. The score instructs the performer(s) to "establish an audible 

prima vista activity in such a way that people present will not be present 

and all have ears which are too narrow". Andersen's works often pre

sented themselves as challenges to performer and audience alike, and 

in this case, it is impossible for any realisation to reproduce the situ

ation described in a recognisable manner. 

After Andersen's piece, de Ridder came on stage and performed 

a second version of his Fluitconcert ('Whistle Concerto', 1964). The first 

version, which was premiered at the Internationaal programma nieuwste 

muziek- nieuwste theater- nieuwste literatuur, instructed a number of 

performers to line up and whistle a single tone for a number of minutes. 

The second version only required one performer, who was to position 

himself next to a record player and to whistle along to the music. 

As the next to last piece, Robert Watts's TWO INCHES (1962) 

was performed by rolling out a paper ribbon across the front of the 

stage and cutting it - and then Wim T. Schippers finally got to perform 

his Economisch concert ('Economic Concerto', 1963). The fire brigade 



had forbidden him to do so at the Internationaal programma, but in 

Scheveningen, he was allowed to set off a firecracker on stage. With 

that "small to medium sized explosion" (as the text of the score 

reads), the concert ended. 

ROTTERDAM 

The second edition of the Flux Festival, at De Lantaren /'t Venster in 

Rotterdam on 23 November 1964 (the venue had a cinema and a theatre), 

could not have been more different. The festival in Scheveningen may 

have left behind "the taste of lukewarm water", as the reporter of the 

newspaper Algemeen Dagblad was quoted as saying, but the one in 

Rotterdam was mostly remembered as ending in a riot. The members of 

the press were unanimous in their verdict that the audience had been 

allowed to steer the proceedings to the degree that Fluxus had been all 

but invisible. 

As had been the case in Scheveningen, the festival in Rotterdam 

was preceded by a press conference. It took place on 16 November 

1964 in the foyer of the theatre. Present were Willem de Ridder, Misha 

Mengelberg and Eric Andersen. Arthur Kepcke should have been there 

as well, but the evening before he had been rushed to the hospital with 

acute stomach problems. However, he was present in spirit: Rotter

damsch Nieuwsblad reproduced Kepcke's reading/work-pieceNo.16 

(score: "Do you remember what a football looks [sic] / If yes: draw 

one") and attached a sneering comment to the effect that Kepcke 

"had let himself be represented by his work - two typewritten lines ... ". 47 

At least one other work had been performed or demonstrated 

during the press conference in Rotterdam, Terry Riley's EARPIECE 

(1961), that instructs the audience to crumple a piece of paper in 

front of their ears. As mentioned above, Rotterdamsch Nieuwsblad also 

reproduced the score of Emmett Williams' s litany and response no. 2 

for alison knowles (1962), so this work may have been handed out to the 

press and/ or performed as well. In any case, the reporter of Rotter

damsch Nieuwsblad strongly suggests that several pieces were perfor

med during the press conference. 
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Otherwise, the same game seems to have been played with the mem

bers of the press as during the press conference that preceded the 

Flux Festival in Scheveningen. Here, for example, is what Het Vrije Volk 

managed to squeeze out of de Ridder and the others about Fluxus: 

"What is Fluxus? Fluxus does not know. What does Fluxus want? A lot of 

talk, but still no straight answer. Change, and that continuous. Art? 

No, not art. But nevertheless the word was constantly on the lips of Mr. 

de Ridder, the prime speaker last Monday". 48 

However, one thing was made abundantly clear - the audience 

was to play an important role. Rotterdamsch Nieuwsblad quotes de 

Ridder as saying that "even the reactions of the audience have been 

taken into account", and HetVrije Volk told its readers that "during 

the 'events' (one should never call them concerts or performances) 

they want to incorporate the audience's reactions. The audience will 

therefore collaborate in the 'event"'. 49 De Ridder was confident that 

the reactions of the audience "would be the same anyway", but he was 

wrong.50 The audience was to put its stamp on the proceedings in 

Rotterdam to a degree that made Misha Mengelberg confess that he 

did not find it funny anymore, because the audience prevented him 

and the others from performing their pieces. 51 

The following description is only a tentative reconstruction of the 

events at De Lantaren. We know that the festival lasted for just under 

three hours 52 and that - these are the words of Bob Lens, who partici

pated again - "throughout the entire evening, pieces were performed 

simultaneously amongst the audience" .53 However, there was no real 

programme. The folded sheet of cardboard that was distributed by way 

of a programme, only contained a general description: "In Rotterdam, 

from 8 o'clock on 23 November 1964 in De Lantaren/'t Venster, pieces 

will be performed by Ben Vautier, George Brecht, Benjamin Patter

son, Eric Andersen, Emmett Williams, Robert Watts, Willem de Ridder, 

Arthur Kepcke, you, Takehisa Kosugi, Wim T. Schippers, Chieko Shiomi, 

Nam June Paik, Misha Mengelberg, Emmett Williams and others. At 

the same time, pieces will be performed in the streets of Amsterdam. 

For all information, anthologies, scores, objects, collected works et 

cetera P.O. Box 2045 (European Mail-Orderhouse)". 54 



In the absence of a programme, the following description is based on 

reviews alone, and ordered according to the vague indications they 

contain as to which pieces preceded and followed certain others. 

The evening appears to have started almost unnoticed with Willem de 

Ridder's Card Piece (1964). Cards were handed out with various texts 

and instructions. The reviewer of Rotterdamsch Nieuwsblad, for example, 

got one with the legend "please pass this card on to your neighbour". 55 

The next piece to have been performed was probably Benjamin 

Patterson's PAPER PIECE (1960). The performance involved confetti, 

paper streamers and balls of strings that were handed out amongst the 

audience, but "incredible heaps of paper" as well.56 It caused the first 

appearance on stage of senior fire brigade officer van der Blink who 

"happened to be in the room for an inspection". 57 Art critic Jan Donia, 

who reviewed the festival for De Havenloods, remarked on van der 

Blink's poise and authority, enhanced by the fact that he strode around, 

while the "Fluxus boys" mostly ran. This early in the evening, he only 

climbed the stage to inspect the leftovers from PAPER PIECE and 

get a good view of the auditorium, but later on, he was to assert his 

authority more forcefully. 

After PAPER PIECE, Willem de Ridder's 4B en 1 0 was performed, 

either by de Ridder himself or a performer. The piece dates back to 

de Ridder's days with the Mood Engineering Society, i.e., late 1961 to 

early 1962, and is an example of what de Ridder and the other mem

bers of the MES called "musical theatre", visual music or theatre with 

a musical undertone. Rotterdamsch Nieuwsblad did not call it anything, 

but merely described it: "A gloomy young man made moves on a stage 

with the help of a complex diagram, took a bow and left. 'Encore, 

encore', the audience shouted". 

The next piece (probably) was Eric Andersen's Opus 52. We know 

that it was this work that was performed because Andersen himself said 

so. Sometime after the Flux Festival, he sent a letter to de Ridder, 

asking for "a picture from the performances of my chair piece (opus 

52) in Rotterdam together with Ben", 58 and the piece that is described 

in the reviews was very clearly a chair piece. It involved at least one 

performer, Andersen himself, stepping or jumping from chair back to 
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chair back from the stage to the back of the auditorium. He did so with 

a bandaged head, at least part of the time (Rotterdamsch Nieuwsblad 

printed a photograph of Vautier applying the bandage), and carrying 

a bag filled with milk bottles. However, according to Donia in De Haven

loods, all the performers walked on the chair backs. "Some balanced 

more easily than others [and] sometimes someone slid, but there was 

always a willing hand that helped him back on the right chair back". 

It would have been impossible to identify the piece on the basis 

of the score alone. The score of Opus 52 instructs three or four perform

ers to walk around "at the back of the chairs" following "strange lines" 

and carrying bags containing instructions and props "for actions never 

seen before" . The actions had to be invented by Andersen himself, 

and the performers were under strict instructions not to have any sort 

of opinion about them or the piece as such. All they had to do was seat 

themselves in a circle around one particular spectator and ask him to 

perform an action with some of the props. They were to offer advice 

where necessary, but not to help the spectator. As was remarked earlier, 

Andersen's scores have a tendency to present themselves as challenges 

to the performer(s), and this one is no exception. In this particular case, 

however, it extends a challenge to Andersen himself as well, namely, 

to envisage "actions never seen before". The very wording makes it 

impossible for the action(s) to be specified in the score, so merely 

witnessing the performance can never give any of the clues necessary to 

relate it to the score. One needs an extra clue such as Andersen's letter 

in order to know which actual piece had been performed. 

After (or during) Andersen ' s climbing performance, another card 

piece was performed: cards were sent around on which a heart was 

drawn, accompanied by the instruction to dial a particular telephone 

number. 59 It was either another one of de Ridder's card pieces or 

a realisation of Arthur Kepcke's reading/ work-piece No.19: "Please 

phone to ... Copenhagen 30 36 55". 

Bob Lens gave a second performance of his Stuk voor wekkers, 

but he combined it with another piece, Stuk voor lijnen ('Piece for 

Lines', 1964) (fig. 5). It has a score that instructs one or more perform

ers to "connect and wrap up people and/ or objects in their surround-



ings with unwindable material such as wire, rope, thread, scotch tape, 

gaffer tape". Lens describes the performance of the two pieces as 

follows: "Small groups of alarm clocks scattered throughout the audito

ria [De Lantaren and 't Venster] rang at predetermined moments. 

Set and wound up once again, their bells would ring out once again 

a bit later. To start with, I was only assisted by one person, but gradually, 

more came and an alarm clock session unfolded. While the ringing went 

on, I started performing Stuk voor lijnen amongst the crowd. By means 

of tape, people, chairs and other objects were connected with each 

other in a movable play of connections and bandages". 60 

A photograph shows Lens and Arthur Kepcke - who had obviously 

recovered from his stomach ache - winding tape around a girl holding 

an alarm clock. 

Meanwhile in the lobby of the theatre, a piano was being destroyed. 

Algemeen Dagblad commented indignantly that "the late Willem 

Mengelberg [a well-known composer]'s grand-cousin Misha, partici

pated with conviction".61 RotterdamschNieuwsblad noted the presence 

of film instructor Louis van Gasteren, carrying a buzz saw. "'The piano 

has to be destroyed, that is clear. That is what the buzz saw is for. 

There are no buzz saws in Rotterdam.' 'No', we agreed, 'Rotterdam has 

a lack of buzz saws'. We have learned to be understanding under these 

circumstances". According to some, it was the performers themselves 

who destroyed the piano and dragged the remains into the theatre, 

while others say that it was the audience who did so; in any case, the 

disembowelled carcass of the piano ended up on stage and formed 

the backdrop for the next performance. 

The next piece that is described is actually a sequence of pieces 

by Ben Vautier. According to a recent catalogue, he performed "five 

or six Fluxus pieces (not written down)", 62 but in the reviews there is 

only mention of three or four. Rotterdamsch Nieuwsblad describes how 

Vautier took off his shoes and let himself fall onto a row of chairs. Next, 

he slowly bent his knees at the ringing of a small bell. A third episode 

involved Vautier being chased through the auditorium by performers who 

pretended to shoot at him, while he himself shouted, "Simulating West 

Side Story!" 63 Finally, he invited the audience to join him on stage. 
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"Everybody on top of the table", he shouted, and the audience invaded 

the stage, where they destroyed a table that had been placed there 

and the plates it carried. Now came senior fire brigade officer van der 

Blink's finest hour: he stood up and ordered everybody to leave the 

stage - which they did. Some performers, among them van Gasteren, 

began to sweep the stage, perhaps as a performance of Arthur 

K0pcke's music while you work. 

De Ridder came on stage and announced that a quieter part of 

the programme would begin. The audience was allowed to enter the 

stage again, but now as participants in what Rotterdamsch Nieuwsblad 

described as a "tea party". Newspapers were laid out for people to 

read, and some spectators began to read the horoscope out loud. This 

may have been a version of Tomas Schmit's Sanitas 22 (1962) where 

"The performer reads aloud a newspaper - he reads everything written 

in it". If so, it was done in a way that turns the spectator into a per

former, and that would be entirely in the spirit of this very audience

oriented concert. However, while some joined in the tea party and the 

newspaper-reading, others continued to destroy the piano, although 

presumably in a quiet sort of way. 64 

Finally, everybody must have been persuaded to take their seats 

again, because Mengelberg was able to start a performance of his In 

Memoriam Hans van Sweeden on an empty stage. Quite soon, however, 

the audience invaded the stage again and began to spin Mengelberg 

and the piano around. 65 

From this point onwards, the reports become too scarce to recon

struct the proceedings in any detail. Apparently, Schippers took over 

the piano from Mengelberg and began to play, but with his hands held 

above the keys, so that no sound was produced.66 Willem de Ridder's 

LAUGHING 1963 was performed, in which six performers stood facing 

the audience, wearing laughing masks, and a film fragment of a man 

jerkily falling down was shown. 67 De Havenloods mentions six perform

ers shuffling from left to right across the stage, possibly a version of 

Dick Higgins's Graphis 118 (1962) that had been performed several 

times in Copenhagen and might have been one of Andersen's and 

K0pcke's contributions. The manager of 't Venster, Mr. J. Huijts, com-



plained in a letter to de Ridder sent two days after the festival that it 

was bad programming to show both a girl being wound in tape and a 

man being wound in nylon thread. 68 The girl in tape was a part of Lens's 

Stukfor lijnen (1962) so the man in nylon thread might be an indica

tion that Takehisa Kosugi'sANIMA 1 ("Roll up a long cord", 1961) 

was performed. However, this is only conjecture. 

The final piece of the evening, however, is documented in several 

reviews and a series of photographs by filmmaker Wim van der Linden. 

When the crowd left the theatre, they met a long strip of paper that 

had been laid out in the street, according to Rotterdamsch Nieuwsblad 

twenty metres and according to De Tijd / De Maas bode no less than 

fifty metres long. Vautier dipped his head in a bucket of black paint 

and thereby drew a long line on the paper - a version of La Monte 

Young's Composition 1960 #10 (1960): "Draw a straight line and follow 

it" (fig. 6). It was Nam June Paik who had performed the piece in this 

way for the first time, at the Fluxus - Internationale Festspiele Neuester 

Musik in Wiesbaden in September 1962. Paik's version is also some

times identified as a new piece, under the name of Zen for Head. 

And so ended an evening that had been characterised by more 

audience participation than most people could stomach, with the 

exception of perhaps Willem de Ridder. Mr. Huijts concluded, "Neither 

of us has, I believe, reason to look back on the evening with particularly 

much satisfaction. I myself do not have the feeling that Rotterdam 

now has a clearer idea of what Fluxus is or wants. And for you it can 

hardly be satisfying that the initiative was given to a subsection of 

the local street youth, whose wantonness is proverbial and which it was 

therefore absolutely unnecessary to provoke". 69 
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Willem de Ridder in letter to 

George Maciunas, 30 March 

1964, The Gilbert and Lila 

Si lverman Fluxus Collection Gilt, 

Museum of Modern Art, New 

York. 

Dates are uncertain, first and 

foremast because the European 

Mailorder Warehouse was 

a conceptual shop with no other 

physical manifestation than 

a stock of Fluxus publications, 

kept by de Ridder in his own 

apartment, and second ly be

cause hardly any sales were 

made, which makes it hard to 

determine when de Ridder actu

ally stopped making an effort 

to sell Fluxus publications. 

3 

George Maciunas in letter to 

Willem de Ridder, 7 October 1964, 

Si lverman Collection, MoMA. 

4 

To judge by a letter from Wim 

Beeren, who was the curator 

of the Nieuwe realisten show, Eric 

Andersen and Arthur K0pcke 

had even visited The H ague in 

September or October 1964 in 

order to decide which rooms 

would be best suited to a Fluxus 

concert; undated letter, Silverman 

Collection, MoMA. De Ridder 

drew up a programme for a Fluxus 

Festival at the Gemeentemuseum 

on 18 November 1964, sketch 

David Tudor), Wim T. Schippers 

(Economisch Concert), Ben 

Vautier (Ben), Arthur K0pcke (mu

sic while you work), Misha 

Mengelberg (Journal II), Bengt 

al Klintberg ("Food Piece for Dick 

Higgins") and de Ridder himself 

(Whistle Concerto [version 2] and 

Mask Piece [Laughing or Crying]) . 

5 

De Ridder was represented at 

Nieuwe realisten with a huge 

'Paper Constellation' and Wim T. 

Schippers with a field of gerani

ums, next to which a record player 

played a selection of Dutch 

choral music. 
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See Peter van der Meijden 's entry 

on the Internationaal programma 

nieuwste muziek - nieuwste 

theater - nieuwste literatuur in 

this publication . 

George Maciunas in letter ta 

Willem de Ridder, undated, prob

ably April/ May 1964, Silverman 

Collection, MaMA. 
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in the Silverman Collection, MoMA. 
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'Vreemdste concert aait in 

Kurzaal gegeven', De Telegraaf. 

13 November 1964, p . 19. 

10 
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Andersen (Opus 38 ), Robert 
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crane d'Emmett Williams), 
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for Nam June Paik), Robert Watts 
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for Violins"), Nam June Paik , 

La Monte Young (Piano Piece for 

11 
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note 9) , p . 19; and W. Lievense, 

'Zinloze kolder als muziek verkocht', 
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Fig. 1 Willem de Ridder and 

Arthur K0pcke laying a table for 

the piano in a performance of 

La Monte Young's Piano Piece 

for David Tudor #1, 13 November 

1964 

Fig . 2 Wim T. Schippers, A.J. de 

Swarte, Arthur K0pcke, Eric 

Andersen and unknown performer 

performing part three of Schip

pers's I. niet roken1 2. niet eten, 3. 

roken, 4. eten, 13 November 1964 

Fig . 3 Wim T. Schippers, A. J. de 

Swarte, Arthur K0pcke and Eric 

Andersen performing part lour of 

Schippers' s 1. niet roken, 2. niet 

eten, 3. roken, 4. eten, 13 Novem

ber 1964 
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Fig . 4 . Anthon Beeke (reading) , 

Anno Beeke (performing a strip 

tease), Wim T. Schnippers 

(washing his feet) and on un

known performer, performing 

Arthur K0pcke' s music while you 

work, 13 November 1964 

Fig . 5. Simultaneous perform

ance of Bob Lens's Stuk voor 

wekkers and Stuk voor lijnen by 

Lens; Arthur K0pcke and un

known female performer, 23 No

vember 1964 

Fig . 6 . Ben Vautier performing 

Lo Monte Young's Zen for Head; 

in the background, left, holding 

a bell, Wim T. Schippers , 23 No

vember 1964 



Fig . 7. Ben Vautier sitting on 

top of his Car Fluxus, Rotterdam, 

November 1964 
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345 NEUMENi - ADVANCED ART, AKCE, NOVY 

REALISMUS, HAPPENINGS, EVENT 

PRAGUE, 5-7 APRIL 1966 

Petra Stegmann 

The year 1966 marked the date of four significant, yet unrelated, Fluxus 

events taking place beyond the "Iron Curtain": a series of perform

ances by Eric Andersen, Tomas Schmit and Arthur Kepcke in Prague in 

April, which is the focus of this text; a Fluxus-inspired concert in Vilnius, 

organised by Vytautas Landsbergis with his students; and two events 

held in Prague in October, one featuring Ben Vautier (with Jeff Berner 

and Serge Oldenbourg) and the other presenting Dick Higgins and 

Alison Knowles's works. 

In the early Fluxus years up until the mid 1960s, Eastern Europe 

had been George Maciunas's area of special interest. Maciunas was 

convinced that cultural players within the Soviet Union had literally been 

waiting to welcome Fluxus as an official state art. In his letters to Soviet 

cultural authorities he even suggested a unification of the "revolutionary

realist society" of the USSR with the "revolutionary-realist artists of the 

world" .1 Maciunas envisioned working together with cultural authorities 

to bring about the Fluxus "programme" that, according to him, would 

be realised through a bilingual magazine and a worldwide concretist art 

and music festival. Hoping for such cooperation, Maciunas implored the 

Communist Party of the Soviet Union: "it was important in our belief that 

we should commence coordinating our efforts with the social-political 

aims of your party leadership." 2 In the end, Maciunas's plans would never 

materialise and the actual exchange between Fluxus artists and Eastern 

European artists took place primarily through independent initiatives 

made by his colleagues, most of whom did not share his totalitarian 

agenda, but were generally open to an exchange with like-minded artists 

around the world. 3 

Although Eric Andersen, Arthur Kepcke and Tomas Schmit were 

authors of canonical Fluxus compositions and important nodes within the 



Fluxus network, they had "officially" been "expelled" by Maciunas for 

alleged scandalous performances in the Soviet Union in 1964 (when in 

fact only Andersen was touring the "Eastern Bloc").4 In April 1966 the 

three artists performed some compositions in Prague that had been pre

sented within the early European Fluxus concerts - yet the event differed 

considerably from those more "classical" Fluxus concerts, as will be seen. 

What kind of artistic situation would the artists encounter in 

Prague? The preconditions for radical new art were quite favourable in 

the city. From the time of the early 1960s up until the Prague Spring in 

1968, Prague witnessed a relative liberalisation in cultural life. However, 

Herberta Masarykova, the main organiser of the concert series (and 

granddaughter of Tomas Garrigue Masaryk, first President of the country 

in 1918) still identified reluctance to this liberalisation. Regarding the 

organisation of a Fluxus concert in Prague she wrote to Maciunas: 

"however the situation is ever so much better, these things can be done 

only on sort of closed premises and for invited people". 5 

Information about international art was also accessible in vari

ous local magazines, although censorship had not been completely 

abandoned. Fluxus was being reflected as well, and the articles and 

Fluxus works published in journals like Vytvarne umeni and Vytvarna 

prace from 1966 onwards served as an important source of information 

in Czechoslovakia as well as other Eastern European countries. 6 

At least part of the Prague audience had become acquainted with action 

art through Milan Kniiak and his group Aktual, who had been per

forming public manifestations and actions in the streets of Prague 

since 1964.7 

Contact between Czech artists and Fluxus associates had devel

oped along various lines. The first personal meetings occurred in the late 

summer of 1964 during Andersen's journey through Eastern Europe. 8 The 

art critic Jindrich Chalupecky - who first saw Fluxus editions, supplied 

by Andersen, in Leningrad at the art critic GurviC's house - was also ac

tive in establishing contact with artists abroad and especially in promot

ing Milan KniiOk and Aktual. 9 Maciunas's contact with Czech artists 

is discussed in the entry on the KoncertFluxu/Hry, since he was not 

involved in the events of April 1966. 
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The April events took place in a rather official framework. Formally 

invited by Statnl divadelnl studio Praha ('The State Theatre Studio 

Prague') to an event organised by the music ensemble Musica viva 

Pragensis, Andersen, K0pcke and Schmit had closed a contract with 

the Czech concert and theatre agency Pragoconcert, while the con

certs were to take place in the jazz club Reduta from 5 to 7 April 1966.10 

The artists even sent out a note to the Danish press (it was published 

in Politiken) 11 stressing the artistic freedom they had been guaran

teed. The event was arranged through Andersen's confidante in Prague, 

Herberta Masarykova, whom he had met previously in 1964 and 1965. 

Apart from K0pcke and Schmit, Emmett Williams was also invited, but 

could not join them because he had just taken up work as an editor of 

Dick Higgins's Something Else Press in the U.S. 

The name "Fluxus" was not mentioned on the invitation card -

according to Andersen it was important for him to distance himself 

from the cabaret-like Fluxus performances. The events were generally 

perceived as "happenings", in fact as the first happenings to take 

place in Prague - in spite of Knlzak's activites and despite the fact that 

Andersen, K0pcke and Schmit did not use the term themselves: "They 

assure us that they don't stage real happenings, but so-called actions, 

events" .12 But the word was present on the invitation, where the words 

"nehudba, nedivadlo, neliteratura, neumenl" ('non-music, non-theatre, 

non-literature, non-art') were combined with "advanced art, akce, nov'f 

realismus, happenings, event" ('advanced art, actions, new realism, 

happenings, event'). 13 Andersen's, K0pcke's and Schmit's works typically 

focused on direct interaction with the audience. In Prague their pieces 

were characterised by paper-printed instructions handed out to the 

public, the distribution of objects, the audience' s movement in various 

ways and in general by activities in the auditorium and to a lesser 

extent on stage. 

In spite of a large public and, as Andersen remembers, photo

graphers in the audience as well as a radio recording, basically no visual 

documentation is to be found. Therefore, it does not seem possible to 

give a detailed reconstruction of the events. Extensive research pro

duced only traces in newspapers, journals and correspondence, but no 



photos except for a small press shot, published in the weekly magazine 

Mlady svet (fig.1). 14 The number of eyewitnesses able to give accounts 

of the events has also been minimal. Furthermore, the three evenings, 

each roughly ninety minutes long, did not have a printed programme. 

Though, according to Andersen, the artists did have a plan they followed 

through. 15 They all performed their own work - in contrast to typical 

Fluxus events in which artists usually did not solely perform their own 

pieces, but regularly each other's compositions. 

The invitation lists performances on 5 April (Tuesday, 7:30 pm), 

a film screening on 6 April (Wednesday, 7:30 pm) and another perform

ance on 7 April (Thursday, 4 pm), but there is some uncertainty regarding 

what actually took place as Andersen is positive that films were shown 

on the last day. 16 According toMlady svetand Andersen's recollections, 

approximately one hundred persons made up the audience. 17 

Although no exact chronology can be established, a number of 

pieces can be identified. At least four of the Opus works by Eric Andersen 

were performed. One of them was printed on the invitation card as Op

era 25.18 The piece consists of giving different tasks to different audience 

groups: "divide the people present into Aexible and variable groups and 

ask the groups to perform group-actions with defined durations. [ ... ] let 

the single group change/ choose between several different actions".19 

Working with the audience was one of the predominant elements 

in the Prague events, but how exactly the piece was performed cannot 

be traced. Another Opus (20: "Move people in sections in such a way") 

consists of first dividing the public into sections and then moving them 

in intervals of five minutes: sometimes letting people talk to each other, 

sometimes not; letting people lie down, or not; letting them leave the 

performance area or not. A further Opus ("Give a person or a group or the 

whole audience one object", 1966) that Andersen recalls, consists of 

handing out objects with which five different actions are to be planned. 

"The first action should be concerned with a welldefined vista - confirm

ing it - without adding eidetical new aspects to it. The second action 

should be concerned with a development from a more or less defined 

vista - the development itself welldefined. [ ... ] The fifth action could be 

anything not concerned". 20 The person or group is then asked to choose 
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between the actions and to perform one of them. Finally, another piece, 

Andersen's Opus 4 was found in his archive, but it is not clear if and how 

it was performed. The document is a paper card with the name of the 

piece and "THE VALUE CARD FOR ERIC ANDERSEN" typewritten on it 

in addition to two lines (previously) printed in Czech: "Ohlas v tisku" 

('reception in the press') and "Ohlas u posluchacu" ('reception by the 

audience'). It seems that a found object, probably a form used by the 

organisers, was thus transformed into a work. 

Arthur K"pcke, together with the audience, performed various 

pieces from his reading/work-pieces manuscript (1963-1965), which 

combines 128 scores, illustrations, texts and small objects and consti

tutes his entire performance ceuvre. It is not known exactly which pieces 

were included in the programme as the existing descriptions of the 

events could be attributed to various pieces by all three artists. Since 

little objects were handed out, Andersen assumes that among those 

performed may have been "Arthur K"pcke Present", given in K"pcke's 

manuscript as reading/work-piece No. 82 and No. 92. 21 During an 

interview published in Mlady svet, K"pcke integrated a performance of 

his reading/work-piece No. 2 ("was ist dos" - "what is that"), in which 

the phrase "what is that" is inserted frequently (in the original score 

after every seventh word). 

"'You were in America, were you successful there?' 

'What is that - success?' 

'Do you earn money with this activity? Do you see it as your profession?' 

'What is that - money; I don't need money.' 

'What do you think is the sense of your activity?' 

'I am looking for a kind of communication between people. Do you know 

the man next-door? You probably don't know him. You would not talk to 

him in a tram or at a Beethoven concert. Here you talk to him.' [ ... ] 

'Is that art, what you are doing?' 

'What is art?"'22 

In Tomas Schmit's case it is easier to determine the performed 

pieces since some of them can be identified by the press reviews and 

still others were kept in a file in Andersen's archive. In his Sensatorium 

Minimaximum (1964), 23 a fragment of which was printed on the invite-



tion, Schmit states the intention is "DOING SOMETHING FOR SOME

BODY (theatre), WITHOUT doing something that could detract people 

from REALITY". 24 The manifesto-like piece seeks to bridge all distance 

between performer and the public and to engage in actions that cannot 

be perceived under the category of art. The performers ("Akteure") 

have to wear everyday clothes, and during their actions they should be 

quiet, serious and careful not to hurt anyone. The piece lists a variety 

of around fifty actions that the performers can perform on the audience, 

including sticking a flower into their hair, giving them cotton balls, kiss

ing them, screaming into their ears, cleaning their shoes, etc. These 

actions have to be performed simultaneously by various performers and 

are to last no longer than fifteen seconds. Ideally, as Schmit writes, for 

every member of the audience there is one performer. 

Other compositions performed by Schmit included his the dry 

sheet of paper piece (1966), in which paper sheets with different inscrip

tions (e.g., "in this room you re the only person getting this A-type

sheet-of-paper", "in this room there s one more person getting this 

8-type sheet-of-paper", "in this room there s two more persons getting 

this C-type-sheet-of-paper", etc.) are handed out to the audience. 

Schmit's the wet sheet of paper piece (1965) was also performed, in which 

audience members received small sheets of wet paper with a series 

of inscriptions: "i m the first person getting a wet sheet of paper from 

tomas schmit", "i m the second person getting a wet sheet of paper 

from tomas schmit", "i m the first person getting a second wet sheet of 

paper from tomas schmit" and so on. The second performance of the 

piece should continue with the last number of the first piece. 25 Accord

ing to Andersen they were performed at the same time: "and it is only 

Tomas who is performing, giving these sheets to people and telling them 

where they are in the sequence of the piece" .26 

Andersen also remembers a performance of Tomas Schmit's 

ZYKLUS fur Wassereimer (oder Flaschen) (1962), and contrary to the 

pieces conducted in the audience space it "was done on stage, so 

for a pretty long time during one of the evenings, [ ... ] he was not in the 

audience, [ ... ] he was just sitting on the stage doing the ZYKLUS, 

which takes [ ... ] 45 minutes, so it's most of the time of the entire per-
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formance". 27 Another performed piece was Tomas Schmit's yes-piece 

(1966), which instructs, "distribute little sheets inscribed: ARE YOU 

ABLE TO ANSWER THIS QUESTION?" The editor and author Bohumila 

Grogerova describes it in her account: "One of the performers walked 

quietly through the crowd and distributed little cards on which was typed, 

for example: 'Are you able to respond to this question?' No one really 

paid him any attention" .28 

One of the evenings was dedicated to experimental films by 

Andersen and K0pcke. K0pcke's The Dog (1966) was shown, a film in 

which an apartment was filmed from a dog's perspective. The next 

film followed Andersen's concept of "confronted cinema". Andersen 

recalls its construction: "This is basically a film where you decide a 

number of actions [ ... ] and then independently of the actions you decide 

how to edit the film, to make a[n] [ ... ] independent system of editing 

and independent system of filming" .29 Andersen's other short experi

mental film ("expanded cinema") was filmed with a camera mounted 

in Tony Andersen's car. Three sequences are shown combined into one 

sequence and accompanied by a soundtrack that instructs the viewer, 

according to Andersen: "'do not make associations while you see this 

film.' [ ... ] it basically is about what not to do, what not to understand, 

what not to observe while you see this film. [ ... ]. It's how to relate to the 

film, [ ... ] and what to avoid to think about". 30 

The film evening, like the others, was met with incomprehension 

by the press: "On 6 April when we went to the Happening or Events -

as the artists themselves call their action - we watched three films and 

were not amused. The first Film, The Dog, was a camera drive through 

an apartment, seen by the eyes of a dog that is on the Aoor. In the second 

film an arbitrary activity of a young man - wiggling his hands, jingling 

coins - interchanged with cutting on a toy train and changing numbers. 

The third film was a walk in the park with an abstract comment. The 

public was asked to try to get into contact with the film, which obviously 

did not succeed. After the break the films were projected again, where

upon the public left ranting". 31 

Due to the lack of documentation and eyewitnesses it is not 

possible to profoundly analyse the actions. Yet, when regarding the 



performed pieces it is obvious that Andersen and Schmit worked mostly 

with groups, engaging them in different systems of actions, setting 

them tasks and directing, while the works from K"pcke's reading/ work

pieces manuscript can be described as more individual interactions 

between the performer and single persons of the audience, or as Susanne 

Rennert writes, "K"pcke [ ... ]treats the observer more like a buddy, 

and encourages, stimulates and animates him as an equal" .32 His read

ing/ work-piece No.10 is exemplary in this context, suggesting, "fill: 

with own imagination". Without going into more detail it becomes clear 

that audience participation can mean very different things, and the 

level of activity among the audience varies as well as their status as indi

viduals or members of a collective, as subject or object. 

According to the newspaper reviews, the event must have been 

an utter disappointment to the public. It also contrasted greatly with 

other presentations of action art taking place in Prague around that 

time. Milan Knfiak's activities that had been known at least to parts of 

the audience were of a more symbolic nature, dealing with the essen

tial questions in life (death, living, community, sex) and on the other 

hand the Fluxus events that took place six months later had more of 

a Vaudeville quality, or as Andersen put it self-consciously: "It was like 

a cabaret. It was piece after piece, after piece and it was easy to con

ceive, it was easy to overlook and it was easy to form an opinion about 

it. It was for children, it was a children version of our performances" .33 

In comparison, Andersen, K"pcke and Schmit' s actions in April 

of 1966, with their total negation of any classically staged situation, 

were especially challenging. As one of the newspaper reviews points 

out, "the happenists distributed slips of paper with writing, cotton balls, 

some sticks, and similar objects. The participants began moving in vari

ous ways from one spot to another, from one room to another, without 

any system at all, but according to a given plan with given assignments. 

[ ... ] I don't know what a happening is, but yesterday I realised that it 

seems to be nothing other than what is called in Czech a 'recese' and 

I learned that we, as ten-year-old boys, carried out much better and 

cleverer 'receses' than happenings". 34 Bohumila Grogerova concludes 

in her account, "There was a lot of noise. People were chatting. So per-
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haps that was supposed to be the 'event' or 'happening'. It didn't seem 

to me, however, that the performers were contributing to it in any way. 

They were too inconspicuous and basically didn't do anything except 

throw some papers on the floor. Maybe the unexperienced audience ex

pected miracles. Anyway: it seems absurd to us, to perform happenings 

in Czechoslovakia, in which disorder is produced artificially, something 

stops to function, dirt and chaos is produced. This seems ridiculous to 

us, for us this is the everyday reality" .35 

Also in the long run, the events left an impression that, according 

to Jindiich Chalupecky, made it difficult to organise further action 

art events. Concerning this effect Chalupecky wrote in a letter to Dick 

Higgins (whose concert he organised in October of the same year): 

"A problem is whith the theatre room. After the unhappy performance 

of Schmit & Comp. there is a great mistrust. (Guilty were as Schmit et 

al. as the organisators)" (sic).36 The artists on the other hand, were very 

satisfied: "People participated, they were very eager in participating 

and some people thought it was a lot of crap and other people found it 

rather interesting.[ ... ] It was chaotic, it was a wonderful big chaos". 37 
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Fig. 1 Action with the audience, 

photo: Miroslav Hucek, cu t-ou t 

from the weekly magozine Mlady 
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CONCIERTO ZAJ (FESTIVAL ZAJ 2) 

357 MADRID, 29 MAY 1966 

Henar Riviere Rios 

As was their custom, in the spring of 1966 the Spanish group Zaj made 

use of the post to let their contacts know that they were still active and 

fighting. Within a small white envelope, eight coloured cards announced 

the different activities that would make up the Festival Zaj 2. Seven 

of them would take place in the open air and only the eighth indoors, 

not in a concert or a conference hall, but simply in the foyer of the 

Escuela Tecnica Superior de Arquitectura ('Superior Technical School 

of Architecture') of Madrid, the city where the group was based. The 

repressive dictatorship of General Franco in Spain did not make it easy 

for Zaj to find places to carry out their artistic practices, which usually 

had to be presented in universities, artists' ateliers, students' residency 

halls or on city streets and in public squares. Thus, for instance, the 

Festival Zaj 2 began with a concert of birdcalls in the Buen Retiro Park 

of Madrid on a Saturday morning in May, and proposed a meeting at 

the Atocha railway station seven days later with the purpose of listening 

to the departure of a train to Barcelona.1 Each street action of the 

festival and its corresponding card had been conceived by a different 

author, namely each of the six Zaj members plus the German artist 

Wolf Vostell, whose card proposed the recipients to tour the city for at 

least eight hours, changing their form of transportation anytime they 

would happen to hear the word "Espana". 2 

The eighth card within the envelope was the invitation to a 

Concierto Zaj ('Zaj Concert') that would close the festival on 29 May. 

For the very first time since its foundation in the summer of 1964, Zaj 

had put together a programme that included no pieces of the Zaj artists 

themselves. Instead, the Concierto Zaj would focus almost exclu

sively on works by "a broad range of international trailblazing authors, 

unknown and, sometimes, hidden or feared", as the Zaj composer 

Tomas Marco put it. 3 Needless to say, he was referring to a series of 

Fluxus artists most of whom had not been presented in Spain until 



then - of the listed names, only Dick Higgins's had previously appeared 

in a Zaj leaflet. It had done so on the occasion of a "concert-journey" 

undertaken in December 1965 during which the Zaj performers had 

also interpreted pieces by La Monte Young, Tomas Schmit and Wolf 

Vostell, interspersed among their own.4 Since then, the contact be

tween Fluxus and Zaj had intensified and in March 1966 the latter 

had received a delivery from George Maciunas with a "huge quantity 

of material", out of which the Concierto Zaj programme had been put 

together. 5 "We could have done a larger programme", explains the Zaj 

co-founder Juan Hidalgo today, "but we would have had to pay for all 

the materials needed for the performances and we had no money".6 

On a bright spring morning, surrounded by a hundred spectators, 

Zaj commenced its Concierto Zaj on an improvised stage in the foyer 

of the Superior Technical School of Architecture . Although there are 

only a few photographs that document the course of the concert, it 

can be presumed that it followed strictly the order set out in the pro

gramme card as was characteristic of Zaj.7 Such accuracy in the execu

tion, though, did not prevent the performers from allowing themselves 

a certain degree of licence in their renditions, sometimes resulting 

from their own idiosyncrasy as a group and sometimes from fortuitous 

circumstances. Thus, the first piece that had been intended by Ameri

can poet Emmett Williams as ten arrangements for five performers 

(1962), was actually interpreted by six of them, namely the six individu

als currently involved in the changing group Zaj: its co-founders and 

most pivotal figures, the Spanish and Italian composers Juan Hidalgo 

and Walter Marchetti, the above mentioned Tomas Marco, Eugenio 

de Vicente, a student of French philology, and the brothers Manuel and 

Jose Cortes, both Spanish composers and the latter a painter as well 

(fig. 1). Following Williams's instructions, at the ring of a bell (played 

by Juan Hidalgo) they all moved about freely until they heard the bell 

again, then froze and said "a single word". This "procedure" had to be 

repeated "nine more times". 8 

After the ten arrangements came the TROIS BAGATELLES 

for David Tudor (1961) by Gyorgy Ligeti, the first of the four piano 

pieces programmed.9 It was played by Juan Hidalgo, a trained pianist, 
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notwithstanding the fact that "the company Hazen, that controls the 

slim piano rental market [ ... ] decided not to send its piano (a not par

ticularly good August Forster) despite having signed the contract and 

collected the money in advance. The pretext was the fear of it being 

subjected to misuses - which have never existed nor could they exist 

with musicians of such long careers as pianists" .10 

Zaj had indeed never damaged a piano hitherto and would prove 

never to do so. On the other hand, it is unlikely that Hazen's head

quarters in Madrid had found out what a Fluxus concert, such as the 

1962 concerts in Wiesbaden, could mean for a piano. So, interestingly 

enough, what this incident suggests is that there was a widespread 

feeling that the developments in new and action music could entail 

a certain dose of aggressiveness against musical instruments. 

Be that as it may, the performers managed to deal with this oc

currence in a positive manner. They did not suffer any financial losses, 

since the Technical School of Architecture had borne the expenses for 

the failed piano rental and they obtained a suitable replacement of the 

August Forster in time for the concert: a toy-piano. This did not pose a 

handicap for an adequate rendition of the prolonged C Sharp, the turn

ing of pages, the lengthy silences and the bowing to the audience of 

ligeti's TROIS BAGATELLES (fig. 2). Neither was it a problem for the 

interpretation of George Maciunas's score: "write 'piano composition 

no. 10' and show to audience the sign" (sic). 11 What's more, Zaj consid

ered the miniature instrument especially appropriate for the concert 

as the sense of strangeness it aroused in the spectators strongly contri

buted to emphasizing the visual dimension of the pieces.12 Thus, for 

instance, the "straight stick the length of a keyboard" used by Hidalgo 

to "sound all keys together" in Maciunas's Piano Composition no. 4 

for Nam June Paik (1962) looked magnified in comparison. 13 Besides, 

the fact that the performers had to be on their knees to play conferred 

the show a quasi-ritualistic appearance. 

The largest part of the concert programme, however, consisted 

of works that did not require a musical instrument but a very reduced 

set of different kinds of objects: two umbrellas for the rendition of 

2 UMBRELLAS by George Brecht, a microphone and paper to wrap it 



as indicated in Takehisa Kosugi's MICRO 1 14 and the first page of a 

newspaper to be read "Completely [ ... ] with constant rapidity" and 

"No emotional participation" in the premiere of ATTUALE ('Current', 

1965) by Giuseppe Chiari.15 Like the piano pieces, all of these actions 

took place in a liminal region between sound and silence, as though 

they were all a kind of BOUNDARY MUSIC, akin to the one Mieko 

Shiomi suggested in an event-score also performed that morning in 

Madrid: "Make the finest possible sound to a boundary condition wheth

er the sound is given birth to as a sound or not" (fig. 3).16 The instruc

tions given by Benjamin Patterson in his book methods & processes (1962) 

operated as well within this threshold between the audible and the 

conceptual, for example: "discover interesting sound I capture it I 

preserve it I perform it", or "close eyes I walk to most distant visible 

point I open an eye." 17 

Two male voices were needed for Dick Higgins's Danger Music 

Number Twenty-Two (TheMarryingMaiden) (1962), a duet for baritones 

reciting, "No? Yes! No? Yes! No? Yes! No? Yes!" indefinitely - or 

until "death" .18 These questions and answers, together with the isolated 

words pronounced in Williams's arrangements, most likely constituted 

the only words said by the Zaj artists during the entire concert. In fact, 

because of Spain's political reality the group usually avoided language, 

rather focusing on naked actions that Franco's censors would judge 

absurd, certainly, but innocuous as well. For the same reason, in Zaj's 

version of Higgins's Danger Music Number Two (1961) no "political 

pamphlets" were "heaved" into the audience. Such an action had been 

part of the author's own interpretation of the piece in the 1962 Fluxus -

Internationale Festspiele Neuester Musik in Wiesbaden.19 However, the 

Spanish group would rather take the risk of disappointing Higgins 

(as would actually happen) than running into trouble with the regime, 

whose police attended the Zaj concerts every now and then. 20 Thus, 

the performance was reduced to the careful shaving of Hidalgo's head 

on the part of Marchetti and Marco (figs. 4-5). 

This latter piece was the only one documented by Alberto 

Schommer, a Spanish photographer who followed Zaj's activity. Excep

tionally, the programme of the Concierto Zaj also included a work of 
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his entitled Diapositivas en color ('Colour Slides', 1966). The work in

volved Schommer meticulously taking a photo portrait of Juan Hidalgo, 

then opening the camera and exposing the film roll to light. 21 This 

partially explains why, from the whole presentation, he only document

ed Hidalgo's head shaving, the performance that took place after his 

own. However, it fails to clarify why he did not take any photographs 

of the next and final piece of the morning. This last piece was a Poema 

ambiente ('Ambient Poem', 1966) by Alain Arias-Misson, a Belgian

born writer living in Madrid at the time. While not a Zaj member, he 

was a close collaborator of the group. Therefore, his inclusion in 

a programme entirely devoted to artists other than but akin to Zaj's 

seems suitable. His poem, which he had prepared and would perform 

with the assistance of his wife, the Asturian-Cuban Nela Arias-Misson, 

included an installation (figs. 1 and 3) as well as the audience's 

participation: "It began with some plastic sheets covered in writing, 

which hung over the door and had to be torn in order to come in, and 

it continued with mirrors, sentences which the public fixed to boards, 

etc. All in all, a very suggestive kind of action poetry". 22 



It is important to remember that 

the right of assembly was limited 

in Franco's time. The two pieces 

mentioned are, respectively, 

Walter Marchetti's Quartetto no.2 

(La caccia) (1965) performed on 

21 May and the action conceived 

by Tomas Marco for 28 May. 

2 

Vostell's action, entitled Cielo 

(1966), was the only one of the 

Festival Zaj 2 to which no concrete 

date of realisation had been 

assigned . Since Vostell could not 

be present to carry out the hap

pening himself, it could be done 

"whenever you want", as the 

festival's envelope read . Such an 

invitation inviting the addressee 

to become the performer her-

or himself was not unfamiliar ta 

the Zaj contacts, who, six months 

prior, had received a whole 

Concierto postal ('Postal concert') 

including six different scores . 

These postal pieces were named 

cartones Zaj ('Zaj construction 

papers') in allusion to their mate

riality and offered the group an 

essential means for continued ex

istence, seeing that other, more 

official distribution channels were 

not at their disposal. In a letter 

to Vostell, the co-founder of Zaj 

Juan Hidalgo explained why the 

Spanish group could not allow 

itself to advertise its activities with 

posters : "we haven't done any, 

since we would have needed a 

police permit, etc[ ... ] and we do 

everything without asking official 

permission . Had we asked per

mission, we would have ran the 

risk of not getting it, since here 

in Spain they are officially against 

everything that is new and 

capable of awaking the sleeping 

Spanish brains , even if it does not 

have any political dimension or 

anything" , Juan Hidalgo in letter 

to Wolf Vostell, 8 December 

1965, Archive Happening Vostell, 

Museo Vostell Malpart ida. On 

the cartones Zaj and their inter-

media nature, see Henar Riviere 

Rios, 'Papeles para la historic de 

Fluxus y Zaj : entre el documento 

y la practice artistica', Anales 

de Historia del Arte, supp. vol. 

(2011), pp. 421-436 . Full-text 

article also under: http://revistas. 

ucm.es/index.php/ AN HA/ arti

cle/view/37 473/36271 . 

3 

"Ademas, tenia la novedad de no 

presenter ninguna obra de 

autores de Zaj y de mostrar par 

primero vez en Espai'ia una am

plia gama de autores mundiales 

de ultimo hara, desconocidos y, 

a veces, ocultados o temidos'' , 

Tomas Marco, 'Festival ZAJ 2', SP 

Revista de informacion mundial, 

12 June 1966, pp . 51-52 (p. 52) . 

The "concert-journey" from Madrid 

to the village of Almorox (known 

as the Viaje a Almorox ['Journey 

to Almorox']) had been realised 

on 15 December 1965 as port of 

the Festival Zaj 1. From departure 

to return it took eleven hours and 

forty-five minutes, during which 

twenty-four pieces were performed 

in the train , the village's streets 

and the countryside . For more 

information see Zaj, ed . by Jose 

Antonio Sarmiento, exh . cat. 

(Madrid : Museo Nacional Centro 

de Arte Reina Sofia, 1996), 

pp. 84-87. 

5 

The shipment from Maciunas 

arrived on 8 Morch 1966 and 

included "several pamphlets, 

manifests, the magazine Fluxus I, 

3 big plastic boxes with works 

by Brecht, Shiomi, Watts ; 6 little 

plastic boxes with works by 

Patterson, Brecht, Kosugi, Vautier; 

an envelope with stuff by Brecht, 

Ay-0, Chiari, etc. We are over

whelmed", Juan Hidalgo in a 

letter to Vostell , 10 March 1966, 

manuscript in Archive Happening 

Vostell , Museo Vostell Malpartida. 

6 

Juan Hidalgo in telephone 

interview with Henar Riviere Rios , 

18 April 2012 . 

See Riviere Rios (see note 2), 

pp. 429-430 and 433-434 . 

Only once did Zaj set out a pro

gramme that would be altered 

in the course of its realisation . 

On that occasion, both the 

audience and the historians were 

warned of it through a brief note 

in the programme. On another 

occasion, the Viaje a Almorox, 

the select ion of pieces and the 

order of their interpretation were 

left open to chance, therefore, 

the programme was not finalised 

until after the trip had come to 

an end . 

8 

See complete score printed in ccV 

TRE, January 1964. 

9 

Ligeti's TROIS BAGATELLES 

for David Tudor were printed in 

Fluxus I, ed . by George Maciunas 

as a Fluxus Edition (1964) . 

10 

"Por una arbitraria decision e 

la casa Hazen, que contrala el 

raquitico Mercado de alquiler 

de pianos, el concierto gan6 en 

interes. La citada casa decidi6 

no envier su piano (un August 

Forster de calidad discret ita) 

pese a haber firmado el contrato 

y cobrado por adelantado. El 

pretexto era el temor a supues

tos malos tratos que jamas han 

existido ni pueden exist ir en 

musicos de tan largo ejecutoria 

pianistica", Marca (see note 3), 

p . 52 . 

11 

George Maciunas, Piano Compo

sition no. 10, from 12 Piano Compo

sitions for Nam June Paik (1962) . 

First printed in de-coll/ age, No. 1 

(June 1962). 
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12 

Marco (see note 3), p . 52 and 

Hidalgo (see note 6) . 

13 

George Mociunos, Piano 

Composition no. 4 from 12 Piano 

Compositions for Nam June Paik 

(1962) (see note 11) . 

14 

See complete score first printed in 

Fluxus Preview Review roll, (1963) . 

15 

See original score in the Archiv 

Sohm, Stootsgolerie Stuttgart . 

Chiari' s instructions specified 

that the newspaper hod to be the 

New York Times . 

16 

Shiomi's work BOUNDARY 

MUSIC was perhaps performed 

by Eugenia de Vicente by means 

of his voice and a microphone . 

Neither Juan Hidalgo nor Eugenia 

de Vicente con identify the ac

tions pictured in the photograph . 

Mieko Shiomi, BOUNDARY 

MUSIC (1963), in Mieko (Chieko) 

Shiomi, Events and Games, Fluxus 

Edition (1964). 

17 

Benjamin Potterson, methods & 

processes, (Paris : Benjamin 

Potterson, 1962; repr . Tokyo: 

Gallery 360°, 2004) . 

18 

Perhaps this is the action that 

Eugenio de Vicente and Jase 

Cortes ore interpreting with a mi

crophone. Neither Juan Hidalgo 

nor Eugenio de Vicente con 

identify the performances pictured 

in the photograph . See complete 

score printed in Dick Higgins, 

Selected Early Works, 1955-1964 

(Berlin : Ed ition ARS VIVA! & 

Berliner Kunstlerprogromm des 

DAAD, 1982), p .11. 

19 

Dick Higgins, Jefferson 's Birth

day/ Postjace (New York : Some

thing Else Press, 1964), p . 69 . 

20 

On Higgins's disappointment, 

see Hidalgo (see note 6) . 

21 

Alberto Schommer in interview 

with Henor Riviere Rios, Madrid , 

18 Moy 2011; and Marco (see 

note 3), p. 52. 

22 

"Se iniciobo can unos pl6sticos 

escritos que cubrion la puerto y 

hobio que romper para entror , 

y cantinuobo con espejos, !roses 

que el publico pegobo sabre 

tobleros , etc . En conjunto, uno 

especie de poesio de occi6n muy 

sugestiva" , Marco (see note 3), 

p. 52 . 
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Fig . 1 Tomas Marco, Juan Hidalgo, Fig . 3 Eugenio de Vicente (sitting) 

Walter Marchetti , Eugenio de and Jose Cortes (with microphone) 

Vicente , Manuel Cortes and Jose performing either Mieko Shiomi's 

Cortes performing Emmett BOUNDARY MUSIC or Dick 

Williams's ten arrangements for H iggins's Danger Music Number 

five performers; in the background, Twenty-Two; in the background, 

letters, written sentences and letters, written sentences and 

boards for Alain Arias-Misson 's boa rds for Alain Arias-Misson's 

Poema ambiente, 29May1966 Poema ambiente, 29May1966 
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Fig. 2 Juan Hidalgo performing 

Gyorgy Ligeti's TROIS BAGA

TELLES for David Tudor, 29 May 

1966 



Fig. 4 Juan Hidalgo and Wolter 

Marchetti performing Dick 

Higgins's Danger Music Number 

Two, 29 Moy 1966 

Fig . 5 Tomas Marco, Juan Hidalgo 

and Wolter Marchetti perform

ing Dick Higgins 's Danger Music 

Number Two, 29 Moy 1966 
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FLUX US 

367 VILNIUS, SPRING 1966 

Petra Stegmann 

Vilnius, today marketed by local politicians as the "capital of Fluxus 

in the twenty-first century",1 was home to its first Fluxus concert in the 

spring of 1966. The concert was organised by Vytautas Landsbergis, 

together with his students, all of them music teachers to be. There was 

no large audience, no press, no scandal. In the disguise of a kapust

nikas ('cabaret') and as a musical event it was possible to present 

concepts akin to Fluxus even on the margins of the former Soviet Union 

and on the very edge of the Fluxus network. 

The pre-history of this unique presentation dates back to pre-war 

Lithuania, when in 1939 Vytautas Landsbergis, later the first head of 

state of the newly independent country (1990), and George Maciunas, 

later the self-appointed "chairman" of Fluxus, 2 attended the same 

second grade class in Kaunas where they preferably spent time playing 

with Maciunas's "impressive" electric train set.3 They lost contact in 

1944, during Soviet occupation, when Maciunas's family moved first to 

Germany and later on immigrated to the U.S. in 1948. It was through 

a coincidence that Maciunas and Landsbergis would resume their contact 

in 1962. When Almus Salcius, Maciunas's partner at the AG Gallery in 

New York, 4 travelled to Vilnius in order to prepare a film on Mikalojus 

Konstantinas Ciurlionis, he met Landsbergis who had become a musi

cologist and specialised on the symbolist composer and painter. During 

their meetings the New York music and art scene was discussed: "We 

talked about[ ... ] the artistic life in New York, about avant-gardes. And 

when he mentioned Jurgis Maciunas, I caught the name of the boy 

known to me from times 20 years ago, and I asked him [ ... ] to ask Jurgis 

whether he was the same person that started school together with me. 

And very soon I received a letter from Jurgis, or maybe I received his ad

dress - so, anyway the letters started to go across the Atlantic"(sic). 5 

The correspondence between Landsbergis and Maciunas 

revolved around personal and artistic affairs and was accompanied by 



an exchange of material and ideas. Landsbergis asked Maciunas for 

specific recordings of classical music but also jazz, which he received 

together with a bonus of Fluxus material, publications (e.g., An Anthol

ogy), editions, Flux-boxes and scores, not only for himself, but for further 

distribution and promotion of Fluxus among his friends and colleagues, 

who were generally uninterested in the material at that time. 6 

Landsbergis closely studied the mysterious material that reached 

him from abroad and asked detailed questions about compositions and 

their contexts, for example about Emmett Williams's AN OPERA (1959) 

and events from George Brecht's Water Yam (1963): 

"Some of the items you sent are very obvious. [ ... ] But the puzzle of 

msc. letters, and the boxes, are not that immediately clear. The opera, 

for instance: how should it be performed? Or the little pieces with texts 

in various boxes - for example Egg, it says 'at least one egg'. Does 

this mean that the performer should throw one egg at the audience? 

Or 'Three Dances' - does the second dance consist of the performer 

pissing on stage between the two pauses? As you can see, the music 

which you are promoting requires commentaries" (sic) .7 

Landsbergis also used part of the material for his lectures on new 

music and thus his audience in Vilnius was able to see George Brecht's 

event cards or hear a recording of Philip Corner's Piano Activities 

(Landsberg is still owns the tape) performed at the Wiesbaden - Interna

tionale Festspiele Neuester Musik in 1962, where it involved the eventual 

destruction of a defective piano. Landsbergis was especially intrigued 

by the humorous aspects of Fluxus: "Some of it is really great fun and 

very enjoyable, especially when it's performed by people who have 

a special talent for such performances". 8 The unique energy of Fluxus, 

often inspiring the creation of new work and concepts once people 

become acquainted with it, was not lost on him and so he sent a number 

of compositions to Maciunas and other Fluxus artists. 9 

Until recently, next to no information was accessible about the 

concert in 1966 apart from interviews with Landsberg is. Now with the 

help of Rimante Sodeikiene, 10 a number of former students that were 

performers in this concert could be contacted and interviewed and 

slowly more light can be shed on this one-of-a-kind event of musical 
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experimentation. The presentation took place in the Vilniaus pedagoginis 

institutas ('Vilnius State Pedagogical Institute') in spring of 1966 at the 

close of the school year and was a celebration on the occasion of the 

completion of the half-way point before the final diploma. Festivities 

like this were usually accompanied by classical music concerts, but -

according to former student Jurate Valentukeviciene - Landsbergis had 

proposed to organise a "concert chaos" .11 The audience consisted mainly 

of students and young lecturers and lasted approximately forty-five 

minutes.12 Three photographs and a manifesto/ programme survived in 

Landsbergis's archive, but interestingly Maciunas's and Landsbergis's 

letters show no trace of the concert, possibly because the latter was 

careful to advertise his uncustomary activities outside the protected 

realm of his musical circles.13 The photographs show the setting and the 

installation 14 of JLVXUS that Landsbergis had prepared for the event 

(figs.1-2): "I asked students to bring various things: a frame for a pic

ture, a big wooden trunk, to make wood for the fireplace, and an axe. 

And then we painted this trunk red so it would be bloody and took this 

axe as if it was a place for executing students. They always used to say 

that the professors were killing them, like executors. [. .. ] And we took 

the piano for this performance only because everybody would expect 

somebody to play seriously, and I used the picture frame to make a pic

ture with an accidental piece of paper from a newspaper in the corner 

of it. That was as another puzzle. 'What can it mean? OK, it's up to 

you.' [ ... ] Because the word Fluxus was not known, I made it into LUXUS 

with a very small f. There was one very big slogan on the wall[ ... ]. It was 

a very stupid sentence from one of the student poems in a local news

paper. I took it as a quotation with his name as if it was Stalin or Lenin: 

'Things and people are moving like the pistons of an engine"' (sic). 15 

The manifesto written in preparation of the event took up some 

of the ideas propagated by Maciunas although the notion of "beauty", 

"truth" or "joy" were not the terms that the author of the Fluxus mani

festos would have used:16 "New music is non-music and anti-art that 

raises a pure truth, a fact, a natural sound and everyday action. 

It will bring back the joy of a singing bird and the sensation of beau

ty unconditioned by any artificial sciences. 



Anti-art is the only real, folk and social manifestation of man's aesthetic 

sense. It's real because it does not try to create a meaningless illusion 

of reality, intellectual puzzle or vain abstraction. It's folk because it is 

created by everyone and is equally understood by everyone: smart and 

stupid, educated and unlearned. Anti-art is a real social revolution 

as it liberates former creators and teachers of artificial art from their 

work that is wrong and allows them to start to practice for the ben

efit of society. 

Get off, dodecaphony, polyphony, harmony and cacophony! 

We have to learn to enjoy the truth. We will re-find aesthetic pleasure 

in such simple actions as drinking water, spitting into a well, the 

natural act of blowing our noses. 

[The] road will be long and nobody will understand us. But the 

future belongs to progress and we have to take the first steps towards 

it already today. Until we use artificial sounds, let us find their free flow. 

Step by step eliminating artificiality we will reveal the depth of person

ality and entity".17 

In this manifesto/programme three pieces were announced: 

Nemuzika Nr. 2 ('Non-Music No. 2'), an Opera S ir 19 ('Opera 5 and 

19') and Geltona pjesa ('Yellow Piece'). These were meant to have 

"an exclusively instructive meaning". 18 NemuzikaNr. 2 was to be played 

by the third year brass band - yet none of the former students re

members this piece. 

The Opera Sir 19 was to be performed by "Normantaite and 

Normantaite" .19 Aldona Normantaite recalls singing with a micro

phone - a performance which brought her the nickname Yma Sumac -

"She said, that she was an alto and her voice did not have a wide range, 

but at that concert she did not sing but shout" while another student, 

Duanas Timukas, was dancing barefooted on a stump. 20 

It was announced that Steponas Pikiotas would perform Geltona 

pjesa ('Yellow Piece'). Pikiotas himself, who claims that he was a bad 

pianist, does not remember the piece, but Jurate Valentukeviciene 

remembers him having banged on the piano. 21 This performance, accord

ing to Landsbergis, took up elements from the Yellow Piece that he had 

sent to Maciunas earlier and which is described here: "Yellow Piece was 
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a piano piece, played not by the keyboard, but played by the pedals, 

which are usually yellow. Yellow, like brass, and of course the bottom of 

the piano is always yellow, as well. The piano is black, the bottom is 

yellow, the strings are yellow. And the performer crawled on the Aoor 

to the piano in order to touch the pedals, and then played the pedals, 

and at the end of the piece, for some time he did what he wanted [. .. ] 

slower, greater sound or less sound [ ... ].Of course, the visual percep

tion could also be attractive - what was a crazy person doing there -

and the final point should be a kick to bottom of the piano. Then, of 

course, the sound could be very harsh, rough, and all the strings could 

sound then - tutti, a mighty tutti - and my idea was that if we had 

some special equipment and preparation, there could be a fountain of 

beer. [ ... ] It could go through the audience, coming from the piano, at 

the same time as this kick and great sound" (sic). 22 

The last item mentioned on the programme was Populiarus kon

certas ('popular concert'), but nobody remembers what this was. Apart 

from the mentioned compositions, some situations were remembered. 

Jurate Valentukeviciene recalls two of her fellow students in an amusing 

situation "when a tiny Albina Maziliauskaite was blowing the tuba, 

and Janina MarcinkeviciUte, a tall person of a heavy-set, was playing 

a small wind instrument. This contrast between the size of an instru

ment and the performer [ ... ] prompted wild laughter". 23 Another student, 

Birute Gumauskiene, skilfully played the clarinet and "Somebody kept 

switching volume of the audiotape from laud [sic] to soft creating an ef

fect of noise. There was a general cacophony; somebody was singing". 

Jurate Valentukeviciene's role in the concert was to play the piano by 

strumming its strings. 24 

Although Landsbergis remembers having taken the pieces for the 

concert from La Monte Young's An Anthology, stating that they were 

"more concepts than pieces themselves" the activities cannot be attrib

uted to specific Fluxus compositions.25 They were improvisations taking 

up some ideas akin to Fluxus (unusual use of instruments, humour, 

absurdity), but some of the expressive, improvisational and installative 

elements are rather untypical for Fluxus. The concept lying beneath 

the 1966 event seems to be a liberation from the strict and disciplined 



realm of classical music and a setting free of the students' energy of 

expression, phantasy and humour. 

The reception in 1966 was limited to the students and a small 

audience. As one student, Aldona Normantaite, remembered, "The audi

ence could not understand the scenario. They kept asking: 'What kind 

of scenario is that?' Others liked it. After the concert the opinions were 

two-sided" .26 And according to Jurate Valentukeviciene some members 

of the audience felt it to be a joke: "it seemed, that the audience did not 

like it, everything looked and felt strange. The audience took it as a 

practical joke. It was we, the participants, who had a lot of fun". 27 A num

ber of the students performing were also sceptical, but the events did 

have an influence on the later work of others, such as Zita Eimuliene, who 

did not take part in this concert, but rather in other events and lec

tures organised by Landsbergis. She recalls, "Very memorable were the 

introductions to contemporary art organised by Prof. V. Landsbergis. 

We were fascinated when looking at an empty page, 'a nothing', he 

would seriously, rhetorically and in detail explain the content of that 

'image'. We could not understand that it was a new movement; it was 

just very interesting and new, and this initiative and innovation capti

vated us very much. I still remember the performance of a piano piece 

by John Cage. V. Landsbergis' student wearing some ten pairs of gloves 

bowed eloquently, and with his very expressive and imposing face started 

taking off his white gloves, but the music never happened. 28 
[ ... ] 

I was always interested in [modern art], and at the same time 

I felt that it is good to act differently from our predecessors. Perhaps 

it was a fruit of that experience - we admired our lecturers very much, 

were amazed that they could act the way they did. So we also had to 

accept the world with all of its turns and twists, not the one brought 

from home and traditional school" (sic). 29 

The event of 1966, although the exact circumstances were not 

broadly known, would not be forgotten in the Lithuanian music and art 

scene. Landsbergis's activities led to a series of musical experimenta

tions and happenings with young musicians and artists in the mid 

to late 1980s, proving his endeavours to be enduring in the long run. 
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Fig. 1 Concert setting at the 

Vilniaus pedagaginis institutes, 

where the Fluxus concert took 

place, Spring 1966 

Fig . 2 Concert setting at the 

Vilniaus pedagoginis institutes, 

with Vytautas Lansdbergis's 

installation "jLUXUS" on the 

wall, Spring 1966 
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FLUXUS-CONCERT 

375 BERLIN, 4 OCTOBER 1966 

ZAJ-CONCERT 

BERLIN, 5 OCTOBER 1966 

Henar Riviere Rios 

At the opening of the exhibition Das Nichtbarocke in der Kunst - an 

event taking place as part of the Berlin Festwochen - a Fluxus concert 

was held on 4 October 1966, followed by a Zaj concert the next eve

ning. The exhibition was presented by Galerie Block in the foyer of the 

Forum-Theater and showed images of pop-realism by artists such as 

Konrad Lueg, Gerhard Richter and Sigmar Polke. The concerts were 

respectively the 9th and 10th soirees of a series organised by Rene 

Block since 1964 and had been made possible by the German artist 

Wolf Vostell.1 

THE FLUXUS-CONCERT 

The 9th soiree of Block's series was offered by the American composers 

Alison Knowles and Dick Higgins as a part of their 1966 European 

tour. 2 Higgins and Block had been considering the possibility of calling 

it "Pre-fluxus, Post-fluxus, Un-fluxus", 3 but it would finally simply be 

presented as a Fluxus-Concert. It began at 11:00 p.m. on Wednesday, 

the 4th and was divided into two parts. The first part consisted of works 

by different authors that were staged simultaneously in pairs according 

to the method established by Alison Knowles's Interruption Music - for 

J.C. (1966): "The audience picks the pieces by [selecting] numbered 

cards. No activity is ended, it is just overlaid with another". 4 As for the 

second part, it can be assumed that it was Dick Higgins who put it 

together and that the works were performed consecutively one after 

the other.5 

The Interruption Music - for J.C. lasted "for an hour" 6 and, need

less to say, it did not follow the order set out in the programme but 

the one chosen at random by the spectators. Knowles and Higgins, 



along with the Spanish composer Juan Hidalgo and the Greek artist 

and writer Vagelis Tsakiridis, carried out a Simultaneous Bean Read

ing (1964). They took printed paper scrolls found "scattered on stage", 

unrolled them and read aloud simultaneously "a series of strangely 

alienated texts" on beans (fig.1).7 These writings were part of Knowles's 

Bean Rolls (1963), a collection of canned books for which she had 

"got some tea cans[ ... ]. After placing some beans in each can, I began 

filling them with printed scrolls. I collected real information on beans, 

like songs, Japanese proverbs, LL Bean Company clothing ads, and all 

kinds of other stuff from the public library and my friends. [ ... ] Nam 

June Paik told me later that he kept the Bean Rolls beside the toilet for 

his morning contemplative reading. There were eleven offset printed 

scrolls in each can, each roll held with a rubber band, the kind used by 

orthodontists to pull teeth into alignment". 8 

Another lecture would take place during the Interruption Music -

for J.C.: a recital from "the official 'rental contracts for residential 

properties"', 9 copies of which had also been distributed in the stalls, 

so that the audience could read along. An attending expert would 

later conclude that "no other text could have seemed more absurd 

than these" .10 This performance corresponded to Higgins's Lecture 

Number One (1957) and was accompanied by the German poet and 

dramatist Claus Bremer reading from another form of printed docu

ment, namely a newspaper (fig. 2). 11 

The fragment of newspaper Bremer held in his hands was left 

over from a previous action where it had not been used as a source of 

information, but rather as a source of sound and recreation. Higgins, 

Tsakiridis and, apparently, also Vostell and the Spanish composer Tomas 

Marco had handled different sorts of paper, showing "everything 

that can actually be done" with this material: "it can be torn, made into 

confetti, built into a paper boat and can, if wanted, even be eaten" 

(fig. 3).12 In spite of being a free interpretation of Benjamin Patterson's 

PAPER PIECE (1960), this rendition came closer to the original score 

than did other, more characteristic Fluxus versions, since it concentrated 

on the activities done by the performers, rather than on the interac

tions of the audience with the paper. 13 
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At a certain point during the first part of the concert, Tsakiridis ori

ented himself by following an arrow sign moved by Marco over his own 

head according to the instructions of George Brecht's event-score 

DIRECTION (1961): "Arrange to observe a sign I indicating direction of 

travel I •travel in the indicated direction I •travel in another direction" 

(fig. 4). 14 Knowles, though, focused all her attention on a toy steam 

engine that was placed on a kind of pedestal improvised by placing 

a metal bucket upside down on a small table (fig. 5). Ignoring the other 

activities going on around her on stage, Knowles manipulated the 

little mechanism in order to set it in motion, thus performing Joe Jones's 

Steam Engine (1963).15 Meanwhile, Marco and Vostell were eating 

meringues, a dessert that was offered to the audience too.16 This was 

a rendition of the first movement of Geoffrey Hendricks's "For A. 

Knowles - Eat - Gymnastics - Rest" (1966), the second part of which 

would be carried out by Knowles. Even though she "had the flu and 

was bathed in sweat and sneezing constantly" 17 she would not hesitate 

to lay on stage with her shoulders on the floor and her hands holding 

her waist, kicking her legs in the air (fig. 6). 

The second part of the programme was structured symmetrically, 

comprised of a piece by Knowles sandwiched between four works by 

Higgins, two before and two after. Right after the intermission, Higgins's 

ConstellationNo.2 (1959) and New Constellation (Constellation No. 7) 

(1960) were staged consecutively.18 Both compositions allow an indefi

nite number of performers and leave it up to them to choose the sounds 

they would produce. While No. 7 specifies that it has to be only one, 

"preferably vocal", sound agreed upon by all of the interpreters, in No. 2 

"Each performer selects a set of possible sounds". No. 7 has to last 

"as short a time as possible", whereas in No. 2 the duration depends on 

a die roll. 19 That night at the Forum-Theater, Tsakiridis, Marco, Knowles, 

Hidalgo, Bremer and Vostell placed themselves in line side by side 

facing Higgins, who, with his back to the audience, conducted them, 

moving his arms "through a complete clockwise circle" (fig. 7). 20 The 

sounds produced during the interpretation of Constellation No. 2 were 

probably not audible to the audience. Instead of a "set of possible" 

tones and/ or noises, the artists had seemingly preferred to interpret 



sets of different gestures: Tsakiridis raised his pullover covering his 

head with it and leaving his chest bare, Marco scratched his neck, 

Knowles sat on the floor, Hidalgo and Bremer remained standing and 

Vostell bent down to touch the floor with his hands and flashed the 

audience with a light. 21 The Constellation No. 7 might have acted as the 

closure for these activities, with all of the artists "simultaneously, 

rapidly and efficiently" emitting the agreed upon vocal. 22 

Thereafter, Knowles took the stage alone to initiate a long recital 

and shoe contemplation. While polishing her shoe with a cloth, she 

gave the listeners different pieces of information, regarding for instance 

the process of shoe fabrication, the different materials from which 

shoes can be made and the possible origin of human shoe use, includ

ing different English figures of speech that involve the word "shoe". 

These and other notes on shoes were the content of her piece Shoes of 

Your Choice (II) (1965). 23 The "10 minute silence and shoe meditation" 

with which she completed her performance (fig. 8) 24 annoyed an audi

ence member, whose mockeries provoked a strong reaction from 

Higgins: "he rolled up his sleeves and ordered: 'On stage!' The light 

went off and obscured the drama of the fight, the Fluxus-friend of 

course was victor, he pinned, clearly visible in the glare of the flash

light of the photographer, the Fluxus-adversary with both shoulders to 

the floor quite like in a ring. Then the fighting cocks were separated" 

(fig. 9). 25 Only the intervention by theatre staff brought an end to the 

fight, as Knowles would remember some days later, describing the 

altercation as "a very good fight", in spite of her performance having 

been so abruptly interrupted. 26 

Higgins's Long Constellation (Constellation No. IO) (1965) that 

should have followed did not take place. However, the darkness into 

which the theatre had been plunged during the incident was very 

appropriate for the realisation of the closing piece, Higgins's Danger 

Music Number Three (1962): "the light was not switched on at first. 

Instead, Indian incense cones, with which one could draw beautiful 

light reflexions in the dimness [ ... ], were distributed". Only after 

a while it became noticeable "that the cones raised a stink like a ten 

tonne curd soap" .27 
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THE ZAJ-CONCERT 

The programme of the Zaj-Concert contained four pieces by each of 

the three main composers currently involved in the group, namely Juan 

Hidalgo, Walter Marchetti and Tomas Marco. Hidalgo and Marco 

would perform the pieces of the absent Marchetti, which were sched

uled one after the other as a block, constituting the central part of 

the programme. Preceding and following them, Marco's and Hidalgo's 

works, which would be performed by their own authors, were symmetri

cally distributed in blocks of four pieces, each block including three 

pieces by one of them, and one by the other. 28 

An unknown performance by Juan Hidalgo, listed only as "?", 

opened the concert. Nowadays, the artist remembers that he wrote 

a question mark in the programme because he did not know before

hand what he would do. Almost fifty years later, he has already forgot

ten what he finally did perform. 29 

Then Tomas Marco went on stage, where a chair and a small 

table were his only props. He sat down on the chair at the table, took out 

an apple and a knife and started to carefully peel the fruit, letting 

the peel fall on the table (fig. 10). Once finished with this task, he ate 

the apple, chewing thoroughly and savouring it. This Homenaje a Rossini 

(Guillermo Tell) ('Homage to Rossini [Wilhelm Tell]', 1965) was fol

lowed by another homage, in this case to Stravinsky. In the semidarkness 

of the theatre, Marco showed the audience a beautiful paper bird 

hanging from the ceiling. He brought lit matches to it from many differ

ent angles and set it on fire (fig. 11). He then moved some steps away 

from "The Firebird", observing it burn into ashes (Homenaje a Strawin

sky [El pajaro defuego], 1965).30 Once the bird was fully consumed, 

Marco sat down again and made himself comfortable: he took off his 

shoes and placed them on the table, he took off his jacket and hung 

it on the back of the chair and, finally, he took a package of tobacco 

out of his pocket and filled a pipe (fig. 12). He lit the pipe and, placing 

his feet on the table, he calmly read the newspaper as if he were in 

the living room of his own house . In fact, the score of this performance, 

titled LIVING-ROOM MUSIC (1965), had initially been conceived to 

be interpreted in a private home. Along with four other scores from dif-



ferent Zaj artists, it had been sent as part of a Concierto Postal ('Postal 

Concert', 1965) that invited the addressee to become the performer 

her- or himself. Marco's LIVING-ROOM MUSIC suggests that its recipi

ent draw back the curtains of her or his living room, raise and lower 

the blinds, drag armchairs and sofas, switch lights off and on and fold 

and unfold newspapers, among other sound generating actions.31 

The piece Walter Marchetti had sent as part of the Concierto Postal 

was MANDALA {1964) for which the author declared himself "incapable 

of giving the interpreter or interpreters any indication" regarding its ful

filment. 32 Thus, Marchetti's mandala would be performed by Zaj through

out the years in many different ways. In Berlin, Hidalgo chose to stand 

on stage, facing the audience and holding a pinwheel in front of his 

crotch {fig. 13). 

