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Foreword

It seems fitting that the Whitney Museum of Amer-
ican Art should present the first New York retro-
spective of the work of Nam June Paik, the artist
who has played the most significant role in the
evolution of video as an art form in the United
States. During the 1970s, the Film and Video
Department of the Whitney Museum became a
major force in establishing the acceptance of video
as an art form and in making the achievements of
video artists available to a wide audience. The New
American Filmmakers Series, the precursor of the
Film and Video Department, was begun in 1970
with support from the Ford Foundation and the
Rocketeller Brothers Fund. That was the first major
extension of its programs since the Whitney
Museum was founded, forty years earlier, and our
activities on behalf of filmmakers involved in non-
commercial projects soon became the strongest
source of support and recognition tor independent
American film. The first video exhibition ever held
in a New York museum took place at the Whitney
in 1971. John Hanhardt, who became Curator of
the Film Department in 1974, began including
video art as a regular part of the programming at
the Museum in 1976, and the name of the depart-
ment was changed to acknowledge our continuing
commitment to video. The addition of video was
made possible with support from the Rockefeller
Foundation.

The development of portable video systems in
the early 1960s constituted a revolution in the
technology of television. No longer was the me-
dium inaccessible to anyone outside the small
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world of network broadcasting. Artists found in
video a reasonably inexpensive, easy-to-use me-
dium whose expressive possibilities were enor-
mous. Much of the credit for the growth of video
art belongs to Nam June Paik, who was the first to
perceive its aesthetic potential. His influence on
other artists has been profound and widespread.
This exhibition and publication provide an oppor-
tunity to study the broad range of Paik’s accom-
plishments as a composer, performer, and video
artist. Each of the four essays in this book elabo-
rates on a different aspect of his career, and we are
grateful to the contributors for sharing their
Insights.

This is the largest retrospective exhibition
organized for presentation in our exhibition galler-
ies by the Film and Video Department. John Han-
hardt and his staff deserve tremendous credit for
making such a complex project successful. This
endeavor could not have been possible without the
complete cooperation ot the artist. The lenders to
the exhibition have been both generous and ex-
tremely cooperative throughout the organization of
the exhibition. Because of the complex nature of
the equipment required both for the exhibition
itself and the special performances scheduled in
conjunction with it, financial support was a neces-
sity. We extend sincere thanks to the National
Endowment for the Arts, the New York State Coun-
cil on the Arts, the Rockefeller Foundation, Sony
Corporation of America, and Mr. and Mrs. Howard
Wise for their help in making this exhibition
possible.

Tom ARMSTRONG
Director
Whitney Museum of American Art



Preface and Acknowledgments

Through the 1960s and 1970s video emerged and
established itself in America as a new art form. The
key figure in this development has been the
Korean-born composer, artist, and performer Nam
June Paik. His career is a series of landmarks in the
history of the transformation of television and the
appropriation of the new technologies of video into
contemporary art making. From Paik’s show at the
Galerie Parnass in Wuppertal, West Germany, in
1963, the first exhibition of video art anywhere, to
his recent collaboration exploring the projection of
video images by laser, Paik has set the example and
paved the way for others. As both artist and vision-
ary thinker, Paik has perceived the possibilities and
the impact that video would have when placed in
the hands of artists.

Paik’s art and his career have been informed by a
complex network of associations and relationships
with visual artists, composers, technicians, televi-
sion stations, and galleries, operating within sev-
eral different art movements. Paik’s wide-ranging
interests in all forms of art making and in the
exploration of aesthetic and scientific ideas have
shaped his aesthetic discourse, bringing myriad
resources and materials into his individual per-
formances and compositions, videotape projects,
and video sculpture. In addition, Paik refashions
earlier work in a process that constantly reflects on
the past while thinking about the future.

The chronology in this book surveys a career that
Is diverse and true to its anarchic Fluxus origins in
its order and documentation. We have been greatly
helped in preparing this section by the remarkable
photographic records provided by Peter Moore and
the archival materials on Fluxus artists assembled
by Barbara Moore. This material offers a unique
record of Paik’s performances and events. | would
also like to especially thank Charlotte Moorman
and her husband, Frank Pileggi, who have been a
major source of information and assistance. As
founder of the annual New York Avant-Garde Fes-
tival, interpreter of avant-garde music, and collab-
orator with Nam June Paik, Charlotte Moorman’s
presence and creative spirit are reflected

throughout this book. In addition, the photogra-
pher Mantred Leve has supplied photographic doc-
umentation of Paik’s early performances in
Germany, and Rolf Jahrling, whose Galerie Parnass
was crucial to Paik’s career in the early 1960s,
provided much-needed material and advice. |
would also like to extend my thanks to Howard
Wise and Mrs. H. Bonino, who provided important
information on Paik’s exhibitions at the Howard
Wise Gallery and Galeria Bonino, respectively, in
New York.

The essays review ditferent facets of Paik’s art
making. Dr. Dieter Ronte, director of the Museum
Moderner Kunst in Vienna, which holds the largest
collection of Paik’s early sculpture, interprets these
works; Michael Nyman, noted British composer
and the author of Experimental Music: Cage and
Beyond, surveys Paik’s compositions; David A.
Ross, director of the Institute of Contemporary Art,
Boston, discusses Paik’s videotapes; my own essay
examines the forms of Paik’s video sculpture, ob-
jects, and installations. | want to thank the authors
for their contributions, enthusiasm, and advice.

The bibliographies of writings on and by Paik
and the lists of Paik’s videotapes, one-man exhibi-
tions, group exhibitions, and performances have
been assembled by Callie Angell, Curatorial As-
sistant, Film and Video Department, and Elliot
Caplan, Research Assistant to the exhibition. In
addition, Callie Angell wrote the photograph cap-
tions, Elliot Caplan researched the photographs,
and together they developed the chronology mate-
rial. | want to thank them both for their editorial
assistance throughout the preparation of this book.

The organization of this exhibition has involved
the support and encouragement of many individ-
uals, first of whom have been the artist and his
wife, the video artist Shigeko Kubota. Nam June
Paik has been tireless in his efforts to make avail-
able the work and experiences of his career to date.
Previous exhibitions have provided invaluable in-
formation and guideposts for our research, es-
pecially the catalogues for the retrospectives
organized in 1974 at the Everson Museum of Art,




Syracuse, New York, by its then director James
Harithas and video curator David Ross, and in 1976
at the Kolnischer Kunstverein, Cologne, by its
director, Dr. Wult Herzogenrath.

The color plates of video images in this book
were made by a newly developed photographic
system which provides remarkable reproduction
directly from videotape. This was made possible
through the donation of materials and personnel by
Polaroid Corporation, Cambridge, Massachusetts;
Matrix Instruments, Inc., Northvale, New Jersey:
and Sony Corporation of America, New York.
Special thanks to Dan Restuccio, consultant; Bar-
bara Hitchcock, Polaroid Corporation; Art Shufelt
and ). David Chafaris, Matrix Instruments, Inc.;
John O’'Donnell, Dan Schwarzbaum and Carlo
Severo, Sony Corporation of America. This aspect
of the project was skillfully coordinated by Elliot
Caplan.

