='AMAZ0H HOIF

Vienna, Torino, Bari, Oldenburg, Nov 15, 2006
Amazon Noir — The Big Book Crime

Out of court settlement

WWW.amazon-noir.com



http://www.amazon-noir.com

The Fl uxus Reader

By: Ken Friedman Edited by Ken Friedman
| SBN: 0471978582

See detail of this book on Anazon.com

The
Fluxus

Reader

Book served by AVAZON NO R (www. amazon-noir. conj
proj ect by:

PACLO C R O paol ociri o. net
UBERMORGEN. COM uber nor gen. com
ALESSANDRO LUDOVI CO neural .1t



http://www.amazon.com/gp/search?ie=UTF8&keywords=0471978582&tag=amazonnoir-20&index=books&linkCode=ur2&camp=1789&creative=9325
http://www.amazon.com/gp/search?ie=UTF8&keywords=0471978582&tag=amazonnoir-20&index=books&linkCode=ur2&camp=1789&creative=9325
http://www.amazon-noir.com
http://www.amazon-noir.com
http://www.paolocirio.net
http://www.ubermorgen.com
http://www.neural.it

='AMAZ0H HOIF

Vienna, Torino, Bari, Oldenburg, Nov 15, 2006
Amazon Noir — The Big Book Crime

Out of court settlement

WWW.amazon-noir.com



http://www.amazon-noir.com

Page 1

PART | THREE H STORI ESPART | THREE HI STORI ESPART | THREE H STORI ES



Page 2



Page 3

Ben Patterson, Terry Reilly and Emmett WIIlians, of whose productions we
will see this evening, pursue purposes already conpletely separate from
Cage, though they have, however, a respectful affection.' After this

i ntroduction the concert itself began with a perfornance of Ben
Patterson's Paper Piece. Two perforners entered the stage fromthe w ngs
carrying a large 3' x15 sheet of paper, which they then held over the
heads of the front of the audience. At the same tinme, sounds of
crunpling and tearing paper could be heard from behind the on-stage
paper screen, in which a nunber of small holes began to appear. The

pi ece of paper held over the audience's heads was then dropped as shreds
and balls of paper were thrown over the screen and out into the

audi ence. As the snmall holes grew |larger, perforners could be seen
behind the screen. The initial two perfornmers carried another |arge
sheet out over the audience and fromthis a nunber of printed sheets of

| etter-sized paper were dunped onto the audi ence. On one side of these
sheets was a kind of mani festo: "PURGE the world of bourgeois sickness,
“intellectual', professional & comrercialised culture, PURCGE the world
of dead art, imtation, artificial art, abstract art, illusionistic
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[...] FUSE the cadres of cultural, social & political revolutionaries
into united front & action."2 The perfornmance of Paper Piece ended as

t he paper screen was gradually torn to shreds, |eaving a paper-strewn
stage. As the evening progressed, Fluxus perforners presented the

audi ence with the latest experinents in nusic, in particular something
called action nusic. Emrett WIlians perfornmed his Al phabet Synphony and
Counting Song, Joseph Beuys gave his Siberian Synphony and Wbl f Vostell,
hi s Decol | age Kl eenex. There were works by George Brecht, Arthur Koepcke
and Bob Watts, and a nunmber of group performances of works including

Di ck Higgins' Constellation No 4 and Constellation No 7, Dani el
Spoerri's Honmage d |' Al l emagne and George Maciunas' In Menoriamto
Adriano divetti. The third and the fourth pieces of the concert,

Hi ggins' Constellation No 7 and Constellation No 4, were perfornmed by
Maci unas, Vostell, Schmit, Trowbridge, Klintberg, Koepcke, Spoerri and
Pai k, and had becone a kind of set piece for these festival

performances. Hi ggi ns described the performance of Constellation No 4 as
foll ows: Each perforner chooses a sound to be produced on any instrumnment
available to him including the voice. The sound is to have a clearly
defined percussive attack and a delay which is no | onger than a second
Words, crackling and rustling sounds, for exanple, are excluded, because
they have multiple attacks and decays. The perforners begin at any tine
when they agree they are ready. Each perforner produces his sound as
efficiently as possible, alnost sinultaneously with the other

perfornmers' sounds. As soon as the |ast decay has died away, the piece
is over. 3 Slightly later in the sanme concert WIliams' Counting Song
and Spoerri's Homage d |' Al'l emagne were sinultaneously perfornmed by the
conposers thensel ves. The masked Wl lians perforned the first version of
his Counting Song, in which the performer counts the audi ence aloud from
the stage. At the sane tinme Spoerri, seated at the sane table that had
been used by WIlhelm performed his work, which was a ver bal
transnogrification of Wl helms introductory speech. After these pieces
Wl lianms, Maciunas and Schmit perfornmed the eighth work of the evening,
Watts' Tivo Inches, the score for which reads “stretch a 2 inch ribbon
across the stage and cut it'. This piece was performed by Schnit and
Williams starting at the left side of the stage, with Schrmit hol di ng one
end of a two-inch-wide ribbon and WIlians holding the rest of the
rolled-up ribbon. Wllianms then wal ked to the right side of the stage,

t hereby stretching the ribbon across the nouth of the stage. After this
action was conpl ete, Maciunas wal ked centre stage and cut the ribbon in
hal f. Watts' piece was foll owed by a performance of Maciunas' In
Menoriam Adriano Aivetti - an aleatoric score based on the instruction
“Any used tape froman Qivetti adding machine . . .'4 In this,
perfornmers are each assigned a nunber as well as a specific action that
they are to perform Using the addi ng-nmachi ne tapes as a score they
execute their assigned action each tinme their nunber occurs. The

Dussel dorf presentation of the Aivetti piece, perforned by Klintberg,
Trowbridge, Schmit, Paik, Vostell, WIIlianms, Kopcke and Spoerri,

i ncluded the follow ng actions: opening and closing an unbrella, bl ow ng
a whistle, sitting and standi ng, bow ng, saluting and pointing. The



eveni ng concluded with a perfornance of Brecht's 4,ord Event, in
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DEVELOPI NG A FLUXABLE FORUM 5 which the performers turned off all the
lights and left, |eaving the audi ence alone in the darkened auditorium
The Fl uxus performance festival held at the Dusseldorf Art Acadeny on
2-3 February 1963 was a significant historical marker in the early

devel opnment of the Fluxus group. The Dussel dorf perfornmance had been
preceded in the autum and w nter of 1962 by Fluxus festivals in

W esbaden, Copenhagen and Paris, and was subsequently followed in the
spring and sumer of 1963 by festivals in Arsterdam The Hague and Ni ce.
The Dussel dorf festival was significant in that it showed a turning-away
fromthe initial conception of Fluxus as a forumfor the performance of
“interesting things' towards a nore focused concern with event- based
performances.' This change of enphasis was not a total rejection of the
nore diverse avenues previously explored under the rubric Fluxus, but
rather a notable point in the devel opnment of a focused Fluxus attitude
and rel ated performance style. These changes are significant for they
woul d continue directly to shape the phil osophical nature and historica
devel opnent of the Fluxus group over the next several decades. The
festival at Dusseldorf had been jointly organi sed by Joseph Beuys who
was a faculty nmenber of the Dusseldorf Art Acadeny, and one of the
organi sers of the Fluxus G oup, George Maciunas. This association, as so
of ten happened in the history of Fluxus, was not so nmuch a collaboration
of like-mnded artistic innovators as a much nore nmundane affiliation of
friends of friends who needed a performance space for their experinental
work nost inportantly for a performance. VWil e nost Fluxus perfornances
and events were the result of planning by Maci unas and ot hers, they
generally cane about as a direct nanifestation of an ever-shifting

net wor k of associations, contacts and col |l aborations, many of which were
nore the result of chance than of forethought. Take, for exanple, the

hi storically and conceptual ly significant class on conposition taught by
John Cage at the New School for Social Research. The students and
occasional visitors included nany artists who woul d becone central to

t he devel opnent of both Fluxus and happenings - A Hansen, Allan Kaprow,
George Brecht, Dick Higgins, Jackson Mac Low anong ot hers. This class
was a key early gathering in Anerica of |ike-ninded individuals, and
both the ideas shared and the contacts made there would continue to

i nfluence the devel opnent of new and experinental art forns for years to
conme. So, was this neeting planned? No, for although Cage had certainly
pl anned the class, there was certainly no plan by the students

thensel ves. Was it fate? Possibly. The history of this period would be
different if this class had not happened. Was it |uck? Most probably -
but it was a historical situation that was used to the full through the
conti nued work and associ ation of the individual involved. In Europe
there were simlar environnments that brought together |ikem nded

i ndi viduals who would | ater become significant in the devel opnent of

Fl uxus. Key anong these were the exhibitions and perfornmances presented
at several locations in Cologne in 1960 and 1961. Mary Bauerneister's
studio was the site of performances of works by John Cage, Mrton

Fel dman, Syl vano Bussotti and future Fluxus artists CGeorge Brecht, La
Mont e Young, Nam June Pai k and Ben Patterson. Haro Lauhaus exhi bited



wor ks by Dani el Spoerri and Wl f Vostell and presented performance works
by Patterson and La Monte Young. Vostell, Patterson and Paik, all of
whom lived in Col ogne, were in constant contact and col | aborated on
performances of their work. If one were to trace a history of this

need- based “novenent' - which we now call Fluxus -
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it was not a novenent but rather a group of friends or people who were
interested in the same kinds of thing. George Brecht stated: “~Each of us
had his own ideas about what Fluxus was and so nmuch the better. That way
it will take longer to bury us. For ne, Fluxus was a group of people who
got along with each other and who were interested in each other's work
and personality'. Wiat is at stake in these and other conments |ike
them is a twofold concern: first, that historical and critical

i nvestigations of Fluxus do not turn a historical event such as the

com ng together of Fluxus and Joseph Beuys in Dusseldorf into anything
nore than the fortunate, seemingly predeterm ned, but nonethel ess
chance-determ ned event that it was and second, that the fluid nature of
Fl uxus, based primarily on a constant and changi ng network of friends
and associations, not be lost in the rush to define Fluxus as either
fixed, constant or planned. This is not to say that there was no

pl anni ng for the various Fluxus performances and festivals - many of
them were not only planned but over-planned. As with |ife, however,

t hese pl ans becane not what actually happened, but nostly a backdrop of
desired actions against which the historical realities can be vi ewned.
The Festum Fl uxorum performance in Dussel dorf was one of seven Fl uxus
festivals held in Europe in 1962 and 1963: Wi sbaden (Septenber 1962),
Copenhagen (Novenber 1962), Paris (Decenber 1962), Dussel dorf (February
1963), Ansterdam (June 1963), The Hague
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DEVELOPI NG A FLUXABLE FORUM 7 (June 1963) and Nice (Summer 1963). The

i dea of a grand European tour of Fluxus performances, or festivals as
they were called, had begun to be devel oped by Mciunas and others as
early as the end of 1961. The primary reason for this tour, however, was
not as a performance venue but was intended as a neans to publicise the
ki nds of work that were to be published by Fluxus. Wen these initial

pl ans were made, Fl uxus was not conceived of as a performance approach
or even as a group, but rather it was the nane for a projected nagazi ne
and publishing venture of new and experinmental work. Wrking with a
group of artists whom he had net in Europe, such as Paik, Vostell and
Wl lianms, and through correspondence with artists in New York, nost
notably Di ck Hi ggins, Mciunas devel oped a progranme for a series of

wi de-rangi ng performances of “~Very New Music'. Initially Fluxus was
little nore than a nane and a public face for sonething that already

exi sted. This situation arose because the artists and their work that
woul d beconme central to defining the Fluxus group existed prior to the
Fl uxus nanme. Many of the artists in this early period saw Fl uxus as j ust
one of several channels through which their work coul d be presented.
This circunstance of Fluxus ideas and work existing prior to Fluxus'
appearance has had a continuing effect on the history of Fluxus. During
Fl uxus' main periods of devel opment, there was a w de variety of

Fl uxus-rel ated performances and activities. Even though Maci unas
continually tried to create the inpression of a single Fluxus - a Fluxus
collective, even a Fluxus novenment - there were many nore kinds of

Fl uxus performances and events than those traditionally |abelled as
Fluxus festivals. In addition to the European Fluxus Festivals and the

| ater performances in Anerica, there were a variety of other
perfornmances organi sed and attended by core Fluxus artists, both in
Europe and in Anerica, that were certainly Fluxus in spirit if not in
nane: in Europe, “~NeoDada in der Misik' (Dusseldorf, 1962), A Festival
of Msfits' (London, 1962), "De Kleine Konedie'" (Arsterdam, 1963), " Mj
Udstillingen' (Copenhagen, 1964) and in America, the " Chanbers Street'
series (New York, 1961), the "YAM Festival' (New York and New Jersey,
1962), and the "Monday Night Letter' series at Cafe au Go Go (New York,
1964-65). Over the period of nonths of 1962 in which the plans for

Fl uxus festival were devel oped, and even during the first festivals in
W esbaden and Copenhagen, the concept and nature of Fluxus performance
remai ned rather fluid. Rather than having a specific focus, the name
Fluxus was initially a generic rubric used to present a diverse variety
of work. In addition to the artists nore traditionally associated with
Fl uxus, these plans included work fromthe sound and el ectronic

expl orations of composers such as Pierre Mecure, Karl Heinz Stockhausen
and Edgar Var to piano works by Toshi 1chiyanagi, Mrton Fel dnan

Syl vano Bussotti, Christian Wl f, and others. Sone of the earliest plans
listed over twenty concerts of piano conpositions, conpositions for

i nstrunents, conpositions of concrete nusic, neo-Dada and happeni ngs,
and electronic nusic. By the tine of the Wesbaden festival this nunber
had been reduced to fourteen concerts, by Copenhagen, to four, and by
the time of the Dusseldorf festival in 1963, to two. Although these



changes are certainly in part related to the practicalities of

perform ng, such as the availability of a performance space and
perforners, much of this change in concert nunber and type reflects a
devel opi ng Fl uxus sensibility and core of works and performers. The
devel opnent of a specific Fluxus performative form began nost directly
as an outgrowth of the Fluxus Festival in Wesbaden. Conceptualised and
organi sed as the first of
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of works perfornmed at the ot her European Fluxus festivals. In fact, many
12 ONEN SM TH devel oped in Europe, though, it gained both an artistic
focus and cul tural agenda. Fluxus had begun to be associated with
specific artists and types of action nusic and events, and nost
significantly it had gained a specific anti-institutional stance. Many
of the artists involved with Fluxus in Europe, notably Paik, Higgins,
Vostell, Schmit and Maciunas, were not only aware of, but specifically
interested in, the political and social inplications of their work. Wen
Maci unas tried to extend this developing identity into Arerica in 1963,
however, he cane face to face with conflicting views. Mst of the
Anerican Fluxus artists, |like Brecht and Watts, although interested in

t he conceptual and aesthetic inplications of post-Cagean thinking, had,
i ke Cage hinmself, no real interest in political activism Thus, when
Maci unas and Higgins returned to Anerica, Fluxus was faced with a

di | emma: what Fluxus had becone in Europe could not be sustained in New
York. For this reason, the period of Fluxus in New York, fromthe end of
1963 through the m d-1960s, became predoni nantly shaped by the playing
out of sonme of the personal and ideological conflicts within the Fluxus
group. The changi ng dynam cs of the group began to strain its

cohesi veness and several of the artists began to distance thensel ves
fromthe group. By the mid-1960s it was being said that Fluxus was dead
or that it was dying. There were fundanmental questions posed about the
nature of Fluxus and what it was to becone. FLUXUS | AND FLUXUS AS A
PUBLI SHI NG VENTURE, 1962-1968 After years of planning, devel opnent and
production work, the first collective Fluxus publication, Fluxes I, was
issued in the autum of 1964. Fluxus | consisted of a nunber of manila
envel opes interspaced with printed sheets, all of which were bound
together with bolts. It contained scores by Hi ggins, Brecht, Mac Low,
Patterson, Schmit, Watts, WIIlians, G useppe Chiari and others;
phot ogr aphs, objects and performance remmants by Know es, Vautier, Joe
Jones, Shi geko Kubota, Chieko Shiomi, Takehi sa Kosug and others; as well
as artists' nonogram cards, texts, drawings and a variety of other
printed materials. Al these materials were contained i n wooden boxes
like "little crates'. Fluxus | was a synthesis of Mciunas' and ot her
Fluxus artists' work and ideas from 1961 to the date of its origina
publication. It was the eventual outcone of the |ong-standing anbition
to produce a Fluxus anthol ogy, and was, in fact, the first full
mani f estati on of the original inpetus for establishing Fluxus. The
initial potential of, and need for, a publication for new and
experimental work was partially an outgrowth of a project initiated by
La Monte Young - the An Anthol ogy publication. In autum 1960 the editor
of the magazi ne Beatitude approached Young and Mac Low after a reading
and asked themif they would guest-edit an issue of the East Coast
edition of his nmagazine, Beatitude East. Gven free rein to include
whoever and whatever he wanted, Young collected a | arge body of new and
experimental rmnusic, poetry, essays and performance scores from America,
Eur ope and Japan. The magazi ne, however, folded after only one issue,
and the materials that Young had coll ected were never published. In June
1961 Maci unas, who had al ready begun plans to publish a magazi ne of



simlar work to be called Fluxzrs, got to hear about the naterial and
offered to publish it: "I have lots of paper ...' he exclained.9 In the
autum of the sane year Maciunas designed the book's |ayout and title

pages, while others, including Mac Low, produced the typescript for the
wor ks thensel ves. Maciunas sold his
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in the md-1960s for continued Fluxus activities in Wstern Europe: one
in northern Europe, two in central Europe and two in France. The

| ocations of these centres were directly connected to the conti nued
activities of specific artists who took over Maciunas' organi sational
role. In northern Europe, specifically Denmark, Fluxus continued to have
an active presence as a result of the work of Arthur Koepcke and Eric
Ander sen, who col | aborated cl osely throughout the m d-1960s. They
sponsor ed nunerous performances, including the series of seven concerts
entitled "Maj Udstillingen' featuring work by Anderson, Brecht, Higgins,
Koepcke, WIlIlians, Vostell and others and exhibitions such as those at
the Faxe Brewery in 1964. Continued Fluxus activity in Gernmany was
largely the responsibility of Tomas Schmit, Wl f Vostell and Joseph
Beuys, and included such notabl e perfornmances as the 1965 " 24 Stunden'
(724 Hours') at the Galerie Parnass in Wppertal, which presented works
by Pai k, Beuys, Schnit and Vostell, anmong others. These artists al so
organi sed many Fl uxus-rel ated performances and exhi bitions, such as

Pai k' s Robot Opera, and Vostell's Phnene, in Berlin in the nid-1960s,
particularly in collaboration with the Galerie Block, run by Renl ock.
In the Netherlands, Fluxus continued its activities under the banner of
Gl lery Amstell 47
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- as well as a series to start a discussion' - not as a course of
action. Eventually these plans were abandoned because nany
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DEVELOPI NG A FLUXABLE FORUM 11 of the American artists associated with
Fl uxus were either uninterested in the social and political inplications
of their work, or nost specifically did not Iike the kinds of approach
that Maci unas had suggested. What this conflict demarks is the begi nning
of one of the periods of Fluxus' growing pains - a period in which
personal and ideol ogical differences began to cone to the fore. Having
failed to create a united “Collective Front', Muciunas decided in the

m d- 1960s to decentralise Fluxus by creating a nunber of global Fluxus
centres. Based on Ken Friedman's idea of formng a Fluxus centre in
California - "Fluxus West' - Maciunas decided to create four centres
related to the cardinal directions: Fluxus North, directed by Per

Ki rkeby; Fluxus South, |led by Ben Vautier; Fluxus East, headed by M| an
Kni zak; and Fluxus West, with Friedman as the director. In reaction to
the increasing tensions between some Fluxus artists and the group's
increasing fragmentation in the m d-1960s, this nove was in part another
attenpt by Maciunas to create an organi sational structure for Fluxus. He
pl anned to create a Fluxus Board of Directors fromthe directors of the
four centres, which he would head fromthe Fluxus Headquarters in New
York. Although this new quasi-bureaucratic structure never becane fully
functional, it did create a framework for Fluxus to continue to grow and
devel op under the | eadership of artists other than Maciunas. One of the
nost active of the Fluxus centres, through the md- and | ate-1960s, was
Fl uxus West. Prior to the fornmation of Fluxus West in 1966, California
had been the site of several Fluxus performances and exhibitions: in
1963 Brecht, Watts and Knowl es created the coll aborative " Scissors

Br ot hers War ehouse' event and exhibition, and in 1965 nunerous Fl uxus

pi eces were presented by the New Music Workshop in “~The Internationa
Steamed Spring Vegetable Pie Fluxus Festival'. In 1966, and particularly
in 1967, Fluxus and related activities were quite numerous in
California. In this period, Jeff Berner also organi sed several

Fl uxus-rel ated activities: a Fluxfest at the Longshoreman Hall in San
Franci sco and the "Aktual Art International' exhibition at the San
Franci sco Museum of Art and the Stanford Art Gallery, which brought
together a large variety of Fluxus and Fluxus-related naterials. Ken

Fri edman set up Fluxus Wst centres in San Diego and in San Franci sco,
and in 1967 he purchased a Vol kswagen bus - a "Fluxnobile', - in which
he travell ed up and down the coast of California and then across the US
giving lectures, perform ng concerts and producing flyers under the name
Fl uxus West. Wen the term Fluxus' had begun to be fornmulated in New
York in 1961, it was as a publication for a variety of work with little
or no specific political or even cultural agenda. The initial
affiliations and association of many of the American Fluxus artists were
based on a mutual interest in each others' work and col | aborations on
projects and performances. Several of these individuals - Higgins,

Brecht and Al Hansen - had net as students in John Cage's conposition
class at the New School for Social Research. They and others, such as
Mac Low, Young, Know es and Maciunas, had becane involved in various
projects or groups, such as the New York Audio-Visual Goup, the
“Chanbers Street Concert Series', the "Bread & performance series and



publication project of An Anthology. In all of these activities what was
shared was an excitenent for the work they were doing and a grow ng
realisation of the international scope of new performance and nusi cal
experimentation. This was then a period of expansion of both awareness
and i deas which was carried along by an excitenent for the new work

bei ng done by them and others. As Fluxus actually began to be
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DEVELOPI NG A FLUXABLE FORUM 13 stereo for the down paynment for the
printing costs, and the nechanicals were sent to the printer to be
produced. At this point in the production, however, Mciunas |eft New
York to go to Europe, and Young and Mac Low were not able to pay the
remai ning printing costs. For this and other reasons, the fina
production of An Ant hol ogy was del ayed until 1963, when it was finally
compl eted and i ssued by Young and Mac Low. Although it can be argued
that An Anthology is not strictly a Fluxus publication, its devel opnent
and production was a central event in the formation of Fluxus. It was
the first collaborative publication project Fluxus. It was the first

col | aborative publication project between people who were to becone part
of Fluxus: Young (editor and co-publisher), Mac Low (co-publisher) and
Maci unas (designer), not to nention all the artists who contri buted
wor k, such as Higgins, Flynt, Paik, WIIliams, Brecht and others. It
nodel l ed a pattern of devel opnent that was repeated in nany other Fl uxus
projects in which Maciunas helped to give formto an artist's idea

t hrough the selection of materials and packagi ng design. In this way

Fl uxus produced a true collaboration in which two or nore artists cane
together to create a greater whol e through the conbination of their
efforts. The other, |ess positive, side of the pattern of Fluxus
production seen in the creation of An Anthol ogy, was one narked by
changes in plans, delays in production and fundi ng probl ens. One of the
nmost i nportant aspects of An Anthol ogy for Fluxus, however, was that it
becanme the inpetus for the planning and devel opment of other collective
publications. Many nore scores had been collected than were used in the
book, and when Maciunas |left for Europe at the end of 1961, he carried
with hima rich collection of works and the idea of producing a series
of collective Fluxus publications. Throughout 1962, and in tandemw th
the plans for Fluxus festivals, Mciunas devel oped plans for a series of
publ i cations which he called "Fluxus Yearbooks'. In January and February
of 1962 Maciunas circulated a list of "tentative plan[s] for contents of
the first 7 issues'. These issues, primarily determ ned by geographical
di vi sions, included the US Yearbook, Wstern Ettropean Yearbooks | and
I'l, the Japanese Yearbook and the Eastern Ettropean Yearbook. In
addition to these, there were also plans for two historical issues,
Homage to the Past and Homage to DaDa. The diverse contents for these

i ssues was based on three categories of work: the additional materials
for An Anthol ogy; promised contributions fromartists; and materials
suggested by the area editors (such as Hi ggins and Mac Low for the US
and Pai k and W1l hel mfor Europe) for each of the issues. In the initial
pl ans nost of the contents were scores and essays intended to be
traditionally printed and bound, but also |isted were a nunber of

addi tional elenents - fold-outs, inserts, records and even sone objects
such as "a glove' by Know es and "nolded plastic relief conposition' by
Mary Bauernei ster. By the spring of 1962 - the tine of the publication
of Neivs-Policy-Letter No. 1 - Maciunas had changed his ideas
considerably. In the Neivs-Policy-Letter, he referred to the publication
as the "FLUXUS YEARBOOK-BOX and put greater enphasis on nontraditiona
"printed" materials. There was to be a change in form too, froma bound



publication to a boxed collection: It was decided to utilise instead of
covers a flat box to contain the contents so as to permt inclusion of
many | oose itens: records, films, “poor-nman's filnms - flip books,"
“original art,' netal, plastic, wood objects, scraps of paper,

clippings, junk, rags. Any conposition or work that cannot be reproduced
in standard sheet formor cannot be reproduced at all. 10
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to be included in Fluxus | but as part of “collected works' publications
that never materialised. Thus, Fluxus | is not just a netaphorical
sunmmat i on of Fl uxus ventures between 1962 and 1965 but an actual

conpi lation of diverse materials that had previously been produced by
the individual artists and the activities of the Fluxus group. Fluxus I
is a clear exanple of an aspect of Maci unas' productivist/puritan
aesthetic: waste not want not. The eventual production of Fluxus | can
be seen as the physical manifestation of years of planning and editing
for collective Fluxus publications, but it can also be seen as Maci unas'
way of making use of materials that had been collected and produced and
whi ch Maciunas did not want to waste. The vicissitudes of attenpting to
edit and produce a Fluxus anthol ogy were alnost too great. Initially the
first of the planned Fl uxus Yearbooks was to be issued in February and
May of 1962. These dates were pushed back due not only to a lack of tine
and nmoney, but, nore significantly, to the shortage and limted variety
of the works so far collected. Many of the works listed in the
prospectus were not in Maciunas' possession when he listed themas the
contents, and so he had to delay the publication until after he had
received them They
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DEVELOPI NG A FLUXABLE FORUM 15 were reschedul ed to be issued in August
and Septenber, just prior to the first Fluxus Festival in Wesbaden. At
the sane tine as the delay was announced, a new call for material was
issued in Neiti,s-Policy,-Letter No. 1, as well as a new plan for two
types of anthol ogy publications: the standard edition of printed and
bound materials, and a new format - the " |uxus-fluxus' - which was to
include materials | figure the issue should go out in md Novenber

."11 At about the sanme tinme as this letter, Muciunas issued

Nell, s-Policy, -Letter No. 4, which included plans for future festivals,
FI uxus Yearbox |11, and, nobst inportantly, plans for “special editions'.
Thi s new category of Fluxus publications was to include works and

coll ections of works by individual artists, such as Brecht, Young, Mac
Low, Henry Flynt, Allan Kaprow, and others. Although many of these

coll ections never nmaterialised, the nost notable exception is Brecht's
col l ected works, which became Water Yatn; this is an inportant first

i ndi cation of the expansion of Fluxus publishing activities towards a
collective that woul d produce individual artist's works as well as

ant hol ogy publications. Fluxus |I did not conme out in Novenber, as

Maci unas had said, but was del ayed again; for although the printing work
was conpl eted, Maciunas had no noney to pay the printer for the work. As
Maci unas was continuing his attenpts to edit and produce the first of

t he planned Fl uxus collective publications, one of the first collective
Fluxus (in spirit and content, if not in nane) publications was
publ i shed by Wil f Vostell. This magazine, entitled De-colllage, was
certainly, as Maciunas later clainmed, a clear nmanifestation of Vostell's
own ideas. This, however, did not make De-colllage a non-Fl uxus work as
Maci unas al so claimed. Although it was not one of the announced Fl uxus
publications, it was certainly a parallel attenpt to those being
initiated under the name Fluxus to publish the work then being done. The
first issue of De-colllage, published at the end of 1962, was clearly
nodel I ed on the ideas and plans that were bei ng devel oped for Fluxus. It
i ncl uded scores, essays and ot her exanples of the types of work
presented in performance by the Fluxus group. Many of the artists who
had becone associated with Fluxus, such as Young, Patterson, Paik,
Koepcke, Vostell, and even Maciunas, were included; and at first

Maci unas felt that this publication was part of a general Fluxus
initiative and invited Vostell to conbine his efforts with his own in

t he devel opnent of nore Fluxus-type publications. Vostell declined this
invitation, saying that he could only edit one such publication - his
own - and that it would not be as conprehensive as the planned
collective Fluxus editions. 2 Wth the publication of issues 2 and 3 of
De-col Il age, Maciunas increasingly sawthis journal as an attenpt to
undermi ne his own Fluxus publication initiatives. This situation was
brought to a head with the publication of works by Corner and Flynt in
De-col | | age that Maciunas was intending to print in planned Fl uxus
publ i cations. Maciunas accused Vostell of "~know ngly sabotag[ing]

Fl uxus' .13 The real and perceived effect of Vostell's publication of
De-col Il age woul d eventually |l ead Maciunas to an attenpt to forma
retrenchnent of Fluxus, to, as he put it, “strive for a
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ONEN SM TH common front & CENTRALI ZATION' . As a partial response to
this and other situations that Maciunas felt were draining on Fluxus'
“art and anti-art activities', he proposed in Fluxus Ness-Policy-Letter
No. S (1 January 1963) that "authors are to assign exclusive publication
rights to Fluxus' and that they "will not subnmit any works to any other
publication w thout the consent of Fluxus'. The artists associ ated such
[a] front nmust constantly be purged of saboteurs & “deviationists' just
i ke the communi st party. Communi sts would have long split into 1000
parts if they did not carry out the strict purges. It was the purge or
FLUX that kept themunited & nonolithic. 14 Vostell was to becone the
first of numerous victins of such a belief. This defensive, even
ant agoni stic, stance was the first of a nunber of tinmes through the
m d- 1960s that Maciunas was to react negatively to the plans and
projects of artists whom he felt, were working in opposition to his
idea of a collective front for Fluxus. What was in reality happeni ng and
continued to happen throughout this period was a fundanental confli ct
between the ains of Fluxus and its realisation. That is, Fluxus was
often unable to produce, either at all or in a tinely manner, the works
that it had undertaken to publish, and as a result many artists al so
sought other or additional nmeans of producing their work. Through the
wi nter of 1962 and 1963 the enphasis of Fluxus publishing activities was
increasingly shifting to the devel opnent of works and publications by
i ndividual artists. Plans were nmade for and work initiated on Brecht's
“Conpl ete Works' (Water Yarn) and Deck, Robert Watts' “Dollar Bill',
Young's Conpositions 1961, Daniel Spoerri's L' OPTI QE MODERN, Paik's
“music periodical' Mnthly Review of the University of Avant-garde
H ndui sm The materials for Fluxus I, neanwhile, still sat at the
printer. Maciunas did produce two other collective publications in this
period: Fluxus Previelti, Revietiv, a long scroll-format publication
which included a |imted nunmber of scores and photos of perfornances,

i nformation on future performances and a listing of planned Fl uxus
publications and Ekstra Bl adet, a reproduction, in collage format, of
perfornmance revi ews, which was intended for performance publicity. He

al so began work on a second Fl uxus Yearbox, the French Fl uxus Yearbox,
whi ch al t hough never produced did progress to the stage of typographic
design and lay-out (parts of it are in the Archive Sohm); but by the end

of spring 1963, there was still no Fluxus |I. Finally, however, sonetine
in the late spring or sumer of 1963, Maciunas was able to pay the
remai ning debt to the printer for the nmaterials for Fluxus |I. But by the

time Maciunas returned to the USin the late sumrer or early autumm once
again he had no noney to do anything with the materials he had had
printed, and even if he had been able to do anything he was so unhappy
with the quality of the printing that he threatened to throw it all

away. In the end, he kept the materials but did not do anything with
them for al nost another year. Instead, the enphasis of Fluxus shifted to
t he devel opnent and production of works by individual artists, the

devel oprnent of a
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DEVELOPI NG A FLUXABLE FORUM 17 Fl uxus newspaper, ccV TRE, and the
attenpt to develop a Fluxus distribution network, or what canme to be
call ed the Fluxus Muil order Warehouse. During the autum of 1963 and the
w nter of 1964 the continued devel opment of Fluxus | was put on hold
whil e plans were nade for propagandi sing Fluxus in the US. Al though a
nurmber of plans included actions and/or perfornmances, such as street
events, one of the nost inportant realised neans of advertising Fl uxus
was the creation of a Fluxus newspaper, ccV TRE. Rather than being a
compl etely new venture this newspaper was, as with many Fl uxus worKks,
initially devel oped outside of Fluxus per se and then integrated into
the Fluxus fold. The first issue of V TRE was published as a broadsi de
by George Brecht in conjunction with the Yam Festival, which he and Bob
Watts were organising in May 1963. In fact, when the first Fluxus issue
of the newspaper was published in January 1964 the designhator “cc' was
added to the nanme as Brecht (a designation that was kept only for the
first four issues). Although the first two issues of ccV TRE, published
in January and February of 1964, are predoninantly made up of photos,
bot h anti que and contenporary, newspaper headlines and parts of
articles, and scientific illustrations and diagrans, all taken from

ot her sources, it was the references to Fluxus that were the key to this
project and would conme to donminate the content of the newspaper by the
third and fourth issues. The publication of cc V THE was anot her exanple
of the opportunismof Fluxus. It offered three key elenents. First, the
newspapers were cheap to produce, and this was inportant because Fl uxus
had little or no noney to pay for nore el aborate publishing projects
such as the collective Yearboxes/books. Moreover, very few, if any, of
t he Fl uxus publications ever broke even or made any profit. This being
t he case nost of the publication costs had to be covered by ot her neans
and were largely paid for by Maciunas hinself out of his own pocket.
Second, the newspapers were a sign that Fluxus was "alive and kicking'.
By the begi nning of 1964 nost of the planned Fluxus publications had

still not been realised. Increasingly a nunber of the artists associ ated
with Fl uxus were beginning to question whether or not Fluxus would ever
even begin to fulfil its ains to distribute a variety of “interesting

things'. The ccV TRE newspaper was a way of responding to these
concerns, for in addition to the visual cacophony of appropriated i nages
and texts, they included essays by artists such as Pai k and Brecht,
photos of works by a variety of artists from Christo and Jean Ti nguely
to Brecht, Knowl es, Watts and Lette Ei senhauer at their Blink show, and
a wide variety of event and performance scores. It seens that it was the
intention of at |east Maciunas to shift away fromthe nore costly and
probl emati c Yearboxes to the newspaper as the principal neans of

di ssem nating the good work being done. In the first issue of ccV TRE
there is a list of available Fluxus editions (1963) and upcomn ng
editions (1964). It is of inportance to note that nowhere in these lists
is there any specific nmention of the collective Fluxus publications.
Instead, after the lists there is a small note that states that nost of
the *. . . materials originally intended for Fluxus yearboxes will be

i ncluded in the FLUXUS ccV THE newspaper or in individual boxes'.' 5 The



third, and possibly nost inportant, aspect of the devel opnent of the
Fl uxus newspaper was that it was a way of both advertising Fl uxus works
and performances ..ERR COD: 1..
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ONEN SM TH only to publish the interesting things being done but to
create new systens for their distribution. Mst Fluxus works were not
only relatively inexpensive, but were initially distributed through
alternative distribution nmechanisns. In the m d-1960s a nunber of
different Fluxshops were set up in the US, France and the Netherl ands.
In addition to these shops, which had only limted success, several Flux
Mai | or der Warehouses in the US and Europe were created that were
directly ainmed at establishing a new neans for distributing works and
publications w thout those works thensel ves seem ng to becone profound,
exclusive or valuable as a commodity. In this context, then, it was only
t hrough such publications as cc V TRE, that Fluxus works could gain an
audi ence wi der than friends of friends. In 1978 Nam June Pai k el abor at ed
on the significance of Fluxus as a distribution nechanismthat, he felt,
went beyond Marxi st paraneters: Marx gave nuch thought about the
di al ectics of the production and the production nedium He had thought
rather sinply that if workers (producers) OANED the production's nedi um
everything would be fine. He did not give creative roomto the
DI STRI BUTI ON system The problemof the art world in the '60s and ' 70s
is that although the artist owns the production's nedium such as paint
or brush, even sonetines a printing press, they are excluded fromthe
highly centralised DI STRI BUTI ON system of the art world. George
Maci unas' Genius [sic] is the early detection of this post-Mrxistic
situation and he tried to seize not only the production's medi um but
al so the DI STRI BUTI ON SYSTEM of the art world. 16 Throughout the 1960s
Maci unas continually tried to denonstrate that Fluxus was neither
serious culture nor anti-serious culture, but sonething else entirely.
This separation was intended to reinforce the concept that Fluxus was
not part of the existing cultural system in either its nodes of
production or distribution. The nature of Fluxus work was part of a
process of transformati on and education that was inherent in their
activities. In the activities in the 1960s, and, as we shall see, nost
particularly in the 1970s, Fluxus works and performances were intended
to transgress boundaries, decentre their own activities, and, for soneg,
gradually to lead to the elimnation of the category of fine art
al together. When Fluxus | was finally issued in 1964, it was as part of
a period of trenmendous Fluxus publishing activity. Even though it had
taken Fl uxus and Maci unas nore than two years to produce this one work,
the next two years, between 1964 and 1966, saw nore than half of the
total nunber of Fluxus works devel oped and produced. Not only was the

first collective publication, Fluxus |, published in this period, but
the only other conpleted collective Fluxus publications, Fluxkit (1964)
and Fluxits Year Box 2 (1966), were published in this tinme as well. One

of the nost notable aspects of Fluxus production in these years, evident
in a sinple conparison between Fluxus | and Fluxtts Year Box 2, was a
shift from publications, in the sense of printed information or inages
on paper, to objects. The projected, but never conpleted, Fluxzts 3,

was, however, supposed to shift yet again, back to exclusively two-

di mensi onal printed works to be presented rolled up in a tube. Woereas
Fl uxus | consists predom nantly of printed imges, scores and text-based



pi eces, Fluxus Year Box 2 contains a diversity of materials, nobst of
whi ch - such as the Fluxfilnms and viewer and the individual artists'
boxes by Brecht, Ken Friedman and others - are not traditional printed
mat eri al s.
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DEVELOPI NG A FLUXABLE FORUM 19 The Fl uxus works produced in the

m d- 1960s, even the nost object-based exanpl es - such as Watts' Rocks
Mar ked by Weight, Shiom's Water Miusic or Patterson's Instruction No. 2
- should all be seen not as art works or even multiples, but in their

i ntended context: as publications, albeit quite different fromwhat is
traditionally thought of as a publication. This seemng alteration in
Fluxus' ainms is not just a historical note, for it was remarked on by
several Fluxus artists and it was one of the notivations for Higgins to
found Something Else Press as an attenpt to return to the original ains
of Fluxus. Although Sonething Else Press (SEP) does have its own uni que
place in the history of alternative publishing, it should al so be seen
as an expression of the ains of Fluxus to distribute the "interesting

t hi ngs being done. In 1964 Di ck Higgins founded SEP i n exasperation over
Maci unas' seening inability to get things published, as well as the
seem ng shift-away from what Hi ggins perceived as the central foci of
Fluxus. In a letter to a friend H ggins remarked that he founded SEP as
a way of returning to the aims of “original Fluxus'.17 Under the Press

i mprint, many inportant books on poetry, happenings, architecture,
experimental literature and fiction, nusic, and art theory were
publ i shed. SEP al so published i nportant work by a nunber of the artists
associ ated with Fluxus, including Know es, Patterson, Corner, Schnit,
Brecht, Filliou, Spoerri and Higgins hinself. In sone ways, Hi ggins was
correct, for the work published by SEP throughout the 1960s and into the
m d-1970s much nore clearly conforms to the original Fluxus goals of
education, presentation of a variety of historical and contenporary

wor ks, and creation of a distribution systemfor interesting materials

t hat woul d not ot herw se be published. In fact, although SEP woul d
eventual ly fold under the strain of unresolved financial obligations, it
was in its heyday very successful both in introducing a w der audience
to new and experinmental work and in creating a context for continued
experinmentation in intermedial arts. The greater imedi ate success of
SEP, when conpared to Fluxus, was that Hi ggins was able to bal ance a
radi cal and/or new content with a nore traditional form thereby

al l owi ng the SEP publications access to existing distribution systens -
particul arly the book-publishing system- which Fluxus was never able to
make use of. This very sane success has now, in the historical franeg,
reversed which of the two ventures is given nost attention. Fluxus with
its seemingly greater originality of formand, contrary to stated ai ns,
greater rarity of work, has now becone the artistic success, whereas SEP
has becone an interesting publication venture, but not an artistic
success. If again we return to H ggins' point that SEP was a renewal of
the original ains that Fluxus had | ost sight of and consider this in the
current perspective of the conmodification of Fluxus “art objects', we
are left with a very interesting set of issues. The reality, however, is
t hat both represented Fluxus and SEP succeeded and failed in differing
ways, and that both of these ventures formpart of a |arger whol e of
experinmentation in internmedial arts which so dom nated the 1960s and
1970s. 18 By the end of the 1960s col |l ective Fluxus activities had
reached a | ow point. After the explosion of Fluxus publishing activities



bet ween 1964 and 1966, the years from 1967 to 1969 were rather
unrenarkable. Little new work was produced in these years. Fluxus group
perfornmances and public presentations in this period were al so
practically non-existent. Wiat was happeni ng was that even though Fl uxus
had al ways nmanaged to survive direct conflicts, the nost significant of
whi ch was the conflict and even personal aninosity over the picketing of
St ockhausen's Originale in 1964, this period was one in which many of
the artists’
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ONEN SM TH attenti ons were no |onger being focused through Fluxus. In
order to contextualise this situation, it is useful to understand that

Fl uxus' nmeani ng has always existed in relationship to is useful ness, and
thus we can | ook at the downturn in activities in this period as a
sinple reflection of a periodic downturn in its imediate, but not

| ong-term useful ness. Although many of the individual artists were as
active as they had been in the past, many of their efforts were directed
towards differing projects or individual interests rather than
collective or Fluxus work. Higgins and WIllians were very busy with
Somet hi ng El se Press; Watts was involved with a mass-production project
called Inplosions; Brecht and Filliou were active with La Cedille qui
Sourit in France; Vautier with his Total Art projects and rel ated
publ i shing; and Maciunas was putting nost of his tine and energy into
his project of converting old buildings into artists' lofts

(Fl uxhouses). Yet through all of this the core of Fluxus remained; the
fact that they were friends who enjoyed what each other did. Al that
was needed was a rem nder of this social basis of Fluxus as a conmunity,
and it canme in the late 1960s, not in the formof new public
perfornmances, but as Fluxus gatherings for Fluxfriends. These events
began in 1967 with a ~Flux-Christmas-neal -event', and in the subsequent
two years were held on the 31 Decenber and were thus renanmed the ~ New
Year Eve's Flux-Feast'. Although these gatherings did not snooth over
all of the tensions between different menbers of Fluxus, they did act to
return Fluxus to part of its essence - a Fluxus based on a group of
friends doing things together that they enjoyed. Activities such as
these, as well as other Fluxus-related devel opments in such areas as
California, France and Germany, also began to widen the circle of Fluxus
participants to include new artists such as Geoff Hendricks, Larry
MIler and Ken Friedman. This would give a new energy to Fl uxus and
carry it into the 1970s, and eventually into new endeavours, such as
those carried out under the name " Fluxshoe' in England. NOTES
Jean-Pierre Wlhelm [untitled manuscript], Sept 1962, Archive Sohn,
Staatsgalerie, Stuttgart. As far as can be determ ned, this text was not
the exact text read by Wl hel mat the Dussel dorf Fluxus Festival. It is
a text that he wote as an introduction for a proto-Fluxus perfornance
in Ansterdam " Parallele auffuhrungen newster nusik'; however it is
probably very simlar to what he did read in Dusseldorf. 2 George

Maci unas, ~Fluxus Manifesto', nd [c 1963], Archive Sohn, Staatsgalerie,
Stuttgart. 3 Dick H ggins, Constellation No 4, 1960; reproduced in

H ggins, Selected Early Wrks, 1955-1964, Berlin, Edition ARS VI VA,
1982, p 4. 4 George Maciunas, In Menoriamto Adriano Aivetti; revised
version of score no. 8 1962, Archive Sohn, Staatsgalerie, Stuttgart. 5
Dick Higgins, Postfacel Jefferson's Birthday, New York: Sonething El se
Press, 1964. 7 George Brecht, "Ceorge Brecht an Interview with Robin
Page for Carla Liss (who Fell Asleep)', Art and Artists, vol 7, no. 7
(Cct 1972), p 29. 8 Hi ggins, Postfacel Jefferson's Birthday, p 68. 9
George Maci unas, quoted in Jackson Mac Low, ~We George Maci unas die New
Yor ker Avant garde kennenlernte', in Renlock, ed, 1962 Wesbaden 1982,
W esbaden,
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DEVELOPI NG A FLUXABLE FORUM 21 Harl ekin Art, and Berlin, Berliner

Kl er programm des DAAD, 1982, p 114. 10 George Maci aunas, [Fl uxus]
Netivs-Policy-Letter No. 1, May 21, 1962, in the Glbert and Lila
Silverman Col | ection, New York and Detroit. 11 Maciunas to La Mnte
Young, nd, La Monte Young and Marian Zazeela Col lection, Gl bert and
Lila Silverman Col |l ection, New York and Detroit. 12 WIf Vostell to
George Maciunas, nd, Archive Sohn, Staatsgalerie, Stuttgart. 13 CGeorge
Maci unas to Nam June Pai k, nd, Archive Sohn, Staatsgalerie, Stuttgart.
14 I bid. 15 George Brecht and George Maci unas, eds, Fluxus cc V TRE,

FI uxus Newspaper no. 1 (1964), rip. 16 Nam June Pai k, ~George Maci unas
and Fluxus', Flash Art, no. 84-85 (Cct-Nov 1978), p 48. 17 Dick Higgins
to Tjeerd Deelstra, 13 March 1967, Archive Sohn, Staatsgalerie,
Stuttgart. 18 For nore information on Sonething El se Press, see Higgins,
"Two Sides of a Coin: Fluxus and Sonmething El se Press'.
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SI MON ANDERSON: FLUXUS, FLUXI ON, FLUXSHOE: THE 1970s The 1970s saw

Fl uxus in flux, and this state, fluxion, is evident across the
surprising range of Fluxus activity from 1970 to 1982. It is inpossible
to follow every thread of Fluxus through this period; the scattering of
docunent ed exhi bitions, performances and di scourses fail to give any

i ndi cation of the actual spread of Fluxus ideas. However, a debate

wi thin and around Fluxus as to its actual constituency continued

t hroughout the decade, in the form of drunken debates and letters to
periodicals; in the blossonming field of Correspondence Art; and in the
organi sati on of catal ogues, collections and exhibition tours. Several
changi ng versions of Fluxus survived. One of these was an increasingly
conventional art novenment, circunscribed by nmajor retrospective shows
and docunented in official publications. Another was an international
network of conrades - including sone fromthe “original' Fluxus tour -
connected by ideol ogy, friendship, and shared working practices. These
| ai d-back activists often prepared to travel anywhere to perform read,
play, or sinply connect with |like nminds. They generated a set of
hilarious and libertarian i deas which were passed fromhand to nmouth -
or frommailbox to mail box - across the provinces of the coca-col oni sed
worl d, nostly on a |evel that generated no nore objective evidence than
a fadi ng m nmeographed flyer, saved for posterity by accident rather than
desi gn. The decade opened with the first great nonunment of Fl uxus

hi story, the exhibition and catal ogue "Happening & Fluxus'.' At this

ti me happenings were an international and formally recognisabl e
phenonena. The exhi bition was acconpanied by a graphically utilitarian
series of catal ogues whose rudi nentary use of chronol ogy and al phabet
posited a Fluxus firmy in the real mof advanced art activity, |inking
it explicitly with a docunentabl e happeni ngs novenent. Unfortunately,

t he association created by the title also inplied stylistic parity. The
fact that some artists were upset by this identification illustrates
sone of the issues that have continued to dog Fluxus: who has the right
to define it, and on what bases should those definitions be made?2 The
coll ector Dr Hans Sohm and his co-organi ser, Harald Szeemann, nounted an
i mportant and inpressive exhibition. Beset by difficulties and personal
antagoni sms - al though to what extent these were apparent to visitors is
no longer clear - the show generated a docunent that has becone a
landnmark in the history of Fluxus. In addition to an annot ated

chronol ogy of actions and events from 1959 to 1970 (taking up nore than
hal f the book), the catal ogue of the exhibition included a genera

bi bl i ography covering the sane span and an incl usive al phabetical |ist
of artists or artist groups from Andersen to Zaj, with details of
publ i shed work, photographs and bi bliographies for each.
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FLUXUS, FLUXI ON, FLUXSHCE 23 At the close of the decade cane a sim|ar
if rather nore deliberately selective, series of emanations. The year
1981 saw the inpressive public launch of the Silverman Collection. In
cel ebration of Fluxus' official twentieth birthday, there were al so
three exhibitions, a festival and a synposiumheld in Wesbaden. 4 The
cat al ogues generated by this flurry of historic activity both attenpted
chronol ogi es and al phabetical lists, but again, reflected different

vi ews of Fluxus. The W esbaden birthday, riven with contradictions,
argunment and cel ebration, stood in sharp contrast to the Silverman's

FI uxus, which passed exclusively through the “pure process' of the great
organi ser, George Maciunas.5 The Silverman Col | ection was opened to the
public in an exhibition held at the Cranbrook Acadeny of Art Miseum
from20 Septenber to 1 Novenber 1981. The show hi ghli ghted publi shed
objects fromG lbert and Lila Silverman's consi derabl e accunul ati on of

FI uxus ephenera. Organi sed around the central principle that the
presence of George Maciunas is the nost appropriate nmeasure of

Fl uxus-ness, it presented a picture of Fluxus that sone artists have
repudi ated. Tomas Schnit did so in his contribution to the catal ogue

t hat acconpani ed the Cranbrook show. 6 O fering reproductions of

enor mous nunbers of objects and graphic material, nmany the product of
Maci unas' fascinating and fertile brain, it carries, without editorial
comment, an enunerated cat al ogue of objects, boxes and docunentary
fragnents generated by historic events, posters, postages stanps and
ganes. The first of several such catal ogues docunenting their hol dings,
it continued the Silvernman's enduring contribution to Fluxus

schol arship. The criterion that filters the Silverman coll ection,
under st andabl e though it is, created a Fluxus wi thout the nessy,

uncat egori sabl e, vague and shifting connections that often seemto
characteri se European Fluxus. Sharp differences, however, are not always
easy to find, for nmuch as the scene in Europe included a host of
American visitors who put their individual stanp on interpretations of

Fl uxus, so Maciunas made Fluxus a vehicle for a variety of aesthetic,
social, political and art-historical experinments as the decade
progressed. The strict reading of Fluxus inplicit in the Silvermn

Col l ection, whilst being evolutionary in some ways, and of necessity
bei ng nuseol ogically correct, cannot do justice to the kinds of Anerican
Fl uxus activities that devel oped on the Wst Coast, outside New York, or
even through Charlotte Moornman's New York Festivals of the Avant-Garde,
whi ch Maci unas deprecat ed al nbst obsessively, it seens. However, he
continued to expand the Fluxus canon alnost up to his death, including
such nedia pranks as Twel ve Big Naines, of April 1975; the devel opnent
of the Fluxlabyrinth, and the continuing tradition of New Year reunions
- atradition disparaged by Tomas Schmit as “jokey parties with col oured
dri nks and mani pul ated food'. Perhaps Maci unas woul d al so have cavill ed
at the twentieth anniversary in Wesbaden, which offered an ironic

cel ebration of Fluxus' advance toward Art Hi story. Spread throughout the
town, occupying not only the nmuseum where Fl uxus had begun, but a | ocal
Kunstverei n and another conmercial gallery, Harlekin Art, whose owner,

M chael Berger, was one of the sponsors of the occasion. The exhibitions



travell ed to Kassel and closed in Berlin's daadgalerie, after a series
of new and historic performances and practices. This was a prescient

m xture of Fluxuses; not quite the Fluxus later to be known through
cat al ogue essays, centred on objects, multiples and endl ess texts; nor
yet the heroic Fluxus that had generated so nmuch frenzy two decades
before; but a shifting coalition of artists united by
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new friends, collectors, the occasional deal er, and, increasingly,
enbryoni ¢ Fl uxus historians. Fluxion was evident in the rancour that
existed at tinmes between artists, as well as in aspects of the
exhi bitions and cel ebrations. During the weekend of opening events,

Fl uxus was represented by such stylistic variations as Geoffrey
Hendricks' nmeditative ritual installation, an aggressive electronic
opera by Wlf Vostell, and G useppe Chiari's gestural nusic. In
addition, there were concerts of early Fluxus works, sonetines perforned
by the conposers; a reinterpretation, by the artist, of Ben Patterson's
Li ck; and opportunities to play fluxping-pong and ot her games in the
museum Al ongsi de the Fluxlabyrinth was its apparent antithesis: the tie
that Paik used to begin the first ever Zen for Head, preserved as a
reliquary; and in a piano-concert scene that surely opposed Maci unas’

i dea of Fluxus, Fred Rzewski's hands were filnmed in close-up, for Gernman
TV. The nonochrone catal ogue that acconpani ed the exhi bitions echoes the
graphi c severity and apparent neutrality first adopted by "Happening &
Fl uxus'. Once again, docunentary evidence of past Fluxus events was
shown al ongsi de a wi de variety of contenporary work, ranging from
astrol ogi cal charts by Ludwi g Gosewitz to Yoshi masa Wada's i nstrunental
installations. Although |eavened by Filliou and Wlliams anarchic

catal ogui ng system the texts included were serious and witten with an
eye to history. The infra mnce element within Fluxus is evident in the
illustrated chronol ogi es and item sed personal narratives that

suppl ement the essays: these included a wide variety of voices, from
Henni ng Christiansen to Henry Flynt, and notable were Jackson Mac Low s
account of the genesis of An Anthology and Emmett WIIlians' reportage.
The cat al ogue makes no cl ai ns, however, to conplete historical coverage
and is organi sed around individual artists rather than publisher or
medium A simlar al phabetical and individual-oriented approach had been
used sone years earlier by Harry Ruhe, in his thorough and w de-rangi ng
i ndex, Fluxus: The Most Radical and Experinental Art Mvenent of the

Si xties.s This ring-bound docunment resulted fromhis earlier exhibition
of Fluxus at Gallery Ain Arsterdam in 1976. The ruggedly stylish book
provi des an expanded and expandabl e readi ng of Fluxus; the editor quoted
Maci unas' bl acklist in his introduction, but offered fair justification
of his inclusions. Ruhe's Fluxus was fluid enough to contain tenuous

hi storic connections such as Marcel Al occo and TamSzentjoby along with
nore traditionally contentious inclusions such as Joseph Beuys. Qbscure
entries, such as Bob Grines and Bob Lens or George Landow and Dan
Lauffer, forman informative exploration of Fluxus ideas, appropriately
opening with Maurizio Nannucci's 150 questions on the subject. Also

ri ng-bound, and intended to expand, though smaller in size and scope,

Fl uxus International & Cie |ikew se added to the Fluxus stabl e, but took
pai ns to distinguish new associ ates such as John Arnm eder, Patrick
Lucchi ni and ot her nmenbers of the Ecart Performance G oup.9 Featuring
texts and event scores by Fluxus artists and an essay by Charles
Dreyfus, the catalogue is an early effort to anal yse Fl uxus
historically, stylistically and philosophically. It is organised using a



conpl ex classification system illustrating different versions of

Fl uxus. Conposed of history, nusic, words and posters, and incl uding
charts, manifestos, artists' statenents, a chronol ogy of events from
1951 to 1964, and a section devoted to Correspondence Art, it was a

fertile breeding ground for Fluxus ideas.
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by these efforts - a first retrospective, a double- digit anniversary,
and the public launch of a private collection - Fluxus effectively

di sappeared during the 1970s. Those events that were reviewed in
international journals tended to be regarded as " Fl ux-funny reincarnated
revival rem nders of Fluxus' contribution to the "sixties"'.1ter

Maci unas' death in 1978, such efforts as Jan Van der Marck's " George
Maci unas Menorial Collection' at Dartnmouth Coll ege Museum & Gal l eri es
served to reinforce either the perception that Fluxus finished at some
poi nt during the 1960s, or that with the passing of Miciunas, the

Fl uxure ceased. The increasingly official and acadenmi c historification
of Fluxus visible in these shows, however, also ignores any numnber of
synpathetic attenpts to proselytise the idea, or extend the network.
Occurring nostly at a less heroic' level than early devel opnents, and
subsequently lost in the authentic-object-oriented machi nati ons of
museum hi story, these exanples of “applied flux' offer salutory | essons
in the power of that conbination of hunour, intermedia and inmagination
whi ch fuelled Fluxus. "Fluxshoe' was the second Fluxus exhibition to
occur in England, a little-known, but fascinating exanple of how Fl uxus
was understood in that country at that tinme. It offers an exenplary
opportunity to witness Fluxus as it survived the 1970s. It can be
regarded al nost as a |aboratory study - a sanple of Fluxus culture
growi ng, nutating, and being exposed to the various viruses of a
particular tinme, place and set of personalities, each of whose

under standi ng of the original conmbined to create a travelling circus of
experi ment and adventure. The provincial, personal, alnost
extra-curricula nature of " Fluxshoe' acts as another parallel with the
general fate of Fluxus before its resurrection as art history. Just as
" Fl uxshoe' avoi ded London and its sophisticated art establishnent, so a
greater part of the docunmented Fluxus activity that occurred in the
1970s took place in secondary sites of culture, powered by one or two
hardcore mi ssionaries. Places like Li, MIlan or Seattle hosted Fl uxus
events or exhibitions in the second half of the decade, none of which
accurately reflected the heroic Fluxus of the 1960s, although each was
bl essed with the presence of a founding Fluxist. Apart from New York's
annual reunions, or the occasional get-together, and aside from
Renlock's outpost in Berlin - and again, tenporarily, in New York -
Fluxus “flourished in sem -obscurity','' beyond the limts of the art
worl d. " Fluxshoe' began in the snmall university city of Exeter

concei ved by Fluxus artist Ken Friedman and M ke Waver, a young
academ ¢ who had nmet Maciunas in the early 1960s through his interest in
concrete poetry. “Fluxshoe' was originally to be a nodest exercise,
consisting nainly of photocopies and publications, but as it happened,
with the additions and changes that organi ser David Mayor allowed, it
became a lesson in the living devel opnent of art, of the idea of Fluxus.
" Fl uxshoe' does not equal Fluxus; but if Fluxus had originally devel oped
through a socially shared idea, then "Fluxshoe' pronoted the idea

ent husi astically, very effectively, and with an antipathy to organi sing
principles that anmbunted to anarchy. Chance, opportunity, proximty,



personality and willingness-to-help were the final arbiters of entry,
acceptance and continui ng i nvol venent - though not necessarily in that
order. By nixing contenporary ideas with historic work, and by all ow ng
artists frommany different backgrounds to perform whatever they felt
nost appropriate, "“Fluxshoe', like the Correspondence Art network that
hel ped fuel it, was itself continuing the Fluxus tradition. "Fluxshoe' -
the name stens froman inspired typing error - was one of numerous seeds
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international festival of live, graphic and published art works, with
dozens of participants, hundreds of correspondents, and thousands of
spectators. Mywving to the operational base of Beau Geste Press - a | ow
tech co-operative art-publishing venture run by a conmune headed by
Mart ha and Fel i pe Ehrenberg, David Mayor, and others - the tour was
basi cal ly sponsored by governnent and regional grants, and, although
very different, each show was centred upon the sane portable and
flexible core of Fluxus material: mailed stuff from Fri edman and his
infinite correspondents, a nunber of Fluxboxes sent by Maciunas, and a
| arge anmount of printed matter given or |oaned by artists, Dr Hans Sohm
and other interested individuals.' 3 "“Fluxshoe' exenplifies the general
style of Fluxus in the 1970s in many ways. It was determ nedly
i nternational and was constituted around a few "stars' fromthe early

days of Fluxus. The still relatively young survivors fromthe first few
years travelled widely, singly or in pairs, and spread their individua
- and often different - interpretations of Fluxus at each venue. The

first bona fide Fluxus artist to appear during " Fluxshoe' was Eric
Ander sen, who had been associated with Fluxus since 1963, when, with

ot her menbers of the “gruppe fra eksperinental nal erskol en', he had given
a Fluxus concert in Copenhagen. In 1972 Andersen's notable contribution
to the leisure activities of the seaside town of Fal nouth was Random
Audi ence - a participation piece in which he offered nenbers of the
public “FREE DRI NK, FREE MJUSIC, FREE SEX , handing out a printed notice
to this effect, with the date and tinme of the offering handwitten on
it. If anyone was brave enough to show up at the allotted time and

pl ace, they found a notice announcing a change of tinme and venue. |f

t hey were then persistent enough to catch up with him they would find
himarnmed with a bottle of whisky, a portable cassette player, a

vi brator and a rubber vagi na. Fell ows Danes Knud Pedersen and Per
Kirkeby - both Fluxus artists by virtue of early association or
publ i shed work - al so appeared during the tour. Kirkeby performed an
understated Event: a jigsaw puzzle that he failed to conplete, despite
the help of visitors. Pedersen organi sed, anong other participatory
actions, a two-balled soccer match - an entertai ning and educative
intervention into nornal expectations that asked a whol e series of
guestions about what constitutes art, a game, conpetition, a goal, and
so on. This tightly organi sed and fascinating public spectacl e was
re-created by Pedersen sone twenty years later as part of an exhibition
at the Tate Gallery, London. Fluxus' early and vital links with Japan
were well represented both in " Fluxshoe' and Mayor's other concern, Beau
Geste Press. Takako Saito infused both with her delicate aesthetic, and
Mayor's base outside Exeter was visited by the Taj Mahal Travellers - or
at |l east a contingent fromthat group - consisting of Takehi sa Kosugi,
Yuki o Tsuchiya, Ryo and Hiroko Koi ke. Kosugi hinself had been a

cof ounder, with M eko Shiom, of the experinental nusic group G oup
Ongaku, in 1961, and had worked in the early to md-1960s with a whol e
range of internationally renowned artists and nusicians from Toru
Takemitsu to Robert Rauschenberg, including Ichiyanagi, Cage, Paik and



Vostell. His involvenment with Fluxus began early, and he had a

col l ection of events published, which were included in the first Fluxus
Year box. Ay-O was originally to have re-created the New York Fl uxshop
for “Fluxshoe', but instead built a site-specific environnment, threading
string through the banisters of the stairs at Oxford's Miseum of Modern
Art. He also performed events so subtle that nobst people
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under st andi ng of Fluxus neant that he felt justified in sinply talking
to people, perhaps performng very sinple and delicate Events, such as
sinply sitting and burning small pyres built of matches, watched by only
one or two people. This rejection of formality - which pervaded

“Fl uxshoe' to its core - was also typical of a variety of other Fluxus
artists throughout the decade, from Robert Filliou's poetical Research
at the Stedelijk (1972), which he used as a framework for extended,

i nternational and poetic conversations about the state of the world, to
Maci unas' reliance on ganes and sports as a nodel for cheap, public
performance art. The international roster of artists who attended

" Fl uxshoe' included Canadi ans Paul Wodrow and Clive Robertson, plus
assorted European perforners of varying stature, including Hungarian
stanp artist Endre Tot. It also provided performance opportunities for

| ocal talent, fromnovices such as Paul Brown to seasoned artists such
as Stuart Brisley. An American then residing in England, Carolee
Schneemann was perhaps the nost experienced perfornance artist to appear
in " Fluxshoe'. She had become fanous for her sensuous and vi sceral
happeni ng Meat Joy, but she had been a radical fil mmker and
perfornmance-pai nter since the end of the 1950s. 14 Despite the fact that
Schneemann had taken part in the Berlin ~Festum Fluxorum of 1970, and
despite her consistent and persisting synpathies with Fluxus ideas,

Maci unas advi sed Mayor that Schneemann was'... doing very neo-baroque
styl e happeni ngs which are exact opposite of flux-haiku style
events...', thereby revisiting di sagreenents about the constitution of
Fluxus.ls Gancarlo Politi's Flash Art, sonetinme supporter of Fluxus
artists collectively and individually, stirred this debate by accusing
"Fluxshoe' of expansion to the point of confusion. A notice in this
publ i cation characterised "Fluxshoe' as a nmere approxi mation of

Maci unas' phil osophy, and that the show included artists who "never had
any rapport with fluxus, neither ideological nor esthetic'.' 6 This
generated a spirited but friendly response fromKen Friednman, who, in
his capacity as " director of fluxus west' (the |ower case was de rigeur
at the tinme) repudiated the notice and quoted his own Oraha Fl ow Systens
as proof that Fluxus was capabl e of divergence, difference, inclusion
and expansion. He argued that Fluxus sought to break boundaries, and
that these included the rules of traditional art history as well as
bourgeois social practice. Gher artists felt differently. Davi Det
Honpson believed that Fluxus as such was over, and that shows such as
“Happeni ng & Fluxus', "~Fluxshoe' and his own “International Cyclopedia
of Plans and Cccurrences' (1973) were proof of that. Admitting to being
very nmuch a second-generation Fluxus artist, he was interested in taking
the ideas that Fluxus had devel oped and continuing them One of the

i nportant ideas of Fluxus, for Honpson, was that personalities were |ess
i mportant than things and ideas, although he distinguished between

Fl uxus and conceptual art on the grounds that Fluxus was not sinply

i deas al one. Honpson perforned a nunber of times in Blackburn: in the
Museum where he nade Wi spered Witings, a series of circular,

sel f-descriptive texts; and on the street, where he |ectured, using



gestures, a blackboard and a gag over his mouth, so that he was

i nconprehensi bl e - variations on Fluxus which were very rmuch in keeping
with other events seen on the tour. On the other hand, Alice Hutchins,
whose “Jewelry Fluxkits', were produced well into the 1970s, thought

Fl uxus was still extant, but as a sideline, something given for
enjoynment - for
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Fl uxus was centred on objects: she had never perforned, or witten an
event until offered the opportunity in Oxford, where she wote and
perfornmed a site-specific event, 102 Stroke Piece, about an ancient
coll ege bell. She outrang "Great Toml and handed round Bell's whisky. It
was sinple, friendly and unpretentious; it suited the intimte
at nosphere of the evening, and won David Mayor's approval. " Fluxshoe
was a site of negotiation between classic Fluxus and the new directions
taken by individual artists. Thus, underfunded reconstructions by the
school boy duo Blitzinformation , of early Fluxus events by Brecht,
Schm t, Maciunas, and so on, were conplenmented with their own

Fl ux-inspired research into average neasurenents around Hastings and a
stylistic concept called Tot'. The Taj Mhal Travellers perfornmed
interpretations of early Events, as well as creating their own piece, a
24-hour-long jam session at Beau Ceste's farnmhouse headquarters. For
some purposes, the events nost characteristic of Fluxus' early days -
those | abell ed by Maciunas as "~nono-structural neo-haiku' - are at an
advant age over other, nore conplex performances, in that they have a
particular portability. The nature of the classic Fluxus event - sinple,
funny, even elegant - is such that it creates its own atnosphere as part
of the performance. The structure of events, based on the characteristic
of being repeatable, yet unique, each tinme they are performed, also

di stingui shes themfromother live actions - a knowingly in-built asset.
It is one of the reasons that early Fluxus is so suited to historic

exhi bitions, because its intinate atnosphere can be conjured up by
anyone willing to spend tinme, and a little effort, on their own version
of Events: nuch of the potential therein comes fromthe score, the
particular notation used to describe many Fl uxus pieces. Neverthel ess,
not all Fluxus pieces work in this fashion. Many straddl e the borderline
bet ween subtle, intimate event and conplex action, and it is presunably
this mxture that David Mayor wi shed to pronote in " Fluxshoe'. The
val uabl e openness and mnul tival ence of the Fluxus Event, with
instructions as flexible as they are specific, neant that, in

"Fl uxshoe', Fluxus was allowed to Iive on and change form evolving to
suit the various personalities and circunstances of each situation.
Cccasionally the deviation was so radical that Fluxus nay have been

m srepresented: anyone who saw |l an Breakwell in Nottingham or Su Braden
at Oxford has a different idea of Fluxus to that of Dick H ggins or
others anong the early Fluxus core. This is not necessarily a bad thing,
particularly as few of that generation, or the subsequent generations of
Young Fl uxus propagated by Maciunas, Friednman, Block, et al, have ceased
to el aborate personal styles of their own - each in varying proximty to

their idea of flux. G useppe Chiari, when asked if he was still a Fluxus
artist responded: “How could |I say no, fromthe nonment that Fluxus is
only a name. Fluxus is the nost indefinite thing | know..." 7 The

changing and varied interpretations were dissem nated by two

i nterconnected spheres of activity closely affiliated with Fluxus -
Correspondence Art and small -press publishing both of which were

i nextricably associated with ~Fluxshoe'. The rise in popularity of



Artists' books, an increasing use of the international postal system as
medi um and the wi despread diffusion of Fluxus ideas outside the gallery
system occurred sinultaneously but not coincidently. Fluxus was forned
around publishing, and synpathetic ideas were pronoted fromthe

begi nning by efforts such as Vostell's dollage and Sonet hing El se
Press. In the
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smal | presses across the world, which published a wi de range of

Fl uxus-inspired work, or work by artists who still felt an affinity with
Fl uxus. From Al brecht d's heavily political FlugFLUXblattzeitung to
Pawel Petasz's nonmadic mail- art magazi ne Commonpress, variations of

Fl uxus ideas perneated the art world at a deliberately
extra-institutional level. Only rarely did nore conmercial periodicals
spread Fluxus ideas or widen the debate. Flash Art publisher G ancarlo
Politi was a regular pronoter of Fluxus ideas cooperating w th Mciunas
on publishing projects; comm ssioning Ben Vautier and other synpathetic
individuals to contribute artists' pages, conpiling a special edition on
FI uxus, Happeni ngs and Performance in 1978. This issue contained

t hought ful comrentaries by Higgins, Friednan and Charl es Dreyfus, as
wel | as pieces by Takako Saito, Alison Know es and George Brecht, and
texts by Flynt, Vostell and others. Earlier in the decade, Britain's Art
& Artists had given an issue over to Fluxus, thereby primng a snal

audi ence for “Fluxshoe'. 1 8 But it was usually the nore specialised,
even esoteric, magazi nes which showed support and extended the
interpretation of Fluxus. From Art Press and Source, to the obscure
Spanner, Canal or AQ the audience was gradual ly extended and new
connections fornmed. Fluxus artists, with their accessibility, ad hoc
attitudes, and ever-present humour were a very visible part of the
smal | -press scene, and al so qui ckly becane | egendary in Correspondence
Art circles, which were rapidly devel oping across the world. Fluxus is
consistently quoted as the chief influence on the manners, nores and
noral s of Correspondence Art, which adnmitted neither jury nor fee.