For the partial accomplishment of the next work Tom as Marco 

would also take his time: "drink from a baby bottle and pee", reads 

one of the brief instructions of Marchetti's arpocrate seduto sul loto 

(1965). 33 Sitting on the stage floor, Marco opened a milk bottle, filled 

a baby bottle with its content and, little by little, he drank to the last 

drop (fig. 14). He probably rendered the second part of the indications 

as well, but he avoided doing so in public. 

The two performers of the soiree would interpret together the 

remaining two pieces by Marchetti. Positioning two chairs on opposite 

sides of the table, they sat face to face and remained in that position, 

staring at each other, for a long time (fig. 15). Probably, at a certain point, 

one of them, or perhaps both, uttered: "Oh!", an exclamation envisioned 

by Marchetti in his madrigal de otono ('Autumn Madrigal', 1965) as an 

expression of "pleasure or pain, wonder, disdain, doubt, suspicion, 

compassion, fear". 34 Finally, in a stage emptied of props again, the 

artists played with medium-sized balls in a version of the mathematical 

scheme of Marchetti's Variaciones 1965 (1965) (fig. 16).35 

EL RECORRIDO JAPONES ('The Japanese Route', 1963) by 

Juan Hidalgo is a poem, whose reader is invited to cover an indefinite 

distance "with any object I or I thing". 36 That autumn evening, Hidalgo 

took off his left shoe before beginning his "Japanese route", which 

consisted in crossing the stage from one end to the other in an exas-
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peratedly slow motion. 37 In so doing, he carried his left shoe with his 

right hand, hiding it with a cloth held between his mouth and his left 

hand (fig.17). Afterwards, green envelopes were distributed among the 

spectators (fig.18). This was the realisation of Hidalgo's el sobre verde 

('The Green Envelope', 1965), a mail art piece and an "etcetera" at the 

same time, which offers a good example of the intermedia multiplicity 

of Zaj's artistic practice. "An etcetera is defined by Hidalgo, inventor of 

the 'form', as a short happening, a musical event of short duration 

and self-contained, which presents to the audience an enigma or dilem

ma", 38 seeking to produce an insight in the manner of a Zen koan. 39 

The "etcetera" el sobre verde contains the description of the mail art 

piece el sobre verde with which Hidalgo had contributed to Zaj' s Con

cierto Postal: "give or send to everyone a green envelope containing 

a cream-coloured card with the following text printed in lowercase black 

letters :(in the middle ,in one line) ,the green envelope ,(in the lower 

right corner ,in a smaller type and in two lines of the same length ) 

,juan hidalgo ,(and underneath ) ,Madrid 4/65 in case of emergency 

:give to everyone a green envelope without card" (sic). 40 

The last of Hidalgo's performances was the premiere of his 

SONATA EN TRES TIEMPOS: ALCACHOFA (I), CALABAZA (II), 

MANZANA (III) ('Sonate in Three Movements: Artichoke, Pumpkin, 

Apple', 1966). In it, "a man" sits at a table "in front of an audience" 

with a bag containing a squeaky plastic artichoke, pumpkin and ap

ple: the artichoke is to produce a "quite high-pitched nuanced sound", 

the pumpkin a "slightly deeper muffled sound" and the apple a "very 

high-pitched festive sound". The audience provides three numbers 

between one and one thousand: the first number corresponds with the 

number of times in which the man will press the artichoke (first move

ment), the second number will be performed with the pumpkin (second 

movement) and the last one with the apple (third movement). 41 Such 

well-tuned sounds were followed by "the extremely unpleasant" sound 

of a toy trumpet played by Tomas Marco for as long as he could blow 

it.42 This rendition of his EIN ENGELSKONZERT (HOMENAJEA HIN

DEMITH) ('Angels' Concert [Homage to Hindemith]', 1966) consti

tuted the grand finale of the concert. 43 



A letter addressed by Wolf Vostell 

to Rene Block proves that by 6 No

vember 1965 he had already been 

advocating for same time a Zaj 

concert to be hasted by Galerie 

Block in Berlin . On 28 January 

1966 Juan Hidalgo sent Vostell 

a tentative programme for the Zaj

Concert in Berlin . Further corres

pondence between both artists 

reveals that Vostell helped Hidalgo 

to overcome the difficulties he 

would find in the following months 

to undertake his European tour. 

As for the Fluxus-Concert, Vostell 

would also help to prepare it. 

On 5 August 1966 Dick Higgins 

wrote him the following words: 

"I don't think I should bother Block 

with the organization of this per

formance, do you?" Higgins felt 

he would not have enough time for 

preparing the concert and , sub

sequently, he suggested that 

he would rather do "o small street 

piece" . A week later, Vos tell 

replied, "I [will) help you to org

an ise a small evening of smaller 

pieces in the forum theatre" (sic) . 

On 6 September he received 

a copy of Higgins's letter to Block 

asking to postpone the date of 

the concert until 4 October. See 

Wolf Vostell in letter to Rene 

Block, 6 November 1965; Juan 

Hidalgo in letter to Wolf Vostell, 

28 January 1966; Dick Higgins 

in letter to Wolf Vostell, 5 August 

1966; Wolf Vostell in letter to 

Dick Higgins, 12 August 1966; 

and Dick Higgins in letter to Rene 

Block, 6 September 1966, all 

letters in the Archivo Happening 

Vostell, Museo Vostell Malpartida . 

2 

From Germany, their tour would 

bring them to Prague, among 

other destinations, ending in 

Madrid . The Prague and Madrid 

concerts are included in this 

publication. 

3 

Higgins in letter to Block (see 

note 1) . 

Alison Knowles in letter to Emmett 

Williams, written in Prague prior 

to 13 October 1966, manuscript 

in Jean Brown Papers, The Getty 

Research Institute, Los Angeles . 

Also see the copy of the pro

gramme of the Fluxus-Concert 

with handwritten corrections 

in the Archiv Sohm, Staatsgalerie 

Stuttgart; and Heinz Ohff, 'Ab

surdes Geschehnis . Galerie Block 

mil Dick Higgins im Forum-Theat

er' , Der Tagesspiegel, 6 October 

1966, p.4. 

5 

The similarities of this concert with 

the Events y New Music evening 

in Madrid on 12 November 1966 

suggest this conclusion . On that 

occasion, the programme was 

also divided into two parts and it 

is a proven fact that each part 

was respectively set out by each 

one of the two American compos

ers . During Higgins's part, the 

pieces were rendered consecu

tively, while Knowles chose for 

hers the general structure of her 

Interruption Music - for J.C. For 

mare information , see Henar 

Riviere Rios's entry on Events y New 

Music in this publication . The 

content of the second part of the 

programme of the Fluxus-Concert 

supports this hypothesis: on one 

hand, it mostly included Higgins's 

works, and on the other hand, 

the performance of some of them 

required full concentration from 

all of the performers, not allowing 

a simultaneous rendition . 

6 

Knowles (see note 4) . 

7 

"Higgins las aus Papierrollen, die 

er verstreut auf der Buhne land, 

eine reihe von seltsam verfremde

ten Texten zum Thema 'beans' -

Bohnen", Ohff (see note 4) . The 

photographs taken by Hans

Rudiger Strey prove that not only 

Higgins, but also at least the 

three other performers mentioned 

(Hildago, Knowles and Tsakiridis) 

carried out this simultaneous 

reading . In the programme, this 

performance was listed under 

the title "Buhnenrolle ", which is 

most likely a misspelling of 

"Bohnenrolle" . See the programme 

in the Archiv Sohm, Staatsgalerie 

Stuttgart. Far the scare of 

Alison Knowles' s Simultaneous 

Bean Reading (1964), see Alison 

Knowles, By Alison Knowles 

(New York : Something Else Press, 

1965), p. 10. 

8 

Alison Knowles in Hannah Higgins 

and Alison Knowles , 'Notes to

ward Indigo Island : A Conversa

tion between Alison Knowles 

ond Hannah Higgins, 1994', in 

Indigo Island. Art Works by Alison 

Knowles, ed. by Bernd Schulz, 

exh . cat. (Saarbrucken : Stadt

galerie, 1994), pp. 100-111 

(pp. 104-105). 

9 

Ohff (see note 4) . 

10 

"Do wurde aus den offiziellen 

'Mietvertragen fur Wohnraumen ' 

rezitiert, die 'Partitur', die ubli

chen Vordrucke, ouch im Parkett 

verteilt, so daB man ouch mitlesen 

konnte: absurder konnte kein 

Text wirken ols dieser'', Ohff (see 

note 4) . 

11 

Other photographs by Hans

Rudiger Strey show Vagelis 

Tsokiridis and Wolf Vostell during 

the first part of the soiree, read

ing from papers that were not the 

bean scrolls; it con be therefore 

assumed thot they were olso per

forming Higgins 's instructions, 

which read, "The lecturer distrib

utes to the audience sheets of 
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directions for games, assembly 

instructions, sample rental leases, 

tax forms, etc . He requests the 

audience to read these back ta 

him, each reading sa loud that he 

drawns aut all athers ta his own 

hearing", Dick Higgins, Lecture 

Number One (1957), in Dick 

Higgins, Selected Early Works, 

1955- 64 (Berlin : Edition ARS VIVAI 

& Berliner Kunstlerprogramm 

des DAAD, 1982), p. 14. Also see 

Hans-Rudiger Strey' s photo

graphs, archive of Hans-Rudiger 

Strey, contact sheet number 101. 

12 

"Da wurde vorgefuhrt, was man ei

gentlich alles mit Papier machen 

kann (man kann es reiBen, zu 

Konfetti verarbeiten, Schiffchen 

daraus drehen und wenn man 

will, kann man es sogar essen)", 

Ohff (see note 4) . Higgins and 

Tsokiridis worked with newspaper 

pages. Unlike them, Marca 

and Vastell held large sheets al 

what seems to be blank paper 

in their hands . Strey (see note 

11), contact sheets numbers 105 

ond 106. 

13 

On PAPER PIECE becoming a 

participatory performance, see 

Henar Riviere Rios's entry on the 

Fluxus - Internationale Festspiele 

Neuester Mu sik in this publication. 

14 

Scorecard published by Gearge 

Maciunas in George Brecht, Wa

ter Yam, Fluxus Edition (1963) . 

18 

The printed programme of the 

concert lists Constellation No. l in

stead al the No. 2, but the copy of 

this document kept in the Archiv 

Sohm, Staatsgolerie Stuttgart, 

includes a holograph natatian 

that corrects this information . 

The three radios and two grand 

pianos required by Constellation 

No.1 (1959) are not to be seen 

in any of Hans-Rudiger Strey 

photographs, further proving that 

this was nat the performed piece. 

For the score al Constellation 

No.1 (1959), see Selected Early 

Works (see note 11), p. 2 

19 

Dick Higgins, Constellation No. 2 

(1959) and New Constellation 

(Constellation No. 7) (1960), both 

reproduced in Selected Early 

Works (see note 11), pp. 3-5. 

20 

Dick Higgins, Constellation No. 2 

(1959), in ibid , p . 3 . 

21 

Strey (see note 11), contact 

sheets numbers 101 and 102. 

22 

Dick Higgins, New Constellation 

(Constellation No. 7) (1960) , in 

Selected Early Works (see note 11), 

p. 5. 

23 

Complete scare in Alison Knowles, 

More by Alison Knowles (New 

York: Unpublished Editions, 1976). 

15 24 
-----------~ 

"Da wurde eine antiquierte Dampf- Knowles (see note 4). 

maschine in Gang gesetzt", Ohff 

(see note 4) . _2s ___________ _ 

16 

"[M]an verzehrte Sahnebaisers 

und gab auch dem Publikum 

davon ab", Ohff (see note 4) . 

17 

Knowles (see note 4) . 

"Ihm [Dick Higgins] gelang sogar 

etwas, was heute fast nie mehr 

gelingt: die Provokation. Als sich 

die Sache im zweiten Teil dann 

noch quolend in die Lange zog, 

und ein zum Teil recht witziger, 

zum T eil auch nur bierforscher Zwi

schenrufer Prugel angebaten 

bekam, rollte dieser die Hemds

ormel hach und befahl : 'Aul 

die Buhnel' Das Licht ging aus 

und verhullte die Dramatik der 

Rauferei , der Fluxus-Freund 

freilich blieb Sieger, er nagelte, 

im Blitzlicht der Photogrophen 

deutlich sichtbar, den Fluxus

Gegner mit beiden Schultern 

ganz wie im Ring aul den Boden . 

Dann trennte man die Kampfhah

ne", Ohff (see note 4) . 

26 

Knowles (see note 4). 

27 

"Das Publikum beruhigte sich 

rasch, denn dos Licht ging erst 

gar nicht wieder an. Mon bekam 

stattdessen indische Roucher

kerzen in die Hand, mit denen 

sich schi:ine Lichtreflexe in die 

Dusterkeit zeichnen lieBen, was 

ouch mit Hingabe geschah . Erst 

dann bemerkte man, daB die Ker

zen einen Gestank verbreiteten 

wie zehn Tannen Kernseife", Ohff 

(see note 4) . 

28 

Copy of the programme in 

the Archiv Sohm, Staatsgalerie 

Stuttgart. 

29 

Juan Hidalgo in telephone inter

view with Henor Riviere Rios, 

18 May 2012 . There is no photo

graphic evidence of Hidalgo's 

opening performance. On the 

other hand, the photographs 

taken by Hans-Rudiger Strey 

show Tomas Marco performing 

an action with a plastic chicken 

that apparently preceded the 

second piece of the programme. 

However, Hidalgo strongly de

nies the possibility that Marco 's 

activities with the chicken corres

pond to his unidentified piece, 

claiming that Marco had not in

terpreted any of his works, in 

the same manner as he, Hidalgo, 

hod not interpreted any of 

Marco's . Marco no longer re-



members which composition his 

actions with the plastic chicken 

correspond to . He has the vague 

memory that it was not a piece of 

his own and suggests that it could 

have been one of Marchetti ' s. 

33 

This is the first of four pieces, 

each of them titled arpocrate 

seduto sul loto (unnumbered) . The 

other three consist respectively 

of the following sentences: "sit 

However, neither the place it oc- down on the curb and smash bot-

cupied during the course of the 

concert, nor the actions done, 

seem to support this conjecture . 

Juan Hidalgo in interview with 

Henar Riviere Rios (see above) ; 

and Tomas Marco in interview 

with Henar Riviere Rios , Madrid, 

29 December 2011 . One of 

Strey's photographs showing 

Marco during the perform-

ance with the plastic chicken is 

reproduced (unidentified) in Zaj , 

ed . by Jose Antonio Sarmiento, 

exh . cat. (Madrid : Museo Na

cional Centro de Arte Reina Sofia, 

1996), p . 115. 

30 

The Homenajes ore brief verbal 

scores, archive of T om6s Marco. 

31 

T om6s Marco, LIVING-ROOM 

MUSIC (1965) , in Concierto 

Postal (Madrid : Zaj, 1965). Zaj 

named its postal or mail art pieces 

cartones Zaj in allusion to their 

material (construction paper) . 

For more details on the cartones 

Zaj refer to note 2 of Henar 

Riviere Rios' s entry on the Concier

to Zaj (Festival Zaj 2) in this pub

lication, as well as Henar Riviere 

Rios, 'Papeles para la historio de 

Fluxus y Zaj : entre el documento 

y la pr6ctica artistica' , Ana/es de 

Historia de/Arte, supp. vol. (2011), 

pp. 421-436. Full-text article 

also under: http://revistas .ucm. 

es/index. php/ AN HA/ article/view/ 

37473/36271 . 

32 

"II compositore none in grado di 

dare all'interprete o interpreti nes

suna indicaz ione sulla realizza

zione di questo mandala ", Walter 

Marchetti, Mandala (1964), 

in Concierto Postal (see note 31) . 

tie caps with a rock", "sit down 

with dignity on a huge pumpkin 

for quite a while" and "sit down 

on a chair with a pinwheel in 

your hand and blow to make it 

spin" . All four were published 

by the author in his artist book 

arpocrate seduto sul Iota (Madrid: 

Aries Gr6ficas Luis Perez, 1968). 

However, in the book only the 

first piece arpocrate seduto sul 

loto bears its title , while the other 

three ore given without titles . Th is 

was due to economical as well 

as to compositional reasons. For 

more information on Marchetti's 

book and aesthetics, see Henar 

Riviere Rios, 'arpocrate seduto 

sul loto' , in Walter Marchetti. 

Musica visible , ed. by Carlos Diaz

Bertrana, exh . cat. (Las Palmas de 

Gran Canario : CAAM, 2004), 

pp . 19-31 . 

34 

Walter Marchetti, madrigal 

de otoiio (1965), in arpocrate 

seduto sul loto (see note 33). 

35 

Score partially printed in arpoc

rate seduto sul loto (see note 33). 

36 

"hacer hacer 

0 

hacer 

con qualquier objeto (I) 

0 

cosa (2) 

un recorrido cualquiero 

de duraci6n indeterminada 

0 

a determinar para coda ejecucion 

delante de un publico 

si asi se desea 

oculta 

0 

abiertamente 

(I) un solo objeto (2) una solo 

cosa", Juan Hidalgo, EL RECOR

RIDO JAPONES (1963), in 

Juan Hidalgo, De Juan Hidalgo 

(Madrid : Aries Gr6ficas Luis 

Perez, 1971). 

37 

T om6s Marco emphasises the 

slowness of Hidalgo's rendition of 

this piece. Morea (see note 29) . 

38 

Edmund Haines, 'The New Dada 

in Spanish Music', The Antioch 

Review, 27. 1 (1967), pp. 76-88 

(p. 80) . 

39 

See Juan Hidalgo and Carlos 

Franchy, Zaj (Madrid: Consejerio 

de Cultura y Deportes, Gobierno 

de Canorias, 1987). Hidalgo 

used the term "etcetera" for the 

first time on 18 May 1965 during 

a presentation in the Galer ia 

Edurne in Madrid . For more infor

mation on Hidalgo's "etceteras'', 

see David Perez, 'El arte sin 

generos: los etceteras y el Viaje a 

Argel' (1993), in Sin marco: Arte 

y actitud en Juan Hidalgo, Isidoro 

Valcdrcel Medina y Esther Ferrer 

(Valencia : Editorial UPV, 2008) 

pp. 29-64 . 

40 

"EL SOBRE VERDE (un etcetera) 

dar o enviar a coda cual un sabre 

verde con dentra una torjeta 

color crema que lleve impreso en 

negro el siguiente texto en caja 

baja :(al centro ,en una solo linea ) 

,el sabre verde ,(en el 6ngulo 

derecho inferior ,en tipo menor y 

en dos lineas de igual longitud ) 

,juan hidalgo ,(y debajo) ,madrid 

4/65 en caso de emergenc ia 

:dar a coda cual un sabre verde 

sin tarjeta Madrid ,abril 1965" 

(sic), Juan Hidalgo, el sabre verde 

(1965) , in Hidalgo (see note 36) . 

41 

Juan Hidalgo, SONATA EN 

TRES TIEMPOS: ALCACHOFA 
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(I), CALABAZA (II), MAN

ZANA (III) (1966), printed in 

Hidalgo (see note 36). 

42 

Marco (see note 29). 

43 

On the score, see note 30. Other 

renditions of this piece may in 

volve the audience's participation, 

Hoines (see note 38), p . 80 . 



Fig. 2 C laus Bremer performing 

Dick H iggins's Lecture Number 

One, 4 October 1966 

Fig . 1 Alison Knowles and Juan 

Hidalgo performing Alison 

Knowles' s Simultaneous Bean 

Reading; T om6s Marco (back 

to the camera) and Claus Bremer 

in the background, 4 October 

1966 

Fig . 3 Dick Higgins performing 

Benjamin Patterson's PAPER 

PIECE, 4 October 1966 
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Fig. 4 Tomas Marco and Vagelis 

T sakiridis performing George 

Brecht's DIRECTION, 4 Octo

ber 1966 

Fig. 5 Alison Knowles perform

ing Joe Jones' s Steam Engine , 

4 October 1966 

Fig. 7 Vagelis Tsakiridis , Tomas 

Marco, Alison Knowles, Juan 

Hidalgo, Claus Bremer. Wolf 

Vostell and Dick Higgins (back 

to the camera) performing Dick 

Higgins' s Constellation No.2, 

4 October 1966 

Fig. 6 Alison Knowles perform

ing Geoffrey Hendrick's "For A. 

Knowles - Eat - Gymnastics -

Rest ", 4 October 1966 



Fig. 8 Alison Knowles perform

ing her Shoes of Your Choice (II), 

4 October 1966 

Fig. 9 A fight between Dick 

Higgins and an audience member, 

started during Alison Knowles's 

performance of her Shoes of Your 

Choice (II), 4 October 1966 

Fig. 10 Tomas Marco performing 

his Homenaje a Rossini (Guillermo 

Tell), 5 October 1966 

Fig.11 Tomas Marco performing 

his Homenaje a Strawinsky (El 

ptijaro defuego), 5 October 1966 
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Fig. 12 Tomas Marca perform

ing his LIVING-ROOM MUSIC, 

5 October 1966 

Fig . 13 Juan Hidalgo performing 

Walter Marchetti's MANDALA, 

5 October 1966 

Fig . 14 Tomas Marco perform

ing Walter Marchetti' s arpocrate 

seduto sul Iota, 5 October 1966 



Fig . 15 Tomas Marco and Juan 

Hidalgo performing Walter 

Marchetti's madrigal de otono, 

5 October 1966 

Fig . 18 Audience member per

forming Juan Hidalgo's el sobre 

verde, 5 October 1966 

·· : 11 l . ·. ..l!il.'iii.··.: 
' " ~I!' 

. . . 

Fig . 16 Tomas Marca and Juan 

Hidalgo performing Walter 

Marchetti' s Variaciones i965, 

5 October 1966 

Fig . 17 Juan Hidalgo performing 

his EL RECORRIDO ]APONES, 

5 October 1966 
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KONCERT FLUXU 

391 PRAGUE, 13 AND 17 OCTOBER 1966 

HRY 

PRAGUE, 14 OCTOBER 1966 

Petra Stegmann 

In October 1966 one of George Maciunas's dreams finally came true 

and a Fluxus festival was organised behind the so-called Iron Curtain 

with the participation of at least one still "official" Fluxus member, the 

French artist Ben Vautier. Considered by Maciunas to be the best man 

in Europe, Vautier travelled to the CSSR capital together with Serge 

Oldenbourg (Serge Ill). In Prague they met Californian artist Jeff Berner 

as well as Dick Higgins and Alison Knowles. 

The concert in Prague was the only East European concert of the 

1960s that was organised in the tradition of the festivals held in various 

West European cities since the summer of 1962. The constellation of 

artists taking part in the events reflects the changes that the Fluxus 

network had undergone with George Maciunas frequently expelling 

artists as a result of their "misconduct". Also the events in Prague 

in October were informed by such tensions: Dick Higgins and Alison 

Knowles had fallen into disgrace after Higgins had founded his Some

thing Else Press in 1963, which Maciunas considered to be a rival opera

tion to his own publishing activities. Hence what on first sight looks 

like a joint Fluxus festival can be more accurately described as two inter

twining events. "It is mere chance", as Jindrich Chalupecky, the art 

critic, art historian and main organiser of the Koncert Fluxu, pointed 

out to Maciunas "that Higgins, Knowles, Berner, Brecht et [sic] Vautier 

are coming to Prague at the same time", 4 thus answering Maciunas's 

reproachful statement: "I can't see any reason for arrival of Dick Higgins 

on same date, unless it is for the purpose of sabotaging fluxfest". 5 

As described in the text for the advanced art, akce, novy realismus, 

happenings, event, the local situation had been favourable for Fluxus, 

which was reflected in publications, and Fluxus could be understood 



to be in line also with Milan Knlzak' s activities. Furthermore, Andersen, 

Schmit and K0pcke's programme for April 1966 - although heavily 

criticised by the press and its audience - had contributed to lay the 

ground for the later Fluxus presentation, introducing the concept of 

the "event" and explaining its opposition to "happenings" .6 

In 1965 Chalupecky first came into contact with Dick Higgins, 

to whom he wrote a letter with his sharp critique of Fluxus, which 

Higgins disseminated to some of his colleagues - George Brecht, 

Robert Filliou, Al Hansen, Allan Ka prow, Jackson Mac Low, Tomas 

Schmit and also to Maciunas, who in return contacted Chalupecky. In 

their initial correspondence, Maciunas pointed out that his liaison in 

Prague was Jm Kolar, a "kind of Fluxus representative in Czechoslova

kia" ,7 but that he was also in an exchange with Vladimir Burda, Ladislav 

Novak and others. Later - through Chalupeckf s intermediation and 

advertising of his activities - Milan Knliak became Maciunas's primary 

contact person and was soon promoted to the rank of "Director Fluxus 

East", a title which, according to the artist, "meant nothing". 8 Maciunas 

and Chalupecky's relationship was strained however, since Maciunas 

felt the objectives of Fluxus to be misinterpreted by Chalupecky (see 

opening quote) as being focused too much on shock: 9 "I feel that you 

have misunderstood the intentions of Fluxus. Permit me to quote from 

our recent manifesto: Flux-art-nonart-amusement forgoes distinction 

between art and nonart, forgoes artist's indispensability, exclusiveness, 

individuality, ambition, foregoes all pretension towards significance, 

rarity, inspiration, skill, complexity, profundity, greatness, newness, 

shock, institutional and commodity value. It strives for monostructural, 

nontheatrical, nonbaroque, impersonal qualities of a simple natural 

event, an object, a game or a gag. It is a fusion of Spike Jones, gags, 

childrens games, John Cage & Duchamp. 

You will note our total lack of interest in sensations & shocks" .10 

The planning of the Fluxus concerts and the course of actions can be 

reconstructed through extensive correspondence between Maciunas and 

Vautier, Knliak, Chalupecky and Berner as well as between Higgins 

and Chalupecky. Photographs can be found in the archives of Milan 

Knli6k and Ben Vautier, in the Archiv Sohm (Staatsgalerie Stuttgart) and 

392 



393 

in The Gilbert and Lila Silverman Fluxus Collection Gift (Museum of 

Modern Art, New York). Jeff Berner and the Czech Magnum photogra

pher Josef Koudelka also took photographs documenting the events. 

In his correspondence with Chalupecky, Maciunas had mentioned 

his plan to travel to Prague, an opportunity that the former wanted 

to make use of in order to organise a Fluxus concert, and even more, 

a whole "Festival of vanguard (including lectures, films and concerts 

of new music)". Chalupeck'f's proposed series of events should coincide 

preferably with Andersen, Schmit, K0pcke and Emmett Williams's 

journey to Prague, which was planned for the end of March 1966, and 

beyond that with Allan Kaprow's presence, who had travel plans for 

that time as well. 11 The idea was soon abandoned and Chalupecky 

wrote about his intention to organise single events instead of a festival. 12 

Maciunas later gave up the project to travel to Prague for financial 

reasons and informed Chalupecky in a letter on 15 September. At the 

same time he announced the expected involvement of Jeff Berner, 

Ben Vautier, as "chief Auxorganizer in Europe and very active member", 

and George Brecht, "originator of Fluxus movement" (who would 

not be able to travel in the end).13 By this time Knliak was already 

mentioned as a "full Auxus member" 14 and, according to Maciunas, 

in charge of organising the festival. But in fact, the main part of 

the organisation would not have been possible without Chalupecky, 

who, through his contacts and influence, was able to obtain the 

performance venues and care for the financial side of the events. Not 

only was the relationship between the Western artists difficult, as 

Chalupecky pointed out, "I know you are now not in good contact with 

Higgins. And I am not in good contact with Knliak. Therefore it will 

be a little complicated" .15 

Performances took place on three evenings, even though the 

invitation card lists four evenings: the Koncert Fluxu ('Fluxus concert') 

scheduled three times for 13, 17 and 18 October and one evening of 

Hry ('Games'). 

On 10 October, Vautier left for Prague in his "Car Fluxus" (a small 

van with Vautier's signature writing all over it and a wooden roof that 

could be used as a stage).16 Together with Serge Oldenbourg and $100 



cash in his pocket, he reached the city on 12 October: "very Sad coun

try No lights Bad roads etc - Arrived in Prague went to Knizak's house 

Marvelous Street [Novj Svet] - Marvelous fellow very clear - and 

simple" (sic). 17 Just after their arrival a first action took place: "Straight 

away first Night we arrived we did a street piece in front of Knizak house 

Serge and I - eat on top of my car with table and chairs etc." (sic).18 

Early the next day (13 October), Vautier visited the performance 

venue: "Director of the Club told me that Chalupecky was against Ben 

Vautier and had decided in giving a Concert only for Higgins at the 

National Museum" .19 But Vautier and Higgins agreed to perform to

gether on all evenings, a fact that the French artist defended, claiming 

that too few "professional performers" were present. Around noon Jeff 

Berner from California arrived by plane. A rehearsal took place in the 

afternoon and Vautier realised: "By the Way Knizak had no Perform

ance Experience Jeff Neither only Myself Serge Dick and Allison - Rep

etition went Well" (sic). 20 

KONCERT FLUXU, 13 OCTOBER, KLUB UMELCU 

Although Maciunas had sent Knliak and Vautier detailed suggestions 

for performances, the 'Proposed Program for a Fluxfest in Prague', 

1966 - with its comprehensive collection of compositions organised 

into nine single concerts, its list of thirty-one stage props (fan, wind 

machine, packing paper, toys, a grand piano, a piano, a ladder, etc.) 

and its demand for an orchestra of fifteen to twenty non-profession

al musicians - was thoroughly ignored by Vautier. 21 Maciunas had 

planned to have Knliak act as the conductor "since he put so much 

effort in organizing the events". 22 The evening itself, however, was 

organised and directed entirely by Ben Vautier, who complained 

that except for a piano "No Material was ready". 23 The concert took 

place in front of a large audience (of around 150-200 persons) in 

Klub Umelcu, in the Manes hall, a central exhibition space in Prague. 

A substantial portion of the events can be reconstructed, but the 

chronology is not entirely clear. 24 Besides, Vautier was seemingly more 

focused on the performance aspects of his colleagues' compositions 

than on following their literal concepts, which sometimes led to very 
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free interpretations and consequentially the names he attributed 

to performances were more often descriptions than factual titles. 

The concert began with Vautier's Tying-up Piece for Christo 

(also known as Attachage de Ben and obviously inspired by T akehisa 

Kosugi's ANIMA 1, 1961, the score of which reads, "Roll up a long 

cord" and Alison Knowles's String Piece). The audience saw Jeff Berner, 

who was sitting on a chair, being tied up by the author with white cotton 

thread, which was fixed to different objects on stage thus creating 

a net with Berner entangled at its centre (fig.1). He was "removed" at 

eight o'clock, after which a talk about Fluxus was commenced by 

"Tchek official" (sic), Vladimir Burda. 25 The concert continued with a cross 

section of Fluxus classics. In Mieko Shiomi's DISAPPEARING MUSIC 

FOR FACE (1964), the performers (Vautier, Higgins, Berner, Knliak, 

Oldenbourg and Knowles) slowly transformed a smile into a neutral 

expression; the score reads, "smile - stop to smile" (fig. 2). 26 How 

"4 Piano Pieces of Brecht" were performed is not clear. Vautier's 

reference seems to have been a compilation of various Brecht scores 

from his box Water Yam like PIANO PIECE, 1962 (1962) ("•a vase 

of flowers on(to) a piano") and possibly 3 PIANO PIECES (1962) 

("•standing •sitting •walking") and THREE LAMP EVENTS (1961) 

("•on. off• lamp• off. on"), since the props Vautier lists in his letter 

to Maciunas include flowers, a stool and lights. 27 

In the performance of Trace for Orchestra (1965) by Robert 

Watts - a composition that tends to fuel anxiety in the hosting insti

tution - Knliak, Oldenbourg and Vautier set fire to the scores on 

their music stands and calmly watched the paper burn (fig. 3). With 

Maciunas's IN MEMORIAM TO ADRIANO OLIVETTI (1962), 28 

Berner, Knizak, Knowles, Oldenbourg and Vautier performed the canoni

cal Fluxus piece with bowler hats, while Dick Higgins (who is not 

visible on the photographs) may have been conducting (fig. 4). Nam 

June Paik's One for Violin Solo (1962) followed: Vautier lifted a violin 

in very slow motion over his head and then quickly smashed it on a table 

(figs. 5-6). The piece was succeeded by Vautier's own piece Choix 

de Ben (CHOICE, 1964), in which the three performers (Berner, 

Oldenbourg and Vautier, according to the latter's report) had to choose 



between four identical objects, leaving one remaining on the stage 

(fig. 7). In Alison Knowles's Newspaper Music (1965), all performers 

took part (according to Vautier) and Knowles conducted her colleagues 

while they read from newspapers in different languages, creating a 

babylonic sound environment becoming louder or quieter according to 

the conductor (fig. 8). 

After this, again it was show-time for Vautier, who performed an

other iconic piece by Nam June Paik, Zen for Head (1962), in which he -

inspired by La Monte Young's Composition 1960#10 (toBobMorris) 

(1960) - drew "a straight line and follow[ed] it". With his head dipped 

in a coloured liquid, he trailed a line onto a white sheet of paper laid 

out in the aisle between the visitors' seats (fig. 9). 

SOLO FOR VIOLIN VIOLA CELLO OR CONTRABASS (1962) 

by George Brecht, the score of which reads, "• polishing", was per

formed by Dick Higgins, who sat on stage with a contrabass carefully 

wiping off the instrument (fig. 10). 

There seems to be no documentation of Serge Oldenbourg's high

spirited "Four Piano Concerts" (4 concerti de piano), a composition that 

consisted of four rounds of Pastis served on a piano. 29 Nam June Paik's 

"Opera Piece", which in fact seems to be Vautier's own name for a 

piece that he attributed to Paik (the score of which, according to Vautier, 

consists of jumping over the spectators' seats) is also without obvious 

documentation. 30 

Robert Watts's "Solo", as Vautier called it, although its original 

name is F/ H TRACE (1963), where a performer enters the stage 

with a French horn, bows towards the audience as rice (or other small 

objects) empty from the instrument's bell, is again not documented. 

Other pieces performed were "Chaises pour Daniel Spoerri" (how and 

by whom remains a mystery) and Ben Vautier's Apples (1963), an 

action which consists simply of the performers eating apples in front 

of a microphone, as well as less known compositions like Rene Koering's 

Piano Concerto, with two players sitting next to each other at the 

piano trying to win over the other's territory (fig.11) and Vautier's own 

Piano piece n° 1 de Ben, in which the pianist flees from the instrument, 

is caught and brought back by other performers. According to Vautier, 
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Benjamin Patterson's PAPER PIECE (1960) and his own Plastique 

also known as Public Amusement and Baudruche de Ben 31 (both 

of which were listed last on the programme) were especially successful.32 

HRV, 14 OCTOBER, PAMATNIK NARODNiHO 

PiSEMNICTVI, STRAHOV 

The second evening was planned as an accompanying programme to 

the exhibition Avantgardni edice ('avantgarde editions'). The show, 

which took place in the Museum of National Literature in the Strahov 

monastery, was organised by Chalupecky and ran until 23 October 

1966. The exhibition presented a variety of artistic publications, among 

others, Higgins's Something Else Press as well as Fluxus editions and 

Vostell's de-coll/age and Vautier describes it as "very well done" .33 

The performances for this evening had been discussed ahead of 

time between Higgins and Chalupecky, with Higgins even suggesting 

that the latter should choose the pieces himself .34 Still, in the end it 

was Higgins who came up with the programme. He and Alison Knowles 

were supported in some of the performances by Vautier, Oldenbourg 

and a group of musicians, including Petr Kotlk and his colleagues. 

After an introduction to the evening pieces mainly by Dick 

Higgins and Alison Knowles were featured as well as compositions by 

Jackson Mac Low, Emmett Williams and Philip Corner. The chrono

logical programme is known, since it was written on a blackboard visible 

in some of the photographs. The evening was styled as a lecture per

formance, with Higgins giving "a very long talk on his works with Slides -

Cutting it with Pieces exeples very Proffesor like" (sic) (fig.12).35 

On the whole, regarding the pieces chosen, the evening had 

a different quality from the presentation organised the day before. 

It was dominated by compositions focusing on sound, duration and 

the interplay between various performers, while the Koncert Fluxu had 

been a mixture of typical Fluxus pieces, involving various objects 

(many of them brought to Prague by Vautier), bodily actions and drama

turgical surprise elements. 

The first performance was Higgins's "Litany Piece for Emmett 

Williams" (1962), listed in Higgins's Jefferson's Birthday / Postface as 



Litany Piano Piece # 1 for Emmett Williams, but it is not clear how it 

was performed. Moreover, a piano is not captured in any of the docu· 

menting images. 

The next composition, Meaningful Lives through Meaningful 

and Rewarding Work (1963), was not a lecture as might be expected 

from its title, but a piece "for wind and brass" that allowed performers 

a considerable amount of freedom, playing a trill with two fingers (fig. 13): 

"[ ... ] Each person selects two of his fingers. Only these are moved in 

the playing of the instrument. [ ... ] Performance is as loud as possible 

throughout. Each performer trills among his fingers, never dwelling 

on any note, overblowing as much as desired, occasionally allowing the 

lowest note on his instrument to sound. 

[ ... ] Each plays at any time thereafter, and ceases to play whenev· 

er this seems desirable. The performance ends when this seems desirable 

to most of the participants, who simply withdraw and are followed." 36 

This performance was followed by Constellation No. 4 (1960), 

Constellation No. 7 (1960) and Constellation No. 6 by Higgins. 37 In Constel

lation No. 4 each person had to make one sound (instrumental or vocal) 

with a "clearly-defined percussive attack and a decay which is longer 

than a second"; each sound was to be produced only once, and the piece 

ends when the last decay fades away, making it last only a few seconds. 

Constellation No. 7 asks the performers to make a "changing relationship 

of event to environment". 

Al Hansen's Bibbe's Tao, according to Bengt af Klintberg (after 

its performance at the Pre-Fluxus in Stockholm, March 1963), consists 

of handing out small paper napkins to the performers, who then could 

use them to their liking.38 

Alison Knowles's Performance Piece #8 (1965) was next on the 

programme (fig. 14). This complex piece calls for different divisions 

of people and objects and of various combinations there of. The score 

reads, "Divide a variety of objects into two groups. Each group is 

labeled 'everything'. These groups may include several people. There is 

a third division of the stage empty of objects labeled 'nothing'. Each 

of the objects is 'something'. One performer combines and activates 

the objects as follows for any duration of time: 
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1. something with everything 

2. something with nothing 

3. something with something 

4. everything with everything 

5. everything with nothing 

6. nothing with nothing". 39 

In the photographs Knowles can be seen as a performer, engaged with 

a broom, while Vautier and Oldenbourg hold up the labels of the men

tioned groups. Vautier holds the sign "neco" ('nothing') and Oldenbourg 

"vsechno" ('everything'); in another photo, Vautier holds up "vsechno". 

How exactly was the piece performed? What was its duration? With the 

current documentation these questions cannot be answered. 

Knowles's composition was followed by Dick Higgins's CARD 

GAME to George ("A pack of cards is dealt out completely. All players 

examine their hands and show them to each other and admire each 

others' hands as long as desired"), which reverses the usual rituals in 

regard to playing cards. With the performers looking at each others' 

cards the necessity to actually play is not given, since in whichever game 

they might play all chances and risks could be contemplated before

hand. Photographs show Vautier, Higgins and Knowles sitting around 

a table, looking at their cards, smiling (fig. 15). 

Jackson Mac Low's THANKS II (1961), similar to Higgins's pieces 

on this evening, asks for the production of (non-verbal, musical or noise) 

sounds with voice, non-vocal parts of the body or objects. The sounds can 

be produced singly or reiterated "in regular pulse" and according to the 

score performances between five and seventeen minutes seem desirable. 

How Alison Knowles's following piece Color Music #1 for Dick Higgins 

(1963) was performed is not clearly evident. The composition instructs 

the performer to list his/ her problems ("from one to five"), to list the 

best solutions and a colour for each problem: "Whenever the problem 

arises in your mind, think first of the best solution, and if you cannot 

act upon it immediately, switch to concentration on the color until an 

absolute necessity intervenes." 40 

Emmett Williams's counting song, in which the audience was 

counted, followed and was succeeded by Dick Higgins's Danger Music 



Number Three (1961), which was, according to Ben Vautier, one of the 

evening's most successful pieces (apart from his own PublicAmusement/ 

Baudruche de Ben). The composition - which reads, "Divide a large 

pack of incense sticks among those present in a moderately large room. 

Ask each person to burn his incense, without flame, all together. 

Darkness throughout" 41 
- was also mentioned by Bohumila Grogerova 

and Josef Hir5al in their account of the evening (in the book Let let): 

"In the hall, everybody was handed a handful of incense sticks, giving 

off a scent of sandal wood and flickering like fireflies. That was 

probably the most expressive number" .42 

In Philip Corner's 4th Finale, the next to last piece, the performers 

each chose an action "either constant or intermittent or variable within 

constant statistic, or a spurt being repeated, or evolving in cycles or 

progressing and eventually recommencing [ ... ] these things sound 

together, become a single thing[ ... ]" and then left the stage together: 

"leaving - move as a group off stage through audience past audience/ 

Draw the spectators after ..... as far out as possible" .43 Corner himself 

described the piece as "essentially a march ... an application of the 

principle 'Pulse Polyphony'. Thoreau spoke of 'a different drummer': 

here they are all marching to different drummers. (If only the army 

could be like that!)" .44 

For the final piece of the evening, Public Amusement, Vautier 

"blew a big, big, big tube of plastic, which was like a huge snake", as 

Milan Knlzak describes it, "and people were very happy[ ... ] and went 

down to the city (figs.16-17). Because it was on the hill beside the castle, 

and there is a slope, and the people went down [ .. . ] carrying that big 

snake, and in the end police came" .45 The aspect of the spectators' 

participation, missing from most Fluxus pieces, was important to 

Vautier in this piece: "we wanted always to finish up the concert with 

the public participating. [ ... ]most of the pieces by George Brecht and 

by Robert Watts were pieces, where we show the public something, but 

they don't participate" .46 This piece joined performers and spectators 

in a playful and joyful action. 
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KONCERT FLUXU, 17 OCTOBER, GALERIE PLATYZ 

Vautier, Higgins, Knowles and Berner had already left before the last 

Fluxus evening took place, with only the remaining Serge Oldenbourg 

performing. The reasons for Vautier's departure, which was not sched

uled until the 18th of October were financial and personal: "1) I thought 

it better to leave on a good impression since I had played best pieces 

on the 13th [ ... ]. 2) also the place was in a gallery - with No chairs 3) 

had very little mony left 4) Higgins and Jeff had left or were leaving so 

I had no actors 5) Very little corporation from the Gallery for help 

etc - So I decided to leave but Serge refused - he wanted to play". 47 

The course of the evening, which took place in an artists' club, 

cannot be reconstructed with the currently available documents. The 

few existing photos suggest that Benjamin Patterson's PAPER PIECE 

played an important role and that the evening had an improvised char

acter (figs. 20-23). The photos show Oldenbourg and Knli6k in casual 

wear and the young audience sitting on the floor among plenty of 

torn paper that seems to have been used not only for Patterson's 

composition - also paper hats are visible and some paper was used to 

decorate their clothing. 

This evening is especially memorable for what was to follow. 

After the concert, and obviously intoxicated, Serge Oldenbourg gave 

his passport to a Slovak soldier, who successfully fled to Western 

Europe with it. This led to Oldenbourg's and also Knli6k's temporary 

arrest.48 In receiving the news, Maciunas was more concerned about 

possible consequences for Fluxus than for Oldenbourg's uncertain 

future: "It seems a very serious problem is being created for us. It 

may be a worst sabotage of Fluxus yet. [. .. ] This would be the death 

blow to Fluxus in all East Europe and USSR, since we would be suspect 

as U.S. Central lnteligence agents. [ ... ] 

1 We must denounce & renounce Oldenbourg as irresponsible 

and make it clear that he never was Fluxus member. 

2 We must try to catch the defector with Oldenbourg passport. 

[ ... ]The defector may be comming [ ... ]You must try to establish con

tact and get his confidence. When you know his whereabouts quickly 

Telefone Czech embassy in Paris" (sic). 49 



After fourteen months in prison Oldenbourg was finally released; 

later on he gave an account of his jail time in his book Journal de 

prison and reflected upon the experience in his works, creating 

self-portraits behind barbed wire.50 

"MANY PEOPLE, A GREAT INTEREST, A REAL SUCCESS" 

The artists saw the festival as a great success. Higgins, still in Prague, 

wrote to Vostell, "Thursday's Fluxus, at the Artists +Writers Club, was one 

of the best ever. Ben had all kinds of equipment with him, + the audience 

was superb". 51 Vautier also considered the Fluxus evening (13 October} 

to be the more successful event, as he wrote to Maciunas, "at least 10 

people and 1 top official Government Critique official much higher then 

Chalupecky said that Fluxus evening was less boring and better" (sic). 52 

A sense of competition between the two major Fluxus protagonists -

Higgins and Vautier - becomes evident especially in the latter's 

reports, which can also be understood as a demonstration of his loyalty 

towards Maciunas. 

According to Knliak, Vautier's Public Amusement had been the 

highlight of the events: "That was very nice, symbolic, people liked 

very much to join the performance and it went far out than Ben was 

expecting". Knliak stresses the aspect of public participation and 

unpretentiousness that had been in the focus of his own actions with 

the Aktual group: "the best part of the Festival was this part, which 

was very natural, which went out of the closed rooms, no performance, 

and no stage, and no audience, all together, totally mixed. And this 

I think was typical for Prague, typical because they knew our [Aktual's] 

activities, [ ... ]they wanted to go out, they didn't want to do closed 

things". 53 Chalupecky summarised the event with the words: "Many 

people, a great interest, a real success" .54 

Fluxus in general, however, provoked ambivalent reactions, ironi

cally in particular among both Prague organisers Chalupecky and 

Knliak. As mentioned, Chalupecky had criticised its scandalous or sen

sational aspects. But, although Fluxus, at least in some actions, could 

be shocking and destructive, it did not on the other hand go so far as 

Aktual's street activities, which had left the realm of art altogether and 
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melted into everyday life in the streets of Prague. In contrast, Fluxus 

insisted on artificially staged situations and on formal clothing, refer

encing Vaudeville, cabaret and its musical background. 

Milan Knliak pointed out, "But for all of us here we had a feeling 

that this kind of art should be very social, very normal, very average, let's 

say, and all these Fluxus activities seemed to us to be very chamber

like". 55 And although the "Director Fluxus East" did perform in the Fluxus 

events in Prague, he chose not to contribute any actions of his own, even 

though a Fluxus edition of his works was already in the planning.56 Also, 

Chalupeckf s suggestion (to Maciunas) to "insert in your evening the 

phonic poems (on tapes} of Ladislav Novak" was not taken up.57 Maciunas 

had not reacted to the suggestion and Vautier was more focused on 

organising a classical Fluxus concert than on an inter-artistic exchange. 

Thus, the Prague Fluxus concerts remained guest performances and 

were not an actual artistic collaboration, contrary to many of the early 

Fluxus concerts where contributions by local artists were cherished and 

led to the continuous growth and development of the Fluxus network. 

It was only after the Prague Fluxus concerts that an inter-artistic 

exchange intensified. Knliak spent time in New York in 1968 and 1969, 

where he worked together with Fluxus artists and performed some 

actions. An interesting part of the communication, however, was still to 

develop in the years to come. In the late 1960s and early 1970s, some 

artists (e.g., Vladimir Burda, Jirl Valoch, Jirl Hynek Kocman and even 

Petr Stembera, otherwise known for his radical body actions) created 

event scores inspired by those of George Brecht, Mieko Shiomi or Robert 

Watts. These works were used as a means of exchange with their artist 

colleagues in the West - but this is the topic of another study. 
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second arrest during the Fluxus 
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declared that he had lice. Cf . 

Milan Kniicik, 'A-Community 
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us Networks in Central Eastern 
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of Fluxus scores, the Fluxfest Sale, 
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action "paper birds are given to 

all of the crowd" was transformed 

by Maciunas into an event called 

Snowstorm No.1, the instruction 

of which reads, "Paper gliders are 

distributed to an idle and waiting 
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Fig . 1 Ben Vautier and Jeff 

Berner (sitting) performing Ben 

Vautier's Tying-up Piece for 

Christo, 13 October 1966 



Fig . 2 Ben Vautier, Dick Higgins, 

Jeff Berner, Milan Knizak, Serge 

Oldenbourg and Alison Knowles 

perlarming Mieka Shiami's 

DISAPPEARING MUSIC FOR 

FACE, 13 Octaber 1966 

Fig . 3 Milan Knizak, Serge 

Oldenbaurg and Ben Vautier 

performing Robert Watts' s Trace 

for Orchestra, 13 Octaber 1966 

Fig . 4 Milan Knii6k, Jeff Berner, 

Alison Knowles, Serge Oldenbourg 

and Ben Vautier performing 

Gearge Maciunas's IN MEMO

RIAM TO ADRIANO OLIVETTI, 

13 Octaber 1966 
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Figs . 5-6 Ben Vautier perform

ing Nam June Paik's One for 

Violin Solo , 13 October 1966 

Fig . 7 Announcement for Ben 

Vautier's Choice, 13 October 

1966 



Fig. 8 Ben Vautier, Milon Knii6k, 

Serge Oldenbourg, Dick Higgins 

and Alison Knowles performing 

Alison Knowles's Newspaper Music, 

13 October 1966 

Fig . 9 Ben Vautier performing 

Nam June Poik's Zen for Head, 

13 October 1966 

Fig. 10 Dick Higgins performing 

George Brecht's SOLO FOR 

VIOLIN VIOLA CELLO OR 

CONTRABASS, 13 October 

1966 
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Fig. 11 Ben Vautier and Alison 

Knowles, performing Rene 

Koering's Piano Concerto, 13 Octo

ber 1966 

Fig.12 Dick Higgins lecturing 

alongside translator, 14 October 

1966 



Fig . 13 Dick Higgins, Serge 

Oldenbourg (not visible), Ali son 

Knowles, Ben Vautier and others 

performing Dick Higgins 's Mean

fingful Lives Through Meaningful 

and Rewarding Work, 14 October 

1966 

Fig . 14 Ben Vautier, Alison 

Knowles and Serge Oldenbourg 

performing Alison Knowles 's 

Performance Piece #8, 14 Octo

ber 1966 

Fig . 15 Ben Vautier, Dick Higgins 

and Alison Knowles performing 

Dick Higgins's CARD GAME to 

George, 14 October 1966 
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Fig . 16 Audience members 

performing Ben Vautier's Public 

Amusement/ Baudruche de 

Ben after the cancer!, 14 Octo

ber 1966 

Fig . 17 Audience members 

performing Ben Vautier's Public 

Amusement/ Baudruche de Ben 

after the concert, 14 October 1966 

Fig . 18 Ben Vautier, in unidentified 

performance, 14 October 1966 

Fig. 19 Alison Knowles, Ben 

Vautier, Serge Oldenbourg 

and others in unidentified per

formance, 14 October 1966 



Fig. 20 Audience, 17 October 

1966 

Fig . 21 Audience members and 

Serge Oldenbourg (with cigarette), 

17 October 1966 

Fig. 22 Audience alter perform

ance of Benjamin Patterson's 

PAPER PIECE, 17October1966 

Fig . 23 Alter the performances, 

17 October 1966 
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EVENTS Y NEW MUSIC 

415 MADRID, 12 NOVEMBER 1966 

Henar Riviere Rios 

For the second time in less than six months the Escuela Tecnica Supe

rior de Arquitectura ('Superior Technical School of Architecture') of 

Madrid offered a concert of pieces by Fluxus artists. This time, however, 

the setting was slightly different since the presentation took place in 

the auditorium rather than in the foyer. Thus, the approximately 180 

spectators could make themselves comfortable in soft seats instead 

of having to sit in folding chairs. Another, more remarkable difference 

was that two Fluxus artists, Alison Knowles and Dick Higgins, personally 

put together the programme and presented it along with the Zaj artists, 

whereas in the previous concert the Spanish group took care of every

thing. Higgins had written Juan Hidalgo during the summer asking for 

his assistance in arranging a concert for him and Knowles in Madrid. 

At that point, the American and Spanish composers had not yet met 

personally, but had begun an epistolary contact.1 Higgins and Knowles 

on the one side, and Hidalgo and Tomas Marco on the other, finally 

got to know each other and would perform together in various events 

arranged in Germany by Wolf Vostell, like the Fluxus- and Zaj-Concerts 

in the Forum-Theater in Berlin that autumn. 2 For the two Americans, 

the evening in Madrid would represent the final stage of their European 

tour, while for the Spanish artists it might be seen as the closure of the 

"second Zaj year". 3 

The programme was divided into two parts: the first part, set 

up by Higgins, consisted of six pieces to be rendered consecutively; the 

second part, put together by Knowles, was conceived as Interruption 

Music - for J.C. (1966), "a sort of musical 'collage' with the simultane

ous overlay of diverse easy pieces by different authors" .4 

The concert started with Tomas Marco sitting on a chair in the 

middle of the stage. Knowles carefully proceeded, with the help of 

Hidalgo, to entwine Marco with strings, coiling them around his head 

and shoulders and knotting their ends to different structures on stage, 



such as a table and a blackboard in the background. Intrigued, the 

spectators quietly watched this version of Knowles's String Piece (1964), 

unaware that the original event-score placed them, and not a co-per

former, as the subject of these actions. 5 

With the strings still lying about on the stage floor, Knowles, 

Higgins, Marchetti, Hidalgo and a released Tomas Marco got in line, 

side by side, giving the viewers their widest grin. Then, in an extremely 

slow process, their facial expression became more and more relaxed. 

Each performer interpreted this DISAPPEARING MUSIC FOR FACE 

(1964) by Mieko Shiomi at their own pace, exiting the stage once their 

grin was gone.6 When the last performer had left, the following piece, 

Knowles's Shoes ofYour Choice (1963), began. The author herself went 

on stage and displayed several pairs of shoes, including those she 

was wearing, on a small table. One by one, she took a shoe of each pair 

and presented it to her audience by means of a physical description 

and other relevant pieces of information such as its history and how she 

felt about it (fig. 1).7 As envisioned in the score, the performance 

involved the audience's participation - once Knowles had packed her 

shoes away and receded into the background, a man went on stage and, 

putting his right foot on the table, he tied his shoe (fig. 2). Another 

spectator spontaneously sat on the edge of the stage, lit up a cigarette 

and, after taking several drags, used a shoe as an ashtray (fig. 3). 

All in all, the performance lasted almost half an hour. 8 

Hidalgo and Knowles then walked separately from one side of the 

stage to the other facing in opposite directions and passing by each 

other, at the middle of their paths (fig. 4). This was probably their version 

of George Brecht's STRING QUARTET (1962), whose instruction 

read, "shaking hands" .9 Unlike in this free interpretation, the following 

3 PIANO PIECES (1962) by the same composer were executed in 

a literal way: Knowles sat down on a stool and stayed there for a while, 

facing the audience ("sitting"), then she got up and stood for a little 

while, again facing the audience ("standing") (fig. 5).10 

The concreteness of Brecht's event scores was followed by the 

complex elaboration required of Higgins's Musical Process No. 2 "Vocal 

Composition, January 1959: The Sound of the Animal Dying Thirteen to 
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One" (1959), in which the score(s) have to be composed by the per

formers themselves. The performers are instructed to select thirteen 

sounds, to include a "word, syllable, phoneme, morpheme, name of 

somebody if it is not more than two syllables, or any representation of 

any vocal sound of any kind", and to set for each sound a pitch pattern 

by means of a graphic design as well as a number of beats determined 

by throwing a die. Then, they are to consult each other in order to make 

sure they are capable of producing "the sounds called for" in the result

ing score(s). 11 That Saturday evening of November in Madrid, there were 

two resulting scores - written on two large panels and placed on stage 

on two easels, so that they would be visible from a distance. In this man

ner, Hidalgo, Higgins, Knowles, Marchetti and Marco could move freely 

around the wh~le auditorium while reading them, emitting their sounds 

in a rendition that truly amused them and their audience (fig. 6). 

Two other pieces by Higgins, Celestials - for Bengt afKlintberg 

(1962/1963) and Danger Music Number Three (1961), would close the 

first part of the concert. In the first piece, together all five performers 

acted according to the four different "sets of possibilities and systems" 

suggested by the verbal instructions of Celestials: "In the first variant 

everybody tries to feel as tall as possible and to stand rooted to the 

spot where he was when the variant began. [ ... ] In the second variant 

the aesthetic is the same as in the first, but each performer does 

simple things. [ ... ] In the third performance a gentle litany is made 

that praises the general tenor of life without anybody expressing too 

strongly his own preferences. [ ... ] In the fourth variant very slow gym

nastics are the sole means of expression" .12 

To change from one variant to another the performers were 

to let themselves be guided by "cuing situations", either "observed 

in the environment" or "arranged[ ... ] to occur". 13 Some of the cues 

concerned all of the interpreters at once and some cued each of them 

individually. Thus, while Marchetti and Marco remained for the most 

part standing, the former sporadically singing next to the blackboard 

and the latter on the opposite end of the stage, the others moved 

around. Hidalgo crossed the stage in slow and short steps (fig. 7) and 

Knowles walked down the aisle between the two sections of seats of 



the auditorium, bending down to touch the floor with her hands (fig. 8). 

For his part, Higgins walked down the aisle as well, then returned to 

the stage, where he remained "rooted to the spot" balancing his upper 

body in a circular motion. After such a theatrical rendition - where the 

visual component was predominant - came the olfactory experience 

of the Danger Music Number Three. As the last performance before the 

intermission, incense was burned in the darkness.14 

The Interruption Music - for J.C. (1966) was the general structure 

chosen by Alison Knowles for the second part of the evening. It had 

been premiered in the Fluxus-Concert celebrated the preceding month 

in the Forum-Theater in Berlin and involved a simultaneous rendition 

of works by various artists, with two peculiarities: that it was the audience 

who chose the pieces by picking numbered cards and that no activity 

was brought to an end but overlapped with another.
15 

The artists "bril

liantly overcame" the subsequent performing challenges. 16 

Thus, the second part began, once the order of the pieces was 

chosen, with Knowles sitting on a folding chair and manipulating 

a small mechanism with deep concentration, perhaps performing a ver

sion of Joe Jones's SteamEngine. 17 Higgins, standing on her right, 

faced the audience, while on her left, Hidalgo looked at her and shook 

his hand in the air. Marco, for his part, arranged a table with all of 

the materials needed for the next performances (fig. 9). 

Shortly after, Knowles and Higgins unrolled small paper scrolls 

they had presumably taken out of one of her Bean Rolls (1963), a collec

tion of canned books where tea cans had been used as containers for 

printed scrolls. Reading them aloud, the performers provided the listen

ers - most of whom probably did not understand a word - with all sorts 

of information on beans (Simultaneous Bean Reading, 1964).18 In the 

meantime, the three Zaj artists were rolling up their sleeves for Knowles 

to spread Nivea Cream onto their hands. Then, the four performers 

rubbed their hands for a while (fig. 10) without amplifying the sound of 

their action with a microphone, as originally indicated by the American 

in her Nivea Cream Piece - for Oscar Williams (1962).19 After cleaning 

off the excess cream from their hands with a cloth, she began direct

ing her Newspaper Music (1965) by raising and lowering her arms, 
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indicating to the interpreters to increase or decrease the intensity with 

which their respective newspaper readings should be given (fig. 11). 

Once again, Knowles moved among the spectators, this time 

holding a tray, offering grapes and cheese (fig. 12). This gentle gesture, 

most likely corresponding to the first part of Geoffrey Hendricks's "For 

A. Knowles - Eat - Gymnastics - Rest" (1966), was interrupted by 

the three Zaj artists and Higgins unrolling paper rolls over the audience 

seated in the stalls and box (fig. 13). After this performance of Ben 

Patterson's PAPER PIECE (1960), 2° Knowles took up again her inter

pretation of Hendricks's work, this time concentrating on its second part: 

the gymnastics. With her shoulders on the stage floor, her hands hold

ing her waist and her feet stretched upwards, she kicked her legs in the 

air (fig. 14). According to Tomas Marco, she even shouted while doing 

so, as though she were having an epileptic seizure.21 Whether she rested 

a little afterwards as prescribed by Hendricks we cannot know, since 

the photographer then focused on Marco and Hidalgo, who were clean

ing up the mess created during the concert - more than likely per

forming a silent version of Arthur Kepcke's music while you work (1962) 

{fig.15). 22 In such a tidy way, the evening came to an end. 



On 10 Morch 1966 Juan Hidalgo 

received the shipment al Dick 

Higgins's Jefferson's Birthday I 
Postface (New Yark: Something 

Else Press, 1964). Twenty days 

later, Hidalgo wrote to Higgins, 

beginning a correspondence 

with him that would last for 

years. On 27 July 1966 Higgins 

asked Hidalgo about perform-

ing opportunities in Madrid . See 

respectively letter from Juan 

Hidalgo to Wolf Vostell, 10 March 

1966, Archivo Happening Vostell, 

Museo Vastell Malportida ; letter 

from Juan Hidalgo to Dick Higgins, 

30 March 1966, Archiv Sohm, 

Staatsgalerie Stuttgart ; and 

letter from Dick Higgins to Juan 

Hidalgo, 27 July 1966, Archiv 

Sohm, Staatsgalerie Stuttgart . 

2 

Both concerts included in this 

catalogue. Other meeting points 

in Germany were Frankfurt 

( Concierto Zaj in homage to Dick 

Higgins and Alison Knowles, 

Atelier Gunther Bock, 22 Sep

tember 1966) and Aachen (Juxta 

positionen 1, hasted by Galerie 

Aachen, 25 September 1966). 

3 

In his chronology of the first Zaj 

years, Juan Hidalgo regards the 

Events y New Music concert as the 

beginning of the "third Zaj year". 

However, in my opinion it is more 

appropriate to consider it as the 

conclusion of the "second Zaj year" 

since, in a certain way, it repre

sented the culmination of the 

first "international season" of 

the Spanish group. This opinion 

is also supported by the fact 

that, after this evening, a period 

in the critical reception of Zaj 

ended. See Juan Hidalgo, 'Zaj', 

Revista de Letras, 1.3 (1969), 

pp. 424-444 (p. 437). On Zaj 

criticism see, Henor Riviere Rios, 

'Especulaciones: Zaj y la critica 

espafiola', in Mirando a Clio. 

El arte espaiiol espejo de suhistoria 

(Santiago de Compostela: 

Universidad de Santiago de 

Compostela, 2012). 

"Para su parte la Knowles concibi6 

una especie de 'collage' musical, 

con la superposici6n simult6nea 

de diversas piezas simples 

de varies autores", Tomas Marco, 

'Teatra musical', in SP. Revista de 

informacion mundial, 4 December 

1966, p .71. No programme 

of this concert was ever printed . 

However, the content of the first 

and second ports were respec

tively written with chalk on the 

blackboard placed on stage. The 

handwriting of Juan Hidalgo, who 

listed the composer's names and 

the pieces' titles of the first part, 

wos clear and easily readable . 

Unfortunately, the second part was 

not as legible. The press review 

that Tomas Marco devoted to 

this concert and, especially, the 

rather exhaustive photographic 

documentation existing thanks to 

Alberto Schommer ore helpful 

in the reconstruction of the course 

of the evening . 

5 

"Using as many balls of string 

as you have performers, entwine, 

surround and tie up the audi

ence", Alison Knowles, String 

Piece (1964), from Alison Knowles, 

'4 Performance Pieces by Alison 

Knowles', typescript, Archiv Sohm, 

Staatsgalerie Stuttgart. 

6 

Event-cord, Mieko (Chieko) 

Shiomi, Events and Games, Fluxus 

Edition (1964) . 

7 

See Alison Knowles, Shoes of Your 

Choice (1963) printed in Alison 

Knowles, By Alison Knowles 

(New York: Something Else Press, 

1965), p . 5; and Marco (see 

note 4), p. 71. 

8 

Marco (see note 4), p . 71. 

9 

On the blackboard, as well as in 

Marco's press review, the piece 

was presented os "shake", ibid., 

p. 71. 

10 

On the blackboard, as well as 

in Marco's press review, the piece 

was presented as "Sit, stand, 

walk"; the original score reads, 

"standing, sitting, walking", Marco 

(see note 4), p . 71. 

11 

See complete score in Dick 

Higgins, Selected Early Works, 

1955-1964 (Berlin: Edition ARS 

VIVA! & Berliner Kunstlerprogramm 

des DAAD, 1982), pp. 55-56. 

12 

Dick Higgins, Celestials - for Bengt 

afKlintberg(1962/1963), in 

Higgins (see note 11), p . 93 

13 

Ibid. 

14 

See complete score in Higgins 

(see note 11), p . 8. 

15 

See letter from Alison Knowles 

to Emmett Williams, written in 

Prague prior to 13 October 1966, 

manuscript in Jean Brown Papers, 

The Getty Research Institute, Los 

Angeles. 

16 

Marco (see note 4), p . 71. 

17 

Joe Jones's Steam Engine seems 

to be the first piece listed on 

the blackboard for the second 

port of the concert. It was also 

included in the programme of 

the Fluxus-Concert in the Forum

Theater in Berlin 4 October 1966. 
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18 

Score printed in Knowles (see 

note 7), p. 10. 

19 

See complete score in Knowles 

(see note 7), p. 3. 

20 

For the score see Ben Potterson, 

The Black & White File (Wies

baden, Erbenheim: Ben Patterson, 

1999) 

21 

Tom6s Marco in interview 

with Henar Riviere Rios, Madrid, 

29 December 2011. 

22 

K0pcke's instructions read: "1 per

son/ a grammophone/ a record/ 

3 pieces of scotchtape I place the 

3 pieces of scotchtape on different 

spots of the record I expiration: 

the record/ music starts and the 

exponent has to work (i . e. clean 

the stage) I when the grammophone

needle hits the scotchtape, the 

music I stumples and the actor has 

to begin the record again I every 

time I the piece is over a) when 

the work is finished I b) ~the record 

ends I I several persons/ ob

jects as named above and same 

preparation I and all exponents 

have to work, i.e.: a couple is 

dancing/ I one is making a speech/ 

one washes his feet/ cleaning 

the stage I one comes in and goes 

out again all the time/ strip

tease/&c. I when the music stum

ples ~ actors have to meet at 

the I grammophone I the piece is 

over i.e. when the last actor has 

finished his I work, who is ready 

before leaves the stage" (sic), 

Arthur K0pcke' s music while you 

work (1962), in reading/ work

pieces manuscript, Archiv Sohm, 

Staatsgalerie Stuttgart. 



Fig . 2 An audience member 

performing Alison Knowles's 

Shoes of Your Choice, 12 Novem

ber 1966 

Fig . 1 Alison Knowles performing 

her Shoes ofYour Choice, 12 No

vember 1966 
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Fig . 3 An audience member 

performing Alison Knowles' s 

Shoes of Your Choice, 12 Novem

ber 1966 

Fig. 4 Juan Hidalgo and Alison 

Knowles performing George 

Brecht's STRING QUARTET, 

12 November 1966 



Fig . 7 Walter Marchetti, Dick 

Higgins and Juan Hidalgo 

performing Dick Higgins's 

Celestials - for Bengt af Klintberg, 

12 November 1966 

Fig . 5 Alison Knowles perform

ing George Brecht's 3 PIANO 

PIECES, 12 November 1966 

Fig . 6 Dick Higgins and Walter 

Marchetti performing Dick Higgins's 

Musical Process No. 2 "Vocal 

Composition, January i959: The 

Sound of the Animal Dying Thir

teen to One", 12 November 1966 
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Fig. 8 Alison Knowles performing 

Dick Higgins's Celestials - for 

Bengt af Klintberg, 12 November 

1966 

Fig . 9 Dick Higgins, Alison 

Knowles, Juan Hidalgo and 

Tamas Marca performing dif

ferent actions as part of Alison 

Knowles' s Interruption Music -

for]. C., 12 November 1966 



Fig . 10 Alison Knowles, Juan 

Hidalgo, Wolter Marchetti and 

Tomas Marco performing Alison 

Knowles' s Nivea Cream Piece - for 

Oscar Williams, 12 November 1966 

Fig . 11 Tomas Marco, Juan 

Hidalgo, Dick Higgins, Walter 

Marchetti and Alison Knowles 

(bock to the camera) perform

ing Alison Knowles' s Newspaper 

Music, 12 November 1966 

Fig. 12 Alison Knowles perform

ing Geoffrey Hendricks's "For 

A. Knowles - Eat - Gymnastics -

Rest ", 12 November 1966 
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Fig. 13 Audience members alter 

Benjamin Patterson's PAPER 

PIECE, 12November1966 



Fig. 14 Alison Knowles performing 

Geoffrey Hendricks's "For A. 

Knowles - Eat - Gymnastics -

Rest"; Tomas Marco performing 

on unidentified piece; in the 

background, Dick Higgins and 

Juan Hidalgo, 12 November 1966 

Fig.15 Tomas Marco and Juan 

Hidalgo performing Arthur 

K0pcke's music while you work, 

12 November 1966 
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FLUXCONCERT BY AND FOR FLUXUS 

429 ABERYSTWYTH, 28 NOVEMBER 1968 

Heike Roms 

In November of 1968, toward the end of a year that has become syn

onymous with revolts and revolutions of many kinds, the Welsh coastal 

town of Aberystwyth, home at the time to around 10,000 inhabitants 

and a small university and perched on the outer Western edges of the 

British Isles, became the location of what could be considered a minor 

revolution of its own. Brian Lane, a London-based artist who possessed 

extensive networks across a variety of avant-garde art scenes (includ

ing Fluxus, electronic music and concrete poetry) came to Aberystwyth 

to stage a three-day long programme of experimental art in the town. 

He was accompanied by his group of collaborators, collectively known 

as "Rainbow Day, Brian Lane and The First Dream Machine", which 

included his then-wife artist Maureen Sandoe and an enigmatic young 

woman referred to only as "Rainbow Day". They had been invited by the 

Aberystwyth Arts Festival, which was organised by a committee made 

up of students from the University,1 who, as they stated in their invita

tion to Lane, were looking to "revitalise the Festival by pushing the idea 

of Art as Fun, Art as something to be enjoyed". 2 In response to the 

invitation, Lane devised an ambitious programme featuring, among 

other events, a (nearly) twelve-hour long concert of experimental music 

(including recent works by composers Karlheinz Stockhausen, Pierre 

Henry and Adrian Nutbeem), 3 an International Graphic Poetry exhibition 

(including poems by Ken Friedman, Dom Sylvester Houedard, Barry 

Flanagan, Hans Clavin, Ben Vautier, Jochen Gerz, Arvind Krishna 

Mehrotra, Jm Kolar and many others) 4 and a session of performance 

events advertised as "Total Theatre". 5 

Lane's efforts to bring contemporary art from "swinging" London 

to a small, seemingly remote, largely Welsh-speaking town - although 

a town with a vibrant political scene 6 
- were crowned with varying 

success. A "fire event" that was to illuminate Aberystwyth's beach had 

to be cancelled because of prohibitively large insurance premiums. 



Rumours started circulating that those premiums were high because of 

concerns that the local landlords would use the opportunity for an insur

ance fraud and burn down their unwanted seaside properties to then 

blame their loss on Lane. The university authorities withdrew at short 

notice their consent to a planned evening of experimental films as it was 

to include art movies that had not been passed by the censor - a leaflet 

produced by the festival called it the "exigencies of the forces of law, 

order and repression" .7 Furthermore, the largely student audience of 

the Aberystwyth Arts Festival of 1968 had very different ideas from the 

organisers of what constituted "Art as Fun". Responses ranged reportedly 

from bemused to outwardly hostile, 8 only finally to loose interest 

altogether, so that the evening of Total Theatre had to be cut short 

because no-one came to see it.9 

It was, interestingly, the event hastily put together to replace 

the cancelled film night that seemed to have had the biggest success in 

engaging its contemporary audience, and it was this event that sub

sequently secured Lane's brief visit to West Wales a small but lasting 

legacy: the Fluxconcert by and for Fluxus, staged on 28 November in 

Aberystwyth's Parish Hall. The concert featured The First Dream Machine's 

interpretations of now classic Fluxus scores by artists including George 

Maciunas, George Brecht, Ben Vautier, Robert Watts and Mieko Shiomi. 

It was accompanied by a three-day Fluxclinic, a participatory work 

originally conceived in 1964 by Japanese artists group, Hi Red Center as 

"Shelter Plan" .10 Lane had most likely acquired the scores directly from 

the artists themselves. He was, as Adrian Glew, Head of Tate Archive 

in charge of Lane's collected papers, has suggested, "among a handful 

of people in Britain, who was aware of, and corresponded with, Fluxus 

artists during the 1960s" .11 Lane's Gallery Number Ten in London's 

Blackheath district, "one of the first contemporary artist-run spaces", 12 

and his imprint of publications, Project 67, 13 presented and published 

the work of a number of Fluxus-affiliated artists. 14 In a letter to the 

Aberystwyth Arts Festival, Lane portrayed his involvement with Fluxus 

as follows: "A recently formed extension to the Project 67 live events is 

the incorporation of many of the FLUXUS Events. As a result of our 

forming a London 'branch' of the FLUXUS group we have had made 
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available to us many of the scripts and scores written by such infamous 

'Happenings' men [sic] as Ben Vautier, Allan Kaprow, George Brecht, 

Ay-0, Chieko Shiomi, Lee Heflin, Jean-Jacques Lebel and Milan Knizac 

[Knliak]" .15 

The Aberystwyth Fluxconcert by and for Fluxus was not the only 

event organised by Lane in the late 1960s that arose from his involvement 

with Fluxus: Adrian Glew has tracked Lane's Fluxus activities from 

Fluxus concerts in London and Essex in 1967 to a number of large-scale 

Fluxus-inspired events staged in Liverpool in 1970.16 A mere couple 

of weeks before travelling to West Wales, Lane had staged a Fluxclinic 

(and quite possibly a similar Fluxconcert) at London's Oval House. 

The Fluxconcert by and for Fluxus in Aberystwyth was, thus, far from 

unique - on the contrary, it is the very fact that it was part of a more 

sustained wave of Fluxus activities in Britain in the late 1960s (many 

linked to Brian Lane) that makes it significant. Nonetheless, what 

singles out the Aberystwyth event among those other activities is the 

nature of its setting, away from the metropolises of art production, liter

ally at the very margin of an international network of artistic exchange. 

Whilst the concepts, conditions and the context for the staging 

of the Fluxconcert by and for Fluxus in Aberystwyth in 1968 are becom

ing clearer - thanks to Brian Lane' s surviving correspondence, which is 

now held at the Tate Archive in London, and to the private collections 

and recollections of some of the organisers of the Arts Festival - what 

actually went on during the concert remains fuzzy. How long was the 

concert? Was there an intermission? How many performers were 

involved? How were the scores interpreted? Were objects being used? 

Sounds? Projections? As an art historian having researched the Flux

concert by and for Fluxus for over five years now, 17 I have undertaken 

many attempts to access information and memories: extensive trawls 

through archival holdings, various campaigns to find eyewitnesses with 

the help of local newspapers and the University' s alumni office, 

correspondence with photographers and image banks, interviews with 

performers, festival organisers and audience members and even 

a restaging of the concert, exactly forty years (and a day) after it was 

first performed on 29 November 2008 in the same venue as the 



original event. 18 Yet, the outcome of all this effort has been fairly slim. 