The generous donation of video equipment
made to this exhibition by Sony Corporation of
America has made possible the full realization of
many of Nam June Paik’s video works. | would like
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to thank: Akio Morita, Chairman and Chief Execu-
tive Officer, Sony Corporation; Kenji Tamiya, Presi-
dent ot Sony Corporation of America; Kenneth
Nees, Vice-President, Administration, and Secre-
tary of Sony Corporation of America. In addition |
want to express my appreciation to Howard Klein,
Director of the Arts Program, the Rockefeller Foun-
dation, for support of the exhibition and the real-
ization of the Paik/Baumann laser video.

| want to thank the following people, whose
services and advice have been so helpful in making
this book and exhibition possible: Shuya Abe,
Shridhar Bapat, Horst Baumann, Emily Green,
Andy Mannick, Laura Phifer, Ingeborg von
Zitzewitz, and Lisa Weinstein.

| want to especially acknowledge the extraordi-
nary effort made to complete this project by the
Film and Video Department of the Whitney Mu-
seum of American Art: Callie Angell, Curatorial
Assistant; Elliot Caplan, Research Assistant to the
exhibition; Janis Weinberger, Secretary: Richard
Bloes and Christopher Toy, Projectionists.

JoHN G. HANHARDT
Curator, Film and Video
Whitney Museum of American Art
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Nam June Paik: 1932-1964

Nam June Paik was born in Seoul, Korea, in 1932,
the son of a manufacturing family. He attended the
Kyunggi High School in Seoul, while taking private
music lessons in piano with Mrs. Shin Jae Dok and
studying composition. In 1949 the Korean War
forced the Paik family to leave Korea and move to
Hong Kong, where Paik attended the Royden
School. A year later they moved to Tokyo, and Paik
enrolled in the University of Tokyo to study music,
art history, and aesthetics.

In 1956, after graduating with a degree in aesthetics
and a thesis on Arnold Schonberg, Paik traveled to
Germany via Calcutta and Cairo to pursue his
interest in twentieth-century music. In Germany he
first studied at the University of Munich with
Thrasybulos Georgiades and then with Woltgang
Fortner at the Conservatory of Music in Freiburg.
During these years, he completed the composition
of String Quartet, and explored the use of tape-
recorded sounds in his compositions. Later, in
1958, Paik attended the International Summer
Course for New Music in Darmstadt, where he met
John Cage. Paik then settled in Cologne, enrolling
in the university and beginning work at West-
deutsche Rundfunk’s Studio for Electronic Music,
where Karlheinz Stockhausen was working.

Paik at the age of one, with
his father, Lak-Seoung Paik, in
Seoul, 1933.

Chong-Hi Cho, Paik’s mother,
in Seoul in the 1920s.

Paik's composition and performance activities at
this time were centered in the Cologne area. In
1959 he first performed Hommage a John Cage:
Music for Tape Recorder and Piano at Jean-Pierre
Wilhelm’s Galerie 22 in Dusseldorf. At Mary Bauer-
meister’s Atelier, an important outlet for Paik and
other young composers, he first performed Etude
for Pianoforte, in which he extended his activities
on the stage to the audience, jumping down and
cutting John Cage’s shirt and tie. He also continued
to do performances of his compositions in Ger-
many and Scandinavia and premiered Read Mu-
sic—"Do It Yourselt”—Answers to LaMonte Young
and Simple in the “Action Music” program at the
Liljevalchs Konsthall in Stockholm. At this time
Paik also performed in Stockhausen’s musical the-
ater piece, Originale, first presented at the Theater
am Dom in Cologne. Paik’s contribution to Orig-
inale included Simple, Zen for Head and Etude
Platonique No. 3.

In 1961 Paik met George Maciunas, founder of the
Fluxus movement—a loose, anarchic association
of artists who, in actions, exhibitions, compositions
and manifestos, created a rebellious alliance
against perceived institutions and trends in high
culture. At the time they met, Maciunas was in
Europe organizing and performing in Fluxus ac-
tions. Paik began his collaboration with the editor
and artist Wolf Vostell on the magazine de-coll/age,
which continued through 1964. Another Fluxus
activity in which Paik was involved was the “Neo-
Dada in der Musik” event in Dusseldorf at the
Kammerspiele. He pertormed there for the first
time One for Violin Solo, Sonata quasi una fantasia,
Smile Gently (Etude Platonique No. 5) and
Bagatelles Américaines. In 1962 Paik participated
In a number of events, including a “New Music”
program at the Kunsthandel Monet in Amsterdam,
where he first performed Moving Theater No. 1 and
Serenade for Alison. In 1963, in the “Festum Flux-
orum Fluxus” program at the Staatliche
Kunstakademie in Dusseldorf, Paik performed Pre-
lude in d-minor and Fluxus Champion Contest.
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In a 1959 letter to John Cage, Paik had expressed
his theoretical and artistic interest in television. In
early 1963, Paik purchased thirteen second-hand
televisions, and in March of that year had his first
one-man exhibition, and the first show ot his video
art, “Exposition of Music—Electronic Television” at
Rolf Jahrling’s Galerie Parnass in Wuppertal. This
large exhibition, which occupied many rooms,
included thirteen altered television sets, three pre-
pared pianos, and noisemakers. At the exhibition,
Joseph Beuys improvised an action in which he
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attacked one of Paik’s pianos with an axe. This was
the first exhibition of Paik’s prepared televisions
and marks the incorporation of this medium into
his art making. Later that year Paik traveled to
Japan, where he performed his compositions and
met Hideo Uchida, an electronics expert who
introduced him to the electronics engineer Shuya
Abe, with whom he collaborated on ways to trans-
form the video image. Paik and Abe also con-
structed at this time Robot K-456, a remote-control
robot that walked, talked and defecated.
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Paik (with Silvano Bussotti, right) in his studio on
Aachenerstrasse, Cologne, 1959. Photo by Manfred
Leve,

After the premiere of Hommage a John Cage: Music
for Tape Recorder and Piano, Galerie 22, Dusséldort.

azer ' h "8 November 13, 1959, The piano in the foreground was

ol _—
“ "I “, I ‘l ' il pushed over on its back by Paik as part of the
: 0 el o B qlu!!; : w8 Mg Y . performance, Photo by Mantred Leve

Paik cutting John Cage’s shirttail during the premiere of Etude for Pianoforte, Atelier Mary
Bauermeister, Cologne, October 6, 1960. Photo by Klaus Barisch.
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Paik climbing into a bathtub of water during the premiere of Simple in the “Action Music™ program,
Lilievalchs Konsthall, Stockholm, September 18, 1961. Photo by Lutfi Ozkok.
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Paik pertorming Sonata quasi una fantasia in the “Neo-Diae
program, Kammerspiele, Dusseldorf, June 16, 1962.