Fl uxus was initially constituted through letters, between people Iike
Pai k, Brecht or Watts; and several Fluxus artists, such as Higgins, de
Ri dder and even Maci unas, continued to operate in correspondence
networks well into the 1970s. Associated artists as diverse as Anna
Banana and Robin Crozier were connected to each other and to Fl uxus by
post. "~ Fluxshoe' was quickly swanped with nail after the indefatigable
Correspondence artist Klaus G oh successfully challenged David Mayor's
definition of Fluxus. G oh's International Artists' Co-operation

organi sation was in nmany ways simlar to the Beau Geste Press, but its
i nternational comritnment neant a higher profile on the Correspondence
Art scene, with the intermttent publication of information sheets,

whi ch acted as databases for mail-art activity. Such centres created a
network of artists who shared the "attitude towards art' identified as
Fluxus. 1 9 They fornmed a conmunity based on an international web
generating its own energy, which '2 was a matter of “innovated ..ERR
COD:1.. |list - one of a nunber which were circulated virtually freely,
t hrough whi ch synpathetic individuals, institutions, publishers and
collectives were all potentially connected. " Fluxshoe' becane one way of
extending this network to the British provinces: admttance to the
exhibition could, if
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SI MON ANDERSON per ception', according to Meko Shiom ;21 or, as George
Brecht aphorised the problem “if the flux fits, wear it'. 22 \Wat

Fl uxus was, who could or could not be considered Fl uxus, where Fl uxus
had gone, all depended on whom one asked, and where they stood in
relation to the polarising events of the 1960s. Wth the advent of
anot her decade, however, a new generation of acolytes, artists,

hi storians and fellowtravellers began to energe, and in the 1980s, the
territory was extended into a broader, nore academ c debate, shifting
frompersonality and politics to identity and ideol ogy. NOTES 1 Hanns
Sohm and Haral d Szeeman, eds, Happeni ngs and Fl uxus, Col ogne,
Kunstverein 1970. 2 Tomas Schmt, for exanple, wote: “every tine | hear
t he words happening and fluxus together in the same breath, | shudder as
if | saw a carp fuck a duck ..." in "Free Fluxus Now , Special |ssue of
Art and Artists, vol 7, no. 7, issue 79 (CQOctober 1973). 3 The exhibition
was acconpani ed by an el egant and exhaustive catal ogue: Jon Hendri cks,
ed, Fluxus Etc.: The G lbert and Lila Silverman Collection, Bloonfield
Hlls M, Cranbrook Acadeny of Art, 1981. 4 Renlock and Anne Marie
Freybourg, eds, Wesbaden Fl uxus 1962-1982: Ei ne klei ne Geschichte von
Fluxus in drei Teilen, Wesbaden and Berlin, 1983. 5 Per Kirkeby, in
Hendri cks, ed, Fluxus Etc, p 29. 6 Tomas Schmit, in Hendricks, ed,
Fluxus Etc. 7 Ibid. 8 Harry Ruhe, Fluxus: The Mst Radi cal and
Experinmental Art Myvenent of the Sixties, Ansterdam A, 1979. 9 Fluxus
International & Cie., N ce, 1979. 10 Review of perfornmances at the
Kitchen, New York, Flash Art, nos. 90-91 (July 1979), p 49. 11 Peter
Frank, “Fluxus Fallout', Visible Language, 26 (1992). 12 Fri edman was
responsi ble for Fluxus activity, exhibitions and archives or resource
centres across Anerica and Europe, including "Fluxshoe', which is now
held in the archives of the Tate Gallery, London, and |owa University,
anmong many others. 13 The infrastructure of the exhibition was desi gned
by Martha Ehrenberg, and consisted of a series of cardboard screens
which, in addition to reflecting the ad hoc nature of some Fl uxus
emanati ons, could be nodulated to fit the nmany different kinds of space
occupi ed by "Fluxshoe'. 14 First perfornmed at the "Festival de la Libre
Expression', Paris, 1964. 15 David Mayor, ed, Fluxshoe, Cullonpton,
1972. 16 Flash Art, no. 38. Friedman's response was published in Flash
Art, no. 40; David Mayor's response was not, | believe, published at
all. 17 G useppe Chiari, interview with Hel ena Kontova, Flash Art, nos.
84-5 (COct ober- Novenber 1978). 18 Free Fluxus Now. 19 Ben Vautier's
definition of Fluxus in Flash Art, nos. 84-5. 20 Friednman, Flash Art,
nos. 84-5. 21 M eko [Chieko] Shiom, in Hendricks, ed, Fluxus Etc.: 22
Brecht, Flash Art, nos. 84-5.
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HANNAH H GA NS: FLUXUS FORTUNA Round and round it goes and where it

st ops nobody knows. George Brecht' Fluxus artist George Brecht has
conpared Fluxus to a Weel of Fortune, as noving in place and tinme, as
an obj ect of some uncertainty whose stopping point is not yet clear. He
is certainly not alone in the assignation of a gamng spirit to the
group. There are many artists working in the rich tradition of

Fl ux-ganmes. Robert Filliou, for instance, made a spinner of twenty-four
different hands and a dial in 1964. Filliou s wheel exposes the irony in
Brecht's statenent. \Were the wheel of Fluxus stops is not the point,
since the hands are both different and the sanme. [which] negotiate
degrees of human freedomin relations between the private and soci al
worl ds - directions that recall philosophical descriptions of the
phenonenol ogi cal character of the body as an instrunent acting in the
world' . A provisional unpacking of these insightful lines would go
sonmething like this: as private individuals and nenbers of a social
groupi ng, the specific perfornmance actions of Fluxus artists enbody a
range of potential experiences that connect them socially and

phil osophically to the world at large. It follows that, both by being
Fluxus artists and by perforning as a group in “voluntary association
over tinme, layers of connections between "the material and nental
wor | ds' and the world at
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HANNAH HHGA NS | arge, are nmade. If this connectedness is turned to
objects, Filliou's wheel, which is performative when a viewer turns it,
enbodi es both an abstract conception of philosophical and experienti al
open- endedness, as well as a viable application of that concept inlife
lived. 4 STRUCTURE OF THE FLUXUS COVMUNI TY: A H STORI CAL DI GRESSI ON The
elasticity and diversity of Fluxus gives us, | think, sone idea of how
this structural openendedness m ght play itself out as a nodus operandi
of a group of artists. To understand this variability, some background
in the sociology, politics and practices of Fluxus is necessary. As Oaen
Smith noted in his survey of early Fluxus, the experinental conposer
John Cage taught a course in mnusical conposition at the New School for
Soci al Research in New York City in 1958. Several artists (later
identified with Fluxus) attended the course. In particular, George
Brecht interpreted Cage's idea of anbient sound as nusic - his Silence -
and invented the event type of performance. In the Event, an instruction
may be realised in the nind of the reader as an idea or, conversely, as
live performance with or without an audi ence. For exanple, Brecht's Wrd
event (1961) consists of the word "Exit'. Wrd event can be realised in
the placenent of an Exit sign, the naking of one, the reading of an
existing sign in a public place, or the imgining of possible
realisations. Since the majority of Fluxus performances to the present
nonent contain events like this one, one can sketch a comunity of
Fl uxus performance back to the Cage class and the various groups that
formed tenporarily around that tinme. Significantly, as the activities of
various performers vary over time, the nature of the event varies as
well - artists have sent letters, nade sal ads, projected fantasies about
clinmbing into the vaginas of |ive whales, and watched the sky - all this
under the deceptively sinple rubric of the Event. Cearly the event
format is highly flexible - as its various manifestations by different
artists clearly suggests. The comunity of artists that expanded on the
i mplications of work devel oped in the Cage class would include, in the
l ate 1950s, the New York Audio-Visual Goup (A Hansen and Dick
Hi ggins), the participants in a series of performances organi sed by La
Mont e Young and Yoko Ono at her loft in what woul d becone SoHo, and,
from 1964 to 1972, the activities of the Sonething Else Press, in New
York, Los Angeles and Vernont. In addition, a European wi ng of Fluxus
was devel opi ng, though fromdifferent roots. European activities
i ncluded not only the various Fluxus-titled and other concerts and
festivals, but also nany of the activities around the German artist Wl f
Vost el | ' s Col ogne- based nagazi ne, De-Colllage: Bulletin Aktueller |deen
(1962-1969). The setting in Cologne is significant. Since the early
1950s the serial conposer Karl heinz Stockhausen had been at the centre
of avant-garde rnusic and perfornmance. H s conposition course in
Dar nst adt and his work at the electronic music studio of WDR in Col ogne,
as well as the influential performance atelier of his wife, Mary
Bauer nei ster, also in Col ogne, suggest a point of receptivity for |ater
FI uxus work there. Stockhausen worked with Fluxus artists Nam June Paik
and Ben Patterson in a series of historic concerts at Bauerneister's
atelier, and when Cage visited Col ogne in 1960, these artists performed



what woul d becone Fl uxus pieces originally witten for his conposition
cl ass.
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and Bo Nilsson, perforned by David Tudor and John Cage. One day | ater,
again in the attic studio, one heard and saw conpositions by Cage, La
Monte Young and Paik - the interpreters were Cornelius Cardew, Hans G
Hel ns, David Tudor and Benjam n Patterson.s G ven these precedents it is
not surprising that when George Maciunas was organising the first

Fl uxus-titled concerts for a Gernman tour in 1962, he contacted Mary
Bauernei ster to see if she m ght host a Fluxus concert in her atelier. 6
Maci unas al so listed Stockhausen in the first four lists of possible
contributors to his Fluxus magazi ne. However, these overtures to

St ockhausen represented a degree of conpronise on Maciunas' part. Paik,
who had studied with Stockhausen and who perforned in the Bauerneister
atelier, aided Maciunas in organising the first festivals identified
with the nanme Fl uxus, so Maciunas' connection to Stockhausen results in
part from Pai k's professional debt to him8 Correspondence during 1962
bet ween Pai k and Maci unas confirns this claim Paik supported

St ockhausen' s inclusion in Fluxus nmagazi ne on the grounds of this debt
and the nerit of his work, while Mciunas criticised Stockhausen's

prof essional anbition. This early disagreenent as to Stockhausen's

rel evance suggests that Fluxus mght later be divided with regard to

St ockhausen. And divided it was when Stockhausen's mnultinedi a opera
Oiginale was perforned at Charlotte Miorman's 1964 Annual New Yor k
Festival of the Avant-Garde. On one side of the divide, a “|ist of
participants' in the concert programe nanes Fl uxus menbers Nam June
Pai k, Di ck Higgins, Jackson Mac Low, Joe Jones and George Brecht as
perfornmers and exhibitors. On the other side of the divide, there is a
phot ograph showi ng Fl uxus nenbers Ben Vautier, Takako Saito, George

Maci unas and Henry Flynt protesting agai nst the sanme concert.9
Contributing to the confusion, at least tw artists - Dick Hi ggins and
Al'l an Kaprow - both denonstrated agai nst and perforned in the concert,
indicating a high degree of fluidity between the choice of entering or
not.1 contradistinction to this pluralistic situation, the press
described a uniformy activist Fluxus. For exanple, Tine nagazi ne
reported on the denonstrators: The opening at Judson Hall could not have
been nore auspicious; it was picketed by a rival group calling itself
"Fluxus,' bearing signs: "Fight the rich man's snob art." | Al beit from
the other side of the political spectrum The Nation responded in
simlarly honbgeneous terns, where "they" nmeans Fluxus: They are al so
against "the rich U S. cretins [Leonard] Bernstein and [Benny] Goodnan.'
Their aimis to pronote jazz ( black nusic') and not to pronote nore art
("there is too nmuch already'). 12 It is accurate to say that both
articles about the denpnstration inply a point of contact between one
faction of Fluxus - consisting of the denpbnstrators - and the press, who
descri be the actions of the denonstrators as indicative of a group

i deol ogy: " Fluxus, bearing signs' against “rich cretins'. Thus the
coverage of the denonstration, while originating from
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HANNAH HI GA NS very different ideological orientations, reflects the
denonstrators' version of Fluxus as a united, politically notivated and
anti-art group. Not surprisingly, this version of Fluxus constitutes the
i deati onal core of how Fluxus has been historically defined. For
sinmplicity's sake, the term  Maci unas-based paradigm can be applied to
this framework, since this nodel defines Fluxus exclusively in terns of
Maci unas and his politics. That this paradigmis overly reductive is
appar ent even beyond the sociology of the group as it has been napped
out so far. Even where the collective and anti-art el enents of Fluxus
initially seemthe nost uniform as in Maciunas' politica
denonstrations, there is considerable internal variation. The
St ockhausen denonstrators called their initiative an "~ Action Agai nst
Cultural Inperialism - a title invented by Henry Flynt, who describes
hi nsel f as tangential to Fluxus. Because Maci unas adopted Flynt's title,
the name of the denonstration itself represents a variation in
nomencl ature that suggests nmultiplicity even within Maciunas' sense of
the group, despite the identification of the denonstration with the nane
Fluxus in the press. Simlarly, since all Fluxus nenbers who
participated in the concert faced expul sion from Fl uxus by order of
Maci unas, and since denponstrators did not face that threat, the
denponstration functioned as a site of difference within Fluxus, as it
did in Maciunas' nmind 13 This paradox discloses the core tension within
t he Maci unas-based paradigm The political core of Fluxus, even if it
were | ocated within the single person of Mciunas, is highly unstable.
Thi s di screpancy within Maciunas' vision did not, however, result in
i deational flexibility on his part. His attitudes were rigid and his
behavi our occasionally tyrannical. Thus, while one m ght argue for
variability within his internal logic - a variability that would make a
change in nonmencl ature necessary on the occasion of the Stockhausen
concert - those artists who took of fense at Maciunas' dictatorial
behavi our failed to perceive such flexibility. Mure inportantly, the
St ockhausen i nci dent suggests a nodel for thinking about Fluxus as
politically multiple and socially elastic in ternms of its avant-garde
heritage. Each artist had three options - to denonstrate agai nst
St ockhausen and thereby to nmaintain ties to Maciunas (though the fornmer
woul d not necessarily be predicated by a desire for the latter), to
participate in the concert and thereby maintain a group identification
that preceded identification with Maciunas, and to do both, thereby
occupying a dynanmic mddle ground If each option is transferred to a
definition of Fluxus, then the first would illustrate the Mci unas-based
paradi gm whi ch, as | have stated, |ocates Maciunas at the ful crum of
Fl uxus; the second - a historically based definition of the group -
allows for sonme other contenporary (to the 1960s) practice, as enbodi ed

in the person of Stockhausen; and the third - a present nodel - where
the historic ties preclude but do not necessarily preenpt current and
future identification. Since Fluxus is still active today in varying

degrees, it is the last approach that is the nost historically accurate.
The sanme pattern of options exists el sewhere. The people participating
in or attending the Stockhausen concert - the anti-denonstrators -



correspond al nost exactly to those involved in an earlier dispute within
Fl uxus. The controversy around Fl uxus News-Policy-Letter No. 6, dated 6
April 1963 and witten by Maciunas, sparked a |egendary Flux-battle.
Where earlier newsletters had referred to organisational details
regardi ng specific concerts or projects, this letter detail ed an

i deologically determ ned series of propaganda actions such as sabot agi ng
museuns and the New York postal service. It was also the first

newsl etter to conbine the
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17 In a transparent attenpt to diffuse the situation, Miciunas wote in
the next newsletter that: This Newsletter 6 was not intended as a

deci sion, settled plan or dictate, but rather as a synthetic proposal or
rather a signal, stimulus to start a discussion anbng, and an invitation
for proposals from- the recipients. 18 If we are to take Maci unas at
his word here, then Fluxus News-Policy-Letter No. 6 intended to generate
a pol yvocal Fluxus. However, such denocratic interests, if they ever

exi sted, were clearly tenporary.
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HANNAH HI GA NS When the denonstration flier agai nst Stockhausen
enpl oyed the sane terminology as the earlier Fluxus Netvs-Policy-Letter
No. 6, it naturally irritated nany of the same people. The flier called
for all radical thinkers to protest against Stockhausen in the interests
of non- racist, revolutionary thinking;, according to an over-detern ned
identification of Stockhausen w th phil osopher Theodor Adorno's
anti-ethnic clains for the separation of nodern art and nmass cul ture.
Maci unas probably knew, or m ght have anticipated, that this |anguage
woul d activate the conflicts created by the newsletter a year earlier
Maci unas charted these conflicts in his "Fluxes (Its Historica

Devel opment and Rel ati onship to Avant-Garde Mywvenents)', which marks the
expul sion of several of these artists at precisely those nonents when
t hey chall enged his | eadership of Fluxus. These artists' nanes appear
under the rubric " Fluxes Goup' above the year 1961 marked at the bottom
of the chart. A vertical |ine concludes the nenbershi ps of Jackson Mac
Low, Tomas Schmit and Emmett WIllians in 1963, the year of the
newsl etter controversy. Later exclusions, this time of Philip Corner,

Di ck Higgins, Alison Know es, Ben Patterson, Nam June Pai k and Kosugi,
occur in 1964, the year of the Stockhausen incident. Finally, a
prehistory for Fluxus appears in the historic section to the far |eft of
the chart, which establishes a history for Fluxus in jokes, gags,
collage, the historic avant-garde and Brutism anong other things. Wth
a basis in novenments and activities traditionally described as uniformy
outside of nodernist traditions, this pre-history prefigures the
exclusion of artists who chose a conplex relationship, as opposed to a
merely reactive one, to those traditions. However, all of the elim nated
artists participated in |later Fluxus events, neaning that they continued
to work with other Fluxus artists, including Maciunas. This situation
suggests that Maciunas attenpted to purge Fluxus in order to realise the
ideal of a “united front' of Fluxus, but that he never had the power to
permanently expel anyone. Thus, although this graph is nisleading as an
i ndex of those working within the group, it does index relative
adherence to Maci unas' position. Wat is nore, the chart shows

i deol ogi cal placenent and positions Fluxithin a historical avant-garde
thematic. Accordingly, Mciunas' activist vision, his dynam ¢ conception
of the relationship between the historic and contenporary avant-garde,
and his ability to define this relationship for a given nenber,
det erm ned Fl uxus nenbershi p. The diagonal l|ines of influence that nove
along the tineline into and out of Fluxus inply the historicist aspect
of this determinacy. This chart is, therefore, the graphic equival ent of
Maci unas' representation of Fluxus to the world as a historically
validated form of avantgarde activism I|f these judgenents are taken for
truth, the chart is also a justification for the historicist aspect of
t he Maci unas-based paradi gm which ends with his death - the |ast
judgenent. The activist and united features of Maciunas' representation
of the group to the nedia, as denonstrated in the nedia coverage of the
St ockhausen incident, as well as the subsequent exclusion of work that
was inconsistent with this representation, may explain why critics in
the United States then and now take a point of view that corresponds to



Maci unas' very public publications, advertisenents, and denonstrations.
For exanpl e, although several artists have exhibited in galleries prior
to and during their association with Fluxus, and even though the first
Flux oncert in Germany took place in a museum concert-hall, Artforum
critic Melissa Harris wote that “though the opportunity to see this
superb work is nore than
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the work'.19 The inevitability of the work's being “antithetical' to the
gallery setting suggests that this critic has internalised the vision of
Fl uxus established by Maciunas. As the various exanples in this

i ntroduction suggest, Fluxus is inevitably problematic in, but not
antithetical to, the gallery setting. Furthernore, the conparison of
early and recent criticismindicates that what critics applaud today -
the anti-institutional antics of Fluxus inplied by Harris - is precisely
what nost frustrated critics in the 1960s. I n conclusion, the
anti-institutional reading by critics reflects a version of Fluxus
constructed by Maci unas and supported by sonme Fluxus artists. What
remai ns to be seen, however, is the relationship between the val ues
inmplicit in this reading and a broader context - nore specifically, the
pl ace of this reading in the socio-political climte of the world today.
Fl uxus is simultaneously a diverse and deeply committed group of artists
who di sagree on rmuch, but who continue to find each other's conpany

val uabl e, useful and fertile. The only way to understand Fluxus today is
to accept this untidy ideological and practical package. Few curators or
critics are willing to do so, and as they seek to honobgenise, delimt
and contain Fluxus work, they do a certain kind of violence to its nobst
not eworthy success - its endurance over tine and its ability to sustain
difference within itself as a source of vitality. RECENT FLUXUS There is
no disputing that interest - both fromthe artists and public - in

Fl uxus waned sonewhat throughout the 1970s. |ndeed, many Fluxus artists
devel oped successful independent careers throughout that decade - Nam
June Pai k, Joseph Beuys, Wl f Vostell and Yoko Ono all cone to m nd As
the 1970s drew to a cl ose, however, Fluxus cane together once again as a
comunity alliance, certainly in part owing to the death of George

Maci unas. Thus, since ny period in this three-part chronol ogy of Fl uxus
i ncorporates elenents fromimediately prior to the nenorial events and
publications follow ng Maci unas' death from pancreatic cancer in 1978,
to the anniversary festivals of 1982 and 1992, the tinme-frame of this
section is not properly Fluxus for those people who effectively close
the historical narrative at 1978. It is this author's opinion, however,

t hat Fl uxus continues to exist, because Fluxus artists continue to
choose each other as collaborators and nuses. However, outside forces
such as publishers, curators and enthusiasts of Fluxus have al so pl ayed
significant roles in creating contexts within which this remarkabl e
group of artists can continue to survive as a body politic. Italy The
role outside forces in helping to maintain the vitality of Fluxus is
especially strong in the Italian and German contexts. Notably, the
publishing venture called Pari & Dispari, which was run by the collector
and deal er Rosanna Chiesi in the 1970s in Reggio-Emlia, Italy,

consi sted essentially of a ranbling house, courtyard and del api dat ed
barn where artists could go and produce editions. Not just Fluxus
artists, but also Hermann Nitsch (of Vienna Actionisn) and others, could
be found living and working at Reggio-Emilia often for several weeks or
nonths during a larger sojourn. The editions were often difficult to
produce, and
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HANNAH HI GA NS occasionally work was stretched out over several years,
requiring artists to nake several return trips. In this manner, Pari &
Di spari constituted an artists' conmunity that consisted in |arge part
of artists associated with Fluxus. It played a pivotal role in the
continuation of the Fluxus conmunity and continues to do so today as a
rel ocated and renaned Fondazi one Chiesi in Capri. Al so pivotal in
under st andi ng t he backbone of activity throughout the 1970s is the
comparatively larger function of Conz Editions, run by Francesco Conz in
Verona, lItaly. For several Fluxus artists, Fluxus in the 1970s was held
toget her by Conz, a conmitted publisher, collector and publicist for the
group. Like Chiesi, Conz has an interest in other groups; Viennese
Aktioni smus (Austria), Guppe Zaj (Spain) and the artists of |nage Bank
(Canada) are all arguably linked to the greater community of Fl uxus
t hrough the concept of intermedia (nmeaning work that falls between
traditional media, such as visual poens and so on). 20 In particul ar
Conz has produced cl ose coll aborations with individual Fluxus artists,
as well as with the entire group. Wiile Conz at one tine produced paper
editions, his nost significant contribution has been the translation on
to large cloth panels of a wide range of Fluxus artists' work such as
ganmes, recipes and object inages, under the nane Edizi one Francesco
Conz.21 In addition to these editions, Conz has explored the individual
identity of each artist in his comm ssioning of artist “fetish' objects.
These are col lections of performance detritis and articles fromthe
lives of Fluxus artists that were not originally intended for
exhibition. Wth a wink toward the sel f-deprecating stance of nmany
collectors that is often coupled with a strong desire to interact in the
lives of the artists they collect, these objects exenplify Conz's close
personal relationship with a remarkably broad range of Fluxus artists.
Significantly, Henry Martin, an American expatriate, critic and
supporter of Fluxus, has witten in several contexts for Conz as well
and has produced a significant conmentary on George Brecht's Book of the
Tunmbl er on Fire. 22 For the anniversary year of 1992, Martin organi sed a
Bol zano Fl uxus, called rather fetchingly " Fluxers', which noved to
Mol vena, Italy, under the auspices of the Fluxus collector Luigi
Bonotto. For that exhibition, Martin curated a print portfolio by twelve
Fl uxus artists. These exanpl es al one suggest that Italy has produced
extensi ve and expansi ve support for Fluxus since the md-1970s, when
Conz and Chiesi becane highly active. The greatest degree of visibility
for Fluxus in Italy, and perhaps in the international art world, cane
t hrough the exhibition “Ubi Fluxus, ibi Mtus', which occupied a
pavilion at the 1990 Venice Biennale. G no D Maggio, a nmgjor and
conparatively recent supporter of Fluxus whose MuDi Ma Museumin M an
features Fluxus, coordinated the exhibition and published a catal ogue
for the show Achille Bonito AQiva, a well-known Italian curator and
hi storian of the avantgarde , curated the show H's curatorial statenent
in the catal ogue suggests that an Italian heritage, nanely, Futurism and
the Italian Renai ssance, was as essential for Fluxus as the nore
commonly evoked German Dadai sm "~ The synthesis of the arts', he wote,
"is an ancient aspiration of the nodern avant-gardes, ranging from



Futurismto Dadaism but it was also included in the classical

di mensi ons of the Italian Renaissance. 23 In contrast to this primarily
historic justification for Fluxus, the "~Presentazione', or opening
statenent, by G ovanni Carandente, suggests a point of entry
specifically ainmed at the Maciunas problem He wites:
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FLUXUS FORTUNA 39 To push Fluxus toward the twenty-first century neans
to grasp the group's anti- historicist spirit. Hence the decision to

i nvert history, the chronology and the itinerary of the exhibition: not
from 1962 to 1990 but from 1990 to 1962. In this ~vay prejudices
favouring noble fathers or the past do not exist. It is the present that
beconmes the point of departure. 24 Wiile this statenent attenpts to
eradicate the historicity of Fluxus, it does reflect Follow ng are
several quotations taken from George Maciunas' letters to various Fluxus
artists which clearly denonstrate the underlying political purpose of

Fl uxus. 27 This proprietary perspective has determ ned the content of
five catal ogues, two of which are available to the general public as
definitive materials about Fluxus. Four of the Silverman Collection
catal ogues are mainly listings of the collection's holdings along with
useful reproductions of the collection's primary nmaterials and Maci unas'
publ i cations. Typical of
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HANNAH HI GA NS t he process of artistic canonisation, the collection's
"Fluxus'-titled naterials narrow with each new publication, as
non-" Fl uxus' work is increasingly excluded. As m ght be expected, the
production val ues of each catal ogue al so i ncreases according to the
prestige of the publishing house or nuseum The first catal ogue, Fl uxus
Etc., is conparatively open in its inclusion of materials that fall
out si de of Hendricks' definition - what he calls "etc.'28 Cranbrook
Acadeny in M chigan produced this catal ogue using cheap materials such
as newsprint and no-gloss card stock. The statenment on the Cranbrook
flier, which acconpani ed the book and exhi bition, notes that the
vitality of Fluxus lay |largely outside of Maciunas' donmain. The 'etc.'
in the catalogue title, therefore, reflects Hendricks' early attenpt to
i nclude material outside of his own strict definition of Fluxus, and to
which he attributed much of the group's energy. 29 Fluxus Etc., Addenda
I foll owed the Cranbrook catal ogue. Also printed on newsprint, it
represents a definition of Fluxus that privileges Mciunas naterials;
roughly 10 percent of the book consists of a transcript of a deathbed
i ntervi ew between Maciunas and Larry MIler, and the other 90 percent of
t he book contai ns reproductions of newsletters and proposal s al nost
excl usi vely by Maciunas. 30 The third publication of the Silverman
Col l ection, Fluxus Etc., Addenda ||, appeared under the auspices of the
prestigious Baxter Art Gallery in Pasadena, California .31 Addenda |
appeared a few nonths after Addenda |I. Its production val ues are higher
still, the print appearing on a higher grade of paper and with a heavy,
gl ossy stock cover on which appears Maci unas' ~Purge Manifesto', which
was never signed by Fluxus artists. This final edition of the Etc. and
Addenda cat al ogues marks the endpoint in the gradual process of equating
Fl uxus with Maci unas and packagi ng Fluxus for the art world in
i ncreasingly | uxurious publications and through decreasingly marginal
institutions. The glossy red cover of Addenda Il, which is also a
reproduction of Maciunas' manifesto, signifies the union of these
el enments both conceptually and physically. Albeit not a catal ogue of a
particul ar collection per se, a sixth publication on Fluxus belongs to
the lineage of Silverman catal ogues, in part because Hendricks
ef fectively coauthored it, and in part because it reaffirnms his bias
within the nore general world of commercial publishers, in this case
Thanes and Hudson. | n the unanbi guously titled Fluxus (published in
1995), roughly two-thirds of the inmages derive fromthe Silverman
collection (versus one-third from Archiv Sohm Staatsgalerie Stuttgart).
32 The |l ead essay, curator Thomas Kellein's | Mike Jokes! Fl uxus
Through the Eyes of "Chairman" George Maciunas', offers the reader
guot ati ons that seemto undernine the absolute category of “chairnman',
However, the work shown nerely reasserts what has clearly becone the
dom nant framework of Fluxus in English-Ianguage publications. The sane
devel opnment occurs in the publicity for each nmuseum and thus in the
reviews of each show. Commentators repeatedly bring up the paradox of
Maci unas' stated politics versus the institutionalisation of Fluxus. In
1983 an exhibition flier for the now defunct Neuberger Miuseum at the
State University of New York at Purchase presented a version of Fluxus



that nmirrored Maciunas' historicist vanguard iconoclasm and politics:

Fl uxus was an international art novenent founded by George Maciunas in
the early 1960s. Inspired by such art novenents as futurism and dada,
the artists, poets, nusicians and dancers who enbraced Fl uxus were held
together by the idea of an art
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had enduring value. 2 Jean Sellem The ains of Fluxus, as set out in the
Mani festo of 1963, are extraordinary, but connect with the radical ideas
fernmenting at the tine.'35 The novenent of this version of Fluxus into
the mai nstreamof art-historical consciousness in the United States,
while virtually guaranteed by the Miseum of Mddern Art show, made
further inroads with the first del uxe coffee-table book of Fluxus,

Fl uxus Codex, published by Harry Abranms in 1988. The appeal of the show
for MOMA appears to have conme in part fromthe future Abrans publication
as indicated by a letter from Hendricks to the nuseum 36 The
affirmati ve response canme fromdCive Phillpot, whose library had

exhi bition space. The main galleries had been previously slated for

exhi bitions. Like the Stockhausen reporters, critics either praised the
ensui ng exhibit by using a predictably narrow political franmework, or,
conversely, criticised the exhibition (correctly) for lacking vitality,
gi ven the sane historicist perspective. Wiat matters nost is that the
prem se of the show was overly narrow and therefore anathema to the
vital pluralismof Fluxus. For exanple, Catherine Liu's reviewin
Artforum objected to the placenent of the showin the MOMA library: "The
do-it-yoursel f wacki ness of the objects mght have been lost in an over-
aestheticised setting, but that is no reason to narginalise the work by
stuffing it into the vestibule of a library.' 37 |Independent curator and
critic Robert Mrgan described it differently: One of the delights at
seeing this exhibition is that it's in the Library of the Miseum of
Modern Art and not in the regular exhibition space. This nakes the show
sonewhat of an adventure. One gets the opportunity to hunt, to peer
around the card catal ogues and to | ook between the shel ved books on
reserve. Fluxus enphasi sed such an approach. 38 Mdrgan explicitly
addresses the probl em of Mciunas' role as organiser and "central

figure'
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HANNAH HHGA NS in the production of these nultiples. The question of
other work, therefore, renmmins open central figure of an earlier
novenent: ~Through it all it was clear that George Maci unas was the
central figure. Hs relationship to Fluxus was conparable to Breton's
relationship to Surrealism 39 Like the MoMA catal ogue and Addenda 11,
the Codex begins with a fusion of the name ..ERR, COD:1.. for
di scussi on, since Mrgan asserts Maciunas' centrality by conparing him
to the central figure of an earlier novement: "“Through it all it was
clear that George Maciunas was the central figure. Hs relationship to
Fl uxus was conparable to Breton's relationship to
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makes the viability of current Fluxus work as " Fluxus' untenable. For
this reason, the Maci unas-based paradi gm of Fluxus is both historically
i naccurate and noral ly indefensible. THE ANNI VERSARY EVENTS OF 1992 Muich

of what | have witten here concerns the witten history of Fluxus. The
viability of Fluxus through the present nonent relies, however, on the
physi cal evidence of work nmade by ..ERR, COD: 1.
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HANNAH HI GA NS Fl uxus artists as Fluxus art. Wile there are inportant
di fferences between early and recent Fluxus work, |ooking elastic
representation of the self-construction of Fluxus artists today. For
this reason, the last section of this survey of "Fluxus Fortuna' is told
t hrough the 1992 anni versary exhibitions and performance festivals of
the 1962 concerts in Europe. Significantly, “In the Spirit of Fluxus
was included in the remarks on the United States because it bel ongs
essentially to an unprobl ematic absorbtion of the Mciunas-based
paradi gm whereas the other festivals did not. In summary, the recent
fortunes of Fluxus can be described using the anniversary events of
1992. 46 After a description of three of these (" Fluxattitudes' in New
York City, “Fluxus Virus' in Cologne, and " Excellent "92"' in W esbaden-
Er benheim GCermany, and Copenhagen, Denmark), | w Il address sone
current work by Fluxus artists as an aspect of Fluxus Fortuna. This is,
| hope, a manner of approach appropriate to Fluxus Fortuna - the fortune
of Fluxus, or its history - through its contenporary manifestations.

That these works were ..ERR COD: 1.
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t hunb-si zed bean-bag chair for fingers. The multiple produced for the
Good Buy Supernarket nanmed each artist on its |abel, a gesture toward
the authorial integrity that is intrinsic to Fluxus as a nultifaceted
whol e. This would not be necessarily worthy of note, except that it has
negative inplications for at |east one exhibition of Fluxus work in the
United States, nanely, "“Fluxattitudes' at the New Miseum of Contenporary
Art in Manhattan (26 Septenber-3 January 1993). At that exhibition, the
artists contributed their words to the project of self-construction.

Fl uxattitudes Synmpathy with Maciunas' politics has |ead curators and
critics to determ ne the content of shows fromthe point of view of
political synmpathy with the prescriptive, centrist and ol d- fashi oned
leftist rhetoric that is all too often attached to Fluxus as a whol e.
"Fluxattitudes' required that a host of undifferentiated Fl uxus and
non- Fl uxus artists provide work anonynmously and for free and orient it
towards the Anerican presidential elections. Thus, "Fluxattitudes' was
determ ned by a party-political, no-value concept with utter disregard
for the international character of and variability within the group. The
results were suggestive in that they indicate lasting tensions within

Fl uxus, tensions which have historic counterparts in, for exanple, 1962,
whi ch Oven Smith describes in terns of the anbivalent reactions to the
famous Purge Manifesto, as well as in the debate surrounding the

Fl uxshoe and a nunber of other Fluxus events and exhi bitions. Responses
to the prescriptive ideological basis of “Fluxattitudes' created debates
al ong these lines. Sone |oved the idea, agreeing with it fully as the
basis of Fluxus ideology, while others rejected it with equal passion.
Thi s confusi on made " Fluxattitudes' extrenely interesting froma

di dactic point of view Wen nost of the artists responded negatively to
the prescriptive elements of the invitation, its curators, Cornelia Lauf
and Susan Hapgood, included the negative correspondence in the show.

Al beit probably accidental and woefully indicative of Anerica' s funding
probl ens and mni sconceptions about Fluxus, this correspondence won the
show an inportant place in the history of Fluxus exhibitions. It is to
the curators' credit that this debate took a public form The
correspondence shows how varied Fluxus is internally, and how the

i deol ogi cal ly narrow view of Fluxus has overdeternmined its reception in
the United States. Fluxus Virus The problem of scale lay at the root of
Gal erie Schnhauer's "“Fluxus Virus', Cologne (1-27 Septenber 1992),

where forty-one Fluxus artists and twenty-one internedia artists were
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exhibition nmuch | ess useful historically. As an independent curator of

phot ogr aphs for catal ogue and exhibition, | nade efforts to correct this
i naccuracy in a time- line of performance photographs since 1955 and
portraits, which was exhibited at the Kr Kunstverein (1-20 Septenber).
On one wal |, photographs were placed sequentially by year and above each

ot her, according to how nuch activity occurred in that year - creating a
sequence of broad or narrow bands of relative activity along the
time-line. On the facing wall, single portraits of Fluxus artists making
work or performng, nost of them ..ERR COD:1.. Cologne. This

excl usi on rendered the exhibition nuch | ess useful historically. As an

i ndependent curator of photographs for catal ogue and exhibition, | made
efforts to correct this inaccuracy in a tinme- line of perfornmance
phot ogr aphs since 1955 and portraits, which was exhibited .. ERR
coD: 1. .
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FLUXUS FORTUNA 47 and taking their orders. 47 The visitors sat at smal
tables, where a nenu listed various old and new pi eces by present and
absent Fluxus artists alike. The toylike, nmechanical nusic of
rotary-notorised rubber bands on violins, super balls on tomtons and
bounci ng-ball drunbeats in the choir |oft of Berger's church nmuseum
announced t hat soneone had "ordered' Joe Jones' big band of

sel f-propelled nusical instruments. Meanwhile, Dick Higgins on a | adder
pouring water into a basin neant that soneone el se had ordered Ceorge
Brecht's Drip Music. Two |live hens were rel eased into another part of
the room - Ben Vautier's Hens, and Alison Know es perforned a new work
that involved shaking a netal tray full of beans and toys around the
room Most striking of all, perhaps, in the context of this apparent
chaos, were tables of people listening to hand- held tape recorders
carrying out instructions to (anong other things) " Suck on your finger',
"Stick your finger in your ear', "Lift your chair over your head' or
“Stand on your chair' - requests given in the privacy of a headset by
the Dutch artist WIllemde R dder. Wat seened a general chaos at first
is specifically audience-driven, and wi thout chaos - for each audi ence
menber controlled their order and had direct contact with each artist.
This allowed for multiple frameworks regardi ng Fl uxus to coexist. Those
artists who base Fluxus in the past performed historic works and ot hers
new ones. This was the nost successful performance format at the
"Excellent' festival because, like the multiples produced for its Good
Buy Supermarket, this fornmat nost enphasi sed t he coexi stence of various
points of view. All three evenings at Wesbaden followed this fornmat,
whil e in Copenhagen, the d la carte approach was used only once. The

ot her N kol ai Kirke evenings consisted of two other formats: "Hire an
Artist', whereby the audience could hire an artist by the mnute or hour
to performwith or for them and a marathon twel ve-hour event consisting
| argely of duration pieces - where a single note night be played on the
organ for an hour (Philip Corner), or every single note played

cumul atively with each other (Eric Andersen). In the first, the audience
was not sufficiently acquainted with each artist to nmake confi dent

choi ces, so many of them wandered to the work stations | ooking for
artists to hire. This aimess quality also characterised the narathon
except that on this occasion it functioned positively as people felt
free to come and go as they got tired and to return whenever they

wi shed. Especially successful on this day was Ben Vautier's piece.
Sitting on top of a pillar high above the audi ence, he spent the
afternoon witing and changi ng cardboard signs in front of himon an
easel . These read, anobng other things, “Look at ne', "Don't |ook at ne',
Forget me', and “Sonetinmes | think Fluxus is boring'. Like Da Capo, the
"Excellent' festival, the d la carte process, and Good Buy Super narket,
opened a way for various ideas of Fluxus to coexist within the space of
one context. Here it was permtted to be past for some and present for
others, interactive with the audience and its own entity as well,

i nexpensi ve but with sufficient backing to generate an honorarium for
each artist, and distinctly international in character. Yet it had the
soci ol ogi cal cohesion of each artist determning their own work and



interacting with the other artists, performng in each others' pieces
and tal ki ng about them This expansive yet conprehensible, varied yet
integrated i npression seens to be at the heart of Fluxus as a whole. It
is an inpression that - though sonetines nore successful than others -
is alnost entirely linmted to European exhibitions and collections. Wy
Eur ope? Per haps because there countries are forced to interact with each
ot her and
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HANNAH HI GA NS t he nyth of the individual of genius is nore easily
tenpered - or perhaps the opposite is true; that the Anerican taste for
i ndi vidual genius leads us to |l ook for a single | eader and a single
reason for things being as they are. Perhaps, too, it has something to
do with the German need to re-create the avant-garde in the wake of its
destruction by the Nazis, and a tradition of group action within that
context. 48 At the same tinme, pluralismand group identity mght also be
convenient art-critical foils for ideologically evacuated formalism and
the heroic 1950s. These possi bl e explanations for why one version of a
story is told at one site while another don nates el sewhere indicates
that the study of reception tells as nuch about the subject as it does
about the object of inquiry. It is at this point that what is at stake
in a given version of Fluxus becones painfully clear. What nakes an
exhibition excellent? It might include the strongest aspect of each
exhibition of 1992. It would include acknow edgi ng the internal
variations and conflicts within Fluxus artists' ideologies -- |ike
"Fluxattitudes'; at the sanme tine as it would deal across concepts in
the spirit of the "Excellent' festival and the Good Buy Supermarket. It
is, after all, the enduring, dynam c character of Fluxus that speaks to
di versity and conmunity at once, that belongs to various formations, and
thus functions as a site of education about art and the world and -
where possible - yourself. In the pages of this volune you may find a
Fluxus that is truly “excellent'. What you will certainly not find is
extensive critical witing on very recent work by Fluxus artists,
because this work has been largely ignored by the art-witing
establishnent. This is not the fault of the editor at all, since al nbst
no coverage of this work exists and cannot therefore be placed
meani ngfully in an anthol ogy. That is not to say that there is not
coverage of new work by Fluxus artists, but it does suggest that these
i ndi vi dual works are seldom viewed through a I ens of Fluxus concerns. It
may initially seemlike a digression, but these current works cast |ight
and shadows on past work in interesting ways. | have sketched only a few
of these out for you in the space of these very few pages. There remnains
much work to be done. Da Capo: new Fluxus works CGerman gallery owner
Renl ock took great interest in Fluxus and related activities and
represented many Fluxus artists in his Berlin-based gallery in the 1960s
and 1970s. Later, Bl ock becane a nmjor organiser of support for the
group, as, anong other things, Director of the DAAD Kl erprogramm the
organi ser of the eight Annual Sidney Biennial in 1990, and finally as
Director of the Institut f uslandsbezi ehungen (I1FA) exhibition and
catal ogue of 1995 - an inmense travelling exhibition and catal ogue of
hi storical and recent Fluxus work .49 This exhibition, entitled *Fl uxus:
A Long Story with Many Knots. Fluxus in Germany, 1962-1994', indicates
that Block prefers a strict beginning point (1962), but allows for
contenporary production by Fluxus artists and avoids a seanl ess,
narrative thread. Nonethel ess, geographic and tenporal specificity
constitutes the curatorial prem se behind the anniversary festivals that
Bl ock has organised in Wesbaden and which then noved to other German
cities, nost notably Berlin and Kassel, hone of the internationally



accl ai med Dokunenta art fair. A conparison of the catal ogues produced by
Bl ock for these exhibitions goes a |long way towards establishing a

hi story of Fluxus activities through to the present. The artists
function with relative autonony at these events. However, the choice of
W esbaden, though historically defensible as the first Fluxus tour

| ocal e, does create a sense
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FLUXUS FORTUNA 49 of arbitrariness. Wth the exception of a small,
privately owned Fluxus Museum called the Fluxeumand run by M chael and
Uta Berger, Weshbaden is nore a run-down bathing resort than a Mecca of
contenporary art. Neverthel ess, Block's festivals and catal ogues have
done nmuch to keep Fluxus vital by providing nuch-needed naterial and
nmoral support. Unli ke many English-Ianguage cat al ogues and exhi bitions
that close Fluxus off at 1978, when Maciunas died, the catal ogue titles
of Block's festivals are tenporally vast and therefore auspicious: 1962
W esbaden FLUXUS 1982, and Fl uxus Da Capo. 1962 W esbaden 1992. For ny
purposes, it is significant that in both cases the responsibility for
defining Fluxus lay with the artist. The artists chose recent work

t hensel ves, thus maki ng each choice significant in ternms of each
artist's self-construction as a contenporary Fluxus artist. In the 1992
catal ogue, this effort was expanded to include artists' favourite texts
about their work, which resulted in autobiography and self-criticism as
wel | as biography, criticismand phil osophy by others. In a rather
arbitrary attenpt to expand the nunmber of artists beyond those present
at the first Wesbaden Fluxus festival, Block included an additional
artist fromeach of the cardinal points (north, south, east and west) as
well as “one surprise'. Listed on the poster, designed by Fluxus arti st
Benjamin Patterson as a " Shopping List', are artists who were present at
the 1962 festival, including D ck Hi ggins, Aison Know es, Nam June
Pai k, Ben Patterson and Emmett WIIlians. The hi storic di nensi on was
introduced with the invitation of John Cage, who unfortunately died
shortly before the opening. Henning Christiansen, a sonetinme Fl uxus
adherent from Denmark, represented the north; Joe Jones, an American
expatriate Fluxus artist who spent nuch of his life in Italy,
represented the south; MIlan Knizak, a Czechosl ovakian artist with

| ong-standing ties to Fluxus, represented the east; and Geoffrey

Hendri cks, a Fluxus artist from New York City, represented the west.

Not ably, the historic prem se conbined with these rather arbitrary
addi ti ons neant that sonme consistently active nenbers of the Fluxus
conmuni ty could not be included. Absent were Eric Andersen (Denmark),
Philip Corner (America), Takako Saito and M eko Shiom (Japan), and Ben
Vautier (France), not to nention a long list of sonmetinme cohorts - Jean
Dupuy (France), Ken Friedman (Norway), WIlem de Ridder (Holland) and
Bengt Af Klintberg (Sweden). Artists long out of touch with Fluxus for
various reasons were al so essentially absent. These include George
Brecht, Yoko Ono, Arthur Koepcke, Robert Filliou and Robert Watts - the
|atter three deceased. The 1982 W esbaden festival included many of
these and nore, but offered | ess exposure to each artist. Exclusions and
nurmeric limtations notwithstanding, Block's decision to limt the
nurmber of artists in 1992, while alternately historic (the original
artists) and arbitrary (the cardinal directions), did provide for a rare
opportunity to see sonme scope in each individual's work. The choi ce of
addi tional artists also provides for interesting exanples of the type of
i ssue inherent in the long-termpractices of a group of artists.
Certainly Fluxus artists can and do make work that they do not consider
Fluxus-related. Significantly, many artists |long associated with each



other in New York or elsewhere, sinply did not make the fateful trip to
W esbaden in 1962. This would include Joe Jones, the representative from
the south, and probably the | east contestabl e direction-based

partici pant. The case for inclusion of Knizak is nore conplex. He was in
cl ose contact with sonme artists and not others - a fact that extends the
scope of community beyond the network of regular and extensive group
contact. Simlarly, as a Czech artist he was often held to constraints
of censorship, which neant that
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HANNAH HI GG NS nuch of his contribution to Fluxus was confined to what
he could send by mail, in particular a nmagazine called Aktual. His
recent work reflects these difficulties. Thus it requires sonme anal ysis
as Fluxus, but al so as eastern bloc, work. Third, Block's addition of
Ceoffrey Hendricks recogni ses the issue of serial generations of Fluxus
artists. Unlike the other direction-based additions, he was not yet
closely associated with the group in 1962 and did not begin a regular
and i ntensive association until |ater. However, he has been a vital and
active associate since that time. His inclusion inplies difficulties in
too strictly associating Fluxus participation with a particular nonment
intinme. Simlarly, Hendricks is a painter of sky images, which, though
painted on a variety of surfaces that range from objects to canvases,
conplicate the habitual association of Fluxus with iconoclastic,
fragnented or epheneral practices. During the historic tour of 1962 Joe
Jones remained in his native city of New York, housesitting for Alison
Knowl es and Dick Higgins in their loft on Canal Street. Wile there he
produced his first self-playing instrunents. These consist |argely of
stringed instrunents but have al so included pianos, drums and w nd
i nstrunents. They have changed very little over the years. The nost
dramati ¢ change cane with the introduction of solar power. Jones used
solar cells torig up the instrunents to the environnent itself. The
machi nes work like this. A small rotary notor is attached, usually by a
wre, sothat it hangs in close proximty to the instrunent's prinary
sounding area - for exanple, over the strings in the mddle of the body
of a violin, guitar or harp, or just above the skin of a drum head.
Attached to the rotary notor, a sounding device, such as rubber bands or
balls, spins across the sounding surface of an instrunent. In an exanple
in the Wesbaden Fluxeum a small guitar is played by a rotary notor
equi pped with rubber bands. The sound, a tinkle punctuated by whispering
caresses and the occasional thwack, comuni cates an expanse of nusica
experiences that range fromthe lyrical to the startling. At the 1992
festival in Wesbaden, Jones conducted a sol ar-powered concert of these
i nstrunents at a nmagnitude far exceeding the assenbl ed scul ptura
“orchestra' shown here. At this greater scale, what was lyrical in one
i nstrunent becanme a conplex web of sound in nmany, and what was nerely
startling in a single instrunent becane subline. A constellation of
critical issues lies at the core of Jones' instrunents. Uppernost anobng
themis the concept of nusical genius in orchestral perfornmance. That
machi nes can generate significant sound places the culture of virtuoso
performance in doubt. There is a history of such associations. Luigi
Russol 0 was a Futurist conposer who built noise instrunments in 1913,
called “Intonouori', that ground, sputtered and screeched in imtation
of the sounds of the nodern city. These Intonouori clearly differ from
Jones' instrunents insofar as Jones' nechanical sounds are not imtative
per se. Both Jones' and Russolo's work, however, threatens the culture
of musical virtuosity and offers a viable alternative. The same m ght be
said of the contribution to Wesbaden in 1992 offered by D ck Hi ggins.
Hi s Gateway (for Pierre Mercure), 1992 consisted of a hallway filled
with large and small netallic refuse objects (rusty car parts, springs,



coils, fan blades, and so on) that woul d sound agai nst each ot her when
di sturbed by the passage of a visitor. By way of contact m crophones

pl aced on the objects, the sounds were “anplified and broadcast, rather
| oud, through two | oudspeakers', 50 At the crowded opening, the netal
obj ects sounded alternately |ike nassive gongs and car accidents,
brushing rusty nmetal and deadened thuds into the walls of the hallway.
Distinctly industrial sounding, this massive soundi ng-box cum hal | way
nmore cl osely
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FLUXUS FORTUNA 51 recalls the effect of Russolo's nmchines, albeit m nus
the inmtative or representational feature of the Futurist experinent.
Significantly, the Gateway requires visitors. In a rare glinpse of the
relationship between bodi es and machi nes, alone and in crowds, the
visitor/performer may be nade critically aware of this art experience as
of a piece with [ife experience. H ggins has witten several theoretical
and phil osophi cal essays about Fluxus, as well as producing his own

vi sual and sound poetry. He is also a performance artist, painter and
composer. It is significant that he chose this scul pture for the

W esbaden show. It relates to other works, particularly performnce and
conposition. Higgins is perhaps best known for his ~Danger Misic

per formance scores and his "~ Thousand Synphoni es' nusical conpositions .
These synphoni es originate in nusic paper being shot through with a
machi ne-gun and then spray painted. The resulting score (not shown)
occurs when the spray paint passes through the machi ne-gunned paper and
on to anot her sheet of mnusic paper. The viol ence of the synphonic score
is palpable in the shreds of ballistic evidence that in turn evoke

i nstrunental mnusic. Gone is the conposer's will in calibrating the

ef fect of each note as it is handwitten. Instead, the conposer's wll
as direct gesture, sinultaneously of destruction and creation, creates a
visceral image for the viewer and listener. A sinmlarly direct

encounter, this tinme between the perfornmer and the “instrunmentalist' can
be felt in H ggins' Danger Misic ##2, which was performed in W esbaden
in 1962. In that piece, the artist had his head shaved by his wife, the
Fl uxus artist Alison Knowes. On the other side of the Gateway, the
visitor encountered an installation by Geoffrey Hendricks entitled For

W esbaden Fl uxus, 1992. There was the extrenme contrast between the
flailing junk instruments and a roomfull of representational inmages of
skies in various degrees of sunshine, cloudiness, darkness and
nmoonlight. Hung from |l adders, the sky paintings seened all the nore rea
vVis-d-vis their proximty to earth strewn across the floor and a pile of
stones. Representation has, as it were, conme home to roost in Fluxus.