Brian Lane died in 1999 and none of those present at the 1968 event 

as performers or spectators have retained many precise memories of 

it. Photographic negatives have been lost or were destroyed in flooded 

cellars. The most comprehensive insight is offered by an extensive 

review of Lane's three-day festival that was published in The Guardian 

newspaper on 30 November 1968.19 Yet the review concentrates more 

on the incongruity of bringing Fluxus to Aberystwyth and on the some

what heady mixture of avant-garde fervour, drunken students, Welsh 

language radicalism and conservative town politics than on the aesthetic 

choices made by the artists. However, after many years of trying to 

locate a photograph of the event I recently received one in the mail, 

discovered by an audience member in a photo album that belonged 

to his late mother and that shows him covered in a party hat and 

streamers and holding a set of leaflets in his hand (fig. 1). 20 This rather 

blurry image is the only known surviving visual documentation of the 

1968 Fluxconcert by and for Fluxus in Aberystwyth. 

What has also survived, among Lane's archived papers, is a running 

order of the Fluxconcert by and for Fluxus, 21 which lists the scores that 

were used, or, we should probably say more accurately, the scores that 

were intended to be used, as the evidence for their realisation is so 

scant. 22 The selection and sequencing of the scores nonetheless allow 

some insight into the artistic vision of Lane and his collaborators. The 

majority of scores represent what we might call a classic Fluxus concert 

line-up. The first major score listed was George Maciunas's IN MEMO

RIAM TO ADRIANO OLIVETTI (1962), 23 which, due to its orches

tral format, was often used to open Fluxus concerts. A note added to the 

bottom of the running order states "adding machine roll", which sug

gests that the Aberystwyth performers stuck closely to Macinuas' s in

struction of using an "old adding machine tape as a score" .24 The running 

order also lists two scores by Robert Watts (EVENT: 10, 1962, and 

EVENT: 13, 1962); four scores by Ben Vautier (Three Pieces for Audiences, 

1964;25 AUDIENCE PIECE NO. 2, 1964; Choice, 1964; and Apples, 

1963); two (or possibly three) scores by George Brecht (TWO DURA

TIONS, 1961 and THREE YELLOW EVENTS, 1961, with a handwritten 
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note at the end of the running order adding: THREE LAMP EVENTS, 

1961); two scores by Chieko Shiomi (DISAPPEARING MUSIC FOR FACE, 

1964 and FLASH PIECE, 1966); and two scores by Tomas Schmit (Sani

tas 35, 1962, and Sanitas 151, 1962). The order in which these scores 

were arranged meant that a sequence of performer-focused actions was 

followed by a piece addressing the audience as performers: so, for 

example, IN MEMORIAM TO ADRIANO OLIVETTI, EVENT: 10 and 

EVENT: 13 were followed by Three Pieces for Audiences. Then TWO 

DURATIONS, THREE YELLOW EVENTS and DISAPPEARING 

MUSIC FOR FACE were followed by the leaAet-based AUDIENCE 

PIECE NO. 2 26 and finally FLASH PIECE and CHOICE were followed 

by Sanitas 35 (in which blank sheets of paper were handed to the 

audience). The repeated address to the audience as co-participants 

(especially through the distribution of leaAets, as in two of the scores 

by Vautier and Schmit) culminated in the concert's final score, devised 

by Brian Lane himself, the so-called FLUXUS LEAFLET CONCERT. 

Before giving an account of the FLUXUS LEAFLET CONCERT, 

however, it is important to brieAy outline some further additions to the 

running order that brought a uniqueness to this concert's format. 27 

Lane had obviously considered how best to utilise the entire 

environment of the Aberystwyth Parish Hall as a setting for the concert. 

Not only was the International Graphic Poetry exhibition installed 

in the same space, furthermore, the concert's running order lists a so

called Foyer Balloon Event, which is described as "the Foyer Aoor area to 

be covered with inAated white balloons through which the audience must 

past [sic] to the auditorium". 28 Above it and facing the entrance was 

a large wall hanging with the words "Caution Art Corrupts" .29 The use 

of written scores, poems and other word pieces - either presented in 

this way as a banner or, more commonly, handed to the audience in the 

form of leaAets - punctuated the Fluxconcert by and for Fluxus and 

anticipated the concluding FLUXUS LEAFLET CONCERT score. Apart 

from the leaAet-based works by Vautier and Schmit already mentioned 

the concert also included a lesser-known piece by poet Cavan McCarthy 

entitled Celebration for the Karamajong (1968), a score for "mass per

formance", which featured the instruction to read out syllables (which 



made up the words "Karamajong hiss") following a red line painted 

across a grid.30 Lane's notes state that this piece was to be "handed 

to the audience" .31 

It is not surprising that Brian Lane was drawn to paper-based works. 

He was trained as a printer and his own imprint, Project 67, specialised 

in those artistic practices that use the page as a performative space -

namely Fluxus scores and concrete poetry. 32 These publications were 

beautifully designed by Lane and Sandoe - mostly black and white 

with the subtle use of additional colours, unfussy fonts and a spacious 

layout. In the Fluxconcert by and for Fluxus Lane took this work for the 

page further - by exploring the capacity of a printed score to instruct 

an audience to participate in an event, either imaginatively or through 

action. The culmination of this exploration in Aberystwyth was the 

concluding piece of the evening, the so-called FLUX.US LEAFLET 

CONCERT {also known as Rainbow and the FLUX.US LEAFLET 

CONCERT), "dedicated to Fluxus in general and Ken Friedman and 

Ben Vautier in particular" . Lane described the work as follows: "Printed 

leaflets are showered onto [ ... ] the audience instructing them to take 

various actions to realise a series of visual and phonetic poems. 

Special effects made use of tape/ slide/ film sequences and the ... light 

show provided the effects for the 'Party' and 'War' sections" .33 In 

Aberystwyth Lane used the upstairs gallery of the Parish Hall to throw 

the leaflets into the crowd below. How many leaflets were used in 

Aberystwyth is uncertain - for a version presented in Liverpool in 1970 

Lane specified forty-four different designs, but the Liverpool event 

very likely featured an enlarged version. A set of the Aberystwyth 

leaflets is included in Lane's papers, and some of the leaflets were 

also picked up by audience members and have survived in their private 

collections. It appears that the first leaflet announced "THIS IS A 

FLUXUS LEAFLET CONCERT. All information will be conveyed by leaflet. 

Obey all instructions immediately. During the course of the concert 

you will be privileged to be able to create FLUXoriginals - works of art of 

unrivalled beauty. These are FLUXapproved masterpieces and should 

be kept and framed. OBEY ALL INSTRUCTIONS. OBEY THEM IMME

DIATELY". 
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It was followed by leaflets that instructed audience members to place 

them in waste paper bins or tear them into small pieces and scatter 

them into a fan. Party hats and streamers were distributed in envelopes 

with instructions to wear them. The audience was asked to create 

"FLUXmasterpieces" by sticking coloured papers on squares and labels 

on objects or by signing a "FLUXpin-up" photograph of Lane himself. 

Other instructions invited the audience to play piano and drums and 

repeat certain letters ("R", "B", "G" or "O") out loud. Another set 

featured poetic lines such as "the sky is at least as blue as it is sky". 

Finally, a number of leaflets called for acts of construction ("Build 

Something Big") or destruction ("Destroy Trees", "Destroy Houses", 

"Destroy Grass", "Destroy Death", "Destroy Art") and alluded to "War 

Games" - a series of silent images (apparently of war casualties) to 

which audience members were asked to "make a soundtrack". The final 

leaflet announced, "THIS FLUXUS LEAFLET CONCERT IS NOW ENDED. 

PLEASE LEAVE QUIETLY AND RESPECTFULLY." 

The whole dramaturgy of the Fluxconcert by and for Fluxus 

appeared to have led subtly to its culmination in the Fluxus Leaflet 

Concert: scores exploring individual control exercised over communal 

action, scores investigating light and darkness and scores exploring 

sounds' relationship to actions - all of these themes were revisited 

and built upon in Lane's score for the Fluxus Leaflet Concert. Its main 

achievement, however, seemed to have been its rigorous investigation 

of what it might mean to participate in an event. In this regard Lane 

built on and expanded upon the works by Vautier and Schmit. In this, 

the concert was truly "by and for Fluxus" - the Fluxus Leaflet Concert 

was Lane's reciprocal gift to the Fluxus body of work. The audience's 

participation is figured both as an intervention into the terms and 

politics of what constitutes a work of art and who gets to create it 

("create FLUXmasterpieces") and - in the "revolutionary" year of 

1968 - as an enticement to take direct political action ("Build Some

thing Big", "Destroy Death"). 

It was after all the Fluxus Leaflet Concert that secured Brian 

Lane's Aberystwyth Fluxus venture a small but lasting legacy. The 

contemporary Guardian review reported, "The Flux Concert was a real 



success. [ ... Brian Lane] showered down leaflets of instructions. War 

Game. [ ... ] Slides of cowboy drawings. We pull crackers, burst bags, 

howl. Somebody chases his mate around the parish hall to hit him. Flux

Pin-Up No. 1 showers down. It is a picture of Brian. Howls from the 

mob. Another Flux-Pin-Up, and a third. It is the picture of a half-rotten 

war corpse. People howl and throw streamers, and stick coloured 

papers on their faces, and somehow behind the light Brian throws us 

another set of instructions: Caution, Art Corrupts". 34 

The review was read at the time by Maciunas, who dispatched 

one of his Fluxnewsletters (December 2, 1968) to Lane with the mes

sage, "Brian, Very good concert you did. Read it in Guardian. Keep me 

informed of your activities" .35 Although it may not be well known and 

we may never be able to establish for certain what happened during it, 

the Fluxconcert by and for Fluxus in Aberystwyth in 1968 is nonetheless 

important as it confirms the occurrence of Fluxus-related activities in 

Great Britain within the period between what are often regarded as the 

two major milestones in British Fluxus history, the Festival of Misfits 

at the ICA in 1962 and the touring Fluxshoe exhibition a decade later. 
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Fig. 1 Audience member Jonathan 

Smith during the Fluxconcert by 

and for Fluxus, 28 November 1968 
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FLUXCONCERT 

441 BUDAPEST, 24FEBRUARY1969 

Petra Stegmann 

The first Fluxus presentation in Budapest took place on 24 February 

1969. Tamas St.Turbe at that time known as Senjt6by,1 organised the 

concert in a cultural centre (Az Epitok Pesterszebeti Muvelodesi 

Haza, 'Pesterzsebet Builders' Cultural Centre') in a proletarian district 

of the city. St.Turbe, who had started out writing poetry before encoun

tering "semantic problems", 2 had already, together with Gabor Altorjay, 

introduced happenings to the local audience. After reading in a news

paper (in spring 1966) about a happening that Salvador Dall had orga

nised in New York they organised Az ebed - In memoriam batu kan 

('The Lunch - In Memoriam Batu Khan'). The happening took place 

in a cellar and attracted substantial attention and media coverage 

for its radical actions, which included a wild attack on matter as well 

as eating, drinking saltwater and consequently vomiting. The event 

brought both artists under the scrutiny of secret police surveillance 

and thereafter they would experience continuous harassment. 3 

Altorjay and St.Turbe had first heard about Fluxus in 1966, when 

they came across Jurgen Becker and Wolf Vostell's book Happenings. 

Fluxus, Pop Art, Nouveau Realisme. Eine Dokumentation (1965), 4 which 

included - apart from the initial statement that "Fluxus, as a movement, 

has died for the time being" 5 
- documentation of happenings and 

Fluxus events as well as a variety of Fluxus scores and texts. The publica

tion inspired them to plan a Fluxus concert,6 However, their planning 

materialised merely in the design of an invitation card - which, taking 

up the wording "in memoriam" from the previous happening, read, "In 

memoriam Fluxus"and in plans for performances. Pieces such as Cornelius 

Cardew's Memories ofYou (1964), Henning Christiansen's KORPER 

UND KLOPFEN (1964), Tom as Schmit' s ZYKLUS fur Wassereimer 

(oder Flaschen) (1962) and Ben Vautier's "Theater (Vorschlage) 2" 

(taken from Becker and Vostell's book), were envisaged alongside works 

by Altorjay and St.Turbe themselves and works by Miklos Erdely. 



For the Fluxconcert that actually would take place in 1969, St.T urba 

made a suggestion to Miklos Erdely that they organise it together. The 

latter, who was considerably older,7 wanted to take part, but, according 

to St.Turbo, in the end "refused to participate in the events" 8 and is 

therefore not found in any of the photographs, nevertheless one of his 

pieces, an experimental film, was presented. 

In planning the 1969 concert, St.Turbo had not been in touch with 

any of the international Fluxus artists. A collection of Fluxus scores, 

the Fluxfest Sale (1966) - which was probably sent to him from Germany 

by Gabor Altorjay who had fled Hungary in September 1967 - was 

a sufficient resource to organise the event. The musical quality of Fluxus 

pieces, with their instructive nature - be it concrete or abstract sugges

tions for actions - did not necessitate contact with or explanations 

from "professional" Fluxus artists or performers. 

The programme of the concert is preserved in written form, along 

with the hand-typed invitation cards on carbon paper and a number 

of photographs by Otto Bojtar, whereas a film made of the evening by 

Gyorgy Kemeny has since been lost. Apart from St.Turbo's recollec

tions of the events, no eyewitnesses have been located, which may in 

part reflect an overshadowing by the Az ebed happening. With its more 

spectacular course of events, it may have left more vivid impressions 

than the later Fluxus concert in which compositions featuring everyday 

activities alternated with more boisterous actions and absurd situations. 

The evening consisted of Fluxus pieces by Robert Bozzi, Tomas 

Schmit, Mieko (Chieko) Shiomi, Ben Vautier, Robert Watts and Emmett 

Williams, all of which were printed in the Fluxfest Sale, and a few works 

by St.Turbo and Erdely. As it turned out, the full extent of the concert's 

programme would not be followed through as planned. The venue's 

director, becoming increasingly worried, finally aborted the event 

shortly after the intermission. The relative inconspicuousness of some 

of the actions on stage was combined with more forceful events, and 

overall the activities must have seemed suspicious. How could the per

former fling a cake into his own face? Why did he crash into a piano with 

a helmet on his head? And what was pouring water from one bottle into 

another over an extended period of time supposed to communicate? 
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Somehow foreseeing the scepticism the performances would encoun

ter, the concert was prefaced at seven o'clock with the club director 

Tamas Nador's statement that the venue itself was not responsible for 

the events and "that they would simply watch it through and then 

open the subject for debate". According to a letter of denunciation writ

ten by Istvan Subicz (the director's superior) following the event, 113 

persons had been present.9 Of these, according to the letter, "several 

guests of good taste, as well as most of the Club's members, left the 

hall during the performance. The people who stayed were mostly persons 

they [St.Turbo and Erdely] themselves had invited".10 

During the performance evening, all compositions were performed 

by St.Turbo who if more than one performer was needed, was assisted 

by friends, mostly Miklos Urban. Ben Vautier's AUDIENCE PIECE 

N0.10 (1965) was planned as the opening piece. The score, according 

to the Fluxfest Sale, required "An announcer well hidden from view of 

the audience [who] observes with binoculars all who enter the theatre 

and describes minutely each through public address system. 111 1 How

ever, St.Turbo does not remember the piece and it was probably not 

performed - maybe a public address system was not available. 

Thus, the first composition presented was Robert Bozzi's CHOICE 1 

(1966) (fig. 1), which combines two very different aspects associated 

with a cake - first using it in a celebratory fashion, then turning it into 

a slapstick prop. The performance was photographed and St.Turbo can 

be seen lighting candles on a cake ("Performer enters the stage with 

a tied parcel, [ ... ] takes out a whipped cream cake with 10 candles. He 

lights the candles, blows them out, removes the candles, picks up the cake, 

shows it to the audience and flings it into his own face"). 

The following piece was Robert Watts's more unspectacular, yet 

poetic EVENT: 10 (1962): "One performer on a dark stage, with his back 

to audience strikes 10 matches at uniform intervals. Another performer 

rings bells 10 times at same or different intervals". It was performed by 

St.Turbo together with Miklos Urban, but no documentation is preserved. 

After this, A PIECE FOR CHIEKO SHIOMI (1966) by Robert Bozzi 

alluded to one of the Japanese artist Mieko (Chieko) Shiomi's Spatial 

Poems (1965-1975) - the Falling Event (1966) (figs. 2-4). The work 



consists of a grand-scale mail art action, in which Shiomi asked contrib

utors around the world to let something fall and send her a description 

of the process. In Bozzi's piece the performer let a number of objects 

fall in succession: 

"1. a cigarette from horizontally outstretched arm, standing posture; 

2. an erasor from horizontally outstretched arm, standing posture; 

3. a hat from vertically outstretched arm, standing posture; 

4. a glass of water from horizontally outstretched arm, standing on 

a stool or step ladder; 

5. an airmail envelope from vertically outstretched arm, standing on 

a stool or top of a step ladder." 

Although the sequence provides that the objects are dropped 

each time from a higher point, the event still remains a concentrated 

action - a meditation on the occurrence of a fall as well as an homage 

to Shiomi' s piece. The last three of the five actions were photographed, 

and St.Turba can be seen as he - in deep concentration - drops a hat 

while standing on the floor (fig. 2), a glass while standing on a chair 

(fig. 3) and an envelope while standing on a ladder (fig. 4). 

The next performance was a quiet piece demonstrating the absurd

ity of actions that are performed only to be reversed again. In Vautier's 

GESTURES (1964) the "1st performer positions a table on the stage. 

2nd performer positions a suitcase on the table. 3rd performer takes 

the suitcase off the table. 4th performer takes the table off the stage". 

Vautier's CHOICE (1964), again, (especially in regard to its title) 

creates an absurd situation when "4 identical objects are placed on the 

stage. 3 performers enter, choose in succession one of the objects and 

then exit. The last object remains." (figs. 5-6) In this concert, the objects 

were bottles of soda that were subsequently taken by each performer. 

After this series of un-eventful events Robert Bozzi's CHOICE 3 

(1966) came with a bang. To carry out the piece, the "Performer enters 

stage with a crash helmet and positions himself at the furthest distance 

from a piano. He then dashes with lowered head toward the piano 

crashing into it with his helmeted head." St.Turbo, who performed the 

piece in 1969 recounts, "It was incredible. I run with full force against 

the piano with the helmet on my head. I fall on the floor - almost fainted. 

444 



445 

I thought I could die. But I realized it was a dot at the end of a long 

period of sleeping time. And everybody woke up" (sic). 12 

Following CHOICE 3 was duet for performer(s) and audience 

(1961) by Emmett Williams, in which the "Performer waits for audible 

reaction from audience which he immitates [sic]". St. T urba recalls 

how the audience gradually engaged with the piece, "I was sitting in the 

center of the stage and after a short time when the audience started 

to make special sounds, [ ... ] it became obvious that they understood 

the event, I finished the imitation" .13 

The announced FLASH PIECE (1966} by Shiomi, in which "A record 

player on a dark stage turns with a stuffed bird on it, while other per

formers blow soap bubbles and another Aashes on photo Aashlights or 

Aashes on stage lights" could not be performed due to lacking a 

stuffed animal. 

Although the chances were tiny that La Monte Young would be 

among the spectators, St.Turbo performed Emmett Williams's voice 

piece for la monte young (1962), in which the "Performer asks if La Monte 

Young is in the audience." This was followed by a challenging piece for 

performers and audience alike, Vautier's MEETING (1963} (figs . 7-8). 

MEETING requires that "4 people who have never met are invited on 

stage to talk to each other for 20 minutes or more". The photos show 

two men in suits (one of them Gyorgy Krass6), a young woman (Eva 

Monszpart} holding a cigarette and a young man in casual wear (Laszlo 

Deak} drinking from a bottle. From the photos, one can sense the 

un-ease that accompanied this on-stage meeting. 

The last piece before the intermission was Tomas Schmit' s ZYKLUS 

fur Wassereimer (oder Flaschen) (1962), another exploration of a very 

slowly proceeding action (fig. 9). Schmit's piece, instructs water to be 

poured from one bottle into another along the perimeter of a circle 

until all liquid is spilled or evaporated. 

After this performance there was an intermission, which would 

have been followed by the second half of the concert. It was to consist 

entirely of compositions by St.Turbo and Erdely. But St.Turbo first had 

to convince the irritated director of the cultural centre that the perform

ances could go on at all: "I was quarreling with the director in his office 



and succeeded to get permission to continue the thing a little bit. 

(I guess his tactic was this: 'if I ban the thing in the pause now, it will be 

a bigger scandal than if the thing continues a little bit. Then the public 

can think: this was the whole thing'.) So we continued a little bit" (sic). 14 

A short film by Miklos Erdely was presented: "if I remember well, it was 

a loop-film placed into the projector as a Mobius-strip, so the image 

always turned up and down, and the sound was a text/ poem from [a] 

magnetophone" (sic).15 

The final act was then to be St.Turbo's Akci6 sebre ('Action for 

Breach') (figs.10-13): "So I decided to make something, kind of 

destruction again. So a friend of mine - Nicolas [Miklos] Urban, [ ... ] 

I asked him to lay on the floor and the public should walk over him. 

He was under a paper, so he was not really visible [fig. 10]. So a group of 

the people of the public was driven through his body. Well, it was a 

kind of raw reflection to this prohibition".16 Apart from Urban a number 

of performers took part in the action and St.Turbo handed out sheets 

of indigo paper, a material that was of importance for the samizdat (self

publishing activities), which the performers held in front of their faces 

(fig. 12). This action, which can be understood as a reflection of an 

individual's treatment in a totalitarian society, stood out from the other 

events, being an open critique of the situation and as such led to the 

termination of the evening: "At the end of this was the moment when 

the director entered furiously and banned definitely the concert" .17 

Three other scheduled actions could, thus, not take place. These 

included: A-B, a piece in which the audience is divided into men and 

women who take turns breathing (when the men are breathing in, the 

women are breathing out, etc.); another piece by St.Turbo, Csajkovszkij, 

instructing, "Tell to the audience/to all or individually: 'You are a 

bigger artist than Tchaikowsky!"';18 and Miklos Erdely's Fal ('Wall'). 

St.Turbo was not listed on any of Maciunas's address lists. In 

contrast to many of his colleagues, he had not been active in contacting 

artists around the world, nor was he aware of other Fluxus concerts 

organised in Eastern Europe. The concert is furthermore noteworthy for 

its independent take on Fluxus. Since St.Turbo was not in touch with 

any of the Fluxus artists, had received no instructions from Maciunas 
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and was unaware of a Fluxus canon, Fluxus classics like Maciunas's 

IN MEMORIAM TO ADRIANO OLIVETTI or Nam June Paik' s One 

for Violin Solo were not performed. Rather, the CHOICE pieces by the 

relatively little-known Robert Bozzi stood in focus. These were scores 

that were not performed during any of the other European Fluxus concerts 

discussed in this publication. 

Later in 1973 St.T urba planned to organise another Fluxus concert 

in Budapest. Plans were finalised and posters were distributed throughout 

the whole city, but when he arrived at the venue, the University Theatre, 

he stood in front of closed doors - the concert had been cancelled. In 

1975, after long years of continuous harassment by the authorities, 

he was finally expelled from Hungary and resided in Geneva until 1991. 

In the course of the 1970s exchange took place between Hungarian 

artists and Fluxus protagonists in the U.S. and Europe. Erdely was in 

touch with Ken Friedman and wrote to him about discussions in Budapest 

"to form a Auxus group" .19 The painter Endre T 6t became active in mail 

art, sending statements like "Am I a new Fluxman?" around the world 

and in 1979 the artist Gyorgy Galantai founded Artpool, an organisa

tion active in mail art with a great interest in Fluxus, exchanging work 

and information internationally and forming an archive that today holds 

a rich collection of Fluxus material.20 



The artist's name given in the 

notes is used according to his 

own changing use of it at various 

times. During the time of the 

happening in 1966, he used his 

birth name of Szentjoby, in 1969 

he used Sentjoby. Recently he 

has been known as St.Auby, but 

made another name change in 

2011 to St.Turbo . 

Tamas St.Au by in interview with 

Petra Stegmann, Berlin , 18 April 

2007. 

3 

The event and their activities 

earned them the code name 

"Schwitters" with the secret police. 

A friend who was working in 

a foreign language bookshop 

had mentioned the book to 

them and so they went ahead 

and ordered it. 

5 

"Fluxus ist, als Bewegung, vorerst 

schon gestorben'', Jurgen Becker, 

'Einfuhrung' in Happenings. Fluxus, 

Pop Art, Nouveau Realisme. Eine 

Dokumentation , ed . by Jurgen 

Becker and Wolf Vostell (Reinbek: 

Rowohlt, 1965), p . 7 . 

6 

There are notes and plans for the 

organisation of a Fluxus concert 

in the archive of Gabor Altorjay 

Berlin, that date from late 1966 

or early 1967. 
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Miklos Erdely was born in 1928 

(and died in 1986), while 

St.T urba was born in 1964. 
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Tamas St.T urba in email to Petra 

Stegmann, 13 June 2012. 
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1969, translated by Jim Tucker . 
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p . 270f. As all compositions were 
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following scores are hence not 

individually cited. 
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St.Turbo (see note 8). 

13 

Ibid . 
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Friedman, 23 April 1973, 

transcript, Erdely Miklos Alapitvany, 
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SUMMARY OF THE VII™ INTERNATIONAL 

FLUXUS WORLD CONFEREN(;E - BEIJING, 

JANUARY 01-17 2011: 

WHAT'S NEXT FLUXUS? 

Sections: 

Fluxus 

Proto Fluxus 

Neo-Fluxus 

Post Fluxus 

Modern Fluxus 

Mac-Unfluxus 

Paleolithic Fluxus 

Fluxus Rococo 

Crypto Fluxus 

Fluxus Infra 

Ultra Fluxus 

Fuck the Fluxus 

Go-Go Fluxus 

Kid Fluxus 

Baptist Fluxus 

Trans Fluxus 

Surfluxus 

Meta Fluxus 

Past Fluxus 

Future Fluxus 

Dead Fluxus 

Everest Fluxus 

Registered Fluxclubs in the world: 145 025, 

members: 126 772 547. 

Wild Fluxclubs worldwide: about 120 000, 

m.: 24 000 000. 

(est.: by Unesco Fluxus Department, 2010). 

192 countries sent only 90 873 delegates, because 

the NATO could not afford more sponsoring this 

year. (Ben Vautier was not invited.) 198 400 Events, 

Actions, Occurrences, and Happenings were done 

during 6 days in the Olympic St.Adion of Fluxers 

and the Fluxus Glory Museum of Heaven and differ

ent venues (streets, apartments, churches, schools, 

factories, offices, in the nature, etc.) simultaneously, 

the 7th day was the Luxus St.Rike Day. 

Brasil and Angola want to limit the quota of per

forming Emmett Williams' and Eric Andersen's 

scores. 

Philippine and Ireland walked out, because the Mail 

Art, the Female Art and the Email Art got the right 

to vote separately. 

Signing petition against the ban of Fluxus in Iraq, 

Libya, Tibet, and Vatican. 

(Compiled by Tamas St.Turbo, 

Trust.ee in bankruptcy of IPUT /International 

Parallel Union of Telecommunications/ Agent of 

NETRAF /Neo-Socialist. Realist. IPUT's Global 

Counter Arthist.ory-Falsifiers Front/) 
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Fig . 1 Tomas St. T urba performing 

Robert Bazzi 's CHOICE 1, 

24 February 1969 

Figs. 2-4 Tomas St.Turbo per

forming Robert Bozzi's A PIECE 

FOR CHlEKO SHIOMI, 24 Feb

ruary 1969 



Fig . 7 Eva Monszpart, Gyiirgy 

Krasso, Laszlo Deak and un

known individual performing Ben 

Vautier's MEETING, 24 Febru

ary 1969 

Fig . 8 Gyorgy Krasso, Laszlo Deak 

and Eva Monszpart performing 

Ben Vautier's MEETING , 24 Feb

ruary 1969 

fig . 5 Tamas St. T urba perform

ing Ben Vautier's CHOICE, 

24 February 1969 

Fig. 6 Rudolf Ungvary per

forming Ben Vautier's CHOICE, 

24 February 1969 
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Fig . 9 Tamas St.Turbo perform

ing Tomas Schmit's ZYKLUS 

fur Wassereimer (oder Flaschen), 

24 February 1969 

Fig 10 Tomas St. T urba and 

Miklos Urban (lying) performing 

St. T urba' s Akci6 sebre ('Action 

far Breach'), 24 February 1969 



Figs. 11-12 Tamas St.Turbo, 

Miklas Urban (lying under the 

wallpaper) and audience 

members performing St. T urba's 

Akci6 sebre ('Action for Breach'), 

24 February 1969 

Fig . 13 After the performance 

of Tamas St . T urba 's Akci6 sebre 

('Action for Breach'), 24 Feb

ruary 1969 
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FESTUM FLUXORUM 

453 BERLIN, 14 AND 15 NOVEMBER 1970 

Vanja Sisek 

The big exhibition happening & fluxus, curated by Harald Szeemann 

and held from 6 November 1970 through 6 January 1971 at the 

Kolnischer Kunstverein in Cologne, constituted the first comprehensive 

effort to map and institutionally present the pioneering period of 

happenings, Fluxus and other forms of ephemeral action art from the 

late 1950s through the late 1960s.1 While documenting (among many 

other things) the landmark European Fluxus festivals of the early 

to mid-1960s, the exhibition also indirectly provided a favourable 

constellation for the staging of a new Fluxus festival - in Berlin. 

The gallerist Rene Block, whose gallery had been a vital platform in 

Berlin for new (action) art forms since its opening in 1964, used the 

presence of many international artists at the Cologne exhibition as an 

opportunity to invite some of them to Berlin and organise a two-day 

festival - Festum Fluxorum. 2 The festival took place on 14 and 15 No

vember at the Forum-Theater, which had also been the venue of the 

Fluxus-Concert in October 1966.3 On the one hand, Festum Fluxorum 

brought together a number of artists who had belonged to the Fluxus 

network since its very first European festivals of 1962: Eric Andersen, 

Robert Filliou, Ludwig Gosewitz, Arthur K0pcke, Tomas Schmit and 

Emmett Williams. On the other hand, the three participating artists from 

New York - Al Hansen, Charlotte Moorman and Carolee Schneemann -

were each in their own ways related to the Fluxus milieu, yet pursued 

artistic interests that had, among other factors, largely kept them at 

a distance from "official" Fluxus events. 4 

MUSIC WHILE YOU WORK 

The three-part programme of Festum Fluxorum started shortly after 

4 p.m. on 14 November with a performance of Arthur K0pcke's music 

while you work (1962), the German/ Danish artist's most recognisable 

and most performed piece in the context of Fluxus.5 The basic structure 



of music while you work, as it follows from Kepcke's score, is grounded 

in interruption, repetition and segmentation - of both "music" and 

"work". While a gramophone record prepared with glued-on pieces of 

scotch-tape is playing, each of the participants (or a single performer, 

as the piece was also realised) is doing an activity. When the needle 

hits a scotch-tape protrusion and the music keeps jumping, all of the 

participants have to drop their activities, walk to the record player, play 

the record from the beginning and then resume their activities, which 

is repeated until each has finished his or her "work". 

At Festum Fluxorum the performance went on for more than two 

hours and included all of the artists participating at the festival, turning 

the stage of the Forum-Theater into a dense and lively site of simulta

neous actions and interpersonal exchange (figs. 1-2).6 A record player 

was playing a melancholic Yiddish song sung by a stately female voice 

accompanied predominantly by violins. The song - and together with it 

the performers' activities - was interrupted approximately every half 

minute. As was the case with other group performances of music while 

you work, the performers did not discuss in advance the course of 

the performance; each one merely decided individually what he or she 

was going to do.7 Spontaneous developments also seem to have played 

a conspicuous role. While some of the performers mainly stuck to a single 

activity, some were changing their activities. Throughout the perform

ance Eric Andersen was editing a 16mm film at the back of the stage. 8 

At the beginning, Kepcke threw a handful of leaflets into the auditori

um, possibly scores for his reading/ work-pieces - instructions for "do-it

yourself" actions.9 Al Hansen was doing an idiosyncratic activity with 

earnest perseverance. Every time the music started, he entered the 

stage with an open umbrella, closed it, put a plastic horned hat with 

pointed ears onto his head, and when the music came to a halt, left the 

stage. When the time allowed, he also broke small rectangular plates 

with a hammer, making a harsh noise vividly contrasting with the melodic 

tunes of the about-to-be-interrupted music. Charlotte Moorman was 

sitting at a table on which a wide-open suitcase and wrapping plastic 

were lying, slowly unpacking a pair of loudspeakers and attaching 

wires to them. She also danced with Robert Filliou. Dancing was a very 
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prominent activity, concentrated in the middle of the stage, with spon

taneously shifting dancing pairs and various kinds of movement. Robert 

and especially Marianne Filliou danced most of the time - with each 

other and each of them separately with Emmett Williams. At a later 

point Carolee Schneemann swept the floor of the stage - a pragmatic 

activity which regularly accompanied both group and solo performances 

of music while you work.10 Within the framework of repetition suggested 

by the score, the actual performance of music while you work accom

modated much variation. Moreover, the atmosphere on stage was very 

social, especially toward the end - the performers simply seemed to 

enjoy spending the time together. 

LATE NIGHT PERFORMANCES: 

FROM A TOILET "HAPPENING" ON SCREEN 

TO A WEB OF TOILET PAPER ON STAGE 

The second part of Festum Fluxorum started around 12:30 a.m. on 

15 November. Most of the announced pieces seem to have been 

performed, although their exact sequence can only be fragmentarily 

reconstructed. 11 Robert Filliou and Emmett Williams presented The Berlin 

Co-Invention No. S (The Nostalgia Factor) (1970), which Williams later 

described in the following terms: "Marianne [Filliou], Robert and I were 

seated, on the stage, watching our Double Happening film for the 

first time, drinking champagne, chatting about old times, and asking 

ourselves how long it would be before we got together again."12 Double 

Happening (1970), an eight-minute, black-and-white 16mm film, 

showing Filliou and Williams in a banal yet hilarious toilet scene, was 

made in early November 1970 as the co-inventors' contribution to the 

happening & fluxus show.13 After the film was screened, the performers 

toasted to the audience. 

Charlotte Moorman performed some of the standard pieces of 

her performance repertoire: Nam June Pai k's TV Bra for Living Sculpture 

(1969) and New Piece for Charlotte, and Takehisa Kosugi's "Chamber 

Music". In the first piece, which Paik conceived as an endeavour to 

"humanize electronics and technology", 14 Moorman (the "living sculp

ture") was wearing two small TV monitors on her breasts and playing 



the cello, which was connected by mini-wires to the monitors. The 

sounds made by the instrument were thereby transformed into optical 

signals, modifying and disturbing the abstract images on the TV 

screens. In New Piece for Charlotte, which clearly resonated with the 

high-pitched anti-war climate of the time, Moorman was wearing an 

army uniform, boots and a helmet. With a cello loosely tied to her back 

by a rope, she was crawling slowly and with much strain - expressed 

both through body movement and face mimic - across the floor of the 

stage in pregnant silence (broken only by some loud members of the au

dience). In "Chamber Music" - a piece which she performed under this 

name but which was already contained in Kosugi's score for ANIMA 2 -

Moorman enacted a shifting interplay of visibility and non-visibility.15 

With her cello, she entered a large opaque, malleable bag with metal 

zippers. Inside the bag and in search of the openings, her body was in 

permanent and dynamic motion. At relatively short intervals she 

opened a zipper and made a fragment of her body or the cello visible 

to the audience: her eyes (briefly scanning the surroundings), the top 

of the instrument, the bow, a naked leg. There is no available docu

mentation as to whether the two other standard pieces of Moorman's 

performance repertoire, Joseph Beuys's Infiltration - Homogenfur 

Cello (1966) 16 and Yoko Ono's participatory classic Cut Piece (1964) 17 

(which were both scheduled for the second part of Festum Fluxorum), 

were actually performed at the festival. 

Eric Andersen did his Opus 99, most probably also during the fes

tival's second part.18 In this participatory piece, Andersen divided the 

audience into "no more than nine" groups and asked them to do some 

of the follwing actions: "playing with half a deck of cards, changing 

places with [another group], emptying their pockets and talking about 

their contents, singing as a choir a song everybody in the group knew, 

standing up and turning left and right, trying to fall asleep" 19 
- "a num

ber of very, very simple acts that everybody could do, but that every

body also would find a bit ridiculous". 20 As Andersen recalls, the piece 

"wasn't so well received", the audience "got very aggressive", and he 

"stopped" the performance after no more than ten minutes (whereas at 

other occasions it went on for up to half an hour). 21 Among the reasons 
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for a negative audience response Andersen cites "a kind of aggressive 

atmosphere during the whole evening", the audience not being "very 

amused [by] what [was happening] on the stage" and "shouting", as 

well as the disadvantageous traditional seating situation at the Forum

Theater - that is, fixed rows of seats, which did not allow members of 

the audience to move around. 22 

Tomas Schmit's pun-titled piece any simple hurricane can do what 

i not even in a hurry can was also on the programme. According to Eric 

Andersen, the piece consisted merely of this short statement, and Schmit 

"gave it to people on small paper, paper instructions, like Kepcke [in 

music while you work]" .23 The second part of Festum Fluxorum ended 

around 3:15 a.m. with a performance of Al Hansen's Max~ Kansas City 

(Open Work). The title derives from the name of a New York artists' cafe, 

which Hansen frequented in the 1960s. 24 The piece involved a signature 

element of many of Hansen's happenings of the 1960s: festooning rolls 

of toilet paper. 25 The performers - among others, Carolee Schneemann 

and the Viennese actionist Otto Muehl, who was in the audience - con

structed (and eventually, as the audience was leaving the auditorium, 

pulled down) a fragile, web-like environment by suspending toilet paper 

streamers from the edges of white fabric screens that were framing the 

stage on three sides. 

QUESTIONS FOR THE AUDIENCE, TRAIN 

TIMETABLES, CAKES - AND THEN "WE ALL WENT 

OUR SEPARATE WAYS" 26 

The third part of Festum Fluxorum started around 4 p.m. on 15 Novem

ber. It featured fewer pieces than the previous evening. Charlotte 

Moorman and Ludwig Gosewitz performed an unidentified participa

tory piece. 27 Moorman, holding her cello, "picked" members of the 

audience and Gosewitz asked them the following question: "Would 

you like to throw something away (to relieve yourself)?" The answers 

included "I have nothing to throw away", "perhaps a cigarette pack" 

or "the air". After each answer Moorman played a tune on her cello, 

as if musically commenting on the answers. For example, upon the latter 

answer ("the air") she played a short ominous tune. 28 



Eric Andersen performed his Opus 101 in the theatre's lobby, sitting 

at a table on which there were two tape-recorders - one for recording, 

the other for playing back. For around half an hour, Andersen was 

repeating a basic pattern - reading from a Berlin train timetable, re

cording himself reading, playing it back, simultaneously reading again 

(a different part), recording, playing back, reading. Thereby he was 

"constantly [adding] a new layer of timetables on top of old layers of 

timetables", creating "a vertical time line of innumerable timetables". 29 

As it took place in the transitional space of a lobby, partially while 

something else was going on on the stage, the performance had a fluc

tuating audience of varying size, "sometimes small, sometimes big".30 

Just as on the previous day, a 16mm film was screened: K"pcke's 

Der Hund ('The Dog'), which mimics the vantage point of a small dog 

moving through an apartment. 31 The finale of the festival's second day 

was Carolee Schneemann' s elaborate performance Schlaget Auf (1970), 

whose title took its cue from a "misreading" of Bach's cantata #53, 

Schlage doch, gewii.nschte Stunde. 32 SchlagetAuf, which was performed 

for the first and last time at Festum Fluxorum, shared many common 

elements with Schneemann's "kinetic theatre" and body art works 

of the 1960s: the centrality of the often naked or near-naked body; 

movement in space; background music; the use of soft, malleable and 

liquid materials and their close encounter with the body.33 The course 

of the slowly evolving and considerably improvised performance could 

be summed up as a cumulative series of actions carried out by and 

on the artist - or better, her naked body. 34 Throughout the performance 

Schneemann was also introducing and commenting on the actions. 

A young man, appearing numb and yet piercing at the same time, was 

translating her utterances into German. Following Schneemann's di

rection, Bach's cantata was playing on and off. After taking off her 

clothes, Schneemann asked for volunteers from the audience to wrap 

her body with plastic. Two persons obliged and tied dozens of foam 

rubber strips around her torso, arms and legs.35 Her body transformed 

into a dense linear configuration, Schneemann then moved around 

the stage and rolled over the floor, "discovering what movement is 

natural", as she simultaneously characterised the action.36 Thereafter, 
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another volunteer, Otto Muehl, smeared her body and face with oil 

and white paint and tucked paper into the foam rubber strips. In the 

end, further volunteers from the audience, including some children, 

ascended the stage and threw cakes at Schneemann, who was moving 

fast, thereby completing the living assemblage into which the artist's 

body had gradually metamorphosed. 

In its sequential, climax-oriented composition, its focus on the 

relationship between the body, materials and movement, and its 

dependence on Scheemann as the performer, SchlagetAuf markedly 

differed from the more characteristically Fluxus pieces performed at 

Festum Fluxorum such as music while you work or Andersen's Opus 

pieces. Yet in its participatory aspect it provided a fitting closure to 

the whole festival, pointing toward the permeable boundary between 

the audience and the performances which had in various forms - from 

K111pcke's leaflets and the co-inventors' toast over frequent noise 

and interjections from the auditorium and the uneasy enfolding of 

Andersen's Opus 99 to Moorman and Gosewitz's questions - recurrently 

surfaced in the Forum-Theater on these two November days. 
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It was November 1968, at 238 West 22nd Street, 

home of The Something Else Press. Publisher Dick 

Higgins was sitting on the left hand side of the 

desk and Editor-in-Chief, Emmett Williams, on the 

right hand side. Lying between them was their 

latest publication, "NOTATIONS" by John Cage. 

I had just arrived from England to become Dick's 

design and production assistant. So, strictly-speak

ing I am not a FLUXUS artist, but I've certainly 

had more exposure to FLUXUS than most people, 

especially since I became Emmett's wife in 1970. 

I have tried to avoid being overly-influenced by their 

sometimes strange behaviour and ideas, but it 

didn't always work. 

Ann Noel 
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Fig . 1 Eric Andersen, Tomas 

Schmit, Valerie Herouvis and 

Charlotte Moorman performing 

Arthur K0pcke's music while you 

work, 14 November 1970 

Fig . 2 Arthur K0pcke and Al 

Hansen performing K0pcke' s 

music while you work, 14 Novem

ber 1970 
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"Berlin was a miserable town, and I did not enjoy staying there, but I had no choice, had 
to be there to construct with Larry the Fluxlabyrinth, since there was no one else to help 

us there. The labyrinth came out QI(, [. .. ] but I lost a whole month. We also did a harp
sichordconcert. [. .. ] Concert went off QI(, although it was not announced and occurred 

during a very odd hours (llPM), so the hall was only 50% full. The fluxlabyrith was not 

announced at all, not a word anywhere, we never could figure out why. The museum 



tried every trick to sabotage the labyrinth and gave no cooperation whatsoever. We had 

to work against time, against museum, against german inefliciency,against lack of 

materials. [. .. ] This trip taught me a lesson, NEVER to go to Germany again. I was right 

to boycott it for the last 6 years and I should have extended the boycott for ever." (sic) 

George Maciunas in letter to Takako Saito, n.d. (1976) 



FLUX-CEMBALO·ABEND AND FLUX-LABYRINTH 

465 BERLIN, 3 AND 5-17 SEPTEMBER 1976 

Petra Stegmann 

In 1976 a number of the Fluxus artists that had been active throughout 

Europe almost fifteen years earlier - among them George Maciunas, 

George Brecht, 
1 

Nam June Paik, Robert Filliou, Ben Vautier - came 

together once again for a Fluxus concert. Some artists (Maciunas, Larry 

Miller, Paik, Yoshimasa Wada) were represented in the exhibition 

New York - Downtown Manhattan: SoHo at the Akademie der Kunste, 2 

the framework for all the events, where also the Flux-Labyrinth 

was installed. Brecht, Filliou, Vautier, all of them living in Europe, were 

invited by curator Rene Block to perform together with their New York

based colleagues. The spacious Flux-Labyrinth, a giant walk-through 

"Fluxbox", 3 as well as the Flux-Cembalo-Abend, were representative 

of the developments that Fluxus had made from the early concerts 

with a large variety of pieces (working with instruments, a multitude 

of objects and ephemeral material) towards more theme-oriented 

presentations (for example Flux Mass, Flux Sports and Flux Vehicle 

Day), as were typical of many American Fluxus events of the late 

1960s throughout the 1970s. 

THE FLUX-CEMBALO-ABEND 

The Flux-Cembalo-Abend ('Flux Harpsichord Evening') took place the 

day before the exhibition was to open, starting at 11 p.m., which is late 

even for Berlin standards. 4 In preparation of the concert - according to 

Larry Miller - various difficulties had come up.5 One of them was a 

power-struggle between Maciunas and Vautier regarding the artistic 

organisation with "Ben constantly wanting to [ ... ] change the concert 

[ ... ], so he was competing with George for leadership and doing quite 

a good job".6 The other difficulty was that some of the artists had tended 

more towards a diligent investigation of the West Berlin pub scene 

rather than towards rehearsals for the concert, and the late start in the 

evening could also be made accountable for a (widely reported) 



elevated blood alcohol level of some performers. The course of events 

that will be described in the following pages can be reconstructed 

exceptionally well since Block had commissioned a film of the entire 

event,7 and numerous photographs by Larry Miller, Peter Moore and 

Hanns Sohm exist. 8 

The concert started with a short but spectacular overture, Ben 

Vautier's Curtain (fig.1). The author went on stage, quickly climbed 

the stage curtain while it was opening to the side, slid down and, accor

ding to Larry Miller, damaged the curtain's rope. 9 A second opener 

followed with George Brecht and Robert Filliou's "brand new piece" 

Schonwerk {'Beauty Work', 1976).10 The performers came on stage alter

nately from the left and right sides, passing each other a red rose so 

the audience would focus on the flower that was seemingly floating in 

the centre of the stage, while the artists were greeting each other, 

matter-of-factly introducing the cast, "Hi Ben", "Hi George" ... 

The next composition was Maciunas's Harpsichord Aire {1974), 

taking the musical term "Air" very literally and being an apt example for 

Maciunas's use of the concept of "concretism": no performer was visible, 

but the audience could watch the lid of the harpsichord opening slowly, 

while the noise of a motor and the vibrating instrument could be heard. 11 

After some time an amorphous billowing mass became visible, slowly 

growing beyond the margins of the instrument, conveying an uncanny 

impression of animation, at the same time invoking the fear of an explo

sion (figs. 2-3). Finally Maciunas, dressed in a white lab coat, came onto 

the stage, disconnected the giant blown-up weather balloon from its air 

supply, as if cutting an umbilical cord, and took it off stage. This was 

obviously Maciunas's first and last appearance on stage; the initiator of 

the Fluxus festivals in Europe who was staying in Wannsee on the 

outskirts of Berlin, according to Rene Block, did not want to miss the last 

commuter train 12 and so abandoned his last performance in Europe not 

long after it had started.13 

Now the harpsichord was for once used in a seemingly traditional 

way. La Monte Young's Composition 1960 #13 (1960) required that 

a "performer should prepare any composition and then perform it as well 

as he can". Thus, a professional harpsichord player performed a short 
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traditional tune; he was prepared and did it very well, whereas the next 

performer was not as successful. Vautier's Keyboard Piece No.1 showed 

the author desperately trying to play the instrument while his colleagues 

(Brecht, Wada, Miller) successfully dragged the severely struggling 

artist, who kept trying to crawl back on all fours, off the stage (fig. 4). 

Larry Miller's Remote Music for Harpsichord (1976), like Maciunas's 

Aire, was performed without a visible trace of a human being. While the 

audience was waiting for someone to appear on stage and perform, 

a boxing glove on a string was slowly, slowly lowered from the ceiling 

before it stopped a short distance above the keyboard (fig. 5). Then 

it was dropped to hit the instrument, playing one sound cluster and after

wards quickly disappeared to the ceiling again.14 A significant effort 

involving a meticulous technical preparation was met with a minimal 

outcome. Just the opposite occurred in the next composition. In Yasunao 

Tone's Harpsichord Music for George Maciunas (197 4) 15 a maximum 

output of sound was accomplished in a minimal way when Paik, Wada, 

Watts, Vautier, Miller, Filliou and Brecht entered the stage one after 

the other, approached the harpsichord, lined up behind each other 

parallel to the keyboard and single-handedly jingled as many notes as 

ever possible (fig. 6). 

The subsequent Flux Sonata for Harpsichord by Nam June Paik 

was an exceptional presentation in this concert, replacing the often 

short, humorous and action-oriented pieces with a mysterious, capti

vating event (fig. 7). Paik drew the audience's gaze into an environment 

in which he, the instrument with its sound and a video camera project

ed onto a TV screen entered into an experimental dialogue. Paik sat 

at the harpsichord and played it with the camera, using the instru

ment as an "acoustic and visual vehicle", 16 while low-pitched tones 

could be heard. He then stood up and explored the corpus, while being 

filmed by an assistant. After some time Paik asked for the lights to be 

darkened and continued his action with a torch light, which he also used 

to play the instrument. 

This again was followed by a short contrasting piece, Robert 

Watts' s Spontaneous Music (1976). Miller and Watts spread a white cloth 

over the opened harpsichord, forming a huge white triangular shape, 



then repositioned it slightly before leaving the stage (fig. 8). After some 

time a baroque tune, could be heard coming out of its corpus, played 

as if by a ghost's hand ... 

Brecht's following Sheet Music (1976) is in line with his early event 

pieces, many of which focus on actions around an instrument, but do 

not include playing it.17 Vautier sat down at the harpsichord, looked at 

the score in front of him, folded it carefully, placed it under one leg of 

the instrument, bowed and left (fig. 9). 

Now again the aim to produce sound was delegated to objects. 

In Maciunas's Frogs Playing Harpsichord (1974), a composition that ref

erenced John Cage's prepared piano, Miller, Vautier and Wada wound 

up mechanical frogs, 18 placed them in the instrument's body where 

they would bounce on the strings, and re-wound them time and again 

(fig. 10). The frogs produced metallic, mechanical, even industrial sounds. 

Again another short piece, Dick Higgins's minimal Constellation 

for Harpsichord (1974), involved most of the artists present; Watts, 

Filliou, Vautier, Wada, Brecht and Paik waited for Miller, who, as con

ductor, cued the others, raising his right hand, hitting himself on his 

hat (which had been prepared with powder), so a cloud of dust appeared 

while everybody produced one brief sound (fig. 11). 

Like Paik's Flux Sonata, Joe Jones's Harpsichord Music (1975) 

was not a "classical" Fluxus piece and constituted rather an installation 

than an action (even though in Fluxus such ascriptions are problem

atic) that the artist, wearing a white lab coat like Maciunas, operated 

from the floor (fig. 12). His "music machine" was a construction, 

consisting of a bar across the harpsichord with various objects hanging 

from it and being rotated with a motor to produce sounds in the 

instrument's body - very gentle and at times rhythmic, exploring the 

sound potential in an incidental, anti-climactic way. This quiet and 

poetic experimentation was again followed by a short piece, which 

"was to be a surprise" .19 Anne Vautier's Music in Harpsichord was per

formed by Larry Miller, who walked towards the instrument in a very 

formal manner, lowered the music desk, bowed down into the corpus, 

and briefly played a harmonica before putting up the desk and leaving 

the stage (fig. 13). 
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The next two pieces merged into each other. Vautier in his Harpsichord 

Piece for Blind Man (1976), a slapstickesque event, walked onto the 

stage blind-folded, using a cane to find the instrument, touched it, 

produced some sounds with it, and then sat down {fig. 14). Then Filliou 

(Telepathic Music for Harpsichord Player, 1976) in the style of a charlatan 

performing at a fun fair, announced the "most difficult and dangerous 

harpsichord music ever played" and explained, "I'm going to hold up my 

hands and the numbers that I will show will be, if the fluid passes, 

the number of strokes that Ben Vautier will play on the harpsichord" 

{fig. 15). He then held up seven fingers, commanding "Go!" while Vautier 

played - ding - ding - ding - ding - ding - ding - ding - seven single 

strokes which Filliou counted aloud. In order to prove the telepathic 

connection, "so you see there is no trick", Filliou then had an audience 

member show a number of fingers, and again Vautier was successful 

playing exactly five notes, proving the dangerous telepathic connection 

between both French artists. 

Similarly magical, Yoshimasa Wada's Harpsichord Piece presented 

yet another way of working with the instrument without playing music. 

Wada (who sat down to play) and the harpsichord were lifted (by Brecht, 

Filliou, Miller, Paik, Vautier, Watts) and slowly turned around 360 de

grees so they would end up in the position in which they had started. 

Bob Watts's Trace for Harpsichord (1975) was the first and only 

piece in which a large part of the audience could participate (fig. 16). The 

harpsichord was carried to the edge of the stage by Miller, Vautier and 

Wada. Then Watts, Paik, Brecht and Filliou joined in and began to throw 

ping pong balls into the audience, announcing "When the balls are 

all in the harpsichord the piece is finished!" The action was greeted 

with great enthusiasm and balls kept flying onto the stage, while 

the performers collected those that had not (and even some that had) 

reached the instrument and threw them back into the audience. 

The next performance, once more, took advantage of the 

instrument's light weight. In Brecht's Center (Harpsichord Realization 

by GeorgeMaciunas), a desk was set upon a basketball, the harpsichord 

placed on top of the desk {laying on its side) while the performers {Filliou, 

Miller, Vautier, Wada) slowly tried to reach an equilibrium {fig. 17). 



At one point the instrument slid, the lid swung open and single notes 

were heard along with the basketball's creaking. One audience 

member lost faith and declared, "It's not gonna work!", but finally Miller 

briefly let go of the instrument after which it was quickly put back into 

its normal position. 

Although Tomas Schmit was in the audience he did not take part 

in the performance of his Three Piano Pieces for George Maciunas No.1 

(1962) (fig. 18): 20 "the performer puts onto the great lid of the closed 

piano as many different objects as possible for example: a bottle, a type

writer, a hammer, a book, a hat, a broom, a radio, a suit-case, a young 

girl, a package of cigarettes, a machine gun, a coffee-pot, a shoe, a 

photo of Fidel Castro, etc. etc ...... ), until it is impossible to put anything 

more on it. - then he lifts the great lid." Miller, who performed the 

piece while standing on a ladder, stacked eight large cardboard boxes 

(the packaging of Paik's work in the exhibition) on top of the piano. 

After the ladder was carried away, he bowed and opened the lid. 

Miller's own piece 70° (1975) 21 subsequently showed how the 

harpsichord was passed through a large piece of cardboard, with 

the outline of the instrument in a 70 degree angle drawn onto it and 

afterwards cut out (fig. 19): "Basically [ ... ] I took a mathematical pro

jection of the 70° projection of the harpsichord, [ ... ] and then I would 

go behind the paper with a razor blade and cut that exact shape out. 

[ ... ] Then I would have [ ... ] two or three people [Vautier, Wada, Watts] 

take the harpsichord and hold it at a 70° angle and pass it through like 

an orthographic projection". 22 

Finally Nam June Paik performed his Piece for Professor Neumeyer, 

a brief description of the lessons that he had received from the 

renowned harpsichord player, pianist and musicologist Fritz Neumeyer. 

What he had learned from the virtuoso was not how to play with his 

hands, but the right position of the feet. However, "Fluxus did not want 

to sit like this, but sit like this", and Paik demonstrated the different 

positions with his shoes, to the delight of the audience. 

After this Miller, Vautier, Wada, Filliou carried the instrument 

off stage, along the way probably performing Brecht's WORD EVENT 

("• exit") that had been announced in the programme. 
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With the harpsichord the artists focused on a precursor of the piano 

that was under a lot of fire in twentieth century music and art. 23 This 

instrument, however, allowed not only new compositions specifically 

created for it to be performed, but of course also piano pieces. Besides, 

its physical qualities (its light weight) permitted actions to be taken into 

another dimension, surpassing at least some limitations of gravity. 

The concert was an inter-generational (including artists who joined 

Fluxus in the late 1960s) as well as an inter-continental meeting. 

The dramaturgy involved an alternation of short and longer pieces -

spanning a range from purist to playful, mysterious to absurd. The 

repertoire, although thematically (almost) always linked to the harp

sichord, featured the whole spectrum of Fluxus pieces: short event-like 

actions, installation-based environments, compositions applying 

chance strategies, prepared instruments, but also gags and slapstick, 

in line with Maciunas's concept of "art amusement". In its variety it 

shared some aspects with the earlier festivals with a great diversity of 

pieces, but it also demonstrated the way in which Fluxus, as well as 

its reception had developed over the preceding fourteen years. No scan

dal here (Fluxus - where is thy sting?), but amusement and a friendly 

reception on the side of the audience. 

THE FLUX-LABYRINTH 

Although the Flux-Labyrinth does not technically fall into the category 

of work that this publication is focusing on, it is interesting as the con

text to the Flux-Cembalo-Abend and as an environmental installation 

demanding full-body participation and "performances" of its visitors. 24 

In this way it was exemplary of the intermedial qualities of Fluxus and the 

boundary crossing between object and performance. According to 

Nicole de Armendi, author of an in-depth study of the labyrinth, "The 

uniqueness of Flux-Labyrinth lies in the fact that it has fused aspects 

of both Environments and Happenings, as well as the Fluxus event". 
25 

The Flux-Labyrinth was designed and installed by Maciunas and 

Miller with assistance from Joe Jones, Ay-0 and Robert Watts. 26 It was 

a collective work with compartments made by different artists that were 

linked by doors, the opening of which always constituted a challenge of 



its own. The labyrinth opened together with the exhibition, 27 in which 

Fluxus was featured since "George Maciunas, and thus Fluxus, played a 

most significant role in the short history of SoHo" .28 Originally intended 

as a Flux Maze for his New York gallery, according to Block, "it was 

not possible for the work to be realised in New York (the main reason is 

an open secret in SoHo: Maciunas is a more or less permanent fugitive 

from the police and Mafia organisations. The former are after him for 

the alleged 'crime' of creating co-ops to acquire buidings, the latter be

cause he has knocked the bottom out of quite a few deals for them)". 29 

For the Berlin presentation, Maciunas had reworked the original 

designs to adapt them to the space.30 Extensive documentation for the 

history of the Flux-Maze / Flux-Labyrinth can be found in Jon Hendrick's 

publications Fluxus Etc., Addenda II 31 and Fluxus Codex.32 In this text 

it is not feasible to dwell on the development of the different ideas in 

relation to this installation, but the aim is to describe the experience 

the visitors would have when entering the Flux-Labyrinth, in which their 

body and mind would be involved in solving different problems - and 

not just to find their way, as in a classical labyrinth situation. 

The Flux-Labyrinth was situated within the exhibition space, in 

the Akademie's large hall on the second floor and took up approxi

mately one hundred square metres with an inside parcours of circa sixty 

metres. It was a major attraction in the very well-visited exhibition, and 

people often had to stand in a line to get in (fig. 20). While waiting 

they could read the instructions above the door and find out if they 

were at all eligible to enter, which was not the case for: 

"1. Invalids 

2. people who are prone to accidents 

3. infirms 

4. people without casualty insurance 

5. people with peg legs 

6. people on roller skates 

7. women or men on high heels 

8. women with tight skirts 

9. run-away gorillas from the zoo 

10. idiots (not capable of finding out how the doors are to be opened) 
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11. drunks and people who had drank too much beer 

12. people that have to run to the toilets too frequently 

13. representatives of the building supervision or insurance companies 

14. people who do not like elephants".33 

Once they made it through a revolving door with handles on both 

sides (Maciunas/Miller), they had to pass through a corridor where orig

inally a fog, a spider web and a smell machine were to be installed 

(Robert Watts), but this was never realised. 34 Then after opening the 

next door a beach ball (Maciunas/Miller) almost hit them in the face, 

giving a brisk welcome and a taste of what was to follow (figs. 21-22). 

The next door swung open at 270 degrees allowing them to enter an 

aisle, running parallel to the one they had just passed through. Now 

their sense of balance and their general ability to walk was challenged 

in different situations (figs. 23-25): they had to climb unsteady steps 

made of foam rubber and covered with solid material, then walk onto 

a see-saw ("To prevent a sudden fall, the see-saw should be kept in 

that position with a counterweight [ ... ] as one slowly walks foreword, 

the see-saw will tip the other way bringing the walker back to floor 

level" 35
). The next steps brought them upwards again - this time the 

visitors had to walk in someone else's shoes, across various steps in 

the shape of slippers mounted on wooden posts above water, thus 

slowly approaching a rubber bridge held by springs. After crossing the 

bridge, three steps made of boxes filled with loose material (styro

foam balls, etc.) had to be traversed, leading to a slippery floor with 

glass marbles and (thanks to Miller, who was more concerned about 

the participants' safety than Maciunas had been) with handrails on the 

wall.36 If they had made it this far, visitors would next experience just 

the opposite: now the floor was sticky with "fly-catching glue on it", 37 

again hindering a quick passage and drawing attention to bodily func

tions that are usually taken for granted. 

After this physical challenge, in Nam June Paik's section a puzzle 

awaited solving (fig. 26): nothing was there except a piano and a locked 

door. Playing the instrument - for lack of an alternative - one would 

eventually find out that one of the keys could activate an electric door 

opener. But - the distance between piano and door was too far to play 



and open the door at the same time, so extraordinary physical abilities 

were necessary or the next visitor had to come along to help. 

Afterwards, in Ay-O's compartment, the labyrinth would almost 

devour its visitors/ victims, this time engaging the whole body in a 

passageway of vertical rubber tubes they had to surpass (figs. 27-29).38 

They then needed to squeeze through a slit of soft pink material: "In 

the case of Ay-0 it was rubber bands that you had to get through; Ay-0 

was very physical, [ ... ] and it was meant to look like a vagina. [ ... ] but 

there were two [ ... ] foam pieces and you had to [ ... ] squeeze through 

them like you're being born, and then once you were through that you 

were immediately into a maze of rubber bands, almost like the sperm 

trying to get to the egg".39 

When one had passed the horizontal rubber tubes (after display

ing contortionist qualities), one had to go through another very nar

row passageway made of bristle-brushes (being cleaned after birth?) 

and could now enter Joe Jones' s Musical Drum (fig. 30). This huge steel 

drum could be slowly moved up an incline by walking "like a hamster" .40 

In a radio interview from 1977 Maciunas described the musical aspects 

of the drum, in which "moo" and "meow" boxes had been installed. 

These were activated to make noise when the drum moved (and they 

were turned 180 degrees). 41 Once visitors had reached the end of the 

aisle, they could leave the drum, exiting to the left, where Larry Miller's 

section awaited them. "I made an actual dark labyrinth, 42 in which I 

built a maze, which was vertical. People had to crawl in. First of all [ ... ] 

they encountered a door with like twelve door knobs [ ... ] and so they 

had to find out [. .. ] and then the door opened not like a normal door, 

but from the middle and up [figs. 31-33]. So then they had to [ ... ] get 

down on their knees and crawl under and once the door slammed behind 

them they were in the dark. And then once they were in the dark they 

had to crawl through a literal maze of darkness, which was very sensual 

[ ... ] and then they would end by sliding down this smooth metal shoot. 

And [ ... ] so [ ... ] when they got out of my section they would slide down 

the shoot, trigger this flash bulb and they would see themselves like in 

a photo booth, they would get this flashed image of themselves". 43 

474 



475 

The last section again was by Ay-0 and again the visitors' bodies would 

be completely immersed in matter, this time balloons filled up the whole 

space and tempted many visitors to break them. Finally - the excre

ment, for which the Flux-Labyrinth became infamous, 44 made its grand 

debut. When visitors opened the last door of the labyrinth, they had 

to reach through a small door in search of a key - immersed in elephant 

faeces (figs. 34-35). 

The Flux-Labyrinth was very popular with the exhibition's audi

ence, but the experiences made were not always pleasant and not 

everyone was amused. The journey through the labyrinth challenged 

(almost) all senses of its visitors: they had to see, hear and touch in 

order to make it through. They had to endure small physical attacks, 

solve puzzles (by trial and error), balance their steps and overcome 

fear. It was an experience that could elicit fear, but also curiosity or 

even a sense of adventure. Some visitors had to deal with existential 

anxieties like claustrophobia and a fear of darkness. The visitors going 

through the labyrinth were consciously challenged by the artists, and 

safety or physical inviolability were not a top priority, at least not for 

Maciunas. The Fluxus "chairman" considered the installation to be "like 

a fun house" and sensitive souls were not his target audience: "Usually 

kids like our thing or just people that don't expect art!" 45 
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fig. 1 Ben Vautier performing his 

Curtain, 3 September 1976 

Figs. 2-3 George Mociunos, 

Harpsichord Aire, 3 September 

1976 
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Fig . 4 Ben Vautier, Yoshimasa 

Wada and others performing 

Vautier' s Keyboard Piece No. 1, 

3 September 1976 

Fig. 5 Larry Miller, Remote 

Music for Harpsichord, 3 Sep

tember 1976 



Fig. 6 Nam June Paik, Yoshi

masa Wada and others perform

ing Yosunao Tone's Harpsichord 

Music for George Maciunas, 3 Sep

tember 1976 

Fig . 7 Nam June Paik performing 

his Flux Sonata for Harpsichord, 

3 September 1976 

Fig. 8 Robert Watts, Spontaneous 

Music, 3 September 1976 

Fig. 9 Ben Vautier performing 

George Brecht's Sheet Music, 

3 September 1976 
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Fig. 12 Joe Jones performing 

his Harpsichord Music, 3 Septem

ber 1976 

Fig. 13 Larry Miller performing 

Annie Vautier's Music in Harpsi

chord, 3 September 1976 

Fig . 10 Larry Miller, Ben Vautier 

and Yoshimasa Wada (not visible) 

performing Georg e Maciunas 's 

Frogs Playing Harpsichord, 3 Sep

tember 1976 

Fig . 11 Ben Vautier, Robert Filliou, 

Robert Watts, Yoshimasa Wada, 

Nam June Paik and George 

Brecht performing Dick Higgins 's 

Constellation for Harpsichord, 

3 September 1976 



Fig .14 Ben Vautier performing 

his Harpsichord Piece for Blind 

Man, 3 September 1976 

Fig.15 Robert Filliou and Ben 

Vautier performing Filliou ' s 

Telepathic Music for Harpsichord 

Player, 3 September 1976 

Fig .16 George Brecht perform

ing Robert Wotts's Trace for 

Harpsichord, 3 September 1976 
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Fig . 17 Ben Vautier. Lorry Miller, 

Robert Filliou and Yoshimosa 

Wada performing George 

Brecht 's Center (Harpsichord 

Realization by George Maciunas), 

3 September 1976 

Fig . 18 Lorry Miller performing 

Tomas Schmit' s No.1 of Three 

Piano Pieces for George Maciunas, 

3 September 1976 

Fig . 19 Yashimoso Wada, Robert 

Watts, Lorry Miller and Ben 

Vautier performing Lorry Miller's 

70° , 3 September 1976 



Fig . 21 Flux-Labyrinth . The door 

which produces the su rprise 

event conceived by Maciunas 

and Miller awaits opening by the 

unsuspecting participant 

Fig. 20 Flux-Labyrinth entrance 

line. The first of hundreds of peo

ple who eventua lly went through 

the maze, waiting for George 

Maciunas to authorise their entry 

at an even rate 

Fig . 22 Flux-Labyrinth . When 

fully opening the door in a sec

tion conceived by Maciunas and 

Miller, the participant is suddenly 

surprised by a large inflated rub

ber ball (which is soft and safe) 

that swings down quickly on a 

pole at the person's head but is 

stopped, just in front of the door, 

by design, so as to only startle 

the participant - but not hit them 

Fig . 23 Flux-Labyrinth. A long, 

elaborate corr idor of the George 

Maciunas section included a 

rubber-covered foam stairway, 

ascending to a teeter-tottering , 

wooden -platform bridge, followed 

by a trompoline-like rubber bridge, 

then by a raised pathway for pre

cise foot-placement on shoe-sole 

sized platform steps wh ich crossed 

on area of water, a staircase of 

open bins filled with various tactile 

materials, a "rolling" floor area 

covered with loose marbles and 

a length of sticky flooring 
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FLUX LABYRINTH 

by Larry Miller 2007 /2012 

The large Flux Labyrinth constructed in 1976 at 

the Akademie der Kunste in Berlin as part of the 

comprehensive exhibition and performance program 

New York-Downtown Manhattan: Soho was a 

memorable grand-scale work that marked the par

ticular organizational genius of George Maciunas. 

Covering an area of approximately one hundred 

square meters, the Flux Labyrinth was a life-sized 

environment that provided those who entered a 

physical experience which Maciunas often referred 

t " t" " d "f t" 1· " F S o as concre ism an unc 1ona ism . rom ep-

tember 5 to October 17 of that year, thousands 

of participants made their way through the extensive 

maze of puzzling and obstacle-laden corridors. 

Based upon ideas by numerous Fluxus artists, the 

doors, walls and floors were altered to make passage 

very challenging. To cite a few examples - opening 

one door caused a large inflated ball on a stick to 

swing down, threatening a participant with a near 

strike to the head. By design, the ball stopped safely 

short. Then, as it swung back the other way the 

individual was able to proceed along the corridor. 

There was a slippery floor covered with marbles, 

and a sticky floor covered with tacky adhesive paper. 

Another door opened only by playing a specific key 

on the piano connected to it. 

The Flux Labyrinth has special significance in 

its scale, corresponding as a series of large cubicles 

as a ·parallel to the small scale Fluxus Box Editions 

that invited close-up physical participation by hand 

(and mental puzzling), and which were further as

sembled into groupings of boxes and products into 

briefcases containing a panoply of many artists' 

contributions. This "Flux-Box" concept, enlarged to 

the expanded form of a life-sized environmental, 

architectural maze - scaled for human passage - en

abled the participant to fully enter into the personal 

engagement that the boxes offered. Part fun-house 

and part game arcade, the Labyrinth fit within 

Maciunas's broader idea of Fluxus-Art Amusement. 

Maciunas spent months planning and adjust

ing the concepts of the contributing artists. We met 

several times in New York and Massachusetts to 

discuss possibilities, and Maciunas dispatched me 

to Berlin about two weeks ahead of his arrival in 

order to locate critical materials and begin essential 

fabrication of the fundamental elements. Diagrams, 

sketches and correspondence in several publications 

by the Gilbert and Lila Silverman Collection (now 

in Museum of Modern Art, NYC) document the reali

zation of the Labyrinth that Maciunas and I finally 

constructed. We built the Labyrinth over several 

weeks, especially with the help of Yoshimasa Wada 

and Joe Jones. In all, my recollection is that the 

physical construction took about one month in total. 

The label written by Maciunas and posted at 

the entrance to the Flux Labyrinth read: "Realized 

by George Maciunas and Larry Miller. With contribu

tions by Ay-0, George Brecht, Joe Jones, Yoshimasa 

Wada, Bob Watts and ... (assisted by museum per

sonnel)". It is important to note that the entirety of 

the Labyrinth was a cooperative concept and was 

intended to include sections by artists Ben Vautier, 

Geoffrey Hendricks and others. For various reasons, 

several of these intended works could not be real

ized at the time, such as those specified by artists 

Bob Watts and George Brecht. On the other hand, 

Nam June Paik's piano-activated section went 

un-credited on the entrance label, although it was 

identified by label within the structure, and was 

a stand-out section. 

After the exhibition, the original Berlin version 

was dismantled. In 1993, I was asked to reconstruct 

the Flux Labyrinth in full for the Walker Art Center's 

exhibition In the Spirit of Fluxus in Minneapolis. 

My updated version included the addition of 

concepts contributed by artists Geoffrey Hendricks 

and Alison Knowles, which were not realized in the 

1976 original. In 2003 Midori Yoshimoto arranged 

for yet another incarnation of the Labyrinth at a 

progressive exhibition space, "Art Interactive" (Al) 

in Cambridge, Massachusetts as part of the exhi

bition DO-IT-YOURSEF-FLUXUS. For this version, 

I drew up a plan to fit the space for an abbreviated 

"mini-labyrinth" that replicated nearly one-fourth of 

the 1976 installation. 

The selection of my photographs here docu

ments moments during the construction and opening 

of the Flux Labyrinth in Berlin at Akademie der 

Kunste, 1976. 
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Fig. 24 Flux-Labyrinth. Assist

ants conduct a test run through 

the rigors of the George Maciunas 

section . Ever the adventurous 

provocateur, Maciunas had not 

planned to install handrails, but 

was convinced by Miller that 

they were a practical necessity 

far safety 

Fig . 25 Flux-Labyrinth. In the 

George Maciunas section, which 

could almost be called his dis

guised idea of a gentle "gaunt

let " run, a participant carefully 

crosses the teeter-tottering , 

wooden-platform bridge before 

encounter ing the next physical 

challenge 



Fig. 26 Flux-Labyrinth . Encoun

tering a piano and doorway in 

the section by Nam June Paik , 

a participant realises he must find 

the single piano key that electri

cally releases a hidden door latch 

Fig . 27 Flux-Labyrinth . In the 

Ay-0 section (the Fluxus art-

ist perhaps most historically identi

fied with environmental obstacles 

that engaged audiences in a 

tactile manner) a participant 

squeezes through a small opening 

between two heavy folds al loam 

rubber with some difficulty, only 

to encounter latex tubes in further 

horizontal entanglements . This 

leads the traveler on to the vertical 

entonglements following the tight 

foam passageway, which is then 

followed by another squeeze 

through a narrow passageway of 

brush bristles 

Fig . 28 Flux-Labyrinth . In a 

complicated passageway of 

Ay-O's section, two gentlemen 

encounter the tactile difficulties 

in getting through the latex tube 

barriers that cha llenge their 

progress forward through the maze 

Fig . 29 Flux-Labyrinth . In finally 

exiting Ay-0' s section, one of the 

gent lemen p laced his trouble

some hat in a position to retrieve 

it alter successfully negotiating 

the exit through o narrow passage

way of brushes 
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Fig . 30 Flux-Labyrinth. At the 

end of Joe Jones's "rolling-wheel" 

section, two boys step out of the 

large metal, cylindrical wheel. 

Powered by participants entering 

the wheel and walking it forward 

(like trained animals do), the large 

wheel rolled slowly up a slightly 

inclined train track roil of about 

ten meters in length, leading to 

the next section. Gravity caused 

the wheel to slowly return to the 

beginning of the track and stop 

safely at its foam-podded begin

ning position 

Fig . 31 Flux-Labyrinth . Partici

pants confront the many door

knobs at the entry to Lorry Miller's 

"dork ", multi - leveled section of 

complex passageways 

Figs . 32-33 Flux-Labyrinth . At 

the entranceway to the Lorry 

Miller section, o boy discovers 

that only the bottom left-hand 

doorknob opens the door, which 

then pivoted horizontally in the 

middle. The participant then hod 

to crawl beneath the door, which 

then slammed shut, leaving the 

person in o dimly lit multi-leveled 

passageway to continue on 

to encounter further surprises 



Fig . 34 Flux-Labyrinth . George 

Maciunas, with Peter Moore in 

the foreground, shows his annoy

ance as he denies entrance to on 

awaiting crowd lined up at the 

Flux-Labyrinth entrance. The el

ephant dung meant for inclusion 

in the final door of the maze had 

been mysteriously taken away 

just before the exhibition opening . 

Along with Joe Jones and an in

terpreter, Miller had been sent by 

Maciunas to the local zoo on on 

"emergency mission" to collect and 

replace the elephant dung to its 

intended place in the labyrinth 's 

exit . This photo was token just 

before Mociunas was informed 

that the replacement had been 

obtained and the labyrinth could 

be opened 

Fig . 35 George Maciunas organ

ises the drying of elephant dung 

for the Flux-Labyrinth and other 

various animal dung collected 

for his Excreta Fluxorum Fluxus 

edition in the courtyard of the 

Akademie der Kunste 
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FLUXUS FESTIVAL - 3 DNI FLUX ZABAWY 

489 I CZWARTY W FLUX KLINICE 

POZNAN, 28 NOVEMBER - 1 DECEMBER 1977 

Petra Stegmann 

Although contact between Fluxus artists and Polish artists had been 

intense already in the early 1960s and it was one of George Maciunas's 

aims to take all Fluxus artists on extended tours through Eastern Europe, 

the first "official" Fluxus presentation took place only much later, in 

autumn 1977. The four-day festival - the last in the series of events 

covered in this publication - was arranged in Poznan, Galeria Akumula

tory 2, by conceptual artist Jaroslaw Kozlowski.1 

Before the 1977 event is described in greater detail, it is interesting 

to cast a glance back to the early 1960s when the first contact occurred 

between Fluxus and the Polish new music scene. Whereas, this much 

later Fluxus festival was organised by visual artists and marks the shift 

from the musical background of Fluxus into the realm of visual art. 

Initial personal contact between Maciunas and Polish composers 

dates back to 1962 when Maciunas met Jozef Patkowski, composer, 

founder and head of the Studio Eksperymentalne ('Experimental Studio') 

of Polskie Radio ('Polish Broadcasting') at the Internationale Ferien

kurse fur Neue Musik in Darmstadt. 2 Several years of correspondence 

and material exchange followed, leading to performances that included 

Fluxus compositions: "Your parcel arrived in good condition and I am 

really very grateful to you for all these recent Fluxus publications. 