Paik performing One for Violin Solo in the “Neo-Dada in der
Musik” program, June 16, 1962,
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Paik in a Fluxus group performance in the “Neo-Dada in der

Musik” program, June 16, 1962. Photos on this and facing page

by Mantred Leve,
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Fluxus group performance in the “Festum Fluxorum Fluxus (Musik, Antimusik,

Das Instrumentale Theater)” program, Staatliche Kunstakademie, Dusseldorf,

February 2, 1963
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Paik conducting the premiere of Fluxus Champion Contest in the “Festum

Fluxorum Fluxus” program, February 2, 1963,
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Paik standing on stage after a performance of Benjamin Patterson’s Paper Music in the “Festum Fluxorum Fluxus”
program, February 2, 1963.

o
George Maciunas conducting Dick Higgins” Danger Music in the “Festum Fluxorum Fluxus” program, February 2,
1963. Photos on this and facing page by Manfred Leve.
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Paik’s first one-man exhibition, “Exposition of Music—Electronic Television,” Galerie

Parnass, Wuppertal, March 1963. Photos by Manfred Leve

Paik talking with Jean-Pierre Wilhelm, the owner of
Galerie 22, at the opening of “"Exposition of Music

Flectronic Television,” March 11, 1963. Photo by
Mantred Leve

P - . ' & 2
loseph Beuys attacking a prepared piano with an axe Random Access, 1963, noisemaker with phonograph
at “Exposition ot Music—Electronic Television,” March 11, records, at “Exposition of Music—Electronic Television,”
1963. Photo by Manfred Leve. March 1963. Photo by Manfred Montwe.
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Untitled work, 1963, at “Exposition of Music—Electronic Television,” March 1963. Photo by

Manfred Montwe.
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Prepared pianos at “Exposition of Music—Electronic Television,” March 1963. Photo by Manfred Montwe.
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Back view of prepared piano at “Exposition of Music—Electronic Television,” Galerie Parnass, Wuppertal, March 1963.
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Random Access, 1963, audiotape collage with magnetic audio heads, at “Exposition of Music—Electronic Television,” March
1963. Photos by Manfred Montweé.

Audiotape Reels, 1958-62. Audiotapes recorded by Paik for use in

Hommage a John Cage: Music tor Tape Recorder and Piano and other
works. Collection of the artist, New York. Photo by Peter Moore.
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Klavier Integral, 1958-63. Upright piano with alterations and additions. Museum Moderner Kunst, Vienna. Photo by Manfred Montwe.
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Paik performing Listening to Music Through the Mouth at “i xposition ot Music

Electronic Television,” Galerie Parnass, Wuppertal, March 1963. Photo by Manired

Montwe
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Fluxus Island in Décollage Ocean, 1963. Ink on paper, 40 x 57 cm. Museum Moderner Kunst, Vienna. Printed as a poster for

the magazine dé-coll/age, Cologne, 1963,






Nam June Paik: 1964-1968

After spending a year in Tokyo, Paik decided to visit
America, learn about its culture firsthand, and
meet with Fluxus artists he had encountered in
Europe—George Maciunas and Dick Higgins.
What had originally been planned as a six-month
stay in New York became permanent. This began
an extraordinary period of creativity, which in-
cluded his meeting with Charlotte Moorman, and
many performances and exhibitions.

Before he arrived in New York, a photograph of
Paik taken at the “International Fluxus Festival of
New Music” at the Horsall Stadtischen Museums in
Wiesbaden had been distributed in America, and
his composition One for Violin Solo had been
performed by George Maciunas in the “Fluxus
Concerts” in New York. After being in New York for
two months, Paik participated in a presentation of
Stockhausen’s Originale as part of the “Second
Annual New York Avant-Garde Festival” at Judson
Hall, organized by Charlotte Moorman, a classical
cellist by training and noted interpreter of avant-
garde music. At the opening of the festival, Paik
performed, for the first time, Robot Opera with
Charlotte Moorman and Robot K-456, which he
had brought with him from Japan, and which
played an audiotape of John F. Kennedy’s 1961
Inaugural Address. This event was Paik’s first of
many collaborations with Charlotte Moorman.

In October of 1964 Paik and Moorman, at the
invitation of artist Dieter Rot, did a performance at
the Philadelphia College of Art. During November

Paik performed for the first time at the Café a Go-
Go.

The year 1965 began with the performance of Paik’s
Cello Sonata No. 1 for Adults Only, performed by
Moorman at the New School for Social Research in
conjunction with Paik’s first one-man exhibition in
America, which included Magnet TV and other
works. Paik and Moorman traveled that summer to
Europe and performed in many cities, including
Reykjavik, Paris, Cologne, Frankfurt, Aachen, and
at the Galerie Parnass in Wuppertal in a twenty-

four-hour event which featured Paik’s Robot K-456.
The Galerie René Block organized a “Sixth Soirée”
in which the Robot Opera was performed with
Moorman at various sites in Berlin. Paik and Moor-
man returned to New York, where Moorman
organized the “Third Annual New York Avant-
Garde Festival” at Judson Hall and in which they
performed Variations on a Theme by Saint-Saéns;
Paik also performed in John Cage’s Theatre Piece.
Paik’s TVs were shown as part of John Cage and
Merce Cunningham’s Variations No. 5 with Elec-
tronic Television in a film by Stan Vanderbeek at

Philharmonic Hall.

In October 1965 at the Café a Go-Go Paik showed
his first videotape—of Pope Paul VI's visit to New
York, shot with a portable video camera he had
bought that day. Later in December, Paik presented
his first videotape recorder installation at the
Caleria Bonino in New York. He also received a
grant, on the recommendation of Porter McCray,
director of the Asian Cultural Program, from the
JDR 3rd Fund to support his activities in this new
medium. In November Paik’s work was presented
at the Filmmakers Cinematheque; the program
included Videotape Essay No. 1, Zen tor Film, and
Variations on a Theme by Robert Breer (with Moor-
man and Breer’s film Fist Fight).

1966 was a busy year. Among the events in the
United States was a performance with T. Kosugi in
“Toward a More Sensible Boredom” at the Film-
makers Cinematheque. Paik and Moorman traveled
to Europe, where they performed John Cage’s
26°1.1499" for a String Player in a “Gondola Hap-
pening” in Venice. Paik’s work was presented and
he did performances with Moorman in Cologne,
Berlin, Aachen and Copenhagen. In September
Paik premiered his video construction TV Cross in
“Visions of Today” as part of the “Art and Technol-
ogy” symposium of Fylkingen, Museum of Tech-
nology, Stockholm.

In January 1967, Paik and Moorman returned to the
United States and gave a performance of Opéra
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Paik at “Fluxus—
Internationale Festspiele
Neuester Musik,”
Horsall Stadtischen
Museums, Wiesbaden,
September 19, 1962,
This photograph was
distributed in the
United States betore
Paik’s arrival in 1964,
Photo by Dick Higgins.