Li ke Hi ggins, Hendricks has a long-terminterest in direct encounters
bet ween the body and its environnent, for exanple his BodylHair, My IS,
1971, in which the artist shaved his body. However, in the case of
installations like this, Hendricks has chosen the path of representation
to state his cause. The watercol our paintings noved with the gentle
breezes they encountered in the exhibition space. They are, noreover
exqui sitely and traditionally painted. Each sky testifies to the
artist's great skill at capturing fleeting nmonents in the
ever-transform ng | andscapes of the sky. Hendricks clearly belongs to an
est eemred canon of | andscape painters that would have to include Joseph
Cozens and Joseph Mallord WIliam Turner - two historical figures who
excelled in capturing these fleeting effects. This fleeting subject
matter and the installation of the i mages as appendages of construction
elements, a |ladder, and earth elenents, soil and stone, reference the
epheneral ity and environnmental contingencies that belong to the works

di scussed thus far by Jones and Higgins. But what are we to nake of
their insistent representational character? What place mght this



hi storic reference have within Fluxus? Critics repeatedly consign the
avant-garde to a site of critical practice within traditional culture -
what the author Thomas Crow calls the “research and devel opnent w ng of
the culture industry' .51 According to this |line of argunent,
avant-garde work fails as it approaches official culture, and, where it
succeeds at all, it does so because of its unilateral critique of the

i ndustry - this despite
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HANNAH HI GA NS Crow s description of said critique as al ways cooped by
an official culture industry. Avantgarde artists are, then, at best
nai ve for thinking they mght effect culture or at worst counterfeit in
their anti-institutional pose. Wthin this context of valuation,

Hendri cks' work offers food for thought. His sky paintings and the
objects that surround themtestify to the recuperation of a variety of
practices within an avant-garde thematic. The uniformrejection of
culture traditionally associated with the historic avant-garde has been
given over to a nuanced and conpl ex systemof affirmation (the
pai ntings) and rejection (the ready-nades that display them. Thus,

FI uxus cannot be defined as an avant-garde in Burger's institutional
sense, nor as a strictly neo-avant-garde in the pejorative sense of the
term The visitor struggles in vain to |ocate these paintings in a
closed, stylistic category of iconoclasty or anti-virtuosity. Another
expl anation for the strange power of these paintings mght be their
pl acenment relative to a typology of Fluxus. Toward this end, | turn to
the Hegelian frame of argunent, a thesis is made, then an antithesis,
and, finally, a synthesis of both positions. As the conplex structure of
Fl uxus history indicates, these phases need not be in sequential
relationship to each other, but rather mght coexist as structural
el enents in the argunentative character that is Fluxus. Thus, despite
variety in early Fluxus performance and production, one can still speak
of a famly of practices - performative, nultiple and often epheneral -
that characterise nmuch early Fluxus work - a thesis in short. Onen
Smith's piece characterised this as the “useful' performance and
publications basis of early Fluxus work. The antithesis of this
per formance and publications (or nmultiple) basis would Iie in the push
for variety of performance techni ques and uni que object production that
is imediately contingent on the earliest expressions of Fluxus, such as
Ay- O s rai nbow paintings, for exanple. These would reflect the novenent
t owar ds uni que objects and group definition that |ies behind the
rejection of the Fluxshoe and which typifies Fluxus in the 1970s in
Anderson's piece - though the relationship is not chronol ogical as the
dates of ny exanpl es m ght suggest. Hendricks' sky works, then, would
constitute the resolution or synthesis of these possibilities. The
| adders, stones and earth are found objects in the tradition of
Duchanmp' s ready-nmades, while the sky inages bespeak a painterly
tradition, albeit a tradition of representing the fleeting effects of
the weat her. What is nore, historically Hendricks has covered nany
obj ects, including his own body, with sky paintings. Thus these
paintings are literally (the |ladders) and figuratively (as image
supports) constituted by the ready-made tradition. In what anounts to a
conflation of the ready-nade and painterly traditions of the twentieth
century, Hendricks' paintings seemto inply that all nodes can be
appropriated to a traditional art-object status. These works inply that
in an art context it may well be that all objects are representational
insofar as they represent a reality outside of the art context. Ml an
Kni zak's contribution to the Da Capo " New Paradi se' consisted of a
di spl ay of gilded, conposite creatures and silver-toned futuristic



airplanes on a mrrored platform Conposite creatures included a snake
with a lion's head, a shark with an el ephant's head, a duck with a

bul I dog's head, and a dragon's body with kangaroo feet and a goat's
head. The airplanes |ook |ike conposites of fighter jets and heavy-netal
guitars. Like the conposite creatures that people the margi ns of

medi eval manuscripts, these beings bring together two nutually exclusive
objects. In bringing these el enments together, Knizak engages in an
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Renl ock. Since 1990 Kni zak has been Director of the Acadeny of Visua
Arts in Prague. In his recent institutional affiliation, his threatened
past as a clandestine artist in a totalitarian context and his novenent
back and forth between the two sides of the col d-war border, Knizak
literally enbodies the possibilities and probl ems of eastern-bloc
artists in a Western context. The transition is uneasy. How is Knizak's
new f ound power and recognition enblematic of a transfornmed dom nant
political ideology? Is there an inherent problemof official recognition
of previously “outsider' artists as an affirmation of political and
aesthetic orientations comonly associated with the West throughout the
cold war? Is this why he chose to produce these disturbing, even tacky,
figurines that |look |like so nmuch departnent-store kitsch in the Wst?
Fortunately, the audi ence cannot resolve these dilemmas so easily.
Kitschy as the figurines are in material and presentation, they
represent disparate aninal creatures fused into single, grotesque
bodies. In studying the creatures on a mrror, one is invited to | ook at
their undersides, at the range of distortions in the figure that result
in our looking closely at them Wat is the old adage about an

unexam ned |ife? Research and exami nation nake it worth living, and, at

| east in the context from which Knizak evol ved, these practices could
threaten life itself. And yet, in our context - nore specifically in

m ne as an Anerican - these objects lose their critical edge. They seem
to conformto a long trajectory of representational and freakish objects
that nerely affirmthe comodity status of art, or even worse, fetishise
t he estranged
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HANNAH HI GA NS obj ect itself. That may be why these figurines seened so
strange in the context of Da Capo, though they no doubt had as mnuch
right to stake a claimas Fluxus as anything el se there. Mreover, the
reconciliation of opposites characteristic of these figurines
reverberates with the restructuring devices inherent in sone of the
poens of Emett WIllians. In Four Directional Song of Doubt - "a
concrete poem a song, an instrunmental quintet, instructions for dancers
and a picture' by Emett WIlians, perfornmed at the Wesbaden Fluxus in
1962 - a chorus of five readers read fromcards at different
orientations words fromthe statement "~ You just never quite know , 52
The cards are divided into one-hundred square grids which are then
mar ked with ten signal dots (each of which replaces a word) placed in
i near progression. A netronone ticks for one-hundred ticks, and the
words are either spoken or substituted with sounds or gestures. The
doubt, a double entendre, lies in the negative statenment about cognition
(to doubt) as well as in the chance perfornmance of the text itself. The
fragnmentation of the phrase, a linguistic unit, has an august history in
t he Dada Cabaret poens of Tristan Tzara, where words were pulled froma
hat and spoken at random However, in WIlians' case, the deconstruction
of the phrase is matched by a careful reconstruction along spati al
lines, through the introduction of the hundred-square grid and
mat hermati cal progression. Thus Wllians differs fromthe poets of the
hi storical avant-garde in his introduction of an alternative structure
to the text. A simlar sense of order within disorder (or the opposite)
inflected WIllians' contribution to Da Capo. H's Tvvelve Portraits, 1992
portray artist colleagues (significantly, there are no wonen), through
objects | oosely associated with their |lives and practice. Again, the
i ssue of a representational practice with an avant-garde thematic
becones significant. For instance, the portrait of George Maci unas, whom
Williams identifies as the | eader of Fluxus, signifies Mciunas by way
of a set of blocks that spell out Fluxus, an anti-tobacco sign (Muciunas
was allergic to snoke), a gilded piece of shit (Maciunas collected
excrenment and used scatol ogical inmagery in nmuch of his work), and a face
wearing an eyepatch (Maciunas |ost his right eye in a brawl with sone
mafi osi), anmong other things. The surface to which the nmaterials are
attached has been carefully measured, and the objects attached at
seeni ngly random coordi nates over that surface. Because of the generous
spaci ng of the objects, there is a pal pabl e sense of order, either
nunerical or determ ned by aesthetic considerations, underlying these
seeningly randomy placed objects. Thus the portrait objects, contrary
to the institutional prerogatives of Duchanp's ready-mades, this tine
serve the cause of representation both because of their presentation on
a snooth, painterly ground and by virtue of their “representing a
personality. In this transformation, then, WIllians' portraits bel ong
both at the end and beginning of twentieth-century art. Perhaps this is
t he essence of Maciunas' adnonition that Fluxus belongs to the
rear-garde: these portraits appear to invoke an avant-garde thematic,
yet they also resist the linearity inherent in the furthering of the
avant-garde role. Wat, after all, could be nore backward | ooking than a



fornmal portrait, nore historically avant-garde than a ready-nade, or
nore confusing than a resolution of these traditionally oppositional
categories? What is nore, Francis Picabia was already doing this in the
1910s, albeit strictly through |line drawi ngs of ready-mades as
portraits, rather than through assenbl ages of ready-made objects. And
yet there is sonething quite disturbing about the series as a whole.
They were produced for a gallery - Carl Solway in G ncinnati, Chio -

whi ch nmeans they were produced
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FLUXUS FORTUNA 55 specifically for a commercially defined audi ence of

hi gh-end art nultiples. Mreover, they were produced within the context
of Solway's " Kunstfabrik'.53 There are twelve portraits. These are of
Joseph Beuys, Marcel Duchamp, Richard Ham |ton, Jasper Johns, Allan
Kaprow, George Maci unas, Claes O denburg, Nam June Pai k, Robert
Rauschenberg, Daniel Spoerri and Jean Tinguely. Wat do these artists
have in common? For one thing, | know themall personally', wites
WIllians. 54 For another, these are all fanpbus nale artists, and, as
such, have already received extensive institutional sanction. Thus,
whil e the argunment m ght be nade that these objects parody the fanme gane
of the art systemitself, the slick presentation of the portraits makes
t hem eager participants nore than hucksters in the art game. As Oaen
Smith pointed out to nme, this WIlians piece bears conparison to a
situation parodi ed by George Maciunas in his 12 Big Nanes, an advertised
concert in which the nanes of fanmpus artists were projected in |arge
format on a novie screen. 55 |If the audience cane to see twelve big
nanes in one evening, they were gravely di sappointed! There is a
connection with early work by Wllianms hinself. H's Al phabet Synphony
was performed soon after the original Wesbaden festival, and consisted
of activities using objects as letters. WIlians describes one
performance: This is a synphony where you can spell “love' by snoking a
cigar, blowing a silent dog whistle, eating a chocolate air off the
floor on all fours doggy-fashion, and tooting a little ditty on the
flute. That's the way it was spelled during the first performance in
London in 1962.56 The Al phabet Synphony resulted in a highly provocative
and often-exhibited portrait series (by Wllians' friend Barney
Kirchhoff) of WIlianms perform ng the synphony. 57 And yet the slick
manuf act ure and choi ce of fanmpbus personages suggests a vast expanse of

di stance between the Ttivelve Portraits and the sinple, alphabet and

| anguage pieces typical of WIllianms' earlier work. Thus, there is
somet hi ng strangely acadenic, official, sanctioned and enpty about these
portraits. W are looking at late-twentieth-century acadenic portraits
that use the accepted terns of our present acadenmies - rupture, found
obj ect, chance operation and institutional self-consciousness. To deny
the desire for success in the art world and the conproni sing potenti al

of artists is naive at best and dehumani sing (for the artist) at worst.
There is a part of Fluxus that has always received sone kind of official
sanction, even as an officially unofficial art. Never forget that the
very first Fluxus-titled concert in Gernany took place in a nuseumin

W esbaden! Thus, depressing as | personally find these i mages, they nark
a part of Fluxus history that is intrinsic to understanding the group in
its conplex affirmations and criticisnms of the art world. Also
addressing a relationship between found objects and the practice of
representation, or, nore precisely, between presentation and
representation, Alison Know es introduced the print series "Bread and
Water, 1992' and an Indian Mon, a white circle filled with found

obj ects tagged for sounding as instrunents at Da Capo. It takes Know es
nmonths to | ocate the nobon objects on the street. They nust have certain
soundi ng or visual qualities. They nust also be clean of organic



materials. In short, they are not garbage recycled for use in the
gallery - at least not in the sense often inferred where the thing was
once part of a heap of debris. Rather, the objects have a definitive
gquality of specificity of purpose, which suggests a connection to

anot her person in another tinme. Know es' task is to find those physical
traces of soneone el se's experience and to relocate themto the art

cont ext.
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11, 12, 14, 25, 158, 233, at Wesbaden 8, 49 Oiginale controversy 19,
standards of healthy living and lifestyles that a work |ike Know es'
inmplies are overly standardi sed. Parodi es of the standardisation and
institutionalisation of human experiences, as expressed through a

consci ously obsessive neasurenent of bodies and their functions, their
consunption and excreta have a |long-term presence in the work of many

Fl uxus artists. ..ERR COD:1.. institutionalisation of human

experi ences, as expressed through a consciously obsessive nmeasurenent of
bodi es and their functions, their consunption and excreta have a

| ong-term presence in the work of many Fluxus artists. OF course, no two
bodi es are the sane and the



Page 57

FLUXUS FORTUNA 57 when Ben Patterson set up a simlar clinic called "The
Cinic of Dr. Ben (BM MS)' at Da Capo. The parody of neasurenent, with
no apparent applicability except as information for its own sake, would
surely not have been lost on the citizen of what was once call ed
Czechosl ovaki a. The eastern bloc countries were fanous for their
bureaucraci es. O her Fluxus artists have sustained a |ong-terminterest
in the clinical and nedical reference in Fluxus. O particular note is
the work of Larry MIler. For exanple, MIler has consistently produced
"Orifice Flux Plugs', collected assortnents of orifice plugs for the
human body that range fromear plugs and wax to cotton balls, condons
and bullets, since 1974. These resenbl e many of Maciunas' ~Fluxkits'.
However, the clinical dinension has evolved with new technologies in
Mller's work. In Cologne in 1992, MIler could be found copyrighting
the genetic code of his friends, conrades, fellow artists, and audi ence
nmenbers. MIller's genetic-code copyrights fromthat year in Col ogne were
based on his know edge that such codes could be copyrighted before they
were known, and that they could be owned and protected before the
technol ogy of cloning had even been devel oped. Now, five years later, a
sheep has been cloned in Scotland Admittedly, there is scientific value
in reproducing animals that are genetically identical to limt aninal
testing for random sanples. Yet there is a certain anxiety relieved by
Mller's contract and simnultaneously invoked by it. The technol ogi cal
and soci ol ogi cal circunstances provoked by this particular Fluxcontract
are distinctly of this nonment, though in the not too distant past they
seermed nore the world of science fiction (or science friction?), of a

di stant future or paranoid present. The genetic Copyrights becone a
remar kably el astic docunent in space and tinme. They evoke a clinicismin
Fl uxus that is at once earnest and humourous. Copyrighted, we becone as
document s oursel ves - neasured, contained and ordered in place and tine,
yet noving beyond the present nonent. Cearly, this is not a group of
“artists' (there are those who would contest the termstill!) that can
be categorised, packaged according to sone stylistic or ideological
principle, and neatly placed on the shelf of a library. As long as the
nature and history of Fluxus remain debatable, contested and unstabl e,
the spirit of flux in Fluxus remains alive. This is true even when the
debate takes place in acadenic venues, as it does here. There will,
however, no doubt conme a tine when sone wel | -meani ng, acadenic type will
conme along and can Fluxus. In being canned, it will be preserved for al
time but will | ose much of its flavour. It nay be that this process is
inevitable if anything of Fluxus is to survive the lives of the artists.
The canni ng process is, however, unnecessary as long as the artists and
t hose who know and | ove themare alive. This does not nean that rigorous
histories of this or that Fluxus cannot be witten. It nmerely means the
hi story of all of Fluxus cannot be. Readers like this one are a good

pl ace to begin thinking about the histories of Fluxus, since they give
substance to a variety of perspectives. Wen CGeorge Maci unas was very
poor he bought cans of food fromthe grocery store that had | ost their

| abel s. They were, understandably, sold at a considerable discount.
There was certain adventure to be had in taking neals with himduring



that period. Dinner night be string beans, chicken soup or corned-beef
hash. The adventure lay in opening the can to see what was inside. Ben
Vautier had these cans relabelled as "Flux Mystery Food'. If Fluxus is
to be canned, at least for the nonent, let it be canned in such a way as
to | eave the | abels well enough alone and to naintain the sense of
mystery inside.
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HANNAH HI GA NS NOTES 1 George Brecht, “~Statenent', Renlock, ed, 1962
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I NA BLOM BOREDOM AND OBLI VI ON | NTRODUCTI ON:  CHANG NG CAGE " Bor edom was,
until recently, one of the qualities an artist tried nost to avoid. Yet
today it appears that artists are deliberately trying to make their work
boring."” This is the opening statenent of Dick Higgins' 1966 essay
“Boredom and Danger'. Boredomis a radical concept for a work of art:
how can you claimattention for something that defies any attenpt to
focus for any long period of time, that breaks all the rules of

comuni cation? But, as it turns out, the question of focus and

communi cation is the least of Higgins' worries. In ~Boredom and Danger'
Hi ggins instead tries to present a theory of what might be interpreted
as an i mersive ideal of art.2 Describing his owm work as well as that
of a nunber of artists in and around the Fluxus group, he attenpts to
forrmul ate the ternms according to which the cognitive boundaries dividing
self and work or work and surroundi ngs m ght, tenporarily, fade out or
be displaced. It is, in other words, an attenpt to fornulate the
possibility of, in one sense or another, getting "lost', since imersion
renders the Cartesian divide between subject and object as uncertain or
shifting, deframing the subject's “outlook' on to the world. In the
context of art, this ideal has often been cursorily described in terns
of “erasing the boundaries between life and art'; yet a closer | ook at
the strategies and fornul ations of different Fluxus-related artists will
reveal a nore guarded, specific and probl ematising approach. The
question is not one of boundaries between |life and art in general, but
of the conditions of possibility for imersion in particular. It is from
this perspective that nmany of the artists seemto reformulate, rework or
reappropriate sonme of the nost central but also nost difficult and

probl emati c assunptions underpi nning the nusic of John Cage, whose work
and thought could be said to be decisive for Fluxus. In his work, Cage
clearly strives to achieve states of imersion: self-reflexive nonents
such as those produced by nenory, know edge, repetition, and so on, must
be avoided at all costs. Only a systemthat will produce eternal change,
eternal variation, will draw the listening subject out of the repetitive
novenment of the normthat frames a subjectivity reflecting back upon
itself. To produce such change, an overarching el ement of oblivion or
unknowing is in other words required. But even as Cage acknow edges the
paradox inherent in this notion of oblivion - the fact that nmenory is,
so to speak, an elenment that provides us with a "sonmething' to be | ost
in inrersion (and so fornulates the possibility of imersion) - he does
not linger on this point.3 He | eaves itaside because he seens far nore
concerned with formulating the notion of a universal letting go of ego,
a fundanental state of
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of marks that it would - in principle - be immune to: the marks of
owner shi p, of signatures, of different subjectivities, intentions and
representations. The narks of particularia, in fact - of details and
ephenera working their way out of all proportion, straying far behind
the structured confines of Cage's multiplicity. The field suddenly is
not only marked, but slanted, out of joint. It seens at tines to |ack
exactly that quality which Cage enphasi sed nost of all - notably
spiritual discipline or virtuosity, as expressed by the zero "a priori
For instance, Cage enphasi ses the ethical possibilities of
non-intentionality: “If you' re nonintentional, then everything is
permitted. If you're intentional, for instance if you want to murder
sonmeone, then it's not permitted." H ggins, for one, seens prepared to
take himat his word, but only through a redrafting of this statenent
that pushes its inplications or limts of neaning. And the inplication
spell ed out by Higgins is the word "danger' - the second vector in his
essay on inmersion (boredom and danger), and also the title of an early
series of works called "Danger Miusic'. Hi ggins essentially follows
Cage's focus on oblivion or unknowi ng as a prerequisite for inmersion
but at the same tinme as he takes this step into the principle of

i ndet erm nacy, he inmediately franes the unfraneable. “~Danger' is a sign
which frames - it points out the limts of imersion. On the one hand
“danger' seens to point, in an intensified and “deep' way, right into
that “reality' in which art is supposed to be subsuned. And on the other
hand it seens to highlight this reality as a place of consequences and
inplications, fear, trouble and desire; in
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BOREDOM AND OBLI VI ON 65 short to highlight it as a place that would fal
outside or be the outside of Cage's all-inclusive field of

i ndeterminacy. In this way, Higgins' spelling out “danger' could be said
to operate at the limts of indetermnacy. It could be suggested, then
that by submtting Cage to the change he hinmself prescribed (he was
after all the one to point out that his own nanme was an anagram of |
Change'), many of the artists connected to Fluxus were working out
practices of imrersion precisely by realising the necessity of
negotiating its terms. This "it' is exactly the question here: what is

t he space, situation, context, possibility of imersion? " Changi ng Cage
m ght have been a way of dealing with the fact that the space of

i mrersion could not be fornulated wi thout an engagenent with, and

t hrough, borders and limits - cages - of all sorts. BOREDOM In 1966 Dick
Hi ggi ns published his influential “Internedia essay, stating that the
new and interesting forns of art did not Iimt their field of operation
to a question of artistic nedia, but tended to operate between or
outside particular nmedia or categories. 6 A conparison between this
essay and the actual artistic devel opnents it described mght lead to
nore precise definitions. As a term “internedia was designed to cover
those instances where the artist did not sinply combine different
artistic nmedia, but worked against the grain of any categori al

organi sations by neans of strategies of displacenent. In contrast to the
term multinmedia', “internedia' did not denote a formal identification
but rather a strategic intent or a performative. Then the nedi al aspect
of the work could be described in terns of transnedia: that is, as an
agent of change or transcoding. Internedia s many attenpts to fornul ate
“betweens' or "outsides' did not express a dream about the idyllic state
of the unnmediated. It sinply dealt with the principle of nediation as a
passage fromone state to another. Around the sane tine, however,

Hi ggi ns' | esser-known essay on boredom and danger sonehow seens to
strike closer to the core of the particular intermedial strategies that
devel oped in the late 50s and early 60s. Higgins sets out as if he
desperately needs to nmake sense of this puzzling concept, but it is

i medi ately apparent that for himboredomis a positive term a point of
departure for a new orientation. The apparent |ack of stimuli in boring
art involves the surroundings in ways not apparent when stimuli appear
as exciting along certain lines of expectation. Wen Hggins tries to
explain the effect of boring art such as, for instance, Eric Satie's
Vexations, in which an “utterly serious 32-bar piece' is played very
slowy 840 tines (a perfornmance takes twenty-five hours), he repeatedly
returns to the way in which such works will fade into their environment,
become an integral part of their surroundi ngs .8 Boredom destroys the
boundari es that keep the surge of intensities within the fenced-off
space of the work. Now the intensities nove along different lines, as in
a Cage- class experience referred to by Hi ggins, where the students were
instructed to do two different things each, in total darkness, so that
one could not visually determ ne the beginning and the end of the

pi ece. 9 Higgins describes the way in which the intensities in this piece
“appeared in waves' as expectation of structure mingled with the



experience of non-structure; how the sense of tine was warped as work
and non-work coul d not be distinguished as separate areas of perception.
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INA BLOM In a set of notes dealing with the experience the spectator
woul d have with his play St Joan of Beaurevoir, Higgins conments on a
di fferent aspect of boredom Anticipating audi ence reactions, he
describes different |levels of involvenent devel opi ng through the piece,
such as boredom irritation, understanding and new boredom ~Then', he
wites, "the witness will ideally disappear into the piece. He will stop
seeing hinmself and start seeing events as events . . . The genera
stasis of the piece will be soothing. Quantities will becone relative
and not nunerical.'' redom in other words, has the capacity to cause
di sappearance on two different |evels which nust be experienced as
reciprocal: the work will disappear into the surroundi ngs, and the
spectator will disappear into the work. This situation describes the
kind of symetrical relationship where the two sides are different by
bei ng the reverse of one another, as in a nirror. The work sees "itself
in the surroundings, as the surroundings sees "itself in the work. But
in this throw ng back and forth, the identity of each is cancelled - one
no |l onger knows which side of the mrror one is on. Usually identity is
established with a sinple self-reflexivity: | know that | am When

H ggi ns describes the experience of the piece in the darkened room he
describes a situation where this sinple reflexivity proliferates into a
series of repetitive questions concerning the boundaries between work
and perceiving subject. The intensities of the piece nove along the
| ines of questions such as “whether the piece was finished or not, what
the next thing to happen would be, etc."' And this repetition has the
capacity to undo identity. It works to highlight the sinmulacral quality
of a mrroring in which the two sides of the mrror are confused so that
"nothing' or “everything' is finally mrrored. Boredom- or the |eve
beyond the initial experience of boredom which Hi ggins calls " super
boring' - essentially has to do with indistinction, disappearance and
oblivion. Oblivion on the level of the work, oblivion on the |evel of
t he spectator who engages with the reality of the work. In 1959 Higgins
worked with a series of works called "Contributions' and which devel oped
fromthis principle. One piece calls for the production of a sound "that
is neither opposed to nor directly derived from the environment in
which it will be produced. 12 The piece is in fact an instructive riddle.
How can one deternmi ne that which is neither opposed to nor derived from
a context? Cbviously, there is no way to avoid either of these
paraneters as long as sound is reflected in terns of predeterm ned
relationships and as |ong as one sees the context as a given, closed
whol e. The only way to arrive at the freedomof this neither/nor
situation seens to be to accept a fundanental independence of sounds and
an equal ly fundanental dispersion of context. Then anything will do, and
this anything will sinply contribute to the oblivion of the situation
Yet the way in which Hi ggins makes the question of context becone
central to the piece sonehow spoils the innocence of this last solution
Sounds may be i ndependent (Higgins preferred to use the word
“independence' rather than “indeterm nacy'), but the piece still forces
a continual reflexion on the interplay between context and not-context:
What is the “right' context of a sound?13 When this question is asked,



sounds are suddenly no | onger sinply abstract "nusical' phenonena. |f

sounds appear to be “independent', it is only because they have been
recently “liberated . They cone from sonmewhere, and they carry excesses
of signification. It is as if Higgins is not willing to sinply accept

what is generally thought of as the imrersive character of sound and the
coll apse of nmeaning with which it is associated. In this way the piece
delves into a critical forrulation of the borders of sound itself.
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BOREDOM AND OBLI VI ON 67 EVENT What is crucial to this notion of boredom
is that it engages with a termthat was to becone so central to early

Fl uxus as to be even identified as a "formi. This termis the "Event'.
According to H ggins, at the |level of super-boredomone is finally
capabl e of “seeing events as events'. is One is, in other words, exposed
to the workings of the Event. And the event is in its turn associated

wi th danger, for it seens inplicit in Hi ggins' statement that the event
essentially works to disrupt boundaries and pronote oblivion. But in
order to grasp nore precisely what the event comes to nean in this
context, it is necessary to go back to sone of its first fornulations as
they appeared in the witings of Jackson Mac Low and in the work and
notes of George Brecht. "In the "Five Biblical Poens" the netric unit is
the event rather than the foot, the syllable, the caesura or the York
Audi o- Vi sual Group, the "Chanbers Street Concert Series', the Bread &
performance series and publication project of An Anthology. In all of

t hese activities what was shared was an excitement for the work they
were doing and a growing realisation of the international scope of new
perfornmance and nusi cal experinmentation. This was then a period of
expansi on of both awareness and i deas which was carried al ong by an
excitement for the new work being done by them and others. As Fl uxus
actually began to be
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INA BLOM In this the texts cone to resenble the crystalline surfaces of
the kind of postcard that will subtly change its i mage when the surface
is flipped into different positions. The possibly i mrersive space of
readi ng, of deep know edge, passion or interest in one field of meaning
or another is not unrelated to the indeterm nate space of convul sions
and disruptions - of oblivion. They are at an angle in relation to one
anot her, connected and separated by a sinple nental flip. And what is at
stake is of course the control and novenent of this flipping. In the
texts of Mac Low it is slip-sliding - out of control. Wat Mic Low
fornmulates with his event is this novenent at the edge. SPACE Such a
“visualist' focus on surfaces reappears in the work of George Brecht,
where it seens to proliferate into a whol e topography of events, or what
he chose to call "an expanded universe of events'. In this way his work
m ght be seen as an el aboration on the question of the space of
i mrersion, since space is in fact a "natural' netaphor for the
experience of immersion. Yet for this very reason the notion of space is
al so a highly problematic one. It would seemto inply a generalised and
neutral expanse that would seemto either |lie outside of or marginalise
the conflicts and desires that would provide the frane for the different
poi nts of view fromwhich any notion of space is necessarily nade up.
But despite the essential silence and non-conceptuality of Brecht's
wor k, the question of space actually goes through several
transformations or renamings. It is, first, a "field , then an
“expandi ng universe', and - finally - a “book'. And each of these terns
rework “space' through the question of borders and their transgression
For a central focus in the work of George Brecht could be said to be the
guestion "How are the things in the world connected? . And this question
is, fundanmentally, a reworking or reversing of the I esson |learnt from
Cage about the autonompous behavi our of sounds or phenonena. As a way of
exploring this question, Brecht starts to work with the notion of the
event, exploring its nmeaning and its potential until it seenms to becone
t he point around which everything in his work turns. The crucial aspect
of Brecht's event is, initially, the way in which it is used to map a
| andscape of boredom Like so many others in the m d-50s, Brecht was
obsessed with the idea of chance. Followi ng the | ead of Jackson Poll ock
he made pai ntings by dropping i nk on canvas and then crunbling the
canvas into a ball so that the ink would dry in unforeseeable patterns.
But sonehow this activity did not quite do justice to Brecht's nore
particular fascination with certain aspects of chance expressed by
nodern sci ence, and he soon found ot her approaches. As a point of
departure, he starts out by reworking the traditional distinction
bet ween events and objects (or action and matter) - the reason behind
the slightly puzzling fact that Brecht seens to make use of the term
"Event' only whenever anything is particularly object-like. This
strategy was first denonstrated with his “~Towards Events' exhibition at
the Reuben Gallery in 1959. The title is of interest because of its
apparent incongruity with the nost obvi ous aspect of the show s
contents: a nunber of found objects, standing alone or in
constellations. The ambiguity may seemto be solved by the fact that the



objects in question are to "be perforned' , but “performance' in this
case is conpletely unspecific, and has nothing to do with notions of
nmusi cal or theatrical performance. Wth the piece called Case - a picnic
suitcase filled with various objects - goes
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BOREDOM AND OBLI VION 69 the instruction that the objects can be used "in
ways appropriate to their nature'. The instruction for Donme - an
arrangenent of objects under a glass done - barely indicates that the
contents can be “arrayed', then returned to their places. For the piece
called Cabinet there is no instruction. It is sinply a found cabi net

Wi th various rearrangeabl e objects. This interchangeability of
event/object gets a reverse treatnent in Brecht's perfornmance scores.
While starting out as instructions for performance, |ater versions of

t he pi eces seemto condense into a kind of objectification that nmakes
their relationship to the category of performance or action uncertain.

H s 1959 version of Time Table Miusic indicates a railway station as a
perfornmance area, where a railway tinetable works as a basic instrunent
for distributing the actions of the performers. But in a 1961 version
called Time Table Event, the multiplicity of all these different

el ements has been erased, including the idea of perforners. Now, all

that remains is the railway station (any railway station) and a duration
to be chosen froma tinetable. Apparently the piece consists of anything
happening within that duration. It is sinply a found tenporal object:
the railway station is a place marked in its foundation by the “when' of
waiting. An even nore radical devel opment takes place with Drip Misic
(Drip Event), a 1959-62 piece devel oped from a not ebook piece called
Burette Music. Wiile the initial conposition was conceived for a nunber
of small burettes set to drip on different sound sources, the fina

pi ece suggests only the concept of dripping in general, taking the piece
out of the explicitly performative and into the realmof all dripping
phenonmena. What characterises the | ast versions of these two pieces is
the way "event' neasures time just as nuch in ternms of preexisting
phenonena or objects. And then we see that tine, in these works, is
conceived nuch like a sort of secret agent whose way of operating is

ei ther warp or continual netanorphosis. The reasoni ng behind these

pi eces takes as its point of departure the questions of the prenises of
physi cal science, and particularly the question of which irreducible

el ements could constitute a scientific consideration of tinme. Field

t heory, theories of relativity and quantum physics provi ded what Brecht,
in his 1958/ 59 notebook, called "The Structure of a New Aesthetic',
sumari sed by keywords such as "space-tine relativity', “~matter-energy
equi val ence', “uncertainty principle', “probability',

“observer-observed' and "“paradox as a reflection of our inability to

i magi ne a sinple nodel of the Universe'. 19 These general keywords
served to express the difficulty of deciding the ontol ogical status of
obj ect versus event, as exenplified for instance by the electrons in the
atom c structure: they can only be described in terns of a probabilistic
field of presence. 20 In a 1959 essay on chance operations, however,
Brecht introduced the event as part of a nodel of thought that woul d add
a significant specification to the notion of the i mersive space of
boredom 1In order to explain how notions of causality disintegrate into
probability or indeterm nacy, he invokes the principle of the second | aw
of thernmodynamics - a law originally designed to explain the theory of

t he gradual cooling or loss of energy in the universe. The principle of



entropy explained by this law reflects the fact that heat always travels
froma hotter body to a cooler one, as for instance in the case of an

i ce-cube placed in a glass of water at roomtenperature. This process
obvi ously does not result in a cooler ice- cube and warnmer water -
instead the ice-cube nelts, resulting in a levelling of the tenperature
extremes. This is the exanple chosen by Brecht. What is inportant in his
account of this process of
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I NA BLOM nelting and m xing values is the stress he puts on the fact
that this process cannot be attributed to one single cause. The ice-cube
beconing cooler is not inpossible. It is just inprobable, and this
i nprobability is statistical. As in Maxwell's statistical interpretation
of what happens when there is a m xture of gases at different
tenperatures (Brecht refers to this as a good conceptual nodel of
entropy), the nolecules of the warmer gas collide with the nol ecul es of
the cooler, inparting sone of their energy in the collision. The result
is a mxture where the total amount of energy falls somewhere between
the two extrenes, but this is just a sunmation of a very |arge nunber of
i ndi vi dual chance events. The | oss of energy - or the process of entropy
- must be attributed to a very |arge nunber of independent causes which
in their individual intersections each represent an “event'. This
summati on of a | arge nunber of independent causes, in other words,
descri bes an entropi c passage fromone state to another - a linear
non-cyclical process in the sense that it cannot be undone or reversed,
since this would entail conpressing all the independent chains of
effects into a single cause. An infinite information barrier separates
the different stages in the passage fromone another.21 Not the |east
part of the interest in such entropic processes is due to the way they
seemto represent the passage of tine itself, while at the sanme tine
wr eaki ng havoc on boundaries and distinctions, including those that
“keep time'. Brecht's exanple of the nelting ice-cube is an exanple of a
move towards indistinction or uniformty, a fading out against the
background and a | oss of energy that essentially matches Hi ggins'
description of boredom But the metaphors used by Brecht when expl ai ni ng
the principle of entropy shows the tensions and anbi val ences involved in
this question: anbival ences concerning precisely the question of
boundaries. In so many of his works there is a preoccupation with the
nmysteries and riddl es of saneness, and yet in his explanation of the
entropic principle he seens rather to focus on the fact that entropy
pronmotes probability - an infinite universe of events and possible
connections. He explains this point of viewin a notebook entry: The
unity of nature does not lie inherent entry: The unity of nature does
not lie inherent in things, but is conconitant of nature's being what |
find it to be. Hence, since humans have an infinite capacity to invent
properties and to find sinilarities and differences in things, based on
t hese properties, relations can be found between even an infinity of
things. Hence all nature is unified by nan's conception/conceiving of
it.22 This realisation of an infinite nunber of possible relationships
was to beconme the working principle behind all his subsequent work. At
first, however, this possibility is expressed in generalising or
uni versalising terns that would actually seemto give hints of a sort of
t opogr aphi c overvi ew of an endl ess area of dispersion. As expressed in
an unrealised project for a switchboard that would generate “any |ight
or sound events of any desired characteristics to occur at any points in
space and tinme': “The event, made actual, is one chosen froma universe
of all possible |ights/sounds fromall possible space points.' As an
answer to the question of howthis infinite universe of pure possibility



can be engendered, Brecht posits the followi ng three paraneters, which
seens like a scientific rewiting of Cage's notion of zero: 1) Maxi num
generality. 2) Maximum flexibility. 3) Mxinmum econony.' It was al ong
these lines that Brecht's planned his 1963 Yam Festival, a festival that
was supposed to function as an " ever-expandi ng uni verse of events'. The
festival could equally be described as a "field', just as Brecht
conceived of the totality of his own work as a field -
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BOREDOM AND OBLI VION 71 responding to the fact that field theory

expl ores the multi-di mensional connections of any given elenent. The
festival was conceived as a format that could contain the event at every
| evel from " everyday' phenonena to organi sed performance - an anbiguity
that is perfectly captured by what is probably the nost general of all

of Brecht's work. H's 1961 Word Event consists sinply of the word “exit
and is, of course, also "realised by any exit sign or exit action

t hr oughout the world. The point is, however, “exit' wll never provide a
point of focus initself - it wll always be lost in the concrete,
subjected to a chain reaction of inmages, ideas, nenories, actions. It
presents itself, in a radical way, as a singular centre or a noda

point, but by this very action centrality is sonehow denied. It plays up
“connection', but also, by the same neasure, saneness, a fading into the
background, the continuity of unlike things that will "“get together |ike
dust noves in the streets'. And so Brecht el aborates on saneness:

“Consi der an object. Call what is not the object the "other". Add to the
obj ect fromthe other another object to forma new object and a new
"other". Repeat until there is no nore "other"'. 24 The “other' is a
fiction whose limts are drawn in chalk on the living body of the sane:
smal | novenents, snall changes wipe the lines out just |ike entropy
predicts it will. On the whole, Brecht becones increasingly preoccupied
with the fictional nature of the whol e opposition of “same' and "ot her'.
It is a residue of a manner of thinking which he would |ike to nove
beyond: all of his work explores a different and conti nuous dynam c
between things that are distinct fromone another. Descartes was w ong
when he believed that the real distinction between parts entails their
bei ng absol utely separate, says Del euze, turning instead to Leibniz for
an alternative theory. Leibniz conceived of the world in terns of the
figure of the fold - a figure that includes both continuity and
separability, both sameness and boundary - and through this figure tried
to show that two parts of really distinct matter can in fact be

i nseparable. 25 And it is through Leibniz's vision that Del euze is able
to cone up with a concept of the object that nmay in fact match what
Brecht finally wanted to get at when he took such care to confuse object
and event. "“This new object we can call objectile', Del euze says,
apparently adding “object' to "projectile' to give the inmge of an

obj ect that stretches and | eaps across boundaries. It refers to "our
current state of things, where fluctuation of the normreplaces the

per manence of the |law, where the object assunes a place in a continuum
by variation; where industrial automation or serial machineries replace
stanped forns. The new status of the object no |onger refers its
condition to a spatial nold - in other words to a relation of form-
matter - but to a tenmporal nodulation that inplies as nmuch the
begi nni ngs of a continuous variation of matter as a conti nuous

devel opnment of form[... ] The object here is manneristic, not
essentialising: it becomes an event. 26 Along these |ines of thought
Brecht's event could be seen as a sort of extension - the extension that
t akes place when one elenent is stretched or folded around the foll ow ng
ones, so that they becone parts of its whole. 27 SCALE The instruction



pi ece about saneness pokes fun at a thinking that pits sane agai nst
different: sanme and different may be in extension of one another. But
anot her such piece places the weight sonewhat differently and in fact
sets out to redraw the concept of space in Brecht's “universe' or
“field : “Determine the centre of an object or event. Deternine the

centre nore
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I NA BLOM accurately. Repeat until further accuracy is inpossible.'
obviously, entropy is all about the | oss of centre, the inpossibility of
retaining the notion of centre for any length of tine. And so, on one
|l evel, Brecht's instruction is pure redundancy, a recipe for bouncing
off the even surface of sanmeness. But on a different |evel of
under st andi ng, 42 HANNAH HHGEA NS in the production of these multiples.
The question of other work, therefore, remains open for discussion
since Morgan asserts Maciunas' centrality by conparing himto the
central figure of an earlier novenment: “Through it all it was clear that
George Maciunas was the central figure. His relationship to Fluxus was
conmparable to Breton's relationship to Surrealism 39 Like the MoMA
cat al ogue and Addenda |1, the Codex begins with a fusion of the name
Fl uxus and the Maci unas-based paradi gm by neans of two photos of
Maci unas' studio from 1969 on two pages preceding the main title page of
t he book. The Fl uxus Codex, a catal ogue raisonnf Fluxus projects |inked
to Maciunas either by nention in a letter or in his project notes,
functions as an index of that portion of Fluxus activity, although it
contains no scholarly or interpretive witing per se. The book's
obj ective or scientific quality may obscure the specific nature of its
curatorial system Bruce Altschuler notes this problemin his critique
of the Codex that appeared in Arts Magazine in 1989. Altschuler's sinple
m sgi vi ngs about the book produce a critique not only of the book but
al so of the Silverman Col |l ection, which sponsored the book. In the
concl uding statenents Altschul er notes that Restricting Fluxus to
Maci unas-related material, then, creates an arbitrary division within
the work of many artists. Mre inportantly, to foll ow Maciunas in taking
a narrow view of Fluxus is to limt our understanding of its
significance. For nmuch of the inportance of Fluxus lies inits
connections with the art of its tine, both as influence and as
concurrent expression. 40 By the sane token, where a community-based and
mul ti pl e understandi ng of Fluxus existed in Arerican institutions, it
was systematically obscured. Eric Vos, the organiser of the Jean Brown
Col l ection of the Getty Centre for the History of Art and the
Humanities, radically restructured the collection to accommbdate the
Maci unas- based paradi gm This reconfiguration reflects Brown's
under st andi ng of Fl uxus, though not of her collection. Brown recalled
t he begi nnings of her collection in terns that define Fluxus as
Maci unas' project: “If | was going to do Fluxus, | would have to have
| ots of objects, because George nmade themall. 41 She continues, "I
wanted the history, the background, very good archival materi al
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and textures in sone bl ack-and-white photographs of a stone of a stone
bui I ding. 30 The connections and continuities in these works are placed
along purely optical lines; scale deals with the operations of visua
perception. perception. There is, however, a new kind of opticality or
visualist tack to these works that nakes up for the m ssing centre.

Del euze calls it “point of view or "“perspectivisnm, since perspective
i nplies, at once, distance and continuity. Point of view on a variation
repl aces the centre of a figure or a configuration in a world ..ERR
COD:1.. operations of visual perception. There is, however, a new kind
of opticality or visualist tack to these works that makes up for the

m ssing centre. Deleuze calls it “point of view or "“perspectivisn,
since perspective inplies, at once, distance and continuity. .. ERR
coD: 1. .
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m ght be a description of Brecht's book as well - In addition to an
annot at ed chronol ogy of actions and events from 1959 to 1970 (taking up
nore than half the book), the catal ogue of the exhibition included a
general bibliography covering the sane span and an incl usive

al phabetical list of artists or artist groups from Andersen to Zaj, wth
details of published work, photographs and bi bliographies for each.
..ERR, COD:1.. a book is both a "material' and “informational' object.

Brecht, for his part, asserts that there is "no theoretical reason' why
his work shoul d be a book - a defense, probably, against any totalising
or centralising ideas that this concept m ght
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the idea of music as the benevolent and all-conprising framework of

“any' sound, contradicts this position and essentially reaffirns the
noder ni st concern for the boundaries of art. What is at stake here is
Cage' s insistence on the natural ness of sounds, and the ecol ogi cal,

non- humani st perspective according to which sounds could be approached
as beings. But this perspective is mred in an idealist and a priori
opposition between culture and nature: an ecol ogi cal perspective on
sound should first of all depart fromthe historical determnation of
"nature' and the social incursion into nature. 39 Wat falls outside
this natural and non-humani st perspective is, in other words, all of

t hose instances in which sound is not nerely abstract vibrations “in the
air', but social phenonena that function in ternms of nmenory and
significance, context and shifting frameworks - that is, sounds capable
of sem osis. Fromthis perspective the boundary of nusic nmay be eroded
by the overriding perspectives of aurality (or auralities) in general
and in their various particularities. But it was precisely these "other'
di mensi ons of sound that were explored as the students in John Cage's
conposition class at the New School of Social Research brought their

cl ass | essons outside the classroomcontext; and this was al so precisely
why Cage condemmed this activity for lack of “spiritual virtuosity', and
on the whol e mai ntai ned an anbi valent relationship to the activities
associated with Fluxus. H s 1958 and 1959 conposition classes triggered
some of the first collective “pre-Fluxus' actions as students assenbl ed
under the name of the New York Audio Visual G oup perforned their
exercises from Cage's class at Larry Poons' Epitone Coffee Shop. 40
Fearing a dispersal of his principles into an attitude of "anything
goes', Cage strongly enphasised the need for discipline, which generally
meant enptying yourself from subjecthood, society and context in order
to becone an enpty container for the nature of sound A general |ack of
faith in the category of nusic was, however, often the productive drive

for these experinents. "Is it a fault of an event that it does not
produce an apparent sound?', Dick Hi ggins wote, | amtired of nusic
[... ] nothing is to be left but theatres, and maybe those w |l

di sappear for ne too. Then | can begi n agai n sonmewhere el se.' 41 Nam June
Pai k, for his part, conplained that for all his years of studying the
aesthetics of nusic, he still had not found a satisfactory answer to the
i mportant question of what nusic is. 42 But Paik's question about the
“what' of nusic is entirely rhetorical: he poses it only at the nonent
when he is able to displace it, to denonstrate its relative position and

its nonentary insignificance. Cage's all-inclusiveness could not provide
a real answer because it essentially responds to the question of the
“what' of nusic - an affirmation of boundaries despite all. And so

..ERR, COD: 1.. .. ERR, COD: 1.
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i mpossibility of “just' leaving, his answer is a strategy of

di spl acenent that will replay nusic in terns of its possible excesses of
signification. Music will be eroded by the seniotic renmainder that
..ERR, COD:1.. of the "what'; but since he also realises the

i mpossibility of "just' leaving, his answer is a strategy of

di spl acenment that will replay nmusic in ternms of its possible excesses of
signification. Music will be eroded by the sem otic renmainder that
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the transformed pianos, |aden with all sorts of objects and debris,
mrrored the violence of the electronic transformtions and
transnutations on the screens. Paik lost no tinme in pointing out the
cultural significance of such transformations due to the proliferation
of live TV and all kinds of radio transmtters (but also electronic
equi prrent such as coffee machines and el ectronic drills). H's
preoccupation with el ectronic i nages one way of dealing with a
perneability of boundaries which would no longer - as in a

Gesant kunstwerk - concern just the “arts'. There was nore indeterm nacy
in culture-at-large than in indetermnate art, but this "larger’

i ndeterm nacy could only present itself as excess or otherness. It could
not, in other words, fit into the space of even an open work. In the
context of this excessive indeterm nacy, Paik repeatedly returns to the
guestion of boredom and oblivion. Boredomis in fact one of ..ERR

COoD: 1.
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INA BLOM clains, one will nove to a | evel beyond beautiful and ugly, to
a state of "nothing' - an insight close to Higgins' description of the
ability of the spectator to disappear into the work. Paik's way of
i nking the boundary-di ssol ving capacities of boredomw th the
transformative capacities of electronic culture shows to what degree his
wor k and thought is concerned with a thinking that never pulls back to a
final definition of nusic. On the contrary, his work seens concerned
wi th how certain nusical strategies and insights derived from Cage may
return as nere effects within a different conception of both
i mage-cul ture and sound-culture. |f anything, Paik was hypersensitive to
what Kahn calls the “sociality of sound', and to the social consequences
for sound and aurality at |arge due to technol ogy-induced changes in
soci al practices. Maybe the nost narked change due to these technol ogies
is the nobility of sounds or voices as effects "cut-off fromthe
internal audition of the speaker. The recorded or anplified voice (to
nane just two basic transformati ons) now returns to its speaker as other
or different, as it passes through any nunber of other spaces or
contexts. Paik, never content to | et the technol ogi cal apparatuses
remain in any stable nechanical or reproductive form would identify the
technology itself with the notion of sound to the extent of transformng
t he apparatus endl essly. H's apparatuses do not sinply transmt or
create sound, but constantly rewite it, including a continual rewiting
of the very technol ogi es of recordi ng and displ acenent. Record pl ayers
were taken apart and reconstructed as towering “record-schaschlik's'
where the pick-up could be noved at will across the vertical and
hori zontal axes of the construction. Magnetic tape (w th sound
recordings) were glued on the wall in criss-crossing patterns. Listening
by neans of the | oose soundhead of a tape recorder, one would trace a
sound map of a wall terrain. It is a cartography of sound, in fact, in
whi ch sound is subnmitted to the dinensionality of concrete space and
di stance, well renoved fromits non-di nensional |ocation in the air/ear.
Sound traces new di nensi ons and di stances. Magnetic tape is no | onger
just a recording strip passing quickly over a soundhead in order to |et
sounds escape fromit. It is itself a trajectory, a piece of concrete
space and di stance through which one has to nmake one's way at will and
fromall possible directions. At this point one can even see the
contours of a close relationship between Pai ks treatnent of sound and
Brecht's use of scale. The collapse of sound into space nmakes for the
i magi nary expansions or shifts equal to those that go fromcracks in the
wal | to canyons. Paik's Synphony for 20 Roons, in which sound events are
defined in terns of twenty different rooms of a house, el aborates
exactly these sonic/spatial nmeasures. This coll apsing of sound into
space may in fact be an indicator of Paik's critical engagenent with the
possibility of imrersion. But at this point the sonic actions of Paik
m ght be interpreted in ternms of the concept of voice. The voice is a
specification of sound in general, but sinultaneously it conplicates the
notion of immersion in listening. Sound nmay erode the bodily linmts, but
the voice provides us with a nore salient experience of a presence that
is sinultaneously coming fromthe inside and delivered fromthe outside.



Regi s Durand has witten of the nobility of the voice, no doubt inspired
by its new inportance in the age of audio nedia where it produces
instant intinmacy and proximity, as well as reinforcing experiences of

di stance. As it cuts across the boundaries of reality and representation
(a vocal sanple has no | ess presence than "the real thing'), the voice
is an “apparatus' in the sense that it produces and transforns of its
own accord. 53 Just as the voice may be sonething produced by the body,
the product of a source, it is also a piece of residue, something that

falls outside
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Zen is anti-avant-garde, anti-frontier spirit, anti-Kennedy. Zen is
responsi bl e of Asian poverty. How can | justify to which | will refer
again in the next essay' [sic] Then he asserts: “The frustration renains
as the frustration. There is NO catharsis.” Fromthis point of view Paik
may even take a special interest in the residual aspect of the voice. He
pi cks up what Artaud | eaves aside and interprets it as productive. It is
this residual and productive aspect of the voice as apparatus that Paik
expl ores when he continually rebuilds technology in ternms of its own
site or terrain. More particularly this nmeans that he explores the
capacity of the voice for creating not only presence, but also a split
in presence. As in reverberation or feedback this split creates excesses
and noise that will surround neaning, but not replace it. Paik redefines
sound in terns of |oop or feedback in order to produce all the imersive
characteristics of a voice. One work for instance denonstrates a
record-pl ayer where the armthat supports the pick-up is replaced by a
phal lic object extended into the listener's nmouth. The strongly erotic

i mplications of this imge of sonic/oral "“penetration' notwithstanding,
the work al so creates the image of an inpossible “listening through the
nmout h' where the sound returns by strange splits and warps to its
source. The sound has becone a voice. Now it can no |onger be "nusic' -
something for the ear, sonmething to which one sinply listens. Cage

prai sed the capacity to listen above all other faculties - he inmagi ned
an opening of the ear which would make one receptive to the “excellence'
of the world. For Cage, |istening beconmes a netaphor for receptiveness
in general, not only the aural kind But by having listening literally
make a detour through one of the orifices that (unlike the ear) not only
receives but also discharges, it is as if Paik wants to "dirty' the
clean neutrality of Cage's receptiveness. Paik generally went to

consi derable lengths to displace this listening in terms of its silent
“other', notably sex. Not content to rest on the netaphorical plane of
the sensual (this is, after all, Western nusic's way of sublimating the
sexual experience), Paik used its rather nmore blunt backstreet forns of
expression, such as striptease or penis-length contests. 54 Wen the
“arm of the record-player becones a sexual organ, he seens to point out
that one is receptive only by risking exchange and interpenetration,

whi ch al so neans | eaving one's own narKk.
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must - in principle - not occur: to Cage repetition above all denotes
repetition of the norm and his work is, to the contrary, devoted to the
possibility of change. Yet Cage is, of course, aware of the paradoxes
and conplications surrounding repetition, and of the way in which its
concept inevitably surrounds his own concept of change. The rule of
discontinuity in repetition - the fact that in order to be repeated an
obj ect nust first have di sappeared - actually gives a unique kind of
singularity and nonentary presence to the repeated object. For this
reason Cage clainms that on one level “repetition does not exist [. . .]
and we cannot think either that things are being repeated, or that they
are not being repeated. '57 And about the experience of actually
performing the 840 repetitive passages of Satie's Vexations, he asserts
that the piece becane interesting not at the point of the beat (which is
the elenent that sticks to the nost rigid formof repetition), but at

t he point of the phrase, where one could experience variation .58 And so
Cage is in one sense able to do away with the problem of repetition for
the benefit of change. Beyond repetition, there is always change. Wth
this in mnd, the way in which so many of the artists connected to

Fl uxus are unable to | eave well alone but actually return to repetition
over and over again is strange - even slightly uncanny. Because this
return to repetition is often blunt, defiant, extrenely deterninate and
unsophisticated. It seens to exist at the sinple level of a beat or a
single extended signal, as if they initially wanted to scar or mark the
noti on of change or indeterm nacy itself. Paik had already pointed out
that indeterm nacy in conposing and performng was still nothing but a
stretch of linear tinme for the listener (attenpts to “solve' this
probl em by pl ayi ng the sane piece twice in one performance so that the
i stener could savour the difference, would not change anything in
principle). Wth this insight they seemto return indetermnacy with a
vengeance to the very linearity that it was supposed to escape, and with
boredomas a main frame of reference. For the repetitive pieces formthe
very paradi gmfor what Dick Higgins called "super boredom. One piece in
particul ar seenms to have produced a whole lot of “frustration with NO
catharsis', with a few | egendary and contested performances.59 In Yes It
Was Still There. An Opera (1959), Emmett WIllians - a central figure in
the concrete-poetry novenent - used a radical repetition of sounds and
graphic marks as he subjected a sinple little “erotic nystery story' to
infinite dispersal or attenuation.60 An Opera is, like any opera, a
story that illustrates itself in terms of both sound and vision. But in
this case the illustration i mediately
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a different kind of experience. The structure of absence/presence is

di spl aced by repetition. The libretto may be lost in its own beat, but
this repetitive drumming al so evokes a different dynam ¢ which has to do
with nutation or transfornation. For repetition is the mark of the
structure of pattern rather than the structure of absence or presence.
61 The logic of pattern may be expl ai ned by conparing conputers to
typewiters: A typewiter produces the presence of a single letter from
a single key, while pressing one key on the keyboard of a conputer
produces chains of reactions and transformations, chains of codes where
pattern and randommess interact. And so pattern indicates that
information is never present in itself - it is dependent on the
probability distribution of the coding elenents rather than a presence.
Pattern can be recogni sed t hrough redundancy or repetition of elenents,
and one of its nore crucial features is the tendency towards unexpected
nmet anor phoses, attenuations and di spersals because of the |Iong chai ns of
reactions. A specific type of single comand works | eading to endl ess
processes of repetition and attentuation, as if initiated by a conputer
key, actually beconmes a crucial feature in Fluxus. This was - at | east
partly - thanks to the influence of the conposer La Mnte Young, who
edited what was to becone the first Fluxus publication, notably the
speci al issue of Beatitude West magazi ne, named An Ant hol ogy. Young
seened to reverse all of Cage's principles: No | onger based on chance
operations, his pieces appeared fiercely determ nate. No | onger pieced
t oget her as an assenbl age of autononobus and het er ogeneous
multiplicities, they seemed to depart froma single sound, sentence,
instruction or figure, many of themdistinctly extra-nusical. One
significant piece even explored the extremes of linearity: Conposition
#10 1960 sinply instructs one to "draw a straight Iine and followit.'
Conposi tion #71960 |i kew se explores the sound of a single interval (a
fifth) to be held for a long - indetermnately |ong -
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Young seened obsessed with the possibility of producing unforeseeabl e
effects through a single command He professed an interest in newness:
Oten | hear sonebody say that the nost inportant thing - about a work
of art is not that it be new but that it be - good. But if we define
good as what we like, which is the only definition of good I find useful
when di scussing - art, and then say that we - are interested in what is
good, it seens to ne that we will always be interested in the sane
things (that is, the same things that we already like). I am not
interested in good; | aminterested in new, even - if this includes the
possibility of its being evil.62 For Young, as for Higgins, the new or
the indeterm nate is framed by the possibility of danger or evil. This
concern with danger essentially deals with the potential for imersion.
Unl i ke Cage, Young did not primarily conceive of a sound as a "being' -
an individual anong individuals in a big network structure - but as a
“world': "If one can give up part of hinmself to the sound and approach
the sound as a sound and enter the world of the sound, then the
experience need not stop there but may be continued nmuch further and the
only limts are the limts each individual sets for hinself. Wen we go
into the world of a sound, it is new '63 He had been searching out such
wor |l ds of sound since early age: w nd, crickets, sounds of aninmals in a
wood resonating off a | ake, the hunm ng of power stations, telephone
pol es and notors. 64 The repetition of endless identical nonents in his
singl e command conpositions operate in terns of pattern: No elenment is
present sinply in and of itself, referring only to itself. Each
repetition of a sound or a phrase carries within it the traces of its
previ ous mani festations, but also announces its difference fromthese.
It is essentially a generative novenent instigated by the effect of
di fferences when experienced in tinme: the spacing of the different
elements in the play of traces and differences indicates an endl ess
nunber of possible pernmutations. Draiv a straight line . . . was, on one
occasi on, issued as a booklet, with the conposition instruction witten
along the nmiddle of every page with new dates of execution/conposition
as the only changing el enents: each day is a nutation of the previous
one. The linear novenent of the piece through the pages of the book told
a story of repetition and transformati on through one single figure.65
The recognition of the dynamics of pattern in these works nay give a
nore precise idea of how the super-boring repetition of the pieces
creates "worlds' for imrersion. N Katherine Hayles is concerned with
pattern in the context of changi ng experiences of enbodinment in a VR
context, but her nodel of thought nmay throw sonme |ight on the
inmplications of repetition and nutation in the single conmand works. 66
For a world of imrersion to exist, the subject nust step into it by
si mul taneously stepping out of itself. But while this idea may bring up
notions of zen blankness, it actually indicates a specific kind of
connect edness. The armthat presses the single command key on the
computer belongs to a body and a subject that is then both part of the
transformations taking place with the operations of pattern in the
machi ne, while also being outside of it. In a text witten for his



Synmphony for 20 Roons, Pai k devel ops a theory of inmersion, which
departs froma specific notion of individuality. Variability nust be
conbined with intensity: the problem as Paik sees it, consists in
having variation without |oosing intensity. The pure quantity of nature
- Cage's endless variability - nust, according to Paik, be undercut by
“quality'. By this he does not nean quality as in ~good, better, best
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but quality as “Character, individuality, Eigenschaft', which "excludes
the possibility of conparison'. This individuality, which conprises not
only the singularity of nmoments, but also their “nonentary' forgetting,
is seen as the point of departure for intensity. 67 It is synptomatic of
Pai k' s perspective that he links this intensity both to the fixed-form
linearity of sex (even if Stockhausen tries to dissuade him saying that
fixed formin music nust be avoi ded because it is like sex) and to
extatic religious practices which teach how to transcend the self. But
even nore significant is the way in which Paik crossbreeds the notion of
intensity with the notion of boredom Boredom appears when a fixed form
- withits “individuality' or "Eigenschaft' - is subjected to endl ess
repetition. But this repetition, which necessarily entails oblivion, the
forgetting fromone nonent to the next, also exposes the formto a
process of wear and tear. The formgets dissolved in repetition. It
gradually | ooses its contours while going on and on. This is the danger
or evil of boredom It denonstrates how sonething nust be transformed or
| oose its boundaries in imersion. Paik's venture into filmis an

obvi ous exanple. Zen for Film (1964) is a |oop of blank filmleader, but
as it is projected it gets gradually scratched-up and dusty. It's a
perfect repetition in which the i mage al ways changes. In fact the
repetitive franes of film becane a source for the continued exploration
of the ternms of imrersion. In Jackson Mac Low s Tree Movie (1961), a
still camera records a tree for an indeternminate length of tinme. 68 Dick
Hi ggi ns explored the possibility of projecting a blank filmwhich would
be gradually burned by the projector during showing. Filmis a nmedium

t hat processes identical frames in tinme. The effects of speed on the
processing of the franmes nake no single franme either absent or present;

i nstead they partake in the play of pattern and transformation. This may
actually seemlike a processing of tine itself, since it makes past,
present and future converge in one extended, fluctuating nonent. And so
this exploitation of the repetitive inplications of filmgives a new
take on the possibility of imrersive presences or spaces. To quote
Thierry de Duve on the subject of the performance of filmin relation to
the desire for a boundless "real tinme': "The actualitf real tine/rea
space i s dependent on being nediated through a system of reproduction.’
To reach an i mrersive space or i mrersive presence, the sinple

het erogeneity of “nature' is, in other words, not enough. What is needed
is reproduction, that is, repetition. This is the sem nal |esson of many
Fluxus-related artists as they rework or reproduce the Cagean ground
Fromthis point of viewthey seemto have a know edge of the nature of
repetition and oblivion that is conparable to the insight of Del euze:
"We do not repeat because we forget, we forget because we repeat. '69
Whi |l e Cage asserted that despite repetition there is always change,
these artists would reverse the problematic: because of repetition,
there is change. SI GNATURES One of the nobst blunt and insistent

i nstances of repetition even seenmed to recall the very space that Cage
had gone to so much trouble to avoid: notably the space of the subject.
It was a strange, even perverse, kind of invasion: the free-playing



non- subj ecti ve space of Cagean nultiplicity was interrupted by a series
of work that seened, above all, to screaml,l,l (in French, noi, je).