Several people here are very interested in what you sent and intend to 

include some pieces in their concerts e.g. possibly your Music for Every

man, pieces by George Brecht, Christian Wolff, La Monte Young etc." 3 

Patkowski also passed Fluxus material on to Edison Denisov (Mos

cow) and Jira Kolar (Prague). Plans for Fluxus concerts in Warsaw were 

discussed between Maciunas and Patkowski, but despite the city's new 

music scene - it was home to the progressive music festival Warszawska 

Jesien ('Warsaw Autumn'), which had great influence on the entire cul

tural scene in Central and Eastern Europe - Patkowski saw little chance 



of success in organising a Fluxus concert in Warsaw. "Sorry, we cannot 

arrange an orchestral concert. It's at the very moment too hard to get a 

large orchestra, concert hall etc. for very new music". 4 In 1962 Maciunas 

had also established contact with Krzysztof Penderecki, whom he 

wanted to convince to become editor of Fluxus (at a time when it was 

still planned as a series of publications). The very busy composer saw 

limited options to support Fluxus: "That is pity that my busy life and the 

whole situation do not allow me to colabrate with You as the coeditor 

of Fluxus. Of course, I should like to do that, but only as the contributor. 

[ ... ] At last, if that would be possible, I can help you with the organisa

tion of eventualy plannig Festival in Poland" (sic). 5 

Although the hoped-for Fluxus concert in Poland never took place 

in the 1960s, individual compositions from the inner Fluxus circle were 

performed in Warsaw in the framework of the Experimental Studio's 

concert series Warsztat Muzyczny ('Musical Workshop'), and - to 

give an example - the concert programmes list two performances of 

La Monte Young's composition Poem for Chairs, Tables, Benches etc. 

(1960). 6 Eric Andersen, who had visited the city in 1964, also exchanged 

information with artists and musicians and performed in private circles.7 

Returning to the late 1970s, the event of interest here was - like 

the other Fluxus concerts in Eastern Europe - a unique occurrence, 

featuring an exceptional constellation: it was programmed by George 

Maciunas and performed by local performers. The festival is extraor

dinarily well documented by a large number of photos; an audio recording 

of around ninety minutes of the three and a half hour long Fluxus concert, 

Recital kwartetuflux, that took place on the 1st day (28November19n); 

and an impressive amount of performance relics especially of the Sporty 

i gry Flux (29 November 19n) and the Klinika Flux (30 November 19n) 

are held in Jaroslaw Kozlowski's archive. 

How did Fluxus reach Poznan, the fifth largest city in Poland, situ

ated halfway between Berlin and Warsaw and surprisingly the site of 

an impressive number of exhibitions and performances by international 

artists throughout the 1970s and 1980s? 

In January 1972 Andrzej Kostolowski and Jaroslaw Kozlowski sent 

out their manifesto SIEC (NET) to more than 300 artists and critics in 
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Poland and abroad and thus established a wealth of contacts, among 

them Fluxus artists and George Maciunas. The manifesto with its par

ticipative, anti-hierarchic, anti-centralistic, anti-authorial approach was 

in line with positions that many Fluxus artists shared: 

"NET 

-a NET is open and uncommercial 

-points of the NET are: private homes, studios and any other places, 

where art propositions are articulated 

-these propositions are presented to persons interested in them 

-propositions may be accompanied by editions in form of prints, tapes, 

slides, photographs, books, films, handbills, letters, manuscripts etc. 

-NET has no central point and any coordination 

-points of the NET can be anywhere 

-all points of the NET are in contact among themselves and exchange 

concepts, propositions, projects and other forms of articulation 

-the idea of NET is not new and in this moment it stops to be an au

thorized idea 

-NET can be arbitrarily developed and copied". 8 

The distribution of the manifesto led to an exceptionally fruit-

ful inter-artistic exchange. It became the basis for extensive activities 

from 1972 onwards in presenting international art within the framework 

of Galeria Akumulatory 2, which was founded by Kozfowski under the 

aegis of the students' organisation of the Art Academy, PWSSP.9 

The initiative to invite Fluxus to Poland was grounded in 

Kozfowski's feeling that the gallery's activities had reached a point of 

stagnation with its concentration on artistic positions that focused on 

intellectual discipline, stringency and a restraint in form. "It seemed to 

me necessary to get over this mindset and to broaden the field of expe

rience - and hence the Fluxus festival was organised" .10 In a letter from 

1 March 1977 Kozfowski proposed an exhibition in Poznan to Maciunas: 

"Herewith I am pleased to inform you that you are kindly invited to an 

exhibition of your/ Fluxus works and documents at our gallery [ ... ]. I hope 

very much you agree to my proposal and we will have the chance to 

show your important ideas here" .11 Maciunas agreed to the plans, but 

regretted not to be able to take on the journey for financial reasons. 



"I suggest that you do the whole show/ event yourselves", 12 he replied 

and suggested the programme 3 Flux Days of Fun and the Fourth Day 

in a Flux Clinic (later on translated into '3 Dni Flux zabawy i czwarty 

w Flux klinice'), with a detailed course of action for Kozlowski to organ

ise the festival himself. 

This programme was followed in Poznan insofar as it was possible. 

Maciunas's plan had foreseen Flux Films fib' Slides for the first day, the 

Flux Wind Quartet Recital for the second, Flux Sports and Games for the 

third and a Fluxclinic for the final performance. In Poznan however 

it was difficult to obtain an 8 mm film projector and therefore the film 

evening was postponed to the last day and activities began with the con

cert, Recital kwartetu flux. For this, Maciunas had proposed fourteen 

compositions by Ay-0, George Brecht, Dick Higgins, Joe Jones, himself, 

Ben Vautier and Robert Watts. According to his list, four performers 

in black suits or tails were needed, but since Kozlowski and his collea

gues/ friends (Andrzej Jur, Adam Kalinowski, Kinga Kozlowska and lwona 

Malinska) did not have formal suits, they decided to wear normal clothes.13 

RECITAL KWARTETU FLUX, 28 NOVEMBER 1977 

The principle of the festival was that the programme lasted three hours 

each day (from 4 p.m. until 7 p.m.), with visitors coming and going 

throughout. Performances were repeated various times.14 Compositions 

were performed according to the Flux Fest Kit 2 and Maciunas's 

instructions.15 According to the tape recording (covering nearly half of 

the concert} the programme started with George Brecht's DRIP MUSIC 

(DRIP EVENT) (1959-1962) 16 performed in Maciunas's FLUXVER

SION I.17 "First performer on a ladder pours water from a pitcher very 

slowly down into the bell of a french horn or tuba held in playing posi

tion by the second performer at floor level".18 The documentation shows 

lwona Malinska, sitting dangerously high up on a ladder pouring water 

from a white porcelain jug (decorated with flowers) into a trumpet held 

over a bowl by Andrzej Jur (figs. 1-3). 

Also listed on the programme were two variations of George 

Brecht's SYMPHONY NO. 3 (1964}. In FLUXVERSION II (in the water), 

which according to the tape was the first version presented, an "Equal 
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number of wind instrument-players seat themselves opposite each other. 

A large pan with water is placed between the two groups and a toy 

sail boat is placed on the water. Performers blow their wind instruments, 

preferably playing a popular tune, towards the sail of the sail boat 

pushing it to the opposing group which tries to blow it away from them

selves. Piece ends when boat reaches edge of the pan." 19 

This piece was performed by Kodowska, Kalinowski, Malinska 

and Jur, who were seated around a bowl with a paper boat in it - and 

obviously enjoyed the competition (fig. 9). FLUXVERSION I (on the floor) 

demanded that "Orchestra members sit down on the very forward edge 

of the chair and hold instruments in ready position. Upon signal from 

the conductor all players slide forward and fall off their chairs in unison 

and smoothly." 20 This version was performed by Kinga Kozlowska, whose 

instrument was needlework (following the Cagean conception that all 

sound produced can be music); Adam Kalinowski, who held an unidentifi

able object; lwona Malinska, with a trumpet; and Andrzej Jur, with a 

violin. The photos show them still sitting on their chairs but sliding towards 

the edge (fig. 4). 

The piece was followed by Ay-O's RAINBOW MUSIC NO. 2: 

"soap bubbles are blown by any instrument capable of doing it" .21 It was 

performed but is not readily identifiable in any of the photographs; 

on the audiotape, dark, deep sounds can be heard. 

According to Kozlowski one of the most popular pieces was 

George Brecht's CONCERT FOR CLARINET(1962) (Brecht's original 

score reads, "nearby"), which, in Poznan, was presented as "Koncert 

na Aet" ('Concert for Flute'). Maciunas's FLUXVERSION I describes 

a "Clarinet [. .. ] suspended by a string tied to its center so that it holds 

a horizontal position about 6 inches above perfomer's mouth. Per

former without using his hands should attempt to play a note[ ... ]" .22 

The performers in Poznan tried to reach the Aute that was hanging from 

the ceiling - they jumped and stretched upwards, and on the recording 

only an occasional short Aute sound can be heard (fig. 5). 

In Joe Jones' s Solo for Trumpet (in Maciunas' s words this piece is 

the "same as duet for brass") a "Rubber glove is placed over bell and 

tucked inside. Air is blown until glove emerges from bell and is inflated". 23 



In Poznan Andrzej Jur performed it, transforming the instrument into 

a mysterious and absurd looking object with fingers reaching out of 

its bell (fig. 6). His effort to blow up the glove can be heard on the 

audiotape, which recorded dark and unclear sounds. 

George Maciunas's Piece for Brass (1966) was performed by 

Jaroslaw Kozlowski: "some junk instrument [ ... ] is rubbed by a metal file or 

scraped like a pot with something that will make a screeching sound" .24 

Metallic sounds can be heard on the audiotape, making the Piece for 

Brass sound like a piece of brass (rubbed by a metal file). The work offers 

an illustration of Maciunas's concept of "concretism", taking the concrete 

material of which the instrument consists and making it audible (fig. 7). 25 

Ay-O's Rainbow Music No. I (Maciunas: "the non-musicians try 

to play a scale or some simple tune") 26 was not obviously documented 

in photographs. However, the audio recording presents the "musicians" 

trying to play simple and harmonious tunes, among them a popular 

melody of the eighteenth century (common to folk songs like the German 

"Hanschen Klein") on the harmonica, tunes on the violin and on the 

trumpet. The performance becomes more and more chaotic towards 

the end, bringing together the various instruments and ending in a wild 

burst of laughter (fig. 8). 

One "anonymous" composition, Rainbow Music No. 3, was added 

to the list, which otherwise followed Maciunas's instructions quite closely. 

On the audiotape some movement in the room can be heard, but no iden

tifiable instrument. Could this have been Kinga Kozlowska's improvisa

tion of continuous knitting - perhaps re-creating a rainbow with different 

coloured wool - which can be seen in many of the photographs {fig. 8)? 

Dick Higgins's Constellation No. 4 is also not identifiable in the 

available photographs, but was performed. According to Flux Fest Kit 2, 

"The sound is to have a clearly-defined percussive attack and decay 

(such as produced by plucking strings, hitting gongs, bells, helmets, tubs 

etc.). Each performer produces his sound once, efficiently and almost 

simultaneously with the other performers' sounds". 27 On the recording, 

short sounds made with a number of instruments can be heard, but, 

contrary to usual performances of Higgins's Constellations, the perform

ance stretches over a longer period of time and ends again in laughter. 
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Other pieces performed during the afternoon were two variations of 

George Brecht's CONCERT FOR ORCHESTRA with the score "ex

changing" (in Maciunas's FLUXVERSION I the performers exchanged 

instruments, and FLUXVERSION II had them exchange their scores). 28 

Neither the audiotape nor the photographs seem to have document

ed these pieces. Suggested, but not performed were Robert Watts's 

F/H TRACE (1963), to be performed with a French horn filled with rice 

and emptied on stage while bowing, and Ben Vautier's Piece for Wind. 

SPORTY I GRY FLUX, 29 NOVEMBER 1977 

On the next day the festival continued with Flux Sports, which, due 

to heavy rain, was scarcely attended. 29 In his letter, Maciunas had 

proposed a variety of "Flux" sports including: ping pong (with altered 

rackets covered with lead, a racket with a hole in the middle, so 

that the ping pong ball would pass through it, a "fakir" racket with 

nails protruding through the paddle, a very large racket, etc.); foot

ball (to be played on stilts using ping pong balls, etc.); a swing joust; 

skiing (with two long boards used as skis for six people); and other 

sports. In Galeria Akumulatory 2 not all of the suggestions could be 

realised, but performers (dressed up in sporting attire) played ping 

pong (using rackets with holes, a very long racket and a very small 

racket), cycled while sitting on a ball instead of a saddle, and played 

soccer while sitting in their chairs (figs. 10-14). 

KLINIKA FLUX, 30 NOVEMBER 1977 

Although the event announced the "Fourth Day in a Flux Clinic" in its 

title, the clinic held its consultation hours on the third day, 30 Novem

ber 1977 (figs. 15-24). The clinic was not originally a Fluxus event, 

but an action by the Japanese performance group Hi Red Center (Jiro 

T akamatsu, Genpei Akasegawa, Natsuyuki Nakanishi) active in 1963 

and 1964. The work's original name was Shelter Plan (1964), which was 

later presented as Fluxclinic in New York with its first performance 

in the Waldorf Astoria Hotel in June 1966. In Galeria Akumulatory 2 the 

performers used the instruction sheets sent by Maciunas as a model. 

The scores were also explained in Flux Fest Kit 2: 
11 

An area is set up as a 



clinic where various measurments are taken by white coated attendants 

of each visitor such as: head volume, mouth, palm, between fingers 

or pocket capacity; shoe and foot difference, extended tongue length, 

inflated cheek width, hair strength, forefinger punch strength, vision 

above forehead, X-ray vision, saliva or tear production, kick strength, 

hand grip strength {crushing egg, fruit etc.), temperature inside shoe, 

pocket; distance to blow out candle, number of hairs in nostril, weight 

of pocket fuzz, weight with one foot off the scale, maximum and mini

mum kick or step, blind finger aim, breathing speed, maximum drinking 

capacity, pulse rate before and after excitation, vision with wrong 

spectacles, smell sensitivity, pain sensitivity, electrical conductivity, 

stomach elasticity, capacity to shrink or expand, etc." (sic).30 

The required equipment included "scales, rulers, thermometers, 

graduated cylinders, chronometer, volt meter, spring scale, various 

spectacles, candle, fruit, polistyrene [sic] foam board, spices, etc." 31 

On this afternoon there was a clear distinction between perform

ers (the "attendants" of the clinic wearing white lab coats and occasion

ally spectacles) and the audience or rather "patients". Many different 

measurements and tests were carried out. The temperature inside 

patients' boots was taken, the size of noses measured, the content of 

the ears and nose as well as under the fingernails examined, brain pres

sure measured, the weight of one leg recorded and the distance be

tween patient and the wall determined. The results were written down 

on sheets of paper,32 and prescriptions on "how to survive these bad 

results" were given out. These prescriptions included suggestions such 

as "fresh air, sports, more meat or less meat, more greens or less greens, 

more social contacts and so on and so on". 33 The numerous photos show 

the attendants and patients engaged in playful and intimate situations, 

forgoing by far the normal distance between grown individuals and 

exploring their physicality. According to Kozlowski this was the reason 

that some of the visitors were afraid, but also "it was a chain of differ

ent ideas and different concepts how to treat people. How to play with 

their bodies. And how our bodies eventually are engaged in this dia

logue in these relations". 34 
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FILMY FLUX, 1 DECEMBER 1977 

On the last day of the festival, 1 December 1977, the "Flux Films & Slides" 

were finally presented: 8 mm film loops "that can be shown for as long 

as you wish". 35 The programme consisted of films by Maciunas (Artype, 

1966), Yoko Ono (No. 4, 1966), Paul Sharits (Sears Catalogue, 1965), 

an anonymous film ("slow motion eyeblink") and Nam June Paik (Zen for 

Film, 1962-1964). Additionally, Maciunas proposed the presentation of 

slides that needed to be especially prepared: "inside one you should put 

a live cockroach, which is rather difficult but I have done it with pa

tience. I find that cockroach can withstand the heat very nicely. Then 

you project the slide with cockroach for as long as you wish. It will 

become very active from the heat and run around, enlarged to looklike 

a dragonon the wall. Another silde should be hollow and waterproof, you 

pour water in it and then add something like Aiko seizer or any anti 

acit powder that will bubble" (sic). 36 

Since a major focus for Galeria Akumulatory 2 had been organis

ing and running the 8 mm projector, there had been no time to prepare 

the special slides. 

The festival, with its approximately forty to fifty visitors, was 

neither a typical Fluxus situation (its three-hour timeframe and repeating 

programme adapted Fluxus to the presentational space of visual art -

the gallery - making the festival closer to an exhibition or installation 

than an actual "concert" event) nor was it a very public reception 

since the audience consisted largely of the "usual suspects" - students 

and colleagues of the art academy. In spite of the outstanding docu

mentation, there was no greater public or any press (in fact, in the 

whole of Galeria Akumulatory 2's nineteen years it received only two 

press reviews - both negative). Although the public outreach was 

minimal, the effect this experimentation had on its participants was 

just the opposite. 

After the concert KozJowski sent Maciunas extensive documen

tation: nearly 60 photos, an audiotape and a letter. "In my feeling (and 

it is not only my opinion!!!) it has been a wonderful and important 

achievement for us, the gallery and gallery's audience. We have per

formed all events according to your indications and after ideas described 



in papers you sent [ ... ]. Generally speaking it was for us a great, splen

did and truly important experience - both in the sense of art and in the 

sense of so called life, that is as our human, existential experience" (sic).
37 

Koztowski's appreciation of Fluxus as an opportunity to gain 

a specific experience and broaden his practice was also true for his 

colleagues, especially Vytautas Landsbergis and Tamas St.Turbo 

(Szentj6by), who had organised Fluxus concerts in Vilnius and Budapest 

respectively. Fluxus was for them (and at least for some of their audi

ence and co-performers) a mind-expanding activity which helped to 

break open limits of artistic practice, to set free humour and absurdity, 

to experiment with the energy of laughter. However, Fluxus was not 

a point of continuous identification as none of these artists considered 

themselves to be a part of the Fluxus network. But as Kozlowski stated, 

"It gave me another space of freedom, it gave me another sense of 

humour, [. .. ] from this very point I was much more conscious about the 

power of laugh, of irony, of paradox. Before, I was interested in para

doxes in logics, for example, but in a very scientific or logical sense, 

rational sense. Since Fluxus, it became another frame, another dimen

sion, which was very important" (sic).38 
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Potkowski held the lecture 'New 
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examples by Krzysztof Penderecki, 
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and from the Experimental Studio) . 
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and Jozef Potkowski from Jozef 

Patkowski interview with Petro 

Stegmann, Warsaw, 29 June 1998. 

3 

Jozef Patkowsk i in letter ta 

George Maciunas, 9 February 

1965, original letter in The 

G ilbert and Lila Silverman Fluxus 

Collection Gilt , Museum 

of Modern Art, New York . 

4 

Ibid . 

5 

Krzystal Penderecki in letter ta 

George Maciunos, 3 Septem

ber 1962, copy in Archiv Sohm, 

Stootsgolerie Stuttgart. 

6 

The two performances were held 

an 21 December 1963 and 19 Sep

tember 1964. In the programmes 

the composition is merely called 

Poem . John Tilbury, who was in 

Warsaw at that time, confirmed 

that the work was Poem for Chairs, 

Tables, Benches, etc., John Ti lbury 

in email to Petro Stegmann, 17 

Moy 2007. 

7 

Eric Andersen , 'The East Fluxus 

Tour', in Fluxus East (see note 1), 

pp. 53-62 . 

8 

Jaros!aw Kozlowski and Andrzej 

Kostolowski, NET and SIE(/ NET / , 

repr. in Fluxus East (see note 

1), p . 113. Following the moiling 

of the manifesto Kozlowski and 

Kastolowski received letters and 

works from around the world, 

which lead to the first presenta 

tion of the material in Kozlowski's 

apartment . This presentation 

ended with the confiscat ion of 

the material by the police the 

same evening . See Joromir 

Jedl inski, 'Rozmowy o sztuce (VI) -

Z Joroslawem Kozlowskim roz

mowio Joromir Jedlinski ' , Odra, 

9 (1997), p. 91 . 

9 

PWSSP stands for Panstwowo 

Wyisza Szkolo Sztuk Pi~knych 

{'State Academy of Fine Arts') . 

10 

"W pewnym momencie wokol galerii 

powstalo otmosfera celebrocji 

pewnych postaw i specyficznych 

form wyrozu tych postow, zwiQzo 

nych ze szczeg6lnQ dyscyplinQ 

intelektuolnQ i powsciQgliwokiQ 

14 

Although there is a programme, 

the pieces actually performed 

do not seem to be in complete 

accordance with it. For example, 

the programme does not list 

George Brecht's DRIP MUSIC 

(DRIP EVENT) , but it was defi

nitely performed and Robert Watts' s 

F/ H TRACE and Ben Voutier's 

Piece for Wind ore mentioned, but 

there is no trace of them in the 

photos or on the audiotape . 

15 

Flux Fest Kit 2 (1970), Fluxus 

publication, repr. in Jon Hendricks, 

Fluxus Etc. The Gilbert and Lila 

Silverman Collection (Bloomfield 

Hills : Cronbrook Museum of Art , 

1982), p . 285 . 

16 

The original score reads, "For a 

single or multiple performance. 

A source of dripping water and 

on empty vessel ore arranged so 

that the water lolls into the vessel. 

Second version : Dripping"·. 

17 

formy . Wydowala mi si~ koniecznie "Fluxversions, mean they ore my 

rozbic ten poglQd posze rzyi: pole versions", Mociunos (see note 12) . 

doswiodczen i stQd festiwal Fluxu

su", Grzegarz Dziamski , 'Galerio 

Akumu latory 2 (z Joroslawem 

Koz!owskim rozmowia Grzegorz 

Dz iamski)', in Zeszyty artystyczne 

PWSSP, 1991 , p . 15. 

11 

Joros!ow Kozlowski in letter 

to George Maciunas, 1 Morch 

1977, original letter in Archiv 

Sohm, Stootsgolerie Stuttgart. 

12 

George Mociunos in .letter ta 

Joroslaw Kozlowski, 22 March 

1977, orig inal letter in the 

Silverman Collection, MoMA. 

13 

Joroslow Kozlowski in interview 

with Petra Stegmann, Poznan, 

11 June 2012 . 

18 

Flux Fest Kit 2 (see note 15). 

19 

Score printed in ibid . 

20 

Score printed in ibid . 

21 

Maciunos (see note 12) . In Flux 

Fest Kit 2 (see note 15), this 

composition is described differ

ently as "A totally inexperienced 

orchestra plays a 7 note major 

scale or a popular tune on various 

instruments ." 

22 

Flux Fest Kit 2 (see note 15). 

23 

Ibid . 
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Mociunos (see note 12). 

25 

Cf. George Mociunos, 'Neo

Dado in Music, Theater, Poetry, 

Art', quoted in Ubi Fluxus ibi 

motus i990- 1962, ed. by Achi lle 

Bonito Olivo, exh . cot. (Mi lano: 

Mazzotta, 1990), pp. 214-216. 

26 
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27 
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28 

Ib id. 

29 

Kozlowski (see note 13). 
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31 
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32 

The Fluxclinic records mode in 

1977 ore held today in the archive 

of Joroslow Kozlowski, Poznan. 

33 

Kozlowski (see note 13). 

34 

Ibid . 

35 
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36 

Ibid . 

37 

Joroslow Kozlowski in letter to 

George Mociunos, 6 Janu

ary 1978, copy in Archiv Sohm, 

Stootsgolerie Stuttgart. 

38 

Joroslow Kozlowski in interview 

with Petro Stegmann, Poznan, 

23 September 2006. 
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Figs. 1-3 lwono Malinska and 

Andrzej Jur performing George 

Brecht's DRIP MUSIC (DRIP 

EVENT), 28 November 1977 



Fig . 4 Andrzej Jur , lwona 

Malinska , Adam Kalinowski and 

Kinga Kozlowska performing 

George Brecht's SYMPHONY 

NO. 3, according to George 

Maciunas's FLUXVERSION I, 

28 November 1977 

Fig . 5 lwona Malinska perform

ing "Koncert no Aet" ('Concert 

far Flute'), a variation of George 

Brecht's/ George Maciunas' s 

CONCERT FOR CLARINET, 

FLUXVERSION I, 28 November 

1977 

Fig . 6 Andrzej Jur performing 

Jae Jones's Solo for Trumpet, 

28 November 1977 
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Fig. 7 Jaroslaw Kozlowski perform

ing George Maciunas's Piece 

for Brass, 28 November 1977 

Fig . 8 Kinga Kozlowska probably 

performing the anonymous 

composition Rainbow Music No. 3, 

28 November 1977 

Fig . 9 Performance of George 

Brecht's / George Maciunas' s 

SYMPHONY 3, FLUXVERSION 2, 

28 November 1977 



Fig. 10 Kinga Kozlowska, lwona 

Malinska and Adorn Kalinowski 

performing George Maciunas ' s 

Flux Ping Pong, 29 November 

1977 

Fig . 11 Kinga Kazlowska and 

Andrzej Jur performing George 

Maciunas' s Flux Ping Pong, 

29 November 1977 
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Fig. 12 Joroslow Kozlowski 

performing George Mociunos' s 

Biking, 29 November 1977 

Fig . 13 Andrzej Jur performing 

George Mociunos' s Soccer, 

29 November 1977 

Fig . 14 Kingo Kozlowsko with 

weights during performance of 

Flux Sports, 29 November 1977 



+FUJI WR 

Fig. 15 Andrzej Jur and Kinga 

Kaz!owska performing 

Hi Red Center's Fluxclinic, 

30 November 1977 

Fig . 16 Kinga Kozlowska and 

Adam Kalinowski performing 

Hi Red Center's Fluxclinic, 

30 November 1977 

Fig .17 Performance of 

Hi Red Center's Fluxclinic, 

30 November 1977 

Fig . 18 Andrzej Jur, Kinga 

Kaz!owska, Adam Kalinowski 

and Bogdan Perzyr\ski performing 

Hi Red Center's Fluxclinic, 

30 November 1977 
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Fig. 19 Andrzej Jur, unknown 

performer, Alicja K~pinska, lwona 

Malinska, Kinga Kazlowska and 

others performing Hi Red Center's 

Fluxclinic, 30 November 1977 

Fig. 20 Andrzej Popiak and 

lwona Malinsko performing 

Hi Red Cen ter's Fluxclinic, 

30 November 1977 



Fig . 21 Andrzej Popick in per

formance of Hi Red Center's 

Fluxclinic , 30 November 1977 

Fig . 22 Kinga Koz!owska, Andrzej 

Jur and lwona Malinska perform

ing Hi Red Center's Fluxclinic, 

30 November 1977 

Fig . 23 lwona Malinska in per

formance of Hi Red Center's 

Fluxclinic, 30 November 1977 
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Fig . 24 Alicjo K\'pinsko, lwono 

Molinsko and others performing 

Hi Red Center's Fluxclinic, 

30 November 1977 

Fig . 25 Andrzej Jur and Kingo 

Kozlowsko preparing for the Flux 

Film evening, 1 December 1977 



CHRONOLOGY OF EUROPEAN FLUXUS 

FESTIVALS 1962-1977 

KLEINES SOMMERFEST: (w) Terry Riley : Rothers (Koln: Konig, 1988), 

APRES JOHN CAGE EAR PIECE ("Eor Music") pp. 206-208 

Wuppertal , Galerie ( • ) audience Ina Conzen, 'Vom Manager 

Parnass, 9 June 1962 (o) audiotape der Avantgarde zum Fluxus-

dirigenten: George Maciunas 
(w) Dick Higgins : in Deutschland', in Eine lange 

HOST: Rolf Ji:ihrling Constellation No. 2 Geschichte mit vie/en Knoten; Fluxus 

ARTISTIC ORGANISERS : George ( o) audiotape in Deutsch/and, 1962-1994, ed. by 

Maciunas, Nam June Paik, Rene Block and Gabriele Knapstein 

Benjamin Patterson (w) Jed Curtis : (Stuttgart: lnstitut fur Auslandsbe-

PERFORMERS: (Arthus) Carlheinz Tribute [to the greatest com- ziehungen, 1995), pp. 18-31 

Caspari, Jed Curtis, George poser alive in Germany] Owen F. Smith, Fluxus: The 

Maciunas, Nam June Paik, ("Tribut Ian groBten lebenden History of an Attitude (San Diego: 

Benjamin Patterson, William Kamponisten in Deutsch- San Diego State University Press, 

Pearson, Terry Ri ley, Tomas land]") 1998), pp. 59-62 

Schmit ( •) Jed Curtis Thomas Ke llein, Der Traum 
( o) audiotape von Fluxus. George Maciunas. 

(w) work/ performed piece Eine Kiinstlerbiografie . (Koln : Konig, 
( •) performed by DOCUMENTATION 2007), pp. 61-63 
( o) 

documentation PRlNTS: Invitation card, programme COMPILED BY HENAR RIVIERE Rios 

PHOTOGRAPHS: Rolf Ji:ihrling 

AUDIO: Audiotape Kleines 
(w) Benjamin Patterson : Duo - Sommerfest: Apres John Cage NEO-DADA IN DER MUSIK 

1961 for Voice and a String FILM INTERVIEW: Benjamin Dusseldorf, Kammer-

Instrument ("Dua" 1961) Patterson spiele Dusseldorf , 
( • ) Benjamin Patterson, AUDIO INTERVIEW: Jed Curtis 16 June 1962 

William Pearson LITERATURE: Treffpunkt Parnass 
(o) photos: Rolf Jahrling; audio- Wuppertal: i949-1965, ed. by Bil l 

tape Baltzer and Alfons W . Biermann HOST: Hansjorg Utzerath 

(Koln: Rheinland Verlag, 1980), ARTISTIC ORGANISERS : George 
(w) Benjamin Patterson: pp. 192-197 Maciunas, Nam June Paik 

VARIATIONS FOR Jon Hendricks, 'Fluxus: Kleines PERFORMERS: Heine von Alemann, 

DOUBLE-BASS ("Variation Sommerfest /Nee-Dada in der (Arthus) Carlheinz Caspari, Jed 

fur KontrabaB") Musik / Fluxus Internationale Fest- Curtis, Jurgen Fl imm, George 
(•) Benjamin Patterson spiele Neuester Musik/ Festum Maciunas, Nam June Paik, 
(o) photos: Rolf Jahrling; audio- Fluxorum Fluxus. Wuppertal, Wies- Benjamin Patterson, Heiner 

tape baden, Dusseldorf 1962-63', Reddemann, Tomas Schmit, Wolf 

in Stationen der Moderne. Die be- Vastell and others 
(w) George Maciunas: IN deutenden Kunstaustellungen des 

MEMORIAM TO ADRIANO 20. ]ahrhunderts in Deutsch land, ed . (w) work/performed piece 

OLIVETTI (VERSION 4) by Michael Bolle and Eva Zuchner, ( •) performed by 

("Homage to Adriano exh . cat. (Berlin: Berlinische ( o) documentation 

Olivetti ") Galerie, 1988),pp. 493-517 
(•) George Maciunas, Jon Hendricks, 'Fluxus 

Carlheinz Caspari, Nam Version A, Wiesbaden 1962', (w) Nam June Paik: 

June Paik, Benjamin in Stationen der Moderne. Die One for Violin Solo 

Patterson, Tom as Schmit bedeutenden Kunstaustellungen des ( • ) Nam June Paik 
( o ) photos : Rolf Ji:ihrling; audio- 20. ]ahrhunderts in Deutsch/and. (o) photos: Manfred Leve, 

tape [Kommentarband], ed. by Eberhard George Maciumas 

51 0 



(w) George Brecht : (w) Norn June Paik: from gpf, 'Tonband, Leiche und ein 

WORD EVENT uBagatelles amiricaines" Stuck von SWcklen . Name [sic) 

511 
( o) photos : Manfred Leve, ( • ) Carlheinz Caspari, Nam June June Paik' s Nee-Dada in der 

George Maciunas Paik, Tomas Schmit, Jurgen Musik ' , Der Mittag, 22 June 1962 

Flimm (?) Gunter Schab, 'Zu viel 
(w) Nam June Paik : Klamauk mit Nee-Dada. Frische 

Sonata quasi una fantasia (w) Benjamin Patterson : PAPER Eier und June Paik in den Kam-
(>) Nam June Paik PIECE ("Paper Music") merspielen', Neue Ruhr Zeitung, 
( o) photos : Manfred Leve, ( • ) Jurgen Flimm 19 June 1962 

George Maciunas LITERATURE : Jon Hendr icks, 
(w) Benjamin Patterson : 'Fluxus : Kleines Sommerfest/ 

(w) Nam June Paik : A version of SEPTET FROM Nee-Dada in der Musik / Fluxus 

DO IT YOURSELF Antworten "LEMONS" ("Disturbance Internationale Festspiele Neuster 

an La Monte Young ("Read from 'Lemons'") Musik/Festum Fluxorum Fluxus. 

music 'do it yourself' - Ant- ( • ) Benjamin Patterson Wuppertal. Wiesbaden, Dussel-

worten an La Monte Young") dorf 1962-63', in Stationen der 
( • ) Carlheinz Caspari (w) Dieter Schnebel: Visible Moderne. Die bedeutenden Kunst-
( o) photos : Manfred Leve, music II: Zeitbilder, "Solo fur austellungen des 20. Jahrhunderts 

George Maciunas einen Dirigenten", later in Deutsch/and, ed. by Michael 

renamed as Nostalgie, "Solo Balle and Eva Zuchner, exh. cat. 

SIMULTANEOUS PER- fur einen Dirigenten" ("Visible (Berlin: Berlinische Galerie, 1988), 

FORMANCES: 'COMPO- Composition for Conductor") pp. 493-517 

SITION ANONYME' ( • ) Heiner Reddemann Ina Conzen, 'Varn Manager 

der Avantgarde zum Fluxus-
(w) Sylvano Bussotti : (w) Wolf Vostell : dirigenten : George Maciunas in 

Piece for Nam June Paik Kleenex ("'Kleenex' decoll/ Deutschland ', in Eine lange 

("Paik Piece 62") age") Geschichte mit vie/en Knoten. Fluxus 
( • ) Wolf Vostell with spontane- in Deutsch/and, 1962-1994, ed . 

(w) Jed Curtis : ous contributions by other by Rene Block and Gabriele 

Saint Anthony's Blues performers Knapstein (Stuttgart : lnstitut fur 
(>) Jed Curtis Auslandsbeziehungen, 1995), 

(w) La Monte Young : Arabic Nu- pp. 18-31 
(w) Dick Higgins: meral (Any Integer) to H[enry) Owen F. Smith, Fluxus: The 

"Danger Music" F[lynt] ("For Flynt 566") History of an Attitude (San Diego: 
( • ) Nam June Paik San Diego State University Press, 

(w) Dick Higgins: 1998), p . 63-64 

Structure 1961 ("Structure") (w) La Monte Young : Death Susanne Rennert , '"On sun-

Chant ("Chant of Dead") ny days, count the waves of the 
(w) Toshi lchiyanagi : Rh ine, on windy days, count the 

Violin Piece (w) Nam June Paik: waves of the Rhine ." Nam June 

Smile Gently or Etude Plato- Paiks fruhe Jahre im Rheinland 
(w) Jackson Mac Low: nique No.5 (1958 - 1963)' , in sediment- Mit-

possibly an Asymmetry ( • ) Nam June Paik teilungen zur Geschichte des Kunst-

("Poem") handels, 9, ed . by Zentralarchiv 

DOCUMENTATION des internationalen Kunsthandels 
(w) George Maciunas: PRINTS: Programme e.V. ZADIK (Koln and Nurnberg : 

Piano Composition 110. 11 for PHOTOGRAPHS: Manfred Leve, Verlag fur moderne Kunst, 2005), 

Nam June Paik George Maciunas pp. 9-26 (pp 16-18) 
( • ) George Maciunas, Heine FILM INTERVIEWS: Mercedes Thomas Kellein, Der Traum 

van Alemonn Guardado (Vostell), Benjamin von Fluxus. George Maciunas. 

Patterson, Dieter Schnebel Eine Kunstlerbiografie (Koln: Konig, 
(w) George Maciunas : PR.ESS : H. K. P., 'Neo-Dodo mit 2007) , pp. 62-63 

Piano Composition 110.12 for RausschmeiBer . Mitternachtsspuk COMPILED BY HENAR RIVIERE Rios 

Nam June Paik mil Kraftakt in den Kammerspie-
( • ) George Maciunas, Heine len', Dusseldorfer Stadt-Nachrich-

von Alemann, others ten, 19 June 1962 



SNEAK PREVIEW: (w) Allan Kaprow: Stockroom FLUXUS - INTER-
FLUXUS, HAPPENINGS, NATIONALE FESTSPIELE 
ENVIRONMENTS, (w) Takehisa Kosugi: MICRO 1 NEUESTER MUSIK 

512 POEMES, DANSES, Wiesbaden, Stadtisches 
COMPOSITIONS (w) Charles MacDermed: Museum Wiesbaden, 
Paris, Galerie Girardon, Dance not for Dancers Horsaal, 1-23 Septem-
3 July 1962 ber1962 

(w) George Maciunas: 

SOLO FOR LIPS & 

HOST: Ursula Girardon TONGUE ("Solo for Lips HOST: Clemens Weiler 

ARTISTIC ORGANISERS: Robert and Microphone") ARTISTIC ORGANISER: George 

Filliou, Benjamin Patterson Maciunas 

PERFORMERS : Robert Filliou, (w) Jackson Mac Low: LETTERS PERFORMERS: Michael von Bie l, 

Benjamin Patterson FOR IRIS NUMBERS FOR Jed Curtis, Mercedes Guardado 

SILENCE (Vostell), Dick Higgins, Alison 
(w) work/ performed piece Knowles, George Maciunas, Nam 
(•) performed by (w) Richard Maxfield: June Paik, Benjamin Patterson, 
(o) 

documentation Pastoral Symphony Wolf Vostell, Karl-Erik Welin, 
( • ) tape Emmett Williams and others 

(w) 
George Brecht : COMB 

(w) 
Richard Maxfield: 

(w) work/ performed piece 

MUSIC (COMB EVENT) Night Music ( • ) performed by 

(•) tape 
( o ) documentation 

(w) George Brecht : DRIP 

MUSIC (DRIP EVENT) 
(w) Simone Forti (Morris): 

DANCE CONSTRUCTION FIRST CONCERT: 
(w) Joseph Byrd : 1 SEPTEMBER 1962, 

Piece for Richard Maxfield 
(w) Benjamin Patterson: 2:30 PM. 

PAPER PIECE 
(w) Jahn Cage: Music for ( • ) Robert Filliou, Benjamin (w) Boguslaw Schaeffer: Model/ I, 

'The Marrying Maiden 
, 

Patterson and audience and/ or II, and/ or III 

( • ) tape ( •) Karl-Erik Welin 
(w) Benjamin Patterson: VARIA-

(w) Walter de Maria : Boxes TIO NS FOR DOUBLE-BASS 
(w) Terry Jennings: 

("Variations for Contrabass") Piano Pieces ("Klavier 
(w) Walter de Maria : Signs ( • ) Benjamin Patterson Stucke") 

( • ) Karl-Erik Welin 
(w) Robert Filliou : Le Voyage de la (w) Yasunao Tone: Costumes 

Galerie Ugitime 
(w) Earle Brown : from FOLIO 

(') Robert Filliou (w) La Monte Young: (') Karl-Erik Welin 

Composition 1960 #4 

(w) Robert Filliau: An Auction 
(w) Sylvano Bussotti : 

(•) Robert Filliou (w) T oru Takemitsu: Water Music Five Piano Pieces for David 

Tudor (scheduled for the 
(w) Dick Higgins : DOCUMENTATION fourth concert as "5 Klavier 

Requiem for March 17, i848 PRINTS: Invitation by Robert Stucke fur David Tudor") 

Filliou and Benjamin Patterson, (•) Karl-Erik Welin 
(w) Dick Higgins: Symphony No. 3 printed with handwritten ( o ) photo: George Maciunas 

comment 

(w) Dick Higgins : FILM INTBRVlEW: Benjamin (w) Lars Johan Werle: 

Constellation No. 4 Patterson Griller - grajisk komposition 

LITERATURE: Fluxus en France, ed. fiir pianist (schedu led for the 
(w) Tashi lchiyanagi : by Bertrand Clavez (Paris: Cah- third concert as "Gri ller und 

Music for Piano No. 7 iers du Centre Pierre Francastel, piano piece") 

2005) ( • ) Karl-Erik Welin 
(w) Toshi lchiyanagi: Stanzas COMPILED BY PETRA STEGMANN 



(w) La Monte Young : Piano Piece (w) George Brecht: 3 PIANO (w) Griffith Rose: Second 

for David Tudor #1 ("Piano PIECES (scheduled for the Ennead of Piano Pieces (sched-

513 
Piece for David Tudor #2") first concert as "Drei Klavier uled for the first concert 

( • ) Karl-Erik Welin S!Ucke") as "2 . Ennead") 
( o ) photo: George Maciunas 

(w) La Monte Young : Arabic (w) Dick Higgins : Constellation for 
(w) La Monte Young : Numeral (Any Integer) to Five Performers (Constellation 

Composition 1960 #6 H[enry] F [lynt] (scheduled No.1 ) (scheduled for the first 

( • ) Michael van Biel for the first concert as "566 concert as "Conste llation 
( o) photo: George Maciunas fur Henry Flynt") no. 1 [fur 2 Klaviere und 

3 Radios]") 
(w) La Monte Young : (w) George Brecht : PIANO 

Composition 1960 #2 PIECE, 1962 
(w) Jed Curtis : Piano Piece 

( • ) Karl-Erik Welin ( o) photo: George Maciunas (scheduled for the first 
( o) photo: George Maciunas concert as "K lavier S!Uck") 

(w) George Maciunas : Piano ( • ) Jed Curtis 
(w) La Monte Young : Composition Composition no.11for Nam 

1960 #7 (scheduled for the June Paik 
(w) Toshi lchiyanagi : Music for 

fifth and eleventh concerts ( • ) Nam June Paik, unknown Piano No.1-7 (scheduled for 

respectively as : "Komposition performer the second concert as "Musik 

1960 nr. 7" and "Zwei Tone") (o) photo: George Maciunas fur Klavier Nr. 1 bis Nr. 7") 
( • ) Michael van Biel (?) 

(w) Dieter Schnebel: (w) Yoriaki Matsudaira : 
(w) La Mante Young : Visible music I - Konzert fur Instruction (for Piano) 

Composition 1960 #J einen Dirigenten und einen (scheduled for the second 

( • ) Michael van Biel (?) Instrumentalisten (scheduled concert as "lnstruktionen 

for the third concert as "Vi- fur Klavier") 
(w) La Monte Young : sible Musik fur 1 Dirigenten 

Composition 1960 #4 und 1 lnstrumentali sten") (w) Michael van Biel : Book for 3 -

( • ) Michael van Biel (?) far Egon Mayer (scheduled 
(w) Philip Corner: for the third concert as "Ein 

(w) George Brecht : INCIDEN- Piano Activities (scheduled Buch fur 3") 

TAL MUSIK Five Piano for the first concert as (P) Michael van Biel, two other 

Pieces ("Funf Klavier Stiicke") "Klavier Tatigkeiten [fur ein performers 
( • ) Karl-Erik Welin Klavier und viele Spieler]") photo: George Maciunas; 
( o) photo: George Maciunas audiotape 

(w) George Maciunas, six 

SECOND CONCERT: unknown performers (w) Karlheinz Stockhausen: 

1 SEPTEMBER 1962, 8 P.M. (o) photos: George Maciunas; Klavierstucke I-II and/ or IV 

The order in which the pieces audiotape ("Klaviers!Uck IV" was sched-

were performed is unknown. uled for the third concert) 

THIRD CONCERT: 
(w) Yuji Takahashi : Ek.stasis 2 SEPTEMBER 1962, (w) Giuseppe Chiari: Gesti 

( • ) Karl-Erik Welin 2:30 P.M. sul Piano (scheduled for the 

fourth concert) 
(w) Philip Corner : Flux and Form (w) Konrad Boehmer: Potential ( • ) Benjamin Patterson 

No. 7 and 14 (scheduled ( • ) Karl-Erik Welin 

for the first concert as "Flux (w) John Cage: Music Walk 

& Form No. 7 & 14") SECOND, THIRD AND 
( • ) Karl-Erik Welin FOURTH CONCERTS: FIFTH CONCERT: 

1 SEPTEMBER 1962, 8 P.M., 8 SEPTEMBER 1962, 
(w) Gyorgy Ligeti : 2 SEPTEMBER 1962, 2:30 8 P.M . 

TROIS BAGATELLES P.M. AND 8 P.M. 
for David Tudor (scheduled The exact date and order in (w) Joseph Byrd : Piece for Richard 

for the third concert) which the pieces were performed Maxfield (scheduled for 

( • ) Karl-Erik Welin is unknown. the eighth concert as "Zwei 



Stlicke fur Richard Maxfield 

1960") 

(•) Dick Higgins, Alison Knowles, 

George Mociunos (?). Nam 

June Paik (?), Benjamin 

Patterson, Emmett Williams 

(o ) film 

(w) George Maciunos: IN 

MEMORIAM TO ADRIANO 

OLIVETTI VERSION 2. 

(scheduled for the tenth 

concert as "In Memoriam fur 

Adriano Olivetti") 

(•) Dick Higgins, Alison Knowles , 

George Maciunas, Nam 

June Paik, Benjamin Potterson, 

Emmett Williams 

(o ) film 

(w) Benjamin Patterson : 

VARIATIONS FOR 

DOUBLE-BASS (schedu led 

for the seventh concert as 

"Variotionen fur KontroboB") 

(• ) Benjamin Patterson 

( o ) photos: George Maciunos; 

film 

(w) Dick Higgins: 

Constellation No. 4 

(• ) Dick Higgins, Alison Knowles , 

George Maciunas, Nam June 

Paik, Benjamin Patterson, 

Emmett Williams, unknown 

performer 

( o) photos : George Mociunos; 

film 

(w) Jackson Moc Low: 

THANKS II ("Danke 11, eine 

Zusammenorbeit fur Leute ") 

(w) George Brecht : THREE 

LAMP EVENTS 

(w) George Brecht: CARD

PIECE FOR VOICE 

("Kortenstuck fur Stimme") 

<» Dick Higgins, Alison 

Knowles , George Mociunas, 

Nam June Paik, Benjamin 

Patterson (?), unknown per

former 

( o) photo: George Mociunas 

(w) George Brecht: STRING 

QUARTET ("Streichquortett") 

(• ) Alison Knowles, Nam June 

Paik, Benjamin Patterson, 

Emmett Williams 

( o) photo : George Mociunos 

(w) Emmett Williams: four

directional song of doubt for 

five voices ( " Ein zweifelholtes 

lied in vier Richtungen fur 

funf Stimmen") 

(•) Dick Higgins, Alison Knowles, 

Norn June Paik, Benjamin 

Potterson, Emmett Williams, 

unknown performer 

( o) photo: George Mociunos; 

film 

(w) Robert Watts : TWO INCHES 

(•) George Maciunas, unknown 

performer 

(o) photo: George Maciunas 

(w) La Monte Young: 

Composition i960 #10 (to Bob 

Morris) (Nam June Paik: Z en 

for Head) 

(• ) Nam June Paik 

(o) photos: dpa; film 

(w) Philip Corner : Piano Activities 

(scheduled for the first concert 

as "Klavier Tatigkeiten [fur 

ein Klavier und viele Spieler]") 

(•) Alison Knowles, Emmett 

Williams, Dick Higgins, 

George Maciunas, Benjamin 

Potterson, two unknown 

performers 

( o ) photos: dpa; film 

SIXTH CONCERT: 
9 SEPTEMBER 1962, 
2:30 P.M . 

(w) La Monte Young: 

Composition i960 #7 

SEVENTH CONCERT: 
9 SEPTEMBER 1962. 
8 P.M. 

(w) Nam June Paik : 

One for Violin Solo 

(•) Nam June Paik 

(w) Benjamin Potterson: 

PAPER PIECE 

(w) Dick Higgins: Constellation 

No. 4 (?) (schedu led for the 

fifth concert) 

(w) George Maciunos : 

SOLO FOR SICK MAN 

(w) Jackson Moc Low: LETTERS 

FOR IRIS NUMBERS FOR 

SILENCE (scheduled for 

the fifth concert as "Buch

stoben Fur Iris Nummern fur 

die Stille") 

(w) George Brecht: DRIP MUSIC 

(DRIP EVENT) (scheduled 

for the eighth concert as 

"Tropfelnde Musik") 

(w) Simone Forti (Morris) : "Dance" 

(w) Lo Monte Young : 

Poem for Chairs, Tables, 

Benches, etc. (or other sound 

sources) 

EIGHTH CONCERT: 
14 SEPTEMBER 1962, 
8 P.M. 

(w) La Monte Young : Composition 

1960 #6 

(• ) Alison Knowles , three un

known performers 

(w) George Brecht: 

MALLARD MILK with text 

by Dick Higgins 

(• ) Dick H iggins, Alison Knowles, 

George Maciunas, Nam 

June Paik, Benjamin Patterson 

( o) photos: George Maciunos 

(w) George Brecht : 

CANDLE-PIECE FOR 

RADIOS 

(w) John Cage: Solo for Voice 2 

(scheduled for the filth con

cert as "Solo fur Stimme [2] 

1960") 

<» Alison Knowles , Dick Higgins 

(?) 
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(w) 
Benjamin Patterson: (scheduled for the eighth FILM INTERVIEWS: Mercedes 

wash hands from methods & concert as "Graphis 82") Guardado (Vostell), Benjamin 

515 
processes ( • ) Dick Higgins, unknown Patterson, Dieter Schnebel 

(•) Benjamin Patterson, unknown performers AUDIO INTERVIEW: Jed Curtis 

performer(s) ( o) photo: Wolf Vostell PRESS: Emmett Williams, 'Way 

Way Way Out', The Stars and 
(w) George Brecht : (w) Wolf Vostell : Stripes, 30 August 1962, p.11 

NO SMOKING EVENT Kleenex 'Mit beiden FuBen in den 
(>) Nam June Paik ( • ) Waif Vostell with assistants Flugelsaiten . "Internationale 
( o) 

photos : George Maciunas 
(o) 

photo: George Maciunas Festspiele neuester Musik" -

Triumph des Blodsinns', 
(w) Emmett Williams: AN OPERA TENTH CONCERT: Mannheimer Morgen, 3 Septem-
( • ) Alison Knowles, Benjamin 16 SEPTEMBER 1962, ber 1962 

Potterson, Emmett Williams, 8 P.M. By, 'Musik und Antimusik . 

maybe others Konzert der "Fluxus'' -Festspiele in 
(w) Dick Higgins: Danger Music Wiesbaden' , Mainzer Anzeiger, 

NINTH CONCERT: Number Two (scheduled 3 September 1962, p . 13 

15 SEPTEMBER 1962, for the eighth concert as Ga, 'Musikalisches Variete . 

8 P.M. "Geliihrliche Musik Nr. 2") " Internationale Festspiele neuester 
( • ) Dick Higgins, Alison Knowles Musik" in Wiesbaden', Wies-

(w) 
Pierre Mercure: Structures 

( o) 
photos : Hartmut Rekort, Wolf badener Tagblatt, 4 September 

metalliques III (scheduled Vas tell 1962, p . 11 

for the tenth concert as Ebe, 'Musik mit Ei . Wies-

"Structures metalliques nr . 3") (w) 
Dick Higgins : Danger Music baden: "Modernes Konzert" ko-

(o) photos: George Maciunas Number Fifteen (for the dance) stete zwei Klaviere', Bild-Zeitung, 
( • ) Dick Higgins 4 September 1962 

(w) Dieter Schnebel : Visible music (o ) 
photos : Hartmut Rekort HG., 'Das Stemmeisen im 

II: Zeitbilder, "Solo fur einen Resonanzkasten', Wiesbadener 

Dirigenten", later renamed (w) Nam June Paik : Simple Kurier, 4 September 1962, p. 6 

as Nostalgie, "Solo far einen ( •) Nam June Paik Fritz T utenberg, 'Musik mit 

Dirigenten" (scheduled for the ( o) photos : Hartmut Rekort, Wolf alien erlaubten Griffen . Die 

tenth concert as "Sichtbare Vostell lnternationalen Festspiele in Wi-

Musik fur einen Dirigenten") es baden', Frankfurter Neue Presse, 
(P) Benjamin Patterson 

(w) Philip Corner : Piano Activities, 6 September 1962, p. 8 
( o) 

photo : George Maciunas Fluxus versions 3 and 4 (sched- 'Konzert mit vier Teekesseln . 

uled for the first concert as Wiesbaden : Eulenspiegel kam 
(w) Benjamin Patterson : SEPTET "Klavier Tatigkeiten [fur ein in die hessische Hauptstadt', 

FROM "LEMONS" (sched- Klavier und viele Spieler]") Stern , 30 September 1962, 

uled for the tenth concert as (•) Mercedes Guardado (Vostell), pp.140-142 

"Septet aus ' Lemons'") Dick Higgins, Alison Knowles , Wolf Eberhard von Lewinsky, 
( • ) Benjamin Patterson, Emmett George Maciunas, Benjamin 'Stumpsinn-Stundenlang . "Fest-

Williams Patterson, Wolf Vostell, spiele neuester Musik"', Die Welt, 
(o) photos : George Maciunas, Emmett Williams, two un- 25 September 1962, p . 6 

Wolf Vostell; audiotape known performers, audience Bazan Brock , 'Weekends in 
( o) photos: Hartmut Rekort, Wolf Wiesbaden', Diskus, no . 8/9 (Oc-

(w) 
Terry Riley: EAR PIECE Vost ell tober / November, 1962), p. 8 

(scheduled for the eighth F. St., 'Briehl die antikunst im 

concert as "Ohr Stuck [fur DOCUMENTATION Westen aus?', Der Mittag, 

Publikum]") PRINTS: Poster , programme 3 October 1962 
(•) Dick Higgins, Benjamin PHOTOGRAPHS: dpa, George B. B. 'Kunst-Terroristen ' , 

Patterson Maciunas , Hartmut Rekort, Wolf Deutsche Zeitung, 19 October 
(o) 

photos: George Maciunas, Vos tell 1962, p.12 

Wolf Vostell FILM: ' Fluxus Festspiele neuester Richard O'Reagan, 'There's 

Musik ', Hessenschau (Hessischer Music-and Eggs-in the Air!', 
(w) Dick Higgins: 'Das Beispiel', Rundfunk), 11 September 1962, The Stars and Stripes, 21 October 

most likely Graph is 117 5 :19 min . 1962, p . 11 



LITERATURE: Jon Hendricks, PARALLELE AUFFUH- (w) Terry Riley : 

'Fluxus : Kleines Sommerfest/ RUNGEN NEUESTER EARPIECE 

Neo-Doda in der Musik / Fluxus MUSIK 
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Internationale Festspiele Neuster Amsterdam, Galerie (w) Willem de Ridder : 

Musik / Festum Fluxorum Fluxus. Monet, 5 October 1962 Papieren konstellaties 

Wuppertal, Wiesbaden, Dus- ( • ) Willlem de Ridder, audience 

seldorf 1962-63', in Stationen ( o ) photos : Hans de Boer 

der Moderne. Die bedeutenden HOST : Joop Smid 

Kunstaustellungen des 20. Jahrhun- ARTISTIC ORGANISERS: Wolf (w) Woll Vostell : Jukebox-decollage 

derts in Deutsch/and, ed. by Vostell, Nam June Paik ( • ) Wolf Vostell 

Michael Balle and Eva Zuchner, PER.FORMERS: (Arthus) Corlheinz ( o) photos: Hans de Boer 

exh. cot. (Berlin : Berlinische Caspari (?), Jed Curtis, Ludwig 

Golerie, 1988), pp . 493-517 Gosewitz, Dick Higgins, Dieter (w) Wolf Vostell : Decollage 

Ina Conzen, 'Vom Manager Hulsmonns, Alison Knowles, Nam (>) Wolf Vostell 

der Avontgorde zum Fluxusdiri- June Paik, Willem de Ridder, (o) photos : Hons de Boer 

genten: George Mociunos in Tomas Schmit , Gerd Stahl, Wolf 

Deutsch land', in Eine lange Vostell , Emmett Williams (w) Tom as Schmit : [unidentified 

Geschichte mit vie/en Knoten. piece] 

Fluxus in Deutsch/and, 1962-1994, (w) work/ performed piece (•) Tom as Schmit 

ed . by Rene Block and Gabriele (>) performed by ( o ) photos: Hons de Boer 

Knapstein (Stuttgart : lnstitut fur (o) documentation 

Aus landsbeziehungen, 1995), (w) Ludwig Gosewitz : Wurftexte 

pp. 18-31 ( >) Ludwig Gosewitz 

Owen F. Smith, Fluxus: The (w) Lo Monte Young : 

History of an Attitude (Son Diego: Composition 1960 #4 
(w) Dick Higgins : 

San Diego State University Press, Cabarets exotiques et senti-

1998), pp. 45 -52, 65-76 (w) John Cage: Solo for Voice 2 mentaux and Two Contribu-

Thomas Kellein, Der Traum (•) Dick Higgins, Alison Knowles tions 

von Fluxus. George Maciunas. Eine (o) photos: Hans de Boer (>) Dick Higgins 

Kunstlerbiografie (Koln: Konig, 

2007), pp. 65-67 (w) Dieter Hulsmanns : Erotica (w) Alison Knowles: 

Stefan Fricke, 'Klongasthe- (•) Dieter Hulsmanns Street Piece 

tik des Superlativs. Die Werke ( o) photos : Hans de Boer (>) Alison Knowles 

des ersten Fluxus-Festivols in 

Wiesbaden 1962', in Fluxus at (w) Norn June Paik: SIMULTANEOUS 
50 - Museum Wiesbaden, ed. by SERENADE FOR ALISON PERFORMANCES 
Alexander Klar (Bielefeld: Kerber, (•) Alison Knowles 

2012), pp. 44-81 (o) photos: Hans de Boer; film (w) Nam June Paik: Moving 

COMPILED BY HENAR RIVIERE Rios Theatre No.1 
(w) Woll Vostell : Kleenex (>) Nam June Pa ik, Emmett 
( • ) Wolf Vostell Williams, Jed Curtis , Willem 
( o) photos: Hans de Boer; film de Ridder, Tomas Schmit , 

others 
(w) Gyorgy Ligeti: 

TROIS BAGATELLES for (w) Nam June Paik : Zen for 

David Tudor Walking I Dragging Suite 
(•) Norn June Paik ( • ) Nam June Paik 
(o) photos: Hans de Boer 

(w) Emmett Williams: 
(w) La Monte Young : Simultaneous Operas for One-

Piano Piece for Terry Riley #1 Eyed Poet and Millionaire 
(•) tape ( • ) Emmett Williams, Jed Curtis 

(w) Gerd Stohl : (w) Dick Higgins: Danger Music 

Composition (?) Number Seventeen 
(•) lope(?) ( • ) Dick Higgins 



DOCUMENTATION (w) Robert Filliou : Bowling Game (•) Emmett Williams, gallery 

PHOTOGRAPHS: Hans de Boer (•) Robert Filliou, gallery visitors visitors 
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FILM: Edo Jansen (included ( n) photos : Bruce Fleming (D) photos: Bruce Fleming 

an DVD in H . Ruhe , Fluxus in 

Nederland, 2009) (w) Robert Filliou : Galerie Legi- FESTIVAL OF MISFITS 
PRESS: 'Duitser beoefent de time - The Frozen Exhibition LONDON, INSTITUTE OF 
decallage', Algemeen Handelsblad, ( • ) Robert Filliou , Arthur K0pcke , CONTEMPORARY ARTS 
6 October 1962 Gustav Metzger, Robin 24 OCTOBER 1962 

'Ku nst en ingezeepte poezie', Page, Ben Vautier, Emmett 

Televizier, 10 October 1962 Williams ARTISTIC ORGANISER: Daniel Spoerri 

'Operatie Kleenex', Haagse (n) 
photos: Bruce Fleming PERFORMERS: Robert Filliou, Dick 

Post, 13 October 1962 Higgins, Alison Knowles, Arthur 

LITERATURE: Dick Higgins, Jeffer- (w) 
Robert Filliou K0pcke, Gustav Metzger, Robin 

son's Birthday/ Postface (New York : Measuring with Objects Page, Daniel Spoerri, Emmett 

Something Else Press, 1964) (>) Robert Filliou , gallery visitors Williams 

W.A.L. Beeren, Aktie, werke-

lijkheid en fictie in de kunst van de (w) 
Arthur K0pcke : Paintings (w) 

Robert Filliou : 53 Kilo Poem 

jaren '60 in Nederland, exh. cat. to Drive Nails Through (>) Robert Filliou , Dick Higgins 

(Rotterdam: Museum Baymons-von (•) Arthur K0pcke, gallery visitors 

Beuningen, 1979-1980) (n) 
photos: Bruce Fleming 

(w) 
Dick Higgins: Symphony No. 4 

COMPILED BY PETER VAN DER (•) Dick Higgins, others (?) 

MEIJDEN 
(w) 

Arthur K0pcke: 

Gifts (w) Alison Knowles: Proposition 
(>) 

Arthur K0pcke, gallery visi tors (>) Alison Knowles, Dick Higgins, 

FESTIVAL OF MISFITS (n) photos : Bruce Fleming others 

(ALSO KNOWN (n) 
photos : Bruce Fleming 

AS MISFITS FAIR) (w) Gustav Metzger, Robert 

London, Gallery One, Filliou , Arthur K0pcke, Robin (w) Alison Knowles: Shoes of Your 

Mayfair, 23 October Page, Daniel Spoerri, Ben Choice 

1962 - 8 November 1962 Vautier, Emmett Williams (?) : (•) Alison Knowles , audience 

Misfit among Misfits 
(w) Arthur K0pcke : music 

HOST : Victor Musgrove (w) Robin Page: Suicide Corner while you work ("Mahlerei 

ARTISTIC ORGANISERS : Daniel (>) Rabin Page, gallery visitors zwischen Musik") 

Spoerri, Robert Filliou (?) 

PERFORMERS: Robert Filliou, (w) Rabin Page: Drawing Chalk (w) Gustav Metzger: Auto-

Arthur K0pcke, Gustav Metzger, Circles (Outdoors) Destructive Construction 

Robin Page, Daniel Spoerri, (>) Rabin Page (?) (P) Gustav Metzger 

Ben Vautier, Emmett Williams ( n) photos: Bruce Fleming 
(w) 

Robin Page : Sound lnstolla-
(w) 

work/performed piece lion [title unknown] (w) 
Robin Page: Block Guitar Piece 

(•) performed by (P) Robin Page, gallery visitors ( P) Robin Page 
( n) 

documentation 
( n) 

photos: Bruce Fleming; film: 

British Pathe 
(w) 

Benjamin Potterson : 

PAPER PIECE 
(w) Robert Filliou: (w) Daniel Spoerri : Dark Room 

Tree of Vowels (•) Daniel Spoerri, gallery visitors (w) 
Daniel Spoerri: Competition 

(P) Robert Filliou (7) (D) photos: Bruce Fleming for Chairs and Tables 

(w) 
Robert Filliou : 

(w) 
Ben Vautier: Living Sculpture (w) 

Emmett Williams: 

Chance Poem on Wheels (P) Ben Vautier Alphabet Symphony ("Alpha-
( • ) Robert Filliou, gallery visitors ( D) photos: Bruce Fleming; film: bet Piece [for 2 alphabets, 
(n) 

photos: Bruce Fleming; film: British Pothe 26 instruments, conductor 

British Pathe & performer]") 
(w) Emmett Williams: (•) Emmett Williams 

universal poem ( n) 
photos: Bruce Fleming 



DOCUMENTATION 
PRINTS: Invitation leaflet, 

invitation card, programme of 

24 October 

PHOTOGRAPHS: Bruce Fleming 

FILM: British Pathe Newsreel 

PRESS: Victor Musgrave, Evening 

News, 16 October 1962 (?) 

Jeremy Hornsby: 'The day 

I stumbled on Neti Neti - Not to 

mention a Kicking Machine', Daily 

Express, 19October1962, p. 10 

Express Staff Reporter, 'They 

hang up cabbage and say it's 

art', Daily Express, 25 October 

1962, p.17 

Henry Fielding , 'In the 

Cage', Daily Herald, 25 October 

1962, p. 8 

AP, "'Misfits" Crown Cab

bages and Things', The Stars and 

Stripes, 26 October 1962 

Nigel Gosling, 'Enter the 

Demoli t ion Men', The Observer, 

28 October 1962, p. 29 

Edwin Mullins, 'Flint With

out Sparks', Sunday Telegraph, 

28 October 1962, p. 11 

George Butcher, 'Festival of 

Misfits', The Guardian, 31 Octo

ber 1962, p. 7 

Oswell Blakestan, 'The Only 

Man out of Hep', The Arts Re

view, Vol XIV, 21 (3-17 November 

1962) 

Anonymous, 'Le Nic;ois Ben 

s' est mis en cage a Landres' 

LITERATURE: Robert Filliou in 

Phantomas 50 (Special Number), 

1965 [repr. in Sohm 1970] 

happening & jluxus. material

ien, ed. by Hanns Sahm and 

Harald Szeemann, exh. cat. (Kain: 

Kolnischer Kunstverein, 1970) 

Victor Musgrave, 'The 

Unknown Art Movement', in 

Art and Artists 7, no. 79 (1972), 

pp. 12-14 

Ben Vautier, Tout Ben (Paris : 

Editions du Chene, 1974) 

Emmett Williams, Selected 

shorter poems, 1950-1970 (Stuttgart, 

London: Edition Hansjorg Mayer, 

1975) 

Robert Filliou, La GalerieUgi

time, in A.A. Bronson, Peggy Gale, 

Museums by Artists (Toronto: Art 

Metropole, 1983), pp. 89-96 

Stewart Home, The Assault 

on Culture: Utopian Currents from 

Lettrisme to Class War (London: 

AK Press, 1991) 

Emmett Williams, My Life in 

Flux - and Vice Versa (Stuttgart, 

London: Edition Hansjorg Mayer, 

1991) 

In the Spirit of Fluxus, ed. by 

Elizabeth Armstrong and Joan 

Rothfuss (Minneapolis: Walker 

Art Centre, 1993) 

Adrian Glew and Jon 

Hendricks, Fluxbritannica: Aspects 

of the Fluxus Movement, 1962-1973 

(London : Tate Gallery, 1994) 

Gunter Berghaus, 'Happen

ings in Europe : Trends, Events, and 

Leading Figures', in Happenings 

and Other Acts, ed . by Mariellen 

R. Sandford (London : Routledge, 

1995), pp. 310-88 

The Fluxus Reader, ed . by 

Ken Friedman (Chichester : Acad

emy Editions, 1998) 

Adrian Glew, 'Happening 

and Fluxus Artist Last and Found', 

in Gustav Metzger: Retrospectives, 

ed . by Ian Cale (Oxford: Museum 

of Modern Art , 1999), pp. 16-25 

Hannah Higgins, Fluxus 

Experience (Berkeley, Los Ange les: 

University of California Press, 

2002) 

Ju lia Robinson, 'The Sculp

ture al Indeterminacy: Alison 

Knowles's Beans and Variations', 

in Art Journal, Val. 63, No. 4 

(Winter 2004), pp. 96-115 

Gustav Metzger History His

tory, ed . by Sabine Breitwieser 

(Stuttgart : Hatje Cantz, 2005) 

COMPILED BY HEIKE ROMS 

FLUXUS - MUSIK 
OG ANTl-MUSIK - DET 
INSTRUMENT ALE 
TEATER - 6 PRO- ET 
CONTRAGRAMMER 
Copenhagen, 

23-28 November 1962 

HOST: Det Unge Tonekunstner

selskab, Galerie K0pcke, Kunst

bibliateket 

ARTISTIC ORGANISER: George 

Maciunas 

(w) work/ performed piece 

(•) performed by 

(o) documentation 

23 NOVE MBER 1962 
NIKOLAJ KI RKE 

PERFORMERS : Dick Higgins, 

Alison Knowles, Arthur K0pcke, 

George Maciunas, Albert Mertz, 

Wolf Vostell , Emmett Williams 

and others 

(w) Arthur K0pcke : reading/work-

piece No. 63 

( •) Arthur K0pcke, audience 

(w) Emmett Williams: A German 

Chamber Opera for 38 Marias 
( • ) at least 38 members of the 

audience 
( o) photos: Lars Hansen, Per 

Pejstrup, J0rgen Sperling 

(w) Joseph Byrd : Piece for 

Richard Maxfield 
( • ) George Maciunas, Wolf 

Vostell, Emmett Wi ll iams, 

Dick Higgins, Arthur K0pcke, 

Alison Knowles, two 

unknown performers 
(o) photos : Lars Hansen, Per 

Pejstrup, fargen Sperling 

(w) Jackson Mac Low: THANKS II 
( • ) George Maciunas, Wolf 

Vostell, Emmett Williams, 

Dick Higgins, Arthur K0pcke, 

Alison Knowles, two unknown 

perform ers 
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( n) photos: Lars Hansen, Per 
(w) 

Benjamin Potterson: 
(w) Dick Higgins: 

Pejstrup, forgen Sperling PAPER PIECE Constellation No. 4 
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( • ) Arthur K0pcke, Emmett 

(w) 
Robert Watts: TWO INCHES Williams, Dick Higgins, 

(w) Emmett Williams: litany and 
(•) Dick Higgins Alison Knowles, Wolf Vostell, response no. 2 for alison know/es 

George Mociunos, unknown (•) Emmett Williams 
(w) Emmett Williams: performer 

Alphabet Symphony ( n) photos: Per Pejstrup, forgen (w) George Mociunos: Duo for 
(•) Emmett Williams, Dick Higgins Sperling Mouths, Tubes and Micros 
(n) photos: Per Pejstrup, forgen 

Sperling 
(w) 

Arthur K0pcke : [improvised, (w) George Brecht : FLUTE SOLO 

untitled action] 
(w) George Brecht: DRIP ( • ) Arthur K0pcke (w) George Brecht : 

MUSIC (DRIP EVENT) (o ) 
photos: forgen Sperling STRING QUARTET 

( • ) Dick Higgins 
( n) 

photos: Lars Hansen, Per 
(w) 

George Brecht : 
(w) Dick Higgins : 

Pejstrup, forgen Sperling SAXOPHONE SOLO Piano Concerto No. 2 

(• ) George Mociunos 
(w) George Brecht: (w) Emmett Williams: song of 

DIRECTION (w) 
Wolf Vostell: uncertain length ("Songs of 

( • ) Dick Higgins, Alison Knowles, Kleenex lndetermediote Length") 

Arthur K0pcke, George ( • ) Wolf Vostell 

Mociunos, Albert Mertz, 
(n) 

photos: Per Pejstrup, forgen 
(w) 

Lo Monte Young : 

Wolf Vostell, Emmett Williams Sperling Composition i960 #7 
(n) photos: Lars Hansen, (•) Dick Higgins 

Per Pejstrup, forgen Sperling (w) Terry Riley: 

EARPIECE 25 NOVEMBER 1962 
(w) 

George Mociunos: IN ALLESCENEN 
MEMORIAM TO ADRIANO (w) 

George Brecht: 

OLIVETTI WORD EVENT PERFORMERS: Eric Andersen, Dick 

( •) Albert Mertz, Dick Higgins, ( •) Emmett Williams, George Higgins, Alison Knowles, Arthur 

Wolf Vostell, George Maciunos K0pcke, George Mociunos, 

Mociunos, Emmett Williams, (n) photos: Per Pejstrup, J0rgen Benjamin Potterson, Wolf Vostell, 

Arthur K0pcke, Alison Sperling Emmett Williams and others 

Knowles, three unknown 

performers 24 NOVEMBER 1962 (w) Pierre Mercure: 
(n) 

photos: Lars Hansen, Per NIKO LAJ KIRKE Structures metalliques No. s 
Pejstrup, forgen Sperling 

PERFORMERS: Eric Andersen, Dick (w) Wolf Vostell : Sun in the head 
(w) Dick Higgins: Higgins, Alison Knowles, Arthur 

New Constellation (Constella- K0pcke, George Mociunos, 
(w) 

Robert Watts: EVENT: 13 

tion No. 7) Benjamin Potterson, Wolf Vostell, 

Emmett Williams and others 
(w) 

Kenjiro Ezoki: 
(w) 

Dick Higgins : Discretion, for a female voice 

Constellation No. 4 
(w) Jackson Moc Low: LETTERS 

(n) photos : forgen Sperling FOR IRIS NUMBERS FOR (w) Dick Higgins: Graphis llB 

SILENCE ( • ) Eric Andersen, Alison 
(w) 

Alison Knowles: Knowles, Emmett Williams, 

Nivea Cream Piece - for (w) 
Dieter Schnebel: Visible music two other performers 

Oscar Williams II: Zeitbilder "Solo fur einen (n) 
photos: Wincloir 

(•) Arthur K0pcke, Emmett Dirigenten" = Nostalgie, "Solo 

Williams, Dick Higgins, far einen Dirigenten" ("Visible (w) Yosunoo Tone: 

George Mociunos, Alison Music for Solo Conductor") ANAGRAM FOR STRINGS 

Knowles (•) Benjamin Potterson, three 
(n) 

photos: Lars Hansen, Per 
(w) 

Dick Higgins: unknown performers 

Pejstrup, Jmgen Sperling Constellation No. 2 
( n) 

photos: Wincloir 



(w) 
Emmett Williams: four-direction- (') Benjamin Patterson, Dick (w) George Maciunas : Piano 

al song of doubt for five voices Higgins, Emmett Willliams Composition no.10 for Nam 
(>) Dick Higgins, Alison Knowles, June Paik 
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Arthur K0pcke, George (w) George Brecht : ( • ) Emmett Williams, others 

Maciunas, Waif Vastell, CARD-PIECE FOR VOICE 

Emmett Williams (w) George Maciunas: Piano 
(w) Dick Higgins: Two Contribu- Composition no.11 for Nam 

(w) 
Takehisa Kosugi : MICRO 1 tions for the Theater June Paik 

(•) Emmett Williams, Eric (>) Emmett Williams, Alison 
(w) 

Takehisa Kosugi : ANIMA 1 Andersen, others Knowles 

(w) 
Benjamin Patterson: 

(w) 
Benjamin Patterson: POND (w) 

George Brecht : COMB 

SOLO DANCE FROM (•) Benjamin Patterson and MUSIC (COMB EVENT) 

"LEMONS" ("Solo for others 

dancer") (w) La Monte Young : 
(>) Alison Knowles 

(w) 
Tomas Schmit: ZYKLUSfur Composition 1960 #13 

photos: Winclair Wassereimer (oder Flaschen) 
(w) La Monte Young : Arabic 

(w) Simone Forti (Morris) : (w) 
Arthur K0pcke: music while Numeral (Any Integer) to 

DANCE CONSTRUCTION you work H[enry] F[lynt] 

(•) Arthur K0pcke 
(w) Benjamin Patterson : VARlA- (w) La Monte Young : Piano Piece 

TIO NS FOR DOUBLE-BASS (w) 
Emmett Williams: counting song for David Tudor #2 

(>) Benjamin Patterson (>) Emmett Williams 

photos: Wincla ir (w) Emmett Will iams: counting song 
(w) Jackson Mac Low: Fifth 

(w) 
Robert Watts : EVENT: 10 Biblical Poem for Three Voices (w) Eric Andersen: Opus 17 

("Composition for Matches ( • ) Eric Andersen , others 

and Bell") (w) 
Alison Knowles : Proposition 

(>) Alison Knowles, Dick H iggins 
(w) Eric Andersen : To Recall 

(w) Nam June Paik : (•) Eric Andersen , audience 

SERENADE FOR ALISON 27 NOVEMBER 1962 
( • ) Alison Knowles N IKOLAJ KIRKE 28 NOVEMBER 1962 

NIKOLAJ KIRKE 
(w) 

Dick Higgins: Danger Music PERFORMERS: Eric Andersen , Dick 

Number Seventeen Higgins, Alison Knowles, Arthur PERFORMERS: Eric Andersen, Dick 

K0pcke , George Maciunas, Higgins, Alison Knowles , Arthur 
(w) 

Nam June Paik : Theatre Piece Benjamin Patterson, Waif Vastell, K0pcke, George Maciunas, Wolf 

Emmett Williams and others Vostell, Emmett Williams and 

26 NOVEMBER 1962 others 

NIKOLAJ Kl RKE (w) George Brecht : 

3 PIANO PIECES 
(w) 

John Cage: Fontana Mix 

PERFORMERS : Eric Andersen , Dick (>) Alison Knowles (•) tape 

Higgins, Alison Knowles, Arthur 

K0pcke, George Maciunas, (w) 
Toshi lchiyanagi : 

(w) Jahn Cage: Music for 

Benjamin Patterson, Wolf Vastell , Music for Piano No. 5 'The Marrying Maiden 
, 

Emmett Williams and others ( • ) tape 
(w) 

Sylvana Bussatti : Five Piano 
(w) 

Sylvano Bussotti : Pieces for David Tudor, (w) Richard Maxfield: Cough Music 

Piece for Nam June Paik Henning Christiansen's (•) tape 

version(?) 
(w) 

Toshi lchiyanagi : IBM FOR (w) Richard Maxfield : Radio Music 

MERCE CUNNINGHAM (w) 
G yorgy Ligeti : 

(>) 
tape 

TROIS BAGATELLES for 
(w) Benjamin Patterson : David Tudor 

(w) 
Richard Maxfield : Steam 

SEPTET FROM "LEMONS" (•) Dick H iggins (•) tape 
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(w) Richard Maxfield : 

Pastoral Symphony 
( >) tape 

(w) 
Richard Maxfield: Night Music 

(•) tape 

(w) Stan Vanderbeek : A la mode 
( • ) film 

(w) Nam June Pa ik: Zen for Film 
(•) film 

(w) 
George Brecht : THREE 

YELLOW EVENTS 

(w) George Brecht : 

TWO DURATIONS 

(w) Stan Vanderbeek: 

Achooooo Mr Kerrooschev 

(•) film 

(w) Dick Higgins : Requiem for 

Wagner, the Criminal Mayor 

DOCUMENTATION 
PRINTS : Poster, programme sheet 

PHOTOGRAPHS: Lars Hansen, Per 

Pejstrup, J0rgen Sperling, Wincl oir 

AUDIO: forgen Ploetner 

EYEWITNESSES: Eric Andersen, 

Axel Borup-forgensen , Pelle 

Gudmundsen-Holmgreen, 

John Hunov, Per Nmgoord , lb 

Nmholm, Benjamin Potterson 

PRESS: "'Anti-kunst" en gros' , 

Dansk Musiktidsskrift, 37, no. 7, 

November 1962 

'Nyt fro Poik-fronten', Berling

ske Tidende, 20 November 1962 

Kristeligt Dagblad, 21 No

vember 1962 

Jyllands-Posten, 21 November 

1962 

'Der bliver ballade', Ekstra

bladet, 21 November 1962 

Amts-Bladet Holstebro, 

22 November 1962 

'En gruppe unge "musikere" 

vii love kultur-revolution', Folke

bladet Randers, 23 November 

1962 

'Fluxus-tiderne er over os', 

Berlingske Ajtenavis, 23 Novem

ber 1962 

Bersen, 23 November 1962 

Ekstrabladet, 23 and 24 

November 1962 

'Fluxustid i kirkerum', Berling

ske Tidende, 24 November 1962 

Demokraten, 24 November 

1962 

Berlingske Ajtenavis, 24 No

vember 1962 

'F luxus-juksus', B.T, 24 No

vember 1962 

Aktuelt, 24 November 1962 

Roskilde Tidende, 24 Novem

ber 1962 

Politiken, 20, 21, 22, 24 

and 25 November 1962 

Hons Voigt, ' Maske - Maske', 

Aktuelt, 25 November 1962 

' lngen FLUXUS i TV', Ekstra

bladet, 26 November 1962 

Gregers Dirckinck-Holmfeld, 

'Det blev bedre', Ekstrabladet, 

26 November 1962 

'Fluxus - musikolsk chokbe

hondling', Birkebavnen, 37, no . 6, 

January 1963 

LITERATURE : Dick Higgins, Jejfer

son's Birthday/Postface (New York : 

Something Else Press, 1964) 

Emmett Williams, My Life in 

Flux - and Vice Versa (Stuttgart, 

London : Edition Honsjorg Moyer, 

1991) 

Knud Pedersen, 'Kampen 

mod borgermusikken' (1967), repr. 

in Knud Pedersens festlige hverdage, 

tekster 1966-2001, ed. by Nikoloj 

Zeuthen (K0benhovn: Lindhordt og 

Ringhof, 1995) 

COMPILED BY PETER VAN DER 

MEIJDEN 

FESTUM FLUXORUM. 
POESIE, MUSIQUE ET 
ANTIMUSIQUE 
EVENEMENTIELLE ET 
CONCRETE 
Paris, American Center 

3-8 December 1962 

HOST: Jeon-Clarence Lambert 

ARTISTIC ORGANISER: George 

Mociunos 

PERFORMERS : Robert Fill iou, 

Dick Higgins, Alison Knowles , 

Ar thu r K0pcke, George Mociunos, 

Tomas Schmit, Doniel Spoerri, 

Wolf Vostell, Emmett Williams 

and others 

(w) work/ performed piece 

(•) performed by 

(o) documentation 

CONCERT NO. 1. 
MUSIOUE EVENEMEN
TIELLE : 3 DECEMBER 
1962, 8 .30 P.M. 