Sextronique at the Philadelphia College of Art. Paik
was included in the “Festival of Light” exhibition
organized by the Howard Wise Gallery in that
same month. Then in February Moorman again
performed Paik's Opéra Sextronique at the Film-
makers Cinematheque. The performance was inter-
rupted by the police and both Paik and Moorman
were arrested: Charlotte Moorman was subse-
quently convicted on a charge of indecent ex-
posure and given a suspended sentence. Later that
year, Moorman performed Paik’s Variations No. 2
on a Theme by Saint-Saéns on “The Merv Griffin
Show” (WNEW-TV, New York) and Paik was in-
cluded in the Howard Wise Gallery “Light in Orbit”
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exhibition, the Jewish Museum’s “The Artist as
Filmmaker” program, performed with Moorman in
Amelia Earhart in Memoriam, and presented Elec-
tronic Television and Videotape Study in the
“Fifth Annual New York Avant-Garde Festival”
on the Staten Island Ferry. Paik also performed
in the Judson Gallery's “Twelve Evenings of
Manipulations.”

In 1967 Paik was invited by Alan Kaprow to
become artist-in-residence at the State University of
New York, Stony Brook, on Long Island. This came
about after the director of the Rockefeller Founda-
tion’s Arts Program, Norman Lloyd, and his as-
sistant director, Howard Klein, became interested
in Paik’s work. Paik was subsequently awarded a
generous grant from the Rockefeller Foundation for
his video research. In the course of 1968 Paik
participated in many exhibitions and programs; the
Galeria Bonino had another major exhibition,
“Electronic Art 11.” The year concluded with Paik’s
participation in the “Sammlung Hahn” (Wolfgang
Hahn Collection) exhibition at the Wallraf-
Richartz-Museum in Cologne, the “Cybernetic Ser-
endipity” exhibition organized by the Institute of
Contemporary Arts, London, and the Museum of
Modern Art's “The Machine: As Seen at the End of
the Mechanical Age,” organized by K.G. Pontus
Hulten.




George Maciunas performing Paik’s One for Violin Solo at a “Fluxus Concert,”

New York, April 11, 1964, before Paik’s arrival in the United States in June.
Photos by Peter Moore.
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Charlotte Moorman and Paik in their first performance together, “Second Annual New York Avant-Garde Festival,”
Judson Hall, New York, August 30, 1964

Charlotte Moorman and Paik with his Robot K-456, 1964,
a 20-channel radio-controlled robot that walks and talks
and excretes beans. Publicity photo taken before their
first performance together, at the “Second Annual

New York Avant-Garde Festival,” August 1964.



T Robot K-456 performing in Robot Opera, “Second Annual New York
Avant-Garde Festival,” August 30, 1964,
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oo : Robot K-456 performing on the street during the “Second Annual New
> &y York Avant-Garde Festival,” August 31, 1964.
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Moving Theater No. 2, hanging construction of ink Paik drinking out of a shoe during a performance of
and paper, at the “Second Annual New York Avant- Simple as part of Karlheinz Stockhausen’s Originale,
Garde Festival,” September 1964. Photos on this and “Second Annual New York Avant-Garde Festival,”
facing page by Peter Moore. September 8, 1964,
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Paik performing in Alison Knowles' Assorted Night Riders as part of the “Monday Night Letter” series, Cafe a
Go-Go, New York, November 9, 1964. Photo by Peter Moore.
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Paik’s first one-man exhibition in the United States, “NJ] Paik: Electronic TV, Color TV Experiments, 3 Robots, 2
/en Boxes & 1 Zen Can,” New School for Social Research, New York, January 8, 1965. Photo by Peter Moare.
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Paik and Charlotte Moorman performing Variations on a Theme
by Saint-Saéns, “Third Annual New York Avant-Garde Festival,”

Judson Hall, New York, August 25, 1965.

Paik (with bomb), Charlotte Moorman (with cello),
Takehisa Kosugi, and Gary Harris at the “Third Annual
New York Avant-Garde Festival,” August 26, 1965,

Paik performing in John Cage’s Theatre Piece, “Third Annual
New York Avant-Garde Festival,” September 7, 1965. Photos on
this page by Peter Moore.
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Paik watching a news broadcast about Pope Paul VI's

New York visit, during a performance at the Cafe a
GCo-Go, New York, October 4. 1965. On this same
day Paik had purchased his first portable videotape
recorder and had shot his first videotape, of the Pope's
visit. Photo by Peter Moore
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Paik and Charlotte Moorman pertorming their version of John Cage’s
26'1.1499" for a String Plaver at the Cafe a Go-Go, New York, October 4,

1965. Photo by Peter Moore.

Announcement for Paik's “Electronic Video Recorder” at the
Café a Go-Go, New York, October 4 and 11, 1965, “a trial preview to

main November show at Gallery Bonnino.”



Paik with his original Demagnetizer (or Life Ring), a circular electromagnet that alters wave patterns on
the television screen. New York, October 1965. Photo by Peter Moore.

Paik with his Magnet TV, 1965, an old television with a large magnet on top which can be moved
around to affect the image on the screen. New York, October 1965. Photo by Peter Moore.
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Untitled work-in-progress at “Electronic
Art.” Paik's tirst one-man exhibition at
Galeria Bonino, New York, November
December 1965,

Paik in his Canal Street studio, New York, October 1965,
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Paik pointing at an early videotape, displayed on a monitor with Paik with installation ot his videotape recorder and Robot K-456
his first portable videotape recorder. New York, October 1965. at his “Electronic Art” exhibition, Galeria Bonino, New York,
December 1965,



Charlotte Moorman performing Variations on a Theme by Robert Breer at the Filmmakers Cinematheque,
New York, April 22, 1966.

*

Paik pertorming Zen for Film, “New Cinema Festival |,” Filmmakers Cinematheque, New York, November 2,

1965. He is casting the shadow of his finger onto the screen. Photos on this and facing page by Peter Moore.
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The tirst version ot TV Cross, in the “Visions
of Today” symposium at the Museum of
lechnology, Stockholm, September 1966
Photo by Torbjorn Hogvall

Charlotte Moorman performing Opéera Sextronique at the Filmmakers
Cinematheque, New York, February 9, 1967, moments before her arrest
for indecent exposure. Photo by Dick Preston.

Opposite: Charlotte Moorman and
Paik performing their version of

John Cage's 26'1.1499" for a String The arrest of Charlotte Moorman at the Filmmakers Cinematheque,
Player in the “Gondola Happening,” February 9, 1967. She is being assisted by art critic David Bourdon
Ponte Rialto, Venice, June 18, 1966. (center). Photo by Peter Moore.
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Charlotte Moorman and Paik performing in the “Manipulations” program, Judson Gallery, New York, October 22, 1967
Photo by Peter Moore

Paik pertormineg Cutting My Arm. from the

Manipulations” program, Judson Gallery, New
1967 . Photos by Peter Moore

‘Oirk . Llctober



I-
.

Paik in his Canal Street studio, New York, December 1967. Photo by Peter Moore.

ectronic Art I1,” his second one-man exhibition at
Galeria Bonino, New York, April 17, 1968. Photo by Paul Wilson.