Page 84
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i mportant statement fromthe late 50s onwards is Mo, Ben, je signe or
I, Ben, sign. And right fromthe start these statenents or instances of
signature go to work, in paradoxical and often tornmented ways, with the
previ ous avant-garde formul ations of totality or linmtlessness, from
Mar cel Duchanp to John Cage and Yves Klein. The first nmoment in Ben's
strategy conmes when he di scovers the fundanental duplicity of these
notions of totality. If Duchanp's ready-nades, Cage's indeterm nacy or
Klein's notion of tout neans that art opens up into anything, the
reverse side of this possibility is the principle of appropriation:
Duchanp, Cage and Kl ein appropriate anything for art, in the nane of art
or the personal signature. Appropriation is all about ownership, and yet
in this instance ownership or signature is what nust remain hidden: it
is effectively dissolved into multiplicity' or carried off into the
i mmge of heavenly blue endl essness. The artist who appropriates is also
the instance that is supposed to di sappear. Because of this duplicity
Ben sees no other choice but to go to work with the way in which this
duplicity circunvents and interrupts the notion of the total. For, on
the one hand, there is no doubt that Ben foll ows both Cage and Klein in
bel i eving that new spaces can be found, nust be found, and that a notion
of limtlessness - of unlimted possibility - is fundanental to this
search for the new. But to Ben this notion of totality remains narrowy
“artistic' and idealised so long as the appropriating and egoistic space
of art itself is not taken into account, as long as the egotismof this
space must be kept silent when everything else is supposed to sound And
so Ben administers a return of the repressed. He starts to sign all over
again, continually and mani acally. He signs the space of free play set
up by John Cage, and it is in fact by signing it that he marks it off as
a particular space, with particular limts. He is scribbling all over
this territory like sonme kind of mad graffiti artist, taking it all for
hinself. Graffiti is basically about signhature - about a forbidden
signhature: signing a space that is not yours, stealing a bit of the
space for yourself. It has a tendency to take place in what is generally
and idealistically known as "public spaces', but by overwiting or
signing these spaces the graffiti artist reopens the question of
territorial ownership and boundaries: to whom do these spaces really
bel ong? Ben's action is in many ways simlar. The forbidden signature
evokes a hidden or repressed signature in John Cage's free space. It
al so repeats, as if dunbstruck, the signature actions of Duchanp, but
with a difference. Ben's signature no | onger guarantees anything for
art, as Duchamp's did, but (since it is so bluntly and obviously a
repetition) turns back on itself in order to expose the |imts and
borders that were, by sone strange occl usion, being kept out of the
pi cture by Duchanp's followers. These are, anong other things, the
l[imts and borders of the thing called “ego', which plays such a
central, if often m sunderstood, role in the work of Ben. For, contrary
to a widely held belief, Ben's work is not about a return to
expressi oni sm not about a return to the comrunication of the inner
depths of the soul or psyche. The ego in Ben's work is an exenpl ary



space in that it is an object that seens to consist entirely of linmts.
Fromthe outset his analysis of the art situation takes himright back
tothe limts of his own ego. Hi s analysis starts out with an | - an |
that is "worried and in doubt' ("Je reste inquiet et dans |a doute').70
The linmts of the ego are those of aggression and desire, of jeal ousy
and anbition, and it is fundanentally fornmed through its relation to
death: | amjealous, | want to do what has not been done. |'mafraid of
not making it. | want it all. I'"'mthe only one. | cry at night. | hate
the others. | create it all. | signit all. I am God Creator, Ben. M
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such as ego and intention. And so Ben's way of dealing with this paradox
is to introduce the newin ternms of two notions that would initially
seemto be antithetical to it. He defines the newin terns of repetition
on the one hand, and absences on the other. He plays with and confuses
the very slight differences which the French | anguage sets up between du
nouveau (the new) and de nouveau (once again). Since Klein had already
signed totality or “all' (le tout), Ben can think of nothing else to do
but to repeat this act of signature by signing totality all over again.
Ben's nost typical statenment is notably "1 sign all' (" Je signe tout').
But in this repetition there is necessarily a displacenment of the stakes
i nvol ved in signing. Wiereas Klein signs all, Ben signs all, which is an
entirely different thing. Klein's act remains on the |evel of
propositions or intentions, whereas with Ben the material physical
presence of his signature or handwiting is all inportant. And Ben's
handwiting is virtually everywhere, spreading across every avail able
surface with trenendous pr ntion and gusto. Klein's signature is a
gesture of generalised appropriation, Ben's physical signhature returns
to the level of particularly, denonstrating, mark by mark, space by
space, how one invests, particularly, in the possibility of the world.
But the world or “totality' will not be conquered: for every space
covered by Ben's
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I NA BLOM handwriting one is renminded of all the millions of spaces into
whi ch his handwiting does not reach. Ben's point is precisely that the
world will resist total appropriation of possibility - possibility or
the new can only reside in contradictions or in nmultiplicities that wll
not cooperate "“peacefully'. These contradictions are fundanental. For
i nstance, since the newis “only' repetition, Ben clains to work
precisely in the space of its contradictions or |ack of positive
characteristics.74 H s many el aborati ons on holes or hollows is one
not abl e way in which he pays tribute to this vision of absences, as is
the way in which he chooses to play with the contradictions or lacks in
the given 'avant-garde' spaces. But in fact the space of the signature
itself is also a contradiction par excellence. On the one hand, it is
t he physical mark of a particular body, the guarantor of the ego, of
personality and intention. On the other hand it undercuts all of these
t hings. As Jacques Derrida insists, it is a witten nmark, designed to
work precisely in the absence of the body or ego that has produced it.
It is an original mark, an event produced by a singular person, and yet
we recognise it as a signature only because it has been and nay be
repeated ad infinitum .75 The effect of the signature is then an
intertwining of singularity and repeatability: its repetition displaces
t he singul ar subject (or Ben's ego) as a nere effect of the signature.
The signature then has to do with excess: it traces the naterial frame
or “body' of the subject, while producing the subject as an effect that
exceeds this signing body. It is at once a guarantor of subjective
limts while producing the subject as a something that is too rnuch,
sonet hi ng that has “seeped out', denonstrating the holl owness of the
inside and the pernmeability of limts. The signature is, in other words,
a doubl e-bi nd mechanismthat also instigates the "death' of this
subj ect. Hence Ben's enphasis on the interconnectedness of death and
totality. This is not a "totalising' notion of death, but sinmply a way
of expressing the nost critical feature of the signature. For Ben, the
necessity of working through the space of the signature conmes fromthe
way in which it plays with and at the limts of otherness. The signature
is the space of Ben's ego, but it is also the space of its repetition in
“other' terms, the space of the ego's oblivion. In Ben's work the
endl ess repetition of the signature works to deplete the linits of the
ego and its intentions. It pushes the ego to its linmts (passing through
pr ntion and desire on its way) - and then beyond As the artists
assenbl ed under the nane of Fluxus rework the ternms of immersion, it is
precisely through a thinking that takes into account the boundaries
towards alterity and the critical and often painful contradictions that
must remain within any concept of multiplicity. There is no boredom no
letting go of boundaries, wthout danger followi ng suit. POSTSCRI PT ON
CONCEPT ART A few words need to be added regarding Henry Flynt's
invention of Concept Art in the 1961 essay of that nanme.76 H s text,
published in An Anthol ogy, sits uneasily in the general Fluxus context,
but mainly because of a common m sreading of its ains. It has often
sinply been interpreted as a positive appeal for the use of words or
“concepts' as works of art, and this appeal has then been identified



with the fact that many Fl uxus works seenms to consist of "words'. On the
ot her hand, people like George Brecht, anmpong ot hers, have strongly

deni ed that their work have anything to do with “conceptuality'.77 But a
closer reading of Flynt's proposition along with the work that he sets
up as an exanple reveals that this work, too, could be seen a strategy
of entropic depletion. If Ben intends a depletion of the concept of the
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lens, with this lens a bl ack-and-white photograph of the white ashl ess
surface is made. Yet another lens is nade fromthis | ast negative, while
a negative is nade fromthe lens used in the |ast photograph. Fromthis
new negative and new lens two prints will be made in an enlarger - an
enl argenent and a reduction. The piece, in other words, deals with
surfaces and saneness. against the identifying distinctions of concepts
and structures, the piece creates one conti nuum of di sappearance and
oblivion fromthe assuned difference between reality and recording. This
is highlighted by his use of photography. As a nmedi um of docunentation
phot ography is particularly devoted to the question of nenory, but here
its menory recording is gradually depleted. First of all, the ashes that
are to be photographed coul d be seen as "al ready' photographic, since
bot h ashes and phot ographs are indexes or traces, nenory objects of a
specific kind Reality and recording are parts of the sanme. In the
process that follows, the nenory contained in each single recording is

i medi ately caught by oblivion, as each new phot ograph or nenory
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I NA BLOM record “selflessly' serves as the recordi ng apparatus for yet
another nmenory. In this process, the boundary that separates nenory from
oblivion can no | onger be kept distinct. The strategy inplied in this
and ot her works somehow i npl enents Flynt's anbival ence and vagueness of
formul ati on when he tries to nove around the art/anti-art dilemma. He
invents alternative formul ati ons, such as "~veranusenent' and, |ater on
“brend' (a contraction of the former), but he still depends on the word
“art' both for definitions and for marking his resistance. Flynt clearly
sees this dilemma. And so it seens increasingly apparent that his work
to deplete the neaning of “concepts' and “structures' in general has
inplications for the particul ar concept of art through a sort of
nmet onymi cal affiliation. By enptying concept and structure of
meani ngful , val ue-bound affiliations while keeping the ternms intact, he
seens to have been able to do with them what he could not do to the word
“art' because of the enornous institutional weight that woul d make any
counter- fornulation too squarely “dialectical'. One of his many
attenpts at alternative terns was “act' - acognitive culture. As a
positive termit might not work, but his Inplication shows the
significance of the "acognitive' as a practical strategy in relation to
the concept of art: the choice to sinply enpty it out, to subject it to
processes of oblivion - circunventing the issue by dispersing and
displacing it. NOTES 1 Dick Higgins, ~Boredom and Danger', Sonething
El se Newsletter (Dec 1968). The essay was originally witten in the
sunmrer of 1966. 2 On the subject of art and imrersion, | amindebted to
i nteresting exchanges with the artist and witer Joseph Nechvatal. 3 °

it's menory that one has to becone free of, at the sane time that
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DAVID T DORI S: ZEN VAUDEVI LLE: A MEDI (T)ATION IN THE MARG NS OF FLUXUS
PRE-FACE In the history of the arts of the twentieth century Fl uxus
stands as a singularly strange phenonenon. It resenbled an art novenent
and was i nadvertently naned as such in 1962.2 Yet unlike other art
movenent s, Fl uxus produced no signed manifestos indicating the
intentions of its participants, who, indeed, could rarely agree on just
what it was that constituted the Fluxus programme. And, unlike other
nmovenents, Fluxus was not bound to a specific geographical |ocation. On
the contrary, Fluxus could well be seen as the first truly gl oba
avant-garde; the artists, conposers, poets and others who contributed to
t he corpus of Fluxus work hailed fromFrance, West Germany, Japan

Korea, Czechosl ovakia, Denmark, and the United States. Quite a few lived
their lives as expatriates or nomads. Originally intended by George

Maci unas (who is acknow edged as the principal organiser and

di ssem nator of Fluxus) to be the title of a magazine for Lithuanians
l[iving in New York City, 3 "Fluxus' soon becane something quite
radically different, coning to signify an astonishingly broad range of
practices in virtually every field of human comruni cati ve endeavour. The
wor k produced under, or in proximty of, the Fluxus flag includes fil ns,
newspapers, books, perfornances, synphonies, scul ptures, sound poetry,
dances, feasts, one- line jokes, insoluble puzzles, ganes - the list
conti nues. However, it should be noted early on that these descriptive
categories are nore often than not inadequate to the task of containing
Fl uxus works, which, as | hope to denonstrate, operate in the nargins
betireen such categories. A single score, for exanple Ken Friednman's
1965 work, Zen Is When: A placenent. A fragnment of tinme identified.

Brief choreography. might be realised as a painting, an assenbl age, a
poem a private or public performance, a thought, or even a thesis for a
master's degree - perhaps all at once. As such, Fluxus works were some
of the nost inportant manifestations in the devel opnent of internedia;
the termitself (also applicable in part to the concurrent phenonenon of
Happeni ngs) was coi ned by Fluxus participant Dick Higgins, denoting work
whose structures deternmined the textures of the spaces benreen nedia.
Indeed, it is this very betireen-ness, this marginality, that nakes

Fl uxus, even thirty-odd years after its first European performnces, so
difficult to coax with words into stability.
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DAVID T DORI' S The Fl uxus phenonenon began at a unique nonent in tine, a
period of relative artistic freedom and econonmic growh in the United
States, Europe and Japan - only a decade and a half after the nobst
destructive war in the history of hunmanity. The early 1960s saw t he
first humans in outer space, the inauguration and assassination of the
youngest president in Anerican history, the establishnent of a US
mlitary presence in Vietnam the assenbly of the Berlin Wall, and the
rapid proliferation of television and thernonucl ear weapons. It was a
strange and dangerous tine. In the mdst of all the extraordinary
institutional spending and material surplus that characterised the late
1950s and early 1960s, Fluxus created a space for itself outside the
established gallery and theatre circuits. At a period nmarked by the
production of nmassive, emnently sal eable works, principally in the
field of visual art, the artists of Fluxus produced works of little
i nherent econom ¢ val ue: pieces of printed paper, snall plastic boxes
filled with cheap, sinple objects (sonetines they were filled with
nothing at all) and, particularly in the first few years, performances.
Fl uxus produced virtually nothing to hang over the fam |y piano, nothing
that coul d reasonably be considered an “investnment' by a potenti al
buyer. Indeed, the artists of Fluxus seemto have waged a battl e agai nst
the econom ¢ and spiritual aggrandi senent of both art and artist so
ranpant during the period. In place of the grandi ose, Fluxus took the
position of a sort of aesthetic Everyman, doing nmany small things in
many small ways. In place of the supposed tinel essness and permanence of
the art object, Fluxus |loosed a prolific flow of seenmingly
i nconsequenti al anmusenents and ephenera, nost of which, at the tine,
went | argely unheeded. Fluxus challenged notions of representation,
offering instead sinple presentations that could provoke awe, |aughter,
di sgust, dread - the entire range of human response. In the midst of an
increasingly nmediated world, the artists of Fluxus attenpted to wake up
to the experience of sinply being human, a supremely strange enterprise
i ndeed. This essay is an inquiry into just a few aspects of that

strangeness. LONG LONG AGO . . . In 1957 George Brecht, a chem st at the
personal products division of Johnson & Johnson in East Brunsw ck, New
Jersey, wote an extraordinary essay entitled " Chance-lmagery.' Init,

he devel ops an outline of historical sources, nethods and theories
involved in the practical application of the forces of chance in the
arts. Illlustrating his text with exanples drawn fromthe real ns of
physics and statistics, Brecht denotes "two aspects of chance, one where
the origin of imges is unknown because it lies in deeper-than-conscious
|l evel s of the m nd, and the second where i mages derive from mechani ca
processes not under the artist's control.'4 After a discussion of
automatismin Surrealist production (certainly one of this century's

bol dest adventures in the exploration of the unconscious), Brecht admts
that he is "nore interested . . . in the nmechanically chance process."'
He cites Marcel Duchanp as the pioneer in this field, noting the

t echni ques enpl oyed in the construction of his 3 stoppages &alon (3

St andard Stoppages), in which the “standard' neasurenent created by the
fall of a piece of string was determned by “wind, gravity and aini; and



in his La Mari mise u par ses chataires, me (le Gand Verre) (The

Bride Stripped Bare by Her Bachelors, Ei,en (The Large dass)), for

whi ch Duchanp enpl oyed a toy cannon to shoot paint-di pped natches at the
glass to deternine the positions of the nine malic nolds.
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ZEN VAUDEVI LLE 93 Yet Brecht suggests that Duchanp's use of chance in
his work was 'not exhaustive', and so acknow edges the inportance of

ot her noderni st applications of chance: Jean Arp's chance col |l ages, Max
Ernst's “decal comani a of chance' as well as his techniques of fi age,
the Surrealist cadavre exquis, and Tristan Tzara' s chance poetry. In
each of these cases, the artist relinquishes, to a greater or |esser
degree, the power to determine the formof a work, serving instead as a
functionary, a facilitator of natural processes within a specific,
[imting context (a poem a drawing, a collage). In this strain of
practice, in the denial of artistic choice and determ nismin favour of
t he potency of apparently arbitrary natural processes, Brecht perceives
profound spiritual inplications. These inplications, Brecht points out,
were noted by the Dadai sts thenselves: "“The al nost incredibly incisive
mnd of Tristan Tzara, as early as 1922, even recogni sed the
relationship of all this to Oriental philosophy (in one of the nost
convi nci ng of Dada documents, the "Lecture on Dada"): "Dada is not at
all nmodern. It is nore in the nature of a return to an al nost Buddhi st

religion of indifference. ,,6 Tzara aspired to indifference, of course,
and so he perceived a kinship in Buddhisnis evident cool ness, its
detachment fromthe world. | would suggest, however, that the Buddhi st

“condition' is not one of indifference, but rather of a radical

i nvol verent with the world. This condition, according to Buddhist texts,
demands first that one's own preconceptions be consciously cast aside -
no easy task - in order that the things of this world be allowed to

mani fest thensel ves as stick, as they present thenselves in their

full ness of being. Neither overwhel m ng nor unknowabl e, nature is thus
reveal ed through sinple, direct engagenent in its processes. Further,

t he operations of the individual are thensel ves reveal ed through
engagenent in this unfol ding; one becones an actively perceiving,
infinitely nutable organ of response, not differentiated from nature.
Brecht quotes Daisetz Suzuki's discussion of the role of nature as a
paradi gm for human action in Zen Buddhism "~Nature never deliberates; it
acts directly out of its own heart, whatever this may nean. In this
respect Nature is divine. Its "irrationality" transcends human doubts or
anbiguities, and in our subnitting to it, or rather accepting it, we
transcend ourselves.' This acceptance, notes Suzuki in his original
text, is itself a matter of choice: W accept nature's “irrationality'

or its 'musts' deliberately, quietly, and whol eheartedly . It is not a
deed of blind and slavish subm ssion to the inevitable. It is an active
acceptance, a personal willingness with no thought of resistance. In

this there is no force inplied, no resignation, but rather

participation, assimlation, and perhaps in sone cases even
identification. 8 The artists of Fluxus were committed to the acceptance
and the investigation of nature's "nusts', choosing in many cases to
relinquish artistic control in favour of participation in, assimlation
of, and identification with the processes of nature. Both Zen and Fl uxus
enbody principles that entail a restructuring, and even ultimtely an
elimnation, of the supposed boundaries between 'life' and "art',
between “1I' and “other'. In this article | will exam ne certain aspects



of Zen that resonate within sonme Fluxus perfornance, and which offer an
alternative critical vocabulary, a provisional framework within which
one can all ow sone aspects of Fluxus to be revealed. This article cane
about, as many do, in an attenpt to satisfy a curiosity. After
establishing an initial connection with Fluxus material, | noticed that
critics and even Fluxus artists woul d make the observati on, now and
agai n, that Fluxus was sonmehow |ike Zen, that Fluxus
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in the nost radical ways, the limts of what constitutes
“consciousness'. Two distinctly different explorations of the linmts of
what defines us as human, true, but why even nention themin the sane
breat h? And supposing there is sone connection between the two, why the
attendant critical silence? At the first pass, it seened to nme that both
Zen and Fluxus were excruciatingly difficult to explain: sonehow, no
matter what words cane to mind, they never appeared to be adequate to
the task at hand; inportant details of the experience - including ny
experience - of both Zen and Fl uxus invariably escaped exposition.
Contradi ctions arose within each set of practices which systematically
frustrated attenpts to say anything definitii,e about either. After sone
time, and considerably nore frustration, it becane clear that ny own
difficulties in bringing about sone sort of closure, sonme sort of
totalising definition, were the result of the very pretensions which

Fl uxus and Zen perpetually nmock. Wrds, to paraphrase a Zen adage, are
so many fingers pointing to the Fluxnmoon, and are not to be confused
with the Fluxnoon itself. O Every tinme it seens to take a direction or
forma shape, sonething happens that just takes it out of it again. And
Zen is doing the sanme nunber. It is falling between categories. This is
one of the basic secrets of Zen. 1 this discussion of a relationship

bet ween Fl uxus and Zen, it is not my concern to deternmne a linear

causal relationship between the two - to research how and why specific
artists at specific tinmes took specific “inspiration' from Zen. Fluxus
artists were, and remain, proudly omivorous in their approaches to
alternative nodes of living and art-naking; and so it would be an error
to assert that any single artist found his or her philosophical base in
the ways and neans of Zen - and a graver error to inply that there was a
uni versal interest in Eastern phil osophies anbng the partici pants of

Fl uxus. 11 Fluxus is too slippery for that; too slippery, indeed, for one
to assert anything that will not fall short of presenting an accurate,
conpr ehensive picture. Wth this in nmind, it should be noted that this
paper - |ike any paper that that claims to speak about Fluxus (or Zen
for that matter) - is tentative, provisional, and according to sone,
entirely off the mark. " Fluxus enconpasses opposites', says George
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ZEN VAUDEVI LLE 95 Brecht; no matter what one mght think about it,
“there is soneone associated with Fluxus who agrees with you.' 12 The
contrary of this statenent is also true: there is soneone associ at ed

w th Fluxus who disagrees with you. THE EVENT Throughout this century
there has been a strain of art that has sought to elimnate the

percei ved boundari es between art and life. Contenporary chroniclers of
the art scene of the early 1960s, as well as the artists thenselves,
were well aware of their predecessors in simlar pursuits. Unlike, say,
the Futurists of an earlier era, who saw thensel ves as a new breed,
determined to liberate thensel ves fromthe weight of history and

i nherited cultural baggage, internedia artists of the early 1960s were
only too happy to point out antecedents for their work, as if to stake
out their own place within an alternative |ineage of artistic
production, a marginalised history that stood outside and agai nst the
mai nstream Fluxus was a group of noninally kindred spirits who together
and separately surveyed the peripheral territories of their respective
di sciplines, or rather the nargi ns benreen those disciplines. The new
structures that resulted fromthese explorations tested received notions
of the limts of the arts, as well as the limts of our ability to
percei ve those structures as art. George Maci unas staked out the

hi storical paraneters of these territorial researches with a zea
bordering on the maniacal. Trained in architecture, graphic design and
art history, Maciunas had a considerable attraction to structure and
order; he has been described as "~an obsessive/conpul sive personality

t hat accunul at ed, hoarded, classified, and di ssected'. 13 He was al so a
fan of the filmconedi an Buster Keaton and of Spi ke Jones the bandl eader
whose parodies of popular and classical nmusic - incorporating the sounds
of pots and pans, car- horns, gunshots and kazoos - fused the boundaries
bet ween nusi c and sl apstick comedy. Maciunas' art-historical essays took
the formof charts: painstakingly drawn evolutionary diagrans of the
newest occurrences in the arts (those new occurrences, that is, that
were of interest to Maciunas). Perhaps the |argest of these charts is
his Di agram of Historical Dei,elopnment of' Fluxus and OQher 4

Di nensi onal, Aural, Optic, Ofactor.r, Epithelial and Tactile Art Fornms
(I'nconplete), in which respects are paid to Futurist Theatre, Marce
Duchanmp, Surrealism Dada, Walt Disney spectacles, Byzantine iconoclasm
t he Japanese Qutai Goup, vaudeville, Joseph Cornell, and nuch else - in
short, a fairly broad spectrum of historical traditions and isol ated
phenonena that have in conmon a re-eval uation of accepted notions of
structure, both aesthetic and ontological. Zen is not nentioned on this
chart. Nor would one necessarily expect to find it there. John Cage,
however, is. Indeed, the chart, says Maciunas, “starts with what

i nfl uenced Cage. Cage is definitely the central figure in the chart.' In
fact, he continues, “you could call the whole chart |ike "Travels of
John Cage" like you could say "Travels of St. Paul", you know? \Werever

John Cage went he left a little John Cage group; which sone admit, sone
not admit his influence. But the fact is there, that those groups forned
after his visits. It shows up very clearly on the chart. LM Starting
about when? G\ Ch, starts from 1948. In France he visited in 1946 to



1948 and net Boul ez, Shaeffer, and, sure enough, in 1948 Shaeffer starts
an el ectronic/ nusic-concrete studio, without giving any credit to John
Cage, of course. Then he goes to Italy, then he goes to Darnstadt, then
to Col ogne, everywhere he goes they start a little group or studio,
usually all electronic nusic. But at that tine his influence was mainly
t hat of nzusi queconcr . In other words, using various fragnments of
everyday sounds for maki ng new nusic. Because his first nusic concrete
piece is 1939. LM Cage? G\ Cage, that's right. So when the French cone
out in 1948 and they say they invented nusique-concr that's just a |ot
of bullshit. LM Can | comment about that - rem nd you of sonething?
Renmenber when | went to ask Cage about his editions? GV Yes.
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but neither Dada nor Zen is a fixed tangible. They change; and in
quite different ways in different places and tines, they invigorate
action. What was Dada in the 1920's [sic] is now, with the exception of
the work of Marcel Duchanp, just art.19
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ZEN VAUDEVI LLE 97 Hansen, Allan Kaprow, Toshi |chiyanagi, George Brecht
and Jackson Mac Low (Brecht and Mac Low had been invited to sit in by
Cage), all of whomwere to play pivotal roles in the devel opnent of
intermedia. Cage's students were introduced to his understandi ng of
music as tine-space, and fornulated their own nethods for exploring

t hese uncharted waters. On the one hand, students |ike Allan Kaprow and
Al Hansen were inpressed by the Cage/ Dada notion of the " simnultaneous
presentation of unrelated events' and went on to create happenings -
compl ex, multi=sensory constructions - what Fluxus artist Tormas Schmt
cal l ed "the expressionistic, synmbolistic, volum nous
opera-type-of-thing' - such as Kaprow s 1959 18 Happenings in 6 Parts. 1
9 On the other hand, George Brecht - for whomthe Cage class was in part
“a kind of confirmation' of “the thought of Suzuki that |1'd al ready

di scovered on ny own 20 - was not so inclined to construct as to noti ce:
" Conposers, performers and auditors of rnusic permt sound-experiences by
arrangi ng situations having sound as an aspect. But the theatre is well
lit. | cough, the seat cracks, and | can feel the vibration. Since there
is no distraction, why choose sound as a commopn aspect? '21 Brecht
claimed to be “increasingly dissatisfied with an enphasis on the purely
aural qualities of a situation', and so began to call his work, even his
obj ect-oriented work, “Events'. This word, he clains, “seened closer to
describing the total, nmulti-sensory experience | was interested in than

any other . . .'22 Rather than exam ning the extravagance and
mul ti-sensory barrage that constituted many happeni ngs, Brecht's work
was “very private, like little enlightenments | wanted to conmunicate to

my friends who would know what to do with them 23 Three Tel ephone
Events 0 Wen the tel ephone rings, it is allowed to continue ringing,
until it stops. en the tel ephone rings, the receiver is lifted, then
replaced. en the telephone rings, it is answered. Performance note:
Each event conprises all occurrences within its duration. Spring, 1961
"l don't take any credit for having witten a score |ike tel ephone
events', said Brecht in a radio programme of May 1964. H s role as
"writer', in this instance, is that of the scripting of possibilities
implicit in one's engagement with a ringing tel ephone. Brecht's
addendum noting that "~Each event conprises all occurrences withinits
duration', inforns the reader that the three performance possibilities
listed may in fact be three individual perceptions of a single
phenonenon. In contrast to the constructivist tendencies of the
Happeni ngs, in which the ringing of a tel ephone becones an aspect of a
| arger conposition, Brecht isolates and focuses on the single
phenomenon, revealing the nultiplicity within that singularity. For
Brecht, the “act of inmagination or perceptionis in itself an
arrangenent, so there is no avoi di ng anyone naki ng arrangenents'. It is
therefore al so seen as unnecessary to devel op conpl ex, pol ynorphic
structures for presentation: a single tel ephone ringing provides
sufficiently fertile ground for performance possibilities. It is the

i nteracti on between the percipient/performer and the object perceived
t hat provides richness and diversity. Brecht's
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DAVID T DORIS 'little enlightenments' are acts of quotidian sinmplicity
whi ch are presented and noticed, or vice versa; indeed, Brecht decl ares,
“the occurrence that would be of nobst interest to nme would be the little
occurrences in the street . . .' "a Wile Brecht nay have coined the
term Event' to refer to his "private little enlightennents', he was by
no neans the only individual investigating the real mof nonostructural
presentation. In 1960 La Monte Young produced a series of " Conpositions'
that built upon the ground of questioning opened up by John Cage's 4'33
". Conposition #3 1960 Announce to the audi ence when the piece wll
begin and end if there is alimt on duration. It may be of any
duration. Then announce that everyone may do whatever he w shes for the
duration of the conposition. Sinmilar in sonme respects to Cage's piece,
principally in the use of duration as its linmting aspect, Young's work,
a musical 'conposition'. stretches the conception of performance by
elimnating the need for a specifically nusical instrunment and
performer, enploying instead an 'announcer' to sinply indicate the
boundari es of the event. The audi ence thus becone the performers and are
gi ven conplete freedomto act within the established confines of the
piece. Wiile the work can still be understood as nusic, it is raw action
and perception that thensel ves becone the stuff of the perfornmance,
outside the linmtations of our understanding of nusic as sound, silence
and duration. In the follow ng piece, Young questions the necessity of
determ ning duration within a work, and exam nes the notion of
synaest hesia, of a structured reversal or conbination of perceptual
acts, asking, “Isn't it wonderful if soneone listens to sonething he is
ordinarily supposed to ook at? ''5 Coi-nposition #S 1960 Turn a
butterfly (or any nunber of butterflies) |oose in the performance area.
VWhen the conposition is over, be sure to allowthe butterfly to fly away
out si de. The conposition nmay be any length, but if an unlimted anount
of time is available, the doors and wi ndows nay be opened before the
butterfly is turned | oose and the conposition nmay be considered finished
when the butterfly flies away. The beating wings of a butterfly surely
do produce sound - and can thus, by traditional standards, be
appreciated as nmusic - but this sound is certainly beyond the range of
normal human perception. In such an extrene state, one becones aware of
the inability of a single nbde of perception, in this case hearing, to
reveal the totality of an object as it presents itself. The notion of a
categorisation or isolation of the senses, and consequently of the
specific arts that are addressed to those isol ated senses, cones under
guestion. In order to understand an object in its totality, the
perceiver must herself be perceiving as a totality. In a comentary to
the sixteenth case of the Waunengiran (in Japanese, Minponkan), a
thirteenth-century collection of koans, Winen asks his reader: Does
sound conme to the ear, or does the ear go to sound? Even if echoes and
silence are both forgotten, when you reach this, how do you understand
verbally? If you use your ears to listen, it will be hard to understand,
only when you hear sound through your eyes will you be close.' This is
where matters begin to get interesting.
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ZEN VAUDEVI LLE 99 THE Bl G PROBLEM OF NAM NG LI TTLE THI NGS ' There is, of
course, one inportant thing that the masters of Zen and the masters of

Fl uxus have in conmon', notes Emett WIllians in his 1992 telling of the
Fl uxus story, 'the extreme difficulty of explaining, to the outside
world, exactly what it is that they are nmasters of'. 27 Wihile |I disagree
with Wlliams that this is the one inportant nonent of commonality

bet ween Zen and Fluxus, WIllianms brings to light an inportant issue.

I ndeed, both Fluxus and Zen evade attenpts to concretise themin

| anguage, attenpts to effect their pernmanence, their stability. Fluxus
treads a strange terrain, a |limnal space somewhere between words and
silence. One of its key products are Ei,ent scores, taut little
propositions, exercises, or word-objects, usually printed on small,

of ten di sposabl e, cards or sheets of paper. For exanple: D sappearing
Musi ¢ For Face smile stop to snile C Shiom Feb. 1964 'a Hundreds of

t hese event scores have been published over the past thirty years, and
in many cases, they are all that remain of the events for which they
served as the original inpetus. The events thenselves - el egant,
epheneral nonostructural gestures which may be perfornmed before an

audi ence, alone or in a group, or in the mnd - and the objects which
are revealed within their structures, unfold in a space to which words
have limted access: this space is not the space of |anguage, nor of
silence, but of being, or rather, becom ng. Like Zen, Fluxus uses

| anguage to force a confrontation with the inadequaci es of |anguage, and
posits instead a field of direct experience that el udes systenatisation.
The earliest nmonent of Buddhi st performance and its critical reception
is the stuff of |egend. Shakyanmuni, the historical Buddha (c560-480
BCE), after attaining enlightennent, stood on top of the Munt of the
Vul tures to offer a sernon to his disciples. Saying nothing, Shakyanuni
hel d up a single golden | otus blossombefore all those in attendance.
Hi s disciples were baffled by this gesture, save for one Mihakasyapa,
who sinply smled in understanding. This circle of act and reception,
the "transmission of the lanp' of enlightennent outside the constructs
of the | anguage of scripture, direct action with 'no dependence on words
and letters', cane to constitute an essential paradigmof Zen's nethod
and sel f-perception: Here it is - what is there to say? The argunent
behind this nethod of disclosure, says Daisetz Suzuki, is sinple, and
quite beautiful: The idea of direct nmethod appealed to by the masters is
to get hold of this fleeting life as it flees and not after it has
flown. Wiile it is fleeing, there is no tine to recall nmenory or to
build ideas. No reasoning avails here. Language may be used, but this
has been associated too long with ideation, and has |ost direction or
being by itself. As soon as words are used, they express neaning,
reasoni ng; they represent sonething not belonging to thensel ves; they
have no direct connection with life, except being a faint echo or image
of sonething that is no |longer here. 29 There is nothing nystical about
this, really: a conmunication of what is true can certainly be expressed
or contained in words - words thensel ves are dharmas, manifestations of
reality -
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DAVID T DORI'S but it also suggests that transm ssion of understanding
i s independent of |anguage, indeed, that |anguage is sonething of a
hi ndrance to genui ne understandi ng. Zen Buddhismultinately attenpts to
foster a direct, unnediated rel ati onship between the mnd and reality,
an i nmedi ate experience of the world as such. This is no easy goal -to
achi eve, given the preponderance of |anguage in the structuring of our
day-to-day experience of the world and in the structuring of our own
consci ousness. It is language, after all, that conprises scripture and
koan, as it is |language which names the "butter' and " eggs' featured in
Di ck Higgins' My 1962 Danger Misic Nunber Fifteen (For the Dance): Wrk
with butter and eggs for a tine. Yet the words that constitute this
| anguage are not thenselves the beliefs contained within scripture, nor
are they the eggs that were tossed about during the performnce, and
which I amstill rinsing out of ny hair. A paradox thus presents itself.
Language constitutes our subjective experience of the world, yet this
very subjectivity simultaneously prevents us from experiencing the world
inits suchness. Do we then discard | anguage in order to gain access to
an authentic experience of the world? Yes and no. Chuang-tzu, one of the
founders of philosophical Taoism an inportant influence on the
devel opnent of Zen in China, suggests that words be regarded as a net
which is enployed to catch fish; this net (known in Japanese as sengyo)
is required to performa task, but it is the fish thensel ves which are
consuned: “Wrds,' says Chuang-tzu, “are there to convey a profound
meani ng; we shoul d keep the neaning and forget the words.' 3 e nust cast
one's net if oneis to catch any fish at all. One nust al so be wary of
beconmi ng entangled in the net. Language nust by necessity be enpl oyed as
a tool, but in such a way that it will create the conditions in which it
is no longer useful, a void in which its own absence can be filled by
unnedi at ed perception and direct action. The principal tool used by

Ri nzai Zen (one of the two major schools of Zen) to accomplish this end
is the technique of kanna Zen - literally "~Zen of the contenplation of
words'. The formof this contenplation is enbodied in the koan. The term
“koan' is derived fromthe Chinese kung-an, which originally signified
"a legal case constituting a precedent' .3 1 Koans have been used as a
systemati c medi um of training since the eleventh century, when the
students of Lin-Chi (R nzai in Japanese) conpiled the discourses and
sayings of their master into a single volunme, the Rinzairoku.3 A koan
may take the formof a portion of a sutra, an episode fromthe |ife of
one of the great nmasters of the tradition, a nondo (a baffling dial ogue
bet ween naster and student), or a paradox; in short, any formthat wll,
t hrough the use of words, ultimtely engage the student in a direct
relationship with reality. Rather than being theoretical or discursive
in nature, the constitutive formof a given koan (question or statenent
and response) is an exanple of its own teaching, codified in |anguage.
Ruth Full er Sasaki points out: The koan is not a conundrumto be sol ved
by a ninble wit. It is not a verbal psychiatric device for shocking the
di sintegrated ego of a student into sonme kind of stability. Nor, in ny
opinion, is it ever a paradoxical statenent except to those who view it
fromthe outside. Wen the koan is resolved it is realised to be a



sinple and clear statenent nmade fromthe state of consciousness which it
has hel ped awaken. 33 The begi nni ng student, however, has no notion of
this and struggles to seek an answer founded in the codes of |anguage
itself; after all, it is |anguage which constitutes her very
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the problemof the one hand is this: the student thrusts her hand out
toward the roshi and says nothing. Effectively, this is sonething akin
to saying, "Here is the sound Listen.' (ln response to certain koans,
the roshi may hinself be slapped by the student, an appropriate gesture
signifying, in part, the transcendence by the student of the
mast er - st udent power relationship). Here then is a produced significant
equi val ents' to "the bandaged, all-seeing anbiguities of [Zen's]

mar vel ous koan.' He asserts that this is 'the nost form dable task that
Fl uxus artists have attenpted. 34 | agree. But how do the artists of

Fl uxus engage this "form dable task'? How are Fluxus works the
“significant equivalents' of koans? It is inportant to note that,
accordi ng to Miusgrave, an equival ence is seen not between Fl uxus work
and Zen painting or hai ku verse, but between Fl uxus work and koans.

Rat her than conpare the work of Fluxus artists to the expressions of the
specific sensibility that acconpani es Zen practice, Misgrave |ikens

Fl uxus events to the principal pedagogical tool of Zen, the koan. The

Fl uxus work is not an index of the perfornmer's relationship with his or
her nmaterials, as the exquisite brushwork of a Zen painting traces the
path of the scribe's hand and presence of "no-mind' . Rather, the Fluxus
work, like the koan, is the exposition of the path itself, the
restructuring and presentation of a process of neani ng-production. The
forma work takes is the denonstration of the unfolding processes of its
own presentation and reception. Like the circular, stinulus/response
formof the koan, Fluxus 'presentation', to quote Dick Hi ggins, “would
al ways have to do sonmehow with the general principle that ideas could be
di spl ayed or denonstrated rather than argued for or against. 3 '
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DAVID T DORIS NO-HAND I n 1976 Higgins formul ated his ' Exenpl ati vi st

Mani festo', in which he outlines the nutable structures of what he terns
exernpl athe work; that is, work in which “the idea is devel oped through
its enbodi nent in the actual work, and thus the work is an instrunent
for conveying a thought-and-feeling conplex by inplying a set of
exanpl es of it.'36 George Brecht describes this notion as ~an expression
of maxi mum nmeaning with a mninmal inmage, that is, the achievenent of an
art of multiple inplications, through sinple, even austere, neans. 37
Exenpl ati ve work offers the audi ence/ perci pient/participant a construct
of notation and performance, “an inmage of the set of possibilities
i ntended by the artist'. 3s The follow ng snippet of conversation
bet ween CGeorge Brecht and Irneline Lebeer gives an indication of how one
m ght respond to a specific work, Piano Piece, for which the score reads
simply "centre': GB How would you realise this? IL M? Oh . . . for
exanpl e by pushing the piano into the centre of the room GB And how
woul d you choose the centre of the roon? IL The centre of the roonf You
can feel where that is, can't you? GB You nean intuitively? IL You could
also strike a note in the mddle of a piano. O drop sonmething on the
strings in the mddle of the piano. GB Yes. There are lots of
possibilities, aren't there? IL And you? What did you do? You' ve al ready
realised it yourself, no? GB Yes. Wth ny two index fingers | began to

play the notes of the piano starting fromthe two ends until | found the
note in the centre. IL Oh, of course. That's fantastic. In that case,
that's the piece? GB No, no - it's conpletely open. The realisations

you' ve just nmade up are as good as any other.39 Event scores such as
Piano Piece mark a cul m nating nonment of what Unberto Eco described in
1959 as the 'open work'. Such works, notes Eco, 'tend to encourage "acts
of conscious freedont on the part of the performer and place himat the
focal point of a network of Iimtless interrelations, anmong which he
chooses to set up his definitively prescribes the organisation of the
work in hand' .4>Rather than presenting the conditions of an ideal
perfornmance - tenpi, nusical cues, specific notes to be played on
specific instrunments, colours, lighting, materials, and so on -- the

Fl uxus event score suggests certain paraneters in which the perforner is
free to determne his own form This suggestiveness, notes Eco, is the
ability of the Event score text to stinmulate in a perforner/ reader the
capacity to adapt her own inner life to that of the work being
perforned, 'sone deeper response that nmirrors the subtler resonances
underlying the text'.41 But where does one | ook for the “subtler
resonances' in a text such as this one by Robert Watts, which sinply
reads: w nter event snow I ndeed, the perforner of this work is faced
wWith an object that is nearly tautological in its apparent sinplicity.
Such a work cannot be regarded on its own nmerits - there is al nost

not hing here to be regarded. This is a work with virtually no intrinsic
merit, no formof its own, no qualities of which to speak. Rather, as
Eco says, it is '"the focal point of a network of limtless
interrelations', and, as such, has an infinite potential nunber of
possi bl e realisations.
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a hand froma window for a long tinme? To search for nmeaning in the
witten text as a closed, autononous formis futile; there is sinply
not hing there to explain and no clue to understandi ng. One nust | ook

el sewhere for direction: Kosugi's text is a nusical score; |ike any
written nusical score, one nmust per-forl7l the piece, followits
instruction in real-time, in order that it nay reveal itself as

meani ngful . The hand serves as the focusing elenent, a neditative stasis
around which the world unfolds. During ny own private performance of
Chironornr 1,4' | heard sone yelling across the way, and the cry of a
baby. Cars passed on the street below, there was a rich aroma of frying
nmeat floating on the wind and the soft hum of ny conputer on the desk

near by. After quite a few m nutes of maintaining the gesture, |I felt a
slight painin nmy forearm a slow throb that worked its way up to ny
shoul der and the base of ny neck. In the face of this pain, | becane

nore determ ned to nmintain the gesture, and soon it seened cl ear that
the piece, for me, was no |longer one of formal duration - that is, was
no | onger concerned with the sinple passing of time - but of endurance,
of a body situated within a shifting, tenporal network of physical and
ment al phenonena; this network in turn was brought to light by the
body's situation within its structure, sinmultaneously inside and
outside, revealed by the act of a single gesture presencing. In ny
performance of Chironoml, 1, the gesturing hand - the distinct object
named in Kosugi's text and thus initially the primary focus of nmy own
consci ousness - could not be |ocated as an object independent of its
context. Kosugi described his own experience of Chironorn), 1 as

follows: | did one performance related to this piece in an outdoor space
in Kyoto. There was an outdoor stage, and there was an auditorium and
at the rear of the stage was a backdrop, a wall and a door. | just

slightly opened the door and put ny hand out. The audi ence could only
see my hand The opening in the door was very narrow, so | couldn't see

t he audi ence. So the outside space was so different; the hand was
exposed to the audience, and this part, nmy body, was behind the wall, so
I was very isolated. Psychologically very strange. W ndow, door, the
sanme thing. It is the passage between in and out, so one can shut the
door, and nake an inside and outside. Putting one part of the body

t hrough the wi ndow, it becones part of the outside - but the body is the
i nside - psychologically, it's very unusual, very affecting to the
consciousness. So this is a part of mine, and |I'm
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only ny hand, but they cannot see ny body. So, take this chair as an
exanpl e. Maybe it has another part and it is exposed to another

di mensi on, but we cannot see it. But everything is together. On the
physical stage. it's just a chair. Atactile experience, this piece.
Eyes and ears are open; perhaps this nakes the eyes and ears nore
sensitive. But nobst inportant is the hand: the hand is an antenna. 43
What Kosugi has succeeded in creating is a wholly limnal state, a
condition in which the notions of “interior' and “exterior' have been
reversed, and finally reveal ed as inappropriate. "In exenplative art',
says Dick Higgins, "the action is always between: it cannot take place
at any one pole without the conception of another. It is therefore, as
of Klintberg put it: between the heart and the mnd, between the
personal and the objective, between the unitary and the general, between
stone.'44 |If an open w ndow serves as a frane, it also functions as a
space of transit and beconing, neither solely inside nor outside. Wen a
body part, such as a hand - Kosugi al so experinented with other body
parts during his career - is positioned within that margi nal space, our
ability to locate the space, or to nane the "isolated body part within
that space, is put into question. The body, as it enters the space of
the margin, is neither inside nor outside - and it is both inside and
out si de. The apparent opposition of terns is unified - and nullified -

t hrough direct action. Both one and zero. Neither one nor zero. The
sound of one hand cl apping. From a Buddhi st perspective, there is no
hand, no object, but for that act which enables the world to cone to
presence, and there is no world but for that context in which this hand
reveal s itself. Likewi se, there can be no “subject' and no "object', but
rather a relationship between the two that exists beyond one's ability
to nane them or even perceive them as isolated entities. Each is the
cause of the other, each inplies the existence of the other. It is thus
conceptual |y inaccurate to distingui sh between the two: they are one and
t he sanme thing.45 CGeorge Brecht exami nes the conplexity of this nutual
causation and the attendant problemof namng in this event score from
1961: Tit,o Exercises Consider an object. Call what is not the object
“other.' EXERCISE: Add to the object, fromthe "other,' another object,
to forma new object and a new other.' Repeat until there is no nore
“other.' EXERCISE: Take a part fromthe object and add it to the
“other,' to form ..ERR CQOD: 1.
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Are there really It and OGher? O really no It and Gther?' This question
is ultimately unanswerable. "“Therefore', says Chuang-tzu, “the glitter
of glib debate is despised by the sage. The contrived "that's it" he
does not use, but finds things in their places as usual. It is this |
call "throwing things open to the light"'. 46 This notion of "finding
things in their places as usual' proved attractive for many of the
artists involved in Fluxus. For Brecht, it canme as sonmething of a
“surprise' when he “|earned that George Maciunas in Gernmany and France,
Cornelius Cardew and Robin Page in Engl and, Kosugi, Kubota, Shiom in
Japan, and others, had nmade public realisations of the pieces | had

all cays waited to notice occurring (ny enphasis) .47 Brecht's Event
scores - some of them that is - can be seen as little exercises in
concentrated attention, indices of phenonena yet to occur, virtua

events waiting to be perceived or enacted. The participant in such
exerci ses herself resides in a condition of relaxed awareness, attentive
to shifting details in the poetic field - or perhaps not. Either way,
Brecht's Event scores serve to describe the paranmeters in which this
attention - or distraction - is practised. ATTENTI ON From t he begi nni ng
internmedia was concerned with matters of noticing phenonena as they
occurred, requiring an act of attention by the participant in order for
the work itself to be realised. This posed a dramatic shift of roles for
both artist and receiver. As Dick H ggins points out, the artist becones
the creator of a matrix, rather than a conpleted work, the role of the
recei ver becones that of a participant and coll aborator. 48 In effect,
the receiver does not nerely finish a work, but creates it anew with
each performance. This is a position of considerable responsibility - a
wor k can never be performed precisely the same way tw ce, and so one
must be attentive to the work's unique process of unfolding. Jackson Mac
Low, a poet and co-editor of the seminal collection of the new arts, An
Ant hol ogy (1961), has given sone attention to the practice of attention
From Zen | gathered the conviction that giving one's conplete attention
to without attachment and wi thout bias,' structures a
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contribution to An Anthology, is to engage oneself in ~Meaningl ess
Work': By meaningless work | sinply nean work whi ch does not make you
noney or acconplish a conventional purpose. For instance putting wooden
bl ocks from one box to another, then putting the bl ocks back to the
original box, back and forth, back and forth etc., is a fine exanple of
meani ngl ess work. Or digging a hole, then covering it is another
exanple. Filing letters in a filing cabinet could ..ERR COD:3.. :
Meani ngl ess work is potentially the nost abstract, concrete, individual,
foolish, indeterm nate, exactly deternined, varied, inportant
art-action-experience one can undertake today. This concept is not a
joke. Try sonme nmeani ngless work in the privacy of your own room In
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Fl uxus people nmust obtain their "art" experience from everyday
experiences, eating, working, etc.'54 And even further: Anti-art is
life, is nature, is true reality - it is one and all. Rainfall is
anti-art, a babble of a crowd is anti-art, a flight of a butterfly, or
movenents of microbes is anti-art. They are as beautiful and as worth to
be aware of as art itself. If man could experience the world, the
concrete world surrounding him (from mathematical ideas to physica
matter) in the sanme way he experiences art, there would be no need for
art, artists and simlar 'nonproductive' elenents. 55 For Maci unas,
"anti-art', like nature, is ultimately the nost conplete sort of
aesthetic experience, for it is presented without aesthetic intention
like rainfall, it just happens. Purposel essness - attentive engagenent
in atask sinply in order to be engaged in engaging in a task - is thus
a singularly radical conflation of the praxes of "art' and "life':
anyone can do it. Yet as Jackson Mac Low points out, this

pur posel essness i ndeed becones a purpose when it is enployed to
specifically political ends - that is, when "works such as ours are
considered nmerely tools with which to do away with art and arti sts.
There may be, as sone critics express it, "an anti-art nmonment"” in such
works, but this is subsuned in an i mmanently oppositional art with

wi dened horizons.' As Mac Low sees it, 'the aesthetic of npst artists
associated with Fluxus is and al ways has been nearer to [John Cage's]
"opening to the world" aesthetic than to Maciunas' anti-art position'.
MAKI NG A SALAD Al i son Know es created situations of delicate, even
myst erious, elegance in much of her early work. Her sinplest and perhaps
best - known work, Proposition, was first perforned on 21 Cctober 1962 at
the Institute for Contenporary Arts in London: 57 Make a salad. Here is
an act that is performed many tinmes a day, in nmany different ways, by
countl ess hungry individuals around the gl obe. 58 Know es does not offer
a recipe for a salad, does not elucidate the formthat such a sal ad
shoul d take, but rather instructs the perforner to act, sinply to nmake a

sal ad. Transplanted into the context of the concert hall, such an act
becones a specifically artistic or nusical presentation - an unwitten
contract between the perforner and the audience that the work will be

received within the horizon of art- or nusic- production. There is a
node of hei ghtened perception that attends the nmaking of a salad within
the four walls of the concert hall; one is ostensibly there, after all,
to listen to nusic or experience a theatrical presentation. Yet, with a
work such as Proposition, a peculiar reversal takes place that draws the
work outside the contract of theatrical presentation: one becones
explicitly aware of a quotidi an object/action as having beconme sonet hi ng
extraordinary (that is, "art') by virtue of its context. One is

i mredi ately rem nded of Marcel Duchanp's Fountain of 1917, a conmon
urinal signed by the artist and relocated into the space of the gallery,
t he
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DAVID T DORI S museum and, ultimately, art-historical discourse. But
Know es' sal ad- producti on makes an additional |eap: such an action need
not be supported by the structures of artistic presentation in order to
be extraordinary. Wile one mght return fromviewing Fountain with a
renewed awar eness of and respect for the form of comon urinals, and
with a sense of the power of institutions to frane and shape our
perceptions of the world, one does not henceforth experience the act of
urination itself as an act of producing art. In Know es' work, by
contrast, there is nothing but the performance of an action. Cearly,
such a work need not be performed in an Art Institute for it to become
meani ngful . Nor does it have to be perceived as neaningful in order for

it to be performed at all. “Art' beconmes "life' and "life' becomes "art'
and finally the distinction between the two becones confused,
superfluous. Knowl es comments: | think that many of the pieces are just

sinpl e refreshnent pieces done for whatever day's work you have to do,
supporting occurrences in life. It gives nmenbers of the audience the
ball; they can make their own salad differently, even if they are doing
it for their famly . . . Wiatever it is you have to touch and work

wi th, you can make a kind of performance of it, but it has to be
stripped of the hangi ngs and accoutrenents of theatre. What happens is
that a kind of revelation, no an enptiness, opens up. s9 This quality of
enpti ness, says Know es, is brought about through action perforned
“exactly, precisely and nodestly'. She notes: “That's why Zen is
mentioned in terns of Fluxus event performng. The action is directed
and precise with nothing added. '60 By adhering to a strict procedure,
by bracketing “artistic' intention and sinply nmaking a sal ad, the
perforner allows that action to come to presence as such, unfolding in a
space beticeen states of being art or non-art. The maki ng of Know es'
salad - or your salad, or mine - is a narration of the condition of
[imnality itself, the disruption of the frames of reference in which
the act of nmaking a salad occurs: making a salad is not art, yet it is
not sinply meking a salad. And of course, it is both. JUST SITTI NG The
central practice of Zen is sitting neditation, or zazen. In Soto Zen,

t he second of the major schools, the use of koan has been virtually

el i m nated, and practical procedure has been mininmised to this practi ce,
“just sitting' - a practice that one can apply when engaged in nore
conplicated actions, such as naking a sal ad, dripping, or playing
baseball with a fruit. The act of sitting is perceived as a " dynamc
stillness' - one sits in a rigorously prescribed posture, unnoving, yet
constituted by interior processes in constant notion: the heart beats,
bl ood courses through its vessels, air enters and is expelled fromthe

I ungs, the stomach churns away at its food . . . In Robert Filliou s Yes
- an action poem perforned on 8 February 1965 at New York's Cafe au

Go- Go, 61 Alison Know es described in encycl opaedic detail the
physi ol ogi cal workings of the bodily functions of "the poet'. The text
of this portion of the performance is divided into sections entitled:
"Of the Necessity of Alinmentation' (eg - "Once his food is chewed, the
poet swallows it, and it passes down the gullet for "oesophagus"] into
the stomach of the poet.'); "~The Blood of the Poet' ("As to quantity,



bl ood constitutes five to seven per cent of the body weight of the
poet.'); "The Poet's Breathing', "~The Excretion of
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ZEN VAUDEVI LLE 109 the Poet' (" Under a nicroscope, one can see that the
ki dney contains many small tubules, which filter off waste naterial from
his blood."); 'The Brain of the Poet' and " Reproduction and Senses of
the Adult Male Poet'. As Know es read this rather el aborate treati se,
Filliou 'sat cross-legged upstage, notionless and silent'. As Know es
finished her description, Filliou the poet rose to his feet and recited
Part Two of the poem which consisted of the follow ng: Yes. As ny nane
is Filliou, the title of the poemis: LE FILLIOQU IDEAL It is an action
poemand | amgoing to performit. Its score is: not deciding not
choosi ng not wanting not owning aware of self w de awake SI TTI NG

QUI ETLY, DA NG NOTHI NG Havi ng actually already performed his score,
sitting quietly and doing nothing during the precedi ng enuneration of

his body's facticity, Filliou affirms his presence as body with a
sinple, resounding "Yes'. He states his nane, another fact. Filliou then
proceeds to address mind, listing the qualities of a mind in an "ideal'
state (at least fromFilliou s perspective), a mnd aware of [it]self

as a unity, before, or rather with no regard for, the dualistic notions
i nherent in the acts of deciding (yes/no), choosing (between this/that),
wanting and owning (that 'out there', as opposed to what is already 'in
here'). The mind is “w de awake', but utterly receptive. The body of the
poet is denonstrated as a real mof suprenely conpl ex dynanism of

mani fol d facts and di sclosures. Its systens are engaged i n day-to-day
processes that are taken for granted but which, physiologically,
constitute the poet's self as a living, breathing, bleeding, shitting
entity. Even the skin of the poet is itself a process, hone to
"sensitive nerve endings which tell himwhen, what and whom he is
touching'. For Filliou, what unifies these disparate processes is not

t he envel opi ng sheath of skin, but the very act of “sitting quietly,
doi ng nothing' . This engagenent with the world is a condition of
concentrated, active dissociation fromthe human tendency to systenati se
and classify, to construct dualities. It fornms the core and the strength
of Filliou's work. It is "better', he says, 'to accept all the
possibilities in advance, and accepting them always, to remai n beyond
that regi on where everything is parcelled out, and everybody is owned by
what he owns'. This is the Filliou ideal, 'the absolute secret | took
fromsoto Zen tradition'. 62 It is this sane condition, this same ideal
that in Buddhismis known as samadhi. MJSIC FOR A REVOLUTION I n 1961 a
nunber of nusic students at the Tokyo National University of Fine Arts
and Music, including Takehi sa Kosugi, Yasunao Tone and M eko Shiom -

all of whom were
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DAVID T DORIS ultimately to be connected with Fluxus - formed an
organi sation called G oup Ongaku (" Music Group'). This group, an
of fshoot of a nusicol ogy class, exam ned the nature and limts of the
operations by which perceptible phenonena cone to be received as nusic.
O considerable inportance to the nenbers of G oup Ongaku was the
concept of the objet sonore - “sound as an object, rather than as an
el enment in a nusical piece'.' The transformation of the reception of
music, froma specifically listenable object to a generally perceptible
object, is described here by Meko Shiom: One day in school, while

was perform ng our inprovisational music, | got tired of loud and rich
sounds. | started tossing a bunch of keys to the ceiling to make an
ostinato, with its faint sound And while | kept doing it, | began to

| ook at ny performance objectively as a whole, and | noticed that | was
perform ng an action of tossing keys, not playing keys to nmake sound
This was the turning point, when | becane concerned with action nusic or
events. 64 Takehi sa Kosugi el aborates on this transformation, the
expansi on of the sphere of nusic: The sound object is not always nusic,
but action, action. Sonetinmes no sound, just action. Qpening a windowis
a beautiful action, even if there's no sound It's part of the
perfornmance. For ne that was very inportant, opening ny eyes and ears to
conbi ni ng the non-nusical part and the nusical part of action. In ny
concerts, nusic becane this totality, so even if there was no sound
said it was nusic. Confusing. This is how | opened ny eyes to chaos. 65
Kosugi's “confusion' about nmusic as a totality was in fact a
redefinition of the terns that limt nusic to perception by the ears

al one - indeed, as Kosugi points out, his questioning of these terns as
“musical' is an opening gf the eyes to chaos. Kosugi's explorations of
this chaos resulted in works that exam ne the nature of breathing:
Ogal7iC MISiC Breath by oneself or have sonething breathed for the
nunber of tinmes which you have decided at the performance. Each nunber
must contain breath - in - hold - out. Instrunments nmay be used
incidentally. wal king: Theatre Misic Keep wal king intently. close

i nspection of an object: Manodharma Wth M. y66 Watch over every part
of M. Y's body about 10 cm apart when he brushes his teeth. If it is
dark, a flashlight may be used. If it is bright, a magnifying glass my
be used. Like George Brecht's event scores, Kosugi's work can certainly
be seen as a series of "little enlightennents,' revelatory exam nations
of common mnutiae. In Music . f Revolution, perhaps Kosugi's nost

menor abl e event score, the process of “enlightennment', of throw ng
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it's a conbination. So | thought, this conbination is nmusic. Normally
musi ¢ neans for ears, sounds. But for ny concerts, nusic becane nuch
bigger, not limted. This is a kind of confusion'. 67 The confusion of
this transformative shift in perception elicited by both Music for a
Revol uti on and t he eye-slashing scene of Un chien andalou is echoed in
the work of other Fluxus associates. Daniel Spoerri created Lunettes
noires, or Fakir's Spectacles (1964), a pair of eyeglasses wi th needles
extendi ng i nward fromeach of the lenses. Cearly indebted to Man Ray's
Cadeatt (1921) - a clothes iron that has been studded with nails,
rendering it not nmerely usel ess but counter-productive to its initial
intention, Spoerri's spectacles create a terrifying paradox: this tool
originally intended to correct a dysfunction of vision, will now destroy
the eyes. O her Fluxus work that explores the transfornmative power of
sensory deprivation and deterritorialisation include Ay-O s Black Hol e
(1990), a permanent installation in the basenent of the Enily Harvey
Gallery in New York - bereft of vision, one nust work one's way through
a lightless passage, relying solely on a single handrail for guidance;
and Ben Patterson's Tour (1963), in which a group of participants are
bl i ndf ol ded and | ed through the streets of a city (like nmuch of
Patterson's work, Tour is an inquiry into the real mof interpersonal
communi cation, particularly the limts of trust). In these works, one is
deni ed the naturalised primcy of (and the consequent dependence upon)
the visual frame, and so one nust restructure one's apparatus for
positioning oneself in the world, reconstitute and refrane the world
within the expanded field of the entire sensorium or, as Patterson's
Tour indicates, within the network of social rel ations.
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DAVID T DORI' S This perceptual deterritorialisation is made particularly
pal pable in Miusic for a Revolution. Like the collapse of vision pronpted
by the slash of the Surrealist razor, Kosugi's scooping of the eyes is a
clinical, mechanical process, an invasion of the body's integrity. Yet,
in contrast to the terrifying suddenness of the Surrealist razor,
Kosugi's revolution - equally terrifying - is a slow process, unfolding
in three stages over the course of nore than ten years: 1) Having
determ ned to performthe piece, the perfornmer has five years in which
to anticipate the renpval of the first eye. 2) Single-eyed after a
period of five years, the performer necessarily undergoes a period of
adj ustment; having just lost the sense of visual depth, the performer's
other senses - particularly that of hearing, the seat of bal ance -
becone nore acute, conpensating for the loss. 3) Blackness. After ten
years, all that remain are the senses of hearing, touch, taste and
snell, as well as the nenory of sight. The adjustnent continues, and
becomes conplete. "Self-revolution nust take a long tinme', says Kosugi.
"Time is a cushion for transformation.' 68 In Japan, perhaps the nopst
wel | -known figure of transformation is Darunma. Throughout Japan, in
bars, restaurants, store wi ndows, tenples and private hones, one finds
smal | votive figures by this nanme, representati ons of Darunma, or
Bodhi dharma (d 532), the first patriarch of Zen, who brought the
t eachi ngs of Shakyarmuni fromlndia to the East .69 Esteened as
har bi ngers of good fortune, daruma figures are believed to assist in the
achi evenent of goals and the attai nment of w shes. They are short and
squat, usually nustachi oed, and they have no eyes. A darunm is acquired
eyel ess, and the purchaser paints in one of the eyes when he or she
makes a wi sh, or determines to set out on a goal -achieving path. Wen
the goal is finally achieved, the second eye is painted in, and the
Daruma is conplete. This beconmes neani ngful, and perhaps even sheds
[ight on Music,for a Revolution, when seen with respect to the life of
Bodhi dharma. It is said that Daruma spent nine years facing a wal
sitting in zazen, hell-bent on satori, or enlightennment. According to
| egend, he never noved fromthe spot, so earnest was he in his pursuit,
and so over the course of time his | egs atrophied. But he achieved his
goal of enlightennment; he lost his |egs, but gained insight . Like
Bodhi dharma hinsel f, the little daruma figures, always |egless, only
fully “see' when one has attained one's goal, a goal which ostensibly
has been pursued earnestly and with great effort. In Misic for a
Revol ution, a reversal of this order takes place: in sacrificing one's
sight, one regains one's legs, as well as ears, nose, tongue . . .; in
short, one becones enbodied within a strange new sensorium a begi nner
in one's owm body, fully present. In Zen this shift is directed fromthe
senses to the essence of mnd In an extraordi nary passage by Nyojo (1163
- 1228), the teacher of Dogen (founder of the Soto school of Zen), we
are given explicit instructions on howto affect this shift: You should

“gouge out' your eyes and see nothing at all - after that there will be
not hi ng you don't see; only then can it be called seeing . . . You
shoul d "bl ock off " your ears and hear nothing at all - after that there

will be nothing you don't hear; only then can it be called hearing
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You shoul d permanently stop clinging thought, so the incal cul abl e ages
are enpty - after that arising and vani shing continue unceasing; only
then can it be called consciousness. 70 RETURNI NG TO THE SCURCE | n ruch
of her early work Yoko Ono was engaged in a patently nystica

i nvestigation in which she studied the nature of the 'unceasing arising
and vani shing' called consciousness. Her work questions our construction
of the real, a construction bound to the nedi ati on of reason and the
stabilising function of |anguage. Oten taking the form of paradoxes -

i nsol uble by reason - Ono's neditative works demand an intuitive
response fromthe participant. OQher works engage the participant in

i ntense, silent exaninations or revelations of mnutiae normally
unheeded - and often uninmaginable - within the course of daily life. In
creating such works, Ono seeks to establish a psychic space beyond the

i ntervention of dualistic discourse, a space of unthinkable thought.
"The mind is omipresent, events in |ife never happen al one and the
history is forever increasing its volune', says Ono. "The natural state
of life and nmind is conplexity. At this point, what art can offer (if it
can at all - to ne it seens) is an absence of conplexity, a vacuum

t hrough which you are led to a state of conplete relaxation of nmind '71
At first glance, Ono's statenent calling for an " absence of conplexity'
recalls the oft- quoted words of Henri Matisse: "Wiat | dreamof is an
art of balance, of purity and serenity devoid of troubling or depressing
subject matter, an art which m ght be for every nmental worker, be he
busi nessnan or witer, sonething |ike a good arnthair in which to rest
fromphysical fatigue.' ™ |ndeed, art, for Ono as for Matisse, is seen as
an antidote to the “conplexities' of contenporary life. In her early

wor ks, Ono seeks tenporarily to transcend the quotidian, to set a space
apart for contenplation. Yet the serenity offered by Yoko Ono's work is
not that of Matisse's “good arncthair', the weary bourgeois rises froman
arnchair refreshed and reassured, but Ono nmakes no such pronises for her
wor k. She adds: "“After that you may return to the conplexity of life
again, it may not be the sane, or it nmay be, or you nay never return

but that is your problem' One is changed by the work only inasnuch as
one all ows or discovers in oneself the capacity to be transfornmed by,
and to transform the experience: Sun Piece Watch the sun until it
becones square. 73 - v.o0. 1962 winter In a "To the Wsleyan People', Ono
asks: 'Didn't Christ say that it was like a canel trying to pass through
a needle hole, for John Cage to go to heaven?' Cage, according to Ono an

epitonme of “nental richness', is ultimtely as deluded and vai ngl ori ous
as the materially rich man of Jesus Christ's original proverb. Ono's
concerns during her early years of activity are prinmarily spiritual; in

contrast to the “nental richness' of Cage, as well as to the conparative
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DAVID T DORI S extravagance of Happeni ngs, she assunmes and prescribes
the role of the ascetic: "I think it is nice to abandon what you have as
much as possible, as nany nental possessions as the physical ones, as
they clutter your mind It is nice to naintain poverty of environnent,

sound, thinking and belief. It is nice to keep oneself small, like a
grain of rice, instead of expanding. Make yourself Lighting Piece Light
a match and watch till it goes out. - y.o. 1965 autumm Ono asks: "~ After

unbl ocki ng one's mnd, by dispensing with visual, auditory, and kinetic
perceptions, what will conme out of us? WII| there be anything?

wonder' . A key aspect of Ono's work is her desire to dispense with
sensory stinuli altogether, creating works which seek to focus the
participant's attention on a solitary idea or perception. Possessing
little, dispensable as paper, concerned with ostensibly insignificant
details of experience, the participant stands in direct confrontation
with Western traditions of accunul ation, reason and utility. Now there
is only this match, burning for no practical purpose. It lights no
cigarette, destroys no property, starts no cooking fire - yet
potentially it may performany of these functions. The natch sinply
consunes itself, leaving only ash behind The only object, says Ono, is
the inage of the match that has been constructed in the m nd The
spiritual intention of this sort of nmonostructural presentation is nmade
explicit in Ono's work, and it is echoed to varying degree in the work
of her Fluxus conpatriots. Her outspoken asceticismrem nds one that the
role of the ascetic in history has traditionally been that of the

revol utionary: one need only think of Siddhartha Gotana, Saint Francis
of Assisi or Matatma Gandhi. Now, while it is not ny intention to

nom nate Ono, or any other Fluxus artist, for sainthood, it should be
recogni sed that the assunption of such an ascetic posture was in effect
conceived as a powerful revolutionary tool during this period, a denia
of the material surplus and icy logic that, in two brief flashes, had
made possi bl e the deaths of thousands upon thousands of Japanese during
the sumer of 1945. As Ben Patterson has pointed out: Perhaps the one

t hi ng everyone forgets or represses is that 1, and ny generation of

Fl uxus artists, were all nore or less twelve to fourteen years old when
the first atom c bonb exploded and left its mark on civilisation.