(w) Raoul Hausmann : 

Poesie phonetique 

(w) Joseph Byrd : 

Piece for Richard Maxfield 

(w) Jackson Moc Low: 

THANKS II 

(w) Robert Watts : News 

(w) Robert Watts : TWO INCHES 

(w) Emmett Williams: 

Alphabet Symphony 

(w) Georg e Brecht : DRIP 

MUSIC (DRIP EVENT) 

(w) George Brecht : DIRECTION 

(w) George Mociunos: IN 

MEMORIAM TO ADRIANO 

OLIVETTI 

(w) Dick Higgins: New Constella

tion (Constellation No. 7) 



(w) Dick Higgins: (w) George Brecht : (w) Robert Watts : 

Constellation No. 4 CARD-PIECE FOR VOICE EVENT: 13 

(w) Benjamin Patterson: (w) George Brecht : FLUTE SOLO (w) Sylvana Bussatti : 
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SEPTET FROM "LEMONS" Piece for Nam June Paik 
(w) George Brecht : 

(w) Benjomin Patterson: SOLO STRING QUARTET (w) Simone Forti (Morris): 

DANCE FROM "LEMONS" DANCE CONSTRUCTION 
(w) George Brecht: 

(w) La Mante Young : SAXOPHONE SOLO (w) George Brecht : 

Composition i961 #29 CANDLE-PIECE FOR 
(w) La Monte Young: Composi- RADIOS 

(w) Nam June Paik : tion i960 #7 

One For Violin Solo (w) Dick Higgins: 

CONCERT NO. 3: Danger Music Number 
(w) Nam June Paik : 5 DECEMBER 1962, Seventeen 

SERENADE FOR ALISON 8 .30 P.M. 
(w) Dieter Schnebel : 

(w) Wolf Vostell : Kleenex (w) Daniel Spoerri: Visible Music II: Zeitbilder, "Solo 

Composition No.X for einen Dirigenten" (solo for 
(w) Alison Knowles: Proposition one conductor) 

(w) Kenjiro Ezaki : Discretion,for 
(w) Terry Riley: EAR PIECE a female voice (w) Toshi lchiyanagi: IBM FOR 

MERCE CUNNINGHAM 
(w) George Brecht : (w) Toshi lchiyanagi : Stanzas 

WORD EVENT (w) Benjamin Patterson : 
(w) Toshi lchiyanagi: MUSIC Two Pieces from methods & 

CONCERT NO . 2. FOR ELECTRIC METRO - processes 

MUSIQUE INSTRUMEN- NOME 

TALE ET VOCALE : (w) La Monte Young : 

4 DECEMBER 1962, (w) Yasunao Tone : Composition i960 #J 

8.30 P.M . ANAGRAM FOR STRINGS 

CONCERT NO 5. 
(w) Jackson Mac Low: LETTERS (w) Emmett Williams: POUR PIANO: 

FOR IRIS NUMBERS FOR litany and response no. 2 7 DECEMBER 1962, 

SILENCE for alison know/es 8.30. P.M . 

(w) Jackson Mac Low: (w) Takehisa Kosugi : MICRO 1 (w) Tashi lchiyanagi : 

Biblical Poems Music for Piano No. 2 

(w) Takehisa Kosugi : ANIMA 1 
(w) Dick Higgins : Graphis 82 

(w) Toshi lchiyanagi : 
(w) Robin Page: Block Guitar Music for Piano No. s 

(w) Emmett Williams: Piece ("Guitar Solo") 

four-directional song of doubt (w) Toshi lchiyanagi: 

for five voices (w) Nam June Paik : [unidentified Music for Piano No. 7 

piece] 
(w) George Maciunas: (w) La Monte Young: 

Solo for Ukulele CONCERT NO . 4: Arabic Numeral (Any Integer) 

6 DECEMBER 1962, to H[enry] F[lynt] 
(w) George Maciunas: SOLO 8.30 P.M . 

FOR LIPS & TONGUE (w) Gyorgy Ligeti : 

("Solo for Mouth and Micro- (w) Robert Filliou: TROIS BAGATELLES for 

phone") Poi Poi Symphony No. 2 David Tudor 

(w) Benjamin Patterson: VARIA- (w) Arthur K0pcke : (w) Philip Corner: Piano Activities 

TIONS FOR DOUBLE-BASS music while you work (for 10 pianists) 
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(w) George Maciunas: Piano 

Composition no. 11 for Nam 

June Paik 

(w) Giuseppe Chiori : 

Gesti sul Piano 

(w) Griffith Rose : Second Ennead 

of Piano Pieces 

(w) Terry Riley: Piece for2 Pianos 

& Magnetic Tape 

(w) Yorioki Motsudoiro : Co-Action 

(w) George Brecht: 

INCIDENTAL MUSIC Five 

Piano Pieces 

(w) Lo Monte Young : Piano Piece 

for David Tudor #2 

CONCERT NO. 6. 
MUSIOUE ENREGISTREE 
ET FILMS: 
8 DECEMBER 1962, 
7 P.M. 

(w) John Cage: Music for ' The 

Marrying Maiden 

(w) John Cage: Fontana Mix 

(w) Richard Maxfield: 

Cough Music 

(w) Richard Maxfield: Radio Music 

(w) Richard Maxfield: 

Pastoral Symphony 

(w) Richard Maxfield: Night Music 

(w) Stan Vanderbeek: A la mode 

(w) Stan Vanderbeek : 

What Who How 

(w) Stan Vanderbeek: 

Achooooo Mr. Kerrooschev 

(w) Cioni Carpi: 

Point and Counterpoint 

(w) George Brecht : 

THREE YELLOW EVENTS 

(w) George Brecht: 

TWO DURATIONS 

(w) Norn June Paik : Films 

(w) Dick Higgins: Requiem 

CONCERT NO. 7. 

POESIE OUVERTE 
8 DECEMBER 1962, 
8 P.M. 

ARTISTIC ORGANISERS: Jean

Clorence Lambert , le Demaine 

Poetique 

PERFORMERS: Jacques Gruber!, 

Jeon-Loup Philippe, Gherosim 

Luco, Jeon-Clarence Lambert 

and others 

(w) Fron~ois Dufrene: 

FESTUM FLUXORUM. 
FLUXUS - MUSIK UNO 

ANTIMUSIK. 
DAS INSTRUMENTALE 
THEATER 
Dusseldorf, Staatliche 

Kunstakademie, 2-3 
February 1963 

HOST: Joseph Beuys 

ARTISTIC ORGANISER : George 

Maciunas 

(w) work/ performed piece 

(•) performed by 

( o ) documentation 

2 FEBRUARY 1963 

Le Tombeau de Pierre Larousse PERFORMERS: Joseph Beuys , 

Arthur K0pcke, George Mociunos, 

(w) Robert Filliou : Nam June Paik, Tomas Schmit, 

Pere Lachaise no. l Doniel Spoerri, Frank Trowbridge, 

Wolf Voste ll , Emmett Wi lliams 

(w) Brion Gysin: and unknown performer 

Permutations sans fin 

(w) Jeon-Clarence Lambert : 

X-Alias 

(w) Gherosim Luco: 

Quart D'Heure de Culture 

Metaphysique 

(• ) Gherosim Luca 

DOCUMENTATION 
PRINTS : Programme 

LITERATURE: Dick H iggins, Jeffer

son's Birthday/Postface (New York: 

Something Else Press, 1964) 

Emmett Williams, My Life in 

Flux - and Vice Versa (Stuttgart , 

London: Edition Honsjorg Moyer. 

1991) 

Fluxus en France, ed. by 

Bertrand Clovez (Paris: Co hiers 

du Centre Pierre Francostel, 

2005) 

(w) Nam June Paik : Entrance 

Music - Chair Composition 

(•) Nam June Paik, audience 

(o ) photos: Reiner Ruthenbeck 

(w) Benjamin Patterson : 

PAPER PIECE 

(•) Arthur K0pcke, George 

Maciunas, Nam June Paik, 

Tomas Schmit, Daniel 

Spoerri, Frank Trowbridge, 

Wolf Vostell, Emmett 

Williams, unknown performer 

( o) photos: Manfred Leve , Reiner 

Ruthenbeck 

(w) Nam June Paik : YOUNG 

PENIS SYMPHONY 

(• ) Arthur K0pcke, George 

Mociunos, Nam June Paik, 

Tomas Schmit, Wolf Vostell, 

Emmett Williams, unknown 

performer 

(o) photos: Manfred Leve, Reiner 

Ruthenbeck 

(w) Emmett Williams: Alphabet 

Symphony 



(>) Emmett Williams (with the (w) George Maciunas: IN (w) Arthur K0pcke : 

spontaneous contribution of MEMORIAM TO ADRIANO Jill: with own imagination 

two audience members) OLIVETTI (Version 2) (>) Arthur K0pcke 
524 (o) photos : Manfred Leve, (>) Arthur K0pcke, George (o) photos : Manfred Leve, 

Reiner Ruthenbeck Maciunas, Nam June Paik, Reiner Ruthenbeck 

Tamas Schmit, Daniel 
(w) Dick Higgins : Constellation Spoerri, Frank Trowbridge, (w) Emmett Williams: 

No.4 Waif Vastell , Emmett four-directional song of doubt 
(') Arthur K0pcke, George Williams, unknown performer for jive voices 

Maciunas, Nam June Paik, ( o) photos: Manfred Leve, Reiner ( ' ) George Maciunas, Tomas 

Tom as Schmit, Daniel Ruthenbeck Schmit, Daniel Spoerri, Frank 

Spoerri, Frank Trowbridge, Trowbridge, Emmett Williams, 

Wolf Vostell (w) Gyiirgy Ligeti: TROIS unknown performer 
(o ) photos : Manfred Leve, BAGATELLES for David ( o ) photos: Manfred Leve 

Reiner Ruthenbeck Tudor 
(>) Nam June Paik (w) George Maciunas : 

(w) Dick Higgins : New Constella- (o) photos: Manfred Leve Quartet for Contrabass 

tion (Constellation No. 7) (>) George Maciunas, Tomas 

(>) Arthur K0pcke, George (w) George Maciunas: Schmit, Frank Trowbridge, 

Maciunas, Nam June Paik , SOLO FOR BALLOONS - Emmett Williams 

Tomas Schmit, Daniel Spoerri, for J.-P. Wilhelm 
(o) 

photos: Manfred Leve, 

Frank Trowbridge, Woll ( ' ) Arthur K0pcke, George Reiner Ruthenbeck 

Vostell, unknown performer Maciunas, Tomas Schmit, 
( o) photos : Manfred Leve Daniel Spoerri, Frank (w) Frank Trowbridge: Poem 

Trowbridge, Emmett Williams, (>) Tomas Schmit, Frank 
(w) Daniel Spoerri : unknown performer Trowbridge 

Hommage a l'Allemagne ( o) photos: Manfred Leve ( o ) photos: Manfred Leve 
(>) Daniel Spoerri 
(o) photos : Manfred Leve, (w) George Brecht : DRIP (w) Woll Vostell : Kleenex 

Reiner Ruthenbeck MUSIC (DRIP EVENT) (>) Wolf Vostell, Tamas Schmit, 

(two versions) Emmett Williams 
(w) Emmett Williams: (•) George Maciunas ( o) photos: Manfred Leve, Reiner 

counting song (Version 1) ( o) photos: Manfred Leve Ruthenbeck 
(>) Emmett Williams 
( o) 

photos: Manfred Leve, (w) [un identified piece, possibly 3 FEBRUARY 1963 
Reiner Ruthenbeck a Constellation by Dick 

Higgins - Generalized Constel- PERFORMERS: Joseph Beuys, Dick 
(w) Alison Knowles : Shuffle lation (Constellation No. 6)) Higgins, Bengt of Klintberg, 
( • ) Arthur K0pcke, George (>) Arthur K0pcke, George Alison Knowles, Arthur K0pcke, 

Maciunas, Tomas Schmit , Maciunas, Nam June George Maciunas, Staffon Olzon, 

Frank Trowbridge, Wolf Paik, Tamas Schmit, Daniel Nam June Paik , Tomas Schmit, 

Vastell , unknown performer Spoerri, Frank Trowbridge, Daniel Spoerri , Frank Trowbridge, 
(o ) photos : Manfred Leve, Emmett Williams, unknown Wolf Vostell, Emmett Williams, 

Reiner Ruthenbeck performer unknown performer, with the 
(D) photos: Manfred Leve assistance of Mieke and Beatrice 

(w) Jackson Mac Low: LETTERS Heybroek 

FOR IRIS NUMBERS FOR (w) Joseph Beuys: Sibirische 

SILENCE Symphonie l . Satz (w) [unidentified piece] 
(>) Wolf Vostell and others ( • ) Joseph Beuys 
(o ) photos : Manfred Leve ( o) photos: Manfred Leve, (w) Robert Watts : EVENT: 10 

Reiner Ruthenbeck 
(w) Robert Watts : (w) Dick Higgins: Graphis 119- 120 

TWO INCHES (w) Arthur K0pcke: (>) Joseph Beuys, Dick Higgins, 
(>) George Maciunas, Tomas Cigarette Piece Alison Knowles, Arthur 

Schmit, Emmett Williams ( • ) Arthur K0pcke K0pcke, George Maciunas, 
( o) photos: Manfred Leve ( o ) photos: Manfred Leve Nam June Paik, Tomas 



Schmitt , Daniel Spoerri, Frank (w) George Brecht : (w) Richard Maxfield: 

Trowbridge, Wolf Vostell , PIANO PIECE, 1962 Pastoral Symphony 

525 
Emmett Williams, unknown ( >) Tomas Schmit (•) tape 

performer 
(n) photos : Manfred Leve (w) Tomas Schmit : (w) Richard Maxfield : Steam 

Three Piano Pieces for George ( • ) tape 
(w) Al Hansen: Maciunas, no. l 

Alice Denham in 48 seconds (•) Tomas Schmit (w) Richard Maxfield : Radio Music 
( • ) Dick Higgins , Tomas Schmit ( o) photos: Manfred Leve (>) tape 
( o) photos: Manfred Leve 

(w) Arthur K0pcke: music while (w) Richard Maxfield : Night Music 
(w) Emmett Williams : you work ( • ) tape 

litany and response no. 2 
( • ) Dick Higgins, Bengt al 

f or alison know/es Klintberg, Alison Knowles , (w) John Cage: Fontana Mix 
(•) Al ison Knowles , Emmett Arthur K0pcke, Staffon Olzon, ( • ) tape 

W ill iams Nam June Paik, Tomas 
(D) photos: Manfred Leve Schmit, Frank Trowbridge, (w) Raoul Hausmann: 

Wolf Vostell, Emmett phonetic poems 
(w) Dick Higgins: Litany Piano Williams, unknown performer ( • ) tape 

Piece #1 for Emmett Williams (n) photos: Manfred Leve, Reiner 

( • ) Dick Higgins Ruthenbeck (w) Dick Higgins : Requiem for 
(n) photos : Manfred Leve Wagner the Criminal Mayor 

(w) George Brecht : ( • ) tape 
(w) Joseph Beuys : INCIDENTAL MUSIC Five 

Komposition for 2 Mu sikanten Piano Pieces (s) (w) Frank Trowbridge : 
(•) Joseph Beuys ( • ) George Maciunas Exposing a Cigarette Box 
(D) photos: Manfred Leve (n) photos: Manfred Leve (•) Frank Trowbridge 

(w) Bengt of Klintberg : Alterna- (w) Staffon Olzon : (w) Emmett Williams: 

tive to Another Rattlesnake Mr. Laurel Has to Become counting song no. 2 

(•) Bengt of Klintberg , Staffon a Bird 

Olzon with the assistance (>) Staffon Olzon (w) La Monte Young: 

of Mieke and Beatrice ( D) photos: Manfred Leve, Reiner Arabic Numeral (Any Integer) 

Heybroek Ruthenbeck to H[enry] F[lynt] 
(D) photos : Manfred Leve, Reiner ( • ) Dick Higgins 

Rut hen beck (w) Nam June Paik : ( D) photos: Reiner Ruthenbeck 

SERENADE FOR ALISON 
(w) Alison Knowles : ( • ) Alison Knowles (w) George Brecht : 

Yes, yes Hansjiirg Mayer (D) photos: Manfred Leve, Reiner THREE YELLOW EVENTS 
( • ) Alison Knowles , Nam June Ruthenbeck 

Paik (w) George Brecht : 
(D) photos : Manfred Leve (w) Nam June Paik: THREE LAMP EVENTS 

Fluxus Champion Contest 
(w) [Un identified simultaneous ( • ) Arthur K0pcke, Staffon (w) George Brecht : WORD 

performances] Olzon, Tomas Schmit, Frank EVENT (FLUXVERSION 1) 
( • ) Dick Higgins, Arthur K0pcke, Trowbridge, unknown per-

Alison Knowles , George former, with Nam June Paik DOCUMENTATION 
Maciunas, Tomas Schmit, (D) photos: Manfred Leve PRJNTS: Poster 

Frank Trowbridge, Emmett PHOTOS: Manfred Leve, Henry 

Williams SIMULTANEOUS Maitek, Reiner Ruthenbeck 
(D) photos: Manfred Leve PERFORMANCES FILM INTERVIEW : Manfred Leve 

PRESS: P. M ., 'Dada isl mude. 
(w) La Monte Young : Piano Piece (w) Richard Maxfield : Das instrumentale Theater oder 

fo r David Tudor #J Cough Music Musik und Antimus ik in der 
( • ) Nam June Paik (•) tape Kunstakademie ' , Rheinische Post, 
(D) photos : Manfred Leve 5 February 1963 



Tonio Finto, 'Kaka, Sch und PRE-FLUX US 2 MARCH 1963 
geplatzte Torte. "Musik und Stockholm, Alleteatern, 
Anti-Musik" - Ein SpaB fur Eulen- 1-3 March 1963 (w) Emmett Williams : 

526 spiegel und andere Schelme', four-directional song of doubt 

Der Mittag, 6 February 1963 for five voices 

LITERATURE: Jon Hendricks , ARTISTIC ORGANISERS: Dick 

'Fluxus: Kleines Sommerfest / Higgins, Bengt al Klintberg (w) Benjamin Patterson : POND 

Neo-Dada in der Musik/ Fluxus PERFORMERS: Svan te Bodin, Dick ("Grod-damm") 

Internationa le Festspiele Neuster Higg ins, Alison Knowles, Bengt 

Musik / Festum Fluxorum Fluxu s. al Klintberg, Steffan Olzan, Carl (w) Dick Higgins: 

Wuppertal. Wiesbaden, Dus- Fredrik Reutersward (Charles En moins que une minute i 

seldorf 1962-63', in Stationen Lavendel) 

der Moderne. Die bedeutenden (w) Nam June Paik : 

Kunstaustellungen des 20. Jahr- (w) work/performed piece SERENADE FOR ALISON 

hunderts in Deutsch land, ed . by (•) performed by 

Michael Balle and Eva Zuchner, (o) documentation (w) George Brecht: "Light Event" 

exh . cat. (Berlin : Berlinische 

Galerie, 1988), pp. 493-517 (w) Alison Knowles: Child Art Piece 

Ina Conzen, 'Vom Monager 1 MARCH 1963 
der Avantgarde zum Fluxus- (w) Dick Higgins : 

dirigenten : George Maciunas in (w) Emmett Williams: TWO FOR HAM! BAY 

Deutschland', in Eine lange four-directional song of doubt 

Geschichte mit vie/en Knoten; Fluxus for five voices (w) Dick Higgins: Gdngsang 

in Deutsch/and, 1962-1994, ed . ("Walking song") 

by Rene Block and Gabriele (w) George Brecht : 

Knapstein (Stuttgart: lnst itut fur DIRECTION ("R iktn ing") (w) Dick Higgins : 

Auslandsbeziehungen, 1995), En mains que une minute ii 

pp. 18-31 (w) George Brecht : 

Owen F. Smith, Fluxus: The THREE YELLOW EVENTS (w) Bengt al Klintberg : Matbit 

History of an Attitude (San Diego: ("3 Gula Handelser") till Dick Higgins ('Foadpiece 

San Diego State University Press, for Dick Higgins') 

1998), pp. 92-98 (w) Robert Watts: TWO INCHES 

Antje von Graevenitz, (w) Staffon Olzon : Sardinsang 

'Sprache ergreilt Materie - Das (w) Dick Higgins: Graphis 24 ('Sardine Song') 

Festum Fluxorum Fluxus in 

Dusseldorl 1963', in Fotos (w) George Brecht : DRIP (w) Al Hansen: Alice Denham in 

sch reiben Kunstgeschichte, ed . by MUSIC (DRIP EVENT) 48 Seconds ("Alice Denham 

Renate Buschmann and Stephan ("Dropmusik") pa 48 Sekunder") 

von Wiese (Koln: DuMont and 

AFORK, 2007), pp. 67-86 (w) Bengt al Klintberg: (w) Dick Higgins: Canzona nr. 29 

COMPILED BY HENAR RIVIERE Rios Alternative to Another 

Rattlesnake (w) Emmett Williams : 'Coal' 

("Kul l") 
(w) Al Ha nsen: Bibbe's Tao 

(w) Dick Higgins: 
(w) Dick Higgins: En mains que une minute iii 

Graphis 62 
(w) Dick Higgins: Gravity Piece 

(w) La Monte Young: 

Composition 1960 #11 
(w) La Monte Young: 

Arabic Numeral (Any Integer) 
(w) George Brecht: to H[enry] F [lynt ] 

WORD EVENT 
(w) Alison Knowles : 

(w) Charles Lavendel : Proposition ("Forslag IGor 

Charles Lavendel en sallad]") 



3 MARCH 1963 (Charles Lavendel): Charles (w) Benjamin Patterson : POND 

La vend el 

527 
(w) 

Benjamin Patterson: SOLO (w) George Brecht : DRIP 

DANCE FROM "LEMONS" DOCUMENTATION MUSIC (DRIP EVENT) 

("Dans for Solist") PRINTS: Poster, programme 

PRESS : Age, 'Vad ka n en konk 
(w) 

Dick Higgins: 
(w) 

Jackson Moc Low: THANKS II viii vara?', Dagens Nyheter, En moins que une minute i 

21 Febuary 1963 
(w) 

Alison Knowles : Child Art Mill, 'Fluxusveteran, 25 or, (w) Bengt al Klintberg : Variations 

Piece hyr egen boxningsring', Svenske on Higgins's "Graphis 62" 

Tidningen, 28 Febuary 1963 
(w) 

Dick Higgins: New Constel- Ake Cato, 'Ka n ingen 
(w) 

George Brecht: COMB 

lation (Constellation No. 7) stoppa Happenings', Expressen, MUSIC (COMB EVENT) 

("Konste llation Nr 7") 2 March 1963 

Gunnar Ohrlander, 'Laven- (w) Dick H iggins: 
(w) Dick Higgins : Constellation deldoftande publik skrek, stam- TWO FOR HAMI BAY 

No.4 ("Konstellation Nr 4") pade - gick' , Svenske Tidningen, 

2 March 1963 (w) Dick H iggins: 
(w) 

Dick H iggins: LITERATURE: Carl Fredrik Reu- En moins que une minute ii 

Gringsring ("Walking song") terswi:ird, Alias Charlie Lavendel. 

1952-61. (Stockholm: Natur och 
(w) 

Emmett Williams: 
(w) 

George Brecht: COMB kultur, 1996) counting song 

MUSIC (COMB EVENT) Leif Nylen , Den iippna 

("Kamstycke") konsten. Happenings, instrumental (w) 
Al Hansen : Compositionfor 

teater, konkret poesi och andra Piano, Human Voice, Two 
(w) George Brecht: "Light Event" griinsiiverskridningar i det svenska Apples and Pencil 

60-talet (Stockholm : Sveriges 
(w) 

Dick H iggins: Time Al l manna Konstforening, 1998) (w) Alison Knowles : Nivea Cream 

Bengt al Klintberg, Svensk Piece - for Oscar Williams 
(w) Dick Higgins: Danger Music Fluxus = Swedish Fluxus (Stock-

Number Seventeen holm: Rannells Antikvariat, 2006) (w) Robert Watts : EVENT: 10 

happening & jluxus. material-
(w) Dick Higgins: Graphis 118 ien , ed . by Hanns Sohm and (w) Dick Higgins: Graphis 118 

Harald Szeemann, exh. cat. (Koln: 
(w) Alison Knowles: Nivea Cream Koelnischer Kunstverein, 1970) (w) Dick H iggins: 

Piece - for Oscar Williams COMPILED BY CAROLINE UGELSTAD En moins que une minute iii 

(w) Robert Watts : EVENT: 10 (w) Bengt al Klintberg: Matbit 

FLUXUS CONCERT till Dick Higgins (' Food Piece 
(w) Robert Watts: EVENT: 13 Oslo, Studenterkroa, for Dick H iggins') 

28 March 1963 
(w) Tamas Schmit : Three Piano (w) 

Bengt al Klintberg : Concert 

Pieces for George Marciunas, for Two Heads of Lettuce 

No. 2 ("Pianostycke Nr. 2 till ARTISTIC ORGANISERS: Sten 

George Maciunas'') Hanson, Bengt al Klintberg DOCUMENTATION 
PERFORMERS: Sten Hanson, PRINTS: Poster, programme 

(w) 
Bengt al Klintberg: Another Bengt al Klintberg, Frank-Th ore PRESS: 'Kansert far kalhoder?', 

Alternative Nilsen, Sigmund Kval0y Setreng, Dagbladet, 28 March 1963 

Randi Weum LITERATURE: Bengt al Klintberg, 
(w) 

La Monte Young: Piano Piece Svensk Fluxus =Swedish Fluxus 

for David Tudor #2 
(w) work/performed piece (Stockholm : Rannells Antikvariat, 
( •) performed by 2006) 

(w) 
Phil ip Corner: 2nd Finale ( o) documentation COMPILED BY CAROLINE UGELSTAD 

("Andra Final ") 

(w) Carl Fredrik Reute rswi:ird (w) 
Dick Higgins: Graphis 24 



CONCERTO 

Copenhagen , The Roya l 

Danish Music Conserva

tory, 23 April 1963 

HOST: Studiekredsen for ny musik, 

Elevforeningen of 1959 

PERFORMERS : Eric Andersen, John 

Davidsen, Paul Gemes, Peter 

Louis Jensen, Per Kirkeby, Ole 

Knudsen, Jan Maegaard, fargen 

Plaetner, T orben Petersen, Anne-

(w) Dick Higgins: Graphis 118 

("Stykke for fem") 

(w) Alison Knowles : Child Art 

Piece 

(w) lb N0rholm: Version af Syl-

va no Bussottis tredie stykke af 

"Five Pieces for David Tudor" 

('Version of Sylvano Bussotti's 

third piece of "Five Pieces 

for David Tudor'") 

lise Rosberg, Robert World, others (w) Wolf Vostell : Dt!collage 

(w) work/ performed piece 

(P) performed by 

( n) documentation 

(w) Nam June Paik : 

Chair Composition 

(w) Benjamin Patterson : POND 

(w) Henning Christiansen : Sonate 

for klaver ("Progressive 

Sonata for Piono, Opus 17") 

C P) Eric Andersen 

Cw) Gyorgy Ligeti : TROIS BAGA

TELLES for David Tudor 

(w) George Mociunas: IN 

MEMORIAM TO ADRIANO 

OLIVEITI 

(w) Eric Andersen : Stykke for Det 

kgl. Danske Musikkonservato

rium, tilegnet eksistentialisten 

Niels Viggo Bentzon ('Piece 

for the Royal Danish Music 

Conservatory. Dedicated to 

the existentialist Niels Viggo 

Bentzen', later Opus 22) 

(• ) Eric Andersen 

(w) John Cage: Indeterminacy 

(• ) Jon Maegaard, fargen 

Plaetner 

(w) Annelise Rosberg and Robert 

World: Pantomime 

CP) Anne-Lise Rosberg, Robert 

World 

(w) Collective composition: 

Metodik ("Methodology") 

Cw) Members of Eks-skolen : 

Tableau 

(P) Per Kirkeby, Peter Louis 

Jensen, John Davidsen, 

Poul Gemes, Ole Knudsen 

DOCUMENTATIO N 
PRJNTS: Programme 

EYEWITNESSES : Eric Andersen, 

Fuzzy, lb N0rholm 

PRESS : Jens Wilhelm Pedersen, 

'Nyt Ira Musikkonservatoriet 

i K0benhavn', DanskMusik

tidsskrift, 38, no. 4, June 1963 

LITERATURE: 1962 Wiesbaden 

Fluxus 1982. Eine kleine Geschichte 

von Fluxus in drei Tei/en, exh. cat. 

ed . by Rene Block (Wiesbaden: 

Harlekin Art, and Berlin : Berliner 

Kunstlerprogramm des DAAD 

1982) 

Lars Morell, Broderskabet, 

Den eksperimenterende Kunstskole 

1961-69 (K0benhavn: Thaning & 

Appel, 2009) 

COMPILED BY PETER VAN DER 

MEIJDEN 

2 FLUXUS-AFTENER 

Copenhagen, Den Frie 

Udstillingsbygning, 

6 - 7 June 1963 

HOST: organising committee of 

Sommerudstillingen 

ARTISTIC ORGANISERS: Arthur 

K0pcke, Eric Andersen (?) 

(w) work/performed piece 

(• ) performed by 

(•) documentation 

6 JUNE 1963 [DISPUTED ] 

PERFORMERS: Eric Andersen, 

Tony Andersen, Henning 

Christionsen, John Davidsen (?) 

(w) Eric Andersen : 

Opus 20 (Moving) 

(w) Henning Christionsen: 

INWARDS - OUTWARDS 

(w) Dick Higgins : 

Graphis n8 ("Structure") 

(w) Henning Christiansen : 

Structure 

Cw) John Davidsen : [unidenti

fied piece, (probably not 

performed)] 

7 JUN E 1963 

PERFORMERS: Eric Andersen 

(w) Gyorgy Ligeti: 

TROIS BAGATELLES for 

David Tudor 

[Eric Andersen : Opus 21] 

C•) Eric Andersen 

Cw) Eric Andersen: Hommage a 
Eric Andersen - Acognitive 

Culture - European Shades -

A Part of a Consequence of 

Absolute Art 

(•) Eric Andersen 
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(w) 
Gyiirgy Ligeti: TROIS BAGA- Bernd Reissmann, Tamas 

(w) 
Tomas Schmit: Sanitas 35 

TELLES for David Tudor Schmit (>) Manfred Montwe, unknown 

529 
(>) Eric Andersen ( o) 

photos: Oscar van Alphen performer 

(w) 
Eric Andersen : Opus 30 (w) Emmett Williams : (w) Emmett Williams : 

( • ) Eric Andersen, Harald S0bye counting song four-directional song of doubt 
( • ) Peter Briitzmann, George for fi ve voices 

DOCUMENTATION Maciunas, Manfred Montwe, ( • ) Peter Briitzmann, George 

PRINTS: Programme sheet, cata- Bernd Reissmann, Tomas Maciunas, Manfred Montwe, 

logue Sommerudsti ll ingen 1963 Schmit Bernd Reissmann, Tomas 

EYEWITNESS: Eric Andersen Schmit 

COMPILED BY PETER VAN DER 
(w) 

Dick Higgins: New Constella-

MEIJDEN tion (Constellation No. 7) 
(w) 

Emmett Williams : 

Four-Directional Song of 
(w) 

Dick Higgins: Constellation Doubt for Five Whistles 

FLUXUS FESTIVAL - THE- No. 4 ( • ) Peter Briitzmann, George 

ATRE COMPOSITIONS - ( • ) Peter Briitzmann, George Maciunas, Manfred Montwe, 

STREET COMPOSITIONS - Maciunas, Manfred Montwe, Bernd Reissmann, Tomas 

EXHIBITS -ELECTRONIC Bernd Reissmann, Tomas Schmit 

MUSIC Schmit 

Amsterdam, Hypokrite- ( o) 
photos: Oscar van Alphen (w) George Maciunas: 

rion Theater, 23 June Piano Composition no. 1 for 

1963 (w) 
George Maciunas: IN Nam June Paik 

MEMORIAM TO ADRIANO ( • ) Tomas Schmit, Manfred 

OLIVETTI Montwe, Peter Briitzmann, 

HOST: Wi llem de Ridder ( • ) Manfred Montwe, Peter Bernd Reissmann 

ARTISTIC ORGAN ISERS: George Briitzmann, Tomas Schmit, ( o) 
photos: Oscar van Alphen 

Maciunas, Tom as Schmit Georg e Maciunas, Bernd 

PERFORMERS : Peter Briitzmann, Reissmann (w) George Brecht : 

George Maciunas, Manfred (o) photos: Oscar van Alphen PIANO PIECE, 1962 

Montwe, Bernd Reissmann, 

Willem de Ridder, Tomas Schmit (w) George Brecht: (w) Toshi lchiyanagi: 

SAXOPHONE SOLO PIANO PIECE NO. 5 
(w) 

work/ performed piece 
( • ) performed by (w) Robert Watts: EVENT: 10 (w) 

La Monte Young: Piano 
( o) 

documentation Piece for David Tudor #2 

(w) 
Robert Watts: TWO INCHES ( • ) Tomas Schmi t 

(o ) 
photos: Oscar van Alphen 

(w) 
Emmett Wi lliams: voice piece (w) 

Dick Higgins: Graphis 110 

for la monte young (w) George Brecht: DRIP MUSIC 
( • ) Willem de Ridder (?) (DRIP EVENT) (variation I) (w) 

George Brecht: DIRECTION 
( >) George Maciunas 

(w) 
Benjamin Patterson: (o ) photos: Oscar van Alphen (w) 

George Brecht: 

PAPER PIECE WORD EVENT 
( • ) Peter Briitzmann, George 

(w) 
George Brecht: DRIP MUSIC 

Maciunas, Manfred Montwe, (DRIP EVENT) (variation II) DOCUMENTATION 
Bernd Reissmann, Tomas (P) George Maciunas PRINTS: Poster, invitotion, pro-

Schmit gramme sheet 
( o ) 

photos : Oscar van Alphen (w) 
Benjamin Patterson : PHOTOGRAPHS: Oscar van 

SEPTET FROM "LEMONS" Alphen, Manfred Montwe 
(w) 

Tom as Schmit : Sanitas 165 ( • ) audience FILM: Christa Briitzmann / 
(o) 

photos: Oscar van Alphen Manfred Montwe 
(w) Arthur K0pcke : EYEWITNESS: Manfred Montwe 

music while you work (w) 
Jackson Mac Low: LETTERS PRESS: J. Eijkelboom, 'Fluxus : 

(•) Peter Briitzmann, George FOR IRIS NUMBERS FOR Dada met varianten ' , Vrij Neder-

Maciunas, Manfred Montwe, SILENCE land, 6 July 1963 



' Fluxus . Was La Mante Young in ALANAGE ('Swim Across (w) Tomas Schmit : Sanitas35 

de zaal?', Haagse Post, 29 June the Harbour of Nice') ("Sonitas N2") [order unclear] 

1963 (>) Ben Vautier ( o) photos : Philippe Franc;ois 
530 

LITERATURE: W.A.L. Beeren, Aktie, (o ) photos : Philippe Franc;ois 

werkelijkheid en fictie in de kunst van 27 JULY 1963 
de jaren '60 in Nederland, exh. cot. 26 JULY 1963, REST- HOTEL SCRIB E, AVENUE 
(Rotterdam : Museum Boymans- AURANT LE PROVENCE, GEORGE CLEMENCEAU 
van Beuningen, 1979-1980) AVENUE FELIX FAUR E 
COMPILED BY PETER VAN DER 

(w) George Mociunos : IN ME-

MEIJDEN 
(w) Robert Erebo : MORIAM TO ADRIANO 

Cravate OLIVEITI 
( • ) Robert Bozzi, George Mociunos 

FLUXUS FESTIVAL (o) photos : Philippe Franc;ois (w) Benjamin Patterson : 

D'ART TOTAL (ET DU PAPER PIECE 

COMPORTEMENT) (w) Dick H iggins: "Gants" 

Nice, 25 July - 3 August ('Gloves') (w) George Brecht : SOLO FOR 

1963 ( • ) George Mociunos, Ben Vautier VIOLIN VIOLA CELLO 
( o ) photos: Philippe Fronc;ois OR CONTRABASS ("Violin 

Solo") 

ARTISTIC ORGANISERS: George (w) Ben Vautier : Aliment Mystere 

Maciunas, Ben Vautier ('Mystery Food') (w) Robert Watts : 

PERFORMERS: Robert Bozzi , (>) Ben Vautier TWO INCHES 

Robert Erebo, George Maciunas, ( o) photos : Philippe Franc;ois 

Serge Oldenbourg, Ben Vautier (w) Dick Higgins : 
(w) Lo Monte Young: 2 Sounds Constellation 

(w) work/ performed piece ( " Duo de Violon" / "Deux 
( • ) performed by notes'') (w) La Monte Young : 2 Sounds 
( o) documentation ( • ) Robert Bozzi , George ("Duo de Violon" / " Deux 

Maciunos, Ben Vautier notes") 
( o) photos: Philippe Franc;ois 

25 JULY 1963, 10 A.M. (w) Nam June Paik : One for 

FLEE MARKET (w) George Maciunos: IN Violin Solo ("Violon Solo") 

MEMORIAM TO ADRIANO 
(w) Ben Vautier : Les cimetieres - OLIVETTI (w) Emmett Williams: counting song 

les casernes - les Super Marches - (>) Robert Bozzi, George 

les Eglises - les Commissari- Mociunas, Ben Vautier (w) George Brecht: STRING 

ats - les Pala is de justice - les (o) photos : Philippe Franc;ois QUARTET ("Quartet de 

Hopitaux - les Marches aux violon [se serrer la main]") 

Puces - Doivent etre considt!res (w) Robert Watts : TWO INCHES 

Musees Locaux d'Art TOTAL ( • ) Ben Vautier and others DOCUMENTATION 
('The Cemeteries - the Gar- ( o) photos: Philippe Fronc;ois PRINTS : Typographed programme, 

nison Houses - the Super- announcement 

markets - the Churches - the (w) Ben Vautier: Brosse a dents PHOTOGRAPHS : Philippe Franc;ois, 

Police Stations - the Court ('Toothbrush ') George Mociunos, Michou Strauch 

Houses - the Hospitals - the ( • ) Ben Vautier FILM INTERVIEW: Ben Vautier 

Flee Markets - Must be Con- (o) photos : Philippe Franc;ois LITERATURE: Fluxus en France, ed . 

sidered as Local Museums of by Bertrand Clovez (Paris : Cohiers 

TOTAL Art') (w) Joseph Byrd : Piece for Richard du Centre Pierre Froncostel, 2005) 
(•) Ben Vautier Maxfield Fleurice Wurz, Fluxus Nice 
(o) photos: George Maciunas ( o) photos : Philippe Franc;ois i963- 1968 (Saarbrucken : AO-

Verlag, 2011) 

26 JULY 1963, 10 A.M . (w) Robert Watts : Rosemary O'Neill , Artand 

HARBOU R OF NICE no event Visual Culture on the French Ri-
( • ) Robert Bozzi , George viera. 1956- 1971. The Ecole de Nice 

(w) Ben Vautier : BEN TRAVER- Mociunas, Ben Vautier (Surrey: Ashgate, 2012) 

SERA LE PORT DE NICE ( o ) photos: Philippe Fronc;ois COMPILED BY JENNIFER BURKARD 



2 INTERNATIONALE (w) Arthur K0pcke: reading/ work- (w) Henning Christiansen: 

KONCERTER FOR piece No. 11 (?) Colour-music, op. 20a 

531 
NYESTE INSTRUMENTAL- (P) Arthur K0pcke, audience ( • ) Henning Christiansen, 

TEATER OG ANTIART others(?) 

Copenhagen, Nikolaj (w) 
Arthur K0pcke : reading/ work-

Kirke, 27-30 September piece No. 12 (?) DOC UMENTAT ION 
1963 (•) Arthur K0pcke, audience PRJNTS: Programme sheet, invita-

ti on 

(w) 
Arthur K0pcke : reading/work- PRESS: Pou l N ielsen, 'Fluxus igen', 

ARTISTIC ORGANISERS: Arthur piece No. i8 (?) Berlingske Tidende, 28 September 

K0pcke, Eric Andersen (?), others (e) Arthur K0pcke, audience 1963 

PERFORMERS: Eric Andersen, Tony EYEWITNESSES: Eric Andersen , 

Andersen , Henning Christiansen, (w) Arthur K0pcke : reading/work- T any Andersen , Per N0rgaard 

Jed Curtis, Arthur K0pcke, Ann piece No. 33 (?) LITERATURE : Knud Pedersen, 

Riley, Terry Riley, Tomas Schmit ( • ) Arthur K0pcke, audience 'Kampen mod borgermusikken ' 

(1967), repr . in Knud Pedersens 
(w) work/ performed p iece (w) Arthur K0pcke : reading/ work- festlige hverdage, tekster 1966-2001, 
(•) performed by piece No. 93 (?) ed . by Nikolaj Zeuthen (K0ben-
(o) documentation (•) Arthur K0pcke, audience havn: lindhardt og Ringhof, 2005) 

COMPILED BY PETER VAN DER 

(w) 
Arthur K0pcke: reading/ work- MEIJDEN 

27 SE PTEMBE R 1963 piece No. 117 (?) 

( •) Arthur K0pcke, audience 
(w) Terry Riley: Grab Bag Piece POESIE ET CETERA 

and / or Henning 
(w) 

Arthur K0pcke : reading/ work- AMERICAINE 
Christiansen : DIALECTICAL piece No. 120 (?) Paris, Mu see d' Art 
EVOLUTION [d isputed] ( • ) Arthur K0pcke, audience Moderne de la ville 

de Paris, Biennale des 
(w) 

Tomas Schmit : lexicon poem (w) 
Tomas Schmit : jeunes artistes, 

( >) Tomas Schmit Sa nitas 79 9 October 1963 
( • ) Eric Andersen, Tony Andersen 

(w) 
Eric Andersen: Opera 14 

(Problem 4 ("Do and/ or do 30 SEPTEMBER 1963 ARTISTIC ORGANISERS: Emmett 

not do ... "), Opus30 ("Let a Wi ll iams in collaboration with 

person talk ... ") , Opus 42 ("I'll (w) 
Henning Christiansen : RTF and the Domaine poetique 

ask you to make contact ... "), Registrering [disputed] (Jean-Clarence Lambert) 

Opus 45 ("Give a man ... "), (•) Henning Christiansen , Eric PERFORMERS: Daevid Allen, Jack 

Opus 46 ("This sentence should Andersen Canopa, Joan Canopa, Jed Curtis , 

not be read ... "), Opus 47 Erik Dietmann, Robert Filliou , 

("Make a remark ... "), Opus 50 (w) 
Arthu r K0pcke : reading/ work- Peter Green , Jeanette Janitian , 

("Place the palms of your piece No. 82 (?) Terry Riley, Laurence Whitfield, 

hands ... "), Opus 51 ("I have (•) Arthu r K0pcke Emmett Williams and others 

confindence in you ... "), Opus 

("Place stamps ... "), Opus (w) 
Eric Andersen: Opus 27 

(w) 
work/ performed piece 

("Select some objects ... "), (•) Eric Andersen (•) performed by 

Opus ("What appears as the ( o) documentation 

essential thing ... "), Opus (w) Henning Christiansen : 

("The enclosed material ... "), Colour-music, op. 20a 

Opus ("I regret ... "), Opus ( • ) Henning Christiansen, others (w) 
Jackson Mac Low: Fifth Bibli-

("Please accept an instru- (?) ca l Poem for Three Voices 

ment ") (?) (•) Peter Green, Laurence 
(•) Eric Andersen, aud ience 

(w) 
Henning Christiansen : Wh itfield , Emmett Williams 

SP0RGSMAAL og SVAR, 
(w) Arthur K0pcke : opus 19b [disputed] (w) George Maciunas : IN 

music while you work (P) H enning Christiansen , Eri c MEMORIAM TO ADRIANO 
( • ) Arthur K0pcke, others Andersen OLIVETTI 



( >) Erik Dietmann, Robert filliou, LITERATURE: Fluxus en France , ed. (w) Jackson Mac Low: LEITERS 

Peter Green, Laurence by Bertrand Clavez (Paris: Cah- FOR IRIS NUMBERS FOR 

Whitfield, Emmett Williams iers du Cent re Pierre Francastel, SILENCE 
532 2005) 

(w) 
Robert Watts : TWO INCHES COMPILED BY JENNIFER BURKARD 

{w) Willem de Ridder : 
( >) Erik Dietmann, Robert Filliou, LAUGHING 1963 

Emmett Williams (>) 
Willem de Ridder. Wim 

INTERNATIONAAL PRO- T. Schippers, Tomas Schmit, 
(w) Emmett Williams: GRAMMA - NIEUWSTE Emmett Williams 

four-directional song of doubt MUZIEK - NIEUWSTE ( • ) photos : Dorine van der Klei, 

for five voices THEATER - NIEUWSTE Egbert Munks 
( • ) Jack Canepa, Joan Canepa, LITERATUUR 

Peter Green, Laurence Amsterdam, Kleine (w) 
Emmett Williams: counting song 

Whitfield, Emmett Williams Komedie, 18 December ( >) Emmett Willliams 

1963 
(w) Emmett Williams : WHITE (w) Robin Page: Block Guitar Piece 

FOR GOVERNOR WALLACE (o) Three of the four performers 
( • ) Jack Canepa, Joan Canepa , HOST I ARTIS TIC ORGANISER: 

Peter Green, Laurence Willem de Ridder (w) 
George Brecht: PIANO 

Whitfield, Emmett Williams PERFORMERS : Willem de Ridder. PIECE, 1962 

Wim T. Schippers, Tomas Schmit , ( • ) Emmett Willliams 

SIMULTANEOUS Emmett Williams ( • ) photos : Dorine van der Klei 

PERFORMANCES 
(w) 

work/performed piece (w) La Monte Young : 
(w) 

Dick Higgins : Concert No. 2 2 
(>) performed by Piano Piece for David Tudor 
(•) documentation ( • ) Emmett Williams 

(w) 
Benjamin Patterson : { • ) photos : Dorine van der Klei 

PAPER PIECE 
( • ) Two dozen performers (w) Benjamin Patterson : (w) 

Robert Filliou : 

PAPER PIECE 13 Faf ons d'employer le crane 
(w) Al Hansen : [un identified (•) Willem de Ridder. Wim d'Emmett Williams 

piece] T. Schippers, Tomas Schmit, ("13 Ways of Using Emmett 

Emmett Williams Williams's Skull") 
(w) Terry Ri ley: EAR PIECE (•) photos : Egbert Munks (•) Willem de Ridder. Emmett 
( • ) Terry Riley Williams 

(w) Arthur K0pcke : music while ( o ) photos: Dorine van der Klei 
(w) 

La Monte Young : Poem for you work 

Chairs, Tables, Benches, etc. ( • ) Willem de Ridder. Wim (w) AFSRINMOR C.230: 
( • ) Robert Filli ou, Laurence T. Schippers, Tomas Schmit, La Jaret chante ('The Forest 

Whitfield, Peter G reen Emmett Williams Sings') 
( • ) film 

(w) 
Alison Knowles : 

(w) 
Anonymous: AFSRINMOR 

Shuffle ("Shuffling Piece [for J.K. 22 Fluitconcert (w) Tomas Schmit : ZYKLUSfar 

audience]") ( • ) Willem de Ridder. Wim Wassereimer (oder Flaschen) 

T. Schippers, Tomas Schmit , ( • ) Tomas Schmit 
(w) Simone Morris (Fort i) : Emmett Williams ( o ) photos: Dorine van der Klei 

INSTRUCTIONS FOR (o ) 
photos : Egbert Munks 

A DANCE DOCUMENTATION 
( • ) Jed Curtis , Jeanette Jonitian (w) Robert Watts : PRINTS : Poster. press release, 

TWO INCHES programme sheet 
(w) 

George Brecht : WORD ( • ) Willem de Ridder. Emmett PHOTO GRAPH S: Dorine van der 

EVENT Williams Klei , Egbert Munks, anonymous 
( • ) Emmett Williams (o) 

photos : Dorine van der Klei photographer 

PRESS: ' Bepaa lde gebeurtenissen 

DOCUMENTATION (w) 
Takehisa Kosugi : MICRO 1 in de Kleine Komedie'. Algemeen 

PRINTS: Programme ( • ) Willem de Ridder Handelsblad, 19 December 1963 



'Artistieke onmocht met pretenties', (w) Arthur K0pcke: [speech] den. Joseph Beuys, Aachen, 

Trouw, 19 December 1963 ( •• ) Arthur K0pcke, Tut K0pcke 20 .7.1964'. in Kunstzerstorer. 
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Stan Huijts, 'Brandwacht (o) photos: Peter Thamann Fallstudien: Tatmotive und Psycho-

verbood "economisch concert"', gramme, ed . by Peter Moritz Pick-

De Telegraaf. 19 December 1963 (w) Ludwig Gasewitz: OZUP-Bons shaus (Reinbek : Rowohlt, 1988) 

Algemeen Dagblad, 19 De- (POSTALISCHE AKTION) Uwe M. Schneede, Joseph 

cember 1963 ( e) Ludwig Gosewitz Beuys. Die Aktionen. Kommentiertes 

COMPILED BY PETER VAN DER 
(o ) photos: Peter Thomann Werkverzeichnis mit fotogra.fischen 

MEIJDEN Dokumentationen (Ostfildern: Hatje 
(w) Stanley Brouwn: THIS WAY Cantz Verl ag, 1994) 

BROUWN Adam C. Oellers and 

FESTIVAL DER NEUEN Sibille Spiegel, Wollt Ihr das 

KUNST (w) Bazan Brock: [untitled piece ] totale Leben' Fluxus und Agit-Pop 

Aachen, Technische ( e) Bazon Brock and others der 6oer Jahre in Aachen, exh. 

Hochschule Aachen, (o) photos: Peter Thomann cat. (Aachen: Neuer Aachener 

20 July 1964 Kunstverein, 1995) 
(w) Joseph Beuys: Kukei 
( ') Joseph Beuys 

HOST: Valdis Aboli ns (o ) photos: Heinrich Riebesehl, NYE KONCERT-F>tNO-

ARTISTIC ORGANISER : Tom as Peter Thomann MENER, HAPPENINGS, 

Schmit ACTION MUSIC ETC. 
PERFORMERS: Eric Andersen, (w) Joseph Beuys: akopee-Nein! Copenhagen, Charlot-
Joseph Beuys, Bazon Brock, ( •) Joseph Beuys tenborg, 29 August 
Stanley Brouwn, Henning ( o) photos: Heinrich Riebesehl, 6 September 1964 

Christiansen, Robert Fi ll iou, Peter Thomann 

Ludwig Gosewi tz, Arthur K0pcke, 

Wo lf Vostell, Emmett Williams (w) Joseph Beuys: Braunkreuz HOST : Majudsti ll ingen 
( ') Joseph Beuys ARTISTIC ORGANISERS: Arthur 

(w) work/ performed piece ( o) photos: Heinrich Riebesehl, K0pcke, Eric Andersen, Henning 
( • ) performed by Peter Thomann Christ iansen (?) 
( o) documentation 

(w) Joseph Beuys: Fettecken (w) work/performed piece 
( • ) Joseph Beuys ( e) performed by 

(w) Bazan Brock: [speech] ( o) photos: Heinrich Riebesehl, ( o) documentation 
( • ) Bazan Brock Peter Thomann 
( o ) photos : Peter Thomann 

DOCUMENTATION 29 AUGU ST 1964 
(w) Wolf Vostell: - NIE WIE- PRINTS: Poster by N am Ju ne Paik , 

DER-NEVER- JAMAIS / programme brochure (w) Eric Andersen: 

ein de-coll/age-Ereignis PHOTOGRAPHS : H einrich Confronted Cinema 
(') Wolf Vostell, seven students, Riebesehl , Peter Thoma nn 

audience PRESS : Jan-Dieter Eumann, (w) Arthur K0pcke: Copenhagen 
( o) photos: Peter Thomann 'Hochschul-Skandal. Wurdeloser Ele Mele Mink Mank 

Klamauk in Aachen als Feier zum 
(w) Robert Fill iou: L'Autrisme 20. Jul i'. Bild, 22 July1964 (w) Wol f Vostell: Sun in the head 

'StudentenausschuB bedau-
(w) Robert Filliou : Ban the Bomb ert Krawa ll' , 22 Ju ly 1964 (w) George Brecht: TWO DURA-
(') Robert Fi ll iou, Tut K0pcke, Peter Squenz, 'Ein Professor TIONS / MALLARD MILK 

female student wurde geschlagen ... und warl 

mit Schokolade - Eine "etwas (w) Dick Higgins: [uniden tified 
(w) Emmett Williams: exceptionelle" Feier am 20. Juli tape composition ] 

AN OPERA in der Aachener Uni'. Die Zeit, 
( • ) Va ldis Abolins, Sibi lle 31 July1964 30 AUGU ST 1964 

Spiegel, Emmett Williams, LITERATURE: Peter Moritz 

unknown performer Pickshaus, 'Man darf die Kartolfel PERFORMERS: Eric Andersen, 
( o) photos : Peter Thomann nicht mil dem Messer schnei- Tony Andersen, Eva Beuys, 



Joseph Beuys, Wenzel Beuys, Christiansen, Arthur K0pcke, 6 SEPTEMBER 1964 
Henning Christiansen, Mercedes Tomas Schmit, Emmett Williams 

Guardado (Vostell), Arthur PERFORMERS: Eric Andersen 
534 K0pcke, Tomas Schmit, Wolf (w) Tomas Schmit : 

Vostell, Emmett Williams Sensatorium Minimaximum (w) Eric Andersen: Opus 20 

( • ) Tomas Schmit ( • ) Eric Andersen 
(w) 

Joseph Beuys : Der Chef (n) photos : Sisse Jamer(?) 

The Chief, Fluxus Gesang DOCUMENTATION 
(') Joseph Beuys (w) 

Tomas Schmit : PRINTS: Invitation, newsletter, 

Anstelle von ... hand-written programme of 3 Sep-
(w) Wolf Vostell : BUS STOP ( • ) Tomas Schmit !ember 1964, flyer Eric Andersen 
(') Eric Andersen, Joseph Beuys, ( n) photos : Sisse Jamer(?) PHOTOS : Mercedes Guardado 

Eva Beuys, Wenzel Beuys, (Vostell), Sisse Jamer 

Henning Christiansen, (w) Henning Christiansen: AUDIO INTERVIEW: Eric Andersen 

Mercedes Guardado (Vostell), KORPER UND KLOPFEN PRESS : 'Syv gange Fluxus po 

Arthur K0pcke, Tomas ('Bodies and Knocking') Charlottenborg', Berlingske 

Schmit, Wolf Vostell, Emmett ( • ) Henning Christiansen Aftenavis, 31August1964 

Willliams (n) photos: Poul Hansen, Sisse Aktuelt, 5 September 1964 
(o) photos: Mercedes Guardado Jamer, unknown photographer LITERATURE : Jurgen Becker and 

(Vas tell) Wolf Vostell, Happenings. Fluxus, 
(w) 

Henning Christiansen: Pop Art, Nouveau Realisme. Eine 

3 SEPTEMBER 1964 Ka.ffestykker Dokumentation (Hamburg: Row-

(') Henning Christiansen ohlt , 1965) 

PERFORMERS: Eric Andersen, (n) photos: Sisse Jamer Henning Christiansen, 

Tony Andersen, Henning 'Joseph Beuys - og hons energi-

Christiansen (?), Arthur K0pcke, (w) Henning Christiansen: plan' , Hvedekom, 40, no. 5 

Tomas Schmit, Emmett Williams [unidentified piece] (?) (1966) 
(>) Henning Christiansen Emmett Williams, My Life in 

(w) 
Emmett Williams : (n) 

photos: Sisse Jamer Flux - and Vice Versa (Stuttgart, 

THE ULTIMATE POEM London : Edition Hansj6rg Mayer, 
(w) 

Arthur K0pcke : reading/work- 1991) 
(w) 

Emmett Williams : pieceNo.31 Uwe Schneede, Joseph 

STRAWBERRY SHORTCUT ( • ) Arthur K0pcke Beuys - die Aktionen (Ostfildern, 
( o) 

photos: Sisse Jamer Hatje Cantz Verlag , 1994) 
(w) 

Emmett Williams: four-direction- COMPILED BY PETER VAN DER 

al song of doubt for five voices (w) 
Arthur K0pcke : reading/work- MEIJDEN 

( • ) Eric Andersen , Arthur K0pcke, piece No.33 

Tomas Schmit, Emmett ( • ) Arthur K0pcke 

Williams, unknown performer ( o) photo: Sisse Jamer 

(w) Emmett Williams: voice piece (w) Arthur K0pcke: reading/work-

for la monte young piece No.34 
( ') Emmett Williams ( ') Arthur K0pcke 

(w) 
Emmett Williams: counting song (w) 

Arthur K0pcke: reading/work-
( • ) Emmett Williams piece No.16 

( • ) Arthur K0pcke 
(w) 

Emmett Williams : WHITE 

FOR GOVERNOR WALLACE (w) 
Eric Andersen : [untitled piece] 

(>) Eric Andersen , Tomas Schmit, (>) Eric Andersen, Tut K0pcke 

Emmett Williams, others (?) (n) 
photos: Sisse Jamer 

4 SEPTEMBER 1964 (w) Eric Andersen : Opus 50 

( • ) Eric Andersen, audience 

PERFORMERS: Eric Andersen, 

Tony Andersen, Henning 
(w) 

Eric Andersen: Opus 46 



FLUX FESTIVAL - (w) Misha Mengelberg: In memo- (w) Robert Watts : TWO INCHES 

NIEUWSTE MUZIEK EN riam Hans van Sweeden 
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ANTl-MUZIEK - HET IN- (>) Misha Mengelberg 

(w) Wim T. Schippers: Economisch 

STRUMENTALE THEATER concert 

Scheveningen, Kurzaal, (w) 
Takehisa Kosugi : ORGANIC (•) Wim T. Schippers 

13 November 1964 MUSIC 
( • ) Anna Beeke, three unknown DOCUMENTATION 

performers PRINTS: Poster, programme and 

HOST I ARTISTIC ORGANISER: Ayer by Bab Lens 

Willem de Ridder 
(w) Willem de Ridder: PHOTOGRAPHS : Hugo van 

PERFORMERS: Eric Andersen, LAUGHING 1963 Gelderen, Egbert Munks, unknown 

Anno Beeke, Anthon Beeke, ( • ) Wim T. Schippers, A. J. de photographer 

Arthur K0pcke, Bob Lens, Misha Swort e, Arthur K0pcke, Eric PRESS: 'Fluxus gal emotieloos 

Mengelberg, Willem de Ridder, Andersen, Willem de Ridder, "konsert"', Het Parool, 14 Novem-

Wim T. Schippers, A. J. de Sworte Anna Beeke, Anthon Beeke ber 1964 
(o ) photos: Egbert Munks Algemeen Handelsblad, 14 

(w) 
work/performed piece November 1964 

(>) 
performed by 

(w) George Brecht: W.H . Thijsse, 'Fluxus demon-
( o) 

documentation "Trio for Violins" streerde onmocht in de Kurzool', 

( • ) Anno Beeke, two unknown Het Vader/and, 14 November 1964 

performers Eugene Eberle, 'Fluxus-
(w) Tokehiso Kosugi: MICRO 1 ( o) photos: Egbert Munks groep liet smaak van lauw water 
( • ) Wim T. Schippers ochter', Algemeen Dagblad, 
(o) 

photos : Egbert Munks, 
(w) 

Arthur K0pcke: reading/ work- 14 November 1964 

unknown photographer piece No. 22 (WHEN THIS De Telegraaf. 14 November 

YOU SEE REMEMBER ME) 1964 
(w) George Brecht : Het Vrije Volk, 14 November 

INCIDENTAL MUSIC Five (w) Anonymous : AFSRlNMOR 1964 

Piano Pieces International RB/ K 'Fluxus-Pop-Art-festival gevar-
( >) Misha Mengelberg ieerde absurditeit', Het Binnenhof, 

(w) Bob Lens : Stuk voor wekkers 14 November 1964 
(w) Er ic Andersen : ( •) Bob Lens Goudse Courant, 14 Novem-

Opus 38 for piano and voice 
(o) 

photos: unknown photo- ber 1964 
( • ) Eric Andersen gropher 'Boeh en bah voor Fluxus-

groep', De Waarheid, 14 Novem-
(w) Nam June Paik : (w) Bengt of Klintberg: Matbit ber 1964 

Half Time i963for Piano till Dick Higgins ('Food Piece 'Fluxuskolder: triviaal, steriel 
(>) Eric Andersen, anonymous for Dick Higgins') en destructief', Nieuwe Haagse 

pianist in on unspecified Courant, 14 November 1964 

other location (w) Arthur K0pcke : 'Pop-ortiesten goon met drop 

music while you work de rijen longs', De Tijd / De Maas-
(w) 

Lo Monte Young : ( • ) Anno Beeke, Wim T. bode, 14 November 1964 

Piano Piece for David Tudor Schippers, Anthon Beeke, ' Flux, het festival van de 
(>) Arthur K0pcke, two unknown unknown performer vervel i ng', Nieuws van de Dag, 

performers (o) photos: Egbert Munks 14 November 1964 
( o) 

photos: Egbert Munks 'Optreden van Fluxus-groep 
(w) 

Misha Mengelberg : complete flop' , Arn hems Dagblad, 
(w) Emmett Williams: litany and Journal II 14 November 1964 

response no. 2 for alison know/es (>) Misha Mengelberg Henk de By, 'l ets terugdoen 
(o) photos: Egbert Munks tegen de cultuur', Vrij Nederland, 

(w) Wim T. Schippers: I . niet 21 November 1964 

roken 2. niet eten 3. roken 4. eten (w) 
Eric Andersen: Opus 35 Ben Bunders, ' Fluxus wil Cul-

( • ) Wim T. Schippers, A. J. de tuur van zijn voetstuk holen', Het 

Sworte, Arthur K0pcke, Eric (w) Willem de Ridder : Vrije Volk, 26 November 1964 

Andersen, Anthon Beeke Fluitconcert no. 2 Richard Werker, 'Anti-muziek', 
(o) 

photos: Hugo Van Gelderen (>) Willem de Ridder Mens en Muziek, vol. 20 (1965) 



LITERATURE: W .A.L. Beeren, 

Aktie, werkelijkheid en fictie 

in de kunst van de jaren '60 in 

Nederland, exh . cot. (Rotterdam : 

Museum Boymons-von Beuningen, 

1979-1980) 

Horry Ruhe, Fluxus in Hol

land - de jaren '60 (Amsterdam : 

Galerie A/ArtKitchen, 2009) 

COMPILED BY PETER VAN DER 

MEIJDEN 

FLUX FESTIVAL -
NIEUWSTE MUZIEK EN 
ANTl-MUZIEK - HET IN
STRUMENTALE THEATER 
Rotterdam, Kunst

centrum't Venster, 

23 November 1964 

HOST I ARTISTIC ORGANISER: 

Wi llem de Ridder 

PERFORMERS : Eric Andersen, 

Louis van Gasteren, Bob Lens, 

Misha Mengelberg, Wi llem 

de Ridder, Wim T. Schippers, Ben 

Vautier 

(w) work/ performed piece 

(•) performed by 

( o ) documentation 

(w) Willem de Ridder : 

Card Piece 

(•) Wi ll lem de Ridder, audience 

(w) Benjamin Patterson: 

PAPER PIECE 

(w) Wi llem de Ridder : 

4B en 1 0 

(w) Eric Andersen: Opus 52 

(•) Eric Andersen, Ben Vautier, 

unknown performers 

(w) Arthur K0pcke : 

reading/ work-piece No.19 or 

Wi llem de Ridder : Card Piece 

(• ) audience 

(w) Bob Lens : Stuk voor wekkers 

(•) Bob Lens 

(w) Bob Lens: Stuk voor lijnen 

(• ) Bob Lens 

(w) Philip Corner : 

Piano Activities 

(•) Louis van Gasteren, Ben 

Vautier, Misha Mengelberg, 

others(?) 

(o) photos: unknown photographer 

(w) Ben Vautier : [three unident i

fied pieces] 

(•) Ben Vautier, others 

(w) Tomas Schmit: Sanitas 22 (?) 

(w) Misha Mengelberg: In 

Memoriam Hans van Sweeden 

(• ) Misha Mengelberg 

(w) George Brecht: "Piano Solo" 

(•) Wim T. Schippers 

(w) Willem de Ridder: 

LAUGHING 1963 

(w) (Unidentified film ] 

(w) Dick Higgins: Graphis 118 

(w) Misha Mengelberg: 

Spel 

(•) Misha Mengelberg 

( o) photos: unknown photographer 

(w) Nam June Paik: 

Zen for Head 

(•) Ben Vautier 

( o) photos: Wim van der Linden 

DOCUMENTATION 
PRINTS : Poster 

PHOTOGRAPHS: Wim van der 

Linden, unknown photographer 

PRESS: 'De jongens van Fluxus', 

Rotterdamsch Nieuwsblad, 17 No

vember 1964 

Eugene Eberle, 'Publiek tro

efde Fluxus', Algemeen Dagblad, 

24 November 1964 

'Fluxus, een ovondje ongein 

en ontikunst', Het Vrije Volk, 

24 November 1964 

'Rotterdommers slaon Fluxus 

initiotief uit honden', De Tijd/ 

DeMaasbode, 24 November 1964 

Jouke J.Ph . Mulder, 'Vermoeiend 

Fluxus-festival', Het Parool, 24 No

vember 1964 

Jon Donia, 'Geweldige 

ovond met Fluxus' , De Havenloods, 

24 November 1964 

'Fluxus-festiva l was puin, moor 

Louis van Gasteren ruimde keurig 

de scherven op', Rotterdamsch 

Nieuwsblad, 24 November 1964 

Het Vrije Volk Rotterdam, 

24 November 1964 

LITERATURE : W.A.L. Beeren, 

Aktie, werkelijkheid en fictie in de 

kunst van de jaren '60 in Nederland, 

exh. cot. (Rotterdam : M useum 

Boymons-van Beuningen, 1979-

1980) 

COMPILED BY PETER VAN DER 

MEIJDEN 

NEHUDBA, NEDIVADLO, 
NELITERATURA, 
NEUMENi - ADVANCED 
ART, AKCE, NOVY REA
LISMUS, HAPPENINGS, 
EVENT, 

Prague, Reduta, 

5-7 April 1966 

HOST: Herberta Masorykovo, 

Stotni divadelni studio 

PERFORMERS: Eric Andersen, 

Arthur K0pcke, Tomas Schmit 

(w) work/ performed piece 

(• ) performed by 

( o) documentation 

5 APRIL AND 6 OR 7 
APRIL 1966 
The order in which the pieces 

were performed is unknown. 

(w) Eric Andersen : Opera 25 

("Divide the people present 

into flexible and variable 

groups") 

(•) Eric Andersen, audience 

(w) Eric Andersen : Opus ("Give 

a person or a g roup or the 

whole audience one object") 

536 



( >) Eric Andersen, audience Eda Kriseav6, 'Razpai':ity (w) 
Gyorgy Ligeti : TROIS 

happening v Redute', Mlady svlt, BAGATELLES for David 

537 
(w) 

Eric Andersen : 1966, p.15 Tudor ("3 bagatelas") 

Opus 20 ("Move people in (Gm), 'Tri zasmusili sprymari', ( • ) Juan Hidalgo 

sections in such a way") Lidovd demokracie, 7 April 1966, 
( o ) photos: unknown photographer 

( • ) Eric Andersen, audience p . 3 

'H appening v Redute?'. 
(w) Robert Watts: "3 acontecimien-

(w) 
Eric Andersen : Opus 4 ( "THE Vecerni Praha, 6 April 1966, p. 5 tos" ('3 Events') 

VALUE CARD FOR ERIC LITERATURE: Bohumi la Griigerovci 

ANDERSEN") and Josef Hir5a l: Let let, No. 3, p. 43 (w) 
Takehisa Kosugi: 

Eric Andersen, 'The East Distance for Piano (to David 
(w) Arthur K0pcke : various read- Fluxus Tour 1964', in: Fluxus East. Tudor) ("distancia para 

ing/ work-pieces Fluxus Networks in Central Eastern piano") 
( • ) Arthur K0pcke, audience Europe , ed. by Petra Stegmann, 

exh . cat. (Berlin: Kunstlerhaus 
(w) 

Giuseppe Chiari : 
(w) Tomas Schmit: ZYKLUSfur Bethanien 2007), p. 56 ATTUALE ("actual") 

Wassereimer (oder Flaschen) Petra Steg mann, 'Fluxus 

( • ) Tomas Schmit East', in Fluxus East. F1uxus Net- (w) 
George Brecht: 

works in Central Eastern Europe, 2 UMBRELLAS ("paraguas'') 
(w) 

Tomas Schmit: Sensatorium ed. by Petra Stegmann, exh. cat. 