Paik at the opening ot I
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Paitk and Charlotte Moorman 1n his Canal Street studio, New York, May 1968.
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Paik and Charlotte Moorman performing their version of John Cage's 26'1.1499" tor a String Player,
Town Hall, New York, June 10, 1968.

Paik improvising during a performance at Town Hall, New York, June 10, 1968. Photos

on this and facing page by Peter Moore.
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Nam June Paik: 1969-1976

Beginning in 1969, video art made further signifi-
cant inroads in exhibitions and broadcast
television, and Paik led the way in organizing
projects and exhibitions over the next seven years.
In 1969 Paik was invited to be artist-in-residence at
the Experimental Workshop established by the
Rockefeller Foundation at Boston Public Television
station WGBH. Under the direction of producer/
director Fred Barzyk, the Public Broadcasting Lab-
oratory, funded by the Ford Foundation, invited a
group of artists to the station’s studio to design a
half-hour program entitled The Medium is the
Medium, which concluded with Paik’s Electronic
Opera No. 1.

In 1969, Paik was part of the seminal and histor-
ically important exhibition “TV as a Creative Me-
dium” at the Howard Wise Gallery, at which he
premiered TV Bra for Living Sculpture. He also
participated in a number of performances and
exhibitions, including a performance in the “Sev-
enth Annual New York Avant-Garde Festival” in
which he unreeled a computer tape. Paik also
started at the end of 1969—and was given the
opportunity by WGBH to develop with Shuya Abe,
the electronics engineer—the Paik/Abe Video Syn-
thesizer, the first to be used with broadcast
television.

In 1970 Paik produced a live four-hour broadcast
called Video Commune tor station WGBH. He was
also part of another important exhibition called
“Vision and Television” at the Rose Art Museum,
Brandeis University, organized by Russell Connor.
This same vyear Paik was an instructor in Alan
Kaprow’s program at the California Institute of the
Arts in Los Angeles.

Paik produced some more videotapes at WGBH,
including Electronic Opera No. 2 and A Tribute to
John Cage (1973). In 1971 the Galeria Bonino
organized another major exhibition, of Paik’s video
sculpture, “Electronic Art Ill.” An important exhibi-
tion, it featured the Paik/Abe Video Synthesizer and
Paik's TV Cello and TV Glasses, made for Charlotte

Moorman. He began an artist-in-residency at the
TV Lab at WNET-TV/Channel 13, in New York.
Paik’s work at WNET’s TV Lab, which was directed
by David Loxton, was very fruitful: he produced
Global Groove and Suite 212 (incorporating The
Selling of New York), the first Lab production to be
broadcast.

Paik continued to have exhibitions of his video
sculpture, videotapes and performances with
Charlotte Moorman. The Whitney Museum of
American Art Film Department organized that mu-
seum’s first videotape exhibition in 1971, in which
Paik’s work was included, and Paik also had a
“Cineprobe” at the Museum of Modern Art with Jud
Yalkut, showing their films. Throughout 1972 Paik
exhibited videotapes at the Everson Museum of Art
in Syracuse, directed by James Harithas, and held a
“Video Film Concert” with Jud Yalkut (including
Videotape Study No. 3, Cinéma Metaphysique
Nos. 1-5, and Electronic Moon No. 2), at the
Millennium Film Workshop in New York. The TV
Penis was shown that year in a performance at the
Kitchen, Mercer Arts Center, and Paik’'s TV Bed,
created for Charlotte Moorman, was shown at the
“Ninth Annual New York Avant-Garde Festival,”
held in New York Harbor aboard the Alexander
Hamilton (the “Riverboat” show).

In 1973 Paik had a number of exhibitions, includ-
ing a performance of Fluxus Sonata | at 80 Wooster
Street during the construction of Anthology Film
Archives. His videotapes were part of the Everson
Museum of Art's “Circuit: A Video Invitational”
organized by its video curator, David Ross. He had
shows in New York and Europe and presented for
the first time the Train Cello, created for Moorman,
at the “Tenth Annual New York Avant-Garde Fes-
tival,” at Grand Central Station, where he also
presented TV Cello.

Global Groove, Paik’s landmark videotape pro-
duced at the WNET TV Lab with John Godtrey, was
first broadcast in January 1974. At the same time,
Paik’s first videotape retrospective in the United
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States opened at the Everson Museum of Art in
Syracuse, New York. Organized by James Harithas,
director, and David Ross, curator, it was an impor-
tant review of his career. Paik presented TV Sea, a
forerunner of TV Garden, at the Galeria Bonino,
and participated in the Museum of Modern Art’s
conference “Open Circuits: The Future of Televi-
sion,” organized by Douglas Davis, Fred Barzyk,
and Gerald O'Grady. Paik performed Fluxus Sonata
Il at Anthology Film Archives. He participated in
“Projekt 74" at the Kunstverein in Cologne, showed
Triangle Buddha in “"EXPRMNTL 5” at Knokke-
Heist, Belgium and in “Art Now 74" at the John F.
Kennedy Center for the Performing Arts, Wash-
ington, D.C. He also performed Sans Video—
Music for Merce Cunningham at Westbeth with the
Merce Cunningham Dance Company. Paik’s Trib-
ute to John Cage was broadcast in 1974 on WGBH.

Paik also developed a number of prepared scrolls
and sculpture including I Ching TV, TV For Change,
Majestic (in which a television is placed inside an
old radio), Sonatine for Goldfish (in which an old
picture tube is replaced by a fish bowl), and Candle
TV, in which a lighted candle is placed inside a
hollow television set. During this time Paik con-
tinued his Fluxus performances at Anthology Film
Archives. Throughout 1975 Paik was very busy
with exhibitions, among them the touring “Video
Art” exhibition organized by Suzanne Delahanty at
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the Institute of Contemporary Art, University of
Pennsylvania, which featured Paik’s TV Garden.
The Paper TV and TV Buddha were shown at
Gallery René Block in New York, and Paik’s major
installation Fish on the sky—Fish hardly flies any-
more on the Sky ... let Fishes fly again was shown
at the Martha Jackson Gallery in New York. Paik
showed in exhibitions in Venice and Dusseldorf.
Nam June Paik: Edited for Television, with Calvin
Tomkins and Russell Connor, was first broadcast on
WNET-TV/Channel 13, in July, and WCBS-TV’s
Camera 3 devoted a program to Paik with Fred
Barzyk, Russell Connor, and Charlotte Moorman.

In 1976 Paik conducted a Fluxus tour of SoHo.
Earlier that year at Galeria Bonino, Paik’s Fish Flies
on Sky was installed, and he performed at Judson
Memorial Church in New York. Later in 1976 he
was part of the “SoHo Quadrat” at the Akademie
der Kinste in Berlin, where he performed at the
piano. Paik’s exhibition schedule included the in-
stallation of Moon is the Oldest TV at Gallery René
Block in New York, a performance tour in Aus-
tralia, and the shooting of Guadalcanal Requiem in
the Solomon Islands, a videotape produced at
WNET-TV as a project of John Kaldor’s. At the end
of the year, a major retrospective at the Kolnischer
Kunstverein was organized by director Dr. Wulf
Herzogenrath.
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Paik unreeling computer tape in a performance at the “Seventh Annual New York Avant-Garde Festival,”
Wards Island, New York, October 4, 1969. Photo by Peter Moore.
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Howard Wise and Charlotte Moorman with

Bra for Living Sculpture at its premiere, Howard
Wise Gallery, New York, May 17, 1969

Paik with Charlotte Moorman and TV Bra for Living Sculpture, New York,
May 1969. Photo by Peter Moore.