Per haps only Zen or existentialismcould beginto deal with such

finality . . .74 It is clear fromreading Ono's “To the Wesl eyan Peopl €'
- which seens to function as her nanifesto - that she was quite
conpel l ed by Zen thought. “If ny nusic seens to require physica

silence,' she says, "that is because it requires concentration to
yourself - and this requires inner silence which may | ead to outer
silence as well. | think of nmy nmusic nore as a practice (g),0) than a
music.' Go is a technical termderived from Zen; expressed nore fully,
the termis Gyo jar-=a-ga. Translated literally, this nmeans
“practice-wal king-sitting-lying', suggesting that one should maintain
Zen practice during all activities of daily life.7s It is bare,
undi vi ded attention, the very sort of attention that Ono seens to
require in her Lighting Piece, a work of nusic-as-practice - a practice
of ..ERR COD 1..
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which "no wind was created with special neans'. In the latter
perfornmance, was there a wind at all? Wiy does Ono need to nention
specific exanpl es of performances? In the followi ng koan, the
twenty-ninth case of the Winenguan, Hui-neng addresses the probl em of
wind in a language that is - at least in translation - renarkable in its
simlarity to Ono's own rhetorical style: Once when the w nd was

whi ppi ng the banner of a tenple, the Sixth Patriarch of Zen w tnessed
two nonks debating about it. One said the banner was novi ng, one said
the wi nd was novi ng. They argued back and forth w thout attaining the
principle, so the Patriarch said, "This is not the novenent of the wi nd,
nor the novenent of the banner; it is the novenent of your minds.' The
two nonks were both awestruck.'? As a further critical illustration of
what | believe to be the guiding structural principle of Ono's Wnd
Piece, here is a passage witten in 1233 by Dogen, the founder of the
Sot o school of Zen
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nonk bowed. 78 The “principle of omiscience' of which Hotetsu speaks is
sinmply wind itself, the act of fanning is the denpnstration of that
principle, rather than a theoretical, verbal explication of such.
Meani ng i s conveyed by direct engagenent, uncodified, manifesting itself
ina ..ERR COD:1.. The “principle of omiscience' of which Hotetsu
speaks is sinply wind itself, the act of fanning is the denonstration of
that principle, rather than a theoretical, verbal explication of such
Meani ng i s conveyed by direct engagenent, uncodified, manifesting itself
in a
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ZEN VAUDEVI LLE 117 Watts proceeds to point out that it is precisely the
artist's ability to frame reality that sets his work apart from nature:
"every work of art involves a frane. A frame of sone kind is precisely
what distinguishes a painting, a poem a nusical conposition, a play, a
dance, or a piece of sculpture fromthe rest of the world.' Fram ng and
lighting, he says, are the tools which create “nmarvel |l ous conpositions'
in the hands of a truly skilled photographer. An unskilled photographer
will create “only nesses, for he does not know how to place the frane,
the border of the picture, where it will be in relation to the contents.
How el oquently this denonstrates that as soon as we introduce a frane
anyt hing does not go. '8l As we have seen, it is this notion of fram ng
as a function of mastery and power that the artists range of structures
that lay beritven nedia - was an extraordinary mani festation of this
guestioning. At a period in aesthetic thinking characterised by d enent
Greenberg, Abstract Expressionismand serial nusic, all seeking to
foster the self-reflectivity of nmedia (that is, the fullest expression
of the materiality, limts and | anguage of each) - the notion of
intermedia was, at the very least radical.82 But the artists of Fluxus
went a step further, ..ERR COD 1..
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peak or an iris petal can nove us at times with all the subtle power of
a N ght Watch' or one of the profound thenes of Qpus 131. There is no a
priori reason why noving i mages should originate only with artists. 85
Wth no clear distinction between “art' and “nature', or between
“artist' and “nature', there opens up a denocratised field of production
i n which anyone can fulfil the role of an artist, in which anything -
anything ..ERR, COD:1.. should originate only with artists.85 Wth no
clear distinction between "art' and “nature', or between “artist' and
“nature', there opens up a denocratised field of production in which
anyone can fulfil the role of an artist, in which anything - anything

.. ERR, COD: 1..
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you sonmething in return ...unless |'mtoo busy.' s' becone an
exenpl ati ve work, the enmbodi ment of his own idea. OBJECTS MAKI NG

M SCHI EF For George Maci unas, the decentring of the artist's position of
mastery and privilege, and the attendant reconstitution of the art
object within the expanded field of natural processes, had inherently
revolutionary applications. In his chart entitled " Fluxus
Art-Amusenent', which was clearly a manifesto (although Iike all Fluxus
"mani festos' it is unsigned and was no doubt widely disputed), Maciunas
outlined his view of the difference between the functions of traditional
art as practiced in contenporary capitalist society and his own vision
of “art- anusenent'.s9 In regarding the Fluxus phenonena as
“art-anmusenent', George Maci unas pinpointed an essential ingredient for
an art of genuinely subversive power, an interruptive art that questions
t he power and pretensions of both frane and framer: |aughter. As Dick

H ggins points out, the art world into which ..ERR COD:1.. .. ERR
coD: 1. .
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DAVID T DORI S Watts' piece f/h Trace is effective - will be read as
“funny' - only to the degree that it subverts the audience's
expectations. As is standard practice in classical Wstern nusical
performance, one expects the nusician or performer to acknow edge the
audi ence with a polite bow before he comrences the work at hand In this
pi ece - frequently perfornmed in formal concert attire, as were nany
Fl uxus works - Robert Watts turns the expectation of the audience
upsi de-down, as the perfornmer's requisite bowis acconpanied by a sudden
spl ashing of rice upon the stage. Here the bow is the performance, and .

well, ..ERR COD: 1.
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opposites. The whole intellectual and val uational structure of the
discrimnating mind is challenged, with a result that is enlightening
and liberating." The space of the comic is thus a forumfor blasphenies
of the Zen koan, the irreverent wacki ness of many Fl uxus works condemns
sel f-serving notions of the sacred in art. For the artists of Fluxus, no
act was absolute, no art work was transcendent, and no arti st was above
receiving a pie in the face. In Zen and in Fluxus, hunour throws a
nmonkey-w ench into the snooth operation of the given and the known,
posing instead a fragnented worl d of questions, of absolute instability,
a streamof flux in which the integrity of both the object and the

subj ect are perpetually up for grabs. ..ERR COD:1l.. received,
unspoken codes are sinultaneously reveal ed and overturned. Like the

bl asphemi es of the Zen koan, the irreverent wacki ness of many Fl uxus
wor ks condenns sel f-serving notions of the sacred in art. For the
artists of Fluxus, no act was absolute, no art
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DAVID T DORIS NO SELF The very nanme of Fluxus points to an appreciation
of the world as a field of transformati on, as flux. Like Zen, Fl uxus
posits a reconfiguration of the subject as an inextricable conponent
within this field. Rather than presenting the subject as acting upon the
world, there is a sense of reciprocal determ nation, an inter-action
Ceorge Brecht notes: '|I conceive of the individual as part of an
infinite space and tine; in constant interaction with that conti nuum
(nature), and giving order (physically or conceptually) to a part of the
continuumw th which he interacts.'" In Zen thought, this continuumis
known as sunyata, the prinordial enptiness. "Formis enptiness,
enptiness is form, reads the Hannya Shingvo, the 'Heart Sutra', one of
.. ERR, COD: 1.
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ZEN VAUDEVI LLE 123 accordance with the situation of serene qui etude. The
situations may vary infinitely, but the Man varies not. So, [it is
said], '[It] takes forns in accordance with conditions, |ike the npbon
reflecting itself [variously] in water.' 102 It is thus inaccurate to
conceive the self as a static entity, sitting solitary on a neditation
cushion. On the contrary, the individual continually manifests both
stasis and nobility, and produces these experiences as new occasi ons
arise. "He responds to all kinds of situations and manifests his
activities, and yet cones out of nowhere.' 1luzuki points out that the
self, a manifestation of the formess field of sunyata, is thus
difficult to locate as a centre of experience: The Self is ever noving
or becoming. It is a zero which is a staticity, and at the sanme tinme an
infinity, indicating that it is all the time noving. The Self is
dynamic. The Self is conparable to a circle which has no circunference,
it is thus sunyata, enptiness. But it is also the centre of such a
circle. The Self is the point of absolute subjectivity which nay convey
the sense of immbility or tranquility. But as this point can be noved
anywhere we like, to infinitely varied spots, it is really no point. The
point is the circle and the circle is the point. 104 Meditation, the
principal practice of Zen, is thus not a recentring of the subject, a
cultivation of '"inner' tranquility or stability. Rather, neditation is a
conti nuous process of responsiveness in accordance with 'exterior'
forces, a decentring of the subject's illusory selfhood. As Di ck Higgins
explains, the 'point' of which Suzuki speaks can i ndeed be noved
anywhere: W have no fear of becom ng: our thought processes are
meditations (for our parents, the purpose of neditation was nedicinal -
it was to clear the mnd and restore perspective. It had to be slow, for
fear of losing control. But we begin where they left off - we need not
control in order to experience, so we can neditate at any speed and
virtually in any situation) - '"nmeditations' they are, in the sense that
they are liberated processes of thought and feeling, as opposed to
directed ones. W are quite readily capable of experiencing these as
enpti ness and beyond concrete conceptibility. Al this adds up to a new
mentality, at |least for the Western world. ios As Higgins points out,
thought is not 'directed outward, but is 'liberated' , able to respond
and conformto any given situation. The thinking self is reflexive of
its surround, reconstituted in the margi n between the subject and
object. Here is a nmutual interdependence of subject and object, two
centres that re-establish thenselves - through interaction - as a unity.
In a 1978 interview John Cage exami nes the notion of the 'new nentality'
of the decentred self, the dismantling of the cogito: John Cage | |ike
to think that each thing has not only its own life but its own centre
and that that centre is, each tinme, the exact centre of the Universe.
That is one of the principal themes |'ve retained fromny studies of

Zen. Daniel Charles Must we dissociate the idea of |life and the idea of
t he centre? John Cage Suzuki taught ne that in fact we never stop
establishing, outside the life of things, a neans of nmeasure and that we
then continually try to re-place each thing into the grid of our

nmeasure. Thus, we lose the things, we forget them or we disfigure them



Zen teaches us that we are really in a situation of decentring, relative
tothe grid. In this situation, everything is at the centre. There is
then a plurality and a multiplicity of centres. And they are all

i nterpenetrating. And Zen adds: in non-obstruction. To live, for all
things, is to be at the centre. That entails interpenetration and

non- obstruction. 106
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An aphorismis a state of forces, the last of which is at the sane
time the nost recent; the nost present and ultimate/tenporary one is
al wvays the nost external force. Nietzsche poses it very clearly: if you
want to know what | nean, find the force which gives a neaning, a new
meaning if need be, to what | say. Connect the text with that force.
There are no problens of interpretation of N etzsche, there are only
probl ens of nmachination: nachinating Nietzsche's text, trying to find
out with what external, current force he succeeds in getting sonething
throzrgh, a flow of energy. 107 Li ke the aphorism the Fluxus event score
is forever unfinished, continually calling to external forces to provide
conmpl etion, to resonate with and overlap the text as set forth by the
author. In the field of transformations, there is only a perpetual
comng into being of the text - a becomng that includes as part of its
constitution the very subjectivity that is engaged in its realisation
There is thus only "legitimate msinterpretation', notes Del euze, "treat
t he aphorism as a phenonenon awaiting new forces that cone and
"subjugate" it, nake it work, or else nmake it expl ode."08 Exercise
Determne the centre of an object or event. Deternine the centre nore
accurately. Repeat, until further inaccuracy is inpossible. - CGeorge
Brecht It is the provisional nature of the Fluxus event score, its
ability to be legitimtely msinterpreted by any external force, that
releases it fromthe grid of subjectivity, the notion of a pernmanent
fixative power, which Del euze calls the despotic nmachine. Like
Ni et zsche's aphorisnms, Fluxus scores nmmintain an inmediate relationship
with the outside; indeed, they cannot be said to have i ndependent being
apart fromthis externalising relationship. Another blowto the cogito.
Says Del euze, "opening a text by N etzsche at random di spenses us for
one of the first tines frominteriority, the interiority of the soul or
of consciousness, the interiority of essence or of concept, in other
words, from what has al ways been the principle of philosophy." he sane
is true of Fluxus event scores. To quote Rinzai, the work - like the
partici pant who is engaged in the work's realisation - "takes forns in
accordance with conditions, |ike the noon reflecting itself [variously]
in water.' Shadow Piece Il 1 Project a shadow over the other side of
this page.
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ZEN VAUDEVI LLE 125 2 (bserve the boundary |line between the shadow and
the lighted part. 3 - Dick Higgins' 11 You don't try to nake a style, or
to achieve sone identity - | mean your artwork doesn't try to achi eve
identity. You try to be out there in the waste open |and and fool around
- Eric Andersen Here is the notion of self as a passage, a nonad, a flow
of intensities as one shifts fromone pl ateau of experience to the next.
112 On the periphery, out in the “waste open land', the nomad is a

margi nal entity (if he can be called an entity at all), a circle w thout
circunference, without a centre. The nomad stands in direct
confrontation with the prevailing understanding of the artist as nythic
subjectivity, the Producer of Geat Wrks, organic, whole, fixed,

conpr ehensi bl e. The nomad escapes the over-coding of the State, of
stasis, functioning instead within a snooth, open-ended, decoded space,
a space in which one can freely nove fromany one point to any other
Thi s perpetual play of difference and joyful anarchy in the
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DAVID T DORI'S face of the determinate is the space of a counterculture.
“I'ts node of distribution', says Brian Massuni, “is the nonpbs: arraying
oneself in an open space (hold the street), as opposed to the | ogos of
entrenching oneself in a closed space (hold the fort).' 11 3 Anmerica
was, you know, patting itself on the back. It already had its new art
form [ Abstract Expressionisn], but we could have the street. - Alison
Know es114 We are not nonparticipants, |like the beats were: W are
armng to take the barricades. - Dick Hi ggins 11' As Higgins notes, the
beat ni ks were a generation of self-perceived rebels who played the role
of “nonparticipants', and whose pursuit of a romantic individualism
ultimately led themback into the fold of a tradition, back into the
nyt hos of the American frontier. (Indeed, the beatniks' attraction to
Eastern phil osophi es rang of transcendence, of the ecstatic self
subsuned into the oneness of nature.) This sane nythos was concurrently
being lionised and reified in the visual arts as " Anerican- Type'
pai nting: big, fast and unshaven, the abstract Expressionist gesture
becane the | oaded signifier of American selfhood - the automatic witing
of the American unconsci ous, vast and spontaneous, but always bound to
its territory. Nam June Paik points out that it is not only the destiny
of Anerican arts to be the vehicles of such territorialities, but that
of Zen as well. In the June 1964 edition of cc fiVe ThReE, Paik had a
great deal to say about Zen: Now |l et ne tal k about Zen, although |I avoid
it usually, not to becone the salesman of "OUR culture |ike Daisetsu
Suzuki, because the cultural patriotismis nore harnful than the
political patriotism because the former is the disguised one, and
especially the self-propaganda of Zen (the doctrine of self-abandonnent)
nmust be the stupid suicide of Zen. Anyway, Zen consists of two
negations. the first negation: The absolute _IS the relative. the second
negation: The relative _|IS the absolute. The first negation is a sinple
fact, which every nortal neets every day, everything passes away .
not her, |over, hero, youth, fame . . . etc. The second negation is the
KEY- poi nt of Zen. That neans . . . The NOWis utopia, what it nay be.
The NOWin 40 million years is also utopia, what it nmay be. Therefore W
should |l earn, how to be satisfied with 75% how to be satisfied with 50%
how to be satisfied with 38% how to be satisfied with 9%
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Zen is anti-avant-garde, anti-frontier spirit, anti-Kennedy. Zen is
responsi bl e of Asian poverty. How can | justify ZEN, w thout justifying
Asi an poverty?? It is another problem to which | will refer again in
the next essay. The frustration renmains as the frustration. There is NO
catharsis. Paik, in this passage, in part an invective agai nst Zen,
strikes an inportant note. Zen, he asserts, is 'responsible of Asian
poverty', and if Zen is to be justified, it nust be seen in that |ight.
In feudal Japan, for exanple, Zen was revived in the fourteenth century,
transnmitted within a nonastic system overseen and subsi di sed by the

i mperial court, as well as by the many military governors, or shogun
who rul ed the provinces. The nonks, trained in cloistered nountain
nonasteries and respected by the masses as highly educated spiritual

| eaders, were regarded by the rulers as 'effective nmeans for quelling
unruly el enents anong the populace'.' is Zen pronotes an essenti al

qui eti sm anongst its practitioners, a 'doctrine of self-abandonnent'’

t hat demands that one reins in desires. As Paik points out, Zen teaches
"how to be satisfied with 75% how to be satisfied with 38%; in short,
it teaches one to accept and be satisfied with one's Iot in life, even
if that lot is economc poverty. Cearly, such a teaching would have
been inmensely useful to a mlitary ruler (who hinself would certainly
not be satisfied with these percentages), and Zen quickly becane
official culture in Japan. In the United States of the 1950s and 1960s,
the incorporation of a nmethodology of Zen in the arts neant sonethi ng
quite different fromthat of its use in feudal Japan. For the beatniks,
and for artists such as Franz Kline, Zen's appeal was that of a pure,
exotic, certainly nystifying other. Zen offered an ancient, solemm set
of artistic traditions far renoved fromreason and naturalistic
representation. A sanction and inspiration for a self- perceived

"adi, ance guard', Zen was enployed by artists and poets as a tool to
explore the frontiers of the unconscious, the unnitigated, spontaneous
source of selfhood. Like the beatniks, and certainly like the
counterculture(s) that flourished throughout the 1960s, the artists of
FI uxus were concerned with establishing an unnmedi ated relationship with
the world. But the artists of Fluxus, as we have seen, did not regard
the self -- particularly the unconscious as the absol ute, generative
centre of this world. Rather, there was a concern with decentring the
self, positioning the self as one proti,isional centre in perpetual
interaction with the infinite multiplicity of centres that constitute
the world. In contrast to the Zen of the beatniks - a neans to
consummat e the 'nmani fest destiny' of nodernism the revelation of the
frontiers of selflhood - the Zen appreciated by the artists of Fl uxus
was, as Pai k says, 'anti- avant-garde, anti-frontier spirit,

anti - Kennedy'. |Indeed, Zen, as received by sonme of the artists of
Fl uxus, posits a self that is no self at all. George Maciunas understood
this, and enployed it to advance his own notions of 'selflessness'. In a

letter dated 16 March 1964, Maci unas offered some advice to Ben Vauti er:
I notice with disappointment your GRON NG MEGALOVANI A. Way not try Zen
met hod. Curb and elimnate your ego entirely. (If you can) don't sign
anything - don't
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DAVID T DORI'S attribute anything to yourself - depersonalize yourself!
that's in true Fluxus collective spirit. De-europeanize yourself! As
Jackson Mac Low points out, Mciunas' notions of "“depersonalisation' and
“true Fluxus collective spirit' “were based on hal f-baked Leninist ideas
and have little if any relation to Buddhism' 118 Yet the understandi ng
of Zen as a nethod of decentring the self is consonant w th Mci unas'
desire to elimnate "the idea of the professional artist, art-for-art
i deol ogy, expression of artists' ego through art, etc.'.119 Such a
radi cal revision of the conceit of authorship goes hand-in-hand with the
critique of the autonony of the object posited by Fluxus artists. This
stance stood in marked contrast to that of the thriving art market of
the period - a market that flourished by pronul gating the nythic
individuality of the artist as well as the nonolithic authority of the
artist's product. Fluxus downplayed - indeed, it sought to elimnate -
the artist's traditional role as unique producer of unigue objects,
instead creating situations in which objects, often objects of daily
use, would be allowed a space in which to reveal thenselves. Know honor
But keep to the role of the disgraced And be a valley to the enpire. If
you are a valley to the enpire, Then the constant virtue [power] wll be
sufficient . . . - Tao Te Ching, Chapter 27 The artists of Fluxus wal ked
an alternative, ultimtely revolutionary passage through, or rather as,
a valley to the enpire of representation. In contrast to the | ogos of
t he beatni ks and Abstract Expressionists - the narrative of the
frontier, the production of a nyth of formal whol eness validated by a
| ogic of transcendental affirmation - the artists of Fluxus posited no
absol utes, no nethods, no tools, no fixed structures for their works.

Rat her, their node of production was based on the notion of a plenitude
of possi bl e neanings and interpretations - detached from an
under st andi ng of the work as an extension of the artist's identity. Dick
Hi ggi ns calls such work " post-selfcognitive', or "~post-cognitive' for
short. The post-cognitive work, says Hi ggins, is concerned with the

obj ect qua object, the poemwi thin the poem the word within the word -
the process as process, accepting reality as a found object, enfolding
it by the edges, so to speak, without trying to distort it (artistically
or otherwise) in its depiction. The work beconmes the matrix - any kind
of matrix will do for the particular needs of the particular work. The

artist gives you the structure: you may fill it in yourself. This is not
formalism (though it includes structuralismas an aspect) - the enphasis
is still on the subject. But the subject is accepted - the artist wll

have to | ook el sewhere, if he wants to prove his identity.120 The works
of which Higgins speaks are no | onger grounded in the subjectivity of
the artist, but in the horizons of a particular work's inception, its
many possi ble centres and contexts. The formof a work is entirely

conti ngent upon the exigencies of its nmonment(s) of realisation, beyond
the control of the artist. In another essay Higgins notes: One thing
above all was foreign to Fluxus works: personal intrusion on the part of
the artist. In fact there was al nost a cult anong Fl uxus people - or
nore properly, a fetish, carried far beyond any rational or explainable
| evel - which idealised the nost direct relationship with "reality,’



specifically objective reality. The lives of objects, their
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It is a way of returning to nature, in short, to our Buddha nature. It
is away in which a cold winter rain, the swallows of evening, even the
very day in its hotness and the length of the night becone truly alive,
share in our humanity, speak their own silent and expressive | anguage.

"' Adopting this viewpoint, it would be incorrect to say that Fl uxworks
(many of which were known as "“neo-hai ku events') are inexpressive as a
result of the artist's self-limting role in their production. Rather,
the site of expression in Fluxworks has been radically shifted fromthe
artist to the object (no |onger necessarily an art object), which in
turn nust be engaged by a receiving subjectivity, an arbitrarily inposed

force, if it is to come to presence at all. In Zen thought, object and
subj ect are interdependent, and this is clearly the case in Fluxus as
wel I . Fluxus works are singularities, each nonent of performance

identical only with itself, subject to the intervention of an infinite
nunber of potential, tenporary forces. Lines of force and transformation
can be drawn between any nunber of works, realisations, participants,
avail able nmaterials, points of view. There is thus no repetition, no
re-presentation, in the space of the Fluxus nonmad, only the production
of possibilities, pernmutations and new intensities. Nothing lasts |ong
enough, or speaks with enough authority, for it to be represented .
Jean-Frans Lyotard declares that, in the place of representation, one
should insist on the f etting. Representation and opposition inply
menory: in passing fromone singularity to the other, the one and the

ot her are maintai ned together (through channels of circulation, set-ups,
fantasies or libidinal configurations of cathexes). An identity (the
same) is inplied in this menory. In the eternal return as a desire for
potentiality, there is precisely no nenory. The travel is a passage
without a trace, a forgetting, instantaneouses which are nmultiple only
for the discourse, not in thenselves. Such is the reason for the absence
of representation in this voyage, this nomadi smof intensities. 123 W
find this same idea in Zen - the notion of forgetting as a way of

mai nt ai ni ng an i medi ate awareness of the shifting present, beyond
representation. In the Hsin Hsin M ng, one of the earliest Zen texts,
Seng Ts'an (d. 606?), the third patriarch of Zen, points out that in
forgetting, one noves beyond the real mwhere conparisons can be made,
and where even the notion of identity (" oneness') is transcended: Forget
the wherefore of things, And we attain a state beyond anal ogy: Movenent
stopped is no novenent, And rest set in notion is no rest. Wen dualism
does no nore obtain, Even oneness itself remnins not as such
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DAVID T DORIS In this idealised space of transcendence, says Seng

Ts'an, Nothing is retained now, Nothing is to be nmenorised, Al is void,
lucid, and self-illumnating, There is no strain, no exertion, no
wasting of energy This is where thinking never attains, This is where
the imagination fails to neasure. i'4 This idealised space of

transcendence and forgetting is sunyata - enptiness - the source of
everything that is the case. i'5 In the Hsin Hsin Mng, itself quite

i mbued with a Taoist sensibility, we are given instructions as to how
one mght fully experience this: "no strain, no exertion, no wasting of
energy.' In Zen and Fl uxus, one sinply does what one is doing now, even
if that sonething is not very nmuch at all. This can be art, if one

wi shes to call it such, or it can be Zen or neditation, sport, nusic,
wor k, relaxation, education - whatever one might wish to call it. In a
1967 letter to John Cage, Ceorge Brecht strikes to the heart of the
matter: | continue to do as little as possible and to be cl oser perhaps
to Chuang-Tzu than to Hui Neng though they're both great guys. The
refrigerator door works better nowthat |'ve oiled it.' 126 In Zen, nmany
of the artists involved in Fluxus found a paradi gmfor destabilising the
individual's relationship to the object and to the world. This paradi gm
necessitated a rethinking of the forns of presentation that woul d seek
not do violence to the object or the individual by submitting themto
closure. Instead, the new forns woul d recognise the relationship between
object and self within a condition of constant change, each presencing
for a nmoment and then recedi ng back into the horizon whence it cane,

| eaving behind scarcely a trace of itself. In this recognition, Fluxus,
i ke Zen, shed doubt on the notion of ownership and so circumvented the
mechani sns of the systemof official 'avant-garde' culture, the business
of art as business - at |east tenporarily. Comrerce, after all, has a
way of catching up with even the nost fleeting of ephenera. The year 1997
marked the thirty-fifth anniversary of the first Fluxus festivals.
During these thirty-five years, the artists of Fluxus have dodged and
flitted between categories, surfacing now and again to tweak the
collective nose of the art world. Fluxus brought the very act of
perception up for accounting by attenpting to clear the slate,
elimnating everything that was held to be nonessential to the acts of
perceiving, of doing, of sinply being in the world and acting as if it
mattered. If the sporadic outbursts of performances and publishing offer

any indication, Fluxus still has the power to do so. In Fluxus, said
George Brecht in 1964, "individuals with sonmething unnanmeabl e in common
have sinply naturally coal esced to publish and performtheir work."' i'7

Today, after so many exhibitions and articles, that “something' remains
unnanabl e, those “individuals' remain individuals. Perhaps this is what
has kept Fluxus vital over the course of these thirty-odd years: try as
one mght to nanme it, Fluxus still cannot be pinned down, cannot be
expl ai ned away. The passage of tine has denponstrated that the ultimte
fact of Fluxus may be that which is inscribed within its very name. The
myriad creatures rise fromit yet it clainms no authority; It gives them
life yet clainms no possession; It benefits themyet exacts no gratitude;
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and Szeeman, eds, Happening & Fluxus. 48 Dick Higgins, "The

Post - Cognitive Era: Looking for the Sense in IT All', in Hggins, A
Di al ectic of Centuries, p 6. 49 Jackson Mac Low, ~Buddhism Art,
Practice, Polity', in Kent Johnson and Crai g Paul enich, Beneath a Single

Moon, Boston, Shanmbhala, 1991, p 177. 50 Walter De Maria, 'Meaningl ess
Wrk', (1960), in Jackson Mac Low and La Monte
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CRAI G SAPER: FLUXUS AS A LABORATORY Much has been said about the fact
that Fluxus was not intended as an art novenent. Participants and

hi storians ali ke have argued that Fluxus sought an alternative to the
comrercial gallery system along with its faith in nasterpieces. In a
letter to Tomas Schmt, George Maciunas argued that the goal of Fluxus
was social, not aesthetic, and that it “could have tenporarily the
pedagogi cal function of teaching people the needl essness of art.' 1

H storians point out that these efforts to transgress the boundaries of
art eventually fail. The art world eventually recuperates from
once-radi cal transgressions, and dealers and collectors soon learn to
buy and sell even the nost transitory objects and performances. The tal k
of resistance and recuperation, however, obscures the idea of many
associated with Fluxus that their work was never intended to function
nerely as part of the art world. There was sonething nore, and that
sonething nore is what we m ss when one considers Fluxus nerely fromthe
perspective of art history. Mich attention is now directed to the

nmonet ary and historical value of Fluxus works as works of art. This

i nvol ves the customary and sonetinmes useful interpretation of Fluxus as
an art novenment. Another interpretation of Fluxus interests those
concerned with the inpact of electronic webs and Internet on future
forns of thought, pedagogy and communication. Fluxus offered a research
nmet hodol ogy for and what | call “networked ideas' and denpnstrated the
value of those ideas in various experinents. That history has received
| ess attention. Fluxus often parodied the kind of art that posits a
mast er pi ece appreciated by a spectator. By contrast, Fluxus works

hi ghl i ght ed soci o-poetic interaction and encouraged epi st enol ogi cal
experimentati on anong partici pant-users. Confronted with a Fl uxus work,
a participant-user would first notice how these works played agai nst the
notion that art should follow certain (nodernist) rules of form' For
exanpl e, one work by Ken Friedman suggests soci o-poetic and
anti-formalist qualities. The work consists entirely of the follow ng
text: “The distance fromthis sentence to your eye is ny scul pture.'
This work pokes fun at the normal criteria for scul pture. It also
suggests a particularly inportant interaction with the spectator. It
goes beyond a nere critical appreciation of art in its striving toward
the status of masterpiece to suggest a social network built on playing
t hrough or interacting anong people, activities and objects. In this
sense, Fluxus functions as nore than a way to organise information: it
is also a way to organi se soci al networks, networks of people |earning.
These networks are based on an interactive nodel of art rather than on
the traditional nodel of art as a one- way comruni cation from sender to
receiver, the notion of the artist offering inspired genius
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The idea of the work is part of the work here, and the idea has been
transferred along with the ownership of the object that enbodies it.'4
Forti explains that the audi ence perforns the piece in the process of
transferring the ideas. The work is “interactive'. The terminteractive
suggests the shift away fromthe notion of passing some unadul terated
information fromthe mnd of an author, an artist, or a teacher directly
to the eyes and ears of a spectator. Instead, participants interact with
i deas, playing through possibilities rather than deciding on the neaning
of a work once and for all. Dick Hi ggins categorises Fluxus under the
phrase Exenpl ative Art, which he defines as “art as illustration or
exanpl e or enbodi ment of idea, especially abstract conception or
principle . 6 Higgins' description of Fluxus "art-ganmes' can function as
a coda for this particular type of work. He wites that in art-ganes,
one "gives the rules without the exact details', and instead offers a
"range of possibilities'. H ggins goes on to list a series of crucial

el enments in art-ganes including social inplications and a comunity of
partici pants nore conscious of other participants than in nost forns of
drama or of performance art, what we mght call teamspirit. And there
is an el ement of fascination about when the rules will take effect.
Again, the authors leave the details of the actual event open. In an
essay titled, "Getting into Events', Ken Friednman di scusses ways to
perform Fl uxus event scores: You can performa Fluxus event in virtuoso
or bravura style, and you can performit jamm ng each piece into the
mnimal tinme possible as Ben Vautier does; or, go for a slow, neditative
rhythm as Alison Know es does; or, strike a balance as you'll see in the
concerts organised by Dick Hggins or Larry MIler. Pieces can have a
powerful torque, energised and dramatic, as in the work of MIlan Knizak
the earthly folkloric touch seen in Bengt of Klintberg' s pieces; or, the
at mospheric radi ance, spiritual and dazzling, that is seen in Beuys'
work. 's Significantly, these poetic scores do not depend on the voice
of a reader. Instead a participant-user "reads' the poetic event by
creating a situation. Fluxus event scores and performance instructions
have a didactic structural grammar; they seemto be parodies of
scientific experiments sinply because they reduce theatricality to a set
of instructions. Using the trappings of a science experinment suggests a
way to further displace the interpretation of Fluxus as an art novenent.
Buil ding and interacting with their work, rather than passively
appreciating it as a finished product, changes interpretation into a
generative project. The start of that sort of interpretation begins with
a new concept for the endeavour previously known as Fluxus: the Fluxus

| aboratory.
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..ERR, COD:1.. prototype of Happenings. Buckninster Fuller sunmarised
t he experinmental nature of these influential sumrer sessions: “failure
is a part of experinentation, you succeed when you stop failing'.'
t hough Bl ack Mountain College eventually closed its doors, the teachers
present during those two .. ERR, COD: 1.
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..ERR, COD:1.. Fluxus FLUX ART: non art - anusenent forgoes
di stinction between art and non-art forgoes artist's indispensability,
excl usi veness, individuality, anbition, forgoes all pretension towards a
significance, variety, inspiration, skill, conplexity, profundity,
greatness, institutional and commodity value. It strives for
nonstructural, nontheatrical , .. ERR, COD: 1.
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peopl e understand the urban and post-urban contenporary | andscape. The
Fl uxus magazi ne, Dol llage, conpiled by WIf Vostell, began publishing
in the early 1960s, subtitled "Bulletin der Fluxus and happeni ng
Avantgarde'. The July 1967 issue of Dolllage, bound in a cover of the
Fi garo newspaper printed on card-stock, includes contributions fromthe
concrete poet Dom Syl vester Hourd, the conposer and editor of the
assenbl i ng Remue Qu, Henry Chopin, Ben Vautier, Daniel Spoerri and Diter
Rot, the well-known printer, designer and artist who coll aborated with
Gonringer. There is a police- departnent letter to Vostell explaining
their actions in arresting Charlotte Mdorman for undressing during a
performance. The ..ERR COD:1.. CQu, Henry Chopin, Ben Vautier, Danie
Spoerri and Diter Rot, the well-known printer, designer and artist who
coll aborated with Gonringer. There is a police- departnent letter to
Vostell explaining their actions in arresting Charlotte Morman for
undressing during a performance. The .. ERR, CCD: 1.
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FLUXUS AS A LABORATORY 141 especially in their hurried first editions,
have | ong possessed a natural aptitude for the new and t he neani ngful.
That's art. Or is it ? Mre often it is error. Just as destruction-
in-art is mainly perverse, ugly, and anti-social. The designer has

phot ocopi ed a series of programmes by Ad Reinhardt witten vertically
over this newspaper article. They give instructions about programre
painting. In addition to these works, there are docunentations of papers
presented by George Maciunas on Fluxus, Jean Tinguely's statenent, Dom
Syl vester Hourd, MIlan Knizak, Yoko Ono ..ERR, COD:1.. by Ad

Rei nhardt witten vertically over this newspaper article. They give

i nstructi ons about programre painting. In addition to these works, there
are docunentati ons of papers presented by George Maci unas on Fl uxus,
Jean Tinguely's statenment, Dom Sylvester Hourd, MIlan Knizak, Yoko Ono
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..ERR, COD:1.. Fluxus |laboratory experinment. His Learning Machi ne
(1969) functions as the transitional work between Fluxus and the Fl uxus
| aboratory. It would have contained charts, diagrans and atl ases; it
woul d have re- categorised fields of knowl edge. Maciunas only conpl eted
a two-di nensi onal di agram and .. ERR, COD: 1.
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..ERR, COD:1.. of know edge. On cl oser exanination, however, there is
one key difference. The information is not structured in epochal
categories - that is, the Learning Machine does not structure the
cat egori es under headi ngs according to historical chronol ogi es,
movenents, or periods, nor does .. ERR, COD: 1.
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of a horse galloping: -one can translate lon as both standard and
stallion. Yoko Ono's filmof buttocks noving does nore than foll ow
Duchamp's efforts to “reduce, reduce, reduce' the inage to a single gag
and Muybridge's effort to isolate serially a particular novenment. Her
filmal so suggests another reference to the horse/stallion honophonic
chain: her filmis of an "ass'. The Fluxus |aboratory teaches through
the projection of a "what if' situation. In repeating protocinematic
experiments in the contenporary it,orld, Fluxus artists do not make a
nostalgic return to a phenonenol ogi cal project of isolating animal and
human novenents. Instead, they used the frame of reference of those
earlier cinematic experinments to disrupt both the perverse phenomenol ogy
of the Muybridge studies and the contenporary narrative cinema. After
all, there is a difference between Ono's film of noving buttocks and
Muybri dge's protoci nematic investigations of a horse gall oping. Both
focus on the isolation of a single novenent, but the content of the
filnms makes the Fluxus work a corrosive joke and the Miybridge
experiment nmerely a docunent about an attenpt to capture the truth of
novenent. Fluxus projected the possibility of a cinema that woul d use
“the relation of spectacle to the audience' as a vehicle for invention
rather than nere description. Wth this possible use of nmedia in mnd, a
concept such as the Fluxus | aboratory does not nerely use machi nes as
processors of information. It uses themas provocations to learning - a
| earni ng machi ne. For the Fluxanusenent centre, John Lennon and Yoko Ono
desi gned or planned a series of "Dispensing Machines'. These included
machi nes to di spense water (without a cup), sand and glue, an endl ess
stream of water, slugs (for noney), and a crying machine that was to

di spense tears. Those nmachines |ed the way to the nost inportant
contribution to a Fluxacadeny, a |earning machine. Yoko Ono's Chen,ing
& i m Machi ne Piece (1961), which has word cards in a gum machi ne, hints
at how a | earning machi ne m ght work. W get a nore devel oped version of
this possibility in George Brecht's Universal Machine (1976), a box with
many di agrans and pictures printed on the bottominner surface of the
box. The di agramnms resenbl e ni neteent h-century draw ngs from engi neering
and desi gn manual s,
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For biography: divide life into units, shake for each unit nmakes
bi ography substitute countries and make histories; substitute religions
and make spiritual narratives; substitute famlies and nmake

genealogies.... 5. wite question, put it in box, open, conjunction of
paper edges, words on paper, holes in paper with the objects and the
i mges of floor of box answers question.... 9. Are you sad ? Shake box.

obtain joke. 10. resolution of marital problens. 11. consider adding or
subtracting objects; extending or contraction imges on floor of box.
12. For a crudely assenbl ed publication created at Fl uxus West

[ Friedman's base of operations] in 1968. W gathered our nmail, put it
into a foliowth a cover, and sent it out. The idea |asted one issue,
but established a notion of gathering as the editorial principle of a
magazine. '5 In 1970 M chael Mrris and Gary Lee Nova began | mage Bank
as a commercial inmages' request list for mail artists and nont age
artists. It began using its extensive address list, and by 1971 nerged
many |ists, including the huge |list of 1400 nanes, addresses and phone
nunbers that Ken Friedman began conpiling in 1966. The |ist becane the
artist's directory for the nagazi ne FI LE when Fri edman visited Canada in
1972. Still later, Flash Art based its Art Diary on Friednan's origina
list and Who's Who in Anerican Art and Wio's Who in America were both
expanded t hrough selections fromFriedman's lists. FILE s parody cover
of LIFE was produced by the General lIdea Group. The lists distributed
free hel ped assenbling editors to distribute international nail art

t hrough net works.
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the truth for Ray Johnson is not correspondence to actuality
(verisimlitude), but is correspondence of part to part (pregnant
simlarities that dance).'' Johnson's Correspondence Art has an inplicit
epi stenol ogy: a fan's paranoid | ogic. He used the corrosive joke about
the art world and about the culture of fans for artists and stars as a
mechanismto explore as well as initiate, and participate in, artists'
networks. One chapter in ny |arger book-length work on assenblings and
net wor ks exam nes in detail the | ogic and systens involved in Ray
Johnson's work. 's His Correspondence Art and "on-sendi ngs' were aligned
with Fluxus, and his influence on mail art throughout the world spread
many of the Fluxus concerns to a huge pool of participants. One aspect
of these socio-poetic works is that they take a bad situation and turn
it into an opportunity for experinmentation. In the m d-1960s George

Maci unas found hinself trying to continue to publish kits and boxes as
well as contribute to Fluxus events in an extrenely difficult living
situation. Mciunas' work in setting up artists' cooperatives in SoHo
functions as one of his nobst inportant works and an exanpl e of

soci o-poetic work. The first Fluxhouse Cooperative was in the building
at 80 Woster Street that |ater becane the hone of Jonas Mekas'

Fil m Maker's Ci nemat heque. Maci unas purchased the enpty loft building in
1967. Hollis Melton explains that the city fought the formation of the
Ci nemat heque as well as the cooperative. In reaction, Mekas “called a
meeting of artists fromthe nei ghborhood' that led to the fornation of
the SoHo Artists Association. They sponsored street festivals attracting
t housands of tourists. The city, realising the potential gain, eased its
position, and in 1970 allowed artists to live in |oft buildings. The
term artists' |loft' soon becane a natural phrase to describe a place
where artists lived. Mciunas organised fifteen co-ops between 1966 and
1975. He used the logic of art to solve the problemof a l|iving
situation. The Fluxus work Visa ToatRi ste (Passport to the State of
Flair) (1966/77) was originally proposed by Ken Friedman in the

m d- 1960s as a conceptual work that allowed entrance to a state of mnd
Later Maciunas adapted this work to enable the bearer to "pass freely
and wi thout hindrance' into a Fluxfest. The state of mind for which

Fri edman was suppl ying the passport was as delinited as the Fluxfest -
you visited these states and | eft. One could argue that this in sone
sense proved that the group still elevated art activity above everyday
life. Another reading nerely suggests that the activities functioned as
tests or experinments rather than as an entrance into a "newlife style
or a social(ist) utopia; that is, experinments are always contingent,
changing and in flux rather than continuous, stable, settled or decided.
The passport suggests an art in the sense of ars erotica, ars
theoretica, ars politica: strategies
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i ssues of cc V TRE, they have a sinple and i nmedi ate vi sual joke on
newspapers. Not only the headlines and the news stories, but the

organi sation of the editorial board, and the (dis)connection between the
captions and the photographic illustrations. Fluxus offers a way to
reduce concepts and ideas to sinple gaglike events or objects. Wen
taken up by the audi ence (when they “get it'), these deceptively smal
"gifts' can lead to many transformati ons. The reduction to a nononor phic
structure obviously resenbl es
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CRAI G SAPER Concrete Poetry's reduction of |anguage to a structural
conceptual gane. The Potlatch-like festivity with gag-gift giving that

Fl uxus produces resenbles the spirit of the Letterists and
Situationists.32 In a nunber of the event announcenents and nmni f estos,
Fluxus clains to include “concretismi and “letterisni. Even though the
two variants of visual poetry disagreed, the nerger passed with little
critical comment. Assenblings m xed and nerged w thout regard to the
previous contexts; in doing so, the participants invented a hybrid
tendency, a nutation, the Fluxus |aboratory. John Lennon denonstrates
this tendency in the supposed facsimle of his diary for 1968. Because
of his status as a star, one rushes to read it carefully for any new

i nformati on, especially since Yoko Ono has now refused to rel ease his
diaries to the public. This parodic use of “everyday life' appears in
The Lennon Diary in which all the entries read: " Got up, went to work,
cane honme, watched telly, went to bed.' The entries get increasingly
scraw ed, and the diary ends with one | ast "“~nenorandum that says,
"Renmenber to buy Diary 1969'. In some ways, then, the repetition of the
same everyday events plays a joke on the fan's narcissistic
identification with a star. One cannot avoid the urge, and the joke
depends on that unconfortable recognition and deflation of the pay-off.
The other reading of the diary is that it parodi es the boredom of
everyday life in a Situationist send-up of the prom se of change in the
“society of the spectacle'. Like nuch of the work in assenblings, this
is at first just a joke of recognition: you sinply get the joke and nove
on. Its other neanings seep in nore slowy. Fluxus |aboratory work
teaches how humour - in this case the joke of repetition and recognition
- can serve as a menory device. You renmenber the joke as it corrosively
changes the situations that we encounter every day; it wites graffiti
on habi tuated conceptions. It functions as a joke time-bonb. D ck

Hi ggi ns explains that Fluxus work fits into a postcognitive nodel.

Hi ggins, in his book on internedia, describes the post-cognitive
alternative to the cognitive nodel of education. He defines cognition as
a the “process of becom ng known by perception, reasoning or intuition',
and it also concerns "the expressionistic, self-revealing, and
uncovering of reality (transcend personal view) in order to interpret
world in new way. '33 Henry Flynt, who coined the phrase "concept art',
in 1961 (al though not with the same neaning as the | ater usage
“conceptual art') began using the term “postcognitive' to describe the

i mpact of conceptual work. The cognitive nodel attenpts to interpret and
describe reality, and, at least inits current incarnation, attenpts to
postul ate the abstract rul es of supposedly pure unadul terated thought.
Social interaction is conceived in ternms of an al gorithm c thought-code
machi ne. Cognitive expl anations descri be supposed origins of noves in a
t hought - game rat her than generating novel nmoves. The postcognitive works
set out to play the gane rather than determ ne who nmade the rules or
where they cone from In short, the postcognitive creates novel
realities. In fact, if we attenpt to find a logic in Fluxus activities,
t hey resenbl e Zen koans nore than a reflection or description of social
or artistic realities. These activities-koans have a peculiar structure



that allows for both a sinplicity and an al chenical disruption or
“breaking' of the frane of reference. Geg U ner describes this
structure and gives an exanple froma quote from Joseph Beuys: Another
deci sive Fluxus elenment was the “|ightness and nobility of the
material.' The Fluxus artists were fascinated by the opening up of the
sinplest nmaterials to the total
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a good inventive gag. That's what we're doing.' 37 In order for the
gagli ke elenment to work, objects and events nust have a very sinple
“nmononor phi¢c' structure. Fluxus offers a way to reduce concepts and

i deas to sinple gaglike events or objects. Wen taken-up by the audi ence
(when they "get it'), these sapates, or deceptively small gifts can | ead
to many transformations like bits and pieces of Beuys' autobiography

| at er provoking the foundation of the Geen Party. Ken Friedman expl ai ns
how this quality appears in Fluxus events: There is an inportant

di stinction that George Maci unas drew between the sensibility of the
happeni ng and the sensibility of the event. He referred to happenings as
‘neo- Baroque' theatre, a phrase that sumoned up the el aborate
flourishes of European Baroque architecture and music, as opposed to the
concentrated, austere focus on Japanese poetry and its architecture
which was reflected in the event formthat Maciunas ternmed " neo- Hai ku
theatre.' Yoko Ono characterised this work as having an 'event bent,’
while | created a termthat caught both the nmeditation and the hunour in
Fl uxus pieces with the term'Zen vaudeville.' 38 As an exanple of this
Zen vaudevil |l e approach, a special Fluxus issue of Art and Artists
closes with one final Fluxus event score: “Wen you are through doing
every other event in this magazine, take the paper to the roof, crunple
it, throwit into the air, and see if it becones a cloud .,39 A soci al
scul pture does not nmerely coment on the production of art, but al so on
t he production of specific types of social networks. As a forumfor this
ext ensi on, one can consider Fluxus |aboratory boxes, kits, and
assenblings as the transition into, and kitlike instructions for, the
gui ntessential works of the twenty-first century: networked-ideas. Wth
Fl uxus | aboratory, the production and distribution systens becone poens
t hensel ves. One cannot “read' these socio-poetic works the way one reads
a phonetic poem but one can read these works as poetry on our current
cultural situations. NOTES 1 Robert Pincus-Wtten, “Introduction', in
Jon Hendricks, ed, Fluxus Codex, Detroit, M, Glbert and Lila Silvernman
Fluxus Collection in association with Harry N Abranms, New York, 1988, p
37. 2 Dick Higgins, "Intermedia', in Higgins, A D alectics of Centuries.
Toiti,ards a Theorl, of
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CRAI G SAPER the Neil, Arts, New York, Printed Editions, 1978, pp
12--17. Conpare Stephen Foster and Hans Breder, Internedia, lowa Gty,
Uni versity of lowa Press, 1979. 3 Eric Andersen, [untitled], Editions
Et, 1. 4 Sinone Forti, Handbook in Mtion, Halifax, NS, Nova Scotia
Coll ege of Art and Design, 1974, p 45. 5 1bid., p 58. 6 Dick Higgins,
"Five Traditions of Art History: An Essay' [ poster]. See al so Lucy
Li ppard, Six Years: The Dematerialisation of Art, New York, Praeger
Publ i cations, 1973. Lippard offers descriptions of various concept ual
and Fl uxus works during the years 1966-71. For a broader context than
Six Years, see also Adrian Henri, Total Art. Environnents, Happenings,
and Performance, New York, Oxford University Press, 1974. 7 Higgins, A
Di al ectics of Centuries, pp 20-21. Conpare Richard Schechner
' Happenings ', Tulane Drania Revieir, vol 10, no. 2 (Wnter 1965), where
he argues persuasively that happenings resenble scientific |aboratory
experiments. 8 Ken Friednman, "Cetting into Events', Fluxus Peif6rrnance
Wor kbook, special issue, El Diarida, 1990, p 5. 9 Mary Enma Harris, The
Arts at Bl ack Mountain College, Canbridge, MA, MT, 1987. Ray Johnson
founder of the NY Correspondence School, attended Bl ack Muntain Coll ege
as a student that summer and is often associated with Fluxus. 10
Buckm nster Fuller, as quoted in Harris, The Arts at Bl ack Mountain
College, p 156. 11 Harris, The Arts at Black Muntain College, p 159. 12
CGeorge Maciunas, "~ Prospectus for New Marl borough Centre for the Arts',

[ xerox; unpublished]. 13 Estera M I man, Fluxtis and Friends. Sel ections
fromthe Alternath'e Traditions in the Contenporary Arts Collection
lowa City, University of |Iowa, Miuseum of Art, 1988, p 7. Conpare Victor
Musgrave, "~ The Unknown Art Movenent', Free Fluxiis Noir Special |ssue of
Art and Artists, vol 7, no. 79 (Cct 1972). 14 M I man, Fluxtrs and
Friends, p 5, citing George Maciunas' Fluxus Manifesto. 15 Aspen, vol 1,
no. 8 (Fall/Wnter 1968), designed by George Maciunas and edited by Dan
Graham (New York: Roaring Fork Press, 1968) [l oose panphl ets and pages,
boxed]. 16 Erving Gof frman, Frame Anal ysis: An Essay on the Organisation
of Expertise, Boston, MA, Northeastern University Press, 1986), p 375.
17 Ibid., p 382. 18 Ibid., p 399. 19 Ibid., p 408. 20 Mchael North, The
Fi nal Scul pture: Public Monuments and Mbdern Poets, I|thaca: Cornel

Uni versity Press, 1985, p 136. 21 Conpare Ceorge Maci unas, Expanded Arts
Di agram [a poster/diagram charting out the geneal ogy of Fluxus in terns
of many other art novenents]. 22 Dick Hi ggins, "~Fluxus: Theory and
Reception' in Fluxtis Research, Special |ssue of Lund Art Press, vol 2,
no. 2 (1991), p 37. 23 Tom Gunning, ~An Unseen Energy Swal |l ows the
Space: The Space in Early Filmand Its Relation to Anerican Avant-Grde
Film, in Filmbe f Giffith, in John L Fell, ed, Berkeley, University
of California Press, 1983, p 356. 24 Craig Adcock, 'Marcel Duchanp's

"I nstantan: Phot ography and the Event Structure of the Ready-nades', in
St ephen Foster, ed, "Ei,ent' Arts and Art Events, Ann Arbor, M, UM
Research Press, 1988, pp 239-66. 25 Ken Friedman, as quoted in Stephen
Per ki ns, ed, Assenbling Magazines, lowa City, Subspace Gallery, 1996, p
15. According to Peter Frank, the periodical Aval anche shared the high
production val ues favoured by Maciunas. See al so Ken Friedman, " The
Early Days of Mail Art', in Chuck Welch, ed, Eternal Nenrork, Calgary,



Uni versity of Calgary Press, 1995, pp 2--16.
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and Joan Rothfuss (M nneapolis: Wal ker Art Centre, 1993), pp 38-61, 52.
Anderson al so appreciates Situationist work as a forerunner to Fl uxus.
33 Dick Higgins, “Internedia,' in Horizons. The Poetics and Theory of
the Interredia, Carbondale: Southern Illinois Press, 1984, pp 20-21; and
Dick Higgins, A D alectics of Centuries. Toicards a Theory of the Neu
Arts, New York: Sonething Else Press, 1978, p7. 34 Geg Uner, Applied
G ammat ol ogy. Post (e) -Pedagogy front Joseph Beuys to Jacques Derrida,
Bal ti more: The Johns Hopkins University Press, 1984, p 240; in part
quoting from Gotz Adriam Wnifred Konnetz, and Karin Thomas, Joseph
Beuys: Life and Wrks, trans. Patricia Lech, Wodbury, New York:

Barrons, 1979, p 79. 35 Pincus-Wtten, 25. 36 Ibid., 16. 37 Larry
Mller, interview with Maciunas in a special posthunous issue of aV THE
no. 11, March 24, 1979, dedicated to Maciunas. 38 Ken Friedman, "~Cetting
into Events,' unnunbered el ectroni c pages. 39 Geoff Hendricks, ~Message
for readers of this issue received from Geoff Hendricks', Art and
Artists, special issue on Free Fluxus Now 7, no. 79 (Cct., 1972): 9.
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When you grow up, do you want to be a part of Fluxus? | do. Dick
Higgins, "A Child' s Hstory of Fluxus', New York, 1979. O the many
strategi es for enpowernent and historical positioning that Fluxus shared
with Dada, one of its self-proclaimed grandparents, the one that has the
nmost consequential ramifications for our own present is the recurrent

i nsi stence that each had identified a trans- historical constant, or
“tendency', that stretched back through history and forward into the
future. For the Romani an Poet Tristan Tzara - Dada's nost active
impresario - the existence of an ahistorical "Dada state of mind , or
“spirit', facilitated the appropriation of |ike-m nded individuals, the
nost not abl e of whom was probably Marcel Duchanp, into the novenent and
concurrently positioned a collective of dislocated war resisters within
the mai nstream of the avant-garde tradition. Wien Tzara aut hored his New
York “Authorisation', he was still actively involved in the construction
of an art culture - an activity endenic to all twentieth-century
avant - gar des. However, by the second half of our century (and after the
close of the second "war to end all wars'), Tzara and the rest of his
surviving co-participants in international Dada were retroactively
attenpting to dismantle this ahistorical aspect of the Dada nyth; that
is to say, to recontextualise their activities within the historical
realities of the First World War period. For the npbst part, participants
in the historical Fluxus have yet to follow suit. In his 1921 nock

aut hori sati on of New York Dada, Tzara insisted that Dada was "~ not a
dogma or a school, but rather a constellation of individuals and of free
facets" - yet another strategy persistently enployed by the Fluxus
peopl e, nost of whom are adamant in their insistence that Fluxus was not
a 'nmovenent'. Conversely, many participants willingly describe Fluxus as
an overtly utopian cultural space that facilitated the enactnent of
multiple artistic agendas. For exanple, according to Wl f Vostell
(orchestrator of "“De-Coll/Age
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ESTERA M LMAN Happeni ngs', sonetimes active participant in Fluxus, and
fellow traveller alongside Alan Kaprow within the anti-Pop, overtly
political, New York-based "NO art' or “~Doomi collective), “the
positivity of Fluxus [gave us] the possibility of meeting each other and
staying together. Individually artists existed before and after, but for
a few years they had the sane ideals, though not the same opinions.'2 As
was the case for Dada, historical Fluxus served as a banner around which
nunerous artistic, and sonetines activist, communities briefly
coal esced. M1l an Knizak (a founder nenber of the Prague-based group
Aktual , whose arrest in Czechoslovakia incited an international roster
of Fluxus participants to petition for his release) noted in 1977: It
was not the work of Fluxus that . . . we needed, but its very existence.
When Aktual activity started . . . we were conpletely isolated . . . but
knowi ng that sonmewhere [there was] sonmeone who was sinilar to us . :
hel ped us a lot during that period.3 Not only did Fluxus briefly unite a
nunber of context-specific international constellations of individuals,
it briefly provided themwith a fictive country whose geography was a
fignent of the comrunal inmagination. During a 1985 conversation, |
suggested as nuch to Alison Know es. In response to ny specul ati on that
Fl uxus was a kind of conceptual country that “granted short-term
citizenship to an international community of self proclained
cosnopol ites [and] provided That's absolutely right. The world of Fluxus
did exi st sonewhere.s As was the case for historical Dada, Fluxus served
as an interface anong subsets of geographically dispersed internationa
art cultures. Despite their aggressively anti-art personae, both the
Dada collective and its paradi gmati c neo- Dada counterpart was
di stingui shable frommgjority culture communities because of their
(sonetinmes veiled, yet recurrent) self- identification as alternative
art cultures. As a result, it can be convincingly argued that not only
were both fully fledged novenents (al beit of the anarchic variety), but
that both were heir to a nunber of other primary defining principles of
the twentieth-century avant-garde. The noderni st concept of a cultura
avant-garde was optim stically prophesised in 1825 by the French witer
and di pl omat Sai nt-Si nmon during a period of utopian progressivism The
artist was originally positioned within a cultural commttee of socially
consci ous individuals whose charge, mandated by the heirs of the
Enli ghtennment, entailed a collaborative attenpt to nove culture ahead to
a better future. The artist was not only to take his or her place
al ongsi de the scientist and the phil osopher, but was understood, by a
soci ety governed by idealism to be particularly well-qualified to make
substantial contributions to the dissem nation of the value structures
of this newworld. By the early twentieth century, having | ong since
beconme specific to literary and artistic actions, the concept
"avant-garde' had cone to be inseparable fromthe aesthetic basis of
comuni ty building and culturing. Thus, despite George Maci unas'
oft-cited (and strategically confrontational) “rear-garde' posturing, in
their critique of the institution of
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FLUXUS H STORY AND TRANS- HI STCRY 157 art and of larger cultural
constructs, as well as in their recurrent conmtnent to the processes of
culturing, participants in historical Fluxus fulfilled a nunber of the
sane fundanental prerequisites for nmenbership in this venerated
tradition of artistic activismas did their First Wirld War precursors
in Dada. In view of the fact that the utopian concept of a cultura
avant - garde and the nodern discipline of history (understood as a

soci ally progressive branch of know edge) were birthed one al ongside the
other, in their strategic attenpts to position thenselves historically
bot h Dada and Fluxus fulfilled yet another. Al though conventional w sdom
dictates that the avant-garde is by definition adamantly
anti-historical, both Dada and Fluxus repeatedly assuned responsibility
for the authorship of their respective histories. For the nbst part, the
nunerous narrative histories penned by the in-house historians of both
novenents were not dependent upon anal ytical, theoretical or

phi | osophi cal hi storiographic armatures. Positioned outside the active
art-historical discourse, these chroniclers of the marginalised often
adopt ed nodes of authorship nore closely aligned with the persona
narrative, diary, geneal ogy, chronology or tale. Nonetheless, through
the conposition and self-publication of these often transparently
agenda- bound testanents, these vernacul ar historians (perhaps

i nadvertently) challenge still widely held assunptions about realistic
hi story. Many of these well-authored historiographic fictions further
evidence the avant-garde's recurrent strategic preoccupation with its
own historical self-enpowernent. Tristan Tzara's Zurich Chronicle
1915-1919 first appeared in print in Ri chard Huel senbecks' Dada Al manach
(Berlin, 1920) and was |ater reproduced, in English translation, in both
Robert Motherwell's pivotal anthology, The Dada Painters and Poets
(1951) and in Hans Richter's 1965 edition of Dada Art and Anti-Art.