Minimaximum (Berlin: Kunstl erha us Bethanien (w) Mieko (Chieko) Shiomi: 

( • ) Eric Andersen, Arthur K0pcke, 2007), pp. 5 - 52 (pp. 291.) BOUNDARY MUSIC 

Tom as Schmit, audience COMPILED BY PETRA STEGMANN ("musica limite") 
( • ) Eugenio de Vicente (?), Jose 

(w) Tom as Schmit : the dry sheet Cortes(?) 

of paper piece CONCIERTO ZAJ ( o) 
photos: unknown photographer 

( • ) Tomas Schmit, audience (FESTIVAL ZAJ 2) 

Madrid, Escuela Tecnica (w) Dick Higgins: 
(w) 

Tomas Schmit : the wet sheet Superior de Arquitectura Danger Music Number 

of paper piece Universidad de Madrid, Twenty-Two (" musica pelig-
( • ) Tomas Schmit, audience 29 May 1966 rasa no . 22") 

( • ) Eugenio de Vicente (?), Jose 
(w) Tomas Schmit : yes-piece Cortes(?) 
( • ) Tomas Schmit, audience ARTISTIC ORGANISER: Zaj 

( o) 
photos : unknown photographer 

PERFORMERS: Jose Cortes, 

6 OR 7 APRIL 1966 Manuel Cortes, Juan Hidalgo, 
(w) George Maciunas: Piano 

Walter Marchetti, Tomcis Composition no.4 ("pieza 
(w) Eric Andersen : Marco, Alain Arias-Misson, Nela para piano no. 4") 

Confronted Cinema Arias-Misson, Alberto Schommer, ( • ) Juan Hidalgo, Tomcis Marco, 
( • ) film Eugenio de Vicente Walter Marchetti 

( o) photos: unknown photographer 
(w) 

Eric Andersen : 
(w) 

work/performed piece 

Expanded Cinema (•) perfo rmed by 
(w) 

George Maciunas: 
( • ) film (o ) 

documentat ion Piano Composition no.10 for 

Nam June Paik ("pieza para 
(w) Arthur K0pcke : The Dog piano no. 10") 
( • ) film 

(w) 
Emmett Wi lliams : 

ten arrangements for five 
(w) 

Ben Vautier: GESTURES 

DOCUM ENTATION performers ("10 arreglos para ("3 gestos'') 

PHOTOGRAPHS: Miroslav Hucek 5 ejecutantes'') 

(Mlady svlt) ( • ) Jose Cortes, Manuel Cortes , 
(w) 

Takehisa Kosugi : MICRO 1 

FILM INTERVIEW: Eric Andersen, Juan Hidalgo, Walter ("micro 1") 

Milan Knii6k Marchetti, Tomcis Marco, 

PRESS : 'Danske avantgardister Eugenio de Vicente 
(w) 

Benjamin Patterson : methods 

til Tjekkoslovakiet', in Politiken, ( o) photos: unknown photographer & processes ("metodos y 

4 April 1966, p . 25 procesos'') 



(w) Alberto Schommer: ( • ) Bross band of the third yeor FLUXUS-CONCERT 

Diapositivas en color of stud ies Berlin, Forum-Theater, 
( • ) Alberto Schommer 4 October 1966 

538 (w) Vytautos Landsbergis: 
(w) Dick Higgins : Danger Music Operas ir 19 ('Opera 5 and 

Number Two ("musica pelig- 19') HOST: Galerie Block 

rose no. 2") (•) Aldana Normantaite, Duanas ARTISTIC ORGANISERS: Dick 
( • ) Juan Hidalgo, Walter Timukas Higgins, Alison Knowles 

Marchetti, Tomas Marco PERFORMERS : Claus Bremer, Juan 
( o ) photos : Alberto Schommer (w) Vytautos Landsbergis: Hidalgo, Dick Higgins, Alison 

Geltona pjesa ('Yellow Piece') Knowles, Tomas Marco, Vagelis 
(w) Alain Arias Misson: (>) Steponas Pikiotas Tsakiridis, Wolf Vostell 

Poema ambiente 
(•) Alain and Nela Arias-Misson (w) Populiarus koncertas ('Popu- (w) work/ performed piece 
(o ) photos: unknown photo- lar Concert') (•) performed by 

grapher ( o) documentation 
(w) unidentified piece 

DOCUMENTATION ( • ) Albina Maziliauskaite, Janina 

PRINTS: Invitation card Marcinkevii:iute FIRST PART : SIMULTAN-
PHOTOGRAPHS: Alberto Schommer, EOUS PERFORMANCES, 
unknown photographer (w) unidentified piece ALISON KNOWLES: 'INTER-

PRESS: Tomas Marco, 'Festival (•) Birute Gumauskiene RUPTION MUSIC' - FORJ.C. 

ZAJ 2 '. SP. Revista de informaci6n 

mundial, 12 June 1966, DOCUMENTATION (w) George Brecht : 

pp. 51-52 PRINTS: Manifesto/ programme DIRECTION ("richtung") 

LITERATURE : Zaj , ed . by Jose PHOTOGRAPHS: Vytautas ( • ) Tomas Marco, Vogelis 

Antonio Sarmiento (Madrid : Landsberg is Tsakiridis 

Museo Nacional Centro de Arte EYEWITNESSES: Aldana ( o) photos: Hans-Rudiger Strey 

Reina Sofia, 1996), pp. 93-99 Normantaite, Irena Rudzinskyte-

COMPILED BY HP.NAR RIVIERE Rios Kiveriene, Jurate Valentukevii:iene (w) Al Hansen : 

LITERATURE: Kl'stutis Kuizinas, Bibbe's Tao ("bibbes tao") 

'Laiskai i LietuvQ . lnterviu su 

FLUX US Vytautu Landsbergiu Fluxus pare- (w) Benjamin Patterson : 

Vilnius, Vilniaus pedago- dos Vilniuje iskavarese', in Jurgis PAPER PIECE ("papierstlick") 

ginis institutas, Spring MaciUnas. Fluxus menas - pok!.tas, ( • ) Dick Higgins, Vagelis 

1966 ed . by Kl'stutis Kuizinas (Vilnius: Tsakiridis (Tomas Marco and 

Vilniaus siulaikinio meno centres, Woll Vostell) 

1996), p. 37-40; excerpts repr . ( o) photos: Hans-Rudiger Strey 

ARTISTIC ORGANISER: Vytautas in Mr. Fluxus. A Collective Portrait 

Landsbergis of George Maciunas 1931-1978, 
(w) Dick Higgins: Lecture Number 

PERFORMERS: Birute Gumauskiene, ed. by Emmett Williams and One 

Janina Marcinkevii:iute, Albina Ann Noel (London : Thames and ( • ) Claus Bremer, Vagelis 

Maziliauskaite, Aldana Marijo Hudson, 1997), p. 19-21 Tsakiridis (?),Woll Vostell 

Normantaite, Steponas Pikiotas, Petra Stegmann, 'An Inter- (?) 

Irena Rudzinskyte-Kiveriene, view with Vytautas Landsbergis', ( o) photos: Hans-Rudiger Strey 

Duenas Timukas, Jurate in Fluxus East. Fluxus Networks 

Valentukevii:iene and others in Central Eastern Europe, ed. (w) Takehisa Kosugi: MICRO 1 

by Petro Stegmann, exh. cot., 
(w) work/performed piece (Berlin : Kunstlerhaus Bethanien, (w) Joe Jones: 
( • ) performed by 2007), p . 63-76 Steam Engine ("the joe jones, 
( o) documentation Petra Stegmann, 'Fluxus in steam engine") 

Vilnius . An Interview with Vytautas ( • ) Alison Knowles 

Landsbergis', in World New Music ( o ) photos: Hans-Rudiger Strey 
(w) Vytautas Landsbergis : Magazine, Nr. 18, October 2008, 

Nemuzika Nr 2 ('Non-music p.56-65 (w) Philip Corner: 

No. 2') COMPILED BY PETRA STEGMANN Prelude 



(w) Alison Knowles : Simultaneous ZAJ-CONCERT (>) Tomas Marca, Juan Hidalgo 

Bean Reading ("buhnenralle") Berlin, Forum-Theater, ( o) photos : Hans-Rudiger Strey 

539 
(>) Juan Hidalgo, Dick Higgins, 5 October 1966 

Alison Knowles, Vagelis (w) Juan Hidalgo: EL RECOR-

Tsakiridis RIDO ]APONES ("Die 
( o) photos : Hans-Rudiger Strey HOST: Galerie Block japanische Rundfahrt ") 

ARTISTI C ORGANISER: Zaj 
(>) Juan Hidalgo 

(w) Geoffrey Hendricks : "For A. PERFORMERS : Juan Hidalgo, ( o) photos : Hans-Rudiger St rey 

Knowles - Eat - Gymnas- Tomas Marco 

tics - Rest" ("fur a . knowles - (w) Juan Hidalgo: el sabre verde 

essen - gymnastik - ruhe") (w) work/ performed piece ( "Der grune Umschlag") 

( • ) Alison Knowles, Tomas ( • ) performed by ( • ) Juan Hidalgo 

Marco, Wolf Vostell ( o ) documentation ( o ) photos : Hans-Rudiger Strey 
(o) photos: Hans-Rudiger Strey 

(w) Juan Hidalgo: SONATA 

SECOND PART : (w) Juan Hidalgo: "?" EN TRES TIEMPOS: 
( • ) Juan Hidalgo ALCACHOFA (I), CALA-

(w) Dick Higgins : Constellation BAZA (II), MANZANA 

No.2 ("konstellation nr. 1") (w) Tomas Marco: (III) ("Senate in 3 Satzen, 

( • ) Claus Bremer, Juan Hidalgo, Homenaje a Rossini (Guill- Artichoke, Kurbis, Apfel") 

Dick Higgins, Alison Knowles, ermo Tell) ("wilhelm tell") ( • ) Juan H idalgo 

Tomas Marca, Vagelis ( •) Tomas Marca 

Tsakiridis, Wolf Vastell ( o) photos: Hans-Rudiger Strey (w) Tomas Marco: 
(o) photos: Hans-Rudiger Strey EIN ENGELSKONZERT 

(w) Tomas Marco: (HOMENAJE A HIN-
(w) Dick Higgins: New Constel- Homenaje a Strawinsky DEMITH) ("Ein Engels-

lation (Constellation No. 7) (El pajaro de fuego) ("der konzert") 

("konstellation no . 7") feuervogel") M Tomas Marco 
( • ) Claus Bremer, Juan Hidalgo, ( • ) Tomas Marco (o) photos: Hans-Rudiger Strey 

Dick Higgins, Alison Knowles , (o) photos : Ha ns-Rudiger Strey 

Tomas Marco, Vagelis DOCUMENTATION 
Tsakiridis , Wolf Vostell (w) Tomas Marco: PRlNTS : Poster, programme, invi-

LIVING-ROOM MUSIC tation card (with Fluxus-Concert) 
(w) Alison Knowles : Shoes of Your ("living roam") PHOTOS: Hans-Rudiger Strey 

Choice (II) ("schuhe nach ( • ) Tomas Marco AUDIO INTERVIEW: Tomas Marco 

ihrer wahl , var. 2") ( o) photos : Hans-Rudiger Strey PRESS : Tomas Marco, 'Fin de viaje', 
( • ) Alison Knowles en SP. Revista de informaci6n mun-
( o) photos : Hans-Rudiger Strey (w) Walter Marchetti : dial, 30 October 1966, p. 55 

MANDALA ("mandale") LITERATURE: Zaj, ed. by Jose An-
(w) Dick Higgins : Danger Music ( • ) Juan Hidalgo tonio Sarm iento (Madrid : Museo 

Number Three (o ) photos: Hans-Rudiger Strey Nacional Centro de Arte Reina 

Sofia , 1996), pp. 114-115 

DOCUMENTATION (w) Walter Marchetti : COMPILED BY HEN AR RIVIERE Rios 

PRINTS : Poster, programme, invi- arpocrate seduto sul loto 

tat ion card (with Zaj-Concert) M Tomas Marco 

PHOTOGRAPHS: Hans-Rudiger ( o) photos: Hans-Rud iger Strey 

Strey 

PRESS: Heinz Ohl!, 'Absurdes Ge- (w) Walter Marchetti : 

schehnis . Galerie Block mit Dick madrigal de otoiio ("herbst-

Higgins im Forum-Theater' , Der madrigale") 

Tagesspiegel, 6 October 1966, p. 4 ( • ) Tomas Marco, Juan Hidalgo 

LITERATURE : Zaj, ed . by Jose ( o) photos : Hans-Rudiger St rey 

Antonio Sarmiento (Madrid : 

Museo Nacional Centro de Arte (w) Walter Marchetti : 

Reina Sofia , 1996), pp. 114-115 Variaciones 1965 ("Variatio-

COMPILED BY HENAR RIVI E RE Rios nen") 



KONCERT FLUXU (o ) photos: archive of Ben Vautier, (w) Ben Vautier: Piece pour Piano i 

Prague, Klub Umelcu, Archiv Sahm ( • ) Dick Higgins, Milan Kniiak, 

Manes, 13 October 1966 Ben Vautier 
540 (w) Ben Vautier: Choice 

( o) photo: Zdenka Ziikova 
(>) Jell Berner, Serge 

HOSTS: Jindrich Chalupecky, Oldenbourg, Ben Vautier (w) Benjamin Patterson : 

Milan Kniiak ( o) phatos: archive of Ben Vautier PAPER PIECE 

ARTISTIC ORGANISER: Ben Vautier ( • ) Jell Berner, Dick Higgins, 

PERFORMERS: Jell Berner, Dick (w) Alison Knowles: Milan Knifok, Alison Knowles, 

Higgins, Milan Knifok, Alison Newspaper Music Serge Oldenbourg, Ben 

Knowles, Serge Oldenbourg, Ben ( • ) Jeff Berner, Dick Higgins, Vautier 

Vautier Milan Kniiak, Alison Knowles, (o ) Josef Koudelka 

Serge Oldenbourg, Ben 
(w) work/performed piece Vautier (w) Ben Vautier : Plastique / Public 

( • ) performed by ( o) photos: archive of Ben Amusement / Baudruche de Ben 
( o) documentation Vautier, Archiv Sohm (P) Ben Vautier 

(o ) Josef Koudelka, Zdenka 
(w) Nam June Paik : Zen for Head Ziikova 

(w) Ben Vautier : ( • ) Ben Vautier 

Tying-up Piece for Christo ( o ) photos : archive of Ben Vautier, (w) George Brecht: 
( • ) Jeff Berner, Ben Vautier Josef Koudelka, Zdenka WORD EVENT 
( o ) photos : archive of Ben Vautier, Ziikova 

Archiv Sohm, Zdenka Ziikova HRY, PRAGUE, 
(w) George Brecht: SOLO FOR PAMATNiK NARODN[HO 

(w) Mieko (Chieko) Shiomi: VIOLIN VIOLA CELLO OR PiSEMN ICTVi. STRAHOV 
DISAPPEARING MUSIC CONTRABASS 14 OCTOBER 1966 
FOR FACE ( • ) Dick Higgins 

( • ) Jell Berner, Dick Higgins, ( o) photos : Archiv Sohm HOST: Jindrich Chalupecky 

Milan Kniiak, Alison Knowles, PERFORMERS: Dick Higgins, 

Serge Oldenbaurg, Ben (w) 
Serge Oldenbourg : 4 concerti Alison Knowles , Petr Kotik, Serge 

Vautier de piano ("4 Piano Concerts") Oldenbourg, Ben Vautier, others 
(o ) photo: archive of Ben Vautier 

(w) Nam June Paik : "Opera (w) Dick Higgins : Litany Piano 
(w) George Brecht : "Four Piano Piece " Piece #1 for Emmett Williams 

Pieces 
( • ) Jell Berner, Dick Higgins, (w) Robert Watts : F/ HTRACE (w) Dick Higgins: Meaningful 

Serge Oldenbourg, Ben ("Solo") Lives through Meaningful and 

Vautier Rewarding Work 
(w) Ben Vautier: Apples ( • ) Dick Higgins, Serge 

(w) Robert Watts : Trace for Oldenbourg, Alison Knowles, 

Orchestra 
(w) (?): Chaises pour Daniel Ben Vautier, Petr Kotik, others 

( • ) Milan Knifok, Serge Spoerri (o ) photos : archive of Ben Vautier, 

Oldenbourg, Ben Vautier Archiv Sohm, Zdenka Ziikova 
(o) photo : archive of Ben Vautier (w) 

George Brecht : DRIP 

MUSIC (DRIP EVENT) (w) Dick Higgins: 
(w) George Maciunas : IN Constellation No. 4 

MEMORIAM TO ADRIANO (w) Rene Koering : Piano Concerto 

OLIVETTI ( • ) Alison Knowles, Ben Vautier (w) Dick Higgins : New Constella-
(•) Jeff Berner , Milan Knifok, ( o ) photo: archive of Ben Vautier tion (Constellation No. 7) 

Alison Knowles, Serge 

Oldenbourg, Ben Vautier (w) Robert Watts : Bean 
(w) Dick Higgins: Constellation No. 6 

( o) photo: archive of Ben Vautier 
(w) Alison Knowles : (w) Al Hansen : Bibbe's Tao 

(w) Nam June Pa ik: Candles for the Moldau 

One for Violin Solo (w) Alison Knowles : Performance 
( • ) Ben Vautier (w) Dick Higgins : "Gloves" Piece #8 



( P) Alison Knowles, Serge Vladimir Burda, 'fluxus - happen- (w) Mieko (Chieko) Shiomi: 

Oldenbourg, Ben Vautier ing - event', in Divadlo (1967) 1, DISAPPEARING MUSIC 

541 
(o) photos: archive of Ben pp. 39-44 FOR FACE 

Vautier, Zdeiika Ziikova Vladimir Burda, 'Happening M Juan Hidalgo, Dick Higgins, 

ve smycce', in Vytvarna prace Alison Knowles, Walter 
(w) Dick Higgins: (1968) 15, p.1, 3, 10 (p 3) Marchetti, Tomas Marca 

CARD GAME to George Petr Rezek, Korespondence (o) photos : Alberto Schommer 
(P) Ben Vautier, Dick Higgins, Fluxu (Praha: samizdat, n.d . 

Alison Knowles [1980s)) (w) Alison Knowles : Shoes of Your 
( o) photo: archive of Ben Vautier, Bohumila Grogerova and Choice 

Zdenka Ziikova Josef Hirfol, Let let. Pokus o (•) Alison Knowles, two audi-

rekapitulaci, Vol. 3 (Praha: Mlada ence members 
(w) Jackson Mac Low: THANKS II fronta, 1994), p . 86 f. (o) photos : Alberta Schommer 

Pavlina Morganova , 'Fluxus 
(w) Alison Knowles: Color Music #1 in the Czech Period Press', in (w) George Brecht : STRING 

Fluxus East. Fluxus Networks in QUARTET ("Shake") 
(w) Emmett Williams: counting song Central Eastern Europe, ed. by (•) Juand Hidalgo, Alison 

Petra Stegmann, exh. cat (Berlin: Knowles 
(w) Dick Higgins: Kunstlerhaus Bethanien, 2007), (o) photos: Alberto Schommer 

Danger Music Number Three pp.177-196 (pp.190-193) 

Petra Stegmann, 'Fluxus (w) George Brecht : 3 PIANO 
(w) Ph il Corner : 4th Finale East', in Fluxus East. Fluxus Net- PIECES ("Sit, stand, walk") 

works in Central Eastern Europe, (•) Alison Knowles 
(w) Ben Vautier : Plastique/ Public ed. by Petra Stegmann, exh. cat. (o) photos: Alberto Schommer 

Amusement/ Baudruche de Ben (Berlin: Kunstlerhaus Bethanien 
( • ) Ben Vautier, audience 2007), pp.5-52 (pp.31-34) (w) Dick Higgins: Musical Process 

photos: archive of Ben Vautier, COMPILED BY PETRA STEGMANN No. 2 "Vocal Composition, 

Archiv Sohm, Zdeiika Ziikova January i959: The Sound of 

the Animal Dying Thirteen to 

KONCERT FLUXU EVENTS Y NEW MUSIC One" ("Sound of the Animals 

PRAGUE, GALERIE PLATYZ, Madrid, Salon de Actos dying 13 to 1") 

17 OCTOBER 1966 de la Escuela Tecnica (•) Juan Hidalgo, Dick Higgins, 

Superior de Arquitectura, Alison Knowles, Walter 

ORGANISERS: Milan Knifok, Universidad de Madrid, Marchetti, Tomas Marco 

Jindrich Chalupecky 12 November 1966 ( o ) photos: Alberto Schommer 

PERFORMERS: Milan Knii6k, 

Serge Oldenbourg (w) Dick Higgins: Celestials - for 

HOST: Zaj Bengt af Klintberg ('Celestials') 
(w) Benjamin Patterson : PAPER ARTISTIC ORGANISERS: Dick (>) Juan Hidalgo, Dick Higgins, 

PIECE Higgins, Alison Knowles Alison Knowles, Walter 
( • ) Milan Knifok, Serge PERFORMERS: Juan Hidalgo, Dick Marchetti, Tomas Marco 

Oldenbourg, audience Higgins, Alison Knowles, Walter (o ) photos: Alberto Schommer 
(o ) photos: archive of Ben Vautier, Marchetti, Tomas Marco 

Archiv Sohm, Zdenka Zizkova (w) Dick Higgins : Danger Music 
(w) work/performed piece Number Three 

DOCUMENTATION ( •) performed by (P) Juan Hidalgo, Dick Higgins, 

PRINTS : Invitat ion card (for both (o) documentation Alison Knowles, Walter 

Koncert Fluxu and Hry, separate Marchetti, Tomas Marco 

invitation for Hry 

PHOTOGRAPHS: Jell Berner, Josef FIRST PART: SECOND PART: SIMULTAN-
Koudelka, Archiv Sohm, EOUS PERFORMANCES, 
Staatsgalerie Stuttgart, archive of (w) Alison Knowles: ALISON KNOWLES: INTER-

Ben Vautier, Zdeiika Zizkova String Piece RUPTION MUSIC FOR J.C. 
LITERATURE: Vladimir Burda, ( • ) Alison Knowles, Tomas 

'Exil & utopie', in Vytvarna prdce Marco, Juan Hidalgo (w) Joe Jones : Stearn Engine 

(1968) 18, pp . 10-11 (p 10) (o) photos: Alberto Schommer ( • ) Alison Knowles 



( • ) photos: Alberto Schommer FLUXCON CERT BY AND (w) Brion Lone: The Black and 

FOR FLUXUS White Tea Party 
(w) [unidentified piece] Aberystwyth, Wales, 

542 Parish Hall, 28 November (w) Ben Voutier : AUDIENCE 
(w) [unidentified piece] 1968 PIECEN0. 2 

(w) Alison Knowles : (w) Mieko (Chieko) Shiomi : 

Simultaneous Bean Reading ARTISTIC ORGANISER: Brian Lane FLASH PIECE 

("bean roll reading") PERFORMERS: Brian Lane, 
( >) Dick Higgins, Alison Knowles First Dream Machine, Maurene (w) Ben Vautier : Choice 
( o ) photos : Alberto Schommer Sandoe, Rainbow Day 

(w) Tomas Schmit : Sanitas 35 
(w) Alison Knowles : (w) work/ performed piece 

Nivea Cream Piece - for Oscar (P) performed by (w) Tom as Schmit : Sanitas 151 

Williams ("Nivea cream") ( D) documentation 
(P) Juan Hidalgo, Alison Knowles, (w) Ben Vautier : Apples 

Walter Marchetti, Tomas 

Marco (w) Hi-Red Center: Fluxclinic (w) Mieko (Chieko) Shiomi : 
(D) photos: Alberto Schommer ( • ) Brian Lane, First Dream FLASH PIECE 

Machine, Maurene Sandoe, 
(w) Alison Knowles: Rainbow Day, others (w) Brian Lane: Rainbow and 

Newspaper Music ( • ) Examination sheets the FLUXUS LEAFLET 
( • ) Juan Hidalgo, Dick Higgins, CONCERT 

Alison Knowles , Walter (w) Foyer Balloon Event ( •) Brian Lane, First Dream 

Marchetti, Tomas Marco Machine, Maurene Sandoe, 
( • ) photos : Alberto Schommer (w) Ken Friedman: Heavy Water Rainbow Day, audience 

( o ) photo: Jonathan Smith 
(w) Geoffrey Hendricks: (w) Cavan McCarthy: 

"For A. Knowles - Eat - Gym- Celebration for the Karama- D OCUMENTAT ION 

nasties - Rest" jong PRINTS: Posters, handouts, pub-

( • ) Alison Knowles licity materials, Ayers, FLUXUS 
(• ) photos : Alberto Schommer (w) George Maciunas: IN LEAFLET CONCERT leaAets 

MEMORIAM TO ADRIANO PHOTOGRAPHS: Jonathan Smith, 
(w) Benjamin Patterson: OLIVETTI Robert Smithies 

PAPER PIECE EYE-WITNESSES: Bob Marsland, 
( • ) Juan Hidalgo, Dick Higgins, (w) Robert Watts : EVENT: 10 Steve Mills, John Osborne, 

Walter Marchetti, Tomas Jonathan Smith, Mo Tingey (nee 

Marco (w) Robert Watts : EVENT: 13 Maurene Sandoe), Ian Wallace 

( • ) photos: Alberto Schommer PRESS: John Hall, 'A State of Flux', 
(w) Glyn Pursglove: the grey one The Guardian, 30 November 

(w) Arthur K0pcke : music while the black one the red three. 1968, p.7 

you work COLOUR POEM, FOR LITERATURE: The Printed Perform-
( P) Dick Higgins, Tomas Marco DENISE ance - Brian Lane Works 1966-1999, 

( • ) photos: Alberto Schommer ed. by Martin Rogers and Simon 
(w) Ben Vautier: Three Pieces Cutts (Derby: Research Group for 

DOCU M EN TAT ION for Audiences Artists Publications, 2001) 

PRINTS: Invitation card Adrian Glew, 'Amor Vacui', 

PHOTOGRAPHS: Alberto Schommer (w) George Brecht : TWO in : Voids - a retrospective, ed . 

AUDIO INTERVIEW: Tom as Marco DURATIONS by Mathieu Copeland , exh. cat. 

PRESS: Tomas Marco, 'T eatro (Zurich : JRP I Ringier, 2009), 

musical', en SP. Revista de (w) George Brecht : pp.350-61 

informacion mundial, 4 December THREE YELLOW EVENTS Adrian Glew, 'Concrete 

1966, p.71 Lane: an analysis of non-Fluxus 

COMPILED BY HENAR RIVIERE Rios (w) Mieko (Chieko) Shiomi : Fluxus events by Brian Lane ' , 

DISAPPEARING MUSIC unpublished conference paper 

FOR FACE COMPILED BY HEIKE ROMS 



FLUXCONCERT (w) Emmett Williams: voice piece FESTUM FLUXORUM 
Budapest, Az Epitok for la monte young ("La Mont Berlin, Forum-Theater 
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Pesterszebeti Muvelodesi Youngnok") 14-15 November 1970 

Haza, 24 February 1969 ( >) Tomas St.Turbo (Sentjaby) 

(w) Ben Vautier: MEETING HOST : Rene Block 

ARTISTIC ORGANISER: Tamas ("Ta la lkozo") PERFORMERS: Eric Andersen, 

St.Turbo (Sentjoby), Mik los ( P) Eva Monszpart, Gyorgy Krasso, Marianne Filliou, Robert Filliou, 

Erdely Laszlo Deak, unknown per- Ludwig Gosewitz, Al Hansen, 

PERFORMERS: Tomas St. Turbo former Va lerie Herouvis, Arthur K0pcke, 

(Sentjoby) with Laszlo Deak, (o) photos: Otto Bojtar Charlotte Moorman, Tomas 

Miklos Erdely, Gyorgy Kemeny, Schmit, Carolee Schneemonn, 

Gyulo Konkoly, Gyorgy Krosso, (w) Tomas Schmit: ZYKLUSfiir Emmett Williams 

Eva Monszpart , Rudolf Ungvary, Wassereimer (oder Flaschen) 

Miklos Urban and others ("Zyklus vizesedenyekre") (w) work/performed piece 
( P) Tomas St. Turbo (Sentjoby) ( • ) performed by 

(w) work/ performed piece (o ) photo: O tto Bojtar (o ) documentation 
(>) performed by 
( o) documentation (w) Miklos Erdely: film 

( • ) Miklos Erde ly 14 NOVE M BE R 1970, 

4 P.M. 
(w) Robert Bozzi : CHOICE 1 (w) Tomas Sentjoby: 
( • ) Tomas St.Turbo (Sentjoby) Akci6 sebre ("Action for (w) Arthur K0pcke: music while 
( o) photos : Otto Bojtar Breach") you work 

(P) Tomas St. T urba (Sentjoby), (P) Eric Andersen, Marianne 
(w) Robert Watts : Miklos Urban, audience Filliou , Robert Filliou, Al 

EVENT: 10 ( o ) photos: Otto Bojtar Hansen, Valerie Herouvis, 
(•) Tomas Sentjoby, Miklos Urban Ludwig Gosewitz, Arthur 

DOCUMENTATI ON K0pcke, Charlotte Moorman, 
(w) Robert Bozzi : PRINTS: Invitation cords, pro- T omos Schmit, Carolee 

A PIECE FOR CHIEKO gramme Schneemonn, Emmett Williams 

SHIOMI ("Egy darob PHOTOGRAPHS : Otto Bojtar ( o) photos: Armin Hundertmark; 

Chieko Shiominok") EYEWITNESS: Tomas St.Turbo fi lm: Jon Fronksen 
( • ) Tomas St. Turbo (Sentjoby) (Sentjoby) 
( o) photos : Otto Bojtar LITERATURE: Petro Stegmann, 15 NOVE M BE R 1970, 

'Fluxus East', in Fluxus East. Fluxus 0:30 A.M. 
(w) Ben Vautier : GESTURES Networks in Central Eastern Europe, 

("Gesztusok") ed . by Petra Stegmann, exh. cot. (w) Eric Andersen : Opus 99 
( • ) Gyorgy Kemeny (?), Gyulo (Berlin : Kunst lerhaus Bethonien ( • ) Eric Andersen, audience 

Konkoly, Tomas St . Turbo 2007), pp. 5- 52 (p 34) 

(Sentjoby), Miklos Urban COMPILED BY PETRA STEGMANN 
(w) Joseph Beuys: Infiltration -

Homogen fur Cello 
(w) Ben Vautier : ( • ) Charlotte Moorman, un-

Choice ("Valasztas") known performer 
( >) Tomas Sentjoby, Miklos 

Urban (?), Rudolf Ungvary (w) Robert Filliou / Emmett 
(o ) photos: Otto Bojtar Williams : The Berlin Co-

Invention No. s (The Nostalgia 
(w) Robert Bozzi : CHOICE 3 Factor) 
( • ) Tomas St .Turbo (Sentjoby) ( • ) Marianne Filliou, Robert 

Filliou, Emmett Williams 
(w) Emmett Williams: duet for ( o) photos : unknown photo-

performer(s) and audience grapher; film: Jan Franksen 

("Duett az eloadonak es 

a hallgatosagnak") (w) Al Hansen : Max's Kansas 
( • ) Tomas St. T urba (Sentjoby) City (Open Work) 



( • ) Otto Muehl, Carolee FILM: Berliner Fenster, 14 January Filliou, Lorry Miller, Ben 

Schneemonn, others 1971, 'Fluxus in Berlin', 54:46, RBB Vautier, Yoshimoso Wada, 
(o ) film : Jan Fronksen media , [Archive No. 204506] Robert Watts 

544 
PRESS: Der Tagesspiegel, 13 No- ( o) photo : Peter Moore; video: 

(w) Takehi sa Kosugi : ANIMA 2 vember 1970, p . 4 Galerie Block 

("Chamber Music") LITERATURE: More than Meat Joy, 
( • ) Charlotte Moorman Complete performance works & (w) George Mociunos : 
(o) film : Jan Fronksen selected writings/ Carolee Schneemann, Harpsichord Aire 

ed. by Bruce R. McPherson (•) George Mociunas (not visible) 
(w) Nam June Paik : (New Paltz : Documentext, 1979), (o) photos : Peter Moore, Hanns 

TV Bra for Living Sculpture pp. 208-211 Sohm; video: Galerie Block 
(•) Charlotte Moorman Rene Block, 'Fluxus und 
(o) film : Jan Fronksen Fluxismus in Berlin 1964-1976', (w) La Monte Young : 

in Berlinart 1961- 1987, ed. by Composition 1960 #13 
(w) Nam June Paik : Kynaston McShine (Munchen: (•) unknown harpsichord player 

New Piece for Charlotte Prestel, 1987), p. 76 (o) photos: Peter Moore; video: 
(•) Charlotte Moorman Emmett Williams, My Life in Galerie Block 
( o) film : Jon Franksen Flux - and Vice Versa (Stuttgart, 

London : Edition Honsjorg Mayer, (w) Ben Vautier: 
(w) Tomas Schmit: 1991), pp. 147-149 Keyboard Piece No. l 

any simple hurricane can do Susanne Rennert, Arthur (•) Ben Vautier, Yoshimosa 

what i not even in a hurry can Kepcke, Grenzgiinger. Bilder, Wada, Robert Watts 

Objekte, Fluxus-Stiicke (Munchen: (o) photos: Peter Moore, Hanns 

15 NOVEMBER 1970, Schreiber, 1996), pp. 97-103 Sohm; video: Galerie Block 

4 P.M . COMPILED BY VANJA SISEK 

(w) Lorry Miller : Remote Music for 
(w) Eric Andersen : Harpsichord 

Opus 101 FLUX-CEMBALO-ABEND (•) Lorry Miller (not visible) 
(•) Eric Andersen Berlin, Akademie der (o) photos: Peter Moore, Hanns 

Kiinste, 3 September Sohm; video: Galerie Block 
(w) Robert Filliou : 1976 

Singing de Sade (w) Yasunoo Tone: Harpsichord 

Music for George Maciunas 
(w) Arthur K0pcke : HOST: Rene Block (•) George Brecht , Robert Fil liou, 

The Dog ("Der Hund") ARTISTIC ORGANISER: George Lorry Miller, Nam June Paik, 

Maciunas Ben Vautier, Yoshimosa 
(w) Tomas Schmit : PERFORMERS : George Brecht, Wada, Robert Watts 

Linien und Punkte Robert Filliou, Joe Jones, George (o) photos: Peter Moore, Hanns 

Maciunas, Larry Miller, Nam June Sohm; video: Galerie Block 
(w) Carolee Schneemonn: Paik, Ben Vautier, Yoshimasa 

Schlaget Auf Wada, Robert Watts, unknown (w) Nam June Pa ik: Flux Sonata 
( • ) Carolee Schneemonn, audi- performer for Harpsichord 

ence (including Otto Muehl) (•) Nam June Paik 
( o) photos: Hermann Kiessling; (w) work/performed piece (o) photos: Peter Moore, Hanns 

film : Jon Franksen ( • ) performed by Sohm; video: Galerie Block 
( o) documentation 

(w) [Unidentified piece] (w) Robert Watts : Spontaneous 
( • ) Ludwig Gosewitz, Charlotte Music 

Moorman, audience (w) Ben Vautier : Curtain (•) Lorry Miller, Robert Watts 
(o) film : Jon Franksen (•) Ben Vautier (o ) photos: Peter Moore, Hanns 

(o) photos: Peter Moore, Hanns Sohm; video: Galerie Block 

DOCUMENTATION Sohm ; video: Galerie Block 

PRINTS: Programme sheet (w) George Brecht : Sheet Music 

PHOTOS : Armin Hundertmark, (w) George Brecht/ Robert (•) Ben Vautier 

Hermann Kiessling, unknown Filliou : Schiinwerk (o) photos: Peter Moore, Hanns 

photographer (•) George Brecht, Robert Sohm; video: Galerie Block 



(w) George Maciunas : Frogs (•) photos : Peter Moore, Hanns FLUX-LABYRINTH 

Playing Harpsichord Sohm; video: Galerie Block Berlin, Akademie der 
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( >) Larry Miller, Ben Vautier , Kiinste, 5 September -

Yoshimasa Wada (w) George Brecht : Center 17 October 1976 
( • ) photos: Peter Moore, Hanns (Harpsichord Realiza tion by 

Sohm; video: Galerie Block George Maciunas) 
(•) Robert Fi ll iou, Larry Miller. HOST: Rene Block 

(w) Dick Higgins: Constellation Ben Vautier. Yoshimasa ARTISTIC ORGANISERS: George 

for Harpsichord, 1974 version Wada Maciunas, Larry Mi ller 
( >) George Brecht , Robert Filliou, (o) photos: Peter Moore, Hanns ARTISTS: Ay-0, Joe Jones, 

Larry Miller , Nam June Paik , Sohm; video: Galerie Block George Maciunas, Larry Miller, 

Ben Vautier. Yoshimasa Nam June Pa ik 

Wade, Robert Watts (w) Tomas Schmit : Three Piano 
( • ) photos : Peter Moore, Hanns Pieces for George Maciunas, No. l 

(w) work/performed piece 

Sohm; video: Galerie Block ( >) Larry Miller (>) performed by 
( o ) photos: Peter Moore, Hanns ( • ) documentation 

(w) Joe Jones : Harpsichord Music Sohm; video: Galerie Block 
( • ) Joe Jones 

( • ) photos : Peter Moore, Hanns (w) Larry Miller: 70° 
(w) George Maciunas / Larry 

Sohm; video: Galerie Block (>) Larry Mi ller. Ben Vautier. Miller : Revolving Door 

Yoshimasa Wada, Robert ( •) visitors 
(w) Anne Vautier: Watts ( •) photos : Larry Mil ler. Peter 

Music in Harpsichord ( •) photos: Peter Moore, Hanns Moore, Hanns Sohm 
( • ) Larry Miller Sohm; video: Galerie Block 

( • ) photos : Peter Moore, Hanns (w) George Mociunos / Larry 

Sohm; video: Golerie Block (w) Norn June Paik : Piece for Miller: Beachball 

Professor Neumeyer ( >) visitors 
(w) Ben Vaut ier : Harpsichord ( r ) Nam June Paik ( • ) photos : Larry Mi ller. Peter 

Piece for Blind Man ( •) photos : Peter Moore, Hanns Moore, Hanns Sohm 
( >) Ben Vautier Sohm; video: Galerie Block 
( • ) photos: Peter Moore, Hanns (w) George Maciunas : Foam 

Sohm; video: Golerie Block (w) George Brecht : Steps, See Saw, Shoe Steps, 

WORD EVENT Rubber Bridge, Staircase of 
(w) Robert Filliou : ( r ) Robert Filliou Larry Miller. Open Bins, Slippery Floor, 

Telepathic Music for Harpsi- Ben Vautier. Yoshimasa Adhesive Floor 

chord Player Wada ( • ) 
visitors 

( • ) Robert Filliou, Ben Vautier (•) photos : Peter Moore, Hanns ( • ) photos: Larry Miller, Peter 
( • ) photos: Larry Miller, Peter Sohm; video: Galerie Block Moore, Hanns Sohm 

Moore, Hanns Sohm; video: 

Galerie Block DOCUM ENTATI ON (w) Nam June Paik : Piano, 

PRINTS: Announcement card Activating the Door 
(w) Yoshimasa Wada : PHOTOGRAPHS: Larry Miller. Peter ( • ) visitors 

Harpsichord Piece Moore, Hanns Sohm (•) photos: Larry Miller. Peter 
( • ) Yoshimoso Wada, George FILM: Video of the whole concert , Moore, Hanns Sohm 

Brecht , Robert Filliou, Larry Galerie Rene Block, 01 :01 :33, 

Miller. Nam June Paik, Ben b/w, sound (w) Ay-0 : Forest of Vertical Rubber 

Vautier. Robert Watts Berliner Fenster. 4 Oc- Bands, Bent Matresses, Forest 
( • ) photos: Peter Moore, Hanns tober 1976, 'Fluxus Herren'. of Horizontal Rubber Bands, 

Sohm; video : Golerie Block 03:45, RBB media, [Archive Passageway of Brush Bristles 

No. 206220) ( • ) 
visitors 

(w) Robert Watts : COMPILED BY PETRA STEGMANN 
( • ) photos : Lorry Miller. Peter 

Trace for Harpsichord Moore, Hanns Sohm 
( • ) George Brecht, Robert Filliou, 

Larry Miller. Nam June Paik , (w) Joe Jones : 

Ben Vautier. Yoshimasa Wada, Musical Drum 

Robert Watts, audience ( • ) visitors 



( o ) photos: Lorry Miller, Peter Art and Berlin: Kunstlerprogramm ("Symlonia nr. 3 1964, 

Moore, Hanns Sohm des DAAD, 1983) wersja fluxusowa") 

Jon Hendricks, Fluxus Etc.: ( • ) Andrzej Jur, Adam Kalinowski, 
546 (w) Larry Miller: Door with Many Addenda II: The Gilbert and Lila Kinga Kozlowska, lwona 

Knobs, Dark Maze Silverman Collection (Pasadena: Malinska 

( • ) visitors Baxter Art Gallery, California (o) audiotape; photos: Jaroslaw 
(o ) photos : Larry Miller, Peter Institute of Art, 1983) Kozlowski 

Moore, Hanns Sohm Jon Hendricks, Fluxus Codex 

(Detroit : Gilbert and Lila Silver- (w) George Brecht : 
(w) Ay-0: Room Full of Balloons man Fluxus Collection, Harry N . SYMPHONY NO. 3 FLUX-
(>) visitors Abrams, 1988), pp. 76-82 VERSION 1 ("Symfonia nr . 3, 
(o) photos: Larry Miller, Peter Nicole de Armendi, 'Redis- wersja pierwsza fluxusowa") 

Moore, Hanns Sohm covering the World of Percep- ( • ) Andrzej Jur, Adam Kalinowski, 

lion: Flux-Labyrinth (1976)', Kinga Kozlowska, lwona 
(w) George Maciunas: Door with in Phenomenological Labyrinths Malinska 

Small Door, Elephant Faeces in 1960s and 1970s American 
(o) audiotape; photos : Jaroslaw 

(P) visitors Art (Richmond Virginia: Com- Kozlowski 
( o ) photos: Larry Miller, Peter monwealth University, 2009), 

Moore, Hanns Sohm pp.186-250 (w) Ay-0: RAINBOW MUSIC 

COMPILED BY PETRA STEGMANN NO. 2 FOR ORCHESTRA 

DOCUM ENTATION ("Muzyka l'i'CZOWO nr. 2") 

FILM: Berliner Abendschau, ( o) audiotape 

10 September 1976, 'Ausstellung FLUXUS-FESTIVAL -
in der Akademie der Kunste : 3 DNI FLUX ZABAWY (w) George Brecht/ George 

"Downtown Manhattan'", 03:04, I CZWARTY W FLUX Maciunas: CONCERT 

RBB media, [Archive No. 105412] KLINICE FOR CLARINET FLUX-

Berliner Fenster, 4 October Poznan, Galeria Akumu- VERSION I OR II ("Koncert 

1976, 'Sudlich der Houston- latory 2, 28 November - no klarnet") 

straBe', 06:05, RBB media, 1 December 1977 (o) 
audiotape 

[Archive No. 206220] 

EYEWITNESSES: Michael Behn, (w) George Brecht : 

Larry Miller, Christine Scherrmann ARTISTIC ORGANISER: Jaroslaw CONCERT FOR CLARINET 

PRESS : 'Amerika und zuruck', Der Kozlowski, George Maciunas (not ("Koncert no flet") 

Spiegel, No. 40, 27 September present) (P) Adam Kalinowski, lwona 

1976, pp.198-201 PERFORMERS: Andrzej Jur, Adam Malinska 

N .J., 'New York in Berlin', Kalinowski, Kinga Kozlowska, (o) audiotape 

Der Tagesspiegel, 20 August 1976 Jaroslaw Kozlowski, lwona Malinska 

Ursula Schaal, 'Die unersetzli- (w) Joe Jones : Solo for Trumpet 

che Hauptstadt des Westens', Der (w) work/ performed piece ("Solo na tr11bk'i'") 

Tagesspiegel, 5 September 1976 (P) performed by (>) Andrzej Jur 

Camilla Blechen, 'SoHo: ( o) documentation ( o) audiotape 

Die Kunstler gehen, die Touristen 

kommen', Frankfurter Allgemeine 
(w) George Maciunas: 

Zeitung, 12October1976, p. 23 28 NOVEMBER 1977, Piece for Brass ("Utw6r na 

H .O., 'Nicht das Beste 'RECITAL KWARTETU FLUX' instrument d'i'ty") 

aus SoHo. Jetzt Malerei in der ( • ) Jaroslaw Kozlowski 

Akademie', Der Tagesspiegel, 28 (w) George Brecht: DRIP 
(o) audiotape; photos : archive 

September 1976 MUSIC (DRIP EVENT) of Jaroslaw Kozlowski 

LITERATURE: Rene Block, New ("Lana muzyka") 

York-Downtown: Manhattan SoHo ( • ) Andrzej Jur, lwona Malinska (w) Ay-0: Rainbow Music No.1 

(Berlin: Akademie der Kunste, ( o) audiotape; photos: Jaroslaw ("Muzyka l'i'Czowa nr. 1") 

1976) Kozlowski (o) audiotape 

Fluxus: Wiesbaden 1962-1982. 

Eine kleine Geschichte von Fluxus (w) George Brecht/ George (w) Anonymous: Muzyka tfczowa 

in drei Tei/en ed . by Rene Block, Maciunas: SYMPHONY nr.3 ('Rainbow Music No. 3') 

exh. cat. (Wiesbaden: Harlekin NO. 3 FLUXVERSION ( •) Kinga Kozlowska (?) 
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(• ) audiotape; photos : Jaroslaw 

Kozlowski 

(w) 
Dick Higgins: Constellation 

No. 4 ("Konstelacja nr . 4") 
( • ) audiotape 

(w) 
George Brecht: 

SYMPHONY NO. 3 FLUX-

VERSION II ("Symfanio nr . 3, 

wersjo ~uxusowo drugo") 
( • ) Andrzej Jur, Adorn Kalinowski , 

Kinga Kozlowska , lwono 

Molinsko 
(•) audiotape 

(w) 
George Brecht : CONCERT 

FOR ORCHESTRA ("Kon-

cert no orkiestri?") 
( n) audiotape 

Note: The performances were 

repeated numerous times in 

varying order, lasting altogether 

three hours, ninety minutes of 

which were recorded on audio-

lope . 

29 NOVEMBER 1977, 
SPORTY I GRY FLUX 

(w) George Mociunos : 

Flux Ping Pong ("Ping Pong") 
( • ) Andrzej Jur, Adorn Kalinowski, 

Kingo Kozlowsko, Joroslow 

Kozlowski, lwono Molinsko, 

Bogdon Perzynski 
(•) photos: Joroslow Kozlowski 

(w) George Mociunos : 

Flux Soccer ( "Pilko noino") 
(>) Andrzej Jur, Joroslow 

Kozlowski 

( • ) photos: Joroslow Kozlowski 

(w) 
George Mociunos : 

Biking ("Kolorstwo") 
(>) Jaroslow Kozlowski 
(n) 

photos: Joroslow Kozlowski 

(w) 
[ improvisation with 

weights] 
(>) Kingo Kozlowsko 

30 NOVEMBER 1977, 
KLINIKA FLUX 

(w) 
Hi Red Center : Fluxclinic 

( • ) Andrzej Jur, Adam Kalinowski , 

Alicja Ki?pinska, Jaroslaw 

Kozlowski , Kinga Kozlowska, 

lwona Malinska, Andrzej 

Popiak 
(•) photos: Joroslow Kozlowski 

1 DECEMBER 1977, 
FILMY FLUX 

(w) 
Flux Films by George 

Mociunas, Yoko Ono, Norn 

June Paik, Paul Sharits 

(•) photos: Joroslow Kozlowski 

DOCUMENTATION 
PRINTS: Poster, invitation card, 

programme 

PHOTOGRAPHS: Joroslow 

Kozlowski 

AUDIO: Audiotape on half of the 

concert on 28 November 1977 

LITERATURE : Grzegorz Dziomski , 

'Galerio Akumulotory 2 

(z Joroslowem Kozlowskim roz-

mowio Grzegorz Dziomski) ', 

in Zeszyty artystyczne PWSSP, 

1991 , p. 15 

Luizo Nader, 'Heterotopy. 

The NET and Golerio Akumulo-

tory 2' in Fluxus East. Fluxus 

Networks in Central Eastern 

Europe, ed . by Petro Stegmann, 

exh . cot . (Berlin : Kunstlerhous 

Bethonien, 2007), pp. 111-124 

(pp 116-119) 

Petro Stegmann, 'Fluxus 

East ' , in Fluxus East. Fluxus Net-

works in Central Eastern Europe, 

ed . by Petro Stegmann, exh . cot. 

(Berlin: Kunstlerhous Bethonien, 

2007), pp. 5-52 (pp 35-36) 

COMPILED BY PETRA STEGMANN 



ARTISTS' BIOGRAPHIES 

The compilation of biographies includes the artists 

whose works were performed during the European 

Fluxus festivals from 1962 to 1977 and are written 

with a special focus on this context. The authors are : 

Jennifer Burkard (JB), Lian van Doorn (LD), Peter 

van der Meijden (PM), Henar Riviere Rios (HRR), 

Heike Roms (HR), Vanja Sisek (VS), Petra Stegmann 

(PS), Caroline Ugelstad (CU) 

AFSRINMOR-INTERNA TIONAL 
founded 1963 (NL) 

The Associat ion for Scientifi c Researc h in New 

Methods of Recreation was a fictit ious organ isation, 

invented in late 1963 by Willem de Ridder and 

Wim T. Sch ippers. According to information suppl ied 

at the time, AFSRINMOR-lnternat ional was founded 

in New York and Tokyo in 1958, but had by the 

mid-1960s developed into a worldwide organisation 

with some 50 members. The members, who could 

be artists as well as scientists or "specialists ", were 

anonymous and supplied ideas to "representatives" , 

whose job consisted of "studying, administrat ing, 

censoring or developing and realising " them. There 

were representatives in New York, San Francisco, 

Tokyo, Warsaw, Milon, Paris, Cologne, London and 

Stockholm . (Based on an article in Kunst van N u, 2, 

no. 11, September/October 1966, p. 3 .) (PM) 

ERIC ANDERSEN 
' 1943 Kebenhavn (DK); lives in Kebenhavn (DK) 

Early on Eric (Hugo) Andersen developed on interest 

in intermedia art. In his Opus works from the early 

1960s, he investigated the open interaction be

tween performer and audience . Andersen developed 

open works, works that altered themselves, "arte 

strumentale " . In November 1962, he became 

acquainted with Fluxus when he participated in the 

festival Fluxus - Musik og Anti-Musik - Det instru

mentale teater - 6 Pro- et Contragrammer in Copen

hagen's Nikolai church , and in subsequent years 

he was involved in a number of Fluxus festivals and 

actions, many of them taking place in Copenhagen . 

From 1962 to 1966, he cooperated closely with 

Arthur K0pcke . His extended tour of Central and 

Eastern Europe in the summer of 1964 hos become 

legendary. While it gave local artists and musicians 

in many places their first contact with Fluxus, it led 

to Andersen's expulsion from Fluxus by George 

Maciunos due to the scandalous performances 

(e .g ., pissing on the Red Square), which Andersen 

cla imed to hove given together with Emmett Williams, 

Tamas Schmit and K0pcke . Together with K0pcke 

and Schmit , Andersen appeared before a large 

audience at a three-day fest ival in the Prague jazz 

club Reduto in April 1966, performances that were 

perceived by the local press to be the first happen

ings to take place in Prague. 

In the late 1960s, Andersen was active 

in mail art, and since the 1970s he has devoted 

much of his activity to an investigat ion of space. 

His works include Hidden Paintings, Cry ing Spaces, 

Confession Kitchens, Lawns that turn towards the 

sun and Artificial Stars. (PS) 

ALAIN ARIAS-MISSON 
' 1948 Bruxelles (BE); lives in Paris (FR) 

A cosmopolitan writer, Alain Arias-Mission grew 

up in New York City and hos lived and worked in 

Spain, Belgium, the U.S., Italy and France . He 

hos developed his activity as a writer both in the 

fields of narrative fiction (New American Fiction) 

and poetry. The poetic experimentation he began 

to carry out in his early years in Spain in the sixties 

led him to break "with the orthodoxy of a concre

tist poetry to achieve the convergence of image, 

sound and word on canvas , objects and video" -

as the author himself put it - thus making him one 

of the international innovators of visual poetry . 

After a sojourn in Catalunya in 1964, Arias-Misson 

moved to Madrid, where he soon met Juan Hidalgo 

and Walter Marchetti and became a collaborator 

of the group Zaj. He took part for instance in the 

Concierto Z aj on 29 May 1966 (during which a 

complete programme of Fluxus works was staged), 

presenting his Poema ambiente ('Ambient poem', 

1966). Arias-Misson invented the urban poetic 

form of the Public Poem in 1965 in Madrid and 

has continued practising it ever since in different 

cities throughout Europe and America . "The Public 

Poem" , explains the artist, "'tears' the textual 

fabric of the city at a given site, using specific 

street-elements as the syntactic and semantic 

elements of a dream-text which emerges with the 

' interruption' of the city text" . In Belgium Arias

Misson was co-editor of D e Tafelrond with Paul 

De Vree, and in Italy during the seventies he took 

part in Lotta Poetica and was co-editor of Logo

motives. (HRR) 
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AY-0 
•193 1 Ibaraki (JP); lives in (JP) 

From its international beginnings onwards, the 

Japanese artist Ay-0 (born Takao lijima) has been 

associated with Fluxus . In 1955 he finished his 

studies at the Tokyo University of Education . At the 

t ime he was occupied with cubistic compositions, 

in particular its colourful forms. During the 1950s 

Ay-0 participated actively in the Demokrato Artist 

Association, which encouraged independent artists 

and fought for artistic freedom. In 1958 he moved 

to New York where he met Yoko Ono, who intro

duced him to George Maciunas in 1961 . From 1963 

onward he participated in Fluxus . 

The most tactile works of his Fluxus projects 

were his Finger Boxes, hollow wooden boxes with 

finger-sized holes into which a number of people 

could touch and probe at the same time . With 

th is shared perception of the work, Ay-0 tried to 

create a social dialogue by letting people touch 

the hidden environment inside of these boxes . His 

fascination with the colour spectrum of the rainbow 

made him known as the "Ra inbow Mon''. His first 

"rainbow happening" was held in 1964 and in 1966 

he published his Rainbow Manifesto. That same year 

Ay-0 represented Jopon ot the Venice Biennole. 

Two years later he built the famous Tactile Rainbow 

at the Osaka World's Fair. In 1987 he did his last 

series of "ra inbow happenings", of which his most 

famous was a 300m Rainbow Eiffel T ewer project 

in Paris . (LD) 

JOSEPH BEUYS 
*1921 Krefeld (DE); t1986 Dusseldorf (DE) 

Alter military service in the German Air Force during 

World War 11, Joseph Beuys studied sculpture at 

the Kunstakademie Dusseldorl between 1947 and 

1951, where he also taught from 1961 until he was 

scandalously dismissed in 1972. In the early 1960s 

he introduced lat and felt in to his sculptural work . 

Soon becoming his signature materials, Beuys pro

vided them with a personal symbolism in his autofic

tional text Lebenslauf / Werklauf ('Lile Course/ Work 

Course', 1964). 

In 1963 Beuys helped organise Festum 

Fluxorum Fluxus in Dusseldorf . On this occasion he 

performed his first action , Sibirische Symphonie 

1. Satz (1963), which, just like his future perfor

mances such as Wie man dem toten Hasen die Bilder 

erkliirt (1965) or I like America and America likes me 

(1974), markedly differed in its ritualistic and symbolic 

character from the everyday concreteness of char

acteristic Fluxus pieces. The widely circulated photo

graph of a bleeding Beuys holding a crucifix alter 

a disapproving student punched him in the face 

during the artist's performance at the Festival der 

Neuen Kunst in Aachen in 1964 marked the begin

ning of his controversial lame. 

In the early 1970s Beuys expanded his art 

practice toward open political activism, based in 

his utopian notion of "social sculpture" as a means 

for art to actively shape and transform society. At 

documenta 5 in 1972 he presented his debate

based project Bureau for Direct Democracy (1971), 

while in the 1980s thousands of trees were planted 

in Kassel as part of his socio-ecological project 

7000 Oaks (1982) . (VS) 

MICHAEL VON BIEL 
•1937 Hamburg (DE); lives in Ti.ibingen (DE) 

Michael van Biel is a German avant-garde composer, 

musician and visual artist . He studied piano, Aute 

and composition in Toronto , Vienna , New York (with 

Morton Feldman, among others), London and 

Cologne (with Karlheinz Stockhausen) . He attended 

the Internationale Ferienkurse fur Neue Musik in 

Darmstadt from 1961 to 1963. In 1962 George 

Maciunas contacted him with an invitation to partici

pate as a composer and performer in the Fluxus -

Internationale Festspiele Neuester Musik (Wiesbaden, 

1-23September1962). Alter the Fluxus festiva l, 

van Biel did not collaborate further with Maciunas, 

but the inAuence of Fluxus can be recognised in 

later works of his such as Jagdsti.ick (1966) for brass, 

contrabass, tape and amplified barbecues . 

In 1966 van Biel settled in Cologne, where 

he wou ld live until 2005 . He studied with Joseph 

Beuys at the Kunstakademie Dusseldorl (1968-1969) 

and, since then, he has mostly dedicated himself to 

drawing and painting, participating for example in 

documenta 6 (1977) with his drawings . (HRR) 

KONRAD BOEHMER 
•1941 Berlin (DE); lives in Den Haag (NL) 

Konrad Boehmer stud ied composition with Gottfried 

Michael Koenig from 1959 to 1961 and worked from 

1961to1963 at the Studio fur Elektronische Musik 

at WDR in Cologne. In 1966 he moved to the Nether

lands and worked at the lnstituut voor Sonologie in 

Utrecht. From 1968 until 1973 he was musical editor 

for the weekly magazine Vrij Nederland and between 

1972 and 2006 he was a professor at the Koninklijk 

Conservatorium Den Haag . 

Boehmer's work Potential (1960) was 

performed in 1962 at the third concert of the 

Fluxus - Internationa le Festspiele Neuester Musik in 

Wiesbaden . (PS) 



ROBERT BOZZI CLAUS BREMER 
'Nice (FR); lives in Paris (FR) '1924 Hamburg (DE); t Zurich (CH) 

The artist and performer Robert Bozzi was active within In the 1950s and 1960s Claus Bremer was one of 

the Fluxus group surrounding Ben Vautier in Nice, the pioneers of experimental text and theatre forms 

participating in most of the events on the French Riviera 

in the 1960s and 1970s, among others the Fluxus 

Festival d'Art Total (et du Comportement), where he 

performed with Vautier and Maciunas . 

Although not active with Fluxus an an inter

national level, a substantial number of Bozzi' s 

compositions (a number of CHOICE pieces) were 

prominently featured in the collection of Fluxus 

compositions Fluxfest Sale edited by George Maciunas 

(1966), and three of them were performed by Tamas 

St.Turbo (Sentj6by) during the Budapest Fluxconcert 

in February 1969. (JB) 

GEORGE BRECHT 
'1926 Halfway (US); t2oo8 Kiiln (DE) 

George Brecht (born George Ellis MacDiarmid) 

studied chemistry and worked as a research chemist 

before fully devoting himself to art in the early to 

mid-1960s. His engagement with chance as a method 

for creating art - reAected in the essay Chance-Im

agery and Chance Paintings, both from 1957 - moved 

him to attend John Cage's seminal class in experi

mental composition at the New York's New School 

for Social Research from 1958 to 1959. Following 

Cage, he initially wrote chance-based scares for 

music, but gradually reduced the role of sound. In the 

early 1960s Brecht developed his much acclaimed 

event scores - proposals of outstanding simplicity and 

openness serving as cues for perceptual experiences 

and actions . In 1963 they were published as Water 

Yam, one of the first Fluxus boxes . Brecht 's scores such 

as DRIP MUSIC (DRIP EVENT) (1959-1962) or 

WORD EVENT (1961), among many others, became 

classic Fluxus pieces, frequently performed since the 

emerging network 's first European festivals of 1962. 

Brecht's interactive "arrangements" of 

everyday objects like The Cabinet (1959), which were 

meant to be physically used by viewers, and his object

based realisations of event scores such as THREE 

CHAIR EVENTS (1961) pushed the artistic use of 

the found object from the purely visual toward the 

spatio-temporal realm of the event. Brecht realised 

many joint projects, most notably with the fellow 

Fluxus artist Robert Filliou . Their shop La cedille qui 

sourit (1965-1968) in Villefranche-sur-Mer, dubbed 

the "International Center for Permanent Creation", 

functioned as a frame for the production and distribu

tion of experimental artworks, games and poems. 

In 1965 Brecht left the U.S. for Europe, living in Italy, 

France and England, before settling permanently in 

Cologne in 1971 . (VS) 

and one of the creators of concrete poetry . 

Claus Bremer took part in the Berlin Fluxus

Concert on 4 October 1966, rea ding from a news

paper as part of Alison Knowles's Interruption Music -

for]. C. (1966) (PS) 

BAZON BROCK 
'1936 Stolp (DE), now Slupsk (PL); lives in Wuppertal (DE) 

Bazon Brock (born Jurgen Johannes Hermann Brock), 

who calls himself "Denker im Dienst" ('thinker 

on duty') and "Kunstler ohne Werk " ('artist without 

ceuvre'), is an artist, art theoretician and emeritus 

Professor of Aesthetics and Cultural Education at 

the Bergische Universitat Wuppertal. Working first 

as a dramaturgical advisor he was at the same time 

a student of German philology, philosophy and 

political science in Zurich , Hamburg and Frankfurt 

am Main. From 1957 onwards he wrote his first 

pieces of action teaching . He was involved in hap

penings and Fluxus and collaborated with, among 

others, Joseph Beuys, Friedensreich Hundertwasser, 

Nam June Paik and Wolf Vostell. Alter his studies 

Brock became a professor at the Hochschule fur 

bildende Kunste in Hamburg (1965-1976), after

wards (1977-1980) he taught in Vienna (Universitat 

fur angewandte Kunst Wien) and finally in Wupper

tal. His special interests include neuronal aesthetics 

and imaging sciences, and he has been especially 

active in art education, organising "Besucherschulen" 

('visitors' schools') for the first time at documenta 4 

and "Lustmarsche durchs Theoriegelande" ('cheer

ful marches through theoretical territory'). 

Brock took part in the Festival der Neuen 

Kunst, organised in Aachen in 1964 and ending in 

a huge scandal, with a lecture that he partly 

held while doing a headstand and an action with 

a number of students that ended up with them 

raising their arms for the "Hitler Salute" ('Hitler

gruB'). (PS) 

STANLEY BROUWN 
' 1935 Paramaribo (SR); lives in Amsterdam (NL) 

Due to Stanley Brouwn ' s disinterest in documenting 

his work and his life, little is known about the artist's 

history. What is known for certain is that he was 

born in Surinam and moved to the Netherlands in 

1957. He started his career in action art and with 

conceptual art pieces in the 1960s and also colla

borated with Fluxus artists . His main focus centred 

on the daily experiences in life . He was primarily 
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interested in measurements, for which he used 

corporal units. like his own body-height or those of 

random passengers. whom he asked to sketch from 

memory a distance they hod once travelled . Since 

1970 he hos extended his art pieces to include book 

publications as on integral element, among which 

his most famous publication is This Way Brouwn. 

Alter these projects he emerged as a 

notiona l and international artist and received the 

David Roell Prize from the Mondrioon Foundation. 

He took port in documenta 5, 6, 7 and 11 . In 2005 he 

exhibited at the Centre Pompidou in Paris . For many 

years Brouwn worked as a professor at the Hach

schule fur bildende Kunste Homburg. Brouwn took 

port in the Festival der Neuen Kunst, toking place in 

Aachen on 20 July 1964. (LD) 

EARLE BROWN 
*1926 Lunenburg (US); t2002 Rye (US) 

Brown was a leading composer of the American avont

gorde since the 1950s and hod established his own 

formal and notational system. Together with John 

Cage, Morton Feldman and Christion Wolff he was 

port of the New York School. Interested in a variety 

of artistic expression, Brown was especially interested 

in the works of Jackson Pollock and Alexander 

Colder. His work Folio (1952/1953), a collection of 

concept pieces (including the well-known compo

sition December 1952. which consists of a graphic of 

floating rectangles, inspired by Calder's mobiles). 

was scheduled to be performed at the first weekend 

of the Fluxus - Internationale Festspiele Neuester Musik 

in Wiesbaden in September 1962. (PS) 

SYLVANO BUSSOTTI 
*1931 Firenze (IT); lives in Venezia (IT) 

Sylvono Bussotti is a composer also active in pointing, 

graphic ort , journalism and film directing . He studied 

at the Conservotorio Luigi Cherubini with Luigi 

Dollopiccolo, but due to the war finished without 

graduating. From 1949 to 1956 he studied compo

sition as on autodidact and later on was a student 

with Mox Deutsch in Paris, where he met Pierre 

Boulez and Heinz-Kious Metzger who int roduced him 

to John Cage at the Internationale Ferienkurse fur 

Neue Musik in Darmstadt in 1958. In the 1960s 

Bussotti received various distinctions in Italy and in 

1972 was guest of the DAAD Artists' Programme 

in Berlin. He was art istic director of the opera house 

Lo Fenice in Venice (1975-1983) and musical 

director of t he Venice Biennole in the late 1980s. 

Bussotti's compositions ore often written 

in graphic notation. His Five Piano Pieces for David 

Tudor (1959) and a composition for Norn June 

Paik (1962) were programmed in the early Fluxus 

concerts in Dusseldorf (1962), Wiesbaden (1962), 

Copenhagen (1962) and Paris (1962). (PS) 

JOSEPH BYRD 
*1937 Louisville (US); lives in Eureka (US) 

The composer and musician Joseph Byrd arrived in 

New York in 1959, where he attended John Cage's 

classes . Yoko Ono, a former Cage student, offered 

him the chance to present his compositions in her loft. 

connecting him with the eorly Fluxus artists . George 

Mociunos planned to include some of his scares in 

the first issues of his Fluxus magazine. Fish. A Ballet 

for Woodwinds (1961) and Homage to Jackson Mac Low 

(1961) were printed in An Anthology. the canonical 

book edited by Lo Monte Young and designed by 

George Mociunos in 1963. Byrd's Piece for Richard 

Maxfield was his only work performed during the 

European Fluxus festivals . (JB) 

JOHN CAGE 
*1912 Los Angeles (US); t1992 New York City (US) 

John (Milton) Cage (Jr .) was a composer and artist. 

He began his studies in literature, writing and religion 

at Pomona College in C laremont (1928-1930), but 

dropped out. During travels to Europe and Algeria 

(1930-1931) he studied architecture, pointing and 

music and began to compose. After returning to 

the U .S. he studied composition with H enry Cowell 

and later on with Arnold Schonberg. In 1938 Cage 

met dancer Merce Cu nningham and in 1939 began 

exploring the fie ld of noise. First compositions for pre

pared piano followed in 1940, and in 1950 Cage 

introduced chance operations into his work. In 

1952 he composed his silent work 4 '33 ". In the some 

year Cage, together with, among others, Merce 

Cunningham. Robert Rauschenberg and David Tudor 

organised the first "happening" at Block Mountain 

College. His courses "Experimental Composition", 

"Virgil Thomson", "Erik Sotie" and "Mushroom Iden

tification" at The New School for Social Research 

from 1956 to 1960 attracted a number of artists who 

were later active within Fluxus : George Brecht, Dick 

Higgins. Jackson Mac Low, Toshi lchiyonogi and 

others . It was here that Brecht wrote his first event 

scores . Cage attended Lo Monte Young's concert 

series (presenting works by Young, Henry Flynt, 

Jackson Moc Low and many others) at Yoko Ono's 

loft in 1960/1961. His 45' for a Speaker was published 

in Young's An Anthology. In 1969 Cage created 

Not Wanting to Say Anything About Marcel, his first 

major visual art project. In 1970 he began intense 

studies on Henry David Thoreau and later he dedi

cated a series of his works to Jomes Joyce's writings. 



Although Coge himself was not active within Fluxus, 

many of the artists connected to Fluxus were inspired 

by his work and methods. Especially during the early 

European Fluxus festivals in 1962 and 1963 a number 

of his compositions (such as, Fontana Mix, Indeter

minacy, Music Walk, Music for 'The Marrying Maiden ', 

Solo for Voice 2) were present, often as tapes . (PS) 

CIONI CARPI 

'1932 Milano (IT); lives in (IT) 

Cioni Carpi is a filmmaker and artist . His film Point 

and Counterpoint (1959/1960) was scheduled to be 

presented at the Festum Fluxorum. Poesie, musique 

et antimusique evinementielle et concrete (8 December 

1962) (PS) 

(ARTHUS) CARLHEINZ CASPARI 

' 1921 Kain (DE); t2009 Halstenbeck (DE) 

Carlheinz Caspa ri, also known on occasion as 

Christoph or Arthus C. Caspari, was a German stage 

director. During World War II he was stationed in 

Russia as a German soldier. Simultaneously, he 

studied by distance dramatics, psychology, sociology 

and art history at the Universitot Koln . Alter the war 

he was stage director and playwright of the theatres 

of Bonn as well as artistic director of the Contra

Kreis-Theater in the same city (1946- 1949). Later, 

he became first director of the Badisches Staat

stheater Karlsruhe (1953/1954) and superintendent 

stage director of the Stadttheater Basel (1955) . 

Caspari co-founded Galerie Otto van der Loo in 

Munich (1957) and directed the branch of the gallery 

in Essen between 1959 and 1961, exhibiting the 

work of Constant and Andre Thomkins among others. 

Since 1959/1960 Caspari developed "Labyr", an 

aesthetical-ethical pattern of thought and cultura l 

technique linked to the "New Babylon" model by 

Constant. As stage director of the Theater am Dom 

in Cologne, Caspari invited Karlheinz Stockhausen 

to collaborate in an experimental music theatre piece. 

This invitation led to Stockhausen's composition of 

Originale. During the performances of this work in 

1961, Caspari worked together with Nam June Paik, 

along with other artists such as Mary Bauermeister 

and David Tudor . In 1962 Caspari participated 

in the proto-Fluxus and Fluxus evenings Kleines Som

merfest: Apres John Cage (Wuppertal, 9 June 1960), 

Neo-Dada in der Musik (Dusseldorl, 16 June 1960) 

and Parallele Aujfuhrungen Neuester Musik (Amster

dam, 5 October 1962). 

From 1968 he worked as a freelance stage 

director and as author of television p lays and 

documentaries primarily for the NDR (Norddeutscher 

Rundfunk) . (HRR) 

GIUSEPPE CHIARI 

'1926 Firenze (IT); lives in Firenze (IT) 

Giuseppe Chiari started out studying mathematics 

and engineering (1946-1951) and in 1947 founded 

a jazz club at the University of Florence. He began 

to study piano in the end of the 1940s and began to 

compose in 1950. In 1962, together with Sylvano 

Bussotti, Chiari organised the exhibition Musica e Segno. 

He was active in Fluxus from 1962 onwards and a 

number of his works were on the programmes for the 

Fluxus - Internationale Festspiele Neuester Musik (Wies

baden 1962), the Festum Fluxorum. Poesie, musique 

et antimusique evenementielle et concrete (Paris 1962) 

and the Concierto Zaj (Madrid 1966), to which he 

contributed his composition Attuale (1965) . The score 

of Attuale required the performer to read the first 

page of the New York Times completely : "Read with 

constant rapidity. No emotional participation ." Apart 

from his involvement in Fluxus, Chiari is active as 

a conceptual, performance and sound artist . (PS) 

HENNING CHRISTIANSEN 

'1932 Kebenhavn (DK); t2008 Askeby (DK) 

Henning Christiansen was a Danish composer, edu

cated as a clarinettist at the Royal Danish Conserva

tory in Copenhagen from 1950 unti l 1955 and active 

as a clarinettist in the Danish Royal Lifeguard from 

1956 until 1961 . In 1961, he entered the Conserva

tory in order to train as a composer, but left in 1963, 

apparently as a result of a Fluxus performance he 

organised there . From 1962 until 1965, C hristiansen 

was a board member of Del unge tonekunstner

selskab ('The Young Musicians' Association', DUT). 

He performed at several Fluxus events in Denmark 

during the period 1963-1964 and participated in 

the Festival der Neuen Kunst in Aachen an 20 July 

1964, but said "farewell" ta Fluxus in autumn or 

winter of 1964 by means of his To Play To-Day, op. 25 

(1964), which was first performed on Danish national 

radio on 1 February 1966. Alter 1965, Christiansen 

participated in many of Eks-skolen ('The Experimental 

School al Painting')' s happenings, performed 

together with Joseph Beuys until the latter's death 

in 1981 and created performance works together with 

Danish sculptor Bj0rn N0rgaard . (PM) 

PHILIP CORNER 

' 1933 New York (US); lives in Reggio Emilia (IT) 

Philip (Lionel) Corner is an American experimental 

composer, performer , teacher and writer. He studied 

trombone at the High School of Music and Art in 

New York, composition and piano at the City College 

of New York, analysis at the Canservatoire National 

Superieur de Musique de Paris from 1955 to 1957 
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(with Olivier Messiaen among others) and composi

tion at Columbia University from 1957 to 1959 

(with Henry Cowell among others) . By the late 1950s 

Corner was already composing John Cage-like 

indeterminate works . Fram 1959 until 1961 Carner 

was trombone player of the U.S. Army in Korea . There, 

he studied calligraphy, received the Korean name 

Gwan Pok ('Contemplating Waterfall'), which he 

would later use on occasion, and discovered Korean 

music, from which he learned "to go into the quality 

of sound" . 

linked to the network from which Fluxus 

would be born, his Piano Activities (1962) was infa

mously performed at the Fluxus - Internationale 

Festspiele Neuester Musik (Wiesbaden, 1-23 Septem

ber 1962). He served as a resident composer and 

musicia n to the Judson Dance Theatre in New York 

(1962-1964). Since 1963 he has co-founded, 

composed for and performed with various ensembles 

devoted to new music (Tone Roads Chamber Ensem

ble), experimental ritual music (Sounds out of Silent 

Spaces) and contemporary music for the instruments 

of the Javanese gamelan (Gamelan Son of lion) . 

Carner is author of numerous articles, essays and 

poems. In 1966 he wrote the book I Can Walk through 

the World as Music (1980). Corner gave courses of 

analysis of new music and experimental composition 

at the New School for Social Research (1967-1970) 

and taught music theory, new music and world music 

at Rutgers University (1972-1992) . In 1992 he 

settled in Reggio Emilia in Italy. (HRR) 

JED CURTIS 
*1942 Linton (US); lives in Las Vegas (US) 

Since early childhood, Curtis proved ta have an 

extraordinary musical talent, devoting himself to 

composition and learning to perform many different 

instruments at a professional level. He won the 1958 

B.M .I. prize and, shortly afterwards, he became 

Chet Baker's bebop pianist at Le chat qui peche in 

Paris, as well as Mel Torme' s musical director. 

While studying composition with Nadia 

Boulanger in France, Curtis came to realise that he 

was more interested in the philosophy of Dada and 

Zen than in "traditional music with notes" . Having 

been a reader al the music journal Die Reihe for 

years, he went to live in Cologne, where he did street 

actions and spontaneous performances and became 

close with Wolf Vostell and Nam June Paik . Alter 

George Maciunas's arrival to Germany, Jed Curtis 

took part as an author and a performer in the Europe

an proto-Fluxus and first Fluxus concerts and festivals : 

Kleines Sommerfest: Apres john Cage (Wuppertal, 

9 June 1962), Neo-Dada in der Musik (Dusseldarl, 

16 June 1962), Fluxus - Internationale Festspiele 

Neuester Musik (Wiesbaden, 1-23 September 1962), 

Parallele Aujfiihrungen Neuester Musik (Amsterdam, 

5 October 1962) and 2 Internationale koncerter for 

nyeste instrumentalteater antiart (Copenhagen, 

27 and 30 September 1963). However, it was always 

important to him not to make efforts towards becom

ing famous and, alter writing his Final Fluxus Piece 

in late 1963, he went to live in a cave in the Indian 

Himalayas, practicing an esoteric form of meditation . 

Many diverse periods al his life followed, 

including two long periods as a successful feature 

film actor, a neurochemist at various universities and 

a literary figure, serving as president al the Geneva 

Literary Arts Society. (HRR) 

FRAN<;:OIS DUFRENE 
*1930 Paris (FR); t1982 Paris (FR) 

The French poet Fran~ois Dufrene took part in the 

Lettrist movement at the age of sixteen in 1946, 

sympathising early on with poetry that was based on 

sound rather than sense. 

His poem Le Tombeau de Pierre Larousse 

('The tomb al Pierre Larousse') was published in 

France in 1958. As the title announces, it aims to 

bury Pierre Larousse, the editor of the respected 

French dictionary. Ordered as an etude of the 

vowels of the alphabet, it aligns phonetically spelled 

words and sounds, which, when read aloud, can 

sometimes be recognised as a word in the dictionary. 

It was brought into the Fluxus context by 

Wolf Vastell, who published it in his magazine 

de-coll/ age in Wuppertal in 1961 . The poem, which 

has up ta three different voices, was scheduled 

ta be recited at the Festum Fluxorum in Paris in 

December 1962. 

In 1963, Dufrene collaborated on Daniel 

Spoerri's L'optique moderne, a Fluxus edition, by 

commenting on Spoerri' s photographed eyeglass 

collection with a poem for each pair. (JB) 

MIKLOS ERDELY 
*1928 Budapest (HU); t1986 Budapest (HU) 

Miklos Erdely was originally an architect who became 

well-known as a writer. poet, artist and experimen

tal film-maker and was one al the major protago

nists of the Hungarian nea-avant-garde from the 

1960s until the 1980s. Fram 1975 onwards he 

directed experimental crea tive workshops and in 1978 

the Indigo group (Inter-Disciplinary-Thinking) was 

created. 