Paik/Abe Video Synthesizer, 1969-72. This particular model is the third
synthesizer, made for WNET-TV/Channel 13, New York, 1972, Photo by
Peter Moore.

Fred Barzvk, Shuva Abe, and Paik at WGBH-TV,
Boston, 1971. Photo by Conrad White
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Paik and Charlotte Moorman videotaping a performance at the WNET-TV/Channel 13
studio, New York, May 1971. Portions of this performance were later incorporated into
Global Groove, 1973. Photos by Peter Moore.
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Charlotte Moorman

with TV Cello

and TV Classes at the
opening of “Electronic
Art II1,” Paik's third one-
man exhibition at Galeria
Bonino, New York,
November 23, 1971.
Photo by Thomas Haar.
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John Lennon and Yoko Ono with Charlotte Moorman, TV Cello, and TV Glasses, Galeria Bonino,
New York, November 23, 1971. Janis Joplin appears on the monitors in TV Cello. Photos by
Thomas Haar.



The premiere of TV Penis, with Stuart Craig Wood, The Kitchen, Mercer Arts Center, New York,
lune 29, 1972. Photos by Peter Moaore




Charlotte Moorman pertorming TV Bra for Living Sculpture,
Wesleyan University, Middletown, Connecticut, September 15,
1973. Photo by Mary Lucier.

Prepared Scroll, 1974. Japanese
scroll with photograph of Charlotte
Moorman wearing TV Bra for
Living Sculpture. Inscribed by Paik
at bottom: “Someday entrance
exam at Juilliard will be decided
not by finger-technique but by the
size of breast.” Collection of
Barbara and Peter Moore, New
York. Photo by Peter Moore.

Charlotte Moorman with Train Cello
(premiere) and Paik with TV Cello,
“Tenth Annual New York Avant-Garde
Festival,” Grand Central Station,

New York, December 9, 1973. Photo
by Peter Moore.
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Opening of TV Sea, video installation at Galeria Bonino,
New York, January 15, 1974, Photos by Peter Moore
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Majestic, 1975. Radio console Sonatine for Goldfish, 1975. Television

with television inside, 43 x 36 x
25 cm. Museum Moderner Kunst,

Vienna.

| Ching TV, TV tor Change, 1974. Pencil
on paper under front part of television
console, 36 x 47 x 7 cm. Museum
Moderner Kunst, Vienna.

console with picture tube replaced by
fish bow! and goldfish, 40 x 79 x 41 cm.
Museum Maoderner Kunst, Vienna.
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Candle TV, 1975. Television console with candle inside. Collection of Barbara
and Peter Moore. Photo by Peter Moore.
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The premiere of Boxes for Box Seats, “Eleventh Annual New York Avant-Garde Festival,” Shea Stadium, Flushing,

New York, November 16, 1974, John Cage's Happy New Ears is on the scoreboard. Photo by Catherine F. Skopic.
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Paik performing Fluxus Sonata I, Anthology Film Archives, New York, November 17, 1974. Photo by Peter Moore.
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Paik and Shigeko Kubota in their Westbeth apartment, New York, Paik performing in the “Fluxus Harpsichord Concert” organized
April 1974. Photo by Thomas Haar. by George Maciunas, Anthology Film Archives, New York,
May 5, 1975. Photo by Peter Moore.
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Installation view of the exhibition “Nam June Paik,” Gallery René Block, New York, February 1975. TV Chair at rear, left; TV Buddha
at right.
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Opposite: Paik performing with Violin with String (“Violin to be dragged on the street”), 1961-75, “Twelfth Annual New
York Avant-Garde Festival,” Floyd Bennett Field, Brooklyn, New York, September 27, 1975. Photo by Peter Moore.
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’aik during the installation of his video work Fish Flies on Sky, Galeria Bonino, New York, January 1976. Photo
by Peter Moore.

Paik and Charlotte Moorman in a performance at Galeria Bonino, New York, February 1976. Paik’s video installation
Fish Flies on Sky is hanging from the ceiling. Photo by Eric Kroll.
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Paik pertorming in the “Revolving Stage” concert organized by Jean Dupuy, Judson Memorial Church,
New York, January 9, 1976,

"
Paik conducting a “Flux Tour” of SoHo, New York, May 1976. George Maciunas
(with glasses) is at right.
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Paik performing at the piano, “SoHo Quadrat,” Akademie der Klinste, West Berlin, September 5,1976.
Photos on this and facing page by Peter Moore.
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Nam June Paik:1977-1982

The Nam June Paik retrospective at the Kolnischer
Kunstverein was a summation of Paik’s career. The
exhibition continued through January and then
traveled to the Stedelijk Museum in Amsterdam.
Included in the Cologne exhibition were Rem-
brandt Automatic, completed in 1963, and the
installation of Video Fish and his video sculpture
Triangle, which incorporated TV Buddha and TV
Rodin. A television portrait of Paik was produced in
Cologne by Westdeutsche Rundfunk, by Wibke
von Bonin and Bodo Kessler. From 1977 on, many
retrospectives were organized by the galleries and
museums with which he had been associated, and
a number of key broadcast videotapes were shown.

Paik returned to New York in 1977 to prepare for a
performance at Carnegie Hall. Among the other
major events of 1977 were his first satellite telecast,
prepared for the opening of “Documenta 6,” which
included performance pieces by Joseph Beuys,
Charlotte Moorman, and Douglas Davis, and a
solo exhibition, “Fluxus Traffic,” at the Galerie
René Block in Berlin. The TV Garden was also
exhibited in that year’s “Documenta” exhibition.
Other broadcasts of Paik’s work included his re-
cently completed videotape Guadalcanal Re-
quiem. Paik’s TV Buddha was included in the
“Project” series at the Museum of Modern Art, and
he participated in the CAYC Conference, organized
by Jorge Glusberg in Mexico City. 1977 marked the
pbeginning of Paik’s visiting professorship at the
Hochschule fur Bildende Kiinste in Hamburg, and

Nis marriage to video artist Shigeko Kubota in New
York.

During 1978, Paik started to teach at the Staatliche
Kunstakademie in Dusseldorf, had an exhibition of
TV Garden at the Centre Georges Pompidou, Paris,
and a show at the Musée d’Art Moderne de la Ville
de Paris. He lectured and did performances in
several cities, and with Joseph Beuys gave a con-
cert in memory of George Maciunas, who had died
that year. At WNET-TV/Channel 13 Paik’s video-
tapes Media Shuttle: New York/Moscow (in collab-
oration with Dimitri Devyatkin) and You Can’t Lick

Stamps in China (in collaboration with Gregory
Battcock) were produced as part of the “Visa”
series, a production of the WNET TV Lab and the
Cable Arts Foundation, and Merce by Merce by
Paik (in collaboration with Shigeko Kubota) was
completed and broadcast. 1978 also marked the
close of Paik’s formal association with the TV Lab at
WNET-TV/Channel 13, although he continues to
produce projects at the Lab.