Al t hough the poet/ publisher's strategic 1919/20 account of purportedly
“historical' facts and events is arranged in chronol ogi cal order, the
document serves nultiple purposes as a nonsense poem and mani f est o.
Interestingly enough, under the heading "July 1917' Tzara asserts:
"Mysterious creation! Mgic Revolver! The Dada Movenent is |aunched'
(enphasis mne). 6 The chronicle welcones Francis Picabia, "the
antipainter just arrived from New York', into the ranks of the Zurich
Dada circle and strategically affiliates Tzara's own Dada publishing
activities in Zurich with Marcel Duchanp's parallel, yet independent,
New Yor k-based iconoclasns. In its celebration of "“Dschouang-Dsi [as]
the first Dadaist' ,g the Zurich Chronicle concurrently references what
was to beconme one of Dada's nobst inpactful strategies for historica
enpower ment - the trans-historical constant we have cone to identify as
the Dada spirit or state of mind In keeping with its author's role as
one of historical Dada's npbst active publicist/ networkers, the
chronicle closes with the (tongue-in-cheek) recounting that "Up to
October 15 [1919], 8590 articles on Dadai sm have appeared in the
newspapers and magazi nes of: Barcelona, St Gall, New York, Rapperswl|
Berlin, Warsaw, Mannhei m Prague, Rorschach, Vienna, Bordeaux, Hanburg,
Bol ogna, Nurenberg, Chaux-de-fonds, Col mar, Jassy, Bari, Copenhagen



Buchar est, Geneva, Boston, Frankfurt, Budapest, Madrid, Zurich, Lyon
Basl e, Christiania, Berne, Naples, Colognhe, Seville, Minich, Rone,
Horgen, Paris, Effretikon, London, |nnsbruck, Ansterdam Santa-Cruz,
Lei zi g, Lausanne, Chemitz, Rotterdam Brussels, Dresden, Santiago,

St ockhol m Hanover, Florence, Venice, Washington, etc. etc.'9 Dick

Hi ggi ns penned his child' s history of Fluxus sone seventeen and a half

years after the
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ESTERA M LMAN " Fl uxus Festival of New Miusic' in Wesbaden, a point in
ti me when, having successfully captured the inmagination of the German
mass nedia, the fledgling Fluxus comunity inadvertently coal esced
around this new banner. For some of this co-participants in the
hi storical collective, Fluxus had already "fluxed' . For others, the
purported existence of a nythical “fluxattitude' provided a nmechani sm
t hrough which to enact ongoing strategies for historical positioning.
Adopting the presentational format of a bedtine story of folk tale,

Hi ggins' narrative is both an activist reiteration of Fluxus' challenge
to normative hierarchical pretensions of the art world and a blatantly
agenda-specific attenpt to nmythify an ahistorical Fluxus spirit - a
fictional constant which, by virtue of its ability to stretch back to a
time when “the world was young', mght also carry Fluxus forward into
the art-historical future. It should be noted that despite the
novenent's recurrent attenpts to break down the |line of demarcation
between art and life and to denocratise the art experience (strategies
enpl oyed by nost twentieth-century avant-gardes), until the very recent
past Fluxus had, for the nost part, spoken nost directly to itself and
to other generations of |ike-mnded artists. However, as the nunerous,
highly visible exhibitions of a few years ago indicated, both historical
Fl uxus and the Fluxus spirit have undeni ably captured the imagination of
our own present. It is the former that served as a subject of the
exhibition “~Fluxus: A Conceptual Country', which | organised in 1992/ 93;
it was the latter that was |auded in the Walker Art Centre's concurrent
celebration, aptly entitled “In the Spirit of Fluxus'. "Fluxus: A
Conceptual Country' was conposed of a broad cross-section of works that
sit firmMy within the so-called Fluxus canon. It also very deliberately
attenmpted to chart |inks between proto-Fluxus in New York and concurrent
radical artistic activities - between North American Fluxus and the
Czech Aktual group, De-Coll/age Happeni ngs, the Spani sh-based Zaj

Col l ective, the Japanese-based Hi gh Red Centre group, and Fluxus in
Hol | and, Denmark and France anong others; and between Fl uxus and the
Under ground Press Syndicate, and the Californi a-based East Side and West
Bay [neo] Dadaists. In a Netic York Tinmes review of the exhibition
Hol I and Cotter noted: [Wth nost of the original artists represented],

t he superbly nounted Fl uxus: A Conceptual Country . . . gives a clear
multi-textured | ook at the novenent's early days . . . There's a fair
share of Dada whimsy . . . There is also a distinct if sporadic
political edge .. . reminders that the Vietnam War and the civil rights

novenent provided the historical context in which Fluxus artists worked.
Cotter's inmedi ate associ ation of Dada with the whinsical makes direct
reference to one unfortunate side-effect of the process of
decontextual i sation prerequisite to the ascendancy of the ahistorica
construct - the "Dada state of mind . Although scholars of Dada have

| ong been aware that historical Dada was one of our century's nost

sophi sticated, art-based, antiwar novenments, the lay public continues to
respond to the "magical power' of Dada's purportedly trans-historical
spirit. The consequence of the continued pervasiveness of this nyth
(originated by the Dadaists thenselves as a strategy for historica



positioning) is that the historical acconplishnments of the novenent have
consi stently been historiographically di senmpowered. Leaving the
potential ramfications of the parallel construct the “Fluxattitude'
upon our understandi ng of historical Fluxus aside for the nonent, let us
turn instead to Cotter's statenent concerning the current exhibition's
“sporadic' reference to historical Fluxus' political context.
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FLUXUS H STORY AND TRANS- HI STORY 159 While not all participants in

Fl uxus held pride of place in the roster of activist and overtly
politically engaged artists of the period, nost regularly assuned ...
Thus, early happenings and fluxus (li ke the works of [Robert]
Rauschenberg and [Jasper] Johns) were often disnissed as " neo-Dada.'
This was, of course, extrenely annoying for those of us who knew what
Dada was or had been.io In the early 1960s Andy Warhol was counted anong
the sel ect group of neo-Dadaists to have been singled out for nenbership
in the newy delineated (and soon to be canoni sed) North American Pop
Art consortium Wen asked in 1963 if “pop was a bad nane', Warhol (who
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..ERR, COD:1.. (Fluxus' prinmary inpresario and nmaster of cerenonies)
opened his 1962 nmani festo "~Neo-Dada in Misic, Theatre, Poetry, Art' wth
t he observation that “neo dada, its equivalent, or what appears to be
neo-dada, manifests itself in very wide fields of creativity.' 12 For

..ERR, COD: 1..
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..ERR, COD:1.. history textbook, Norbert Lynton also felt conpelled
to adamantly defend “art' agai nst contenporary iconoclasts. Toward t hat
end, he offers his readers one seenmingly eccentric observation that
per haps i nadvertently bears an uncanny stylistic resenblance to Hi ggins’
"AChild s History of Fluxus'. In ..ERR, COD: 1..
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..ERR, COD:1.. canonised Anerican Pop Art circle, Happenings, New
Realism ~Common Object Art', the overtly political, anti-Pop "NO art'
group and the Fluxus collective, anong others. From an historiographic
perspective, it is inmportant to renenber that, as a result, the
contenporary art world .. ERR, COD: 1.
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..ERR, COD:1.. it as successor to a subversive counter-cul ture
initiated in response to the MCarthyist 1950s27 and |ists what he
understands to have been Fluxus' historical precursors. After allocating
equal credit to Futurism Dada and Russian Constructivism Hendricks
posits that these historical nodels .. ERR, COD: 1.
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..ERR, COD:1.. (March-April 1977) reprinted in Flash Art, no. 149
(Nov-Dec 1989), p 104. 4 Estera MIman, "~Road Shows, Street Events, and
Fl uxus Peopl e: A Conversation with Alison Knowes', in MI|nman, ed,

Fl uxus: A Conceptual Country, Rhode |sland, Visible Language, 1992, no.
98. .. ERR, COD: 1.
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..ERR, COD:1.. FLUXUS H STORY AND TRANS- HI STORY 165 23 Max Kosl of f,
“An Interview with Robert Mdtherwell', Artforum vol 4, no. | (Sept
1965), p 37. 24 Ibid. 25 Dick Hi ggins, Respondent's statenent,

" Fl ux- Forum Synposi um , Wal ker Art Centre, 13-14 February 1993,
manuscri pt .. ERR, COD: 1.
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had enduring value. 2 Jean Sellem The ains of Fluxus, as set out in the
Mani festo of 1963, are extraordinary, but connect with the radical ideas
fermenting at the tine. 3 Cive Phillpot Fluxus had its antecedents in
those enlightened, earlier twentieth-century artists who wanted to

rel ease art fromthe noribund constraints of formalism 4 Jon Hendricks
The purpose of this chapter is to pose some questions concerning the
relationship of Fluxus to this schene of things; its alteration of the
scheme, acceptance of it or rejection of it. In posing the questions,
the point is not to determne the correct answer (Fluxus is avantgarde
nodern or whatever) so nuch as it is to formul ate sensi ble neans for
answering the questions; that is, how can we know if Fluxus is nodern,
avant - garde or what ever?
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to use this nodernist schene, as | maintain that Fluxus did, at |east in
certain inportant ways, an explanation is denanded. That is, why would a
group maintain the historiographic structures of nodernism
nmodernistically refute its content, and still consider itself detached
fromnodernisn? | believe that Fluxus, to a significant degree, behaved
in these ways and for what | think are fairly definabl e purposes.
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STEPHEN C FOSTER Hi ghly sel f-conscious historically, and sophisticated
inits manipulation of history's use, Fluxus tried to eclectically
organi se itself around the advantages of existing strategies at the sane
time that it attenpted to avoid their abuses. Fluxus was commtted to
soci al purpose but opposed the authoritarian neans by which it was
historically achieved. It denied the nmetaphysic of the avant-garde's
“progress' although it enbraced its nmeans for organising a group. It
rejected the domi nant culture's popul arisation of the avant-garde but
enbraced its nyth of the "masses'. It comunicated with ~Everyman', but
warranted itself with the captive audi ences for the avant-garde in the
university and the market-place. It rejected “art' where the rejection
rested largely on nothing nore than a counter-definition of the
establi shment's concept of art, and identified its sources as those
parts of nodernismthat defined thensel ves against the tradition. It
conpeted for artistic influence by not conpeting with art and conpeted
for social influence by conpeting with art ( Purge the world of
bourgeoi s sickness, "intellectual," professional & conmercialised
culture, PURGE the world of dead art...' 13 it veiled belief in
experience, conmunity in coalition, and art in environnmental netaphors.
Looked at individually, none of their points strikes us as particularly
surprising or new. W are nore likely to be inpressed by the fact that
Fl uxus seermed to adopt, nore or less indiscrininately, all of themin
ways that frequently seemto be contradictory and internally illogical
Yet, it must be said that none of these postures |ay outside positive or
negative assessnents of the noderni st and avant-garde debate - a debate
that, of course, belongs to nodernism It is tenpting to conclude that
Fl uxus is better defined through its “use' of nodernismand the
avant-garde than it is through any rejection of them As M| man notes,
"That the



Page 169

Hl STORI CAL DESI GN AND SOCI AL PURPCSE 169 or the avant-garde rests not in
the specifics of the terns but precisely in their organisation. That
Fluxus is modern or not rests |l ess on the use of the specific ternms than
the specific use of the terns. As the use of nodernisms ternms struck or
strike confirmed nodernists as illogical, it wwuld seemthat this could
only be accounted for by conparison with the nodernist canon as it was
conventional |y organi sed; for a nunber of reasons, however, even this is
not altogether clear. The probl em concerns whet her noderni smwoul d have
assessed Fluxus' use of its terns as illogical, or nerely idiosyncratic
or m sunderstood. The source of the organisation of terns that
constituted the noderni st canon were located in its concept of history.
To the degree that Fluxus nmaintained that concept, there was a

m sunder standi ng of sorts. But it nust also be said that it was a

m sunder standi ng of rather little consequence since nodernismeasily

tol erated m nor abuses of this sort and would have viewed it as little
or no threat to the fundanental basis of its historical design. "It is
to falsify history to describe Fluxus as an art novenent', wote Eric
Andersen.' 6 Because of Fluxus' acceptance of the history, the canon was
never fully raised to a level of visibility as a question. If Fluxus
rejected anything, it would seemto be the systemor structure of the
noder ni st programre or project, but in a way that required saving

noder nismi's programe, in part, for nmmintaining the group's operationa
objectives (a point I will return to later), objectives that should not
be confused with the nore straightforwardly transactional basis of the
hi storical work Fluxus so often clained as part of its geneal ogy (Dada
and Constructivism for exanple). This gets us somewhat further because
it inplies that in Fluxus there was a separation of neans and ends
untypi cal of nodernismand the avant-garde as we normal |y understand
them - considerations that bring us closer to identifying their
substantial rather than pol emical separation from noderni smand the
avant - garde. Fluxus seens to dislocate traditional "“neans and ends'

rel ati onships that are endem c to noderni smand the avantgarde and that
account, in large part, for their curve as it was represented at the
begi nning of this essay. If Fluxus wi shed to acconplish sonmething, it
was not enbodied in the ends inplied inits nmeans. | woul d suggest, in
fact, that Fluxus represents a unique situation where both "neans' and
“ends' serve equally as objectives or goals - objectives that were
historically, within the context of nobdernism reserved only for ends.
Nom nally anti-art, and part of the | ate-nodern resistance to the "art
obj ect', Fluxus sought appreciation and engagenent in its means.

Sel f-conscious of its historical place, it sought its significance and
position in its ends. The inportance of this lay in the non-dependent
relationship between the neans and ends and the respective audi ences
that supported the objectives attached to each. Position was no | onger
contingent on appreciation; significance on engagenent, and so on.
Engagenent and significance, for exanple, could be equally achieved, but
intotally unrelated ways. Wat is true of its strategies is true of its
works (nore or less the sane thing). They affirm noderni smand the
avant-garde; they deny it, manipulate it, enbrace it and shun it. Mst



importantly, they undernine the legibility of its canons and the
relationship posed between art's neans and ends: the creativity, the
lightness, the rethinking of culture, of our approach to |life are the

context in which Water Yamtakes place and fromwhich it enmerges. 17 Ken
Fri edmar z
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STEPHEN C FOSTER [ Fl uxus] An attitude that does not take to the
deci sions nmade by history as the guaranteed and t he guaranteei ng process
of the fluxes and the novements of creation.. Achille Bonito Aiva A
this al so broke apart the nornmal discourse |evels through which the
group was approached. No | onger concerned with neans and ends, criticism
coul d be conceived around either, with no loss to either: " Fl uxus
enconpasses opposites' wote George Brecht. "~Consider opposing it,
supporting it, ignoring it, changing your mnd '19 Indeed, with |uck
(and it was alnost inevitable with the variety of critical nodels in
service) criticismof Fluxus would be substructured variously by
consi deration of both neans and ends and exist on what anounted to a
non-conpetitive basis. The sane was true of historical approaches.
Indifferent to its location in the street, alternative space, or nuseum
t he historiographic nandates of nodernismyielded to a highly pernissive
situation where it was difficult to be wong. Yet - and this is

i mportant - Fluxus was always prepared to claimthat it was only a

hal f-truth. The cleverness of Fluxus was that it was the only party to
play all the possible positions simultaneously (if not by any one
particul ar individual, at |east by the group considered collectively).
Wth nmeans and ends unrel ated, Fluxus could be nade nodern, partially
nodern or anti-nodern. Its artists and critics could easily, and wi thout
contradiction, fill the pages of a xerox magazine, Artforum or an
Abrams Corpus. They could fight anpbng thensel ves, appropriate
individuals into their ranks who could not have been ot herw se
avai |l abl e, and expand in an indefinite nunber of future directions - all
with equal inmpunity fromthe critics and historians. In the hands of the
right witer, they could be, and no doubt are being, nmade suitable for
t ext book di scourses. There is no threat in any of this, because there is
al ways a way out. As Robert C Mdrrgan has witten, “Wiat is significant
in a Fluxus exhibition is the diversity of strategies and the
conmpl enmentary nature of the varied artists' intentions' .2>Fromthe
poi nt of view of the nobdernist, the position nmay seemirresponsible.
From the point of view of Fluxus, it is versatile and operational. |
think there are sone interesting conclusions to be drawn fromall this -
that is, that Fluxus was not at all necessarily anti-art, anti-purpose,
anti-institution or anti-nodern. It could, of course, equally well be
all of these. Fluxus, however, was decidedly not anti-historical, and
this seens to be a position that was not reversible in spite of hopefu
opinion to the contrary: To push Fluxus toward the Twenty-first century
means to grasp the group's anti- historicist spirit. 21 Achille Bonito
Oiva To go towards the year Two Thousand thus neans to carry out a new
task, that of avoiding defeat by tinme. 22 Achille Bonito Aiva The group
could reject nodernismand its historical design but not its history. By
that | nean that the various, weighty and contradictory options to which
Fluxus willingly and happily subnmitted remain, wthout exception
historically conceived options. In the separation of means and ends,

Fl uxus I ost the authority to convincingly author itself, or to have
others author it in its ow inmage. "By creating an absence of
aut horship,' Mrgan wites, "~Fluxus has revived itself as a significant



tendency in recent art'. 23 The relationship of Fluxus to nodernism
remai ns anbi guous only insofar as it may or nay not be nodern. But the
“means' of being nade one or the other is distinctly nodern. Hstory is
a nodern phenonenon, and anyone subnitting to it becones, to sone
extent, a subject of nodernism Since this is the case, any
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H STORI CAL DESI GN AND SOCI AL PURPCSE 171 proposition that Fluxus
radically separated itself fromnodernismis substantially weakened. In
closing, | amleft, and |l eave the reader, with a slightly puzzling
question. How nmuch of all this was deliberate, planned or expected? Is
contenporary Fluxus a rationalisation of an early m sunderstandi ng, or
is it the fruits of a sophisticated, Duchanpian refusal to conmt? It
seens to nme that the question is related to why Fluxus, as nodernism (as
opposed to the other options), seens to have won the day. Although it
could be, and surely will be argued, that Fluxus was sinply assiml ated,
absorbed and appropriated by an insensitive, voracious art world and its
publics (the solace of all failed radicalisnms), | would rmaintain that

Fl uxus, fromthe beginning, was never in a position to deternmne its
fate otherwise. Its flirtation with history firmy secured its place in
nodernism NOTES 1 Jean Sellem ~Twelve Questions for Ken Friednan', in
FI uxus Research, Special |ssue of Lztnd Art Press, vol 2, no. 2, (1991).
p 95. 2 Jean Sellem " Fluxus Research' in Fluxus Research, p. 5 3 dive
Phi | pot, " Fluxus: Magazi nes, Manifestos, Multumin Parvo', in Cive
Phi | pot and Jon Hendricks, eds, Fluxus: Selections fromthe Gl bert and
Lila Silvernman Col |l ecti on, New York, Miuseum of Mdern Art, 1988, p 11. 4
Jon Hendricks, “Introduction to the Exhibition', in Philpot and

Hendri cks, eds, Fluxus: Selections ..., p 2. 9 Jean Dupuy, “Were' in
Fl uxus!, Institute of Modern Art, Brisbane, 1990, p 13. 10 George
Maci unas, cited in Jon Hendricks, “Introduction to the Exhibition', in

Fl uxus: Selections . . ., p 24 11 Dick ..ERR COD: 3.
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NI CHOLAS ZURBRUGG A SPIRIT OF LARGE GOALS : FLUXUS, DADA AND
POSTMODERN CULTURAL THEORY AT TWO SPEEDS Li ke many of the

chronol ogical |y postnodern artistic novenents follow ng the noderni st
cultural renaissance of the early twentieth century, Fluxus arose in the
| ate 1950s and early 1960s. These decades ushered in, to appropriate the
fanmous |ines from Charl es D ckens' 1859 novel, A Tale of Two Cities,
both "the best of tines' and "the worst of times'. For an apocal yptic
cultural theorist such as Jean Baudrillard, the postnodern condition is
“an ammesiac world" of “catastrophe in slow notion'. Resisting the
defeati st “ethical abdication' that Fx Guattari diagnoses within nost
dom nant cultural theory, 2 the affirmative nonmentum of Fluxus cul tura
practices is best introduced in ternms of what Ken Friedman identifies as
its conmtnment to "robust paradigns for innovation' and “human growth','
and its resilient “spirit of large goals'. 4 A certain |lightness of
touch, and a certain innate resistance to dogma differentiates the

Fl uxus aesthetic fromboth the nore precise kind of political agenda

t hat Joseph Beuys associated with the “clearly marked goal',' and the
still nore stringent philosophical rigour that Rirgen Habermas advocates
in terns of the prepostnodern - and in retrospect, quintessential

anti - postmodern - Enlightennent ideal of “conmunicative rationality'. 6
At first glance, the calculatedly “viral, fractal quality' and
“aphoristic and fragnentary formi commended by postnodern theorists such
as Baudrillard certainly seens to share sonething of the enignatic
register of its Fluxus precursors' provocations.' Contenplating
Baudrillard' s witings, one nmght well ask "Is this theory?' , and
contenpl ating the whinsical sinplicity of a Fluxus object, a Fluxus
event or a Fluxus score, one mght well respond - somewhat |ike Andreas
Huyssens' son before Beuys' 1982 Kassel Docunenta installation - with
such questions as: "Is this art?', "Is this politics?, "Is this
theory?" or "Is this just a jokeT.8 Beuys' finest works, |ike the finest
of Fluxus works and the finest of Baudrillard' s paragraphs, are al

per haps best understood as a kind of highly serious joke; as sonething
funny “ha ha', and perhaps funny peculiar, but also as sonmething funnily
rel evant and funnily revealing. As the Australian performance arti st

Stel arc suggests, deceptively sinple art may well ignite unexpectedly
intense insight: | renenber once, at one of the Kassel Docunentas,
wal ki ng over a square bit of concrete sort of in the ground, with a
circle of brass in the mddle, which seenmed to be a very mninal,

sinple, beautiful little piece. But then, going into the nmuseum |

di scovered that this was Walter de Maria's installation, and that brass
circle was in fact
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"A SPIRIT OF LARGE GOALS' 173 a kilonmetre deep brass rod into the ground
And all of a sudden, you know, the kind of spatial dinensions and
structural aesthetics of that piece exploded cerebrally!9 Over the years
I have responded to Fluxus in somewhat simlar stages, and never nore so
than to Personal Space (1972), a text by Ken Friedman that | first
encountered in R chard Kostel anetz's ant hol ogy Breakthrough Fictioneers
(1973), which also included - anobng many ot her works - a concrete poem

that | had witten entitled "w nd chasing dog', in which these words
read right to left, or left to right, around a rectangular structure. A
pl easing extra- linear realistic work, | had thought, having watched a

dog chasing the wind, or chased by the wind, on a hillside in 1971. But
what coul d one nake of Friednman's Personal Space, which advises the
reader: Immediately after reading this instruction, close the book.
Strongly visualise two (2) inches of space around the book in al
directions. Fill this space with any ideas or materials you may w sh.
This space is your Personal Space. As such it is not only personalised,
but portable - that is, it nay be unwapped fromaround this book and
used anywhere
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NI CHOLAS ZURBRUGG | f the Fluxus aesthetic and the provocative register
of Baudrillard' s witings sonmetines appear to resist evaluation, this is
surely because they both enploy the sane self-deflating |ogic which
initially typecast Dada as little nmore than an irritating joke. Tristan
Tzara's “~Dada Mani festo on Feeble Love and Bitter Love' (1920), for
exanmpl e, taunts the reader with the apparently absurd suggestion that
"Dada is a dog - a conpass - the lining of the stomach', before rather
nmore aptly claimng that by confronting them . 22 But at their nost
di stinct extrenes, Fluxus practices and postnodern cultural theory
differ in terns of their self-confidence and their commtnent to
positive change. Wile nost postnodern cultural theorists envisage the
present as (to return to Dickens) “a season of Darkness', nost Fluxus
artists maintain faith in "the spring of hope'. For Dick Hi ggins, for
exanpl e, "The very name, "Fluxus", suggests change, being in a state of
flux', and reflecting "the nost exciting avant-garde tendencies of a
given tinme or nonent - the fluxattitude.'23 Wiile sensitive to the
“frail' quality of such “beginnings', H ggins warns that it would seem
unwi se to disnmiss themas inpossibilities, sinply because they do not
nmeasure up to the achievenents of the nodernisns of the bulk of the
twentieth century, now ending' . 24 Likewi se, Emmett WIIlians evokes the
Fl uxus aesthetic in terns of its aspiration “to do things that we had
never seen before, to make the kind of books that sinply didn't exist'
;25 and Friednman equates the Fluxus aesthetic with an “unwillingness to
be told what sort of goals are too large'. 26 Turning to the way in
which its flexible goals facilitated its collective survival, Paik cites
Fl uxus as "one of the very few anarchistic groups'



Page 175

then Prague and Budapest. It just gets livelier and livelier. 30 As
Williams intinmates, the fortunes of Fluxus typify the way in which the
best of the postnodern avant-gardes displace, replace and then
eventually rejoin earlier traditions, initially subverting artistic
creativity has remai ned dependent through the present day'. In turn
Higgins differentiates the phases in the careers of Fluxus artists,
noting how art in flux constantly evol ves beyond both its origins and
its own nost cherished early aspirations: For “~pure Fluxus', one nust
|l ook to the first pieces of the late fifties and early sixties. But just
as Max Ernst did not die with Dada, so Fluxus artists did not end with
t he self-
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Al though this is not a world in which everybody seens to be doing al
kinds of incredibly stinulating things, as they did, say, in the

ni net een sixties, although this world is basically sonewhat of a
down-world, it's probably therefore a | realised that |I couldn't
speci al i se, because every tinme | tried, | got depressed. 41 Baudrill ard,
by contrast, usually argues that ~We shouldn't presunme to produce
positive solutions', 42 sonewhat as Janeson insists that nultinedia texts

such as video art “ought not to have any "neaning' at all'. As Nam June
Pai k observes, academ c chic seens to conpel incredulity towards
creative innovation. O course all intellectuals are against technol ogy,

and all for ecology, which is very inportant. But in a way, we are
i nventing nore pollution-free technol ogy
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And that's beautiful, it's a highly noral nodel for a comunity to
function in. That's why |'ve always thought that this conmunity in
flight, inexistant, in perpetual conflict, is a sort of nodel - and of

course this conmunity lives in anguish -"Can | do it, can | measure up
to this demand i nmposed on nme fromwhere | don't know, can | nake this
instead of that, see if | can get sound out of an old pot - what is art,
what is painting, what is poetry - and orality, and witing? These
guestions are always with us, and cannot be perceived w thout a sense of
angui sh, because they are grave questions. Amen. 49 Despite the levity
of his final self-consciously self-deflating “Aren' signalling - perhaps
- a certain disconfort before “grave questions', Lyotard's account of
this kind of “conmunity in flight' admrably conplenents Friedman's
evocati on of Fluxus' curiously advantageous 'disorganisation'. 50
Qoviously, this nentality did not appeal to all Fluxus artists. As Beuys
explains, if he broke away in the early 1960s, in order "to address
deeper elenents 151 than Maciunas' wish to “direct
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but we cannot see what it is.'58 Cannot see, or cannot yet see? As

H ggi ns enphasi ses, even though we nmay not know for sure where the
"beginnings will lead to', it is our responsibility to facilitate and
follow the fortunes of new possibilities, especially when their nost
positive 'speeds' seemlikely to | ead beyond fam liar postnodern
cultural debates, towards w der, nore challenging goals. Quite sinply,
"W are not just nodern or postnodern today. W are prem |l ennarian, and
it is up to us and those who cone after us to determ ne what that means.
'59 NOTES 1 Jean Baudrillard, 'The Anorexic Ruins', in D etmar Kanper
and Christoph Wil f, eds, Looking Back on the End of the Wirld, New York,
Sem otext (e), 1989, pp 33, 34. 2 Fx GQuattari, ~Postnoderni sm and

Et hi cal Abdication', Interview with N cholas Zurbrugg, Photofile

[ Sydney], no. 39 (July 1993), p 13. 3 Ken Friedman, 'Rethinking Fluxus'

, in N cholas Tsoutas and Nichol as Zurbrugg, eds, Fluxus!, Brisbane,
Institute of Modern Art, 1990, pp 23-4. 4 |bid., p 26. 5 Beuys, cited in
Gtz Adriani, Wnfried Konnertz and Karin Thomas, eds, Joseph Beuys.
Life and Works, trans Patricia Lech, New York, Barron's, 1979, p 86. 6
Jfirgen Habermas, 'Mddernity versus Postnodernity', Nei.v Gernman
Critique, no. 22 (Wnter 1981), p 7. 7 Jean Baudrillard, 'Fractal
Theory', Interview with Nicholas Zurbrugg, in Mke Gane, ed, Baudrillard
Li ve, London, Routledge, 1993, p 171. 8 Andreas Huyssens, 'Mapping the
Post nodern', New German Critique, no. 33 (Fall 1984), p 5. 9 'Telematic
Trenors: Telematic Pleasures, Stelarc and "Fractal Flesh"', Interview
with Nicholas Zurbrugg, in Anna Novakov, ed, Carnal Pleasures: The
Publ i c Spaces of Desire, Seattle, WA, Bay Press (forthcomng). 10 In

Ri chard Kostel anetz, ed, Breakthrough Fictioneers, Barton, Sonething

El se Press, 1973, p 224. 11 Nam June Pai k, Interview with N chol as

Zur brugg, in Fluxus, Special Issue of Lund Art Press, vol 2, no. 2
(1991), p 135. 12 Friedman, 'Rethinking Fluxus', p 19. 13 Ibid. 14 |bid.
15 Tristan Tzara, 'Dada Manifesto on Feeble Love and Bitter Love'

(1920); reprinted in Seven Dada Manifesto, trans Barbara Wight, London,
John Cal der, 1977, p 43. 16 Baudrillard, 'The Anorexic Ruins', p. 31. 17
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GVt Anyway, that's something that Mathieu would do. So Gutai was very
close to Georges Mathieu in the sense that they were doi ng paintings as
Actions, nmuch nore than Pollock. And you know, different from Yves
Klein. The chart doesn't show [the]contribution of Yves Klein, and
that's where he should still be added on, that's where the chart is

i nconpl ete. Yves Klein has to be given nore prom nence in [the] 1960s,
which he is not. The other inportant figure is Joseph Cornell, starting
in 1932. Now his influence sort of is connected to Surrealists and it
shows how his influence affects a | ot George Brecht and Bob Watts,
especially George Brecht. Now with those basic influences - of the
action painting of Mathieu and first happenings of John Cage and
generally all John Cage, everything that he did in the '50s, plus Joseph
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sprang fromdance tradition but you couldn't call that a dance. They

were like very natural acts you know, |ike walking. LM | see. Physica
things that are outside of what you nornally woul d consi der dance, just
physical activities. G\ Yeah, |like walking in a circle. LM Like a

readymade gesture. GM Yeah, right. So you can give La Monte Young with
all of his short conpositions of 1960 some credit of that to Ann

Hal prin's natural activities. Let's say his audience sitting on the
stage doi ng nothing. everything: continents, peace, fam ne, war, noise,
end of the world and especially human scul ptures. That's sonething

i mportant to know because | ater Manzoni copied it. Cestures
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G\t Right. LM This was when you first nmet Yoko? GvM Yeah, and everybody
el se. Well, Dick Higgins - Richard Maxfield, of course, |I'd nmet before,
in the school. LM Yeah. Can | back up there just a minute? Wre you in
any of the John Cage classes at the New School? G No. LM But the
..ERR, COD:1.. in New School. The second year Richard Maxfield gave a
class in electronic nmusic and I net La Monte Young there who was taking
the sanme class, you know. So 1 was interested in what La Monte was

doi ng. He introduced
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Gvt Fluxus, and that's it, that was going ..ERR COD:1.. GEORGE

MACI UNAS 187 objects already in the first Anthol ogy, you know, like the
| oose Diter Rot machine holes, things Iike that. Alittle envelope with
[a] card of La Monte, another envelope with a letter init, you know -
SO
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G\t See the objects cane out sort of together with those Yearboxes and

we were not rushing. First objects were quite a few of Bob Watts and

CGeorge Brecht, especially
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i nfluenced by Cornell? G\ Yeah, Cornell-style and sort of one of a kind
definitely. But now | was saying we were going to nake multiples, you
know, say, like [one] hundred boxes. So here is a sinple plastic box and
| asked himto think up sinple things to do with it. So George Brecht

t hought of, he was the first one to respond Ben Vautier responded with a
| ot, too. And Bob Watts. And, you know, by then, each year there are
nmore and nore; by now there are a hundred boxes by al nost everyone. LM
So the very first box was Water Yam GM Water Yam yeah. LM That was

with Bob and George. GM That's just CGeorge ..ERR COD:1.. |NTERVIEW
W TH GEORGE MACI UNAS 189 Ceorge Brecht, canme out with puzzles and ganes,
things like that. They were, oh, | would say - let's see if it's already

on this chart - 1963, his first "Water Yanli events cane out,
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fire alarmas a cake. LM Didn't he make a Mna Li sa cake, too? Gv |
don't know about that but he nade | ots of cakes. Then Di ck Higgins
didn't do boxes in those days. He was very inpatient about printing his
conpl ete works, which were volum nous, and | just couldn't get to it, so
then he deci ded he would open up his own press and print it. That's how
the Somet hing El se Press cane about, nore or |ess whatever we did, |ike
even serious things |like a Mass ended up to be hunorous. LM Yeah,

know, | was a gorilla. That was one of ny first contacts with you, yeah
at Dougl ass. GV Yeah, you were a gorilla. LM | renmenber the first time
I nmet you was when we were going to do a concert or events at

St onybr ook, but it never cane off. GM It never nmaterialised and we
collected lots of material and |ots of pieces ...
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nothing to do with everyday life. So it's very stylised, very abstract.

You can be illusionistic, too; in a ballet where you try to intate
something, |like a swan, the novenent of [a] swan; that's still not
realistic. Realistic would be, let's say, if you marched in a circle,
just walked in a circle, like they had a ballet |ike that. These two

artists, they did Stravinsky's ballet in one version |like that where the
sol di ers just marched throughout the whole piece in a circle. That |
woul d call a concrete ballet. LM Wat were the best exanmples in the
visual and plastic arts? G\M For concrete? LM Yeah, what were the
things that nost influenced you, because I know, 1 want to try to get
you [to be] a little nore specific. GM Well, the ready-nmade is the nost
concrete thing. Cannot be nore concrete than the ready-nmade. LM Because
it is what it is. G\ Right, so that's extrene concrete. There's no
illusion about it, it's not abstract. Mst concrete is the ready-nade.
Now, Duchanp thought mainly about ready-nmade objects. John Cage extended
it to ready-nmade sound George Brecht extended it furthernoreinto

ready- nade actions, everydayinto ready-nmade actions, everyday
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LM Actual dice? Gt Real dice. LM Really? Do you have any of those?
GMt Nope. The dice manufacturer kept them because we didn't pay the
whole bill. LM [Laughs] So now he has useless dice. GM Lots of usel ess
dice and printed programmes. Yeah. Except he probably erased them and
used them for sonething else. LM Al right. The idea | want to talk a
little bit nore about [is] the idea of concretism Wen you are witing
a piece - I'mjust saying what occurs to ne based on the experiences
I'"ve had with you - when you are witing a piece or you're trying to do
sonmething, the thing that's always nost inportant to you, it seened to
me, is that the piece have sonething to do with the characteristics of
the site or the situation that the content of the work deals with. GMV
Well, see, that's not exactly concretism That would be called
functionalism That | would describe as follows. That's when the piece
that you are doing has an inherent connection to the form you know, so
gi ve you exanple. Uh, we did the whole series of aprons, Ckay? LM Uh
huh. GV A non-functional apron would be to print sone flowers on it.
Ckay? Now that has nothing to do with the fact that it's an apron or the
fact that you wear it on top of your body. Right? LM Unh huh. GM Let's
say you print MLuhan's face on it, or whatever, or Beatles or whatever
is popular, you know. It has nothing to do with the fact that it's an
apron or that ..ERR, COD:1.
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LM That was ne that did that. G Yeah. That's a good pi ece. You

t hought, you know, the audi ence thought, well, you're going to perform
somet hing on the strings or sonething inside and then you hear harnonica
sound coming as a surprise, so it's sort of like a surprise piece. But
definitely, see, it's nore obvious to be functional, easier, let's say,
to be functional in performance. LM Easier. GM Yeah, definitely,
because, you know, you're given not as many limtations, you're given,
in fact, help. You' re getting all those instrunents and you may | et
yoursel f use them So you end up using them You' re being functional
then. It's a little harder when you are trying to design objects because
the tendency is to becone just decorative and just apply decoration on
top of things that have nothing to do with what you are doing. You know,
it's like, 1ook at the stores that sell stationeries; 1 nmean, nost of
the stationeries have no function at all, no relationship to the idea of
t he envel ope, which neans encl osi ng sonmethi ng el se. Now Jai me Davi dovi ch
did a functional piece. He winkled up a piece of paper and then painted
the winkles of paper so that it canme out like constantly wrinkled
paper. LM Printed as winkles? G Yeah. | would say that's nore or

| ess of a functional. He used the function of a paper, he did sonething
that the paper, that is characteristic of the paper, you know, and
..ERR, COD:1.. huh. GM Now that's the difference. That's not
concretism That's functionalism LM Do these same principles, though
apply to performance, Fluxus performance? GV Yeah, right. Wll, not as
much. You see, the reason | am so concerned with that is that



Page 195

Gvt It's a branch of concretism LM That's what | thought. GV You see,
it's a branch of concretism LM | thought functionalismwould be
simlar, too, because functionalismnmeans that the concern of the piece,

let's call it, is with the characteristics of the mediumitself. GW
Yeah, in a sense it is functional, but it doesn't have to be. its
characteristics. But | think, like, you carry nmany things over. It has

the hunour; it does
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LARRY M LLER have the functionalism a lot of that; it is very
concrete, | think; it has influences of, like, John Cage, trenendous
i nfluence, and Duchanp, and to a slight degree nmaybe Yves Klein G And
high art? LM And high art today. G\ First of all, high art is very
mar ket abl e. You can sell for half a mllion, you can sell for
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I was pushing him LM Uh huh. Okay. G Bob Watts was probably the one
who di sagreed nost with functionalismand you'll notice that there are
many of his pieces that are conpletely non-functional. LM WlIl, sone of
themare. GM For instance, postcards. LM They make a joke of function
sonetimes. GM No, there's just no connection. He'll make a postcard
that has nothing to do with a
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LARRY M LLER postcard. Now, Ben Vautier will do a very functiona
postcard where he has one called “~Postnan's Choice.' On one side of the
postcard, he'll wite one address with a stanp and on anot her, another
address with a stanmp. That's functionalism GV He's using the nmedium
for a piece. Now the postcard is used, he understands the medi um and he
uses the mediumfor his piece. It's closely connected to the way [the]
pi ece is conmposed. But if you stanp your own face on the postcard, so

what ?
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SUSAN L JARCSI: SELECTI ONS FROM AN | NTERVI EW W TH BI LLI E MACI UNAS Al npst
twenty years after George Maciunas' death in May 1978, Billie Maciunas
speaks here for the first tinme about her nine-nonth relationship with
CGeorge Maciunas and their three- nonth marriage. The two nmet in the
sunmer of 1977 in Great Barrington, Massachusetts, where George had
retreated from New York City. The couple was nmarried twice in February
1978: first by civil cerenony in Massachusetts and then by Geoff
Hendricks in New York City as part of the Fluxus New Year's Cabaret (25
February 1978). The follow ng interview took place at Duke University,
Durham North Carolina, in two sessions - 9 Cctober and 27 Novenber
1996. Susan Jarosi: Tell nme how you first nmet George. Billie Mciunas:
How | net George was that | had been in New York and | was doing
tenmporary work and | had gone there with this fairly romantic notion of
witing poetry. But | nmet a woman who had nme do sone nedica
transcription, and she eventually suggested that | needed to get out of
New York and she knew this place that | could go. She knew George. So
called up this nunber and | earned that the only thing he cared about was
that | was quiet and | didn't snmoke. So | went up there [to G eat

Barrington, Massachusetts]. | owned nothing. | arrived on a bus with one
bag of clothing. Wien | got off the bus in this little town, George just
said, “That's all you have?' He had that one | ens covered. | said,

~

Yes.' And he, as was his very characteristic style, just began
efficiently bustling around getting things organi sed and doi ng things.
He didn't really seemto question extraneous circunstances |ike ~Wy
don't you have any bel ongings', or “Were are you coining from, or
anything like that. SJ: What was your notivation for going up there? To

wite? BM Just to nove. To nove out of New York. | always wanted to
wite. | did finally produce a book. It is a book that came out of the
aftermath of CGeorge's death, so it has a lot of stuff about George in
it. | stayed first in an outbuilding there that used to be a machine
shop, and | fixed it up. Then as winter closed in, Ceorge told ne |
could cone live in the attic. | had no noney at all. | didn't know about
Fluxus. | didn't know what George was doing. | knew he was an

interesting person, that's about it. But | really kept to nyself and
just went about nmy own business as nmuch as possi bl e.
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SUSAN L JARCSI SJ: Do you think something connected you to George on
some other |evel? Hypothetically a | ot of the people who cane together
to formthe group known as Fluxus were nisfits or outcasts. Do you think
maybe there was an el ement of that? Why do you think George attracted
people like that? BM Because he was a refugee hinself. He had to nake
SJ: But why should that be anything that you shoul d have appreci at ed,
that it was sung by nuns?
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AN | NTERVI EWW TH BI LLI E MACI UNAS 201 BM Well, that's the thing that |

couldn't figure out at the tine. [Laughs.] SJ: ... just because of that.
It was a sort of humane kind of decision. That's the level | wanted it
at. | didn't care about social security. That nay be part of ny

romanticism But, at any rate, he did conme and say that he would be very
pleased if | would marry him- he didn't tal k about social security or
anything like that. So, we did it. SJ: Do you think it was sonething he
felt he had to do before he died? BM | do. He got very sick. Actually,
I went to Maryland to visit nmy famly at one point. He had told soneone
there as he got sicker (and he was in terrible pain) that he wanted to

wait until | cane back to go to the hospital. But he did not wait. He
went. There he was di agnosed as having term nal cancer. | only found out
about all this when | canme back. But we had already agreed to marry. |
renenber as | was saying good-bye, | kissed himvery little like, gentle

little kiss on the lips, and he said, 'M
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SUSAN L JARCSI first kiss'. You know, he was a virgin and he died a
virgin. He had not had a sexual relationship with anyone. SJ: D d George
tell you, "This is how!l want to get nmarried. This is what it's going to
be like'. Did you have any indication? BM No. Wll, we decided to do it
sinply, you know, and we had just the civil cerenmony in G eat
Barrington. So we did it legally too. | don't know whose idea it was to
do it legally, but of course that woul d have been inportant for social
security. After George died, things changed very, very rapidly. People
t hat had not seened nean before were suddenly nmean. His famly,
especially his sister, and Bob Watts were calling and telling ne that
CGeorge owed them vast ampunts of noney, that he'd been a bumall his
life, that they had given himall this nmoney. | was saying, | don't
know anyt hi ng about that; put it in witing;, don't bother me; |I'm
grieving' . Barbara Moore was upset that | night be throw ng things away
in the house that would be val uable. Everyone seened to be sort of
invading. And | was fairly ignorant, that rmuch is true. | didn't know
the history of Fluxus. | didn't know the value of things in the house.
Ceorge hadn't clued ne in on it. H's papers cane back fromthe hospital
after he died covered with figures, chaotic figures of himtrying to
figure out what his debts were to Bob Watts. It was really pathetic. But
he had told ne that he didn't feel that he owed Bob anything. | think he
ended up maki ng noney for everyone around him I|ncluding nme. But he did
not leave a will. | only benefited because by | aw in Massachusetts the
wife inherits two-thirds of the estate. But at the tine his works were
being sold for a couple of dollars a piece in Barbara More's gallery.
What ended up happening is that | got caught up in this sort of

scavenger hunt for George's things. | had a vague notion they were
culturally valuable, but they didn't appear to be financially valuable
and it didn't matter. Nevertheless, | was angry at the way | was being
treated. Barbara was saying, ~Wll, you don't know anything about

Fl uxus'. People were saying these things to other people, actually not
directly to ne. Nijole, George's sister, was telling everyone that
Ceorge had said he was di sappointed in nme before he died. That cane back
to ne. Jean Brown told nme that on the phone. They were selling the house

that | was, you know, as | was living there. | was upstairs in the
attic, and | heard footsteps and went down to investigate. They said,
"Well, we're noving in. The house has been sold'. So, with Hollis' help

| packed everything up and escaped in the mddle of the night, and it
was just like being an outlaw. SJ: Wio had sold the house? BM | guess
Bob and Nijole considered it theirs and they arranged to sell it. | did
stay as a so-called caretaker for a while, but |I couldn't take care of
it. I had no idea what to do and | was totally overwhel ned. | had no
money to take care of the place. The pipes froze in the house and broke.
It was like a glacier in there. A part of nme did not care - | didn't
feel | was being treated well and that |ife was inpossible. Basically
life became better with George and after he died it reverted back to
what it had been. Wiile it was possible with George to be spiritual in
t he hi ghest sense of the word - to do things for love - other people
woul d not be able to see that. CGeorge's sister, for exanple, thought



that | was an adventuress who had taken advantage of him This was
really disillusioning and heartbreaking for ne, because | wanted themto
be ny fanmily. | was
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AN | NTERVI EWW TH BI LLI E MACI UNAS 203 really crushed. However, | did
have sone experience with being on ny own, so | just fought back. | did
get out of there and went up to upstate New York. | hired an attorney.

It was a nmess. No one knew what anythi ng was; no one knew where anyt hi ng
was. | had not |ooked in all the boxes. Wien | did | found original
posters by John Lennon. Al sorts of things that | did recogni se; nmany
things I didn't. But | kept it together. | received sone welfare checks
in upstate New York, but | also got things out of those boxes like the
posters and went to New York and sold them | sold themvery cheaply, to
live. | sold a bunch of posters for |ike $2000 to Jean Brown's son's
gallery there. O course, shortly after that John Lennon was killed, so
they were worth a lot. But | never asked for what they were worth. So,
somewhere in there | decided [to wite] the manuscript. Then | took it
to George Quasha in Rhinebeck, New York, who said he would give ne 500
copi es in exchange for George's |BM conposer. | said, Deal.' So that
conposer was the conposer that George typed all of his posters and
graphi c design work on. And | went to Portugal. | chose Portugal,
because in George's collection of nusic there was a tape called
Portuguese Harpsichord. | just thought, “~Portugal - well, don't know
what's going on there; it's not industrial; that they could not inmagine
all of this as a romantic piece, for sure. [Laughs.] | was thwarting
their access to valuable property that | didn't even know about but they
knew about, and what Nijole said to ne was, if | renmenber right, ~You
came at the last mnute and nmessed everything up'. | think that was an
element in George's plans. | think he intended to nmess everything up. |
believe in a certain sense that | was an object in George's death piece.
It's no surprise that he would choose soneone with no visible roots with
sone kind of poetic aspirations.
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SUSAN L JARCSI SJ: Wen did you realise that that m ght be the case?
BM Fairly soon, but | wasn't able to articulate it really well. |
tended to be nore of a romantic than | amnow. And | had a certain way
of looking at it all. | saw the synbology in the Black and Wite weddi ng
piece - as a highly romantic blend of | ove and death in the same thing.

I think it was that on one level and that was okay with George that |
saw it that way. The summer | was up in Massachusetts |I read all of
Dost oevsky. CGeorge had it in his collection. He was keen that | read The
Idiot. He said he thought Myshkin Prince was the nost attractive
character - that's the character who strays into these bourgeois and
conmplicated situations, who doesn't know what is going on, who conmits

down in the basenent was this rai nbow roomthat Ay-O had done. | had
found out what it was and called himup and said, “~Wuat would you |like
me to do with this? He said, Well, with your permssion | would |ike

to come to the farmand burn it'. So | said, "Ww, great,' because that
was to nme, that was something, that was an antidote to all this, "“~Don't
touch a thing, don't throw away anything that George has signed . You
know, all this fetishistic behaviour, which wasn't |ike CGeorge at all.
So he [Ay-0] did conme to the farmwith a friend of his. W hauled it up
to the neadow, and we burned it at night. It was wonderful. There was a
product that came out of it - a Japanese ritual/funeral/cerenony. W
went the next day and collected ashes and put themin boxes with
chopsticks. | think I had it signed by Ay-O, and it's nowin the
Silverman collection. But he sent ne a |etter on rai nbow paper thanking
me for that, and he called it Romantic Piece for George Maciunas. SJ:
You don't have any contact with Ay-O any |onger? He seens to be one
person who was " nice' to you.
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AN | NTERVI EWW TH BI LLI E MACI UNAS 205 BM Yes. He was nice to ne, but
beyond that, he put things back in perspective. You know, it was |iKke,
"I can do whatever | want with this. It's not great art, it's ny
creation, you know, and I'"'moffering it up to George.' But again, the
romantic elenment: the ritual, the funeral celebration, and also the

cel ebration of the wedding - the marriage - by including me in it and
calling it Romantic Piece for George. He reaffirned for nme the fact that

I could do what | wanted. | wasn't a pawn of these people. SJ: How did
CGeorge conme up with the idea for the Fluxus Cabaret? BM He thought
about it and one day he just said, "Well, let's do this.' Let's do this
piece. The well, interesting is a neutral word, and yet fun doesn't
cover it. It was a synbolic and poetic thing. | thought it was a

beauti ful idea. | knew anything that | did with George would be right.
It's hard for me to tell really how people were reacting to nme because
it was a public gathering and a perfornance atnosphere, and | don't know
that in that scheme of things | was necessarily of great interest as
much as the piece itself. George and | had already gotten married, so
that was ol d news basically. Everyone was into the performances of the
artists there. SJ: Do you know why George picked certain people to have
these roles? BM | don't know that George picked themas nmuch as
everyone came forth and picked their own roles. SJ: Was this decided the
day of the Cabaret? BM | don't know all the nmakings that went into it.
They'd had | ots of practice with this kind of thing and it just, as they
say, cane together. But | know Geoff [Hendricks] was responsible for the
weddi ng al bum afterwards. He had al ready done a divorce al bumfor him
and Bici, in which they cut everything in half, including the al bum But
Geof f, | think, is obvious because he's gay, and he was openly gay at
the tinme. So it seened clear that he should be officiating at such a
weddi ng. And the others, | don't know why they chose these roles. Alison
[ Know es] always dressed in this way - she was not a frilly or a
so-called feninine dresser. So that was not unusual for her either. SJ:

I want to know first of all why you both wore weddi ng gowns in the

Fl uxi veddi ng - why George wanted to be a bride - and then, why you were
al so a bride and not a groom BM One of Ceorge's fantasies was that we
travel in Europe as elegant sisters, as he put it. So he always saw us
as two wonen - as a couple. | think he just wanted to wear a dress too.

[ Laughs.] | could do whatever | wanted, really, and | didn't think about
wearing nmen's clothes. | just accepted the way that we'd al ready
established - that we were two wonen together. SJ: Do you think that
this might ..ERR COD:1.. food, and fascinating people, and dancing.
had never seen anything like that. O, “Let's have this Hall oween
party', and there would be all these anmzi ng people there in wonderfu
costumes. SJ You were happy and willing to do the Fluxiweddi ng?
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I know that death is represented as a bride in different cultures. And
sonmetinmes wearing white. | think that this was very nuch a subtext going
on at the wedding, as well as the exchange of clothes [in Black and
White]. Because when CGeorge ended up with the white dress, basically he
was going into death, and | was staying behind really in the place of
order and reality and taking on a lot nore than | started out with, a

| ot nore baggage. Fluxus has this elenment of hunmour and | get the

i npression that for sonme people that's all it is - it's just who can
make the nost el egant joke. But that's what keeps peopl e guessi ng about
what it is, because there are so many layers and levels - it's just like

a poem- and every age it's able to be reinterpreted. George was, |

t hi nk, one of those who was deceptive, in fact, my name for himwas the
Trickster. He was |ike Vulcan. He could rmake things out of nothing. He
could present one side, but really be another thing. He seened asexual
seened al nost to sone people like an autocrat and a dictator, seened

al nrost |i ke he was sinpl e-mnded, but the | evels at which he thought
belie that characterisation, in my opinion. Just the Black and Wite
Weddi ng pi ece shows that, for ne. He may have gotten very serious at his
death, | packed themup, and | think | gave themto Barbara More, if
I"mnot mstaken. He started to |ose interest even in nusic and becane
nore and nore detached fromthings. He was so concentrated on his pain.

I was trying to help by cooking things that | thought would hel p prol ong

his life. I mean, | actually thought he was going to live in spite of
everything. | was al nost spending all my tinme- maki ng soybean things.
They were probably the worst thing. | mean, he probably couldn't digest

it. But the doctor kindly told ne that | might have prolonged his life
by a week or two by doing that. SJ: Can you tal k about how George
gradual |y introduced you to the cross-dressing? Up until the public

pi ece.
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said he was masochistic. He asked nme if | would sonetines slap himin

public. If he found it erotic | was willing to do it. It was a fun and
interesting kind of role for ne to play. | think shocked and hal f anused
at [the psychol ogist's] response. | just thought he was over-reacting. |

think I wanted sone advice |I could use. Sonething nore synpathetic and
with a nore thorough understandi ng of the whole situation. He was the
person who had taught nme this [rel axation] technique, so I thought he

coul d possibly have sone other ideas. | don't know whether he had ever
dealt with a person who had cancer or was that nuch in pain before. It
was in that sense a call for help. | saw that he was not a person who

was going to be able to help nme. But, again, if George was all right
with it; and | wasn't afraid of George. He was totally harm ess. But |
did start to have weird i mages nore connected with ny own chil dhood or
somet hi ng, of scary people in the attic and fears of being pushed down
the stairs and things |ike that. Ghosts and bad spirits and that sort of
thing. At any rate, | just decided to get into it as a role and to do
what he asked. SJ: Did he ever ..ERR COD: 1.
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Ceorge was so tender, and he said, "Don't cry. |'mgoing to be back
soon, and I'Il conme back well'. And there were tinmes when | thought he
really would be well. But | don't know whet her sonehow other factors

comng in, Watts' demand for noney, his sister's denmand for noney, and
ot her things were making himthink that he needed to be responsible. SJ:
But you stopped giving the therapy. BM | did because the tine that |
was doing this therapy, was sort of a clutch at straws. It was not neant
to cure, it was only nmeant to help himrelax. But he took themas erotic
experiences. After he was diagnosed it just didn't seemto nmake any
sense. He was taking norphine, which was |ike that was the only hope.
That was what was going to help him ..ERR COD:3.. cards with this
theme, with he and | and others as the characters on the cards. Peter
Moore actually cane up and Larry MIler and Larry's girlfriend at the
time [Sarah Seagull], who's also an artist. There were photographs, and
Pet er
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it was very minor. I'mnot saying their work was mnor - it was
extrenely inportant, but it wasn't a part of the larger, on-going
conversation that | heard. SJ: Wuld you suspect anybody else in the
group was hiding part of their sexuality? BM [Laarghs.] No, I'm

| aughi ng because | imagi ne nost peopl e hide sonething of their
sexuality. Let's see. What would | say to that? | don't think anyone
wanted their ideas of who George was disturbed at that |ate date. They
he may have becone sonething other than Fluxus. O else either Fluxus
woul d incorporate this or else he would start on another branch. Yeah, |
don't think he would abandon it just because they wouldn't like it.
doubt that seriously. SJ: Do you think cross-dressing in any way took
the place of intercourse for George? BM I'mnot really sure. | don't
know what prevented himfrom having a sexua
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| was fairly, let's say, not nihilistic as a philosophy, but | had sone
sel f-destructive tendencies froma bad chil dhood. And George's influence
made ne decide to value nyself. The practical application of his
statenent enabled nme to get an education. |'ve gone through a huge

soci alisation process. He was a very, very inportant person in ny life.
I don't think it would have turned out as well if |I hadn't met George.
went to Portugal to escape all the nmadness after he died, and if | go
back this tine it will be under very different circunstances: know ng

t he | anguage, having a project, being able to produce a book of
transl ati ons, having contacts and sone noney. It's sort of summ ng up of
a whol e process. That's how | would viewit. So I'mstill a Fluxobject
and |'mstill being processed. Well, George was a Fl uxobject to nme too.
He's an object - he's a poetic object, a poetic subject. And that's why
the marriage was a marriage for nme. That is why | see it as a marri age.
It doesn't nake any difference to ne that it was three nonths. SJ: You
said you haven't had many contacts or ties with the group. Do you fee
like you will be noving even further away from Fl uxus with your work? Is
that what you want? BM |I'mnot really running away from Fl uxus, it's
just that there wasn't anything for ne to do there, and | didn't like
the role that seemed cut out for ne after George died. | had nmy own
agenda, and |'ve been following that. It's like Gayatri Spivak said,
“You cannot not want legitimsation'. |I'mmnuch |less of a rebel than |
was. |'ve got this all inmportant education; | have been validated in
other ways for nmy own intellectual achievenents. | think now | can see
Fl uxus as an interesting and not exactly past, but historically past
part, but in my own mind a continuing process because he [ George] was
the inmpetus for all this Portuguese poetry devel opnent. But when that

phase is over, I'll wite my owmn poetry as | always have since | was a
child. So I'mnot running away from Fluxus at all, not bitter about it
or anything. But | guess | still see nyself as [a] footnote kind of. SJ:

As opposed to what? BM A part.
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AN | NTERVI EWW TH BI LLI E MACI UNAS 211 SJ: Do you feel strange about
doing an interview like this now? BM No. | love it. | think it's great.
I"'mreally glad to have the opportunity to tal k about George's eroticism
and to validate it, in nmy eyes, as a positive thing. CGeorge had told ne

| understood what Fluxus was by the end, the spirit. That it was an
anti-art novenent; that it was not to be taken as seriously as death.
Ay- O hel ped nme get that clear. It's only gradually conming clear to ne
why people were so afraid, why Barbara was so guarded. The things that
were withheld fromne, and the strangeness of people's actions made ne
hang in there and be determined to get the full story. Otherwise I m ght

have just gone on soneplace. |I did feel | owed sonmething to George
because he'd done so nmuch for me. So | started taking a little bit of
control. Muving to Portugal was part of that. | had a whole series of

m racul ous events that really changed ny life, starting with George and
bei ng accepted at Brown. So he helped ne in a big way. And | thought,
I"mnot a disappointnment to George's nmenory. Wiich | coul d have been.
When I'min trouble, | actually still pray to George. | know that he's
up there hel ping nme somewhere. This sounds very funny, but | don't even
bot her with God, | just go straight to Ceorge.
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LARRY M LLER: MAYBE FLUXUS (A PARA- | NTERROGATI VE GUI DE FOR THE NEOTERI C
TRANSMUTER, TI NDER, TI NKER AND TOTALI ST) Maybe you are an ordi nary
person and might like to do sonething Fluxus - should you first
determ ne whether Fluxus is dead or alive? Maybe you have accidentally
al ready done sonething Fl uxus - how would you know it was Fl uxus? Maybe
you decide to intentionally do sonething Fluxus - should you organi se
and announce a public performance or make an uninvited appearance,
anywhere, anytinme? Maybe you are an artist and think that a | ot of

Fl uxus pieces are really the sane idea - should you put them al

i ndividually on one progranme or condense themall into a single piece?
Maybe you wonder if there is certain attire for Fluxperformance - should
you get any common worker's uniform get nude, get a tuxedo and gown,
cross-dress or sinply cone-as- you-are? Maybe you think you need help to
gi ve a good Fluxconcert - should you consult someone experienced or
throw | Ching?
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MAYBE FLUXUS 213 Maybe you might prefer to give a boring Fluxconcert -
shoul d you pick all boring pieces, have all boring perfornmers or arrange
to get a boring audi ence? Maybe you think that a Fluxconcert shoul d be
intellectually stinmulating, socially shocking or culturally provocative
in general - should you update yourself on what is politically correct
by advance study of the particul ar audi ence, institution, country or the
| ocal papers? Maybe you think that a Fluxconcert should be funny -
should it be funny |ike Shakespeare or funny |ike Kierkegaard? Maybe you
think there is a secret Fluxinitiation - should you nmake a discreet
inquiry or read between the |ines? Maybe you are an art critic,

t heoretician or professional thinker and think Fluxus is dead - should
you render Fluxus final in a seanl ess exegesis or should you give a w nk
and |l et sleeping dogs |ie? Maybe you think Fluxus still lives and you
would like to textualise its progress and historical relevance - should
you be obliged to read everything witten and also | ook at each and
every one of Peter More's 350,000 phot ographs? Maybe you wonder whet her
Fl uxus shoul d be upper or |ower case, hyphenated or run- together -

shoul dn't we be able to find that out in the Chicago Manual of Style?
Maybe you heard Philip Corner once say words |ike ~They m ght have
buried Fluxus, but the joke is that nothing was in the coffin,' - should
you surmnmise that Fluxus wants to be inmmortal or that it just thinks
death is good nmaterial too? Maybe you read that Bob Watts said, 'The
nost i nportant thing about Fluxus is that no one knows what it is'; and
"l see Fluxus everywhere | go,' - should we hope there is a chance that
soneday Fluxus will be resolved with the other forces into a Unified
Field Theory? Maybe you think Fluxus, dead-or-alive, is just neo-Dada -
should we therefore anticipate either a post-appropriationismor a
post-plagiarismw th the appearance of neo-Fl uxus? Maybe you think that
what ever Fl uxus may be is contained in some postnoderni st phenonenon -
woul d we be any the Il ess wiser to | ook upon it as East-Wst protestism
catharticism hinderism buddyismor confusionisn? [1991]
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PART V TWO FLUXUS THEORI ESPART V TWO FLUXUS THEORI ESPART V TWO FLUXUS
THEORI ES
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DICK H GA NS: FLUXUS: THEORY AND RECEPTION, This is not an introductory
text on Fluxus. To explain what Fluxus is and was and where it canme from
is not nmy primary purpose at this tine, having already done so in ny

| ong essay " Postface' (196?) and ny short one, "A Child' s History of

Fl uxus', anong other pieces as well. O hers have done so too, of course,
each in his or her owmn way. My concern here is to try and deal with somne
aspects and questions in Fluxus - what do we experience when we
encounter a Fluxus work? Way is it what it is? Is there anything unique
about it? And so on. DOES FLUXUS HAVE ANTECEDENTS? Fl uxus appears to be
an iconoclastic art novenent, somewhat in the |ineage of the other such
nmovenents in our century - Futurism Dada, Surrealism and so on. And,

i ndeed, the relationship with these is a real and valid one. Futurism
was the earliest such nmovenent. It was founded by Filippo Tonmmaso
Marinetti in the first decade of the twentieth century, was proclai nmed
on the front page of the Figaro littire and el sewhere, and it devel oped
a group character which was sustained fromits early years until the
Second Wirld War. Marinetti was its |leader, though not in a totally
dictatorial sense. Its nmenbers were supposed to foll ow al ong pretty much
wi th what he said, but he forgave them when they didn't. He proclai ned
parole in libertci ("words at liberty', a formof visual poetry); teatro
sintetico ("synthetic theatre', that is, performance pieces that were
synt hesi sed out of extrenely raw seenming materials, sinmlar to the

i zzz1si que cowr of the post-Second Wrld War era); sinultaneity, a
tinme-related formof Cubism a mnusic of noises, and nany such fornma

i nnovati ons or unconventional arts that are still worth exploring. If,
however, one hears the existing recordings of, for exanple, the mnusic of
Lui gi Russol o, one of the main Futurist conposers, one finds sonething
far nore conventional than what one m ght have expected fromreading his
famous Arte dei runori (' Art of noises') nanifesto. One hears, to be
sure, amazi ng noi ses being nade over a | oudspeaker - roars, scraping
sounds and suchli ke. But one hears these superinposed over rather
crudely harnoni sed scales. If one goes into the content of Marinetti's
writings, one finds hima very ol d-fashi oned daddy-type, rather hard on
wonen, cel ebrating war as an expression of masculine virtue, and so on.
Even the visual art, in the works of G aconp Balla and others, being the
sumit of Futurist fine art, is rather conventional with regard to its
formal structures and inplications - it is certainly rather conservative
when conpared to the innovative Cubismof France at the same tinme. In

ot her words, Futurismis a goddess,
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DICK H GA NS ni neteenth-century style, with one leg in the future and
one in the conventional past and not too rmuch in the present.
Considering that the two |l egs are noving in opposite directions, it is
no wonder that Futurismfalls alittle flat in the evolution of nodern
sensibility. O course, it is of great technical and historica
interest, as a starter and a precursor, but its works have only noderate
intrinsic interest as works. Dada, when one looks at it in isolation
seens nmore unique than it is. But nost of the Dada artists and witers
cane out of Expressionism and if one conpares the Dada materials with
t hose of their inmedi ate antecedents, they are | ess unique than one
m ght have inmagi ned. Perhaps an anecdote is appropriate here. In the
1950s and 1960s the journalistic inage of Dada had becone so extrene, so
far fromthe reality of the work, that Dada was considered to be the
limt politics, to reading people out of his novenent or claimng them
for it, proclaimng themand di sowning them according to their
conformty or non-conformty with the theoretical positions that he
built up anal ogously to Marxist theorising in his various Surreali st
mani f est os. | deol ogy nay have masked personal feeling in nany cases - as
if to say, 'If you hate nme, you nust be ideologically incorrect'. The
commonpl ace about Surrealismis that it is of two sorts - historical and
popul ar. Historical Surrealismusually refers to what was going on in
Breton's circle fromthe m d-1920s until the late 1930s in Paris (or in
Europe as a whole), usually involving the transfornmation of social,
aesthetic, scientific and phil osophical values by nmeans of the
i berati on of the subconscious. This led, of course, to a kind of art in
whi ch fantastic visions were depicted extrenely literally. A concern
wi th the subconsci ous was, of course, typical of the tine, and the story
is
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THEORY AND RECEPTI ON 219 told of that great liberator of the
subconsci ous, Sigmund Freud, that sonmeone asked hi m about surrealistic
art. His reply? Normally, he said, in art he |ooked to see the
unconsci ous nmeani ng of a work, but in surrealistic art he | ooked to see
if there was a conscious one. Well, to return to ny main concerns, wth
the passage of tine and of the entry of Surrealisminto popular

awar eness, surrealistic' cane to be nore or |ess synonynous wth
“fantastic' or “dreany' in art. Popular Surrealism then, has little to
do with historical Surrealism although careless critics tend to equate
the two. However, historical Surrealismhas a far fuller history than
our usual image of it. Breton lived into the 1960s, and as |long as he
lived, “Surrealism as a self-conscious, self-constricted novenent

conti nued, with new people joining and old nenbers being obliged to

wi thdraw. During the years of the Second World War, and i mmedi ately
after, Breton and many of the Surrealists lived in the United States,
and their inpact is not sufficiently understood either in Europe or
Anerica. They becane the nost interesting presence in the American art
wor |l d. Magazi nes such as VWV and Vieiv were the npost exciting art

magazi nes of the tine. The Surrealists constituted the nucl eus of the
avant -garde. Sonme of us who later did Fluxus works were very consci ous
of this. 1, for exanple, attended school with Breton's daughter
Aub (" Ohie', to us) and, being curious about what her father wote,
acquired a couple of his books. Furthernore, fromtine to tinme there
woul d be Surrealist “manifestations', and sone of these were simlar to
the “environnments' out of which happeni ngs devel oped. These were, in any
case, locked into our sensibility, as points of reference in considering
our earlier art experiences, and Surrealismwas absolutely the
prototypical art novenment, as such, for Americans at the tinme. W shal
return to this issue, but | would like to consider a few points al ong
the way: 1 Fluxus seens to be a series of separate and discrete form
experiments, wi thout nmuch to tie themtogether. In this i-vah it seens

to resenble Futurism This is a point | ivill answer irhen | presently

address the actual ontol ogy of Fluxus. 2 Fluxus seens to be like Dada -
at least like the popular inage of Dada - in being crazy,, iconoclastic,
essentially a negative tendency rejecting all its precedents, and so on.