In 1969, Erdely was in the first Hungarian 

Fluxus concert, conceived and organised by Tamas 

St. T urba (Sentj6by), during which one of his experi

mental films was screened. Later an in his series 



of works Seance and Happening (1971/1972), Erdely 

used iconic photos of Fluxus events and happenings 

(taken from the book Happenings. Fluxus, Pop Art, 

Nouveau Realisme by Jurgen Becker and Wolf Vostell) 

and combined them with examples of the sa called 

"fluida l photography" of the late 19th century that 

was supposed ta depict spiritistic occurrences . (PS) 

ROBERT EREBO 
*1945 Nice (FR) 

The artist and performer Robert Erebo is known within 

the Fluxus group surrounding Ben Vautier in Nice. 

Erebo participated in most of the Fluxus events in the 

French Riviera in the 1960s and 1970s. His piece 

Cravate was performed by Ben Vautier and George 

Maciunas on 26 July 1963 at the restaurant Le 

Provence during the Fluxus Festival d'Art Total (et du 

Comportement) . (JB) 

KENJIRO EZAKI 

*1926 Tainan (JP); lives in Tokyo (JP) 

Kenjiro Ezaki is a Japanese composer who studied 

with the composer Yoritsune Matsudaira. His work 

Discretion, jorajemale voice was scheduled to be 

performed at the Fluxus festivals in Copenhagen 

(November 1962) and Paris (December 1962). (PS) 

ROBERT FILLIOU 
'1926 Sauve (FR); t1987 Les Eyzies-de-Tayac-Sireuil (FR) 

Filliou, who had immigrated to the U.S. alter World 

War 11, studied economy at the University of 

California in Los Angeles. Alter 1954, he lived as 

an author in Japan , Egypt, Spain and Denmark. 

He returned to France in 1959, and around this 

time he wrote his first action poems and longer plays; 

his first visual text collages fallowed a year later. 

In 1961, he presented his works in the Copenhagen 

gallery run by Arthur K0pcke. In January 1962, 

Filliou founded his own Galerie Legitime, consisting 

of a hat, with which he participated at the London 

Festival of Misfits at the end of 1962. There he met 

with many artists from the Fluxus circle and subse

quently took part in numerous Fluxus festivals . He 

created collaborative works with Fluxus artists, par

ticularly Emmett Williams - the two were co-inven

tors among others of the Spaghetti-Sandwich - and 

George Brecht. In 1963 Filliou proposed the Arts 

Birthday, suggesting that on 17 January one million 

years earlier someone had dropped a dry sponge 

into a bucket of water. Together with Brecht, Filliou 

ran the shop La cedille qui sourit in Villefranche

sur-Mer from 1965 to 1968, where artworks were 

sold alongside games. This shop developed into 

an international centre far permanent creation: art 

was combined with the everyday and the equality 

of all creative products was declared . It was also in 

this period that Filliou formulated his principles far 

a poetic economy. He presented the concepts 

developed from this, "Equivalence and Permanent 

Creation", at documenta5 in Kassel (1972). In 1974, 

he was a guest of the DAAD in Berlin. In 1980, 

Filliou worked as a guest professor at the Hochschule 

fur bildende Kunste Hamburg. In 1982, he was 

the first artist to receive the city of Hanover's Kurt 

Schwitters Prize. In 1984, Filliou withdrew to a 

Buddhist monastery in the Dordogne, where he died 

in 1987. (PS) 

SIMONE FORTI 
'1935 Firenze (IT); lives in Los Angeles (US) 

Simone Forti is a choreographer and musician . Fort i, 

who grew up in Los Angeles, attended Reed College 

before moving in 1956 with her then husband 

Robert Morris to San Francisca, where she trained 

with Anna Halprin. In 1959 she moved to New 

York and began to study with Martha Graham and 

Merce Cunningham. From 1960 onwards she deve

loped her own choreographies . Everyday movements, 

games and children's activities inform Forti's style. 

Musically she collaborated with, among others, Richard 

Maxfield, Yoko Ono, Terry Riley and La Monte 

Young . In 1968, while in Italy Forti began to study 

animal movements, and in 1969, upon returning to 

the U.S., she studied singing with Pandit Pran Nath. 

Some of her compositions, notably DANCE 

CONSTRUCTION (1961) and INSTRUCTIONS 

FORA DANCE that had been published in La Monte 

Young's An Anthology (under her then married name 

Simone Morris) were performed during the early Fluxus 

festivals in 1962 and 1963. (PS) 

KEN FRIEDMAN 
'1949 New London (US); lives in Melbourne (AU) 

Ken Friedman joined Fluxus in 1966 as the youngest 

member of the classical Fluxus group. Since then 

he has exhibited extensively, and his work is represen

ted in major museums and galleries around the 

world. He was "Director of Fluxus West" for a decade 

and has edited several seminal publications on 

Fluxus (e .g., The Fluxus Reader, 1998 and The Fluxus 

Performance Workbook with Owen Smith and Lauren 

Sawchyn, 2002) . His writings have also been widely 

published in academic journals as well as in popular 

and small press publications. Friedman has col

laborated closely with Fluxus artists and composers 

such as George Maciunas, Dick Higgins (far whom 

he managed Something Else Press in the early 1970s) 
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and Nam June Paik as we ll as with John Cage 

and Joseph Beuys . A leading voice in Des ign Studies 

and Research, he is now University Distinguished 

Professor at Swinburne University of Technology in 

Melbourne, Australia . (HR) 

ANNE-LISE GABOLD 

' 1941 (DK); lives in Frederiksberg (DK) 

Hoving studied theatre history and mime, Anne-Lise 

Gobold (Rosberg), trained as on actor at the school 

of the Danish Royal Theatre from 1965 until 1969. 

During 1969- 1970, she performed with Swedish 

street theatre Fickteotern. Alter her return to Denmark, 

she was active as a stage actor and a film actor and 

from 1988 as a drama teacher as well. Rosberg/ 

Gobold performed a pantomime during a Fluxus 

and happenings evening ot the Royal Conservatory 

in Copenhagen in April 1963. (PM) 

LUDWIG GOSEWITZ 

'1936 Naumburg (Saale) (DE); t2007 Bad Berka (DE) 

Gosewitz studied musicology, Germon studies and 

philosophy in Frankfurt om Main and Morburg. In the 

early 1960s he experimented with concrete poetry 

and did text- and word-collages. By that time he hod 

befriended the poet and (future) Fluxus artist Emmett 

Williams, who later included Gosewitz' s works in 

An Anthology (1967). Gosewitz attended the first "of

ficial" Fluxus festival Fluxus - Internationale Festspiele 

Neuester Musik in September 1962 in Wiesbaden. 

At the next Fluxus festival Parallele Aujfiihrungen 

Neuester Musik in Amsterdam in early October 1962, 

Gosewitz first performed his Wurftexte ('Toss Texts'), 

on action in which he tossed dice imprinted with 

words and subsequently glued them onto a board. 

Alter finishing college and moving to Berlin in 1965, 

Gosewitz intensively collaborated with the artist 

Tomas Schmit, a frequent performer at European 

Fluxus festivals. Together, they did actions and 

published jointly, e.g., Eintagsverlag and Denkzettel. 

They performed at the 1966 Musikfestival in Berl in , 

a programme of predominantly "classic" Fluxus pieces, 

and again at the 1970 Festum Fluxorum in Berlin . 

In the lote 1960s Gosewitz turned to the 

medium of drawing. His drawings include depictions 

of everyday objects, geometrical constructions and 

visualisations of astrological constellations - a topic 

he was deeply engaged with since 1964. In the 

early 1970s he studied gloss-b lowing and sta rt ed 

to produce gloss objects. His polychrome gloss 

containers and the drawing work 15 different relations 

(1979/1980), a series of abstract astrological 

"portraits" of his fellow Fluxus artists, were exhibited 

at documenta 7 in 1982. From 1988 until 2001 he 

taught at the gloss deportment of the Akodemie der 

Bildenden Kunste Munchen. (VS) 

BRION GYSIN 

•1916 Tap/ow (GB); t1986 Paris (FR) 

Brion Gysin (John Clifford Brion Gysin) was o pointer, 

writer, sound poet and performance artist. In 1934 

he moved to Paris in order to study at the Sorbonne 

and come into contact with the Surrea list Group. 

H is first exhibit ion at the Golerie O uo tre Chemins 

(together with Hons Arp, Hons Bellmer, Marcel 

Duchamp, Pablo Picasso and many other prominent 

artists) ended prematurely with his expulsion from 

the Surrealist Group by Andre Breton . Together with 

William S. Burroughs, Gysin popularised the literary 

cut-up technique (on aleatory technique in which 

o text is cut up and rearranged) in the late 1950s and 

early 1960s. Together with the engineer Ion Sommer

ville, Gysin invented the Dreamachine, a stroboscopic 

flicker device, designed to be viewed with closed eyes. 

A piece by Gysin, Permutations sans Jin, 

was programmed for the Festum Fluxorum. Poesie, 

musique et antimusique evenementielle et concrete in 

Paris (1962). In Gysin's "permutation poems'' a sing le 

phrase was repeated with the word s rearranged in 

ever changing orders . (PS) 

AL HANSEN 

'1927 Richmond Hill (US); ti995 Koln (DE) 

In the late 1950s Allred Earl "Al" Hansen attended 

John Cage's class in experim ental composition at 

the New Schoo l for Social Research in New Yark 

together with other future Fluxus artists such as 

Dick Higgins and George Brecht and the pioneer 

of happenings Allon Koprow. As a class assignment 

Hansen wrote Alice Denham in 48 Seconds, a much

acclaimed composition for unconventional percussion 

soundmokers. In order to present their pieces outside 

the Cage class, Hansen and Higgins, among others, 

founded the New York Audio-Visual Group and 

performed in alternative venues in Greenwich Village. 

With his unrehearsed free-form happenings, 

Hansen, a longs ide artists such as Koprow and 

C laes Oldenburg, was a key practitioner of this new 

art form in early 1960s New York. He also arranged 

happenings programmes in various venues, including 

his nomadic Third Rail Gallery of Current Art, which 

was based, throughout most of the 1960s, in any of 

the spaces in which he was living or producing art at 

a given time. Hansen's book A Primer of Happenings 

& Time/ Space Art was published in 1965. Hansen 

was also port of the Fluxus network, collaborating and 

performing together with a number of fellow Fluxus 

artists. However, he took part in relatively few "of-



ficial" Fluxus events, one reason being the personal 

animosities between him and George Maciunas . 

Around 1960 Hansen made his first colla

ges. Starting with often humorous word-collages, 

Hansen increasingly deployed his signature materi

als - Hershey chocolate bar wrappers in the 1960s, 

cigarette butts and matches since the 1970s - to 

produce female forms reminiscent of prehistoric 

Venus figures . Since 1982 until his sudden death in 

1995 Hansen was based in Cologne. (VS) 

STEN HANSON 
*1936 Kliivsjii (SE); lives in Stockholm (SE) 

The Swedish composer, Sten Hanson was director 

(1968-1977) and then chairman (1980-1984) of 

the concert organisation Fylkingen, chairman of the 

International Society for Contemporary Music (ISCM, 

1975-1981), a member of the Royal Academy of 

Music of Sweden and president of the Swedish Com

posers' Union (1985-1994) . He was a member of 

the Executive Committee of International Confedera

tion of Electroacoustic Music (ICEM, 1981-1982) 

and chairman of this same organisation from 1997 

until 2002. Hanson is self-taught as a composer and 

hos been working with experimental music, literature 

and art since the beginning of the 1960s, cultivating 

both instrumental, vocal and electro-acoustic music 

for performance on radio and television, on outdoor 

occasions or within the concert platform. From an 

early stage he was aware of the importance of tape

recording techniques in the renewal and development 

of poetry's resources . Text, sound and the visual 

image, often combined with intensely personal "live" 

performances, are vital ingredients in Hanson's 

artistic workmanship and he is one of the forerunners 

in the field of multi-media art. Hanson hos realised 

a large number of works in various styles - works for 

television, ballet music, performances, audiovisual 

performances assisted by computer, pieces for 

instruments and tape and/ or electronics, works for 

orchestras and computer mus ic. (CU) 

RAOUL HAUSMANN 
*1886 Wien (AT); t1971 Limoges (FR) 

Raoul Hausmann was one of the seminal figures in 

Berlin Dada. Born in Vienna, he moved to Berlin at 

the age of fourteen. He received his initial training 

from his lather, a conservator and pointer . At first he 

created expressionist prints and become a writer 

for Herwarth Walden's magazine Der Sturm in 1912. 

In 1917 when Richard Hulsenbeck, a close collabora

tor of the Zurich Dada group, came to Berlin , 

Hausmann, together with other young artists , began 

to collaborate with him. In 1920 he was one of the 

co-organisers of the Erste Internationale Dada-Messe 

in Berlin . His best-known work Mechanischer Kopf

Der Geist unserer Zeit was also created in 1920. In 

1933 Hausmann hod to flee the Nazi regime and 

alter staying in Ibiza, Zurich, Prague and Paris, he 

settled in Limoges in 1944. 

With the renewed interest in Dada in the 

1950s, Hausmann began correspondence with 

a number of American artists and strongly objected 

to the use of the word Nee-Dodo, writing to George 

Maciunas (4 November 1962): "I note with much 

pleasure, what you said about German neodadaists -

but I think even the Americans should not use the 

term 'neodadoism', because neo means nothing 

and ism is oldfashioned. Why not simply 'Auxus'? 

It seems to me much better, because it's new and 

dodo is historic." 

Hausmann's phonetic poems were pro

grammed for two Fluxus events : the Festum Fluxo

rum in Paris (December 1962) and the Festum 

Fluxorum Fluxus in Dusseldorf (February 1963), 

in which a tape that Jean-Pierre Wilhelm received 

from Hausmann was played . (PS) 

GEOFFREY HENDRICKS 
*1931 Littletown (US); lives in New York City (US) 

From 1956 to 2003, Hendricks taught at Rutgers 

University in New Brunswick, where he met Allan 

Kaprow and Robert Watts in the late 1950s. Sub

sequently, numerous actions and events by (later) 

Fluxus artists took place in New Brunswick. In 1961, 

Hendricks married Bici Forbes, and together they 

founded the Black Thumb Press in 1965. They were 

divorced in 1971, which was celebrated as a Flux 

Divorce, at which all their shored possessions were 

cut and sown into two ports . From 1975, Hendricks 

lived and worked together with Brion Buczak (t1987). 

Hendricks has had close links to Fluxus from the 

mid-1960s onwards . In 1978, he was Flux Minister 

at both George Mociunos' s marriage to Billie 

Hutching and a short time later at Maciunos's Flux 

Funeral. Hendricks was a guest of the DAAD's Ber

lin Artists' Programme in 1983. Later he spent 

a long period in Worpswede . 

Geoffrey Hendricks' s works - rather 

untypical for Fluxus - ore primarily concerned with 

myths, nature, rituals and dreams. One emphasis 

is on performances (often involving headstands) and 

ritualised actions . Since the mid-1960s, observa

tions of the sky play an important part in his work -

which has earned him the name "Claudsmith". 

During his performances, everyday abjects, canvases 

and also his body were often pointed the colour of 

the sky and with clouds . (PS) 
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JUAN HIDALGO CODORNiU 

'1927 Las Pa/mas (ES); lives in Madrid (ES) 

Juan Hidalgo Codorniu studied piano and compo

sition under Nadia Boulanger and Bruno Maderna 

among others. In Milan, in 1956, two encounters 

took place that would be crucial for his life and 

work: he met the American pianist David Tudor and 

the Italian composer Wolter Marchetti . With the 

lotter he would form a long lasting team to work and 

explore music. 

During the Internationale Ferienkurse fur 

Neue M11sik in Darmstadt in 1958, Hidalgo met John 

Cage, with whom a close friendship would develop 

in the following months in Milon . This fruitful relation

ship would mean for Hidalgo and Marchetti the deci

sive impetus for the musical direction they were begin

ning to explore . As a result, in 1961 both composers 

abandoned the traditional understanding of musical 

composition in order to dedicate themselves to "the 

musical event as the search for a language which is 

not exclusively sound based" as Hidalgo himself put 

it. In this way, the pre-Zoj period started, with pieces 

like Hidalgo's A letter for David Tudor (1961). 

In 1964 Hidalgo settled down in Madrid 

to give birth, together with Walter Marchetti and the 

Spanish composer Ramon Barce, to Zaj, the most 

advanced group of experimental art in Spain and one 

of the pioneers of action music worldwide . With 

Zaj began an intense activity that wou ld range from 

octionism and performance, to mail art , artists' books 

and visual poetry, up to object art, installation and 

action photography. Various Spanish artists, most 

notably the experimental writer Jose Luis Castil lejo 

and the performance artist Esther Ferrer, would be

come Zoj artists for longer or shorter periods. 

Being born out of the some breeding 

ground as Fluxus, Za j was close ly linked to it and 

Juan Hidalgo had been in touch with artists like 

Benjamin Potterson even before Fluxus had become 

Fluxus. During the central years of the 1960s the 

collaboration between Zaj and Fluxus was espe

cially fruitful. However, also later on the individual 

artists of both Zoj and Fluxus would often meet 

and work together . (HRR) 

DICK HIGGINS 

*1938 Cambridge (GB); t1998 Quebec (CA) 

Like a number of future Fluxus art ists, Dick Higgins 

studied in John Cage's composition class at the 

New School for Social Research in New York in 

1958/1959. In 1960, Higgins married Alison Knowles. 

They were both among the first Fluxus art ists, par

ticipating in the developing network's first European 

conce rts in Wiesbaden, Amsterdam, London and 

Copenhagen in 1962 and in Dusseldorf in 1963. In 

1963 Higgins co-organised a three-day Fluxus event 

in Stockholm (March 1963) with Bengt al Klintberg. 

In 1966, Higgins and Knowles travelled to Prague, 

where they performed together with Ben Vautier, 

Serge O ldenbourg, Jeff Berner and Milan Knizak. In 

the same year both artists organised concerts with 

the Spanish Zaj group - in Berl in as well as Madrid . 

Among Higgins's numerous works, particularly his 

Constellation pieces , o ften consisti ng of extremely 

short arrangements of sounds and Danger Music 

(e .g ., Danger Music Number Seventeen: "Scream ! ! 

Scream ! ! Scream ! ! Scream ! ! Scream ! I Scream ! 

!") became a well-known part o f the Fluxus canon. 

In 1963, Higgins founded the Something 

Else Press, which published works by Bengt of 

Klintberg, John Cage, Al Hansen, Robert Filliou, 

Allan Kaprow, Emmett Wil liams and many others . 

Something Else Press was regarded as a "rival opera

tion" by George Maciunas, who excluded Higgins 

from Fluxus, forbidding him to use the term "Fluxus" 

in connection to his activities. In the mid-1960s 

H iggins coined the term "intermedio" - a fitting 

description of the character of many Fluxus pieces, 

which cannot be pinned down to a specific medium. 

In the 1970s, H iggins concerned himself 

increasingly with graphic art and painting. He com

pleted graduate studies at New York University 

in 1977. His main research interest wou ld become 

ancient international visual poet ry. In 1981/ 1982, 

Higgins received o fellowship from the DAAD in Berlin . 

In the 1980s and 90s he part icipated in numerous 

exhibitions and perfo rma nces in Poland. (PS) 

HI RED CENTER 

(Jiro Takamatsu, Genpei Akasegawa, Natsuyuki 

Nakanishi) founded i963 Tokyo (JP) 

Hi Red Center was a group of Japanese anti-art 

artists active in 1963 and 1964 primarily in perform

a nce a rt and public demonstrations. The main 

foc us of their work consisted of reflections on social 

interaction, humanness and consumerism . In various 

"drops" they dropped consumer goods from a height, 

put the remains in public lockers and passed the 

key on to someone. As a response to the Japanese 

government's initiative calling on citizens to engage 

in more sanitary behaviour (such as not spitting in 

the street) before the Olympic Games (1964), Hi Red 

Center organised a scrubbing of the street, an 

activity that was taken up by Fluxus as the Street 

Cleaning Event. Another prominent event was the 

Shelter Plan (1964), taken up as Fluxclinic two years 

later (Waldorf Astoria Hotel, New York in 1966), 

an action in which performers engaged in all kinds 

of body measurements and on exploration of bodily 

functions and relations. (PS) 



DIETER HULSMANNS 
•1940 Dusseldorf (DE); t1981 Dusseldorf (DE) 

Dieter Hulsmonns was o Germon author of prose 

and poetry. Besides his literary activities, he was from 

1967 until 1981 director and co-owner of Eremiten

presse publishing house in Dusseldorf . Influenced by 

Surrealism, and especially the work of Antonin Artoud, 

his work hos a decidedly erotic side to it. Hulsmonns 

read his Erotica at the Parallele AuffUhrungen Neuester 

Musik in Amsterdam on 5 October 1962. (PM) 

TOSHI ICHIVANAGI 
•1933 Kcibe-shi (JP); lives in Tokyo (JP) 

Toshi lchiyonogi is a composer. He studied composi

tion with Kishio Hirao and John Cage and was a 

student of the Juilliord School and the New School 

for Social Research (both in New York) from 1954 

to 1960. In 1961 lchiyonogi returned to Japan and in 

1963, together with Kenji Kobayashi, Tokehiso 

Kosugi, Yuji Takahashi and others, organised a group 

called "New Direction", which was active until the 

late 1960s. In 1976 lchiyonogi was artist in residence 

at the DAAD Artists' Programme. In the 1980s and 

1990s lchiyonogi composed o series of large-scale 

works for organisations like the Notional Theatre 

of Japan, the Berliner Festspiele, Wien Modern, 

etc . lchiyanagi is artistic director of the ensembles 

TIME and Origin. He is also artistic director of the 

Konogawa Arts Foundation. 

A number of lchiyonogi's early experimen

tal works belonged to the repertoire of the early 

European Fluxus concerts of 1962 and 1963 and 

were performed among others in Dusseldorf, Wies

baden, Copenhagen and Paris. (PS) 

TERRY JENNINGS 
•1940 Eagle Rock (US); t1981 San Pablo (US) 

Terry Jennings was on American minimalist composer 

and performer with a background in jazz, ploying 

piano, clarinet and both alto and soprano saxophone. 

Jennings attended the John Marshall High School 

in Los Angeles and studied at the Los Angeles 

Conservatory al Music ond Art, the Son Francisco 

Conservatory of Music and the California Institute 

of the Arts . Alter meeting Lo Monte Young in 1953, 

they ployed jazz together and in the late 1950s 

Jennings began to compose in the style of Young's 

early works . Young devoted to Jenn ings's music 

the two opening programmes of the Chambers Street 

series of concerts he organised in New York in 

1960/1961 . Young also published two pieces by 

Jennings in An Anthology (1963). Jennings partici

pated in many concerts of new music in the 1960s, 

both as composer and performer. His Piano Pieces 

(1960) were interpreted at the opening concert of 

the Fluxus - Internationale Festspiele Neuester Musik 

(Wiesbaden, 1 September 1962) and two concerts 

of his music were presented at Steinway Holl, New 

York, in Benjamin Patterson 's series of avant-garde 

music January to June . Along with Young and Terry 

Riley, Jennings was one of the pioneers of modal and 

repetitive music. In later years, however, Jennings 

composed works in a neo-romontic style. (HRR) 

JOE JONES 

•1934 New York City (US); t1993 Wiesbaden (DE) 

Joe Jones received o classical musical education 

at the Hartnett Music School in New York . After 

o brief career as o jazz drummer, in 1960 he 

began to study experimental composition briefly 

with John Cage. Loter he studied with Earle Brown 

and become acquainted with Dick Higgins, Alison 

Knowles, Lo Monte Young and others . In 1962 

Jones began to experiment with mechanical instru

ments and started to create sounding objects . Since 

1963 Jones was active in Fluxus and took port in 

performances with his music machines . In 1969 Jones 

opened his Music Store in New York, where he 

presented his music machines, which could be oper

ated and thus ployed by everybody via buttons on 

the door. In 1971 Jones co-founded o "Fluxus-Airline" 

with George Mociunos. In 1980 Jones was on artist 

in residence at the Berlin DAAD Artists' Programme 

and afterwords settled in West Germany. 

Jones' s works were present during o number 

of the later European Fluxus events. His Musical Drum 

(1976) that visitors could walk inside was on essen

tial port al the Flux-Labyrinth, installed in the Berlin 

Akodemie der Kunste in 1976. He also presented 

his Harpsichord Music during the Flux-Cembalo-Abend 

in the Akodemie der Kunste as well. (PS) 

ALLAN KAPROW 
•1927 Atlantic City (US); tzoo6 Encinitas (US) 

Koprow studied pointing with Hons Hofmann from 

1947 to 1948 and in 1952 received on MA in 

art history from Columbia University. Beginning as 

o pointer in the early 1950s, Koprow gradually 

expanded his practice to include everyday objects 

(in his "action-collages" and assemblages) and 

real space (i n his first environments of 1957). He 

developed happenings in the late 1950s. A pio

neering work of this time-based, multimedia art 

form was Koprow's 18 Happenings in 6 Parts (1959) -

o seemingly haphazard yet precisely directed 

"collage" of actions and multi-sensory stimuli, includ

ing body movement, sound, speech, light, and 

painting . Kaprow garnered vital impulses for the 
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form of happenings in John Cage's seminal class 

for experimental composition at New York's New 

School for Social Research, which he attended 

from 1957 to 1958. 

Kaprow's dense, heavily scripted and 

suspense-laden happenings of the early 1960s such 

as A Spring Happening, in which visitors, standing 

within a darkened enclosure, were exposed to aggres

sive sensory experiences and enigmat ic occurrences, 

gave way in the late 1960s to simpler, task-oriented 

and increasingly intimate "activities" performed 

by volunteers and often outdoors (e .g ., Fluids, 1967, 

ond Time Pieces, 1973). Sweet Wall (1970) - a famous 

action Kaprow realised in close proximity to the 

Berlin Wall - involved the construction (and a subse

quent destruction) of o cinder block wall with bread 

and jam serving as mortar. 

Kaprow had a long teaching career at 

a number of U .S. universities . He was also a prol ific 

art writer, publishing widely-resonating essays, such 

as 'The Legacy of Jackson Pollock' (1958) as well 

as the book Assemblage, Environments & Happenings 

(1966) (VS) 

BENGT AF KLINTBERG 
'1938 Stockholm (SE); lives in Stockholm (SE) 

Bengt Knut Erik of Klintberg is a Swedish folklorist 

and author. Klintberg organised and was involved in 

the Fluxus concerts in Stockholm and Oslo in 1963. 

In addition to Fluxus, Klintberg began working with 

happenings, experimenta l music , theatre and poetry 

in the early 1960s. This resulted in poetry books 

such as Stigar ('Paths', 1959), Ormkungens krona 

('The Crown of the Snake-King', 1961), as well 

as Stockholmsspelet ('The Stockholm Game', 1966). 

Today he is best known for his books on Swedish 

folklore, such as the bestseller Rattan i pizzan ('The 

Rat in the Pizza' , 1986), Den stulna njuren. Sagner 

och rykten i var tid ('The stolen kidney. Legends and 

rumours in our time', 1994) and Glitterspray & 99 

andra klintbergare ('Glitter Spray & 99 other 

klintbergare', 2005). He has also produced folklore 

progrommes for Swedish radio and was awarded 

the title of professor in 2006. (CU) 

MILAN KN[ iAK 
'1940 Plwi (CZ); lives in Praha (CZ) 

Initially, Milan Knii6k started out as a painter, but 

broke off his study of art in 1962. That year, he also 

produced his first environments outside in streets 

and courtyards. Together with Jan Mach, Vit Mach, 

Sonia Svecova, Jan Trtilek and Robert Wittmann, 

he founded the group Aktualni umeni ('Actual Art') , 

which removed the word "art" from its name in 

1966 and was known as Aktual from then on . Aktual 

staged numerous actions that involved a chance 

audience, for example Prochazka po Novem Svete 

(1964) . Besides their actions, the group published 

small editions of handbills, samizdat magazines and 

objects . Aktual proclaimed a union of art and life 

and focused its interest on man, natural actions and 

awakening people's awareness of their selves and 

their surroundings. 

Milan Knii6k's contact to Fluxus come about 

in 1965 through the mediation of the Czech critic 

Jindrich Chalupecky. Knii6k was soon promoted 

to "Di rector Fluxus East" by George Maciunas -

although his attitude to Fluxus remained critical, since 

he found many actions and their presentation 

in a classical stage context to be too artificial. In Oc

tober 1966, Knii6k organised the Fluxus concert 

in Prague, in which he appeared together with Ben 

Vautier, Jeff Berner, Serge Oldenbourg, Dick 

Higgins and Alison Knowles . George Maciunas al

ready invited Knii6k to the U.S. in 1965, but it was 

not until 1968 that he managed to obtain a visa. 

In New Brunswick Knii6k realised his Lying Ceremony 

(1968) and in New York the Difficult Ceremony 

(1969). Maciunas prepared to publish Knifok's col

lected works as a Fluxus edition, but the project 

was never actually realised . 

In 1970, Knii6k returned to Czechoslovakia. 

He was constantly under surveillance by the secret 

police and was arrested time and again. He received 

a fellowship from the DAAD Artists' Programme and 

came to Berlin in 1979, alter which he was frequently 

represented in exhibitions in Germany. Since 1990, 

Kniiak has been teaching at the Academy of Fine Arts 

in Prague and was director of the National Gallery 

in Prague from 1999 until 2011. (PS) 

ALISON KNOWLES 
'1933 New York City (US); lives in New York City (US) 

Alison Knowles is a visua l, performance and sound 

artist. Knowles studied painting with Joseph Albers 

at the Prott Inst itute in New York . Together with Dick 

Higgins and John Cage, she was a member of the 

New York Mycological Society in the late 1950s and 

early 1960s, an association of mushroom collectors . 

At this time, she cultivated a close exchange with 

John Cage. In 1968, Knowles designed and printed 

the last edition by Marcel Duchamp. From 1970 

to 1972, she taught at the California Institute of the 

Arts . She spent creative periods working in Poland, 

Italy, Japan, Austria and Germany and was artist 

in residence at the Berlin Artists' Programme of the 

DAAD in 1984. 

Alison Knowles belongs to the pioneers of 

Fluxus and was the only female performer present 



at the first European Fluxus events . In 1962, she 

travelled with Dick Higgins (her husband from 1960 

to 1970 a nd from 1984 ta his death in 1998) ta 

the Fluxus - Internationale Festspiele Neuester Musik 

organised in the auditorium of the Stodtisches 

Museum Wiesbaden . Alison Knowles is the author 

of classic Fluxus pieces such os Nivea Cream Piece -

for Oscar Williams (1962) or Proposition (1962) - the 

instruction of which reads, "Make a sa lad." - works 

that are radical for bringing simple acts of everyday 

life onto the stage. In the 1960s, Knowles was 

also already working with beans (she produced Bean 

Rolls in 1963). They accompany her work, both as 

objects and actions, in every imaginable type, size 

and form . In addition to small object editions, 

Knowles produced book objects (for example, the 

walk-in Big Book shown at the Frankfurt Book Fair 

in 1967) and Loose Page Sculptures. Sound also plays 

an important part in her work, including sound 

installations such as Bean Garden (1971) and radio 

pieces for the Studio Akustische Kunst at Westdeut

scher Rundfunk . 

Throughout the 1960s Knowles, together 

with Dick Higgins, took part in numerous Fluxus 

events all over Europe - even after George Maciunas 

"expelled" both artists from Fluxus for Higgins's ac

tivities with the Something Else Press in 1963. (PS) 

RENE KOERING 

•1940 Alsace (FR); lives in Montpellier (FR) 

As a trained oboe and piano player, the French 

music composer Rene Koering developed a strong 

interest in music theory and in the serial and do

decaphonic compositions of Arnold Schonberg from 

early on . In 1960, following the advice of Pierre 

Boulez, he enrolled at the Internationale Ferienkurse 

fur Neue Musik in Darmstadt . 

His influence on Fluxus began when Nam 

June Paik gave one of his records to George 

Maciunas in the summer of 1962, while Maciunas 

was preparing the Fluxus - Internationale Fest

spiele Neuester Musik in Wiesbaden . Later on, 

in October 1966, Koering ' s Piano Concerto was 

played during the Koncert Fluxu organised by 

Ben Vautier in Prague. (JB) 

ARTHUR K0PCKE 

•1928 Hamburg (DE); t1977 Kebenhavn (DK) 

Although his work took many shapes, K0pcke is 

mainly remembered as a visual artist. He was born 

in Hamburg, but moved to Copenhagen in 1957 

after having met Aase ("Tut") Larsen, who he married 

that year, and then lived in Denmark the rest of his 

life. From 1958 until 1962, he ran Galerie K0pcke , 

a focal point of the European avant-garde of the 

early 1960s with shows by Piere Manzoni, Diter 

Rot , Christian Megert, Robert Filliou, Niki de Saint

Phalle , Daniel Spoerri and many others . H is debut 

as a performance artist was during the Festival of 

Misfits in London on 24 October 1962. K0pcke was 

one of the organisers of a six-day Fluxus festival 

held in Copenhagen on 23-28 November 1962 

and he participated in numerous later Fluxus events, 

both in Denmark and abroad . From 1963 onwards, 

his work concentrated itself around the reading/ 

work-pieces manuscript, a collection of 128 verbal 

instructions and other texts that could manifest 

themselves as visual art works as well as text works 

and performance works . (PM) 

TAKEHISA KOSUGI 
•1938 Tokyo (JP); lives in Nara (JP) 

Takehisa Kosugi is a composer, violinist and sound 

artist who received his education at the Tokyo 

University of the Arts where he graduated from musi

cology in 1962. He was a core member of Group 

Ongaku (1960-1962), the first improvisational 

mus ic and sound collective in Japan, together with 

Mieko (Chieko) Shiomi and Yosunoo Tone. Group 

Ongoku's anti-musical performances questioned 

traditional forms of artistic expression . Kosugi' s 

event compositions were present within Fluxus from 

the very beginning and his pieces like ANIMA 1, 

MICRO 1 and ORGANIC MUSIC were presented 

widely during the early European Fluxus festivals. 

In 1969 Kosugi co-founded the Taj Mahal Travellers, 

a collective which improvised performances in various 

settings until 1976. Kosugi has been a composer 

and performer with the Merce Cunningham Dance 

Company since the late 1970s and its musical d irector 

since 1995. In 1981 he received a fellowship from 

the DAAD's Artists ' Programme in Berlin . (PS) 

JAROSlAW KOZlOWSKI 

•1945 Srem (PL); lives in Poznan (PL) 

From 1963 to 1969, Jaroslaw Kozlowski studied 

painting at the Panstwowa Wyisza Szkola Sztuk 

Plastycznych w Pomaniu (State College of Fine Art) 

in Poznan, where he also began to teach in 1969. 

In 1972 - together with Andrzej Kosto!owski - he 

made numerous contacts with artists in the East 

and West through the action NET/ SIEC. A diversified 

exchange of artistic ideas emerged, but the action 

also drew the attention of the police: a private exhi

bition was closed down and a large amou nt of 

material was confiscated . The NET action also formed 

the basis of intense collaboration with Fluxus artists. 

As a consequence of NET the Fluxus festival of 
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1977 took ploce in Galeria Akumulatory 2 (run by 

Kozlowski from 1972-1989), in addition to numer

ous individual exhibitions of Fluxus artists (Ken Fried

man, Emmett Williams, Dick Higgins, Eric Andersen , 

CoBrA artists , with whom he maintained a rich cor

respondence from the 1950s onwards . (JB) 

Geoffrey Hendricks) VYTAUTAS LANDSBERG IS 

Kozlowski received fellowships from the 

British Council in 1979 and from the Artists' Pro

gramme of the DAAD Berlin in 1984/1985. From 

1991 to 1993, he was curator at the Centrum Sztuki 

Wsp6!czesnej (Centre for Contemporary Art) in 

Warsaw. Kozlowski is a professor at the Uniwersytet 

Artystyczny w Poznaniu , Poznan . 

One of Poland's most internationally suc

cessful conceptual artists, Kozlowski works in various 

media including installation, drawing, object and 

performance . His work 's primary thematic focuses 

are the concepts of spoce and time, language, ob

ject and man. Debate with Fluxus (during the festival 

in 1977) opened up a new dimension for Kozlowski. 

It resulted in a liberation from the conceptual strin

gency of his previous work, in which he had appro

ached the parodoxes of logic in an almost scientific 

monner. Fluxus enabled him to become aware of 

the power of humour, laughter, irony and paradoxes, 

which is still noticeable in his current work . (PS) 

JEAN-CLARENCE LAMBERT 
' 1930 Paris (FR); lives in Dracy (FR) 

The Parisian poet and translator of Scandinavian 

literature Jean-Clarence Lambert was , together with 

Alain Jouffroy and Jean-Jacques Lebel, one of the 

main figures of the olternative poetry scene in the 

French capital in the 1950s and 60s. As an heir of 

the surrealist poet Paul Eluard as well as of Andre 

Breton, he stated that the sound of words is the de

cisive element of his poetry, which led to many audio 

recordings of his works . He defines himself as an 

"arteur", o term thot relates to "artist" in the same 

way as the term "hack writer" relotes itself to "poet". 

"The 'arteur' is rather the one that inspi res than the 

one that is inspired" (Lambert, 1980). 

As a founder of the Demaine poetique, 

a group consisting of, among others, Fran~ois 

Dufrene and Gherasim Luca, he sympathises with 

Fluxus ideos, offering them a certain visibility within 

the events he organises . The Festum Fluxorum of 

December 1962, the first of the events he coordi

nated with Fluxus artists in Paris , remains in memory 

os a "very poetical fiasco" (Dick Higgins, 1964) 

because of the lack of an audience and poor public

ity. In contrast, the evening of 9 October 1963 

that he and Emmett Williams directed during the 

Biennale of Paris was a great success. 

Besides his collaboration with Fluxus, he 

was involved with Asger Jorn , Constant and other 

'1932 Kaunas (LT); lives in Vilnius (LT) 

Vytautas Londsbergis is a musicologist, composer, 

outhor ond politician. From 1950 to 1955, Landsbergis 

studied at the Lithuanian State Conservatory, sub

sequently teaching piano. In 1969, he completed 

a doctorate on the Lithuonian composer and painter 

Mikalojus Konstantinos Ciurlionis . Londsbergis was 

a professor at the Lietuvos muzikos ir teatro akademija 

(Lithuanian Academy of Music) from 1978 to 1990. 

In 1988 he entered politics and was a founding 

member of the independence movement SQjudis . 

As President of the Constitutional Assembly, he was 

Head of State from 1990 to 1992. Loter he was 

Pres ident of Parliament from 1996 to 2000, and 

today he is a member of the European Parliament in 

Brussels, in the foction of the European People's Party 

(Christian Democrats) and European Democrats . 

As a child, Landsbergis was friends with 

the subsequent Fluxus initiator George (Jurgis) 

Mociunas . In 1962 (long ofter Maciunas's emigration 

to the U.S.) , a coincidence led to their renewed 

contoct and a sporadic correspondence developed 

between the Ciurlionis specialist and the Fluxus 

"chairman" , who used the opportunity to disseminate 

his ideas of Fluxus as an art form predestined for 

the Soviet Union . Despite a quite contrary under

standing of art and music, Landsbergis adopted 

diverse stimuli from Maciunos and organised a Fluxus 

concert together with his students in 1966 - a 

cobaret-like event at the Vilniaus pedagoginis insti

tutes . He frequently used the material that Maciunas 

sent him in his lectures obout new and contemporary 

music . Landsbergis olso sent ideas for events in the 

spirit of Fluxus to Mociunas, who listed Londsbergis's 

Yellow Piece os one of the compositions to be per

formed during a Fluxus event in the Carnegie Recital 

Hall in 1964. (PS) 

BRIAN LANE 
'1942 St. Albans (GB); t199 9 London (GB) 

Lane was an artist , performer, poet, gallerist, gra

phic designer, printer, proofreader, publisher, crime 

writer and sell-styled "murderologist" . Trained at 

the College of Printing and Graphic Design, he set 

up Gallery Number Ten , widely regarded as one 

of the first artist-run spaces in Britain, in London 's 

Blackheath area in 1966. Here he presented exhibi

tions and events, mainly by artists working in con

crete poetry, experimental music and Fluxus . Fluxus 

became central also to Lane's own artistic practice -



between 1967 and 1971 he staged a number of 

Fluxus concerts, Fluxclinics and other Fluxus-inspired 

events in London, West Wales and Liverpool. These 

events were based on now classic Fluxus scores, often 

given to Lane by the artists themselves, many of 

whom he was in correspondence with, to which Lane 

added some scores of his own . Lane also published 

Fluxus scores and concrete poetry through a series 

of imprints, all run by him from his own printing press 

installed in the gallery : Project 67, followed by Prob

able Latitude 762 15' Longitude 1132 10'E', which 

continued to produce artists' books and pamphlets 

until the closure of Gallery Number Ten, for financial 

reasons, in the late seventies. From the confiuence 

of printing and performance in the late 1960s Lane 

moved to making works of an increasingly print

based performative nature in the 1970s, including 

Six Portraits of the Artist, a series of photographic 

performances. In the early years Lane managed to 

finance many of his artistic activities through working 

as a proofreader and sub-editor for the United 

Nations. From around the mid-1980s, he found 

a new occupation and a new public performance of 

sorts: as a "true crime" writer and "murderologist", 

Lone wrote many books on crime and mystery for the 

popular market and appeared regularly on televi

sion. (HR) 

BOB LENS 
'1939 Den Haag (NL); lives in Den Haag (NL) 

Bob Lens is a Dutch visual artist, designer and pho

tographer. Among the many magazines, his photo

graphs were published in was Willem de Ridders 

teen magazine Aloha (1969-1974). Lens participated 

with his own performance works in the Flux Festival 

at the Kurzaal in Scheveningen on 13 November 1964 

and at 't Venster in Rotterdam on 23 November 

1964. In recent years, he has been active as a perfor

mance artist, sound artist, mail artist and visual 

artist. (PM) 

GYORGY LIGETI 
•1923 Dicsoszentmarton (RO); t2006 Wien (AT) 

Gyiirgy Sandor Ligeti received his initial musical 

training at the conservatory in Cluj and graduated 

from the Franz Liszt Academy of Music in Budapest 

in 1949. In 1956 Ligeti fied to Vienna . In 1957 

and 1958 Ligeti worked at the Studio fur elektro

nische Musik of Westdeutscher Rundfunk in Cologne, 

where he met avant-garde musicians like Karlheinz 

Stockhausen and Gottfried Michael Koenig . Fram 

1969 to 1972 Ligeti lived in Berlin, where he was 

a DAAD fellow in 1969/1970. From 1972 until 1992 

(when he resigned) he was a member of the 

West Berlin Akademie der Kunste and from 1973 

to 1989 he was professor for composition at the 

Hochschule fur Musik und Theater in Hamburg . 

Ligeti' s involvement in Fluxus was brief and 

rather a curiosity in his career. In the beginning of 

the 1960s he composed some extraordinary works 

(regarding his overall ceuvre), three of which were 

included in Fluxus publications : TROIS BAGA

TELLES for David Tudor (1961), Die Zukunjt der 

Musik - eine kollektive Komposition (1961) and Poeme 

Symphoniquefor 100 metronomes (1962) . During 

the European Fluxus concerts TROIS BAGATELLES 

for David Tudor were performed a number of times 

and the piece belonged to the early Fluxus repertoire . 

The score consisted al a single note played on the 

piano in a first movement (Cit) and two rests in the 

second and third movements . (PS) 

GHERASIM LUCA 
•1913 Bucure ~ ti (RO); ti994 Paris (FR) 

The Rumanian-born poet Gherasim Luca frequently 

travelled to Paris from 1938, where he was port 

of the Surrealist circle; later on he co-founded a Sur

realist artist group in pre-Communist Romania. 

After fieeing the communist regime he settled in Paris 

in 1952. Writing his poetry mainly in French, he made 

use of the potential of non-sense and absurdism. 

Through his connection ta Jean-Clarence 

Lambert 's Demaine poetique, he participated 

in the Festum Fluxorum in Paris in December 1962, 

where he held a memorable speech on the com

positions of Dick Higgins, La Monte Young and 

Richard Maxfield . (JB) 

CAVAN MCCARTHY 
*1943 (GB) 

Cavan McCarthy is an emeritus professor in the 

School of Library and Information Science at Louisi

ana State University in the U.S. Between 1964 and 

1972 he participated actively in the British concrete 

poetry scene, as a visual and sound poet and editor 

of the small, infiuential literary magazine, Tlaloc. 

Some of his poem-scores for "mass-performance" 

were published in imprints run by Brian Lane and 

Maurene Sandoe (Tingey) and were also included 

in their Fluxus events, staged in various cities in 

Britain (London, Aberystwyth and Liverpool) in the 

late 1960s and early 1970s. (HR) 

CHARLES MACDERMED 
There is very little known about Charles MacDermed, 

except that his piece Dance not for Dancers was 

scheduled on the programme of the Sneak Preview: 
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fluxus1 happenings, environment, poem es, danses1 

compositions, an itinerant performance day organised 

by Robert Filliou and Benjamin Patterson in Paris 

an 3July1962. Despite MacDermed's mention in 

the programme, Patterson does not remember him 

and supposes that his inclusion in the concert must 

hove been o suggestion by George Mociunos. (JB) 

GEORGE MACIUNAS 
*1931 Kaunas (LT); t1978 Boston (US) 

George Maciunas was a designer. architect, artist, 

ond the main Fluxus organiser . 

Maciunas immigrated to the U.S. with his 

family in 1948 and studied art history, graphic art, 

architecture, musical theory and European and 

Siberian Art of Migrations at various universities from 

1949 to 1960. In 1960, when Maciunas was sti ll con

nected to the Lithuanian diaspora of New York, he 

conceived his first plans to publish a magazine ca lled 

Fluxus . In 1961, in the AG Gallery in New York that 

he ron together with Almus Salcius, he organised his 

first concerts with artists that would later be known 

under the name of Fluxus . Still in 1961, Mociunas took 

a design job at the U.S. army in Germany (Wies

baden) and there met Emmett Williams, Nam June 

Paik, Benjamin Patterson and Woll Vostell. In Sep

tember 1962, the first series of concerts organised by 

Maciunas Fluxus - Internationale Festspieler Neuester 

Musik took place in Wiesbaden, attracting consider

able attention and unsettling the public, mainly due 

to the complete destruction of a grand piano. Further 

festivals followed in Copenhagen, Paris, Dusseldorl, 

Amsterdam, Nice and other places . As a fervent 

communist, Maciunas' s main aim for Fluxus at that 

time was the union of "revolutionary-realist artists'' 

with the "revolutionary-realist society" of the USSR . 

However, numerous plans for travel to and even the 

complete transfer of the Fluxus "collective" to the 

former Eastern Bloc were never realised . Having 

returned to the U .S. in 1963, Maciunas conti nued to 

be the main organiser of numerous Fluxus events and 

the self-appointed "cha irmen" of Fluxus. 

Maciunas published numerous edit ions by 

the artists of the network (wh ich he himself des igned), 

and from 1966, he planned and organised the 

Fluxhouse Cooperative, which established SoHo as 

an artists' quarter. In 1975, Maciunas moved to 

New Marlborough, Massachusetts . He died of cancer 

at the age of forty-six in 1978. (PS) 

JACKSON MAC LOW 
*1922 Chicago (US); t2004 New York City (US) 

Jackson Mac Low was an American composer, multi

media performer and author, who was also act ive 

in sound poetry and radio works , Hiirspiele, which 

were mainly broadcast by Westdeutscher Rundfunk 

in Cologne. He studied ph i losophy and literature 

at the University of Chicago until 1945 and received 

his BA in ancient Greek in 1953 from Brooklyn 

College. Moc Low later taught at various universities, 

among them New York University (1966-1973), The 

Mannes College of Music (1966) and the Schule 

fur Dichtung in Vienna (1993) . From 1979 onwa rds 

he co llaborated mainly with performance artist and 

composer Anne Tardos , to whom he was married. Moc 

Low received a Guggenheim Fellowship in 1985, 

and in 1988 a fellowship in poetry by the New York 

Foundation of the Arts . In 1999 he was awarded the 

Wallace Stevens Award of the Academy of American 

Poets . Jackson Mac Low took part in John Cage's 

classes at the New School for Social Research . H e 

collaborated with La Monte Young on the seminal 

publication An Anthology (designed by George 

Maciunas) . A number of Jackson Mac Lew's works 

such as THANKS II (1961), the Fifth Biblical Poem 

for Three Voices and LETTERS FOR IRIS NUM

BERS FOR SILENCE (1961) were presented during 

the early European Fluxus festivals . (LD) 

WALTER MARCHETTI 
*193 1 Canosa di Puglia ( IT); lives in Milan (IT) 

A self-taught accordion player, Wolter Marchetti 

studied composition under Bruno Maderna . In 1956 

in Milan and in 1958 in the Internationale Ferien

kursefur Neue Musik in Darmstadt, he met two crucial 

people fo r h is l ife a nd career : respective ly th e 

Spanish and American composers Juan Hidalgo and 

John Cage . With the former he would form a long 

lasting team to work and explore music, while the 

friendship with the latter would provide them both 

with the decisive impetus to embark on the musical 

experimentation they were beginning to sense . This 

resulted in the start of the pre-Zoj period in 1961, 

a year in which Marchetti composed Newspaper and 

Piano Music no. 2 and 3. George Maciunas would 

include one of these piano works in the programme 

of the Fluxus - Internationale Festspiele Neuester 

Musik in Wiesbaden, 1962. 

In 1964 Marchetti and Hida lgo settled 

dawn in Madrid where, together with the Spanish 

composer Ramon Barce, they founded Zaj, the 

mast advanced group al experimental art in Spain 

and one of the pioneers of action music worldwide . 

An intense activity of street concerts, moil concerts, 

concerts al action music and musica l theatre would 

a lternate with artist's books, objects and installa

tions, attracting other re levant experimental art ists. 

The early contact between Zaj and Fluxus 

would materialise in 1966 in the Concierto Zaj of the 



Festival Zaj 2 in Madrid, the Fluxus-Concert and the 

Zaj-Concert in Berlin, as well as in the concert Events 

y New Music in Madrid. Zaj and Fluxus wou ld col

laborate also in the field of publishing, as attested 

by various issues of de-coll/ age, edited by Vostell 

in the 1960s, and the Zaj Sampler, published by the 

Something Else Press in 1967. (HRR) 

TOMAS MARCO ARAGON 
*1942 Madrid (ES); lives in Madrid (ES) 

Tomas Marco Aragan studied law at the Universidad 

de Madrid as well as violin. He is sell-taught in 

composition. By 1960 he was already in contact with 

the most advanced scene in contemporary music in 

Madrid. The activities promoted by Juan Hidalgo and 

Walter Marchetti, who organised a series of concerts 

for Club 49 in Barcelona inviting David Tudor in 

1960, offered Marco on important source of informa

tion on the new musical developments. As early as 

1962, Marco began ta combine his dedication to 

composition with musical critique. Thanks to this, the 

activities of the Spanish group Zaj received continu

ous press coverage from its inaugura l concert in 

November 1964 until the evening Events y New Music 

arranged by Zoj for Dick Higgins and Alison Knowles 

in Madrid in November 1966. Marco himself joined 

Zaj in the late fa ll al 1965, participating in the 

concerts that would bring together Zaj and Fluxus a 

year later. At the same time, he attended the Interna

tionale Ferienkurse fur Neue Musik in Darmstadt for four 

consecutive years (1964-1967) and wrote a piece 

for flute for Karlheinz Stockhausen's collective compo

sition project Ensemble in 1967. In this same year his 

collaboration with Zaj would come to an end and he 

would compose pieces of musical theatre such as 

Jabberwocky, clearly linked with the happenings. From 

that point until now, Marco has conducted an intense 

career both as composer and as musical promoter, 

widely influencing the developments of the official 

scene of contemporary music in Spain. (HRR) 

WALTER DE MARIA 
*1935 Albany (US); lives in New York City (US) 

Walter de Maria is a sculptor, land artist and 

composer . De Maria studied history and art at the 

University of California, Berkeley (1953-1959) 

and - although trained as a painter - soon turned 

to sculpture. Together with his friend La Monte Young 

he took part in happenings and theatre productions 

in California . Inspired by Young and Simone Forti 

(Marris) De Maria was interested in game-like 

projects with instructions, thus creating interactive 

sculptures . A good example of this is his Boxes for 

Meaningless Work (1960) with the instruction that 

the participant should throw objects from one small 

box to another small box: "Back and forth, back 

and forth. Do this as long as you like. What do you 

feel? Yourself? Th e Box? The Things? Remember this 

doesn't mean anything", (published in La Monte 

Young's An Anthology) . 

De Maria's Boxes and Signs were programm

ed to be presented at the Sneak Preview: fluxu s, 

happenings, environment, poemes, danses, compositions 

organised by Robert Filliou and Benjamin Patterson 

in Galerie Girardon in Paris in 1962. (PS) 

YORIAKI MATSUDAIRA 
*1931 Tokyo (JP); lives in Tokyo (JP) 

Matsudaira studied biology at the Tokyo Metropolitan 

University. As musician he is sell-taught in piano 

and composition. From 1957 until 1960 he used 

serial procedures in his compositions, from 1960 

to 1966 his main interest was indeterminacy. Alter 

1966 Matsudaira composed with the combining 

technique as it was defined by visua l artist Robert 

Rauschenberg. In 1972 he turned ta new modal 

music. In later times he has established the pitch

interval technique . H is work Instruction (for Piano) 

(1961) was performed in the Fluxus - Internationale 

Festspiele Neuester Musik in Wiesbaden in 1962 

and another of his works, Co-Action (1962), was 

performed at the Paris Festum Fluxorum. Poesie, 

musique et antimusique evenementielle et concrete in 

December of 1962. (PS) 

RICHARD MAXFIELD 
*1929 Seattle (US); t1969 Los Angeles (US) 

Richard Vance Maxfield wrote his first symphony 

while still in high school. With his exceptional musical 

talent he was accepted to Stanford University, and 

later on he transferred to the University of California, 

Berkeley, in order to study with Rager Session . In 

1951 he received the Hertz Prize, which included 

a scholarship to travel to Europe where he met Pierre 

Boulez and Karlheinz Stockhausen and probably 

came into contact with electronic music for the first 

time. In 1955 he received a Fulbright Scholarship, 

which gave him the opportunity to return to Europe 

and continue his studies in electronic music. There 

he met David Tudor and John Cage, whose course 

he attended at the New School for Social Research 

alter his return ta the U.S. in 1958. The year alter, 

he took over this course instructing his students in 

the art of creating music from exclusively electronic 

sources . Maxfield was probably the first teacher of 

electronic music in the U.S. George Mociunos was 

one of his students. Maxfield came into close contact 

with the artists later active in Fluxus when he was 
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involved in La Monte Young's concert series in Yoko 

Ono's loft in 1960/1961. A number of his works were 

played on tape during the early European Fluxus 

festivals . One of the included works was his Cough 

Music (1959), a piece that consisted of coughs 

from hundreds of people in an audience. (LD) 

MISHA MENGELBERG 
.,935 Kiev (UA); lives in Den Haag (NL) 

Dutch composer and pianist Misha Mengelberg was 

a member of the Mood Eng ineering Society (MES), 

together with W illem de Ridder, between 1961 

and 1962. Init ially active as a composer, Mengelberg 

gradually became better known as a jazz musician 

and improviser. In 1966 he founded his awn jazz 

quartet, the Misha Mengelberg Quartet, and 

in 1967 he joined jazz musicians Han Bennink and 

Willem Breuker' s Instant Composers Pool Orchestra 

and embraced its mixture of European music styles 

and jazz . In 1968 he ca-founded the Studio far 

Electra- lnstrumentale Muziek (STEIM) . (PM) 

PIERRE MERCURE 
'1927 Montreal (CA); t1966 Avallon (FR) 

Pierre Mercure was a Canadian composer, TV pro

ducer, bassoonist and admin istrator . Mercure studied 

with Claude Champagne and Marvin Duchow at 

the Conservatoire de musique du Ouebec (1944-

1949), with Nadia Boulanger after he had arrived 

in Pari s in the autumn of 1949 and later with Luigi 

Dallapiccola at Tanglewood in 1951 . Mercure began 

his compositional career in the field of ballet and 

was generally interested in interd iscipl inary work, com

bining theatre , mus ic, dance, painting and sculpture. 

From 1959 to 1962 Mercure explored the field of 

electroacoustics and began creating among other 

compositions his Structures metalliques. 

The work Structures metalliques III (1962), 

during which tape-recorded sounds are combined 

with live sounds produced with metallic objects, was 

performed during the Wiesbaden Fluxus - Interna

tionale Festspiele Neuester Musik in 1962. A version of 

Structures metalliques was also performed at the 

Copenhagen Fluxus - Musik og anti-musik - Det instru

mentale teater - 6 pro- et contragrammer in Novem

ber 1962. (PS) 

GUSTAV METZGER 
'1926 Niirnberg (DE); lives in London (GB) 

Gustav Metzger is an artist and po litical activist. 

In 1944, the then 18-year-old Metzger wrote in a 

biographical outline, "Decides to become a sculptor 

instead of a professional revolutionary". Whilst art 

and pol itics may have presented themselves to the 

youthful Metzger as an either/or, the radical and 

frequently revo lutionary art practice he was about 

to embark on has always been firmly rooted in the 

political, economic and ecological issues of the day. 

Born in 1926 in Nuremberg to Polish-Jewish parents , 

Metzger was evacuated to Britain in 1939 with the 

assistance of the Refugee Children's Movement. 

During the 1940s he studied painting at art schools 

in Britain and Belgium . His practice underwent a 

radical tran sformation in 1959 when he abandoned 

painting to develop what he termed "Auto-Destructive 

Art" . His first manifesto of the same name called it, 

"a farm of public art for industrial societies" - an art 

that responded to the experience of the Holocaust, 

to nuclear weapons, pollution and planned obso

lescence by investigating processes of destruction 

and destructive transformation . Metzger's early 

auto-destructive works made use of various biologi

cal, chemical and technical processes. Among his 

best known works of the period are nylon canvasses 

sprayed with acid (Acid Action Paintings. 1961) and 

liquid crystals heated up to produce psychedeli c 

colour displays (Liquid Crystal Projections, 1965). 

In 1962 Metzger was invited to contribute to the 

Festival of Misfits, the first manifestation of Fluxus in 

Britain . Since the early 1970s his work has focussed 

increasingly on environmental pollution . 

Metzger's practice also encompasses theo

ret ical lectures and political forums, often calling 

art institutions to task but also providing platforms for 

new ideas. The most influential among these initia

tives is the legendary Destruction in Art Symposium 

(DIAS) in Landan in 1966, which Metzger co

organised (with John Sharkey) and which involved, 

among many other artists and scholars interested 

in destruction , Fluxus artist Yoko Ono. (HR) 

LARRY MILLER 
'1944 Marshall (US); lives in New York City (US) 

Larry Miller studied with Robert Watts at Rutgers 

University. H is early works already demonstrate his 

understanding of the artist as an investigator of 

experience and art as an experiment. In his works, 

he not only breaks open the formal barriers between 

the indivi dual art forms, but also investigates the 

compatibility of scientific themes and artistic farm . 

Examples of this approach are his actions surroun

ding genet ic technology and DNA, which he has 

worked on since th e end of the 1980s. In his Genomic 

License series, he views the genetic code as arbitrar

ily formable material , which cannot be distinguished 

from traditional products . His Genetic Code Copy

right guarantees the multiplication al one's own 

genome when undersigned . 



Miller has been active in the Fluxus network since 

1969, and from 1970 to 1978 he collaborated 

with George Maciunas. The interview that Miller 

held with Maciunas shortly before the latter's death 

became an important document for the reconstruc

tion of early Fluxus history. Besides Miller's own 

artistic work, he has also organised, reconstructed 

and performed at numerous Fluxus events and 

assembled an extensive collection of material on 

the history of Fluxus. In 1976, Miller together with 

Maciunas built the Flux-Labyrinth at the Berlin 

Akademie der Kunste. The Flux-Labyrinth consti

tuted a large go-through Fluxbox, in which the visitor 

wou ld encounter obstacles and puzzles set up by 

Maciunas and Miller as well as Ay-0, Joe Jones and 

Nam June Paik . (PS) 

CHARLOTTE MOORMAN 

*1931 Little Rock (US); t1991 New York City (US) 

Moorman completed her academic training as a cel

list at The Juilliard School in 1958. After associating 

herself in the early 1960s with New York's experimen

tal music scene surrounding Yoko Ono's Chambers 

Street loft - an important venue for "prato-Fluxus" 

events - Moorman established the New York Annual 

Avant Garde Festival in 1963. The festival became a 

platform for a wide variety of experimental practices 

across media, which she directed almost every year 

until 1980. George Maciunas regarded the festival 

as competition to his Fluxus events, which led to an 

enduring animosity between him and Moorman . 

In 1964 Moorman started a long-standing 

collaboration with the composer and video artist Nam 

June Paik, a protagonist of the early European Fluxus 

festivals . In 1965 and 1966 they toured Europe to

gether. One of their venues during this tour was Berlin, 

where Moorman performed again in 1970 at Festum 

Fluxorum . Moorman's collaboration with Paik - in 

pieces such as Variations on a Theme by Saint-Saens, 

in which she interrupts her recital and jumps into a 

water tank and Sonata for Adults Only, in which she 

gradually takes off her clo thes while playing Bach -

added a heightened visua l, theatrica l and often erotic 

quality to her cello performances. 

In her version of John Cage's 26'1.1499" 

(1965) Moorman played a bare-chested Paik as 

a "human cel lo ". In 1967 she was notoriously arrested, 

and later sentenced, for performing semi-nude in 

Paik's Opera Sextronique (1966), which gave her wide 

publicity as the "topless cellist". Moorman exten

sively performed around the world, performing pieces 

by Paik, Cage, Joseph Beuys and Yoko Ono, among 

others. Audio recordings of her recitals have been 

released in 2006 as Cello Anthology. (VS) 

IB N0RHOLM 

' 1931 Soborg (DK); lives in Hellerup (DK) 

lb N0rholm is a Danish composer. After experiments 

with serialism, graphic scores and non-musical 

sound during the late 1950s and early 1960s, he 

embraced stylistic pluralism and is now mostly 

known for his symphonies and his songs and choral 

works. Although N0rholm was the main organiser 

of th e Fluxus festival in Copenhagen in November 

1962, he has never regarded himself as connected 

with Fluxus in 

any way , and the fact that one of his works was 

performed during a Fluxus and happenings evening 

at the Royal Conservatory in Copenhagen is due only 

to the fact that Eric Andersen was his pupil. (PM) 

SERGE OLDENBOURG (SERGE Ill) 
'1927 Meudon (FR); t2000 Nice (FR) 

Within the circle of Fluxus artists and performers in 

Nice, Serge Oldenbourg is the one that made the 

largest impression through the eccentricity of his 

actions. At the Workshop de la libre expression ('Work

shop of Free Speech') in Paris in 1964, he performed 

his piece Solo pour la mort ('Solo for Death', 1964), 

a display of Russian roulette on stage. This evoked 

a very crit ica l response from his fellow artists for 

having risked his life. As it is not clear ii the gun was 

really loaded, Ben Vautier stated that the authentic

ity of any action shou ld be a precept of Fluxus. 

Another scandal took place in Prague in 

October 1966: after the Fluxus events organised by 

Milan Kniicik and Ben Vautier, Oldenbourg ended 

up in prison for fourteen months for having given his 

passport to a Czechoslovakian soldier. This act 

lead to his expulsion from Fluxus by Mociunas, who 

felt Oldenbourg hod compromised his plans to 

bring Fluxus to the Soviet Union . (JB) 

STAFFAN OLZON 

*1937Stockholm (SE); lives in Oster/en (SE) 

Staffon Anders Olzon is o Swedish author, play

wright, director and theatre director. Along with Evan 

Storm, in the early 1960s Olzon was in cha rge of a 

multimedia experimental theatre-revue at Alleteatern 

in Stockholm, before teaming up with Pi Lind and 

starting the experimental theatre venue, Pistoltheatern 

(named ofter their initials) in the Old Town of Stock

holm . He was in charge of Pistoltheatern until 1970. 

During this time several of his own theatre works and 

productions were performed . From the mid-1970s, he 

served as a director at the Swedish Radiotheatre, and 

between 1979 and 1981 he served as president of 

the Upsala City Theatre. Between 1983 and 1986 he 

was director of the Helsingborg City Theatre and 
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from 1988 dromaturge and director at the National 

Theater. In the 2000s, he hos lived and worked 

mostly in Osterlen, alongside working as a computer 

techn ician. He hos also acted in several films, 

including Anders Wohlgren's From the Swedish Heart 

of Hearts (1966), Sentenced to Bedlam (1976), King 

(1993) and A Split City (1998) and in 1969 he mode 

a portrait film about the artist Claes Oldenburg. (CU) 

ROBIN PAGE 
•1932 London (GB); lives in Nova Scotia (CA) 

Robin Page was born in England in 1932 but was 

raised in Canada, where he studied art at Vancouver 

School of Art (1952-1954) . At the age of twenty

seven Page decided to move bock to Europe, where 

he mode contact with, among others, Robert Filliou, 

Dan iel Spoerri, Dieter Rot and Ben Vautier. As a 

result, Page was one of only two Britain-based artists 

(the other being Gustav Metzger) who was invited by 

Spoerri to contribute to the Festival of Misfits in Lon

don in 1962. His Block Gt1itar Piece (1962) become 

one of the most widely discussed contributions to the 

event. The row authenticity that marked this work -

in which Page kicked a guitar across the streets 

surrounding the event's venue - also characterised 

many of his other action pieces in the 1960s. In Plant 

Piece (1963), presented at A Little Festival of New 

Music held at Goldmith's College London in 1963, 

Robin Page screamed at a potted plant on stage with 

the expressed intent to kill it (a piece whose score 

was conceived by the event's organiser, a young John 

Cole). In Krow 1 (1966), mode three years later for 

the Destruction in Art Symposium, again in London, 

Page bored and pickaxed a hole into the concrete 

floor of the international counterculture bookshop, 

Better Books, until he struck water. Page become 

influential for a whole generation of British perform

ance artists, not just through the energy and locus 

of his actions, but also as a teacher at Leeds College 

of Art in the 1960s, the "Bauhaus of the North". 

Page moved to Germany in the seventies, 

where he eventually become Professor of Pointing 

and Graphics at the Royal Academy of Fine Art in 

Munich (1981-1998). Since 1987 Page hos worked 

under the name Bluebeard . He now lives and works 

in Novo Scotia, Canada. (HR) 

experiments of the late 1950s from the U.S. com

poser John Cage, a figure of seminal importance for 

Fluxus . Paik performed pieces such OS Hornmage a 
John Cage (1959) or Etudefor Piano (1960), which 

featured the use of everyday objects as sound-mak

ers and eccentric actions, in the Cologne atelier of 

artist Mary Bauermeister, where in 1960/1961 works 

by other (future) Fluxus artists were also performed . 

At the first European Fluxus festivals of 

1962, Paik ployed a conspicuous role as a main con

tact, co-organiser, performer and composer. While in 

the context of early Fluxus Paik is best known today 

for smashing a violin (One for Violin Solo, 1962) or 

drawing a line with his head dipped in tomato sauce 

(La Monte Young's Composition 1960 #10 [to Bob 

Morris) in Poik's 1962 performance Zen for Head), he 

also conceived purely imaginary proposals such 

as "Creep into the vagina of a live female whole!" 

(Danger Music for Dick Higgins). 

A pioneer of video art, Paik experimented 

with a range of contemporary technologies since the 

early to mid-1960s. Most extensive ly, he experi 

mented with the television - a vast area of activity 

including interactive TV screens responding to sur

rounding sounds, spectacular multi-monitor installa

tions and even small monitors worn as a brassiere by 

the cellist Charlotte Moorman, with whom Paik hod 

a long-standing collaboration in the field of (music) 

performance . From 1979 until 1995 Paik taught 

at the Academy of Fine Arts in Dusseldorf. (VS) 

BENJAMIN PATTERSON 
' 19J4. Pittsburgh (US); lives in Wiesbaden (DE) 

From 1952 to 1956, Benjamin Potterson studied 

music at the University of Michigan. For some time 

ofter this, he ployed double boss in various sym

phony orchestras . In 1960, he moved to Cologne, 

where he ployed on active port in the new music 

scene associated with Mory Bauermeister' s studio. 

During this time, he wrote pieces such as VARIA

TIONS FOR DOUBLE-BASS (1961) and PAPER 

PIECE (1960), which become Fluxus classics and 

were frequently performed at Fluxus concerts, the 

lotter one unt il today. In 1961, together with Robert 

Filliou, Potterson exhibited his Puzzle Poems in Paris . 

In 1962 Potterson took port in all of the crucial 

early Fluxus events like the Kleines Somrnerfest: Apres 

John Cage in Wuppertol, Neo-Dada in der Musik in 

NAM JUNE PAIK Dusseldorf, the SneakPreview:jluxus, happenings, 

'1932 Seoul (KR); t2oo6 Miami (US) environment, poemes, danses, compositions in Paris and 

Nam June Paik studied music and art history, phi- the Fluxus - Internationale Festspiele Neuester Musik 

losophy and composition in Tokyo and West Germany. in Wiesbaden. He returned to the U .S. in 1963, where 

In addition ta his close contact with the van- he initially worked as a librarian and continued to 

guard West Germon music scene around Karlheinz ploy an active port in Fluxus until 1967, participating 

Stockhausen, he garnered vital impulses for his music in numerous concer ts and performances. From 1967 



to 1988, he withdrew from the art world and during 

this period worked as a manager and director of 

various cultural institutions. He took up his art again 

in 1988 with on exhibition of assemblages in the 

Emily Harvey Gallery in New York . Since then , he hos 

token port in numerous exhibitions and perform

ances around the globe. In 2004 Potterson realised 

a dream that George Mociunos hod fostered forty 

years earlier - a performance-journey through the 

(at that time) USSR . To mark his seventieth birthday, 

he travelled on the Trans-Siberian Railway through 

Russia, Mongolia and Chino as for as Japan, with 

various interim stops and performances. In 2012 

Potterson received the Kulturpreis ('Culture Prize') of 

the city of Wiesbaden and pres ided over the activi

ties celebrating the fiftieth Fluxus anniversary in the 

city. (PS) 

GLYN PURSGLOVE 

*1947 Yorkshire (GB); lives in Swansea (GB) 

Glyn Pursglove teaches English at Swansea Univer

sity in Wales. Since his student days he hos been 

involved in the world of small presses and little 

magazines. Some of his concrete poems from the 

late 1960s and early 1970s were published in 

imprints run by Brion Lone and Maurene Sandoe 

(i.e., Mo Tingey) and were also included in their 

Fluxus events, held in London, Aberystwyth and 

Liverpool in the late 1960s and early 1970s. (HR) 

CARL FREDRIK REUTERSWARD 
*1934 Stockholm (SE); lives in Rydebiick (SE) 

Corl Fredrik Reutersward is a Swedish artist and poet. 

Reutersward studied with Fernond Leger in Paris in 

1951 and was a professor of painting at The Academy 

al Fine Arts in Stockholm between 1965 and 1969. 

In 1974 he was a guest professor at Minneapolis 

School of Art in Minnesota . Reutersward is represent

ed in museum collections such os Moderno Museet 

in Stockholm, Centre Culturel Georges Pompidou in 

Paris and Sprengel Museum in Hannover, as well as 

being well-known for his sculpture featuring a revolver 

tied in a knot, called Non Violence, shown outside 

the United Notions headquarters in New York. The 

same work is also in Berlin, Stockholm, Gothenburg, 

Malmo, Lund, Boros, Coen and Kirchberg. In his first 

poetry books, such as Abra Makabra (1955), I lagens 

namn ('In the Name of the Law', 1957), Angaende dis

ciplinen ombord ('Concerning the Discipline Onboard', 

1958), elements from dadaism, pop art as well as 

from concrete, absurd and noivistic art, are mixed 

together in a style characterised by humour, intel

lectual reflection and satire. This is also characteristic 

of his pictorial art. He has published numerous books, 

as well as the autobiographies Titta, jeg iir osynlig! 

('Look, I am invisible!', 1988), Alias Charlie Lavendel 

(1996) and Closed for Holidays (2000). (CU) 

WILLEM DE RIDDER 

*1939 's-Hertogenbosch (NL); lives in Bussum (NL) 

Artist , performer, maker of radio and TV programmes, 

storyteller, publisher of magazines and much more, 

Willem (Cornelius) de Ridder started his artistic career 

by founding a mime troupe and a Society for the 

Prevention of Art Manifestations. After moving to 

Amsterdam, he co-founded the Mood Engineering 

Society (MES), a "musical theatre" group. In mid-

1963 he founded gallery Amstel 47 in Amsterdam, 

creating several exhibitions and co-writing a TV 

programme about the latest tendencies in art, 

Signalement (29 December 1963). His contact with 

Fluxus and George Maciunas resulted in his appoint

ment as "Fluxus Chairman" for Northern Europe, 

in which capacity he organised a number of Fluxus 

festivals in Holland and ran the European Mail-Order 

Warehouse and Fluxshop. During the same period, 

he also collaborated with visual artist Wim T. 

Schippers under the name of various non-existent 

organisations such as the Association for Scien

tific Research in New Methods of Recreation 

(AFSRINMOR-lnternational). He co-founded the 

Dodgers Syndicate, a film company, and became 

more fully involved in television in 1967, creating a 

youth programme called Hoepla (1967). He was 

also active within Dutch youth culture, among other 

things with youth magazines Hitweek and Aloha and 

youth clubs Fantasia and Paradiso. From the late 

1960s he became known as the publisher of various 

reader-written newspapers and magazines, among 

them Suck. Towards the end of the 1970s he em

braced the medium of radio, organising nightly tours 

for radio listeners such as De Doodsangst Escapade 

('The Mortal Fear Escapade', 9-10 January 1978). 

He continues to make audio tours, performs as a 

storyteller, runs his own internet radio station, Ridder

radio, and TV station, Willem de Ridder Omroep 

(WDRO), and propagates his own philosophy, which 

he calls "Spiegelogie" ('Mirrorology'). (PM) 

TERRY RILEY 
*1935 Colfax (US); lives in North San Juan (US) 

Terrence Mitchell Riley is a composer and performing 

musician . He is one of the prominent protagonists 

of minimal music . Riley began his studies at Shasta 

College, San Francisco State University and the 

San Francisco Conservatory and later on received 

an MA in composition from the University of Califor

nia, Berkeley. He worked with Steve Reich, Pauline 
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Oliveros, Morton Subotnick ond others at the San 

Francisco Tape Music Center. Later his teacher was 

the master of classical Indian voice Pandit Pron Nath . 

In the context of the European Fluxus fes

tivols especially Riley's EAR PIECE was on the pro

gramme of the early events and could be performed 

by artists and audience alike : little scraps of paper 

were distributed and could individuolly be scratched 

or crumpled close to one's ears. (PS) 

GRIFFITH ROSE 
•1936 Los Angeles (US); lives in Paris (FR) 

Griffith Rose is a composer who first studied clas

sical philology at Vole University and from 1953 

to 1954 wos educated at Hartt School of Music. 

Between 1958 and 1959, after having arrived in 

Europe, he studied with Nadia Boulanger in 

Fontainebleau over the summer. He continued his 

studies in Germany at the Hachschule fur Musik 

in Freiburg am Breisgau, succeeded by studies 

with Pierre Baulez in Basel (1960/1961). After his 

studies in Basel he visited classes by Karlheinz 

Stockhausen and Theodor W. Adorno in Cologne 

and Darmstadt where he met Sylvana Bussatti, 

John Cage, Mauricio Kagel and David Tudor . One 

of his major works is meme (1977), a composition 

inspired by Marcel Duchamp's The Large Glass. 