The Wolfgang Hahn Collection in Cologne, con-
taining many of Paik’s important early pieces, was
acquired and, in 1979, put on exhibition by the
Museum Moderner Kunst, Vienna. In 1980 Paik
was invited by the National Fine Arts Committee of
the XIlIIl Winter Olympic Games to create a vid-
eotape for the Lake Placid Olympics. The result,
Lake Placid ‘80, is a four-minute celebration of that
event. Paik also participated in the “Intermedia Arts
Festival” at the Guggenheim Museum with
Charlotte Moorman, and that same year Moorman
conducted the premiere of Paik’s Sinfonie No. 6 in
a concert series organized by West German Radio.
Paik’s work in sound was highlighted in the “Fuar
Augen und Ohren” (“For Eyes and Ears”) exhibition
organized by René Block at the Akademie der
Kunste in Berlin. Among the other historical exhibi-
tions of Paik’s work held that year were “Treffpunkt
Parnass,” organized by the Von der Heyde-Mu-
seum in Wuppertal, in recognition of the Galerie
Parnass’ important programs from 1949 to 1965.
The centennial of the Cologne Cathedral was cele-
brated by an invitation to artists from the Kolnischer
Kunstverein to make works about the cathedral.
Paik’s video installation Der Dom als Medium
(“The Cathedral as Medium”) was his new piece. In
New York, on the occasion of the tenth anniversary
of the Whitney Museum of American Art’s Film and
Video Department, a selection of Paik’s videotapes
was presented. Paik also premiered his latest de-
velopment in new technology and video with one
of Europe’s leading laser experts, Horst Baumann:
the Paik/Baumann laser video projection system
and gallery environment at the Stadtische
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Kunsthalle in Dusseldorf. This video sculpture was
presented two more times in Berlin in the next year.

In 1981 Paik’s Robot, Moon is the Oldest TV and
Urmusik were included in the “Westkunst” exhibi-
tion in Cologne. During this year Paik’s Random
Access/Paper TV was exhibited at the Gallery
Watari in Tokyo. His performance piece Life’
Ambition Realized was presented at the Kitchen
Center for Video, Music and Dance on the occa-
sion of its tenth anniversary. This performance was
prepared with Andy Mannick, who also collabo-
rated with Paik on his piece Imagine There Are
More Stars on the Sky than Chinese on the Earth,
developed at this time. Another pertormance by
Paik was given at Anthology Film Archives in a
“Tribute to Gregory Battcock,” who had died that
year.

In Germany, Paik was honored with the Willi
Grohmann Prize given by the Akademie der Klinste
in Berlin, and received a DAAD Fellowship to work
in Berlin. His biographical project, a collection of
prints and related materials, Autobiography in P—,
was shown in Tokyo.

In 1982, Paik has been developing new pieces and
re-creating earlier projects in his New York loft in
preparation for his retrospective exhibition at the
Whitney Museum of American Art.
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Video Fish, 1975—77. Video installation by Paik, with the assistance of Nancy Graves, Erik Martin, Woody and Steina Vasulka, Jean-
Marie Drot, Kit Fitzgerald, and John Sanborn, at Kolnischer Kunstverein, Cologne, December 1976.

Paik with his Triangle installation (incorporating TV Rodin and TV Buddha) at his major exhibition “Nam June Paik: Werke 19461976,
Musik—Fluxus—Video,” Kolnischer Kunstverein, Cologne, December 1976—January 1977. Photos by Friedrich Rosenstiel

—_

65



Mary Bauermeister and Paik in Bodo Kessler's TV Portrait,

o S

produced by Westdeutsche Rundfunk, Cologne, 197
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Opposite: Paik in a group
performance ot a work by Takako
Saito, with (trom lett) George
Maciunas, Takako Saito, Eva
Pietkiewicz, and Shridhar Bapat, at
Paik pei ning Hennig Christiansen’s Springen in the “From Jail to Jungle” concert, Anthology Film Archives, New York,
Carnegie | 11, New York, February 10, 1977. Photos by Peter Moore. Mav 19 1977. Photo by Peter Moore.
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Paik and Charlotte Moorman preparing for their live
satellite-broadcast performance at “Documenta 6,”

Kassel, June 1977. Photo by Friedrich Rosenstiel.

Paitk playing the piano with a video camera during live satellite-broadcast performance at “Documenta 6,” Kassel, June 24, 1977.

Photo by Friedrich Eosenstiel.



Rembrandt Automatic, 1963—77. Television
placed tace-down on floor. Collection of
Wulf Herzogenrath, Cologne. Photo by Burned-Out TV, 1976 (in collaboration with Bob Dunham).
Lothar Schnept. 28 x 38 x 25 cm. Galerie René Block, West Berlin.

Fluxus Fleet and Autobiography at Paik’s one-man exhibition “Fluxus Traffic,”
salerie René Block, West Berlin, February 1977,
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Paik and Joseph Beuys performing Piano Duet in Memoriam to George Maciunas at the Staatliche
Kunstakademie, Dusseldorf, July 7, 1978. Photo by G.W. Theil.
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Fish Flies on Sky (on ceiling), 1975, and TV Clock, 1963-81, video installations in Paik's Mercer
Street loft, New York, 1981. Photo by Peter Moore.
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\utobiography in P  1953-81. Assemblage ot 200 prints and related materials. Collection of 5. Kubo, Tokyo. Photo by Shigeo
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Nam June Paik’s Early Works in Vienna

Dieter Ronte

Almost all of Nam June Paik’s early works are in the
Museum Moderner Kunst in Vienna, and this fact
alone raises a number ot questions. What are Paik’s
objects doing in a museum whose works are dated
as early as 1900? How did they get there? Can they
be classified at all as museum artifacts? Was it the
artist’s intention to produce museum pieces?
Should Fluxus be penned up in a museum?

The Republic of Austria bought a group of Paik’s
early works in 1978 for the newly founded Museum
Moderner Kunst. The objects were acquired as part
of the Wolfgang Hahn Collection of Cologne.
Hahn, a conservator at the Wallraf-Richartz-Mu-
seum and the Museum Ludwig in Cologne, de-
veloped an early penchant for collecting objects. In
fact, his fascination with objects made him an avid
hatron of object art. It was his achievement to have
preserved as art artifacts that originated during
happenings, during a process—without intending
to place them in the eternity of a museum. In
Hahn's private collection these pieces, made in the
Cologne area, had their legitimate home, a place of
reference within the context of their origin.