Inf, there is some truth to this; but it is oblique. Fluxus ivas never
so undirected as Dada, never so close to its historical precedents. Dada
ivas, in fact, a point of discussion on those |ong nights at

Ehl hal t en- at n- Taunus, during the first Fluxus Festival at Wesbaden in
1962, when George Maciunas, nivself, Alison Knoivles, and, occasionallr,
others ivould talk into the snall hours of the norning, trying to
determne irhat tivould be the theoretical nature of this tendency to
which ire were giving birth, which ive found ourselves participating in.
Maci unas eras intenseh, aivare of~the rivalry betiveen the French and
German Dadai sts; ive ivanted to keep our group together and avoid such
splits as best ive could. Wat could ire do to prevent this fissioning?
The answer eras to avoid having too tight an ideol ogical |ine. Mciunas
proposed a manifesto during that 1962 festival - it is sonetinmes printed
as a Fluxus Manifesto'. But nobody ivas ivilling to sign it. W did not



want to confine totnorroiv's possibilities bj, what ire thought today.
That manifesto is Maciunas' manifesto, not a nmani festo of Fluxus. 3
Surrealismlasted nore or less forty years as a viable tendenc},, and,
anong ot her things, spun off a popular version, as | have said,

| oner-case surrealism This seened |like a fine nodel for the Fluxus
people. But hot, could ire make Surrealisma nodel for Fluxus?
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DICK HHGA NS One nust, here, bear in mind that Fluxus was sonething
whi ch happened nore or |ess by chance. In the late 1950s there were the
Fluxus artists, sonetines thinking of thenselves as a group, doing the
work that | ater becane known as Fluxus. But the work and the group had
no nanme. W did not consciously present ourselves to the public as a
group until Maciunas organised his festival at Wesbaden, intended
originally as publicity for the series of publications he intended to
i ssue that were to be called Fluxus. The festival caused great

notoriety, was on German television, and was repeated in various cities
besi de W esbaden, which is well docunmented el sewhere and need not
concern us here. The point | amgetting at here is that in connection
with this festival the newspapers and nedia began to refer to us as die
Fl uxus Leute ("the Fluxus people'), and so here we were, people from
very different backgrounds: Know es, Vostell and Brecht originally

pai nters; Watts a scul ptor; Patterson, nyself and Pai k conposers;
Wllians, nyself and Mac Low witers, and so on. Here we were being told
that we were the Fluxus people. Wiat should that nean? If we were to be
identified publicly as a group, should we becone one? What did we have
in comon? Thus the concept arose of constituting ourselves as sone kind
of “collective'. Maciunas was particularly pleased by that idea, since
he had a |l eftist background, and, instinctively, a nmajor portion of his
approach to organising us and our festivals had at |east a netaphorical
relationship with leftist ideology and fornms. The collective clearly
needed a spokesman, to be what a comm ssar was supposed to be in the
USSR but sel dom was. Maciunas was not really an artist but a graphic
desi gner, and, as editor of the magazine, seened the best suited of us
to be the comm ssar of Fluxus, a role he assuned and held until his
dying day. In this there was a parallel to the role of Andr b>Breton in
Surrealism- |less nonolithic and nore cerenonial, of course. W never
accepted Maciunas' right to “read people out of the novenent', as Breton
did. Cccasionally he tried to do this, but the others did not follow him
here - we would continue to work with the artist who was banned by

Maci unas until, eventually, Maciunas usually got over his own inpulse to
ban and accepted the artist back into the group. Surrealism w thout
Breton is inconceivable, but valuable though Maci unas' contributions
were, Fluxus can and did and does exist without him in one or another
sense. Thus, to sumup this part of the discussion, we saw Futurism as

i mportant, but as having no strong or direct relationship with us in any
di rect sense. Dada works we admired, but the negative side of it - its
rejections and the social dynamic of its nmenbers, splitting and feuding
- we did not wish to emul ate. Surrealismhad, perhaps, mninal influence
on us so far as form style and content were concerned, but its group
dynam ¢ seened suitable for our use, subject only to the linmtations on
Maci unas' authority which lay in our nature as having al ready been a
group with sone aspects of our work in common before Maci unas ever
arrived on the scene. Fluxus was (and is) therefore: 1 A series of

publi cati ons produced and desi gned by George Maci unas; 2 The nane of our
group of artists, - 3 The kind of works associated u,ith these
publications, artists and performances ii,hich lue did (and do)



t oget her;
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who are thought of as Fluxus but who are not. \Wen Ben Vautier speaks of
Fl uxus, he usually evokes the nanes of John Cage and Marcel Duchanp so
repeatedly that one might well wonder if he had ever heard of any other
artists at all. Nor is he the only person of whomthis is true. Wll,
the fact is, both Cage and Duchanp are nuch adm red by us Fl uxus
artists. Duchanp is admred largely for the interpenetration of art and
l[ife in his corpus of works; the “art/life dichotomy', as we used to
call it in the early 1960s, is resolved in his works by the
interpenetration of the one into the other. In 1919, as is well known,
Duchanp exhibited a nmen's urinal as an art work - a sinple, white and
pristine object, classical in form when one separates it fromits
traditional function. Since many Fl uxus pieces (nbst notably the
performance ones), are often characterised by their taking of a very
ordinary event fromdaily life, and their being franed as art by being
presented on a stage in a perfornmance situation, there is a clear
connecti on between such Fluxus pieces and Duchanp's urinal. For exanple,
one often-perforned Fluxus piece is Meko, fornerly ~Chieko', Shiom's
Di sappearing Event, in which the performer(s) conme on stage and smil e,
gradually relaxing their faces until the snile disappears. This is
somet hi ng whi ch often happens in daily life, and it is refreshing to
think of an art perfornmance which is both daily and uninsul ated from
one's diurnal, non-art existence - unlike nost art works. Nevert hel ess,
apart froma handful of nusical experinments, Duchanp never did a
performance work, nor did he have any great interest in them At Allan
Kaprow s sem nal 18 Happenings in 6 Parts, the first happeni ng presented
in New York (in which | performed, and which has sone oblique
relationship with Fluxus), he was in the audi ence and |I watched
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DICK HHGA NS him he seenmed quite uninterested in what he was seeing,
and | do not recall that he even stayed through the entire perfornmance.
It seens doubtful that he saw any particul ar connection between the
performance that he was watching and his own work. Nor, |ater, when he
knew sonme of us and our work, did he see such a connection then either
It was always his effort to nake life visually elegant; we, on the other
hand, chose to leave life alone, to observe it as a biol ogica
phenonenon, to watch it conme and recede again, and to coment on it and
enrich it in or with our works. Wen one sees a Duchanmp work, one knows
whether it is sculpture or painting or whatever; with a Fl uxus work,
there is a conceptual fusion - “internedia" is the term| chose for such
fusions, picking it up from Sanuel Tayl or Col eri dge, who had used it in
1812. Virtually all Fluxus works are internedial by their very nature:
vi sual poetry, poetic visions, action nusic and nusical actions,
happeni ngs and events that are bounded, conceptually, by nusic,
literature and visual art, and whose heart lies in the niddle ground
anong these. Duchanp was an extrene purist; we were not, are not. He
t heref ore makes an awkward ancestor for us, much as we may admire his
integrity and his geste. Cage is rather a different matter. Some of us
(nmysel f, Brecht, Maxfield, Hansen and others) had studied with Cage. But
in his case, |like Duchanp, he strove towards "nobility'. This, for him
nmeant the inpersonal or the transpersonal - often obtained by neans of
systens enpl oyi ng chance, in order to transcend his own taste. Mac Low,
Brecht, Maxfield and nyself used chance systens - 'aleatoric structures
- but few of the other Fluxus artists did, at least with any frequency.
As for Cage, he seened to find Fluxus works sinplistic when he first saw
them They did (and do) often enploy sone extrenme m ni mali smwhich was
not one of his concerns. Fluxus pieces can also be quite personal, and
this woul d place them beyond Cage's pale. Hi s own work is sel dom
internmedial. Although he wites poens and conposes nusic, one tends to
know whi ch is which. They are multinedial, |ike operas. Cage and Duchanp
shoul d therefore be thought of nore as uncles of Fluxus rather than as
direct progenitors or father figures. Fluxus, it seens, is a nongrel
art, with no distinct parentage or pedigree. There is a relationship to
Cage and to Duchanp, but it is nostly by affinity and the exanpl e of
integrity, rather than devel oping out of their work in any specific way.
The way | like to sumup this part of the history of it all' is as
follows: 1 Once upon a tine there ivas collage, a technique. Collage
could be used in art, not just in visual art. 2 \Wen collage began to
project off the ti.vo-dinensional surface, it becane the conbine
(Rauschenberg's tern?). 3 Wen the conbi ne began to envel op the
spectator it becane the environnment. | don't knob,t, who coi ned that
term but it is still a current one. 4 Wien the environnent began to
include |live performance, it becane the happening (Al lan Kaprotiv's
term usually capitalised in order to distinguish it fromjust anything
t hat happens).
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THEORY AND RECEPTI ON 223 S Wien happeni ngs were broken up into their

m ni nal constituent parts, they becane events. | first heard that term
fromHenry Con,ell, a conposer ivith tivhomboth John Cage, and, nany
years later, | nyself studied. Any art work can be | ooked at as fissure

and split into atom sed el enents, this approach by event seens
particularly appropriate. 6 Wien events here mniml, but had maxi mum

i nplications, they, becane one of the key, things which Fluxus artists
typically did (and do) in their performances. That is, | think, the rea
i neage of Fluxus. A further digression into | anguage seens in order
here. In Fluxus one often speaks of Fluxfestivals, Fluxconcerts,

FI uxpeopl e, Fluxartists, Fluxevents; |I'mafraid |'mto blane for that
one. Maciunas was very much interested in the odd byways of Baroque art.
I told himabout the work of the German Baroque poet, Quirinus Kann
(1644-88), who was a messianic sort who was eventually burnt at the
stake in Moscow, where he had gone in an effort to persuade the Tsar
that he was a reincarnation of Christ. Kilhlmann wote various exciting
books of poetry using “protean' fornms and other unconventional neans,
anong which is the Ksalter. This includes Ksal ns, evidently to be
perforned on Kays by Keople, and so on. Maciunas was ..ERR COD: 1..
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t he hopes of earning professional credits. But if these points are too
artificial, if there is no natural grouping which enforces the feeling
that these works belong together, it will soon be forgotten as a
grouping. But with a real novenent, the life of the novenent continues
to take place until the programre has been achi eved; at that point the
nmovenent dies a natural death, and the artists if they are still active,
go on to do sonething else. Fluxus had (and has) no prescriptive
progranme. Its constituent works were never intended to change the world
of cultural artefacts which surrounded them though it mght affect how
they were to be seen. Fluxus did not so nuch attack its surrounding art
context as ignore it. Nevertheless, there are sone points in common
among nost Fluxworks: 1 internationalism 2 experinmentalism and
i conoclasm 3 internedia, 4 minimalismor concentration , 5 an attenpted
resolution of the art/life dichotony, 6 inplicativeness, 7 play or gags,
8 ephenerality, and 9 specificity. These nine points - they are al nost
criteria - can be taken up one by one. Fluxus arose nore or |ess
spont aneously in various countries. In Europe there were, in the
begi nning (others joined shortly afterwards), Wl f Vostell, Nam June
Pai k, Emmett WIIlians and Ben Patterson, anmong others. In the United
States there were, besides nyself, Aison Know es, George Brecht, Robert
Watts, and the others | have al ready naned; also La Monte Young, Philip
Corner, Ay-O and still others. In Japan there were Takehi sa Kosugi and
M eko Shiom and nore. Probably there were about two dozen of us in six
countries, with l[ittle besides our intentions in common (for one thing,
not all of us had studied with Cage). Thus, Fluxus was not, for exanple,
the creature of the New York art scene, the West CGerman art scene, the
Pari sian one or anything else of that sort. It was, fromits outset,

i nternational. At one point Mciunas tried, in structuring his proposed
Fl uxus collections, to re-nationalise it, but it sinply did not work. It
was a com ng together of experinmental artists, that is, of artists who
were not interested in doing what all the other artists were doing at
the time; they nostly took an iconoclastic attitude towards the
conventions of the art establishnments of their various countries, and
many have since paid the price of doing so, which is obscurity and
poverty. This took the formin all cases, however, of experinentation
with formrather than content as such. There was the assunption that new
content requires new forns, that new fornms enable works to have new
content |eading on to new experiences. In nmany cases this
experimentalismled the artists into internmedia - to visual poetry, sone
varieties of Happeni ngs, sound poetry and so on. In order to state such
forms in a very concentrated way, a great neasure of purity was
necessary, so that the nature of the formwould be clear. One could not
have too many extraneous or diverse elenments in a work. This |ed,
inevitably, to a stress on brevity, since there wuld, by keeping a work
short or small, be less time for extraneous elenents to enter in and to
interfere. This brevity constituted a specific sort of minimalism wth
as nmuch concentration in a work as possible. La Monte Young wote a

nmusi cal piece that could last forever, using just two pitches. In 1982



Wbl f Vostell conposed a Fl uxus opera using just three words fromthe
Bible for his libretto. George Brecht wote many Fluxus events in his
"Water Yami series, using just a very few words - three in one event,
twenty in another, two in a third, and so on.
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There was al so the sense that if Fluxus were to incorporate sone el ement
of on-going change - flux - that the individual works should change.
Many of the Fluxus objects therefore were made of rather epheneral
materials, such as paper or light plastic, so that as tine went by the
wor k woul d either disappear or would physically alter itself. A
masterpiece in this context was a work that made a strong statenent
rather than a work that would | ast throughout the ages in some treasure
vault. Also, nost of the Fluxartists were (and are) very poor, and so
they could not afford to work with fine and costly materials. Many of
Robert Filliou' s works have di sappeared into the air, for exanple,

t hough other Fluxworks are, in fact, nade of standard nmaterials and will
perhaps | ast (for exanple, works by Vostell or nyself). Maciunas
background, as | have already nentioned, was in graphic and industri al
desi gn. The design approach is usually to design specific solutions to
speci fic problens. Designers characteristically distrust universals and
vague generalities. Generalisations are used in Fluxus works only when
they are handled with all the precision of specific categories and
necessities. They nmust not be vague. This was, typically, Maciunas'
approach and it remains typical for us nowthat he is gone. Cearly not
every work is likely to reflect all nine of these characteristics or
criteria, but the nore of thema work reflects, the nore typically and
characteristically Fluxus it is. Simlarly, not every work by a
Fluxartist is a Fluxwork; typically Fluxartists do other sorts of work
as well, just as a collagist mght also print, or a conposer of piano
music mght try his hand at witing sonething for an orchestra. In this
way also Fluxus differs fromnusic. Al the work of a Surrealist was
expected to be surrealistic. An Abstract Expressionist would be unlikely
to
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Vostell would do such a perfornance piece as Kl eenex (1962), which he
perfornmed at many of the early festivals, while at the sane tinme he was
al so making his “dll/age' paintings and Happeni ngs, which had not hing
to do with his Fluxus work except for their frequent internedial nature.
Maci unas used to like to call Fluxus not a novenent but a tendency; the
termis apt here, when one is relating a kind of work to its historical
matrix. Returning to intermedia, not all internedial works are Fl uxus,
of course. The | arge-scal e happeni ngs of Kaprow (or Vostell) are not
Fl uxwor ks. Nor are nobst sound or concrete poens. These usually have
only, their internmedial nature in common w th Fluxworks, and Fl uxus was
certainly not the beginning of intermedia. Consider, for exanple, the
concrete poetry intermedi umof the 1950s and 1960s: it was an inmedi ate
predecessor of Fluxus. Furthernore, the visual inpulse in poetry is
usual Iy present, even if only subtly. Neverthel ess, visual poens have
been made; that is, poens which are both visual and literary art, since
at | east the second m |l ennium before Christ, and they are found in
Chi nese, Vietnanese, Sanskrit, Qujarati, H ndi, Tanil|l, Turkish, G eek,
Latin, Russian, Ukrainian, Polish, Spanish, Portuguese, French, English,
Wel sh and a dozen or so other literatures. These pieces existed well
before 1912 when Guillaune Apollinaire made his Calligrames and so
focused the eyes of the poetry world on the potentials of this
intermedium But, with concentration enough - and the other criteria I
have nmentioned - a visual poemcould indeed be a Fluxwork. Simlarly,
many i ntermnedi al perfornmance works exi sted before Fluxus. For exanple,
in his anthol ogy Technicians of the Sacred, Jerone Rothenberg presented
an enornmous nunber of rituals and " performance poens' from so-called
primtive people that, when taken out of their usually sacred context,
are so close to Fluxus pieces as to be nearly indistinguishable from
them Even had there been no i mredi ate precedent of Futurist performance
pi eces, no Dada or Surrealism Fluxus nmight still have devel oped out of
the materials of folklore. This point was not |ost on Rothenberg, who
i ncl uded several exanples of Fluxus perfornance pieces in his book.
Also, in the nineteenth century, there was a tradition of parlour ganes
which are sonetinmes very close to Fluxus. My Sonething Else Press, a
publ i shing project which was in sone respect a Fluxus enterprise,
publ i shed a coll ection of such games by one WIIliam Brisbane Di ck
Di ck's One Hundred Amusenents (note, please, it is the author's | ast
nane that is referred to in the title, not ny first one). Fluxus m ght
wel | have devel oped out of this popular cultural tradition as well. In
fact, a few of the pieces fromboth the Rothenberg and Di ck collections
have been included in Fluxperformances with no noticeabl e incongruity.
So, supposing one sees a work and wants to know if it is Fluxus or not
(whether or not it happens to be by a Fluxartist is not the issue here),
all one need do is match it against the nine criteria. The nore it
mat ches, the nmore Fluxus it is, logically enough. Perhaps there are
other such criteria, but these nine are sufficient. Every so often there
is a new upsurge of interest in Fluxus. At such tinmes those who were not
in the original Fluxus group will present thenselves as Fluxartists. The



best way of verifying their clainms is, of course, to nmatch them agai nst
the criteria. The nore criteria they match, the nore right they have to
be included as Fluxartists in projects. This is a nuch better nethod of
evaluating their clains than sinply matching them agai nst a master |ist
of ,
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his l[ifetinme. In any case, Maciunas published other works besides pure
Fl uxus ones, even in that nost quintessential of Fluxpublications, the
occasi onal newspaper CC V TRE, so such a list would not be very useful
except as a beginning. New artists, even those who have never heard of

Fl uxus or Maciunas may very well do Fluxworks inadvertently if they
match the nine criteria. And if the works in question do not match the
criteria, then they are not Fluxworks, even if the artist clains they
are. \What they do may be very interesting, of course. But it is not

Fl uxus. For exanple, sone nuseum shows of Fluxus include pieces that do
not reflect these criteria. The pieces tend to | ook rather incongruous
in context, and they reflect ill upon the nuseumdirector's intelligence
nore than anything el se. The inclusion of big names may be good for the
attendance at a show, but it tends to obfuscate or vul garise sonething
that should be perfectly clear. For exanple, in 1981 there was an

exhi bition at Wippertal in the Federal Republic of Germany, °Fl uxus:
Aspekt eines Phnens' (" Fluxus: Aspects of a Phenonenon'). It was, in
the main, a good show, but it showed clearly the question of inclusion.
Works were included by Al Hansen. Indeed sone of Hansen's perfornance

pi eces were, in fact, included in some of the early Fluxus perfornance
festivals. But Hansen did not get along with Maciunas personally, and so
he never belonged to the group as such. Nevertheless, his pieces in the
show mat ched nost of the criteria, and so in this exhibition they | ooked
fully in place. Surely they were, in fact, Fluxworks. On the other hand,
there were al so sonme pieces by Mauricio Kagel, Mary Bauernei ster and
Dieter Rot - all three of themexcellent artists. But their pieces did
not match the criteria and they | ooked rather incongruous in the Fluxus
context. There are sonme other non-criteria which are worth nmentioning in
this discussion. These are nore in the way of Fluxtraditions, by no
means criteria, but relevant to a Fl uxdiscussion. Usually Fluxus

perf ormances have been done in costune. Either one wears all white, or
one wears a tailcoat, tuxedo or formal evening dress. The forner
reflects the desire for visual honogeneity, which Maciunas, as a
designer, tended to prize. The latter reflects his fondness for the
deliberately archaic, fornmal and obsol escent being presented in a new
way. One sees a similar current in his use, in his publications, of
extrenely ornanental type faces, such as Romantique, for the headings,
box covers or titles. These contrast with | BM News Gothic, the extrenely
austere type which he used in nost of his setting of the body texts in
Fl uxpublications. This was the version of the sans-serif News Gothic

whi ch was on the IBMtypesetter which he used nost of the tine in the
early days of Fluxus. There is no reason in particular why either of
these traditions should be preserved; they are not integral to Fl uxus.
Perhaps it is one of the few areas in Fluxus in which there is roomfor
sentinentality that both traditions have been carried on in Mciunas'
absence. Another typical involvenment in Fluxus which is not, pet, se, a
criterion, is the enphasis on events that centre around food. Many art
wor ks and groups of artists have dealt with food, but in Fluxus it
becones one of the nmain areas of involvenent, perhaps because of its



cl oseness to the art/life dichotony. There were not only pieces

t hensel ves, using apples, glasses of water on pianos, beans, sal ads,
nmesses made of butter and eggs, eggs al one, |oaves of bread and jars of
jamor honey, to nane just a few that cone i mediately to mind, but
there were al so i nnumerabl e Fl uxfeasts of various sorts: concerts or
events which used the feast as a matrix. No doubt these will continue as
| ong as nmany of the original Fluxpeople are
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typical concern with food on the part of poor or hungry artists. But
that seens secondary to the art/life elenent, and for ne it denobnstrates
that for works which are so much on the border of art and life, art and
non-art as Fl uxpi eces, the convention of a concert is not always
sui tabl e. For casual occasions with snmall audi ences, feasts using food
art are the equival ent of chanber-nusic concerts. Feasts have included
such non-delicacies as totally flavourless gelatine "Jello', side by
side with delicious |oaves of bread in the formof genitals, chocol ate
bars cast in equally startling shapes, blue soups and so on. \Wether or
not such foods are totally satisfying froman aesthetic point of viewis
not the question. The point is, rather, that there are nondeterm native
but neverthel ess typical involvenents of Fluxus, side by side with the
determ native criteria. BUT WHAT OF QUALI TY? HOW DO WE JUDGE THESE
WORKS? Clearly, with Fluxus the normal theoretical positions do not
apply. Fluxus works are sinply not intended to do the sane things as a
Sophocl ean tragedy, a Chopin nazurka, or a Jackson Poll ock painting, and
it is absolutely pointless to make the effort to fit Fluxus into a
systemto do this. Fluxus may have its thrills, but it is qualitatively
different fromalnost all other art, occidental or oriental - at |east
with respect to its teleology, its purposes, its ends. First of all,
what is it not? It is not minetic. It does not inmitate nature in any
narrative way, though it nay be "natural' in the sense of initating
nature in its manner of operation - its craziness, the kinds of patterns
that it evokes and that kind of thing. This is only to say that Fluxus
could, inits owm way, be realistic - very nmuch so. There could be a
genre of the Fluxstory, but it would have to be extrenely generali sed,
stripped down to a bare mininmum A kiss - that mght be a Fluxstory. But
we don't usually think of that as mnesis. Neither does it fit into the
normative romantic/classic or Apoll onian/Di onysi an di chotoni es. Perhaps
it has something in common with the romantici smof Novalis and the
Schl egel brothers in German Romanticism but it does attenpt the same
thing as either romantic or classical art - a world transformed by the
i mgi nation or by feeling. It is not visionary, quite the opposite, in
fact. In ternms of its assuned effects, it does not attenpt to nove the
listener, or viewer, or reader enotionally or in any other way. Neither
does it attenpt to express the artist enotionally or intellectually.

Thus one would not call it expressive in the normal neaning of the term
The Fluxartist does not even begin to reveal him or herself through the
work. Perhaps the viewer or listener will reveal him or herself by

experiencing it, at least to him or herself, but that is a different
matter, and we shall return to it later. The inportant thing here is
that the artist is as far away fromthe assuned eye or ear of the viewer
or listener as is possible in an art work. Any expression is

obj ectivi sed and depersonalised to the point of becom ng transpersonal.
One does not, as one does in so many works of art, see through the work
to the artist. There may be an individual style (nost Fluxartists have
those), but that, too, is a different matter, nore akin to having one's
own idiolect than to presenting a subjective vision of sonething.



Nei ther are Fluxworks, in the nmain, pragmatic. That is, they teach
not hi ng except, perhaps, by exanple. They do not convey noral
principles, nor do they present “correct' political or social views.
They nay be political, but this is apt to be in a synbolic way - for
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behave denocratically, none dom nates the others. But this is nore to do
with the sort of thing that the artist thinks about than anything a
viewer is concerned with. Nor could they be called “objective' inthe T
S Eliot sense. They are not sinply objects to contenplate; they are too
mnimal for that, and, often, too active as well - they inply too nuch
Actually, a few Fluxworks do belong in this vein, but it is not typical
Neither is the Freudian or synbolic analysis of a Fluxpiece apt to be
very rewardi ng or extensive. One does not have enough materials to work
on. Ninety-eight percent of Fluxus pieces have no synbolic content.
Their psychol ogi cal processes are too far and few between. Since the
artist is not making a statenent of any personal or psychol ogi cal

nature, an analysis of this sort would nmake very little sense. A
political analysis, Marxist or otherw se, might be interesting, but it
woul d nmore likely satisfy the critic than the reader of the criticism
since Fluxus is only nmetaphorically political. Since meaning is not the
poi nt and the conveyors of the neaning are so incidental that only a few
patterns can be detected, the semotics of a Fluxpiece are so nmininmal as
to be problematic or even irrelevant. O course there are sone such
conveyors, but these require only the sinplest of identifications. No
patterns of comrunication would be likely. The sanme holds true of
structuralist analysis. The linguistics of Fluxus would be a nental
exercise, not that Fluxus |acks its overall gramrar, but the typical is
only sixty per cent of the corpus, with the rest being exceptions of
sone kind or another. The whol e anal ysis, rather than devel oping a

meani ngful critique or picture, would devolve into hairsplitting

di stinctions of |angue and parole. Few patterns would be reveal ed. One

m ght anal yse a concert as a whole, but the concert as a work is a
fairly arbitrary unit, and each concert tends to be quite different from
other concerts (within certain linits), so that a structuralist analysis
of recurring patterns would be rather pointless. And yet a person who
attends a Fluxconcert, after the first shock, typically gets caught up
in the spirit of it and begins to enjoy it, w thout consciously know ng
why. Perhaps™ there isn't even any shock. What is happening? To get to
the answer for this will take a nmonment. There is one critical approach
that works - herneneutics, the methodol ogy of interpretation, both with
regard to the artist and to the recipient (the viewer, hearer or

reader). This approach, pioneered in recent tinmes (it has an earlier
history too) by Martin Heidegger, Ugo Betti, Hans-Georg Gadaner and
others in philosophy, can be used to discover the workings of Fluxpieces
fairly well. Usually the relationship between the recipient and the work
is described in terms of a hernmeneutic circle - idea of work, leading to
mani festation of work, leading to recipient, leading to recipient's own
t hought processes, leading to new idea of work, leading to further

t hought processes, leading to nodified perception of work being
mani f ested, |eading back to altered perception of the idea of work. In
ot her words, what the recipient sees is coloured by his or her
perception of it - and this is an inplied part of the piece, even though
it may be quite different fromwhat the artist thought of it or howit



was mani fested by the perforner. In practice, going through the whole
hermeneutic circle is a terribly cunbersone process to consider. My own
preference is to streamine it by borrowi ng the horizon netaphor from
Gadaner. Taking performance as the standard, for the nonent:
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the horizon of the original piece as he or she sees it. Even if the
perforner is performng his own work, there will still be sonething of
such a fusion of horizons between X-as-conposer and X-as-perforner,
because X adapts his or her own piece, takes the responsibility of
meki ng slight changes - and, if a piece is performed nany years after it
was witten, X has changed and the interaction with the piece suggests
di fferent significances. The piece is viewed frommany different angl es,
and di fferent aspects are reveal ed by each. Now we can see why the

vi ewer can enjoy the concert w thout know ng why - instinctively he or
she is matching horizons, conparing expectations, participating in the
process; the nore actively he or she does so, the nore |ikely he or she
will be able to enjoy the experience. Nonetheless, for the viewer, the
reci pient, the conposer is nore or |ess an object of speculation. One
wonders who M eko Shiom mght be - does she have green horns? Al one
sees is the work that is being done. One does not really have any way of
knowing if the perfornmance is staying close to the Fluxconposer's work
or if the perforner is taking liberties with it. What the recipient sees
is the performance, no nore, no less. But in the case of works as

m ninalist as Fluxus ones are apt to be, the nore actively the
performance is watched, the nore likely one is to enjoy it, as noted
above. A question may well start to go through the mind at this point, a
natural question in viewing any unfamliar art work: “What is this thing
that | am seeing an exanple of?' That is part of discovering one's
meaning for a work. We |ove to classify. W involve ourselves in the
nam ng of things, frame the work in its context, investigate its
taxononmy. O course, while | amtal king about perfornmance work, any

Fl uxwork, literary or fine art, would have anal ogi cal processes. But if
one goes to a concert of famliar nusic, this question is
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a foot in the door, that if Chopin is on the programme, the concert is
likely to include at |east sone romantic nusic with a certain kind of
sound to it. Thus the taxonony is not so inportant there. On the other
hand, if one turns on a radio and finds oneself enjoying sone unknown

pi ece, part of the key to enjoying the piece is to recognise the
guestion -'"What is this an exanple of?" - and to try to match it with
simlar experiences in one's nenory bank, and, so, enjoy the work even
nmore. The matter of horizons takes place in any herneneutic art process
- it is inherent in the discovery of the horizons. But in watching a

Fl uxper f ormance, exanples are all the nore inportant since they involve
di scovering the pattern of the performance, the what-is-being- done.
Quite often this discovery, detecting the exanple aspect of the horizon
cones to the viewer with a striking inpact; it is like "getting the
point of a joke. And, in fact, the simlarity between even non-hunorous
FI uxpi eces and jokes is striking. Even when the piece is serious, one
tends to react as if the piece were a joke, since a joke is the nearest
thing on one's horizon to many Fl uxpi eces. For exanple, one is in an
audi ence watching the stage. A balloon appears. A second ball oon cones
along. A third balloon cones along. One notices that the nane of the
piece is Eight. Suddenly the pattern is clear. One | aughs. Wy? There is
not hing i nherently funny in the pattern, but it has enough in common
with jokes so that each balloon, as it appears and confirns one's
anticipation that there will in fact be eight balloons, feels like a
stage al ong the way. Perhaps the netaphor of “joke' is inplied by the

pi ece. But what would happen if, in the piece, only seven ball oons
appeared? One woul d be annoyed, probably feel cheated. It would seem as
if the Fluxconposer were being overly clever. That would not be
interesting. It would be like a tricky joke that dissolves into excesses
of cleverness and anmuses only the teller. Sonme assenbl ages of Fl uxpieces
have been presented as other things besides concerts and feasts: rituals
have a certain place in Fluxus too. Aritual is, basically, a cerenonial
act or series of such acts, synbolically recognising a transition from
one life stage or situation to another. Three notabl e Fluxrituals have
been a Fl uxmass, a Fl uxdivorce and the Fl uxweddi ng of George Maci unas
hinmself. In this last, Maciunas and his bride cross- dressed, as did the
bri desnai ds and best nan (Alison Know es). The weddi ng cerenony was
based on a traditional Anglican one, but was altered with deliberate
stunblings and falterings, the substitution of ~Fluxus' for various of
the critical words in prayers, and so on. Instead of anthens and speci al
music, there were various special Fluxpieces which were, in one way or
anot her, suitable for a wedding. And afterwards there was an erotic
feast, including the special bread already nmentioned above. According to
cl assical theory one m ght expect such a reversal of the normative, with
the solemm nmade light and the religious made profane, to seemlike a
satire upon nmarriages in general. But no, the dom nant feeling was one
of joy. It was not a travesty but a incorporation of the horizon of
Fluxus into the horizon of marriage. The result was certainly serious:
Maci unas and his bride Billie did, in fact, actually marry (including a



civil service at another tine). One felt that the participants were
sharing the joy of the basic cerenony with their Fluxfriends - including
one fifteen-year-old girl, a friend of one of ny daughters, who cane to
t he Fl uxweddi ng wi t hout ever having seen a Fluxconcert or any other such
event before. This young wonan, whose horizons were thoroughly
conventional, m ght have been expected to be shocked or offended - or at
| east startled by the erotic feast. But as a whole the situation was so
far fromthe normative that
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fusion of horizons but entered into the situation and enjoyed herself
t horoughly as one night at any other kind of wedding. Utinmtely, of
course, the purpose of achieving such a fusion of horizons is to allow
for the possibility of their alteration. I have not gone into

Fl uxobj ects, Fl uxboxes and Fl uxbooks, but the situation is the sane as
with the perfornmances - one sees the work, considers its inplied

hori zons, matches themw th one's own, and these last, if the work works
well, are altered and enriched. One sees, for exanple, the word "green'
in wooden letters on a wooden tablet. The tablet and word are painted
green. One thinks about |abels, green and life, craft and its absence,
simplicity and conplexity. O perhaps the tablet and word are painted
red, though the word still says "green'. In this case there is a
di spl acenent. The word says sonething different fromwhat one would
expect. O perhaps there is a whol e rai nbow of "green' tablets, fromred
to violet and brown, perhaps even including black and white. Any of such
pi eces woul d work reasonably well - the horizons would work, and the
implications, while different, would foll ow sonewhat al ong the sane
pattern: see, identify what it is, conpare it with what it m ght be,
consi der, digest, anticipate the next possibility, observe the
transformati on of one's own horizons - and enjoy the process. Each of
t hese pieces is an exanple of the possibilities. Wen one sees such a

pi ece, one imagines its alternatives. The alternatives are inplied in
the piece. The work is, in this sense, exenplative: it does not exist,
as nost art does, in the nost definitive and perfect form possible. It
exists in a formwhich suggests alternatives. This is true of many
recent works, not just Fluxworks but other works as well. They encourage
the creativity of the viewer, listener or reader; that is, of the
receiver. Such inplications are a key criterion for evaluating the
quality of a Fluxwork. If it has them if one is conscious of them on
the intuitive and imaginative |evel (rather than forcing themthrough an
act of will), the work is good. That is, it is achieving its potential
The extent to which it lacks inplications, conversely, is the extent to
which it is not good, to the extent that it fails. One can, for

nmet aphysi cal reasons, reject such value judgenents on the conscious

| evel, of course; but one experiences them nonethel ess, and perforns an
act of criticismand, hopefully, of self-enrichnment when one all ows
one's horizons to be changed. The best Fluxworks inply a whole set of

ot her possible Fluxworks. In ternms of performance style (or style of
execution as Fluxart, Fluxboxes and Fl uxbooks), the best perfornances
are therefore those which are nost direct, so that one can perceive at

| east sone of the alternative possibilities to the formin which a given
wor k appears. This avoids what would be a problemin these works of
becomi ng involved with noticing craftsmanship and the definitiveness of
the statenment in a work. The best performance style is, therefore, that
whi ch allows the piece to be experienced with a m ni mum of consci ousness
of the performer interceding between piece and receiver. This is also
true of sone kinds of non-Fl uxus performances - of conedy, for instance.
A Charlie Chaplin presents the hunour in his filnms in an altogether



deadpan way, while a twelfth-rate jokester in a hotel bar does nuch of
t he | aughing and expressing hinmself - and bores the audience. In such
cases the horizons of “joke' and "audience anticipation' fail to fuse.
So it is with Fluxus too. The proper style for Fluxus is the nost

| ow- key and efficient one. One does not nystify the audience - that is
not the point - but one lets it have exactly enough information to

di scover the horizon, and then one lets the piece do the rest. It is
never
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THEORY AND RECEPTI ON 233 necessary to joke about the Fl uxpiece or to
comment about it in an evaluative way, ~Next we will have a great piece
from 1963 by Ben Vautier . . .' That would constitute an intrusion, and,
far fromnmaking the piece nore |likeable, would detract fromit. One
digression is necessary here before we | eave the matter of theory and
horizons; this is the matter of |large works. The inpression exists that
all Fluxworks are small or minimalist. This is obviously not the case
with what | have called the collation sort of Fluxus assenbl age. Sone
patterns sinply cannot be absorbed in their mnimalist statenment; they
require tinme to reveal thenselves effectively. The pieces are,
necessarily, harder to understand for an audi ence; the past experience
of the nmenbers of the audience usually has led themto expect nore
entertai nment values than they are likely to get. One hears it said, I
liked the little pieces, but the big ones went on too long' . Wat one
hopes is that the boredom if any, will be tenporary, while the receiver
fights the horizon of the piece. Boredomis, of course, not the aim of
the piece; but it nay be a necessary way-station on the path to liKking
it. Therefore, with such pieces the characteristic length is apt to have
to be sufficiently long to allow the receiver to get through the boring
phase and into the spirit of the event afterwards. This is why Fl uxus

pi eces are apt either to be very short - two nminutes or less - or very
long - twenty mnutes or nore. There are rather fewin the niddle-length
category. There is a slight difference between European Fl uxus and

Arreri can Fl uxus. The Europeans have tended to performtheir Fluxus works
in the context of festivals, while the Anericans have tended to |l et the
life situations predoninate nmore often. Alnost all the Fluxperformnces
i n Europe have been in such concert situations, except for a fewin the
street; in Anerica both of these have happened, but the feasts and the
Fl uxritual s have virtually all happened in Anerica. The reason for this
is not a difference in attitude, but is, rather, that the European
Fluxartists are nore scattered and it takes a well-financed festival to
bring themtogether. On the other hand, in spite of the worse financi al
situation in Anerica, there are nore Fluxartists there, and they form
one or several communities. For instance, in New York City alone there
are perhaps forty Fluxpeople in residence and so to bring themtogether
is not hard. Al so, the European Fluxworks, nore typically than the
American ones, cone out of an expressive tradition. Since, to build up
an enotional inpact, one usually needs to work on a scale that is beyond
the minimal, the collation sort of work is nore typically European

while the minimal one is nore typically Amrerican or Japanese. Besi des,
even if an Anerican wanted to work on the |arger scale, funding and
obtai ning rehearsal tinme would be problematic, so the economics mlitate
agai nst doing such pieces in America 1 s-1|s Europe. OTHER ASPECTS OF
RECEPTI ON:  ARTI STS, PUBLI C AND | NSTI TUTI ONS The reception of Fluxus, its
popul arity, influence, and, in general, its acceptance, vary

consi derably, according to who is seeing the work. The | east problematic
area is that of the general public. If even a relatively unsophisticated
person attends a Fl uxperfornmance or an exhibition of Fluxus works, such
a person is apt to have an interesting and pl easurabl e experience. Even



at the very beginning of Fluxus this was true. At Wesbaden in 1962 the
Hati si nei ster (janitor) of the museum not a formally cultured man, was
so delighted by the
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to fuse them and experience pl easure. An audience with a strong
conmtment to one or another alternative set of ideas - intellectual or
derived from precedent and fashion - has to |l earn that these ideas are
not under attack in Fluxus situations, that they are sinply irrel evant
to the work at hand; and this takes tine. As | have said, Fluxus
performances and situations are popular with the public once the public
is confronted by them Many tinmes “professionals' in charge of the
progranmes of institutions have grossly underesti mated the appeal of

FI uxpi eces; they devote an evening to Fluxperformances when they m ght
have devoted several, and then they are surprised at the frustration
anmong those who have to be turned away. They progranme an exhibition,
print 500 catal ogues, and find that the exhibition breaks attendance
records and that they nust print another thousand or so catal ogues. The
public is, therefore, not the problem As for artists, few artists who
do performance works can attend a Fl ux performance w thout,
subsequent |y, including Fluxus-type elenents in their own next
perfornmance. Naturally, these are usually not acknow edged, but a
sensitive viewer can detect them For exanple, in the 1960s, the fanpus
Li ving Theatre picked up fragments of Fluxworks, especially from Jackson
Mac Low and nyself (we had both worked with the Living Theatre at
various points) and included themin their programme, ~Shorter Pieces'.
Anot her exanpl e of the absorption of Fluxus happened during the 1970s,
when “performance art' or “art performances' becane common. Typically
performance art was different fromFluxus, in that it included nuch nore
narrative and subjectively personal content, usually focussing on
generating a public persona for the artist. Wrks by Laurie Anderson are
a good exanple of this, stressing the bright young inge in the

hi gh-tech world of New York City (not always justifiable, but usually
fairly convincing in performance). The persona may be quite different
fromthe private personality of the artist. However, the mninmalist
structure within which the performance takes place, the untraditiona
narrative matrix, the absence of nost theatrical techniques, suggest a
debt to Fluxus (and perhaps to Happenings). The perfornmances of
“performance artists' match many of the Fluxus criteria given above,
and, but for their know edge of Fluxus, it is unlikely that



Page 236

DICK HHGA NS that work or the entire collection nmust have cost. Such
coll ections belong not only to the world of art, of course, but to the
worl d of taste and fashion. One can try to ignore this feeling or
inquiry, but one will seldom succeed. But a collection of Fluxus works
W Il inevitably include sonme pieces which are untransformed fromlife
(Duchanp's urinal could have been a Fluxwork). Their significance is
their ability to transformthe viewer's horizons; this stress threatens
t he assunptions of those who are commodity or craft-orientated. Gallery
operators service such collections, of course. They therefore have a
vested interest in discouraging their opposites. Miseuns service such
collections too. Both, therefore, tend to disparage Fluxus - they say
“it's over'. They have been saying this since Fluxus began. Since Fluxus
is as much a formand an attitude as it is a historical tendency, even
if the tendency were over the formm ght not be over. |Is collage "over'?
O they say it's all paper, neaning that there are no substanti al
wor ks, which is untrue. It is the responsibility of Fluxartists, in
order to bring their ideas to the people, to prove otherwi se, and to
endure until the larger nmuseuns, however reluctantly, feel they nust
give nore than token attention to Fluxus, even though nost of the skil
in Fl uxworks goes into the conception rather than the execution. Fluxus
differs fromnost art in being nore purely conceptual. It is not just a
group of people or a historic tendency so nuch as a class of form with
the nine characteristics which | have already mentioned. The best
ingress into the work, since it does not usually offer the sane
experience or have to match our normative expectation for art, is via
hermeneutics, via the horizon concept. Historically Fluxus has had an
i nfluence on art performance - also on artists' books (bookworks), which
I have not discussed. But its real inpact will probably be when new
artists can take up the Fluxus format w thout being self-conscious about
it; to make what they thenselves need fromthe area. To appreciate this
a special kind of gallery director or museum person woul d be needed,
since it would be, at best, problematic for a traditional one to deal
with Fluxus. NOTE 1 This essay was witten in Berlin, Germany, in March
1982 and revised in April 1985. It was published in the Fluxus Research
i ssue of Lund Art Press in 1991. A recently revised version appears in
Di ck Higgins' new book, Modernism since Postnodernism San Diego State
Uni versity Press, 1997.
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KEN FRI EDVMAN: FLUXUS AND COVPANY FLUXUS 1962 |deas, |ssues and Paradi gns
The idea of Fluxus was born |ong before 1962. W see it in the

phi |l osophy of Heraclitus and we see in the idea that you cannot cross
the same river twice. We find it in fourteenth-century Zen texts and we
find it in the paradi gns of science that began taking shape in the |ate
1800s. Renlock coined the term Fluxism to refer to an idea. The

Fl uxus i dea transcends a specific group of people, and the idea has been
vi si bl e through history. While the Fluxus idea existed | ong before the
specific group of people called Fluxus, the group gave Fluxisma

t angi bl e shape through the work of experinmental artists, architects,
composers and desi gners who created, published, exhibited and performed
under the Fluxus |abel. The idea grew into a community |arger than the
group, a larger conmmunity that includes people whose ideas and work

i ncorporate el ements based on the Fluxus experinment. It also includes a
communi ty of individuals who thensel ves becane inportant to the Fl uxus
group. Fluxus evolved around a consci ous use of nodel - maki ng and
paradi gm formati on. My purpose here is to discuss Fluxus and to anal yse
some of the nodels and paradi gns that seemto nme essential in
understanding it. There have been many parallels between Fluxus and
science. New nodels in mathematics often precede and |l ead to new
applications in physical science. So, too, paradigns in art energe when
the worldviewis shifting. Shifts in vision transformculture and
science as they reshape history. These shifts are visible in the
shifting paradigns of art. Exanples and Contrasts The decades in which
Fl uxus energed were the decades in which the sciences of

transdi sciplinary conplexity came into their own. Fluxus and internedia
were born just as technology shifted fromelectrical engineering to

el ectronic engineering. The first conputers used punch-cards and
mechani cal systens. Conputation science was in its infancy along with
early forms of evolutionary psychol ogy and the neurosci ences. Chaos
studi es had not yet enmerged as a discipline, but the foundations of
chaos studies were already in place. Fluxus grew with the internedia
idea. It had strong foundations in nusic, Zen, design and architecture.
Rat her than pursuing technical - or sinply technol ogical - solutions,
Fluxus artists tended to nove in a philosophical vein, direct and subtle
at the sanme tine. This proved to be a blessing, steering clear of the
dead-end solutions typical of the “art and technol ogy' craze.
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KEN FRI EDMAN Wi | e new par adi gns engender new technol ogy as yet a
decade old. As a result, the tine may not yet be ripe for their obvious
application in visual art. Electronic processors and vi deo equi pnent did
give rise to new art forns. They were obvious technologies that artists
could exploit. Mire significant, the paradi gns on which they operate are
not new. Electronic music, for exanple, began with electrical equipnent
rather than the el ectronic equi prent that is avail able today. El ectronic
nmusi ¢ was called “electronic nusic' because the term seened nore
wor kabl e than “electric nusic' or “electrical nusic' would have been.
The first electronic nusic was created with wired circuits and
el ectrical tubes, not with transistors and conputers. The nost
interesting early equi pnent for electronic nusic was closer to an
ol d- fashi oned t el ephone switchboard i n appearance and operation than it
was to today's nodern desk-top conputers. The equi pnent available to
artists and conposers in those days was anal ogue equi pnent, wi red and
arranged by hand, a far cry fromthe powerful work stations that now
contain nore conputing power than even the biggest mainframes once had.
The past and present of electronic nusic offer nerely one exanple. The

technol ogi cal applications of electronic art are still primtive, even
if the paradigns are not, and it seens to ne that video and the
el ectronic arts are still in their prinmtive stage. In a way, video has

just passed out of its Stone Age and into the Bronze Age. Video is now a
recogni sed art form as electronic nusic, electrostatic printing,

el ectrostatic transfer and el ectrostatic printnaking have becone. The
medi a are now distinct and sinple but the artistic results are not often
powerful or elegant. Too many artists are entranced with the physical
qualities of the mediumthey use and unconsci ous about the ideas that
they attenpt to develop. Art is burdened by attention to physical nedia
and plagued by a failure to consider the potential of internmedia. The
equi pnent available to artists today does far nore physically than is
really necessary. W see too nany videos that are |ong on techni que and
short on content. Conputerised graphic design often illustrates the
probl em Graphic designers explore the capacity of a conputer to set
hundreds of conpl ex graphic objects on a page with nmultiple layers and
hitherto inpossible effects while they remai n unaware of such matters as
legibility and basic conmunication theory. The technical power avail able
to conputer- based designers outstrips their design ability in many
cases. The result has been an aval anche of conplicated, trendy

t ypography and fussy, nannerist design created to | ook up-to-date rather
than to communi cate. The nost powerful use of the conputer in science is
to create elegant, sinple solutions to conplex problenms. Wen artists
use the nechani cal power of the conputer to conplicate rather than to
sinplify, it suggests that they do not understand the paradi gns of the
new t echnol ogy. They have nerely | earned to mani pul ate the equi prent.
The art forns that will one day energe from conputation science and
chaos studies have not yet reached the |l evel of video and el ectronic
music, as basic as they still are. The physical forns of conputation
science or ..ERR COD: 1.
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FLUXUS AND COVPANY 239 inhibits the |earning process. It may al so be
that evol ution demands the creation of nany dead-ends on the way to
interesting art. The conputer-generated i mages presented today as
conputer art or the fractal inages of chaos studies are sinplistic
presentations of an idea. They are | aboratory exercises or displays of
technical virtuosity, designed to test and denobnstrate the nedia and the
technol ogy. They are the intellectual and artistic equivalent of the
pai nt sanples that interior designers use to plan out |arger projects.
They may be interesting and useful in some way, but only people shopping
for paint find themrelevant. By contrast, Fluxus suggests approaches
that are sinple rather than sinplistic. The |level of conplexity in any
given work is determ ned by philosophical paradignms. It isn't dictated
by available technology. This is an inportant difference in a
technol ogi cal age. It distinguishes Fluxus fornms as hunmanistic forns -
forns determined by the artist rather than by the tools. The idea of
sinplicity owmes as nuch to the Fluxus refusal to distinguish between art
and life as to the intellectual curiosity that characterises Fluxus
artists. Paradigns Are More | nportant than Technol ogy The paradi gns of
any conplex, transformative era are its nost interesting features.

Par adi gns being born today will transformthe gl obal environnent
tomorrow. This is the environnment in which Fluxus took shape and the
environment in which Fluxus continues to grow. It hasn't led to an art
of technical applications, but to an art of subtle ideas. Some of those
i deas have been conpl ex, but few have been conplicated. Many have been
sinple. Few have been sinplistic. The essence of Fluxus has been
transformati on. The key transformative issues in a society do not always
attract immedi ate notice. Transformative issues involve paradigmshifts.
When paradi gns are shifting, the previous dom nant information hierarchy
hol ds the obvi ous focus of a society's attention until the shift is
compl ete. One sinple exanple of this phenonmenon can be seen in the
expectations that we had for vi deophone conpared to what we thought of
tel efax. For al nost three decades journalists have hail ed vi deophone as
the coming revolution in tel econmunications. Vi deophone appeared to be a
natural marriage of television and telephone. It was a great idea. It
made for fascinating illustrated articles in nmagazi nes and great

sni ppets on TV shows. By contrast, telefax was hunble, alnost primtive.
You send a nessage, but you don't talk and see your nessage at the sane
time. On an enotional |evel, therefore, telefax seenms closer to

t el egraph than tel evision, nowhere near as exciting as videophone. In
the long run, however, it didn't matter that tel efax | acked excitenent;
tel efax was useful. It was application-oriented and user-friendly. It
was sinple and flexible. As a result, telefax becane the npbst profound
devel opnment in comruni cati ons technol ogy of the 1980s. At first, the

tel efax was so obvious that it was al nost overl ooked. Vi deophone is such
a dramatic idea that it held public interest |ong before becom ng

possi ble as a practical, cost-effective technology. It diverted public
attention fromthe telefax while telefax quietly transfornmed the way we
sent and received nessages. The same applies to Fluxus. Fluxus began to
take shape in Europe, the United States and Japan during the 1950s. It



started in the work and actions of nany people. Their activity often
went unnoticed at the tine; and when it was noticed, people didn't give

it much thought. Even so, the processes created and nurtured by the
Fl uxus community were new
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KEN FRI EDMAN par adi gns for the consideration of art, architecture,
musi ¢ and design. The artists, conposers, architects and designers who
constituted the Fluxus community worked with sinple ideas - ideas so
sinple that they were easy to ignhore. As often happens in devel opi ng
paradi gms, sinplicity is a focus for concentrated thinking. It generates
depth, power and resonance. That is how Fl uxus survived and why Fl uxus
was never just an art novenent. The environnent al so changes. Just as
the telefax redefined the way that people comuni cate, new nmedia wl|l
once again transformour way of sending and receiving nessages. Tel ef ax
was devel oped before the w despread availability of the persona
comput er. Today, personal conputers and the various ways of linking them
are beginning to replace telefax - including conputers that enulate a
telefax. In a sense, the telefax that once seemed so revolutionary is
begi nning to appear as an entry-Ilevel technol ogy. The Pony Express once
redefined the world' s understandi ng of nessage delivery speed, but it
| asted only two years before it was replaced by the tel egraph. The
tel egraph was | ater replaced by the tel ephone, an invention that was
once thought of as a special kind of toy for transnitting nusical
concerts and news broadcasts. Today, satellite-linked tel ephones,
computer networks and e-mail are shaping a platformthat will slowy
enconpass the Earth. This platformw ||l eventually nmake vi deophone
possi bl e through a new t echnol ogy uni magi ned by the original inventors
of the videophone concept. Despite the growth of advanced technol ogy,
the relatively sinple telefax remains useful and so do |and-1ine
t el ephones. Today, as in past tines, there are situations in which ol der
technol ogies are better suited to nodern applications than the nore
advanced solutions. One exanple is the suitability of entry-level nobile
phone systens for devel opi ng nations that use a nore sinple and | ess
expensi ve technol ogy than the GSM systens that are now standard in many
Eur opean nations. Sone technol ogi es and paradi gns will probably never
| ose their value. Books are an exanple for reading. The human voice is
an exanpl e for speaking and singing. These are exanples of sinple
par adi gns and technol ogi es that are accessible and avail abl e under such
a wide variety of options that they will always be useful for sone
applications. |I like to think of Fluxus that way - as a useful series of
paradi gns and options. Evolution and Ancestors Fluxus was born at a
shifting point in world-views. The era that the English-speaking world
once called the Elizabethan Age is only now coning to a close. This was
the age of the pirate kings - an age in which gunpowder technol ogy
permitted the Western nations to conquer and domi nate the rest of the
worl d. The greatest portion of the world' s wealth and power was once
concentrated in Asia. A nunber of poor decisions on the part of Asian
rulers created the context in which the European powers were virtually
assured of gl obal dom nance, despite the relative youth of the European
enpires and cultures that were primtive in conparison with their Asian
counterparts. Two of the nobst significant of these decisions were the
mandat ed destruction of China's ocean-going fleets and the closing of
Japan. These decisions were also two of the nost foolish - folly because
t hey were deci sions nade by powerful governnents that finally weakened



the power of their nations. In that sense, China and Japan transforned
t hensel ves fromtwo of the world' s nost devel oped nations into nations
that would later find thensel ves
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FLUXUS AND COVPANY 241 at great disadvantage, prinarily because they cut
t hensel ves off fromthe conpetition and evol uti on of a changing
wor | dwi de environment. This was a far different situation than the
situation of the nations and enpires of India, Korea and Vietnam all of
whi ch found thenselves in problematic situations dictated nore by

hi storical circunstances than troubl es brought about by specific and bad
deci si ons. For any nunber of reasons, however, the enpires of Asia, old,
weal thy and powerful, were unable to innovate and conpete effectively
agai nst the vigorous and often ruthl ess expansion of the Western powers.
The Asian powers had their own ruthless dynasties. The triunph of the
West did not occur because the West was willing to be i mobral where the
East was spiritual and unprepared to resist. The nain issues were

t echnol ogi cal and economic: the West had a nore effective technol ogy
than the East had, a technol ogy that was coupled to a culture nore able
to innovate and initiate change. That nonment essentially dictated the
shape of world power and the gl obal econom c systemfor roughly five
centuries. Those five centuries are now coning to an end A new era is

t aki ng shape now. W& do not yet have a nane for the new era, but it is
clear that a newtinme is emerging. Asia is once again a wealthy,

powerful region, expanding and transformng the world econony. Led first
by Japan, and later by Korea and Taiwan, wi th mainland China about to
energe and India following after, Asia will soon be the world's |argest
regi onal econony. The Asia-Pacific region already equals Europe and the
United States in wealth. It may soon equal themin power and
geopolitical influence. There is every reason to believe that the

Asi a-Pacific region (possibly including Australia and North America)
will play the kind of role in the twenty-first century that Europe

pl ayed fromthe seventeenth to the first half of the twentieth century
and that Anerica played fromthe early twentieth century on. The
consequences of this transformation will be good and bad. The degree to
which the transformation will work good or bad results on individuals
and societies will depend on who they are, on where they are and on
their viewpoi nt. Wether the changes are good or bad, however, the
nonent in which the new era takes shape will be a tinme-based boundary
state. Boundary states in ecological systens give rise to interesting
life forns. Transition tines in history give rise to interesting culture
forns. The first signs of this global transformation began in the | ast
century. The old era could be said to have ended in 1815 with the Treaty
of Vienna that closed the Napoleonic Wars. That was the |last real noment
of the old Europe, the old diplomacy, the old enpires. The putative
revolutions of the md-century, the revolutions that failed, were the
begi nning of the new nationalism a clear sign that the European enpires
wer e dooned. Even though they didn't know it yet, the Hapsburgs were in
trouble, as were the Romanovs, the Saxe- Coburg- Got ha W ndsors-to-be and
t he Hohenzol |l erns of Prussia, whose inperial aspirations were
essentially doonmed even before their enpire was cobbled together by the
Iron Chancellor. The final result of the twentieth century could not
have been predicted at that tinme but change was on the horizon.

Technol ogy, econony and history dooned the static and sl ow noving



enpires with all their cultural baggage. The transformative zone in the
cultural ecology that ushered in our century becane visible in the 1890s
with the work of witers, artists and conposers such as Al fred Jarry,
Pabl o Pi casso, Douani er Rousseau and Erik Satie. The tradition they

est abl i shed becane a ki nd of
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KEN FRI EDMAN | ef t - handed, Tantric approach to art, contrarian and often
hernetic. It was a transnational art in an era that woul d becone
i ncreasingly national under the influence of the national novenents in
art and music that acconpani ed the break-up of the enpires and the
i beration of conquered and col onised nations. As a result, this
tradition in art excited and stinul ated young artists, opened the doors
to many cultures and at the sane tinme inevitably canme into conflict with
the very cultures they enlivened. Only the nonent of international
noder ni sm nade Hol | ywood possi bl e, for exanple, and yet Hollywood novies
grew and bl ossonmed as a typically Anerican art form- a cultural
i nnovation as boldly ethnocentric as the nusic of Gieg and Sibelius, as
peculiarly archetypal in their national expression as the paintings of
Mati sse or Gaudi's architecture. The end result was that this century
saw two arts and two cultures growi ng side by side. One was public,
heroic and national in inclination. The other was intellectual, hernetic
and global in tone. These two traditions challenged and infornmed each
other, yet for a host of reasons, they remai ned separate; separated as
much by the demands of politics and economics as by the reality of art.
Take the case of stract Expressionism for exanple. This was the first
art nmovenent to exert worldw de influence after America took on the
i nternational |eadership that the disintegrated European enpires and
their inpoverished heirs could no |onger afford. Europe and Asia
i nformed the best sentinents of Abstract Expressionism It was an art
that woul d have been inpossible without the twin influences of
Surrealismand oriental culture on Arerica. Wen it cane tinme for
Anerica to stand for its own in the international art world, however,
politics, econonmics and political economcs dictated that Abstract
Expressi onism be treated as sone kind of uniquely Anerican triunph.
Viewed in one way, this was the voice of a young nation cone into its

own. Viewed another way, this was history chasing its own tail. The
triunmph of American painting was heral ded by nyopic art critics. Sone of
themwere well inforned in the narrow terns of art history, but they

were conveniently ignorant of larger cultural history. Mst of them
managed to overl ook the fact that the art nmarket and art history are
generally - and only tenporarily - dom nated by the nation that
currently holds the bal ance of power in the geopolitical and economc
terns. This view served the political purposes of the Anmerican
government. There was no purpose to be served by making clear just how
i mpossible this artistic achi evenment woul d have been wit hout the

def eated Japan, the problematic China, or an occasionally fractious
Europe that Anerica was attenpting to dominate and | ead. Thus the

acol ytes of Abstract Expressionism ballyhooed the grandeur of the New
York painters, treating everything up to that nonment as the prelude to
their triunmph. One cannot entirely blame Arerica for this attitude.
After all, the Geeks, the Italians, the Dutch, the British and the
Japanese, not to nmention the French, had done so thensel ves, on behal f
of their several republics and enpires. It is the other tradition that
i nfluenced Fluxus, a tradition that has inevitably been negl ected
because it is anti-nationalistic in sentinment and tone and practised by



artists who are not easily used as national flag-bearers. |ndividual
artists such as Marcel Duchanp and John Cage are accurately seen as
ancestors of Fluxus, but ideas played a |arger role than individuals.
Russi an revol utionary art groups such as LEF were an influence on sone.
For others, De Stijl and the Bauhaus phil osophy were central. The idea
that one can be an artist and - at the sane tine - an industrialist, an
architect or a designer is a key to the way one can
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society. It is as inportant to work in the factory or the urban

| andscape as in the museum It is inportant to be able to shift
positions and to work in both environnments. Dada was further from Fl uxus
in many ways than either De Stijl or Bauhaus. The seenming relationship
bet ween Fluxus and Dada is nore a matter of appearances than of deep
structure. Robert Filliou pointed this out in his 1962 statenent naking
clear that Fluxus is not Dadaist in its intentions. Dada was expl osive,
irreverent and made nuch use of hunour, as Fluxus has al so done. But
Dada was nihilistic, a mllenarian novenent in nodernist terns. Fluxus
was constructive. Fluxus was founded on principles of creation, of
transformation and its central nethod sought new ways to build. Jean
Sellem asserts that the Fluxus tradition is, indeed, a tradition rooted
in hernetic philosophy and even in the hidden traditions of such
novenments as Kabbal ah and Tantra. | cannot quite agree with him yet |
think he brings up a point that offers valid ways to understand Fl uxus.
So, too, this assertion works well with some of the ways in which Fluxus
wor ks. Fluxus aspires to serve everyone, but it demands a certain kind
of perspective and comm tnment. Anyone can have it, but everyone mnust
work to get it. The premises and the results are sinple; the path from
the prenmises to the goal can be difficult. One way or another, though
Fluxus is a creature of the fluid noment. The transformative zone where
the shore neets the water is sinple, and conplex, too. The entire
essence of chaos theory and the new sciences of conplexity suggest that
prof oundly sinple prenises can create rich, conplex interaction and | ead
to surprising results. Finding the sinple elenents that interact to
shape our conplex environnment is the goal of much science. In culture,
too, and in human behavi our, sinple elenents conbine in nmany ways. On

t he one hand, we seek to understand and describe them On the other, we
seek to use them The fascination and delight of transformation states
in boundary zones is the way in which they evolve naturally. Wen, How
and Who The fornmal date given for the birth of the Fluxus group is the
year 1962. Several people in Europe, Japan and the United States had
been working in parallel art fornms and pursuing many of the same ideas
in their work. The Lithuanian-born architect and desi gner Ceorge

Maci unas had tried to present their work in a gallery and through a
magazi ne named Fl uxus. The gallery folded and the nmagazi ne never
appeared. A festival was planned in Wesbaden, Gernany, in 1962,
featuring the work of nany of the artists and conposers involved in the
festival had known and worked with each other |ong before 1962. The New
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since 1956. In Gernany, a simlar group of artists and conposers had
been working together equally as |long. Maciunas' projects offered these
people a forum For many of them Fluxus was a forumand a neeting pl ace
W t hout ideological or artistic conditions and w thout a defined
artistic programme. After Wesbaden, artists who had been working on
simlar principles came into contact with others who were active in the
FI uxus community. Sone of them becane active in the Fluxus group. Most
of them were working on a simlar basis and they took part in Fluxus
because of what they had already done. These artists were to include
Eri ¢ Andersen, Joseph Beuys, G useppe Chiari, Henning Christiansen
Philip Corner, Robert Filliou, Bengt of Klintberg, Yoko Ono, WIIlemde
Ri dder, Takako Saito, Tomas Schmit, Daniel Spoerri, Robert Watts, La
Mont e Young and others. Sone, |ike La Monte, had been in touch with
Ceorge |l ong before Wesbaden. The group kept growi ng through the
m d- 1960s, eventually coming to include other artists such as M| an
Kni zak, Geoff Hendricks, Larry MIler, Yoshi Wada, Jean Dupuy and
nmysel f. There were thus two groups of original Fluxus nmenbers. The first
group was conprised of the nine who were at W esbaden. The second group
i ncl uded those who cane into Fluxus in the years after, distinguished by
i nnovative work that |led the others to wel come them Fluxus has been
abl e to grow because it has had room for dial ogue and transformation. It
has been able to be born and reborn several tines in different ways. The
fluid understanding of its own history and neani ng; the central
i nsi stence on dial ogue and social creativity rather than on objects and
artefacts have enabled Fluxus to remain alive on the several occasions
t hat Fl uxus has been decl ared dead. TWELVE FLUXUS | DEAS Core | ssues
There are twelve core issues that can be terned the basic ideas of
Fl uxus. In 1981 Dick Higgins wote a list of nine criteria 2 that he
suggested as central to Fluxus. He stated that a work or a project is
Fl uxi st to the degree that it fulfils a significant nunber of criteria,
and that the nore criteria any one piece fills, the nore Fluxus in
intention and realisation it is. | found Dick's list a useful nodel and
expanded the list to twelve. | feel that ny ideas are nuch the sane as
Dick's, but | changed sone of the ternms to account nore precisely for
t he nuances of nmeaning | feel are vital. There has been sone confusion
over the use of the term criteria . Dick and | both used the termin
the original sense of characteristics or traits, not standards of
judgenent. In short, we intended description, not prescription. The
Twel ve Fluxus ldeas are: 1 @obalism2 Unity of art and life 3
Internedia 4 Experilnentalisrn 5 Chance 6 Playfulness 7 Sinplicity 8
I nzplicat ess 9 Exeniplativism1l0 Specificity 11 Presence in tine 12
Musicality. Gobalismdobalismis central to Fluxus. It enbraces the
idea that we live on a single world, a world in which the boundaries of
political states are not identical with the boundaries of nature or
culture. Dick Higgins' list used the term internationalism. H ggins
referred to Fluxus' conplete lack of interest in the national origin of
i deas or of people, but internationalismcan
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War is now unacceptable as a form of national expression. Economc
interests on a global scale erase national boundaries, too. The only
areas in which nations can push thensel ves forward as national -interest
groups with identities defined against the identities of other nations
are sports and culture. The international culture festivals are
sonmetimes |ike football chanpionshi ps where stars and nati onal
politicians push against each other with all the vigour and savagery of
sinul ated warfare. Fluxus, however, encourages dial ogue anong |ike

m nds, regardl ess of nation. Fluxus wel conmes the dial ogue of unlike

m nds when soci al purposes are in tune. In the 1960s, the concept of

i nternationali smwas expressive. The United Nations was young, the cold
war was an active conflict, and nass political groups operating as
national - interest groups seened to offer a way to establish gl oba

di al ogue. Today, "globalism is a nore precise expression. It's not
sinply that boundaries no | onger count, but that in the nost inportant

i ssues, there are no boundaries. A denocratic approach to culture and to
life is a part of the Fluxus view of globalism A world inhabited by

i ndi viduals of equal worth and val ue suggests - or requires - a nethod
for each individual to fulfil his or her potential. This, in turn
suggests a denocratic context within which each person can deci de how
and where to |live, what to becone, howto do it. The world as it is

t oday has been shaped by history, and today's conditions are determ ned
in great part by social and econonm c factors. Wile the Western

i ndustrialised nations and sone devel oping nations are essentially
denocratic, we do not live in a denocratic world. Miuch of the world is
governed by tyrannies, dictatorships or anarchic states. Finding the
path fromtoday's world to a denocratic world raises inportant
guestions, conplex questions, that |lie outside the boundaries of this
essay. Neverthel ess, denpcracy seens to nost of us an appropriate goa
and a valid aspiration. It is fair to say that many Fluxus artists see
their work as a contribution to that world. Some of the Fluxus work was
intended as a direct contribution to a nore denocratic world. Joseph
Beuys' projects for direct denocracy, Nam June Pai k's experinents wth
tel evision, Robert Filliou's progranmres, Dick Hi ggins' Something El se
Press, MIlan Knizak's Aktual projects, George Maciunas' multiples and ny
own experinents with communication and research-based art forns were al
direct attenpts to bring denocratic expression into art and to use art
in the service of denpbcracy. The artists who created these projects
wrote essays and nani festoes that nade this goal clear. The views took
different starting points, sonetimes political, sonmetines economc,
sonetimes phil osophical, sonetimes even nystical or religious. As a
result, this is one aspect of Fluxus that can be exam ned and under st ood
in large global ternms, and these terns are given voice in the words of
the artists thenselves. Qther Fluxus projects had sinilar goals, though
not all have been put forward in explicit terms. Concurrent with a
denocratic standpoint is an anti-elitist approach. When Nam June Paik
read an earlier version of the Twel ve Fluxus |deas, he pointed out that
the concept of anti-elitismwas mssing. | had failed to articulate the



| i nkage between gl obalism denbcracy and anti-elitism In fact, one
cannot achieve a humani stic gl obal community wi thout denocracy or

achi eve denocracy in a world controlled by an elite. In this context,
one nmust define the term elitism to nmean a dominant elite class based
on inherited wealth or power or based on the ability of dom nant
mnorities to incorporate new nmenbers in such a way that
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contrary to an open or entrepreneurial society in which the opportunity
to advance is based on the ability to create value in the formof goods
or services. The basic tendency of elitist societies to restrict
opportunity is why elite societies eventually strangle thensel ves. Human
beings are born with the genetic potential for talent and the potenti al
to create value for society without regard to gender, race, religion or
other factors. While some social groups intensify or weaken certain
genetic possibilities through preferential selection based on soci al
factors, the general tendency is that any human being can in theory
represent any potential contribution to the whole. A society that
restricts access to education or to the ability to shape val ue nakes it
i npossible for the restricted group to contribute to the [arger society.
This neans that a restrictive society will finally cripple itself in
conparison to or in conpetition with a society in which anyone can
provide service to others to the greatest extent possible. For exanpl e,
a society which pernmits all of its nenbers to devel op and use their
talents to the fullest extent will always be a richer and nore
conpetitive society than a society which denies sone nenbers education
because of race, religion or social background Modern societies produce
val ue through professions based on education. Educated people create the
material wealth that enable all nmenbers of a society to flourish through
such disciplines as physics, chem stry or engineering. It is nearly
i npossi ble to becone a physicist, a chem st or an engi neer w thout an
education. Those societies that make it inpossible for a |large section
of the population to be educated for these professions nust
statistically reduce their chances of innovative material progress in
conpari son with those societies that educate every person with the
aptitude for physics, chenistry or engineering. Fluxus, however,
proposes a world in which it is possible to create the greatest val ue
for the greatest nunber of people. This finds its parallel in many of
the central tenets of Buddhism In economic terns, it |eads to what
could be called Buddhist capitalismor green capitalism In the arts,
the result can be confusing. The arts are a breeding ground and a
context for experinent. The world uses art to conduct experinments of
many ki nds - thought experinents and sense experinments. At their best,
the arts are a cultural wetlands, a breeding ground for evolution and
for the transnutation of life fornms. In a biologically rich dynam c
system there are nmany nore opportunities for evol utionary dead-ends
than for successful nmutation. As a result, there nust be and there is
greater latitude for m stakes and transgressions in the world of the
arts than in the inmredi ate and results-oriented world of business or
social policy. This raises the odd possibility that a healthy art world
may be a world in which there is always nore bad art than good.
According to sone, the concept of bad art or good is msleading: this
was Filliou' s assertion, the point he nade with his series of bien fait,
oral fait works. Utimately, the devel opnment and availability of a
multiplicity of works and views permts choice, progress and
devel opment. This is inpossible in a centrally planned, controlled



soci ety. The denocratic context of conpeting visions and open

i nformati on nakes this growmh possible. Access to infornation is a basis
for this devel opment, which neans that everyone nmust have the
opportunity to shape information and to use it. Just as short-term
benefits can accrue in entropic situations, so it is possible for

i ndividual s and nations to benefit fromthe short-term nonopoly of
resources and opportunities. Thus the
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advant age based on nationalism In the long run, this | eads to probl ens
t hat di sadvant age everyone. Fl uxi sm suggests gl obalism denocracy and
anti-elitismas intelligent prem ses for art, for culture and for

| ong-term human survival. Paik's great 1962 mani festo, Ut opian Laser

Tel evision, pointed in this direction. He proposed a new conmuni cati ons
medi um based on hundreds of tel evision channels. Each channel woul d
“narrowcast' its own programme to an audi ence of those who wanted the
progranme w thout regard to the size of the audience. It would make no
di f ference whet her the audi ence was made of two viewers or two billion
It wouldn't even natter whether the programes were intelligent or
ridicul ous, commonly conprehensible or perfectly eccentric. The medi um
woul d make it possible for all information to be transmtted, and each
menber of each audi ence would be free to select or choose his own
progranmi ng based on a nenu of infinitely large possibilities. Even

t hough Pai k wote his manifesto for television rather than

conmput er-based i nformation, he predicted the worl dw de conputer network
and its effects. As technol ogy advances to the point were conputer power
will make it possible for the conputer network to carry and deliver ful
audi ovi sual progranm ng such as novies or videotapes, we will be able to
see Paik's Utopian Laser Television. That is the ultimte point of the
Internet with its promse of an information-rich world. As Buckmi nster
Ful | er suggested, it nust eventually nmake sense for all human beings to
have access to the nmultiplexed distribution of resources in an

envi ronnent of shared benefits, common concern and nutual conservation
of resources. Unity of Art and Life The amity b>art and life is centra
to Fluxism Wen Fluxus was established, the conscious goal was to erase
t he boundaries between art and life. That was the sort of |anguage
appropriate to the tinme of Pop Art and of Happenings. The founding

Fl uxus circle sought to resolve what was then seen as a di chotony
between art and life. Today, it is clear that the radical contribution
Fl uxus nmade to art was to suggest that there is no boundary to be
erased. Beuys articulated it well in suggesting that everyone is an
artist, as problematic as that statement appears to be. Another way to
put it is to say that art and life are part of a unified field of
reference, a single context. Stating it that way poses problens, too,
but the whol e purpose of Fluxus is to go where the interesting problens
are. Internedia Intel-nmedia is the appropriate vehicle for Fluxism D ck
Hi ggins introduced the term'internedia ' to the nodern world in his
famous 1966 essay. He described an art form appropriate to peopl e who
say there are no boundaries between art and life. If there cannot be a
boundary between art and life, there cannot be boundaries between art
forms and art forns. For purposes of
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some of the specific art works appear? How woul d they function? How
woul d the elenents interact? This is a thought experinent that yields
interesting results. Thoughts like this have given rise to sone of the
nmost interesting art works of our tine. Experinentalism Fluxus applied
the scientific nmethod to art. Experinmentalism research orientation and
i conoclasmwere its hall marks. Experinmentalismdoesn't nerely mean
trying new things. It neans trying new things and assessing the results.
Experinents that yield useful results cease being experinments and becone
usable tools, like penicillin in medicine or imaginary nunbers in
mat hemati cs. The research orientation applies not only to the
experinmental nethod, but to the ways in which research is conduct ed.