Rose's work Second Ennead of Piano Pieces 

(1962) was performed at the Fluxus - Internationale 

Festspiele Neuester Musik (and scheduled for the 

Festum Fluxorum in Paris later that year), but Rose 

was disappointed by the Wiesbaden festival at large 

and left town before it came to a close . (PS) 

BOGUStAW SCHAFFER 
*1929 Lw6w (PL) (now Lviv, UA); lives in Nowa Huta, 

Krakow (PL) 

Boguslow (Julien) Schaller learned violin and 

studied composition ot the Panstwowa Wyisza Szkola 

Muzyczno w Krakowie (State H igher School of 

Music, now the Academy of Music) in Krakow and 

graduated from Jagellonian University in musicology 

in 1953. His early and continued dedication to 

composition in the realm of new music has made 

him "the lather of new music in Poland" and he 

has been widely recognised with many awards and 

honours . He is also acknowledged as a dramatist, 

having written several books as a theoretici an in 

new music and, as a teacher, he has been lecturing 

on composition at the Akademio Muzyczno w Kra

kowie since 1963. Since the mid-1980s Schaffer 

is a professor of composition at the Hochschule fur 

Musik in Salzburg . Two of his three pieces Model/ I-III 

(1956-1961) were performed during the opening 

concert of the first Fluxus festival Fluxus - Inter

nationale Festspiele Neuester Musik in Wiesbaden in 

September 1962. (HRR) 

WIM T. SCHIPPERS 
•1942 Groningen (NL); lives in Amsterdam (NL) 

Artist, scriptwriter, playwright and TV presenter, 

Wim T. Schippers is also known for being the voice 

of Ernie on Sesamstraat (the Dutch version of Sesame 

Street) . From 1961 onwards, Schippers become 

known to the general public as a visual artist and co

founder of the A-dynamische groep, a group that 

rejected tachism and abstract expressionism and 

embraced everything that is modern, boring and 

uncool. In 1963 Schippers met Willem de Ridder 

and collaborated with him under the guise of a large 

number of non-existent organisations, among them 

the Association for Scientific Research in New 

Methods of Recreation (AFSRINMOR-lnternational). 

Their collaboration resulted in a number of pieces, 

which were performed during Fluxus festivals in 

Holland, but also in a television programme on the 

latest tendencies in art, Signalement (29 December 

1963), and a Fluxus issue of the newspaper Kunst 

van Nu (1966). As a scriptwriter, he was the brain 

behind several television series, such as De Fred 

Hacheshow (1971), Barend Servet is weer bezig! (1972) 

and Het is weer zo laat! (1978), all of which ore 

pronouncedly a-dynamic in spirit. Schippers made 

himself heard on Dutch radio in a show called Ron

jlonjlon met Jacques Plafond from 1984 until 1991 

and wrote numerous plays, of which Going to the 

Dogs (1986) is most notorious as the cast consisted 

entirely of dogs. He continues to work on Sesam

straat and has presented the Netherlands' annual 

National Science Ouiz between 1995 and 2002. 

Moreover, Schippers has always been, zand still is, 

active as a visual artist. (PM) 

TOMAS SCHMIT 
*1943 Wipperfurth (DE); t1006 Berlin (DE) 

T omos Schmit actively took port in the first Euro

pean Fluxus festivals in the beginning of the 1960s 

as the youngest of the artists . Soon he became 

George Maciunas's close collaborator and helped 

with the organisation of many festivals, shipping 

material throughout Europe. He also translated and 

typed diverse printed matter on Maciunas' s old 

IBM machine. Most notably, their correspondence 

expressed and defined the political and aesthetic 

position of Fluxus. 

His own pieces were often characterised 

by thorough simplicity. ZYKLUS far Wassereimer (oder 

Flaschen), 1962, for example, which became one 



of the cononicol Fluxus pieces ond wos performed 

on several occasions in Europe, consists of the 

process of deconting woter from one bottle into the 

next, until the water is fully evaporated . Many of his 

works include concrete actions with the public as 

port of the performance, abolishing the antagonism 

between active performer and passive public . In Sani

tas 35 (1962) the performer hands out blank sheets 

of paper to the audience, with the piece continuing, 

when he has finished, for another five minutes. 

In 1964, Schmit was contacted by the 

cultural officer of the student commission of the Tech

nische Hochschule Aachen, Voldis Abalins, to 

organise a festival al "new art", which would be 

perceived as a pol itical event since the dote 

coincided with the 20th onniversary of Claus Schenk 

Graf von Stauffenberg 's failed assassination at

tempt an Hitler. For the event Schmit reunited many 

Fluxus artists and guaranteed them total artistic 

freedom . 

Alter 1964, he dis ta nced himself from 

Maciunas as well as from Fluxus in general, refusing 

to historicise Fluxus. Alter that point he focused on 

paper works , drawings and book editions, maintain

ing his ideal of unpretentious art, which he hod first 

developed during his Fluxus years . (JB) 

DIETER SCHNEBEL 
*,930 Lahr (DE); lives in Berlin (DE) 

Dieter Schnebel is a Germon avant-garde composer, 

musicologist, theologian and teacher . He began his 

studies at the Musikhochschule in Freiburg in 

1949, simultaneously attending lectures by Martin 

Heidegger at the Universitot Freiburg . He was closely 

linked with the scene of the Internationale Ferienkurse 

far Neue Musik in Darmstadt. He also studied 

Protestant theology, philosophy and musicology in 

Tubingen (1952-1956) and was employed as a 

teacher and pastor in Koisersloutern, Frankfurt am 

Main and Munich. From 1976 until 1995 he was 

professor for experimentol music and musicology at 

the Universitot der Kunste in Berlin ond he has con

tinued his theological activities as a preacher at 

several churches in Berlin. 

Schnebel is author of numerous musico

logical essays and books on subjects ranging from 

Johann Sebastian Bach and Ludwig van Beethoven 

to John Cage and Mouricio Kagel. As a composer, 

he has been extraordinarily innovative, developing 

experimental concepts and process composition 

methods as well as exploring the use of human voice, 

language and gestures as musical phenomena . 

His Visible music II: Z eitbilder, "Solo far einen 

Dirigenten" (1962), later renamed Nostalgie, "Solo 

fur einen Dirigenten" was premiered at the proto-

Fluxus evening Neo-Dada in der Musik (Dusseldorl, 

16 June 1962). This composition, along with his 

Reactions - Konzert fur einen Instrumentalisten oder 

Vokalisten und Publikumsreaktionen (1960/1961) 

and Visible music I - Konzert fur einen Dirigenten 

und einen Instrumentalisten (1960-1962), was also 

included in the progromme of the Fluxus - Interna

tionale Festspiele Neuester Musik (Wiesbaden, 1-23 

September 1962). 

Schnebel has hod contact with different 

Fluxus artists throughout the years and has performed 

Fluxus works with his students . He created the group 

Die Moulwerker at the Universitot der Kunste in 

Berlin in 1977. (HRR) 

CAROLEE SCHNEEMANN 
*,939 Fox Chase (US); lives in Springtown (US) 

Schneemann received an MFA from the University of 

Illinois at Urbana in 1961. Her initial concern to 

expand the medium of painting by incorporating every

day objects into the pictorial field gradually led her 

to integrate sound, space, light and, most important, 

the moving human body into her practice - a devel

opment that considerably owed to her close contact 

with New York's early 1960s happenings scene 

as well as her collaboration with the Judson Dance 

Theatre . The photo series Eye Body from 1963, which 

represents a nude Schneemann amid the saturated 

environment of her "painting constructions", antici

pated the centrality of the sexualized body to her 

subsequent work. 

Schneemann's group performance Meat 

Joy (1964) is widely regorded as a pioneering work 

of body art. Loosely directed, it involved a group 

of semi-naked men and women (including the artist 

herself) sensually interacting with each other and 

with ma terials such as row chicken, fish and paint . 

Both Eye Body and Meat Joy, as well as her experi

mental autobiographic erotic film Fuses (1964-1967), 

resonated with the wider context of the 1960s sexual 

revolution and included proto-feminist tendencies . 

Her performances in the 1970s, such as Interior 

Scroll (1975), explicitly operated within a contempo

rary feminist discourse. In the 1980s and 1990s 

Schneemonn increasingly turned to multimedia instal

lations. She hos also taught at various art institutions 

ond published, mostly on her own work . 

Notwithstanding marked differences be

tween Schneemann 's 1960s performance work and 

"classic" Fluxus pieces, Schneemann performed in 

1970 at Festum Fluxorum in Berlin and took part in 

the touring exhibition Fluxshoe in England between 

1972 and 1973. (VS) 
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ALBERTO SCHOMMER 
•1928 Vitoria (ES); lives in Madrid (ES) 

Alberto Schommer leorned photography first in 

his father's atelier, later in Cologne and Hamburg 

(1952/1953) and in Paris (1960). In 1961 he 

abandoned his other dedications (painting and short 

movies) to concentrate exclusively on photography, 

developing a personal style under the inAuence of 

Irving Penn. In 1966 he moved to Madrid, whe re he 

frequented the Zoj group's events and photographed 

several of its concerts, for example, the Concierto 

Zaj (port of the Festival Zaj 2) on 29 Moy 1966, 

during which a complete programme of Fluxus works 

was staged and, more extensively, the Events y New 

Music evening on 12 November 1966, hosted by Zoj 

and organised by Dick Higgins and Alison Knowles. 

In addition to the genre of portraiture, which he hos 

cultivated with remarkable success (e.g., with his 

celebrated series of the Retratos psicologicos), he hos 

also practised a wide range of genres in photography 

from repor tage, industria l a nd architectural to 

advertising as well as avant-garde and surrea list 

photography. His work has been shown worldwide 

and has been widely awarded. (HRR) 

MIEKO SHIOMI 
•1938 Okayama (JP); lives in Osaka (JP) 

Mieko (Chieko) Shiomi began to study musical 

theory and music at the State University of the Arts 

in Tokyo in 1957. In 1960, together with Takehisa 

Kosugi and others, she founded the Group Ongaku 

('Music') and began to extend the radius of her 

own music to include improvisation and action. The 

group received stimulus from performances by artists 

such as John Cage, La Monte Young and George 

Brecht, who visited Tokyo in the early 1960s. From 

1963, Shiomi had contact with Yoko Ono; through 

her, Shiomi got to know George Brecht's works and 

adopted the term "event" to describe her own works. 

On the invitation of George Maciunas in 1964, 

Shiomi went to New York, where she took port in Fluxus 

events and performed her works. 

Shiomi's pieces are characterised by great 

purism . Her actions consist of subtle, minimal altera

tions - Auctuation between nothing and something . 

One example of this is her DISAPPEARING MUSIC 

FOR FACE (1964), in which a smile very slowly fades 

into a neutral facial expression. Shortly before her 

return to Japan in 1965, Mieko Shiomi initiated her 

Spatial Poems (1965-1975), a series of nine events, 

for which she invited artists around the world to con

tribute, calling for minimal actions or small interven

tions in the environment. From the participants, Shiomi 

received reports about these actions, which were 

included in various Fluxus objects and a publication . 

From 1977, Mieko Shiomi devoted herself to her own 

composi t ions once again, b ut retained her st rong 

links with the Fluxus network and its ideas. (PS) 

DANIEL SPOERRI 
•1930 Galati (RO); lives in Wien (AT) 

Having moved from Romania to Switzerland at eleven 

yea rs old, Daniel Spoerri (Daniel Isaac Feinstein) 

decided to become a professional dancer in 1949 -

he was engaged at the Stadttheater Bern six years 

later . His constant interest in ephemeral art contras

ted with his will to fix the materiality of an object. 

Between 1957 and 1959, he published 

together with Claus Bremer Material, o magazine for 

concrete poetry in Darmstadt. In 1960, he co-signed 

the Manifesto of the New Realists and developed his 

internat ionally well-known Tableaux-pieges, in which 

he, for example, affixed real dishes onto real tables, 

so that they can be hung as though a canvas. 

As the co-organiser of the Festival of Misfits 

in 1962 in London (with Victor Musgrove). he united 

a troupe of important Fluxus artists even though the 

festival was not officially labelled "Fluxus" - Robert 

Filliou, Dick Higgins, Alison Knowles. Arthur K0pcke, 

George Maciunas, Emmett Williams and others 

were present. With his invitation to the Nic;ois artist 

Ben Vautier, who up until then had l ittle contact 

to Fluxus, Spoerri initiated the spread of Fluxus in 

southern France. 

His work L'optique moderne (1963), featur

ing a collection of glasses that he had all worn and 

photographed, was published with poetical com

ments by Franc;ois Dufrene in an early Fluxus edition 

by George Maciunas in 1963. In the same year, 

he developed what he called " Eat Art", opening 

restaurants in Paris in 1963 and in Dusseldorf in 

1968 or by presenting "31 Variations of a meal" at 

the Allon Stone Gallery in New York in 1964. (JB) 

GERO STAHL 
Gerd Stohl' s Composition was performed during the 

Pa rallele Aujfi.ihrungen Neuester Musik in Amsterdam 

on 5 October 1962 . (PM ) 

KARLHEINZ STOCKHAUSEN 
•1928 Modrath (DE); t2007 Kurten (DE) 

A seminal figure of the post-1945 avant-garde and 

influential teacher, Karlheinz Stockhausen was 

the leading Germon composer of his generation . 

He largely redefined notions of serial composition 

and was a pioneer in electronic music . 

Alter suffering the hardships of the pre

war period and World War 11 , Stockhausen returned 



to the Cologne oreo cs an orphan. In 1947 he 

enrolled at the Musikhochschule Koln. graduating 

in music education in 1951. In this year he went 

to the Internationale Ferienkurse fur Neue Musik in 

Darmstadt, where he came into contact with the 

music of Anton Webern and the new generation of 

serialist composers. In 1952 he travelled to Paris 

to study with Olivier Messiaen, and th rough Pierre 

Boulez he was int roduced to the Parisian avant

garde including Pierre Schaeffer and the musique 

conc rete studios. On return to Cologne in 1953, 

he took up a position in the newly formed Studio fur 

Elektronische Musik at NWDR (Nordwestdeutscher 

Rundfunk). Over the next few years he became 

the leading figure in a Cologne avant-garde that 

included the composer and artist Nam June 

Paik and the artist Mary Bauermeister. Paik and 

Bauermeister participated in the performance of 

Stockhausen's Originale, a piece of music theatre 

he wrote in 1961 on invitation by the Theater am 

Dom's stage d irector Carlheinz Caspari. Nam June 

Paik would include Stockhausen's Klavierstiicke 

I to IV (1952/1953) in the programme of the 

Fluxus - Internationale Festspiele Neuester Musik 

(Wiesbaden, 1-23 September 1962). 

By the early 1960s Stockhausen's status 

as the seminal European avant-gardist extended 

way beyond Cologne and Darmstadt and by the 

end of the 1960s his reputation reached even 

outside avant-garde circles, making him a popular 

composer. In the 1960s Stockhausen founded 

his own performing ensemble and in 1972 he set 

up his own, widely awarded, publishing house 

Stockhausen-Verlag. (HRR) 

TAMAS ST.TURBA 

*1944 F6t (HU); lives in Budapest (HU) 

Tamas St. T urba (also known as Szentj6by, Stjauby, 

Emmy/ Emily Grant, St.Aubsky, T. Taub, St.Auby, 

etc.) was initially a poet before becoming a "neo

Socialist Realist". In the summer of 1966, he and 

Gabor Altorjay organised the first happening in 

Hungary, Az ebed - In memoriam Batu Kan ('The 

Lunch - In memoriam Batu Khan') and thus gained 

a record with the Hungarian secret police under 

the code name "Schwitters". In 1968 he founded 

the International Parallel Union of Telecommu

nication (IPUT), of which he is now trustee in bank

ruptcy after having served as superintendent for 

the last years. In 1969, he organised the first Fluxus 

concert in Budapest - without direct contact to 

artists of the Fluxus network, simply using the col

lection of Fluxus scares, the Fluxfest Sale (1966) 

as an instruction . He planned a second Fluxus 

concert for 1973, which was banned shortly before 

the performance, but restaged exactly twenty years 

later. 

In 1972, St.Turbo began to develop his 

interest in strikes, which in 1974 led to the Subsistence 

Level Standard Project 1984 W - Make a Chair! He 

was arrested for his samizdat activities in 1974, expa

triated in 1975 and lived in Geneva until 1991 . 

Since 1980, he has organised several non-art art 

strikes. In 1987, he opened the Gallery Ruine in 

Geneva, which was based on the principle No profi / 

No-profile/ No-profit. 

In 1991, St.T urba returned to Budapest, 

where he became a lecturer at the newly establ ished 

lntermedia Department of the College of Fine Arts . 

In 2001 St.T urba founded the Nee-Socialist. Realist. 

IPUT's Global Counter-Arthist.ory-Falsifiers Front 

(NETRAF), in whose name he digitalised ca . 1,100 

little-known artworks of the Hungarian neo-avant

garde dating between 1956 and 1976 - banned at 

the time of production - in order to present them 

in the Portable Intelligence Increase Museum . (PS) 

VUJI TAKAHASHI 
*1938 Tokyo (JP); lives in (JP) 

Yuji Takahashi is a composer, performer, pianist and 

author. He studied at the Toho Gakuen School 

of Music in Tokyo and made his debut as a pianist in 

1960 by performing Swedish composer Bo Nilsson's 

Quantitaten. In 1963 Takahashi moved to Berlin (with 

a DAAD grant) and studied with lannis Xenakis; in 

1966 he went to New York . As a pianist he has 

recorded works by Arnold Schonberg, John Cage, 

Cornelius Cordew and many others . 

His composition Ekstasis was scheduled 

to be performed during the first Fluxus festival 

in Wiesbaden, the Fluxus - Internationale Festspiele 

Neuester Musik. (PS) 

TORU TAKEMITSU 
*1930 Tokyo (JP); t1996 Tokyo (JP) 

The self-taught Japanese composer Toru Takemitsu 

discovered classical Western music as he was work

ing for the U.S. Armed Forces in post-war occupied 

Japan. While traditional Japanese music always 

reminded him of the war, during which Western music 

was forbidden, T akemitsu would come to develop 

ideas and interests rather in concrete music . H is 

Requiem for String Orchestra (19 57) attracted inter

national attention through the encouragement of 

Igor Stravinsky. Under the influence of John Cage in 

the early 1960s, he developed pieces of music with 

graphic scores. Robert Filliou and Benjamin Patterson 

planned to perform his Water Music (1960) during 

their Sneak Preview in Paris on 3July1964. (JB) 
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YASUNAO TONE 
*1935 Chiba Prefecture (JP); lives in New York City (US) 

Yasunaa Tone is an artist, working with experimental 

sound pieces and a composer of event and im

provisational music. He graduated after studying 

Japanese literature at Chiba University in 1957 

with a thesis on Dada and Surrealism. Later on he 

was a founding member of Group Ongaku (1960-

1962), the first improvisational music and sound 

group in Japan , together with Takehisa Kosugi, 

Mieko (Chieko) Shiomi and Shuko Mizuno, a partici

pant of Tokyo Fluxus as well as a contributor to 

Hi Red Center. Associated with Yoko Ono and John 

Cage, Tone moved to New York in 1972. 

His early work ANAGRAM FOR STRINGS 

was published by Fluxus in 1963 and programmed 

far the Copenhagen festival Fluxus - Musik og 

Anti-Musik - Det instrumentale teater - 6 pro- et con

tragrammer in 1962. His Harpsichord Music for GM, 

described by Maciunas as "7 performers jamed 

[sic] at keyboard playing two finger remolos [sic] 

simultaneously" (Flux Newsletter, 3 May 1975), 

was played during the Flux-Cembalo-Abend in the 

Akademie der Kunste in West Berlin in 1976. (PS) 

FRANK TROWBRIDGE 
' 1941 Chicago (US); lives in Jurupa Valley (US) 

Born as Forest Trowbridge, Frank Trowbridge moved 

to Indiana when he was six years old . There he lived 

on a small farm eventually graduating from Portage 

High School. He enrolled at Indiana University 

to study philosophy and political science in 1959, 

but dropped out after two yea rs . He travelled to 

France in 1961 to pursue his artistic inclinations and 

soon met Jed Curtis in Paris . Alter living in the French 

capital for a time he moved to Cologne, where he 

worked as an English teacher and met Nam June Paik, 

who needed help in preparing his Exposition of Music -

Electronic Television to be held at Galerie Parness 

in Wuppertal in 1963. Through Paik , Trowbridge 

became involved with Fluxus . He participated as a 

composer and performer in the Festum Fluxorum 

Fluxus at the Kunstakademie in Dusseldorf in 1963, 

and Wolf Vostell published some of his poems in the 

magazine de-coll/ age . Trowbridge also collaborated 

with Dick Higgins, Alison Knowles, Tomas Schmit, 

Jed Curtis and Benjamin Patterson . When he returned 

to the U.S. in 1963. George Maciunas invited him 

to perform a Fluxus piece at Carnegie Hall , for which 

Maciunas bestowed upon him a Renaissance trom

bone. Trowbridge met with Wolf Vostell and Nam June 

Paik a number of times in New York, then subse

quently moved to California and had no fu rther con

tact with the Fluxus movement except for a rekindled 

friendship later wi th Jed Curtis . (HRR) 

STAN VANDERBEEK 
*1927 New York City (US); t 1984 Baltimore County (US) 

Vanderbeek was a filmmaker who had studied art 

and architecture at Cooper Union College in 

New York and Black Mountain College in North 

Carolina . He began making films in 1955. His 

early works are inspired by Surrealist and Dadaist 

collages but also informed by the beat generation's 

expressionism . Vanderbeek became a pioneer 

in the experimental film and live-action animation 

techniques . H e co llaborated with, among oth

ers, Merce Cunningham , Allan Kaprow, Claes 

Oldenburg and Yvonne Rainer . Three of his films 

were planned to be shown on 8 December 1962 

at the Paris Festum Fluxorum. Poesie, musique et 

antimusique evenementielle et concrete in a concert of 

film and magnetic tapes. (PS) 

ANNE VAUTIER 
'1939 Piemont (IT); lives in Nice (FR) 

Born as Annie Baricalla, Anne Vautier was active in 

street theatre . She is the wile of French Fluxus artist 

Ben Vautier and contributed to Fluxus occasionally 

with her own performance pieces . (PS) 

BEN VAUTIER 
' 1935 Napo li ( IT); lives in Nice (FR) 

Since settling in Nice in 1949, Ben (Benjamin) Vautier 

has been known as the main Fluxus-protagonist in 

the French Riviera, not only as a ve ry productive artist , 

but also as the key person to spread Fluxus affiliated 

ideas . 

Between 19 58 and 1972 his record shop 

laboratoire 32, later ca lled Galerie Ben Doute de 

Tout ('Gallery Ben Doubts Everything ') , acted as the 

most important meet ing point for regional artists such 

as Marcel Alocco, Robert Bozzi , Robert Erebo and 

Serge Oldenbourg . Placing himself on view in the 

window of a gallery during the Festival of Misfits in 

1962 in London, he came to know many Fluxus art ists, 

among them George Maciunas, who would later call 

him his "best man in France" . Vaut ier participated 

actively in many other European Fluxus festivals , 

organizing in the summer of 1963 the Fluxus Festival 

d'Art Total (et du Comportement), during which 

numerous Fluxus pieces were performed in the streets 

of Nice. He visited Mociunas in New York in 1964, 

where he got to know George Brecht and performed 

at the Fluxshop on Canal Street. He travelled to Paris 

for the Workshop de la Libre Expression ('Workshop 

of Free Expression') in 1965. He also organised a 

Fluxus concert in Prague in 1966 together with Milan 

Knii6k, Jeff Berner, Serge Oldenbourg, Dick Higgins 

and Ali son Knowles . 



Vautier's artistic approach is based an the critical 

analysis of the ego of artists in general, which de

sires personal fame . Investigating the procedure 

of signing art, he appropriates things, people and 

artwork OS his own, often causing connicts with 

those who consider themselves on owner or creator. 

He expresses his appropriations in textual pictures 

that sum up complex problems in simple statements 

and questions. (JB) 

WOLF VOSTELL 
'1932 Leverkusen (DE); t1998 Berlin (DE) 

After an apprenticeship in photolithography, Wolf 

Vostell travelled to Paris, where he discovered his vo

cation as an artist . The headlines of the newspapers 

on 6 September 1954 - recounting an airplane crash 

during its take-off ('decollage' in French) - gave him 

a catchword for his artistic practice . Realising that 

the word "decollage" also signified the peeling off of 

placards, he started to rip up posters on the streets 

of the city in order to show older layers of other 

publicity. In 1961, he defined his second artistic prin

ciple, stating that life equals art and art equals life , 

which brought him very close to the ideals of George 

Maciunas - who, ot that time, was still in New York. 

Later, he transposed his principle of decollage to other 

forms of art, mainly films and video works. 

In 1962, parallel to his involvement in the 

first European Fluxus festivals, Vostell also started to 

edit de-coll/age - Bulletin aktueller Ideen. The maga

zine, which would have seven issues by 1969, pub

lished texts and scores by, among others, George 

Maciunas, Arthur K0pcke, Nam June Paik, Benjamin 

Patterson and La Monte Young. Very active through

out Europe, he organised happening trips through 

different places within a city (for example, 9-Nein

Decollagen in Wuppertal , 1963). The same year, his 

6 TV-de-coll/age and TV-Begriibnis ('Burial of a TV') 

were presented in New Yark, where he met George 

Brecht, John Cage, La Monte Young and others. Likely 

his most political piece, - NIE WIEDER- NEVER

JAMAIS, performed on 20 July 1964 at the Festival der 

Neuen Kunst in Aachen, thematised the mass assas

sinations of World War II. (JB) 

VOSHIMASA WADA 
'1943 Kyoto (JP); lives in San Francisco (US) 

Wada is an artist working with sound installation 

os well os a musician and composer, using instru

ments like bagpipes and sell-built wind instruments. 

Alter finishing his studies at the Kyoto City University 

of Arts in 1967, he continued his education in New 

York and studied with, among others, la Monte 

Young and Pandit Pron Nath. He joined Fluxus 

in 1968 when he met George Maciunas . He was 

connected to the network's activities until 1979. 

T eking part mostly in Fluxus activities in 

New York, Wada was present at the Flux-Cembalo

Abend in the Akademie der Kunste, West Berlin 

in 1976, where his Harpsichord Piece - consisting 

of him and the instrument being lilted and turned 

around his own axis by the other performers - was 

performed . (PS) 

ROBERT WATTS 
'1923 Burlington (US); t 1988 Martins Creek (US) 

Alter a first degree in engineering sciences, the artist 

Robert Watts turned to study art history at Columbia 

University in New York, where he had moved in 1948. 

Soon alter his master degree, in 1953, he became 

Professor of Art at Douglass College, Rutgers Uni

versity, which was to become an important meeting 

point for early Fluxus protagonists . Watts started 

to exhibit his artworks in several New York galleries, 

where he also encountered George Brecht. Together 

with Brecht, he organised the Yam Festival in May 

1963, while Maciunos was touring through Europe. 

The Yam Festival allowed Brecht, Watts, Alison 

Knowles, Ay-0, Al Hansen, John Cage, Dick Higgins 

and others to spread Fluxus ideas to a broader public . 

Even though he did not make the trip ta 

any of the European Fluxus festivals until 1976, 

a number of Watts' s pieces belong ta the classic 

compositions performed throughout Europe. For 

example, his TWO INCHES (1962), which consists 

al the stretching of a two-inch ribbon across the 

stage and the cutting of it, was presented during· 

the Fluxus - Internationale Festspiele Neuester Musik 

in Wiesbaden in 1962. Robert Watts collaborated 

closely with George Maciunas already at the begin

ning of the 1960s; many of his scores were printed 

in Fluxus 1, 1963, the first Fluxus Yearbox edited by 

Maciunas . (JB) 

LARS J. WERLE 
'1926 Giivle (SW); t2001 Goteborg (SW) 

Lars Johan Werle was a Swedish composer. A self

taught pianist and composer, he studied coun

terpoint with Sven-Erik Back and musicology with 

Carl-Allan Moberg at the Uppsala University. 

During this period he also sang in chairs, including 

the Bel Canta Choir, and was active as a jazz mu

sician. From 1958 to 1970 he was music producer 

at the Swedish Broadcasting Corporation and from 

1970 to 1976 he taught at the Royal College of 

Opera in Stockholm, alter which he was a teacher 

of composition at the Gothenburg College of 

Music. His earliest compositions were avant-garde 
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works written in post-Webern style, but loter he 

developed an allusion technique that combined 

different styles including frequent references lo the 

world of classical music. While he is best known 

for his vocal and choral music as well as for his 

dramatically innovative operas, he also composed 

chamber music and orchestral works and wrote the 

fi lm music to Ingmar Bergman's Vargtimmen (Hour 

of the Wolf) a nd Persona. Werle' s piano composi

tion Griller - grafisk komposition for pianist (co. 

1960) was performed ot the opening concert of 

the Fluxus - Internationale Festspiele Neuester Musik 

(Wiesbaden, 1 September 1962). (H RR) 

EMMETT WILLIAMS 

•1925 Greenville (US); t2007 Berlin (DE) 

During the 1950s and 1960s, Emmett Williams lived 

by turns in France, Switzerland and Germany, where 

he got to know many of the artists that would later 

be active in Fluxus. In 1962, he participated in t he 

Fluxus - Internationale Festspiele Neuester Musik in 

Wiesbaden. Typical pieces from this period are his 

counting songs (1962), in which the audience is 

counted in diverse ways : out loud, silently, singing, on 

stage, in the auditorium, giving and taking gilts and 

his poems and word pieces like AN OPERA (1959). 

Performances of AN OPERA at times led to acts of 

violence and were generally dreaded by performers 

and audience alike for its duration of two to lour 

hours, being dominated by monotonous percussion. 

In 1966, Williams returned to the U.S., 

and until 1970 he was chief editor of Dick H iggins's 

Something Else Press . The fo l lowing period was 

characterised by frequent travel and various fe llow

ships enabling him to live abroad . In 1980, Williams 

was a guest of the DAAD's Berlin Artists' Programme, 

after which he remained in Berlin . From that time 

onwards, Williams played an active part in numerous 

exhibitions, performances ond symposia in Poland. 

He exhibited several times in the Galeria Akumula

tory 2 (Poznan), in the ga lleries Riwiera -Remont 

and Piwna 20/26 (both in Warsaw). In 1987 and 

1988, Williams organised - still in the Socialist era -

a large-scale meeting of artists, the Interna t iona l 

Seminar of the Arts (ETC) in Warsaw. In 1990, he was 

appo inted president of the Artists' Museum in t odi. 

In 1996, he received the Hannah Hoch Prize in Berlin, 

followed in 1997 by an honorary doctorate from 

Nova Scotia University and in 2005 from the Univer

sity of Poznan . 

Williams also made a vital contribution to 

the documentation al Fluxus history. In 1991, he 

published a detailed autobiography, My Life in Flux -

and Vice Versa, which mainly reflects the history and 

reception of his own pieces and performances. 

In 1996, with numerous primary sources, Williams 

and Ann Noel presented Mr. Fluxus. A Collective 

Portrait of George Maciunas, o first biography-collage 

of the Fluxus "chairman" . Williams also set out ta 

playfully trace many of the myths surround ing 

Fluxus in A Flexible History of Fluxus Facts and Fiction 

(2006) (PS) 

LA MONTE YOUNG 

•1935 Bern (US); lives in New York City (US) 

La Monte Thornton Young, the American composer, 

musician and artist, is generally recognised as the 

firs t minimalist composer . He studied at Los Angeles 

City College and played jazz with musicians like 

Ornette Coleman and Don Cherry. In 1958 he re

ceived his BA from the University of California, 

Los Angeles (UCLA) and continued to study at the 

University of California, Berkeley, from 1958 to 

1960. In 1959 Young attended the Internationale 

Ferienkurse fur Neue Musik in Darmstadt with Ka rlheinz 

Stockhausen and in 1960 moved to New York to 

study wi th Richard Maxfield at the New School for 

Social Research . Around this time (1960/1961) 

Young organised a concert series in Yoko Ono's loft, 

which was influential on the development of Fluxus, 

inspiring George Maciunas to organise concerts 

at his and Al mus Salcius' s AG Gallery. During this 

time La Monte Young edited An Anthology (Jackson 

Mac Low was co-editor and Maciunas designer), 

containing a large number of works that wou ld 

become pa rt of the early Fluxus canon. Young's 

compositions during th is time were often short ve rbal 

scores. His Composition 1960 #10 (to Bob Morris) 

(1960) with the instruction "draw a straight line and 

follow it" became a seminal pieces and was further 

transformed by Nam June Paik into Paik' s Zen 

for Head (1962) . Other often played compositions 

by Young included 2 Sounds, Arabic Numeral (Any 

Integer) to H[enry] F[lynt] (also known as "566 

for Henry Flynt") as well as various Piano Pieces for 

David Tudor. La Monte Young himself, however, was 

never present at any of t he festivals and later on 

d ist anced himself comp letely fro m Fluxus, sta t ing 

( in Jon Hendrick's pub lication on Fluxus Scores and 

Instructions in 2008) : "George was a remarkable 

organiser with bound less energy. He was a great 

humanitarian and brought me loaves of bread and 

cans of food when I was starving. Nonetheless, 

in the hands of Maciunas, the influence of my ideas 

quickly degenerated into slapstick vaudeville . 

I always felt that George was the fifth Marx Brother 

and I loved his humour but it distorted the inten

tions of my work" . (PS) 
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COMB MUSIC (COMB EVENT) 

(George Brecht) 147, 197, 512, 520, 527 

Competition for Chairs and Tables 

(Daniel Spoerri) 115· 517 

Composition (Ge rd Stahl) 98, 516, 511 

Composition 1960 #2 (Lo Monte Young) 52, 83, 189, 513 

Composition 1960 #J (Lo Monte Young) 52, 5l3, 522 

Composition 1960 #4 (Lo Monte Young) 52, 96, 512, 513, 516 

Composition 1960 #6 (Lo Monte Young) 52, 66, 02, 513, 514 

Composition i960 #7 (Lo Monte Young) 52, 63, 67, 136, 138, 

513, 514, 519, 522 

Composition 1960 #JO (to Bob Morris) (La Monte 

Young) 61, 87, 338, 396, 514, 567, s1s 

Composition 1960 #11 (Lo Monte Young) 526 

Composition 1960 #13 (Lo Monte Young) 147,466,520,544 

Composition 1961 #29 (Lo Monte Young) 522 

Composition for Piano, Human Voice, Two Apples and 

Pencil (Al Hansen) 198· 527 

Composition No. X (Doniel Spoerri) 522 

CONCERT FOR CLARINET (George Brecht) 493· 
502, 546 

CONCERT FOR CLARINET, FLUXVERSION I 

OR II (George Brecht/ George Maci unas) 

493, 546 

CONCERT FOR ORCHESTRA 

(George Brecht) 495· 547 

Concert for Two Heads of Lettuce (Bengt of 

Klintberg /Sten Hanson) 12-13, 195, 198-199, 202, 527 

Concert No. 22 (Dick Higgins) 265, 532 

Confronted Cinema (Eric Andersen) 300, 351, 533, 537 

Constellation (Dick Higgins) 30 

Constellation for Five Performers (Constellation No.1) 

(Dick Higgins) 56· 513 

Constellation for Harpsichord, 1974 version 

(Dick Higgins) 545 

Constellation No. 2 (Dick Higgins) 21, 138, 539 

Constellation No. 4 (Dick Higgins) 60, 64, 85, 133, 138, 157, 

168, 226, 540, 547 

Constellation No. 6 (Dick Higgins) 398, 524, 540 

Constellation No. 7 (Dick Higgins) 133, 168, 226, 539, 540 

Copenhagen Ele Mele Mink Mank 

(Arthur K0pcke) 3oo, 533 

Costumes (Yasunao Tone) 512 

Cough Music (Richard Maxfield) 148, 520, 523, 525, 565 

counting song (Emmett Williams) 226, 239, 27', 280, 305, 

399, 520, 524-525, 529-530, 532, 534, 541, 575 

Cravate (Robert Erebo) 231. 2«. 530. 554 

Curtain (Ben Vautier) 466,478,544 

"Dance" (Simone Forti [Morris]) 65, s14 

DANCE CONSTRUCTION 

(Simone Forti [Morris]) 520, 554 

Dance not for Dancers (Charles MacDermed) 512· 562 

Danger Music (Dick Higgins) 511 

Danger Music Number Fifteen (for the dance) (Dick 

Higgins) 12, 91, 166, 515 

Danger Music Number Seventeen (Dick Higgins) 1o3, 

142, 516, 520, 522, 527, 557 

Danger Music Number Three (Dick Higgins) 378, 

399-400, 417-418, 539, 541 

Danger Music Number Twenty-Two 

(Dick Higgins) 360, 364, 537 

Danger Music Number Two (Dick Higgins) 11, 91, 360. 

366, 515, 538 

Dark Room (Daniel Spoerri) 110-111, 517 

Death Chant (La Monte Young) 35, 511 

decollage (Wolf Vost ell) 33-34, 41-42, 93-94, 98, 100, 101, 108, 

166, 169, 204, 210, 300, 516, 528, 574 

Der Chef The Chief, Fluxus Gesang 

(Joseph Beuys) 301, 534 

DIALECTICAL EVOLUTION I 

(Henning Christiansen) 2S3, 531 

Diapositivas en color (Alberto Schommer) 36l, 538 

DIRECTION (George Brecht) 133, 156, 189, 229, m, 387, 

519, 521, 526, 538 

DISAPPEARING MUSIC FOR FACE (Mieko 

[Chieko] Shiomi) 395, 416, 433, 540-542. 511 

Discretion, for a female voice (Kenjiro Ezaki) 140. 519, 

522, 554 

Distance for Piano (to David Tudor) (T akehisa 

Kosugi) 537 

DO IT YOURSELF Antworten an La Monte Young 

(Nam June Paik) 32· 511 

Door with Many Knobs, Dark Maze (Larry Miller) 474· 

487, 546 

Door with Small Door, Elephant Faeces (George 

Maciunas) 475· 546 

Drawing Chalk Circles (Outdoors) (Robin Page) 517 

DRIP MUSIC (DRIP EVENT) (George Brecht) 65· 

133, 155, 169, 189, 197, 227, 234, 492, 501, 512, 514, 519, 521, 

529' 527' 524, 526, 540, 546, 550 

the dry sheet of paper piece (T omos Schmit) 350, 537 

duet for performer(s) and audience 

(Emmett Williams) « 5.s43 

Duo for Mouths, Tubes and Micros 

(George Maciunas) 138· 519 

Duo - 1961 for Voice and a String Instrument 

(Benjamin Patterson) 19· 26· 510 

EAR PIECE (Terry Riley) 21, 10. 9o, 94, 99, 265, 332, s10. 

515-516, 519, 522, 532, 569 

Economisch concert (Wim T. Schippers) 275, 331, 533 

BIN ENGELSKONZERT (HOMENA]E A 

HINDEMITH) (Tomas Marco) 381, s39 



Ekstasis (Vuji Takahashi) 54, 513, 572 

EL RECORRJDO JAPONES (Juan Hidalgo) 35o, 
390, .539 

el sobre verde (Juan Hidalgo) 381, 539 

En moins que une minute I (Dick Higgins) 197, >26->27 

En moins que une minute II (Dick Higgins) 526-527 

En moins que une minute III (Dick Higgins) 526-527 

Entrance Music - Chair Composition (Nam June Paik) 523 

Erotica (Dieter Hulsmanns) 94, 96, 99, 516, 558 

Etude Platonique No. sf or Orchestra and Street Noises 

(Nam June Paik) 36• 511 

EVENT: 10 (Robert Watts) 14z. 227, 432-433, 443, 520, 524, 

527, .529, 542, 543 

EVENT: 13 (Robert Watts) 140, 432-433, 519, 52z. 527. 542 

Expanded Cinema (Eric Andersen) 351, 537 

Exposing a Cigarette Box (Frank Trowbridge) 169, 525 

F/ H TRACE (Robert Watts) 396, 495, 540 

Fettecken (Joseph Beuys) 287, 533 

Fifth Biblical Poem for Three Voices (Jackson Moc 
Low) 145, 264, s20, sJ1, 563 

fill: with own imagination (Arthur K0 pcke) 180, 259, 352, 524 

Five Piano Pieces for David Tudor (Sylva no Bussotti) 
5 1, 146-147, 20.C, 206, 209, 210, 512, 520, 528, 551 

FLASH PIECE Mieko (Chieko) Shiomi 445,542 

Fluitconcert no. 2 (Willem de Ridder) 331, 535 

FLUTE SOLO (George Brecht) 138, 519, 522 

Flux and Form No. 7 and 14 (Philip Corner) 54, 513 

Fluxclinic (Hi Red Center) 111, 430-431, 492, 495-496, 

507-509, 542, .547, 558 

Flux Ping Pong (George Maciunas) 495, 504, 547 

Flux Soccer (George Maciunas) 495, 505, 547 

Flux Sonata for Harpsichord (Nam June Paik) 467. 468, 

480, 544 

Fluxus Champion Contest (Nam June Paik) 111, 525 

FLUXUS LEAFLET CONCERT (Brian Lane) 433-435. 542 

FOLIO (Earle Brown) 51 • 51 2. 551 

Fontana Mix (John Cage) 147, 520, 523, 525, 552 

"For A. Knowles - Eat - Gymnastics - Rest" 

(Geoffrey Hendricks) m, 387, 419, 426, 428, 539, 542 

four-directional song of doubt for five voices 
(Emmett Williams) 60, 86, 141, 189-190, 192, 228, 264, 

303, 514, 520, .522, 524, 526, 529, 532, 534 

Four-Directional Song of Doubt for Five Whistles 

(Emmett Williams) 228, 264, 266, 529 

"Four Piano Pieces" (George Brecht) 395, 540 

Foyer Balloon Event 542 

Frogs Playing Harpsichord (George Maciunas) 468• 

481, 545 

Galerie Llgitime 43
• 

46
• 

554 

Galerie Ugitime - The Frozen Exhibition 

(Robert Filliou) 517 

Gdngsdngfor Ben Patterson (Dick Higgins) 190, 526-527 

Ge/ton a pjesa (Vytautas Landsbergis) 370, 538 

Generalized Constellation (Constellation No. 6) 

(Dick Higgins) 398, 524, 540 

Gesti sul Piano (Giuseppe Chiari) 55, 513, 523 

GESTURES (Ben Vautier) w,537.543 

Gifts (Arthur K0pcke) 517 

"Gloves" (Dick Higgins) 237, 244-245, 530, 540 

Grab Bag Piece (Terry Riley) m, 255, 531 

Graph is 24 (Dick Higgins) 526, m 

Graphis 62 (Dick Higgins) 189-190, 192. 197, 265, 526, 521 

Graph is 82 (Dick Higgins) 10, 515, 522 

Graph is 110 (Dick Higgins) 229, 529 

Graphis 117 (Dick Higgins) 10, 90, 515 

Graph is 118 (Dick Higgins) 140, 159, 168- 169, 209, 218, 337, 519, 

527-528, 536 

Graphis 119 (Dick Higgins) ,,. 

Graphis i20 (Dick Higgins) 524 

Gravity Piece (Dick Higgins) 526 

Griller - grafisk komposition for pianist (Lars Johan 

Werle) 52, "" 575 

Half Time 1963for Piano (Nam June Paik) 326, 535 

Harpsichord Aire (George Mociunas) 466- 467. 478, 544 

Harpsichord Music (Joe Jones) 468, 481, 545, 558 

Harpsichord Music for George Maciunas (Yasunao 

Tone) 467, 480, 544, 573 

Harpsichord Piece (Yoshimasa Wada) 469, 545, 574 

Harpsichord Piece for Blind Man (Ben Vautier) 469
• 

482, 545 

Heavy Water (Ken Friedman) 542 

Homenaje a Rossini (Guillermo Tell) 

(Tomas Marco) 379, 388, 539 

Homenaje a Strawinsky (El pajaro defuego) 

(Tomas Marco) 379, 388, 539 

"Hommage a Bussotti" (Henning Christiansen) 146 

Hommage a Eric Andersen - Acognitive Culture - Eu

ropean Shades - A Part of a Consequence of 

Absolute Art (Eric Andersen) 219, 528 

Hommage a l'Allemagne (Daniel Spoerri) 168• 111, 118, 524 

IBM FOR MER CE CUNNINGHAM 

(T oshi lchiyanagi) 143
• 

520
• 

522 

In memoriam Hans van Sweeden 

(Misha Mengel berg) 328, 337, 535-536 

IN MEMORIAM TO ADRIANO OLIVETTI (George 

Mociunos) 19, 21, 59, a., 94, 133, 156, 166, 169, 179, 206, 

208, 226, 233, 237, 238, U6-247, 264, 298, 395, 408, 432-433, 

447, 510, 514, 519, 521, 524, 528, .529, 530, .531, 540, 542 

INCIDENTAL MUSIC Five Piano Pieces (George 

Brecht) 53, 83, 169, 326-327, 513, 523, 525, 535 

Indeterminacy (John Cage) 204, 206, 209, 528, 552 

Infiltration - Homogen fur Cello (Joseph Beuys) 456, 543 

Instruction (for Piano) (Voriaki Matsudaira) 513 

INSTRUCTIONS FOR A DANCE (Simone Forti 

(Morris) 265, 532, 554 

Interruption Music - for J.C. (Alison Knowles) 375- 376• 

415, 418, 425, 538, 541 , 550 

INWARDS - OUTWARDS 

(Henning Christiansen) 217, 528 

Journal II (Misha Mengelberg) 331, 535 

Jukebox-deco/lage (Wolf Vostell) 1o8,>16 

Kajfestykker (Henning Christiansen) 311, 316,>34 

586 



587 

Keyboard PieceNo.1 (Ben Vautier) 467,479,544 

Klavierstucke I-II and/ or IV 

(Karlheinz Stockhausen) S6, 513, 572 

Kleenex (Wolf Vos tell) 10, 91, 94, 98, 101, 135, 158, 166, 169, 181, 

511, 515-516, 519, 522, 524 

Komposition fur 2 Musikanten (Joseph Beuys) 167, 525 

KQRPER UND KLOPFEN 

(Henning Christiansen) 310, 315, 534 

Kukei (Joseph Beuys) 287, 294, 533 

L'Autrisme (Robert Filliou) 283, 285, 298, 533 

Laforetchante(AFSRINMOR C.230) 216,532 

LAUGHING 1963 (Willem de Ridder) 9.273.279, 329, 

338, 532, 535, 536 

Le Tombeau de Pierre Larousse (Fran~ois Dufrene) 523, 553 

Le Voyage de la Galerie Ugitime (Robert Filliou) 512 

Lecture Number One (Dick Higgins) 376, 386, 538 

Les cimetieres - /es casernes - les Super Marches - les 

Eglises - les Commissariats - les Palais de 

justice - les Hopitaux - les Marches aux 

Puces - Doivent Ure consideres Musees Locaux 

d'Art TOTAL (Ben Vautier) 236, 530 

LETTERS FOR IRIS NUMBERS FOR SILENCE 

(Jackson Mac Low) 65, 138, 221. 273, 512, 514, 519, 

529, 522, 532, 563 

lexicon-poem (Tomas Schmit) S31, 253, 256 

"Light Event" (George Brecht) 526
• 

5
21 

Linien und Punkte (T omos Schmi t) 544 

litany and response no. 2 for alison knowles (Emmett 

Williams) 138, 169, 328, 332, 519, s22, s2s, sJs 

Litany Piano Piece #1 for Emmett Williams 

(Dick Higgins) 398, S25, 540 

Living Sculpture (Ben Vautier) 113, 517 

LIVING-ROOM MUSIC (T om6s Marco) 379, 389, 539 

madrigal de otofio (Walter Marchetti) 380, 390, 539 

MALLARD MILK (George Brecht) 66, 88, 301, 514, 533 

MANDALA (Walter Marchetti) 380, 389, 539 

Matbit till Dick Higgins ("Food Piece for Dick Higgins") 

(Bengt al Klintberg) 190, 198, 330, 526, 527, 535 

Max's Kansas City (Open Work) (Al Hansen) 457
, 

543 

Meaningful Lives through Meaningful and Rewarding 

Work (Dick Higgins) 398
• 

41
2. 

540 

Measuring with Objects (Robert Filliou) 10>, 511 

MEETING (Ben Vautier) 445, 450, 543 

methods & processes (Benjamin Patterson) 67. 360, 515, 

522, 537 

Metodik (Collective composition) 210, 528 

MICRO 1 (T akehisa Kosugi) 72, 141,273, 326, 360, 512. 520, 

522, 532, 535, 537-536, 560 

Misfit Among Misfits (Robert Filliou /Arthur K0pcke / 

Gustav Metzger/ Robin Page/ Daniel 

Spoerri/Ben Vautier/Emmett Williams(?)) 517 

Model/ I, II, III (Boguslaw Schaeffer) 5l, 569 

Moving Theatre No.1 (Nam June Paik) 94, 99, 101-10>, 516 

Mr. Laurel Has to Become a Bird (Staffon Olzon) 18
2. 

525 

Music for 'The Marrying Maiden ' (John Cage) 148, 512. 

520, 523, 552 

MUSIC FOR ELECTRIC METRONOME 

(T oshi lchiyanagi) 522 

Music for Piano No.1-7 (Toshi lchiyanagi) 54, 513 

Music for Piano No. 2 (T oshi lchiyonagi) 5
22 

Music for Piano No. 5 (T oshi lchiyanagi) 146, 520, 522 

Music for Piano No. 7 (T oshi lchiyanagi) 512, 522 

Music in Harpsichord (Anne Vautier) 468, 481, 545 

Music Walk (John Cage) 56, 165, 513, 552 

music while you work (Arthur K0pcke) 114, 126, 144, 169, 

171, 225, 253, 255-256, 272, 279, 330-331, 337, 343, 419, 428, 

453-455, 457, 459, 463, 517, 520, 522, 525, 529, 531-532, 

535, 542-543 

Musical Drum (Joe Jones) 474, 487, 545, 558 

Musical Process No. 2 "Vocal Composition, January 

1959= The Sound of the Animal Dying Thirteen 

to One" (Dick Higgins) 416, 424, 541 

Nemuzika Nr. 2 (Vytautas Landsberg is) 370, 538 

New Constellation (Constellation No. 7) 

(Dick Higgins) 133, 168, 226, 539, 540 

New Piece for Charlotte (Nam June Paik) 455-456, 544 

News (Robert Watts) 521 

Newspaper Music (Alison Knowles) 396, 410, 418, 426, 

540, 542 

- NIE WIEDER - NEVER - JAMAIS / ein de-coll/ age

Ereignis (Wolf Vost ell) 284, 290-291, 533, 574, 586 

Night Music (Richard Maxfield) 148, 512. 521, 523, 525 

Nivea Cream Piece - for Oscar Williams (Alison 

Knowles) 133, 1s1. 191, 198, 418, 426, 519, 527, 542, 560 

no event (Robert Watts) 237-238, 249, 530 

NO SMOKING EVENT (George Brecht) 67, 89, 515 

One for Violin Solo (Nam June Paik) 30, 40, 64, 166, 239, 

395, 447, 510, 514, 522, 530, 540, 567 

Opera 14 (Eric Andersen) 253, 255, 531 

Opera 25 ("Divide the people present ... ") 

(Eric Andersen) 251, 255, 258, 348 

Opera Sir 19 (Vytautas Landsbergis) 370, 538 

"Opera Piece" (Nam June Paik) 396, 540 

Opus ("Give a person or a group ... ") 

(Eric Andersen) 536 

Opus ("I regret .. . ")(Eric Andersen) 531 

Opus ("Place stamps ... ") (Eric Andersen) 531 

Opus ("Please accept an instrument ... ") 

(Eric Andersen) 531 

Opus ("Select some objects") ( Eri c Andersen) 531 

Opus ("The enclosed material") (Eric Andersen) 531 

Opus ("To Recall") (Eric Andersen) 145, 520 

Opus ("What appears as the essential") 

(Eric Andersen) s31 

Opus4 ("THE VALUE CARD FOR ERIC 

ANDERSEN") (Eric Andersen) 349.537 

Opus 14 (Eric Andersen) 255 

Opus 17 (Eric Andersen) 145. 200, 520 

Opus 20 (Moving) (Eric Andersen) 216, 311, 348, 528, 534 

Opus 21 (Eric Andersen) 218, 528 

Opus 22 (Eric Andersen) 208, 528 

Opus 27 (Eric Andersen) 258, 531 



Opus 30 (Eric Andersen) 219, 529, 531 

Opus 35 (Eric Andersen) 331
• 

535 

Opus 38 for piano and voice (Eric Andersen) 321, 535 

Opus 42 (Eric Andersen) 531 

Opus 45 (Eric Andersen) 531 

Opus 46 (Eric Andersen) 531, 534 

Opus 47 (Eric Andersen) 531 

Opus 50 (Eric Andersen) 531
• 

534 

Opus 51 (Eric Andersen) 531
• 
536 

Opus 52 (Eric Andersen) 334-335, 536 

Opus 99 (Eric Andersen) 456
• 

459
• 

543 

Opus 101 (Eric Andersen) 458, 544 

ORGANIC MUSIC (T akehisa Kosugi) 328, 535, 560 

OZUP-Bons (POSTALISCHE AKTION) (Ludwig 

Gasewitz) 286, 533 

Paintings to Drive Nails Through (Arthur K0pcke) 517 

PAPER PIECE (Benjamin Patterson) 3', 64, 134-135, 158, 

168, 110, 116, 1n, 22s, 231, 2J2, 2Je, 265, 266, 212, 278-279, 

334, 376, 386, 397, 401, 414, 419, 427, 511-512, 514, 517, 519, 

523, 529, 530, 532, 536, 538, 540, 541, 542 

Pantomime (Annelise Rosberg/Robert World) 204, 

209' 528, 555 

Papieren Konstellaties (PK) ('Paper Constellations') 

(Willem de Ridder) 99-101, 101, 213 516 

Pastoral Symphony (Richard Maxfield) 148, 512, 521, 523, 525 

Pfre Lachaise no. i (Robert Filliou) 523 

Performance Piece #8 (Alison Knowles) 398• 412• 541 

Permutations sans fin (Brion Gysin) 523, 555 

Phonetic poems (Raoul Hausmann) 165, 525, 556 

Piano Activities (Philip Corner) 54, 58, 62, 12, 83, 92, 274, 

368, 513-515, 522, 536, 553 

Piano, Activating the Door (Nam June Paik) 473, 486, 545 

Piano Composition no.1 for Nam June Paik 

(George Maciunas) 228, 234, 529 

Piano Composition no. 4 for Nam June Paik 

(George Maciunas) 359
• 

537 

Piano Composition no.10 for Nam June Paik 

(George Maciunas) 147
• 

359
• .io 

Piano Composition no.11for Nam June Paik (George 
Maciunos) 33, 41-42, 54, BJ, 12a, 147, s11. s1J, s20, s2J 

Piano Composition no.12 for Nam June Paik 

(George Maciunas) 34
• 

511 

Piano Concerto (Rene Koering) 397, 411, 540, 560 

Piano Concerto No. 2 (Dick Higgins) 138, 519 

Piano Piece (Jed Curtis) 56, 513 

PIANO PIECE, 1962 (George Brecht) 56, 83, 228, 214, 

280, 395, 513, 525, 529, 532 

Piano Piece for David Tudor #1 (La Monte Young) 52
• 

82, 327, 342, 513 

Piano Piece for David Tudor #2 (La Monte Young) 128, 

147, 169, 228, 520, 523, 527, 529 

Piano Piece for David Tudor #J (La Monte Young) 525 

Piano Piece for Terry Riley #1 

(La Monte Young) 98-
99

• 
516 

Piano Pieces for David Tudor (Henning Christiansen's 

version) (Sylvano Bussotti) 520 

Piano piece n° l deBen (Ben Vautier) 396 

PIANO PIECE NO. 5 (Toshi lchiyanagi) 228, 529 

Piano Pieces (Terry Jennings) 51, 512, 558 

Piece for 2 Pianos & Magnetic Tape (Terry Riley) 523 

Piece for Brass (George Maciunas) 494, 503, 546 

Piece for Nam June Paik (Sylva no Bussotti) l43, 5l1, 

520, 522 

Piece for Professor Neumeyer (Nam June Paik) 470, 545 

Piece for Richard Maxfield (Joseph Byrd) 59, 132, 248, 512, 

513, 518, 521, 530, 551 

Plastique/ Public Amusement/ Baudruche de Ben 
(Ben Vaut ier) 397, 400, 413, 540-541 

Poem (Frank Trowbridge) 524 

Poem for Chairs, Tables, Benches, etc. (or other sound 

sources) (La Monte Young) 65, 265, 490, 514, 532 

Poema ambiente (Alain Arias-Misson) 361, 364, 538, 548 

Poesie phonetique (Rooul Hausmann) 521 

Poi Poi Symphony No.2 (Robert Filliou) 522 

Point and Counterpoint (Cioni Corpi) 523• 552 

POND (Benjamin Patterson) 144, 169, 190, 197, 204, 206-207, 

520, 526-528 

Populiarus koncertas (?) 311, 538 

Potential (Konrad Boehmer) 55, 513, 549 

Prelude (Philip Corner) 538 

Problem 4 (E ric Andersen) 531 

Proposition (Alison Knowles) 114, 116, 145, 191, 517, 520, 522, 

526, 560 

Quart D'Heure de Culture Metaphysique 

(Gherasim Luca) 523 

Quartet for Contrabass (George Maciunas) 169, 181, 524 

Radio Music (Richard Maxfield) 148, 520, 523, 525, 

Rainbow and the FLUXUS LEAFLET CONCERT 

(Brion Lane) 433-435, 542 

Rainbow Music No.1 (Ay-0) 494, 546 

RAINBOW NO. 2 FOR ORCHESTRA (Ay-0) 493, 546 

'Rainbow Music No.3' (Muzyka t~czowa nr.3) 494,503,546 

reading/work-piece No. 9 (Arthur K0pcke) 2
5

9 

reading/work-piece No.10 (Arthur K0pcke) 259, 352 

reading /work-piece No.11 (Arthur K0pcke) 531 

reading/work-piece No.12 (Arthur K0pcke) 531 

reading/work-piece No.16 (Arthur K0pcke) 310, 316, 

332, 534 

reading/work-piece No.18 (Arthur K0pcke) 5
3

1 

reading /work-piece No.19 (Arthur K0pcke) 335, 536 

reading /work-piece No. 22 (Arthur K0pcke) 329, 535 

reading /work-piece No. 31 (Arthur K0pcke) 308, 3lO, 

317-319, 534 

reading/work-piece No. 33 (Arthur K0pcke) 310, 531, 53' 

reading /work-piece No. 34 (Arthur K0pcke) 310, 534 

reading/work-piece No. 63 (Arthur K0pcke) 135, 518 

reading/work-piece No. 82 (Arthur K0pcke) 259, 349, 531 

reading/work-piece No. 93 (Arthur K0pcke) 349, 531 

reading/work-piece No.117 (Arthur K0pcke) 531 

reading/work-piece No.120 (Arthur K0pcke) 531 

reading/work-pieces (Arthur K0pcke) 126, 134, 215, 300, 

331, 349, 454, 537 

588 
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Registrering (Henning Christiansen) 2600 531 

Remote Music for Harpsichord (Larry Miller) 467,479,544 

Requiem (Dick Higgins) 523 

Requiem for March 17, 1848 (Dick Higgins) 5
12 

Requiem for Wagner, the Criminal Mayor 

(Dick Higgins) 148, 521, 525 

Revolving Door (George Maciunas/ Larry Miller) 473.s45 

Room Full of Balloons (Ay-0) 475, 546 

Saint Anthony's Blues (Jed Curtis) 41, 42, 511 

Sanitas 22 (Tomas Schmit) 337, 536 

Sanitas 35 (Tom as Schmit) 220, 238, 433, 529, 530, 542, 570 

Sanitas 79 (Tomas Schmit) 251, 253, 256, 531 

Sanitas 151 (Tam as Schmit) 433, 542 

Sanitas 165 (Tamas Schmit) 225. 529 

Sardinsdng ("Sardine Sang") 

(Staffon Olzon) 190, 192, 526 

SAXOPHONE SOLO (George Brecht) 13s, 169, 214, 

226-227, 519, 522, 529 

Schlaget Auf (Coralee Schneemann) 458-459, 544 

Schonwerk (George Brecht/ Robert Filliou) 466.5
4

4 

Second Ennead of Piano Pieces (Griffith Rose) 56
• 

513
• 

523, 569 

Sensatorium Minimaximum (Tomas Schmit) 3o9• 

315-316, 349, 534, 537 

SEPTET FROM "LEMONS" (Benjamin Patterson) 

35, 41-42, 69, 90, 143, 146, 169, 227, 234, 511, 515, 520, 522, 529 

SERENADE FOR ALISON (Nam June Paik) 94
• 

97
, 

106, 142, 169, 182516, 520, 522, 525, 526 

Sheet Music (George Brecht) 468, 480,544 

Shoes of Your Choice (Alison Knowles) 416, 422-423, 517, 541 

Shoes of Your Choice (II) (Alison Knowles) 378, 388, 539 

Shuffle (Alison Knowles) 265, 524, 532 

Sibirische Symphonie 1. Satz (Joseph Beuys) 167, 179-180, 

203, 524, 549 

Signs (Walter de Maria) 564 

Simple (Nam June Paik) 72, 92,515 

Simultaneous Bean Reading (Alison Knowles) 376, 386, 

418, 539, 542 

Simultaneous Operas for One-Eyed Poet and Million

aire (Emmett Williams) 102, 274, 516 

Singing de Sade (Robert Filliau) 544 

Smile Gently or Etude Platonique No. 5 (Nam June 

Paik) 36
"

11 

SOLO DANCE FROM "LEMONS" 

(Benjamin Patterson) 141, 160, 520, 522, 527 

SOLO FOR BALLOONS for J.P. Wilhelm 

(George Maciunas) 52
4 

SOLO FOR LIPS & TONGUE 

(George Maciunas) 45. 512
"
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SOLO FOR SICK MAN (George Maciunas) 64, 51 4 

Solo for Trumpet (Joe Jones) 493, 502, 546 

Solo for Ukulele (George Maciunas) 522 

SOLO FOR VIOLIN VIOLA CELLO OR 

CONTRABASS (George Brecht) 230, 329, 

396, 410, 530, 540 

Solo for Voice 2 (John Cage) 67. 94, 96, 10s, 514, 516, 552 

SONATA EN TRES TIEMPOS: ALCACHOFA (I), 

CALABAZA (II), MANZANA (III) 

(Juan Hidalgo) 381
.5

39 

Sonata quasi unafantasia (Nam June Paik) 31040
.5

11 

Sonate for klaver (Henning Christiansen) 2o0, 528 

song of uncertain length (Emmett Williams) 138, 519 

Sound Installation [title unknown] (Robin Page) 517 

Spel (Misha Mengelberg) 536 

Spontaneous Music (Robert Watts) 467, 480, 544 

SP0RGSMAAL og SVAR, opus 19b 

(Henning Christiansen) 260,531 

Stanzas (T oshi lchiyanagi) 512, 522 

Steam (Richard Maxfield) 148, 520,525 

Steam Engine (Joe Jones) m, 387, 418, 538, 541 

Stockroom (Allan Kaprow) 512 

STRAWBERRY SHORTCUT 

(Emmett Will iams) 3o3- 3o4.s34 

Street Piece (Alison Knowles) 516 

String Piece (Alison Knowles) 395, 416, 541 

STRING QUARTET (George Brecht) 60, 130, 239, 416, 

423, 514, 519, 522, 530, 541 

Structure (Henning Christiansen) 218.528 

Structure 1961 (Dick Higgins) 35, 210, 511 

Structures metalliques III (Pierre Mercure) 68, 89, 515, 565 

Structures metalliques No. 5 (Pierre Mercure) 14
o, 

519 

Stuk voor lijnen (Bob Lens) 335-336, 343, 536 

Stuk voor wekkers (Bob Lens) 324, 330, 335, 343, 535-536 

Stykke for Det kg/. Danske Musikkonservatorium, tileg-

net eksistentialisten Niels Viggo Benzon 

(Eric Andersen) 204
• 

208
• 

528 

Suicide Corner (Rabin Page) 111, 517 

Sun in the head (Wolf Vost ell ) 140, 300, 519, 533 

Symphony No. 3 (Dick Higgins) 512 

SYMPHONY NO. 3, 1964 (George Brecht) 492, 502, 

503, 546, 547 

SYMPHONY NO. 3, FLUXVERSION I 

(George Brecht/George Maciunas) 502,546 

SYMPHONY NO. 3, FLUXVERSION II 

(George Brecht/George Maciunas) 492
• 

503, 547 

Symphony No. 4 (Dick Higgins) 114, 517 

Tableau (Members of Eks-skolen) 204, 210 

Telepathic Music for Harpsichord Player 

(Robert Filliou) 469
.545 

ten arrangements for five performers 

(Emmett Will iams) 358• 364.537 

THANKS II (Jackson Mac Low) 60, 132, 399, 514, 518, 521, 

527, 541 

The Berlin Co-Invention No. 5 (The Nostalgia Factor) 

(Robert Filliou /Emmett Williams) 455, 543 

The Black and White Tea Party (Brian Lane) 5'2 

The Dog (Arthur K0 pcke) 351, 458, 537, 544 

the dry sheet of paper piece (Tom as Schmit) 350, 537 

the grey one the black one the red three. COLOUR 

POEM, FOR DENISE (Glyn Pursglove) 542 

THE ULTIMATE POEM (Emmett Williams) 3o<, 534 



the wet sheet of paper piece (Tomas Schmit) 350, 537 

Theatre Piece (Nam June Paik) 520 

THIS WAY BROUWN (Stanley Brouwn) 286, 533 

THREE LAMP EVENTS (George Brecht) 60, 395, 

433, 514, 525 

Three Piano Pieces for George Maciunas (Tomas 

Schmit) 169, 111, 470, 483, 525, 527 

Three Pieces for Audiences (Ben Vautier) 432-433, 542 

THREE YELLOW EVENTS (George Brecht) 148• 

169, 189, 432-433, 521, 523, 525, 526, 542, 545 

Time (Dick Higgins) 527 

To Recall (Eric Andersen) 145, 520 

Trace for Harpsichord (Robert Watts) 469, 482, 545 

Trace for Orchestra (Robert Watts) 395.408, 540 

Tree of Vowels (Robert Filliou) 517 

Tribute [to the greatest composer alive in Germany] 

(Jed Curtis) 22• 510 

TROIS BAGATELLES for David Tudor 
(GyOrgy Ligeti) 54, 98, 101, 147, 169, 204, 2oa, 21s, 219, 

356-359, 365, 513, 516, 520, 522, 524, 528-529, 537, 562 

TV Bra for Living Sculpture (Nam June Paik) 455
• 

544 

Two Contributions for the Theater (for any retired 

dancer) (Dick Higgins) 94.143,516,520 

TWO DURATIONS (George Brecht) 148,301.432,m, 

521, 523, 533, 542 

TWO FOR HAMI BAY (Dick Higgins) 526-521 

TWO INCHES (Robert Watts) 61, 81, 132, 111. 221, 231-238, 

247, 264, 273, 279, 331, 514, 519, 521, 524, 526, 529, 530, 

532, 535, 574 

Tying-up Piece for Christo (Ben Vautier) 395.407,540 

universal poem (Emmett Williams) 111, 517 

Variaciones i965 (Walter Marchetti) 380, 390, 539 

VARIATIONS FOR DOUBLE-BASS 

(Benjamin Patterson) 20, 26-28, 59, 84-85, 140-142, 

160, 510, 512, 514, 520, 522, 567 

Variations on Dick Higgins's "Graph is 62" (Bengt of 

Klintberg) 197 

Version af Sylvano Bussottis tredie stykke af "Five Pieces 

for David Tudor" (lb N 0 rholm) 204, 209, 528 

Violin Piece (T oshi lchiyanagi) 511 

Visible music I - Konzert fur einen Dirigenten und 

einen Instrumentalisten 

(Dieter Schnebel) 55, 51 3, 570 

Visible music II: Zeitbilder, "Solo fur einen Dirigenten" 

= Nostalgie, "Solo fur einen Dirigenten" 

(Dieter Schnebel) 41-42, 69, 90, 138, 511, 515, 519, 

522, 570 

voice piece for la monte young (Emmett Williams) 169 , 

22A-225, 269, 303, 305, 455, 529, 534, 543 

wash hands from methods & processes 

(Benjamin Patterson) 67, 515 

Water Music (T oru T akemitsu) 512 

What Who How (Stan Vanderbeek) 523, 572 

WHITE FOR GOVERNOR WALLACE (Emmett 

Williams) 264-267, 303-305, 532, 534 

WORD EVENT (George Brecht) 31, 40, 13>, 158, 169, 189, 

229, 265, 470, 511, 519, 522, 525-526, 529, 532, 540, 545, 550 

WORD EVENT (FLUXVERSION 1) (George 

Brecht/George Maciunas) 525 

Wurftexte (Ludwig Gosewitz) 94. 516, 555 

X-Aleas (Jean-Clarence Lambert) 523 

yes-piece (Tomas Schmit) 351, 537 

Yes, yes Hansjorg Mayer (Alison Knowles) 525 

YOUNG PENIS SYMPHONY(Nam June Paik) 176• 

206, 523 

Zen for Film (Nam June Paik) 497,521 

Zen for Head (Nam June Paik) 61, 87, 338, 343, 396, 410, 514, 

536, 540, 575 

Zen for Walking/ Dragging Suite 

(Nam June Paik) 102• 516 

ZYKLUS fur Wassereimer (oder Flaschen) 
(Tomas Schmit) 144, 169, 216, 282, 350, 441, 445.451, 

520, 532, 537, 543, 569 
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EDITOR'S NOTE 

Exact knowledge of the European Fluxus 
festivals is difficult, if not impossible to 
obtain - contradictory accounts and 
statements make it all the more 
challenging to produce an undisputed 
reconstruction of a historical event that 
was composed of a multitude of actions 
and led to individual experiences of 
many different persons. 

In the essays on the festivals, we have 
included many different sources In order 
to research and write about the course of 
events. However out of respect for the 
artists, whose history we are focusing on, 
we would like to add a further level to this 
book and will collect and Include artists' 
and eyewitnesses' statements, also if they 
may be contradictory to the essays In this 
book. These texts will form an integral 
part of our project and will be valuable 
sources for further research. As the 
number of accounts will hopefully 
increase during the time of the book's 
circulation, I would like to encourage all 
readers to send us an email, so updates 
can be sent to you. 

We are looking forward to any further 
information on the European Fluxus 
events. 

Petra Stegmann 
(ego@lnarcadia.de) 





ERRATA 

The texts on Copenhagen in this catalogue deviate in a most 

unfortunate manner from what actually happened on the scene 

during the years 1962 to 1968. Additionally quite a number of 

mistakes and misinformation appear. 

The main characteristic of Fluxus in Denmark during the years 

1962 - 1968 was an alliance between Arthur K0pcke and I. We 

met for the first time at the festival in Nikolaj in '62. Addi came 

from the art scene and i came from the music scene, where I 

had had my first performance organized by OUT in the 

Thorvaldsen Museum in January 1961. 

During the years 62-68 Addi and I organized a vast number of 

performances in Copenhagen, other places in the country and 

in other countries. Christiansen took part a few times as 

assistant during 1963 and 1964 and sometimes he performed 

a work on his own. 

We were grateful to The Art Library for the shown generosity 

in giving us full access to the premises without paying rent or 

anything else. Pedersen, however, never played any role in the 

activities. 
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None of the 2 ever took part in the planning and organization 

of these occurrences and had nothing to do concerning 

decisions about content or format. Only Addi and I were in 

charge of the whole lot. 

This overwhelming characteristic of Fluxus in ·Denmark is 

strangely enough not mentioned in the articles. 

On the contrary, most of our activities during these years are 

left out. Just to mention a few from the first 4 years: 

March 63 in Nikolaj 

April 63 in Nikolaj 

April 63 in Pilestrcede 

April 63 Birker0d Statsskole 

Aug. 63 in Nikolaj 

Oct. 63 Th. Langs Seminarium 

Nov. 63 Birker0d Statsskole 

Dec. 63 Nikolaj 

Feb. 64 Virum Statsskole 

April 64 Gallery Allen 

Sept. 64 Gallery Svinget 

Dec. 64 Pedestrian street Str0get 

March 65 Gallery Svinget 

Oct. 65 Nikolaj 

Oct. 65 Tivoli 

Dec. 65 Den Frie 

Feb. 66 Arhus Kunstmuseum 
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March 66 The National Museum 

June 66 K0benhavns Hovedbibliotek 

June 66 Magleas H0jskole 

June 66 Studenterforen i ngen 

June 66 Thorvaldsens Museum 

Aug. 66 Studentersamfundet 

Aug. 66 Kolding Gymnasium 

Sept. 66 Gallery Knabrostrrede 

Oct. 66 Charlottenborg 

Of course I understand that all these single occurrences can't 

be extensively dealt with in this catalogue. But it is quite 

interesting that many of them, not to say most of them, were 

far more important than e.g. the rather academic concert at the 

Conservatory or some of the events in Nikolaj mentioned in the 

articles. 

It is also important to emphasize that Christiansen never was 

part of the Fluxus network. And he certainly did not participate 

in the festival in Nikolaj in 1962. 

Here are some solid facts that can't be disputed: 

1) We are very lucky to have had a most pedantic book-keeper 

among us. Maciunas made exact accounts concerning who was 

where, how and why. Produced long lists and diagrams, 



published newspapers with programs, pieces and publications 

plus designed with great care graphic monograms from our 

names. He really included everybody to inflate Fluxus to the 

maximum. Nowhere or at any time is the name Christiansen 

mentioned. If you consult the complete collection of graphic 

monograms by Maciunas, just published by m.a.x.museo in 

Chiasso, you will find lots of names you never have heard 

about, who Maciunas just had met briefly but quickly included 

in Fluxus for the sake of volume. Christiansen is not included. 

If Christiansen in the slightest way had appeared for not to 

mention performed in the Fluxus festival in 62, he would of 

course had been included at one time or another. 

2) All Fluxus artists participating in the festival agree that 

Christiansen did not in any way take part in the festival. 

3) Christiansen claims that he performed on a ladder fishing in 

a grand piano. There was never a grand piano in Nikolaj during 

the Flux evenings in 1962. 

Concerning the article on the festival in 1962 from page 123 

to page 153: 

It is claimed in the article that 6 concerts took place. This is 

not true. Only 4 concerts took place with Fluxus artists 

participating. After the concert on November, 26th all the 

artists left Copenhagen with only K0pcke and I remaining in 

town. The 2 last concerts were entirely pure OUT concerts, 
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where none of us had any influence on the programs. And 

none of us participated in any way. 

The mentioned programs of all the concerts are mostly fictional. 

The author has probably found a list with the intentions of 

George Maciunas. However most of these intentions were 

never carried out. We all met every day around noon to decide 

collectively what program to perform. Some pieces mentioned 

by the author was performed, some not. Some were performed 

in other ways and mostly in another sequence. All the 

mentioned anecdotes ascribed to Pedersen are equally fictional. 

Concerning the article on 2 evenings in 1963 from page 213 to 

page 220: 

Only 1 evening took place. The program for June, 6th that the 

author has found was just a rough sketch to be discussed at a 

later time. Neither K0pcke, Higgins, Christiansen nor Davidsen 

performed or had any pieces performed. 

Concerning the article on 2 concerts in 1963 from page 251 

to page 262: 

All of the author's airy speculations on Christiansen's 

participation are based on a letter I wrote to the municipality 

in a court case. The author knows that this letter is an entire 

fabrication. The only reason why pieces by K0pcke, Terry Riley, 

Jed Curtis and me were ascribed to Christiansen was because 



he was teaching at The Royal Danish Conservatory and played 

clarinet in The Royal Guard. The 4 of us who had made and 

performed these pieces were regarded as cultural terrorists by 

the official Denmark. The only piece performed by Christiansen 

was the one with lawnmowers. 

Concerning the article on the festival in 1964 from page 297 

to page 320: 

The anecdote ascribed to Pedersen with regard to the shirt and 

tails is untrue. Kopcke, Schmit, Williams and I were one 

evening discussing how we could refresh the festival a bit. We 

agreed that we as a surprise would appear in shirt and tales one 

of the evenings. Kopcke tried to get the chairman of 

Majudstillingen, Gunnar Aagaard Andersen, to sponsor the 

rental but with no result. He then tried Pedersen, who agreed 

to cover the costs. In the chronology presented in this 

catalogue it is stated that Christiansen might or might not have 

taken part in the planning and organization of this festival. 

He was not. It is quite clear since he was the only participating 

artist that did not have a solo evening program. He was only 

included in the collective evening. From the photos of that 

evening it is evident that he was not even informed about the 

dress code. 

Eric Andersen November 2012 
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