A similar question was raised by Johannes Clad-
ders in his catalogue of the Hahn Collection: “I am
also convinced that, presented in the environment
of a museum, the collection will appear in a
different light. It will lose the appeal of intimacy.”
It is for this reason that museums of modern art are
faced with a challenge. Twentieth-century art has
become increasingly “frameless.” In the figurative
as well as the literal sense, it has stepped down
from its pedestal. With this development art gained
directness and closeness, while at the same time
becoming exceptionally available, not in curatorial
terms, but in its potential for releasing a message.

The function of frame and pedestal has been
taken over by the installation within a space.
Removed tfrom its private ambience, the Hahn
Collection stands or falls with its presentation. This
presentation must restore the validity and message
of a piece of art that was once indicated and
warranted by frame and pedestal.

With the acquisition of the Hahn Collection,
Vienna acquired a document of a particular chap-
ter in our most recent history of art, as it may not
exist anywhere else in a more comprehensive and
complete form. Moreover, the Museum Moderner
Kunst accepted the opportunity and challenge to
find suitable housing for the Hahn Collection. The
museum’s home for it is a palatial baroque mansion
whose aura provides an appropriate environment
for art. Paik’s works, however, must hold their own
against the baroque ceilings and other elements of
the ornate architecture. And they must persevere in
competition with paintings by Klimt and Schiele,
by German Expressionists, by Leger and Picasso,
Mondrian, de Kooning, Rauschenberg, and Jasper
Johns. In fact, soon after the museum opened, it
became evident that object art—and Paik’s work in
particular—was largely misunderstood by the pub-
lic. People did not know about its origin, the how
and why, and they were reluctant to accept new
aesthetic standards; but mostly they lacked the
background to comprehend the Asian heritage in
Paik’s work.

Paik was the musician most closely affiliated
with the Fluxus artists. Having studied with the
composer Woltgang Fortner, he worked in the
Studio for Electronic Music in Cologne. Like
Mauricio Kagel, he concerned himselt with how to
make acoustic events and visual action an integral
part of his music. The purpose of his work is to
bring it to life for only a fleeting moment. This goal
relates Paik’s musical considerations to the use of
ephemeral materials—the principle of Fluxus hap-
penings. It is not Paik’s intention to create an
oeuvre, although the pieces in the Hahn Collec-
tion, especially the relics of assemblages and ac-
tion, seem to contradict this theory: “I once told
Cage to have his manuscripts and his tapes de-
stroyed when he died. But Cage felt that this would
be overly dramatic. In my opinion it is a crime for
Cage to produce tapes at all.””

One problem with Paik’s objects as museum
pieces is that the musical element is missing. The
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relic alone cannot evoke the event as such: it
cannot reconstruct Paik’s invention. Without
sound, music made visual is incomplete in its
visualization, its statement no longer intact. Never-
theless, Paik does not wish to use recorded music.
Therefore, the artifact 1s reduced in its conceptual
content when presented in a museum. Still, all of
Paik’s objects radiate a great sculptural forceful-
ness. In this respect, too, Paik—along with other
Fluxus artists—belongs to the more innovative rep-
resentatives of the art scene.

Jean-Pierre Wilhelm, Fluxus activist and gallery
owner, describes Paik’s new approach to music:
“Our universe, the very place of our existence,
becomes music, sound and tone through and
through. Paik liberates us from atonality—from any
systematics. What he is giving us is pure sound. We
come to realize that the rattling of a few cans on
asphalt pavement is worth more than Beethoven's
Ninth Symphony.””

Paik offers his viewers and his audience, his
actively participating recipients, musical instru-
ments with which they can produce sounds them-
selves. In a museum environment, this is bound to
be called the destruction of the object. Paik’s own
piano is reminiscent of John Cage's “prepared
piano.” Cage modified the instrument to broaden
its function, to redetine its sound potential. Paik
considers the piano merely an object, because his
music is “not necessarily played on the keys
alone.””
cultural tradition. His intention is less to make
music than to enrich Dada by adding musical
effects, for which purpose he constructed special
instruments and rejected the conventional notion
of a musical performance. Rather, he demonstrated
destruction, made sex and music part of happen-
ings,” and also directed aggression against musical

For Paik, a Korean, the piano has no

instruments (many a Zen teacher hit students over
the head with a club to show them the way to
enlightenment when they asked about Tao). Paik
provoked his audiences, but he also involved them
in his happenings: he humanized electronics to
stimulate the viewer’s fantasy, and produced pure,

Klavier Integral, 1958—-63. Upright piano with alterations and
additions. Museum Moderner Kunst, Vienna. (Reproduced in
color tollowing page 111.)

Paik
crossed borders, manipulated electronic sound,
visualized processes, and so on, and so on. These
achievements of the 1960s are manifested in the
objects.

Therefore it is quite in order to present these
objects to the public as documents of art as well as
works of art.
pieces by Beuys—are not matter that has passed
through the hand of an action artist. They are
instruments used to turn pictures into metaphors of
time and to visualize the concept of time.”"

It is nearly impossible to describe in a brief
account the variety of features in Paik’s early works.
Even reduced to a static visual existence, Klavier
Intégral (“Prepared Piano,” 1958-63) still vibrates
with music or, rather, with sound effects. Music for
Paik is but a sequence of tones, of primeval sounds
that defy linguistic definition. There are no rules of
harmony here, but rather a series of sounds as we
experience them daily. A list of the objects that are
part of Klavier Intégral evokes associations with the

uncommercialized communication art.

i

Paik’s objects—unlike some of the
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sounds each one produces: light bulbs, sirens,
postcards, photographs, toys, kitchen utensils,
scrap iron, and glass splinters, as well as plastic
bottles, telephones, lamps, alarm clocks, and
many more. Some of the noises are essential for
communicating, for providing a sense of time,
orientation, or for regulating life. Other objects
may provoke aggression or rejection (the barbed
wire): culinary associations combined with physi-
cal sensations (blowing into eggshells); they may
also disturb normal sensations—the sense of touch
upset by the optical lenses placed on the keyboard.
Then there is the aggressive near-destruction of the
piano, all the while that the piano’s harmonious
reference for the Western viewer is retained. In
short, Klavier Intégral is unparalleled in the com-
plexity of associations it produces.

Urmusik (“Primeval Music,” 1961), in contrast, is
a simple wooden crate strikingly different from the
complexity of an electronic sound studio. It sug-
gests the earliest acoustic exercises frequently
heard from children, points the way back to sim-
plicity, repudiates the complicated technology of
today’s musical instruments, and counters the
Stradivarius complex in all of us. Urmusik is Sig-
mund Freud’s music box: it encourages the playful,
evoking an infantile type of lust—the desire to
make music—and welcomes the amateur who

Urmusik, 1961. Wooden crate with tin can, wires, and strings,
52 x 92 x 48 cm. Museum Moderner Kunst, Vienna.

Zen for Touching, 1961. Plastic colander with bell, wires, and
bolts attached, 38 x 24 x 10 cm. Museum Moderner Kunst,
Vienna.

never went to music school. Urmusik guides view-
ers beyond the musical contexts of Europe and, at
the same time, confronts them with familiar objects
like the sphere, the box, and instrument st<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>