Most artists, even those who believe thensel ves experinentalists
understand very little about the ways ideas develop. In science, the
notion of collaboration, of theoreticians, experinmenters and researchers
wor ki ng together to build new nethods and results, is well established.
Fl uxus applied this idea to art. Many Fluxus works are the result of
nunbers of artists active in dialogue. Fluxus artists are not the first
to apply this method, but Fluxus is the first art novenent to declare
this way of working as an entirely appropriate nmethod for use over years
of activity rather than as the occasional diversion. Many Fl uxworks are
still created by single artists, but fromthe first to the present day,
you find Fluxus artists working together on projects where nore than one
tal ent can be brought to bear. Iconoclasmis al nost self-evident. Wen
you work in an experinmental way in a field as bounded by restrictions
and prejudices as art, you have got to be willing to break the rul es of
cultural tradition. Chance One key aspect of Fluxus experinmentation is
chance. The nmethods - and results - of chance occur over and over again
in the work of Fluxus artists. There are several ways of approaching
chance. Chance, in the sense of aleatoric or random chance, is a
tradition with a | egacy goi ng back to Duchanp, to Dada and to Cage. Mich
has been made of this tradition in witings about Fluxus, perhaps nore
than is justified, but this is understandable in the cultural context in
whi ch Fl uxus appeared. By the late 1950s the world seened to have becone
too routinised, and opportunities for individual engagenent in the great
game of life too limted. In America, this phenonenon was noted in books
such as The Organisation Man, in critiques of “the silent generation',
and in studies such as The Lonely Crowd. The entire artistic and
political programre of the beatni ks was built on opposition to routine.
Random chance, a way to break the bonds, took on a powerful attraction
and for those who grew up in the late 1950s and early 1960s, it still
has the nostal gic arona that hot rods and Janes Dean novies hold for

ot hers. Even so, random chance was nore useful as a technique than as a
phi |l osophy. There is also evolutionary chance. In the long run

evol utionary chance plays a nore powerful role in innovation than random
chance. Evol utionary chance engages a certain elenent of the random
CGenetic changes occur, for exanple, in a process that is known as
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at random under the influence of |limted entropy - for exanple, when
radi ation affects the genetic structure. This is a technical
degeneration of the genetic code, but some genetic defornations actually
of fer good options for survival and growth. Wen one of these finds an
appropriate bal ance between the change and the niche in which it finds
itself, it does survive to becone enbodied in evolutionary devel opnment.
This has parallels in art and in nusic, in human cultures and societies.
Sonet hing enters the scene and changes the worl dview we previously held.
That influence may be initiated in a randomway. It may begin in an

unpl anned way, or it may be the result of signal interference to

i nt ended nessages, or it nay be the result of a sudden insight. Any
nunber of possibilities exist. Wen the chance input is enbodied in new
form however, it ceases to be random and becones evol utionary. That is
why chance is closely allied to experinentation in Fluxus. It is related
to the ways in which scientific know edge grows, too. Playful ness
Platifitbtess has been part of Fluxus since the beginning. Part of the
concept of playful ness has been represented by terns such as "jokes',
'ganes', 'puzzles' and "gags'. This role of gags in Fluxus has sonetines
been overenphasi sed. This is understandable. Human beings tend to
perceive patterns by their gestalt, focusing on the nopbst noticeable

di fferences. When Fl uxus energed, art was under the influence of a
series of attitudes in which art seened to be a |iberal, secul ar
substitute for religion. Art was so heavily influenced by rigidities of
conception, formand style that the irreverent Fluxus attitude stood out
like a loud fart in a small elevator. The npbst visible aspect of the
irreverent style was the enphasis on the gag. There is nore to hunour

t han gags and jokes, and there is nore to playful ness than hunmour. Play
conprehends far nore than hunour. There is the play of ideas, the

pl ayful ness of free experinentation, the playful ness of free association
and the play of paradigmshifting that are as conmon to scientific
experinment as to pranks. Sinplicity Sinplicity, sonetines called
"parsiniony', refers to the relationship of truth and beauty. Another
termfor this concept is 'elegance'. In mathematics or science, an

el egant idea is that idea which expresses the fullest possible series of
meani ngs in the nost concentrated possible statenent. That is the idea
of Occam s Razor, a philosophical tool which states that a theory that
accounts for all aspects of a phenonenon with the fewest possible terns
will be nmore likely to be correct than a theory that accounts for the
same phenonenon using nore (or nore conplex) terns. Fromthis
perspective of philosophical nodelling, Copernicus' nodel of the solar
systemis better than Ptoleny's - nmust be better - because it accounts
for a fuller range of phenonena in fewer terns. Parsinony, the use of
frugal, essential neans, is related to that concept. This issue was
presented in Higgins' original list as '"mnimalism, but the m nimlism
has cone to have a precise neaning in the world of art. While sonme of
the Fluxus artists like La Monte Young can certainly be called
mninmalists, the intention and the meaning of their mnimalismis very
different than the Mninmalismassociated with the New York art school of



that nane. | prefer to think of La Monte as parsinmonious. Hs wrk is a
frugal concentration
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KEN FRI EDMAN of idea and neaning that fits his long spiritua
pilgrinmage, closer to Pandit Pran Nath than to Richard Serra. Sinplicity
of neans, perfection of attention, are what distinguish this concept in
the work of the Fluxus artists. Inplicativeness Inplicativeness mneans
that an ideal Fluxus work inplies nmany nore works. This notion is close
to and grows out of the notion of el egance and parsinony. Here, too, you
see the relationship of Fluxus to experinmentalismand to the scientific
met hod. Exenpl ativism Exenplativismis the principle that Dick Hi ggins
outlined in another essay, the "Exenplativist Manifesto' . Exenplativism
is the quality of a work exenplifying the theory and nmeaning of its
construction. Wile not all Fluxus works are exenplative, there has
al ways been a feeling that those pieces which are exenplative are in
some way closer to the ideal than those which are not. You could say,
for exanple, that exenplativismis the distinction between George
Brecht's poetic proposals and Ray Johnson's - and probably shows why
Brecht is in the Fluxus circle while Johnson, as close to Fluxus as he
is, has never really been a part of things. Specificity Specificity has
to do with the tendency of a work to be specific, self-contained and to
enbody all its own parts. Mst art works rely on anbiguity, on the
| eaki ng away of meani ngs to accunul at e new neani ngs. When a work has
specificity, it | oads neaning quite consciously. In a sense, this my
seema contradiction in an art novenent that has conme to synbolise
phi | osophi cal ambiguity and radical transformation, but it is a key
el ement in Fluxus. Presence in Tinme Many Fl uxus works take place in
time. This has sonmetines been referred to by the term epheneral', but
the terns 'ephenerality' and “duration' distinguish different qualities
of tinme in Fluxus. It is appropriate that an art novenent whose very
nane goes back to the Geek phil osophers of tine and to the Buddhi st
anal ysis of tine and existence in human experience should place great
enphasis on the elenent of time in art. The epheneral quality is obvious
in the brief Fluxus performance works, where the term epheneral is
appropriate, and in the production of ephenera, fleeting objects and
publications with which Fluxus has always marked itself. But Fl uxus
wor ks often enbody a different sense of duration as in nusica
conpositions lasting days or weeks, performances that take place in
segnents over decades, even art works that grow and evol ve over equally
|l ong spans. Tine - the great condition of hunan existence - is a central
issue in Fluxus and in the work that artists in the Fluxus circle
create. Musicality Miusicality refers to the fact that nmany Fl uxus works
are designed as scores, as works which can be realised by artists other
than the creator. While this concept nay have been born in the fact that
many Fl uxus artists were al so conposers, it signifies far nore. The
events, nany
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Musicality is a key concept in Fluxus. It has not been given adequate
attention by scholars or critics. Miusicality neans that anyone can pl ay
the nusic. If deep engagenent with the nusic, with the spirit of the
music is the central focus of this criterion, then nusicality may be the
key concept in Fluxus. It is central to Fluxus because it enbraces so
many ot her issues and concepts: the social radicalismof Mciunas in

whi ch the individual artist takes a secondary role to the concept of
artistic practice in society, the social activismof Beuys when he
declared that we are all artists; the social creativity of Knizak in
opening art into society; the radical intellectualismof H ggins and the
experinmentalismof Flynt. Al of these and nore appear in the full
meani ng of nusicality. FLUXUS AFTER FLUXUS After Maciunas Di scussions
about Fl uxus often focus on George Maciunas, but there is no question of
conti nui ng Maci unas' role. George Maci unas was uni que, and had a uni que
way of doing things and a unique place in the affections of everyone who
knew him but thinking of himas the single central figure in Fluxus is
a mstake. Between 1962 and the early 1970s Maci unas was Fl uxus'
editorial and festival organiser.
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chai rperson. Wen it becanme evident, even to George hinself, that others
had key roles to play if Fluxus was to grow, he | oosened his notion of
central control dramatically. It becane far nore inportant to himto
spread Fluxismas a social action than to dictate the artistic terns of
every Fluxus artist. This is evident if you see that Maci unas consi dered
David Mayor a nenber of the Fluxcore, even though Mayor was quite
different to Maciunas in his artistic choices. By the 1970s, George
Maci unas was no | onger as active in publishing and organising for Fluxus
as he had been a few years earlier. For exanple, while there were Fl uxus
eveni ngs and occasi onal Fl uxus presentations, Maciunas organi sed no
maj or festivals after David Mayor finished the Fluxshoe. In 1966
Maci unas had appoi nted several others as his co-directors. Fluxus South
was directed by Ben Vautier in N ce, Fluxus East by Ml an Knizak and
di rected Fluxus West. Sone have tried to nmake a point that " Fluxus East
wasn't Fluxus', as though only Maciunas was Fluxus. That isn't the case:
Maci unas aut horised us to speak for Fluxus, to represent Fluxus, to
manage publications, to dispense copyright perm ssion, and to act in
every respect on behalf of Fluxus. Wile Mciunas did repudiate people
in the early 1960s, even attenpting to expel or purge people from
Fl uxus, this was not how he behaved a few years later. It is a
di sservice to George Maciunas to present himthrough the i mage of a
petty (if lovable) tyrant, a cross between an artistic Stalin and a
| aughabl e Breton. This notion belittles Maciunas' depth and capacity as
a human being, his ability to find nore effective ways of working and to
find ways to grow. Ceorge Maciunas was a fabul ous organi sationa
technol ogi st and a great systematic thinker, but he was not confortable
working with people in the mllion unsystematic ways that people demand
to work. This was why he changed his working nethod by the nid-1960s and
began to share the | eadership role. That is how Fl uxus took new fornms
and grew. He becane confortable letting others devel op Fluxus in other
ways while giving advice and criticismfromtinme to time. That's how
Fluxus found its feet in England in the 1970s. That's how new Fl uxus
activists energed in the States and in Europe and how they kept the
i deas and action alive. It is why Fluxus has been continuously active
for nearly forty years. The first Fluxus di sappeared a long tine ago. It
replaced itself with the nany forns of Fluxus that canme after. The nmany
varieties of Fluxus activity took on their owm life and had a
significant history of their own. It is unrealistic and historically
i naccurate to imagi ne a Fluxus controlled by one man. Fl uxus was
co-created by nmany people and it has undergone a continuous process of
co-creation and renewal for four decades. Fluxus Today Fluxus today is
not the Fluxus that has sonetinmes been considered as an organi sed group
and sonetines referred to as a novenent. Fluxus is a forum a circle of
friends, a living community. Fluxismas a way of thinking and working is
very much alive. Wat was uni que about Fluxus as a community was that we
naned oursel ves. W found and kept our own name. Art critics naned
Abstract Expressionism Pop Art, Mnimalismand Conceptualism Fluxus
naned Fl uxus. The Gernman press took our nane and fell in love with it,



but it was our nane to begin with. What nade it Fluxus was that it
wasn't confined to
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FLUXUS AND COVPANY 253 art and it was perhaps this that saved us from
bei ng naned by others. If it |ocked us out of the art market on many
occasions, it nade it possible for us to make interesting art on our own
terms. In the last twenty years interest in Fluxus has gone through two,
maybe three cycles of growh and neglect. W are still here, still doing
what we want to do, and still comng together fromtine to time under
the rubric of Fluxus. Since this is exactly what happened during the
1960s and 1970s, it is clear that Fluxus did not die at sonme nmgica

date in the past. If you read your way down the many |ists of Fluxus
artists who were young and revolutionary back in the 1960s, the 1990s
have shown many of themto be transformative and evol utionary. They
transformed the way that the world thinks about art, and they
transformed the relationship between art and the world around it. The

FI uxus di al ogue has taken on a life of its own. A Fluxismvital enough
to continue inits ow right was exactly what people intended at the
begi nni ng, though this has sonetinmes had consequences that startled them
as nmuch as anyone else. If it hasn't happened in exactly the ways that
they planned, this is because there are no boundaries between art and
life. What counts is the fact that it happened. NOTES 1 This essay was
originally witten for the exhibition Fluxus and Conpany at Enily Harvey
Gllery in 1989. It has been widely reprinted in revised versions and in
various translations since then. 2 Dick Higgins, "“Fluxus: Theory and
Reception' (1982); included in this volune, p 217.
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38 HANNAH HI GA NS occasionally work was stretched out over severa

years, requiring artists to make several return trips. In this manner,
Pari & Dispari constituted an artists' comunity that consisted in |arge
part of artists associated with Fluxus. It played a pivotal role in the
continuation of the Fluxus conmunity and continues to do so today as a
rel ocated and renaned Fondazi one Chiesi in Capri. Al so pivotal in
under st andi ng t he backbone of activity throughout the 1970s is the
comparatively larger function of Conz Editions, run by Francesco Conz in
Verona, lItaly. For several Fluxus artists, Fluxus in the 1970s was held
toget her by Conz, a conmitted publisher, collector and publicist for the
group. Like Chiesi, Conz has an interest in other groups; Viennese
Aktioni smus (Austria), Guppe Zaj (Spain) and the artists of |nage Bank
(Canada) are all arguably linked to the greater community of Fl uxus

t hrough the concept of intermedia (nmeaning work that falls between
traditional media, such as visual poens and so on). 20 In particul ar
Conz has produced cl ose coll aborations with individual Fluxus artists,
as well as with the entire group. Wiile Conz at one tine produced paper
editions, his nost significant contribution has been the translation on
to large cloth panels of a wide range of Fluxus artists' work such as
ganmes, recipes and object inages, under the nane Edizi one Francesco
Conz.21 In addition to these editions, Conz has explored the individual
identity of each artist in his comm ssioning of artist “fetish' objects.
These are col lections of performance detritis and articles fromthe
lives of Fluxus artists that were not originally intended for

exhibition. Wth a wink toward the sel f-deprecating stance of nmany
collectors that is often coupled with a strong desire to interact in the
lives of the artists they collect, these objects exenplify Conz's close
personal relationship with a remarkably broad range of Fluxus artists.
Significantly, Henry Martin, an American expatriate, critic and
supporter of Fluxus, has witten in several contexts for Conz as well
and has produced a significant conmentary on George Brecht's Book of the
Tunmbl er on Fire. 22 For the anniversary year of 1992, Martin organi sed a
Bol zano Fl uxus, called rather fetchingly " Fluxers', which noved to

Mol vena, Italy, under the auspices of the Fluxus collector Luigi

Bonotto. For that exhibition, Martin curated a print portfolio by twelve
Fl uxus artists. These exanpl es al one suggest that Italy has produced
extensi ve and expansi ve support for Fluxus since the md-1970s, when
Conz and Chiesi becane highly active. The greatest degree of visibility
for Fluxus in Italy, and perhaps in the international art world, cane

t hrough the exhibition “Ubi Fluxus, ibi Mtus', which occupied a
pavilion at the 1990 Venice Biennale. G no D Maggio, a nmgjor and
conparatively recent supporter of Fluxus whose MuDi Ma Museumin M an
features Fluxus, coordinated the exhibition and published a catal ogue
for the show Achille Bonito AQiva, a well-known Italian curator and

hi storian of the avantgarde , curated the show H's curatorial statenent
in the catal ogue suggests that an Italian heritage, nanely, Futurism and
the Italian Renai ssance, was as essential for Fluxus as the nore
commonly evoked German Dadai sm "~ The synthesis of the arts', he wote,
"is an ancient aspiration of the nodern avant-gardes, ranging from



Futurismto Dadaism but it was also included in the classical

di mensi ons of the Italian Renaissance. 23 In contrast to this primarily
historic justification for Fluxus, the "~Presentazione', or opening
statenent, by G ovanni Carandente, suggests a point of entry
specifically ainmed at the Maciunas problem He wites:
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attient de palilalie, Paris, Galerie J and J Donguy/JP Hai k 1990. Dupuy,
Jean, Where tir Fluxiis! Brisbane, 1990. Dupuy, Jean, Jean Dupi ~v,
Paris, Galerie Donguy, March 1994. E .Edition by Charlotte Mborman, Nam
June Pai k, and Peter Moore, Reggio Enmilia, Part & Dtspari, 1974
Ehrenberg, Felipe, Docunento Trrnrestral, Collunpton, Beau Geste Press,
1971 Ehrenberg, Felipe, YVorld Art O ganization, Colltinpton, Beau Geste
Press, 1971. Ehrenberg, Felipe, Ehrenberg, Collunpton, Beau Geste Press,
1972 Ehrenberg, Felipe, -P- Collunpton, Beau Geste Press, 1972. ..ERR
CCD: 3. .
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FLUXUS CHRONOLOGY: KEY MOMENTS AND EVENTS 1960 Jan 9 22 Dutch
hilormalist .4rt[ex], Glerie Koepcke, Copenhagen Armando, KV Bohenen.
Hendnksen, H Peeters, JJ Schoonhoven Feb 29 The Roy Gun Spey (The Rar
@un SpeccJ[pf], Judson Gallery, New York. J Dine, R G oons, A Hansen, D
Hi ggins, A Kaprow. C O denburg, R Witman. Mar 1-18 Irene Wert=
exhibition at Gal eri e Koepcke[ex], Copenhagen |I Weitz. Mar 14 A Cancer t
of .Veer .1llusic[pt], The Living Theatre, New York G Brecht, J Cage, A
Hansen, R Johnson, A Kaprow, R Maxfield, J McDowell, R Rauschenberg. Mar
21 Saint Joun (it Becaureroir[pf], The Players Theater, New York D
Higgins, J Spicer Apr 29 ,4rnti-Piocess[pi], Galerie des Quatre Saisons,
Pares JJ Libel May 2 Col | abor"unorn ee'en7 To(Conmposunons and
hitprorisations)[pf], Architecture Court, University of California,
Berkeley . LM Young, T Riley, WdeMaria. May 2 A Program gl Happeni ngs''
Erentsr Situations' [pt], Pratt Institute, Brooklyn G Brecht, J Cage, A
Hansen, A Kaprow, J Mac Low May 6 [pt], Piogram of Sound | nprovisation,
California School of Fine Arts, San Francisco WdeMaria, T Riley, LM
Young. May 7 Theater Piece[pa, Crcle in the Square, New 'York J Cage, D
Tudor Jun 2 Magi c Ka-oo[pf], New York, New Jersey R Watts Jun 10 - Jul 1
41r Scul pture, Picture, 9 Lines[ex], Galerie Koepcke, Copenhagen P

Mai zone Jim|l | An Eeennng of Sound Theater - Happennngs[pt], The Reuben
Gl lery, NewYork. G Brecht, J Dine, A Kaprose, R Maxfield, R Witnman Jun
15 Kon-ert on .Atelier Bauneister[pf], Colognhe U Kagel, K Helns, N Aney,
F Aney, D Tudor, B Patterson, K Schwertsik, HG Helns, G Brecht Jun 18
Ann- Process[pt], Galleria il Canale, Venice. A Jouffroy, JJ Libel, S
Ruscom Jun 19 Col oghe Centre Festmal [pl, Atelier Bauneister G Brecht,
Bussotto, J Cage, NJ Paik, LM Young Jul O Conposer's Wdrkshop Concert,

Si nul t aneous Performance o(Four Connposttiorns[pf], O d Spaghetti

Factory and Excel sior Coffee Shop, Green St. San Francisco LNl Young, T
Riley, WdeMaria, D Higgins. Jul 14 Funeral Cerenony for die
.AtxtiProcess [pf], Venice. F Arey, A Ansen, JJ Libel Aug O Pl akat
Phansen[ pa, Pl aza de Catal una, Barcelona WVostell. Aug | New York Audio
Vi sual Goup, .Vein Alusic[pf], The Living Theatre, New York. Daniels, A
Hansen, D Higgins, R ,Johnson, J Mac Low, L Peons, LM Young Sept 0 Ga
end | mulereit[ex], Galerie Koepcke, Copenhagen A Koepcke. Lora, C
Megert, Metz. Sept O L'Immortelle Mort Du tllonde[pt]. Pares R Fell eau
Sept 0 Happening nn |l-ont of Thoriw dsen'.s Al useunipt] A Koepcke Sept
23 Mal er der Galerie Koepcke, Copenhagen[ex], Galerie ii Hinterhof.
Berlin. A Koepcke. Cct 0 Cologne Cartridge :11ltr.sic- Solo for voice[ pf]
J Cage, NJ Paek. LM Young Cct 5 [pf], Friedrich WI hel m Gynmasi um

Col ogne C Brown, M Cunni ngham J Cage, D Tudor. Dec 18, 1960 - Jim 28,
1961 [pf], Yoko Ono's Loft, Chanbers St, New York T Jennings, T
Ichiyangi, HFlint, J Byrd, J Mac Low, R Maxfield, LM Young, S Mrris, R
Morris, D Lindbeeg rid Pet tnmce Piece For a Lonely Peison nn a Public

Pl ace[pt], Paris P Colten, RFIIIICee rid|l'es It eras Siill There-An
Opera[ pf], Schlosskellerei. Darnstadt C Brener, D Spoerri, E WIIians
rid Siieedisli Theater[pf], Helsinki. J Cage, M Cunningham rid
Expositie ran de Schoenmi kles ran Ariisteidarrt[pg, Anmsterdam S
Breeewn rid International Abstract G aphics[ex], Galerie Koepcke,
Copenhagen Bogart, K VanBohenen, H Magnelli, Vassareli, R Wrther. rid



Dieter Rot, Cllegeit e.shibitiori[ex], Galerie Koepcke, Copenhagen. D
Rot, C Meiert. 1961 Jan O [pt], Thorval dsens Museum E Andersen Jan 13
Grunaces[pt], Cooper Union, New York D Higgins, D Johnson, G Matthews, R
Maxfield. LM Young Feb 0 [pa, Thorval ddens Museum E Andersen. Feb 25-26
This War Brouirn[pf], Amsterdam S Brouwn Mar 14 - Jul 30 [pf], AG
Gallery, New York E Brown, J Byrd. J Cage, P Davis, S DeHersch, W
deMaria, J Fisher, D Hggins, T Ichiyangi, K Jacobs, D Johnson, R
Johnson, F Kuenstler, J Mac Low, R Maxfield, J Mcdowell, J Mekas, R
Morris, Y Ono, LM Young. Mar 31 Conposition 60 #l O[pf], Harvard
University HFlynt, R Mrris, LM Young Apr | International
Tentoonstelling ran Niets[pf]. Galerie 207, W] eeresparkweg 207,

Anst erdam B Brock, A Koepcke, C Megert Apr 3 Concert of Contenporary
Japanese Alusnr and Poeny[pf]. Village Gate, New York Alsop, S Forti,
dick, T Ichoyangi, Kobayashi, Mayuzune, Y Ono, Soyer. D Tudor, LM
Young. Apr 6--13 Agard Andersen [ex], Galerie Koepcke, Copenhagen E
Ander sen.
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258 FLUXUS CHRONOLOGY May 14 Situationen, Fuer 3 Kl avei ie, Duo Fuer
Stimre und Streicher, Konposition Fuer Papier, De-coil/ages Solo fuer
Wbl | Vostell[pf], Hero Lauhaus, Am Buttermarkt 1, Col ogne. B Patterson &
WVostell. May 15 De-Col I | Age Sol o, De-Coll/Age Col |l ages[pl, Buttermarkt
|, Cologne. WVostell. May 25 - Jun 23 Environnents, Situations,

Space[ pf], Martha Jackson Gallery, New York. G Brecht, J Dine, W
Gaudnek, A Kaprow, C A denburg, R Witman. Jun O Si nultan[pf], Galerie
Lauhaus, Col ogne. NJ Pai k, WWVostell, S Wewerka. Jun 0 - Jul

Poi - Poi [ ex], Gal eri e Koepcke, Copenhagen. R Filliou Jun 18 Col ogne Der
Kof fer[pfJ, Galene Lauhus. D Spoerri. Jul O Stupidogrants[ex], Galerie
Koepcke, Copenhagen. D Rot. Jul 14 Lenions[pf], Studio Vostell, Col ogne.
G droth, WPearson, B Patterson, WVostell Jul 9-22 Hans

St audacher[ex], Gal erie Koepcke, Copenhagen. H Staudacher. Aug O Tivo

I ndet ermi nate Events[pf], Mderna Misset & Streets of Stockholm R
watts. Sept O Lille Kirkestrade No.], a 53 Kilo Poem & Pot Poi [ pf],

Ri ddersal en, Denmark. R Filliou, A Koepcke. Sept 0 Concert[pa, Statens
Handver ksog Kunstindustri skole, Norway NJ Pai k. Sept 15 Cityraina |[pl,
Gal erie Schwarz, Mlan WVostell. Sept 16 Niki de St Phalle[ex], Galerie
Koepcke, Copenhagen. N de St Phalle. Sept 27 Sinple Ny Misikk[pf], DUT,
Stockhol m NJ Pai k. Oct 18 Artist Shit, The Living Artwork[ex], Galerie
Koepcke, Copenhagen. P Manzoni. Nov 0 Suspense poenipa, Paris. R
Filliou. Nov 17 Copies of Confiscated Wrks at the Crininal Miseuniex],
Gal eri e Koepcke, Copenhagen. W Freddi e. Nov 24 Yoko Ono, Wirks by Yoko
Ono[ pf], Carnegie Recital Hall, New York Ay-O E Boagni, G Brecht, P
Brown, J Byrd, P Corner, T Jennings, J Kotzin, R Levine, J Mac Low, J
Martin, J Mekas, Y Ono, Y Ranier, LM Young. Nov 30 IBM pa, Tokyo. T
Kosugi, Mayuzumi , M Chi eko) Shioim Takahishi, Y Tone. Dec 0 Group Zero
Exhibit[ex], Gallery A, ArnheimD Rot, J Gunnar Arnason. Dec O

Bevaegel se 1 Kintsten Fire Dainhatte of Eric Bonne[ex], Galerie Koepcke,
Copenhagen. E Bonne Dec 3 Qprichting van de Mbod Engi neering
Societi'[pf], Amsterdam L Andriessen, G Jurriaanse, M Mengl eberg, Wde
Ri dder, L Samson, P Schat, J Spek. Dec 3, 1961 - Mar 0, 1962 The Hall
of' Issues I[ex], The Hall of |ssues, 241 Thonpson Street, New York. P
Ferakis, A Kaprow, P Yanpl osky Dec 9 Bai nse Kragh-Jacobsen[ex], Galerie
Koepcke, Copenhagen B Kragh-Jacobsen. Dec 29 Ball[pl, Geen Gallery, New
York. R Wiitman. nd Anti-Process 3[ex], Glleria Brea, Mlan. A
Jouffroy, JJ Lebel. nd A Cellar Song for Five Voices[pf], The Living
Theatre, New York. E Wllianms. nd [pg, P K Theater, Ansterdam Wde

Ri dder. nd Dani el Spoerri exhibition at Galerie Koepcke[ex], Copenhagen.
D Spoerri. nd Enunett WIlians exhibition at Gal erte Koepcke[ex],
Copenhagen E Wl lians. 1962 Jan 5 Dithyrainb[pl, Henry Street Pl ayhouse,
New York. G Brecht, J Warng Dance Conpany, D Hay, F Herko, Y Rainer. Jan
8 An Ant hol ogy[ pff, The Living Theatre, New York G Brecht, C Brener, E
Brown, J Byrd, J Cage, H Flynt, D Higgns, T Ichiyangi, T Jennings, W
deMaria, Y Ono. Jan 22 Two Sinultaneous Concerts[pl, Fashion Institute
of Technol ogy, New ..ERR COD: 3..
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et Cetera Ani caine[pf], Misee D art Mderne, Paris. T Brown, J Canepa,
J Canepa, L Castro, J Curtrs, J Cushing, E D etmann, A Ehrenfeldt, R
Filhou, P Geen, R Henrrot-SantOUX, J Janitian, P Keene, R Ledernan,
Marcelle, MMnjwn, T Rley. MR ley, K Schumacher, D Spoerir, E
Wlliams. Cct 24 - Nov Fhtxus[pt], Haus van der Ginten, Kranenburg. J
Beuys. Nov O Bu kerod Statsskol e[pf]. E Andersen. Nov 3 NHK Tel evi sion
Slroirfpf], Tokyo. H Red Center. Nov 12--24 Doi otheanruri[ex], Galerie
Dor ot hea Loehr, Schumannstr. D Spoerri. Dec 0 Records For Jake Bowes| pq,
Ni kol ai Kirke, Copenhagen. E Andersen, R Filliou, A Koepcke. Dec 0 View
of A Cai' in 24 hours[pf], Ansterdam S Brouwn. Dec 6 Het Legen ran een
Fi esl e Linonade in Zee[pf], Petten Strand, Amsterdam W Schi ppers. Dec
6 .1llars Door Ansterdanipf], Amsterdam Wde Rrdder, WT Schippers. Dec
12 Oogadooga[ pl, Judson Gallery, New York. A Hausen. Dec 18
International Pt ogramma Nienresie rLlu rek[pf], N etweste Theater -

Ni euwest e Literatur, Amsterdam Wde Rrdder, WI Schi ppers. T Schaut, E
Wllians. Dec 29 Signahnent, Televisie Progrcnnnia[pf]. Dutch Tel evision
S Brouwn, H de By, H Peeters. Wde Rrdder, WI Schi ppers. nd Colleen re
Poern for Raphael Jesus Soto![pf], Mus>e d" Arras, .Arias. R Filhou. E
WIlliams. nd Le Poipoidrorne[ex], Paris. R Filhou. J Pfeufer. rid
Question Piece[pg, Japenese Radio. Mdits Gl erie Zwnner, Col ogne. R
Filliou, D Spoerii rid An Evening Wth Yoko Ono[ pl, Yammi ehi Concert

Hal |, Kyoto. Y Ono rid Events[pf], Naigua Gllery, Japan. Y Ono. rid
Evening 'til Dawn[ pqgf, Nanzenji Tenple, Japan. Y Ono rid Fl ower, Shadow
& Mommt g Events[pf], Tokyo. Y Ono. rid Evening Wth Yoko Ono[ pQJ,
Sogetsu Art Center, Tokyo Y Ono rid Qprichting van de Society' /or Part,
Organr_ntg[pf], Armsterdam Wde R dder, W Schi ppers. 1965 Jan - Dec
AKTU. 4L; Kni : ak Perfé6rntances[pf], (i)Exhibition of objects | didn't
create. Prague (u)1000 Letters to the citizens, Prague (iii)Anonynous
change of the street, Prague (iv)Broken nmusic. Prague (v) Denonstration
for Jan Mach, Prague (vi)How to actualize the clothes (vu)Wy just So,
Prague (viii)Paper gliders are given, Prague (ix)fold paper glider 2
neters big, Prague (x)Gnes-during the whole year (xi)lrrscriptions on
the wal |l s and si dewal ks during the whole year Jan - Nov Monday N ght
Letters Cafe Au Go Go[pf], 112 Bl eeker St, New York



Back Matter Page 17

Fl uxus Concerts, Concert no 6[pf], Fluxhall, 359 Canal Street, NYC Ay-O
May 2 'Full, Guaranteed 12 Fl uxus Concerts', Concert no 7(Orchestra
atusic)[pf], Fluxhall, 359 Canal Street, NYC. G Brecht, P Cornei, D
Higgrns, T Ichiyangi, T Kosugi, M Cheiko)Shionm, LM Young. May 8 'Full -
CGuar ant eed Fl uxus Concerts', Concert no 8, Zen for Filet[pf], Fluxhall,
359 Canal Street, NYC. NJ Paik May 9 'Fully Guaranteed Fluxus Concerts'
Concer t no 9[pt], Fluxhall, 359 Canal Street, NYC. G Brecht, J Jones, T
Kosugr, J Mac Low, B Patterson, E Wllians. May 15 'Full, Guaranteed 12
Fl uxus Concerts', Concert no 10, Saintas 79[pf], Fluxhall, 359 Cana
Street. NYC. T Schmit May 16 Full, Guaranteed 12 Fl uxus Concerts',
Concert no 11, Fluxus Collective Conpostion iVoring Theater[pf],

Fl uxhal I, 359 Canal Street, NYC B Patterson May 23 'Fully Guaranteed 12
Fl uxus Concer t.s', Concert no 12, Street Conposition to be
(I'nveiled[pf], Fluxhall, 359 Canal Street, NYC. NJ Park. My 23 Fl uxfest
at Fluxhal I [ex| pa, 359 Canal Street, NYC B Vauuer. My 25-29 Festival de
| a Li bre Expression verni ssage de L' Exposition[pqg, The American Center
of Artists, 261 Blvd Raspail, Paris. B Brock, R Filliou, T Kudo, JJ
Lebel, J Liutkus, S 11l O denbourg, D Pomrereulle, C Schneemann, M de
Segny, J Seiler, B Vautier, E WIllians. Jun 12 The Great Panorana
Shorr[pf], Naiqua Gallery, Tokyo H Red Center. Jun 26 Polon Bl oonsday
[pa, Galerie Loehr, Frankfurt-N ederusel. B Brock, S Brouwn, F Mn, NJ
Park, T Schnmit, WVostell. Jun 27 Fluxus Spnrphonp Mts Gal erie Zwnner
Cologne. R Filliou, D Spoerii rid An Evening Wth Yoko Ono[ pl, Yamaieh
Concert Hall, Kyoto. Y Ono rid Events[pf], Naigua Gallery, Japan. Y Ono.
rid Evening '"til Dawn[pgf, Nanzenji Tenple, Japan. Y Ono rid Fl ower,
Shadow & Mommtg Events[pf], Tokyo. Y Ono. rid Evening Wth Yoko Ono[ pQJ,
Sogetsu Art Center, Tokyo Y Ono rid Oprichting van de Society' /or Part,
Organr_ntg[pf], Anmsterdam Wde Ri dder, W Schi ppers. 1965 Jan - Dec
AKTU. 4L; Kni : ak Perfé6rntances[pf], (i)Exhibition of objects | didn't
create. Prague (u)1000 Letters to the citizens, Prague (iii)Anonynous
change of the street, Prague (iv)Broken nmusic. Prague (v) Denonstration
for Jan Mach, Prague (vi)How to actualize the clothes (vu)Wy just So,
Prague (viii)Paper gliders are given, Prague (ix)fold paper glider 2
neters big, Prague (x)Gnes-during the whole year (xi)lrrscriptions on
the walls and sidewal ks during the whole year Jan - Nov Monday N ght
Letters Cafe Au Go Go[pf], 112 Bl eeker St, New York
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Bl ock, Berlin. B Brock , E Brown, J Cage, G Chiari, P Corner, M

Col dstein, D Higgns, T Ichiyangi, J Mac Low, Y Ono, NJ Paik, D Rot, J
Tenney, W ..ERR, COD:3.. Geen Gallery, New York D Spoerri. Mar 3
Streetfrghting Singing Sade[pf], East End Theater, New York. R Filliou.
Mar 1 | La Tour De Argent Resturant de la Tor D Argent[pa, Paris. JJ
Lebel Mar 13 Key Event[pf], East End Theater, New
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T Saito. Nov 5. Sonething Else [pa, | CA London G Brecht, R Erebo, R
Filhou, P Green, D Hggtns, J Jones, E WIllians rid Corcei t Bridge
Theater Group[pf], New York Y Ono rid Evening th | oko Ono East End
Theater Group[pf]. New York. Y Ono rid Sky Machine [pa, Judson Church,
New I "ork Y Ono 1966 Jan - Dec AKTUAL Kni zak performances [ pq,
(i)Andevent for the post office, the police, and the occupants of house
No 26, No 26. Vacl akova St, Prague. M| an Knizak, Jan Mach (u) Cal endar
Prague. (ui)lnstructions for inhabitants of an apartnmenthouse, Marienbad
( >v) Houseneeting in apartnmenthouse under supervision of police officer,
No 26, Vacl akova St, Prague (v)Marbles, Prague. (vl)Lecture in the club
of college VSZ, Prague. (vii)A week, Prague. (vin)Quting, Prague
(ix)Proclamation to the long hair people (x)See the Sea, Poland (xi) Nail
Letters (xu)lnscriptions on the wal k an si dewal ks-during the whol e year.
(xiii)Together celebration. Jan 28 A .IllcLuhan Megillah[pf], Al Hansen's
studi o, New York. A Hansen. Feb The Tel ephone Nenvork[pf] E Andersen, R

Fil hou, A Koepcke. Feb 14 Tender Muisic[pa, Asia House Auditorium | |2 F
64th St, New York. P Corner, J Jones, A Know es, C Mborman, NJ Pai k. Feb
15-25 Objet Long Poe courrt a termmrer chez soi de Robert ..ERR

CaD: 1. . .. ERR, CCD: 1.
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T Saito, T Schnor, M Chieko)Shiom, D Spoerri, Y Tone, B Vaulter, W
Vostell, Y Wada, R Watts, E WIllians Nov 5 - Dec Arrow Painturgs|ex],
Emily Harvey Gallery, New York. D Htggtns Dec Robert Filhou dies nd
Al bert Fine dies nd Fluxio Gallers Chisel[ex], Genoa. ..ERR COD: 1..
Wlliams. nd Dark mrror[pf], Avenue C Fl uxus Room New York. K

Fri edman. 1967 Jan - Dec AKTUAL/Kni =ak Perfornances [pf], (i)Action

| ecture and ganes, Brno. (ii)Action Lecture, Bratislavia. (in)Commt
assault upon everyone who is Preparing for war, Prague. (iv)Wdding
cerenony, Prague.
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Burkhardt, L Castro. R Filhou, J Furnival, M CGoeritz, J Hrschman, D
Houedard, A Kapro", M Knizak, M Lennitre, C Logue, C McCarthy, P
McCartney, G Maciunas, NJ Pal k, Spacagna, J Valoch, B Vaulter, W
Vostell, R Watts. Dec 7-13 Fleurs[ex], Galerie Ben Doute De Tout,
Veni ce. A Vautrer. Dec 14, 1967 - Jan |, 1968 7 Pentes idr'es DA
.AU-DELA[ ex], Galerie Ben Doute De Tout. Venice. D Palazolh, CE
Sunonetti. Dec 15 Qut of Fours[ex], Galerie Renlock, Berlin. WVostell
Dec 15, 1967 - Jan 15. 1968 Affiches Fluxes, De-Colla age, Libre
Expression, Art Totallex], Bar Le Provence, Probable. M Al occo, E
Andersen, Ay-O J Berner, J Beuys. G Brecht. S Brouwn, P Corner, R
Erebo, R Filhou, H Flynt, K Frtedman, B Hendricks, G Hendruks, D

Hi ggins, H Red Center, J Jones, A Koepcke, A Know es, JJ Lebel, G
..ERR, COD: 1.. ..ERR, COD: 1..



Back Matter Page 22

Ono. nd Evening Wth Yoko Ono[pf], Liverpool. Y Ono. nd Paris Cafe and
Street Event[pf], Paris. Y Ono. nd Fluxus Concert[pf], Avignon. S 111

A denbourg. 1969 Jan - Dec AKTLI ALI Kni _ak Perfornmances [pa, (i)Difficult
cerenony, NY. (ii)To love to blend the gasses, a |lecture, University of
Kentucky, Lexington. (iii)Cerenony, San Bernadino. (iv)Love cerenpnies.
(v)Lying cerenpny , Col ogne Jan 23 Dranm Steel Tabl e/ Hand Action, Corner
action[pf], Cream Cheese, Dusseldorf. J Beuys, J Druckwitz, A Herzfeld,
U Meister, J Stuttgen. Feb 27 | Attenpt to Set (Make You free grand
Pianoloin)[pf], Renlock Gallery, Berlin J Beuys, H Christiansen. Mar 8
Pre- Fl uxus[ ex], Konbinat 1, Cologne. NJ Pal k, WVostell Mr 15

Broveri nessung[ pf], Operahaus, Cologne. WVostell. Mar 27 Konzert Cder
Sollen Wr es Veranden?[pl, Stadt Museum Mengl adbach J Beuys, ..ERR
CaD:1.. .. ERR, CCD: 1..
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Bl ock, Berlin. B Brock , E Brown, J Cage, G Chiari, P Corner, M

Col dstein, D Higgns, T Ichiyangi, J Mac Low, Y Ono, NJ Paik, D Rot, J
Tenney, WVostell, E WIllians. Jun 15 Fluxus Konzert 'Siebte

Soiree' [pf], Galerie Ren6 Block, Berlin. S Brown, J Cage, G Chiari, P
Corner, M &oldstein, J Mac Low, C Mborman, Y Ono, NJ ..ERR COD:3.. L
MIler, S Seagull NMar 2 Fl uxus Zone West renaned Organi zation of
Non- Vot ers, Free Referendum by Joseph Beuys Apr 1 | Fl ux/est

Presentati on of John Lennon and Yoko Ono Grapefruit Flux- Banquet + Do
It Yourself[pf],18 North More Street, New York
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,

M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],
Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],

Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q
J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. Oct 23-31 Fluxshoe Exhibition[ex], Falnouth. V Abolins,

D Al brecht, M Alocco, E Andersen, D Atchley, Ay-O, J Beuys, A
Boucourechlrev, | Breakwell, G Brecht, C Cardew, U Carrega, M Cazzaza, M
Chai mowcz, G Chiari, R Crozier, M D acono, F Ehrenberg, N
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,

M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],
Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],

Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q
J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. Jul 6-21 Fluxshoe Exhibition[ex], Blackburn. V Abolins,

D Al brecht, M Al occo. E Andersen, D Atchley, Ay-O, J Beuys, A
Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M Cazzaza, M
Chai mowi cz, G Chian, R Crozier, M Diacono, F Ehrenberg, N
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Bl ock, Berlin. B Brock , E Brown, J Cage, G Chiari, P Corner, M

Col dstein, D Higgns, T Ichiyangi, J Mac Low, Y Ono, NJ Paik, D Rot, J
Tenney, WVostell, E WIllians. Jun 15 Fluxus Konzert 'Siebte

Soiree' [pf], Galerie Ren6 Block, Berlin. S Brown, J Cage, G Chiari, P
Corner, M &oldstein, J Mac Low, C Mborman, Y Ono, NJ ..ERR COD: 3..
[ex], Galerie A, Ansterdam N Urban Nov Fl ux- Toy-Pi anos[ex], Renl ock
Gallery, New York. J Jones Dec [ex], Galerie A Amsterdam |

Vandeghi nste. Dec 2-5 G omets[pf], 537 Broadway, New York. J Dupuy, L
MIller, NJ Paik. Dec 1 I The Sky, Chairs
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May 13 Flux Funeral for George Haciuaras[ex], Flux Performance Hall, 80
Whoster St, New York L Bourgeois, B Buczak, M Cooper, B Hendricks, P
Frank, G Hendricks, J Hendrtcks, D Hi ggins, .A Knowes, S Kubota, L
MIler, B Mbore, C Moorman, C Morrow, B Patterson, H Pietkiewicz, A

Sal cius, C Schneemann, S Seagull, B Stewart, Y Tone, N Valaitis, Y Wada,
R Watts. Jun [ex]. Galerie A, Amsterdam G Brecht Jun 30 Video Poenipf],
Galerie Renlock, Berlin S Kubota. Jul 7 In il-feniornini of George

kf aci unas[ pf], Staathche Kunstakadenue, Dussel dorf J Beuys, NJ Pai k. Aug
[pf], Galerie A Amsterdam M G bbs Sept ? Performances[pf], Galette A
Anmst erdam J Liggins. Sept Screening of films by Teun Hocks, Flairas

St aak, He--y Lesky, 14'un Schl ebawn, Boegel & Hohappe/[pf], Galerie A
Anst erdam Sept [pf], Galerie A Ansterdam J Drucker Sept Concert of Nen
kfusic[pt], Galerie A Anmsterdam P Berg, P Cusack, A Logothetis. Sept
[pf], Galerie A, More, B Patterson, S Seagull, B Stewart, Y Tone, N
Valaitis, WVostell, Y Wada, R Watts, M Zacar. Jun [ex], Galerie A

Anmst erdam L Novak. Aug [ex], Galerie A Amsterdam L Gosewitz. Aug
23-28 Sem nar on Hurnor and Fl uxus[pf], Japan. Ay-O E WIlians. Sept 5
- Cct 17 New York-Downtoirn: Soho [ex], Akadem e Der Kunst, Berlin.
Ay-0O J Beuys, J Borofsky, G Brecht, C Brehner, P Corner, J Dupuy On.
Kawara, G Maciunas, L MIler, NJ Palk, WVostell, Y Wada, R Watts Sept 9
Wrds and Birds and Ay-0 and Takehi sa Kosugi and Ernntett Wlhans[ pa,
American Cultural Center, Tokyo. Ay-O T Kosugi, E WIllians. Sept 9

Fl uxHar psi chord Konzert[pf], Akadem e Der Kunst, Berlin. G Brecht, R
Filliou, J Jones, G Maciunas, L MIller, NJ Paik, B Vautier, Y Wada, R
Watts. Cct [ex], Galerie A, Ansterdam E Tot. Cct 2 - Nov 14 5 Dani sche
Kunstler. Arme und Neine[ex], Kunstrmuseum Luzeren. P Kirkeby. Oct 9 New
Li ght on West Africa[ex], Ren6 Block Gallery, New York. R Watts. Oct

12- 28 Fl uxus Suggestion Shoiv[ex]. K Friednman, G Hendricks, D Hi ggins, R
Johnson, A Know es, J Lennon, G Maciunas, Y Ono, Y Wada, R Watts. Nov
[ex], Galerie A, Amsterdam M Knizak. Nov [ex], CGalerie A Ansterdam N
Urban Nov Fl ux- Toy-Pi anos[ex], Ren.. Brecht, G Chiari, RFilliou, H
Flynt, K Friedman, A Hansen, G Hendricks, J Hidalgo, D H ggnms, J Jones,
A Kaprow, M Knizak, A Know es, G Maciunas, W Marchetti, Y Ono, R Page,
NJ Paik, B Patterson, T Saito, T Schmt, G E Sinonetti, D Spoerri, B
Vautier, WVostell, R Watts, E WIllians. Apr [ex], Galerie A Anmsterdam
M Pal sson. Apr 5 20 Fluxfilins Anthol ogy Film Archives[ex], New York E
Andersen, G Brecht, J Cale, AMFine, D H ggns, J Jones, G Maciunas, Y
Ono, NJ Pai k, P Shants, M Chieko)Shiom . My [ex], Galerie A Ansterdam
E Andersen. Jul [ex], Galerie A Ansterdam P Sharits. Jul 9 [pf],
Glerie A, Ansterdam P Sharits. Apr 15-17 Gronmets 4[pa, 537 Broadway,
New York. J Dupuy, G Hendricks, J Higgins, A Know es, G Maciunas Jul
22-23 Dick Hi ggins-Fluxus Concerts[pf], Mdderna Miseet, Stockholm D

Hi ggms, U Junker, B of Klintberg, Mats B, CE Strom Jul 24 Concert

Fl uxus[pf], Nice Antibes, Marseilles B Vautier. Jul 29 Jeu x Publics[pl,
Ni ce Antibes, Marseilles. T Saito. Aug 14 Screening of Paid Shants
films[pf], Galerie Waal kens, Ansterdam Sept [ex], Galerie A Amsterdam
G Brus Sept [ex], Galerie A, Amsterdam | Vandeghm ste. Cct 9 Riders,
Ladders and Buckets[pQ P.S.1, New York. B Buczak, G Hendricks. Oct 20 A
Koepcke dies Nov 18 Screening of Stan Brakhage fihns[pl, Galerie



Waal kens, Ansterdam Nov 18-20 Chant A Capella[pf], Judson Church, New
York. J Dupuy, R Filliou, D H ggns, G Maciunas, NJ Pal k. Nov 23 [ pa,
Gl erie A Ansterdam H deKroon Nov 28 Fluxus Festival[pl, Galerie
akumul atory , Poznan. A Jur, A Kahnowski, K Kozl owski, J Kozl owski, I
Mal nska. rid [ex], Galerie Waal kens, Ansterdam Editions Hundertnark.
rid Fluxus Concert Tenden_e d Arte Internazionah d Arte[pl, Cavriago. J
Jones. nil [ex],Glerie Waal kens, Ansterdam K Friedman. nil [ex],

Gal eri e Waal kens, Ansterdam M G bbs. rid [ex], Galerie \Wal kens,
Anmsterdam J Ligguts. rid [ex], Galerie Waal kens, Ansterdam I
Vandehinste rid [ex], Gal ene Waal kens, Amsterdam P Reicha. rid Fluxus
West Leat her Envel ope, Alternatii,e Traditions mthe Contenporary
Arts[ex], The University of lowa, Fluxus West Collection. rid Philip
Corner Ear Journeys. Water[ex], Madison Art Center, Barrytown, NewYorKk.
P Corner. rid Anthol ogie six. A Book[ex], Alternative Traditions in the
Contenporary Arts, The University of lowa, Artwords and Bookwor ks
collection. R Crozier. rid risa TouRi stE, Passport to the state of
Flux[ex], Alternative Traditions in the Contenporary Arts, The

Uni versity of lowa, Fluxus Wst Collection K Friedman, ..ERR COD:1..
Christo, Manzoni, D Rot. P Sharits, B Vautier Cct [pt], Galerie A
Ansterdam A Bien Oct [ex], Galerie A Anmsterdam | Vandeghi nste Cct
Drawi ngs 6r H Nitsch and G Brus[ex], Galerie A AnsterdamH Nitsch, G
Brus Cct [pa, Glerie .<,
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Saito, T Schnit, B Vautier, R Watts, E Wllianms. Mar 5 FLLXFEST"83[pf],
Neuber ger Museum SUNY Purchase Ay-O, D Beudle, P Berard, A Jones, A
Kaprow, M Kni zak, A Knowl es, G Maciunas, W Marchetti, Y Ono, R Page, NJ
Pai k, B Patterson, T Saito, T Schmt, G E Sinonetti, D Spoerri, B
Vautier, WVostell, R Watts, E Wllians. Apr [ex], Galerie A Ansterdam
M Pal sson. Apr 5 20 Fluxfilins Anthology Film Archives[ex], New York E
Andersen, G Brecht, J Cale, AMFine, D H ggns, J Jones, G Maciunas, Y
Ono, NJ Pai k, P Shants, M Chi eko)Shiom . My [ex], Galerie A Ansterdam
E Andersen. Jul [ex], Galerie A Ansterdam P Sharits. Jul 9 [pf],
Galerie A, Ansterdam P Sharits. Apr 15-17 Gonmets 4[pa, 537 Broadway,
New York. J Dupuy, G Hendricks, J Higgins, A Know es, G Maciunas Jul
22-23 Dick Higgins-Fluxus Concerts[pf], Mderna Miseet, Stockholm D

Hi ggms, U Junker, B of Klintberg, Mats B, CE Strom Jul 24 Concert

Fl uxus[pf], Nice Antibes, Marseilles B Vautier. Jul 29 Jeu x Publics[pl,
Ni ce Antibes, Marseilles. T Saito. Aug 14 Screening of Paid Shants
films[pf], Galerie Waal kens, Ansterdam Sept [ex], Galerie A, Amsterdam
G Brus Sept [ex], Galerie A Amsterdam | Vandeghmiste. Cct 9 Riders,
Ladders and Buckets[pQ P.S.1, New York. B Buczak, G Hendricks. Oct 20 A
Koepcke dies Nov 18 Screening of Stan Brakhage fihns[pl, Galerie

Waal kens, Ansterdam Nov 18-20 Chant A Capella[pf], Judson Church, New
York. J Dupuy, R Filliou, D H ggns, G Maciunas, NJ Pal k. Nov 23 [ pa,

Gl erie A Ansterdam H deKroon Nov 28 Fluxus Festival[pl, Galerie

akumul atory , Poznan. A Jur, A Kahnowski, K Kozl owski, J Kozl owski, |
Mal nska. rid [ex], CGalerie Waal kens, Ansterdam Editions Hundert mark.
rid Fluxus Concert Tenden_e d Arte Internazionah d Arte[pl, Cavriago. J
Jones. nil [ex],Galerie Waal kens, Ansterdam K Fri edman. nil [ex],

Gal eri e Waal kens, Ansterdam M G bbs. rid [ex], Galerie Waal kens,
Anmsterdam J Ligguts. rid [ex], Galerie Waal kens, Ansterdam I
Vandehinste rid [ex], Galene Waal kens, Ansterdam P Reicha. rid Fl uxus
West Leat her Envel ope, Alternatii,e Traditions mthe Contenporary
Arts[ex], The University of lowa, Fluxus West Collection. rid Philip
Corner Ear Journeys. Water[ex], Madison Art Center, Barrytown, NewYorKk.
P Corner. rid Anthol ogie six. A Book[ex], Alternative Traditions in the
Contenporary Arts, The University of lowa, Artwords and Bookworks
collection. R Crozier. rid risa TouRi stE, Passport to the state of
Flux[ex], Alternative Traditions in the Contenporary Arts, The

Uni versity of lowa, Fluxus Wst Collection K Friedman, ..ERR COD:1..

H Martenson, L MIller, K Onoda, M Strop, Y Tone, P Riper, Y Wada, R
Watts, C Xatrec. Mar 1 | Eanrorks (pa, Gomet Gallery, New York O
Adorno, J Cage C Dreyfus, J Dupuy, K Friedman. R Gerlovin, V Gerlovm



Back Matter Page 29

Vautier, WVostell, R Watts, E WIllians, LM Young. nil Lo Spazia, |le
Sragioni, Le Qpere[ex], Uninedia, Genoa E Andersen, G Brecht, F Conz, J
Funival, | Isou, A Lora-Totino, J Mac Low, W Marchetti, M Rotella, G
Ruhm B Vautier, E WIllians. nil Mar Pools Aktion plante abletrae jbr JB
Fl uxei un[ pf], Wesbaden M Berger, H Christiansen. nil Mariann[exj, Emly
Harvey Gallery, New Yoi k. E Andersen. nil Leo's Lazy Art-an exanpl e[ ex],

The Printing Table. Acrylic on Canvas. J Dupuy nil Gaphis 181fet],
Pennsyl vani a Dutch. Acrylic on Canvas.



Back Matter Page 30

FLUXUS CHRONOLOGY 275 D Higgins nd t4lrstery Box[ex], Woden box with
Beans T Saito. nd Plat it hi Trust[ex], (Bronze version of Chess set,
1966) Y Ono. nd Eve .tillusic[ex], Mappin Art Gllery, Sheffield,
Serpentine Art Gallery, London, Ferens Art Gallery, Hull; Huddersfield
Art Gallery, Huddersfield; Hatton Art Gallery, Newcastle. South Bend
Centre, London, England. D Hi ggins nd

Kutrstl erbitcher' Beurchobl eki e[ ex], Universitat O denburg, O denburg,
BRD D Hi ggins nd Frohlicher |Vissenschaft[ex] Staatsgalerie Stuttgart,
Stuttgart, BRD. nd Piogetto Rosso[ex], Miseu d" Arte Mdderna , Sao Paul o,
Brazil D Htggtns 1987 Jan 24-Jan Flcn-cts Qbjects, Fluvus C ot hes
1966-1986[ex], Emly Harvey Gallery, New York. K Friedman May 13 - Jun
Br the Letter[ex], Emily Harvey Gallery, New Yoi k. O Adorno, E Andersen,
C Dreyfus, J Ducorroy, J Dupuy, C Faure, R Filhou, K Friedman, J

Hal bert, D Htggins. A Know es, P Lorecherem, G Macrrmas, C Marclay. G
Mat hiue, L MIler, M Mneagle, N Park, B Patterson, C Schneemann, W
Stone, A Tardos, B Vautier, Y Wada, R Watts, C Xatrec, LM Young, M
Zazeela Jun 14 - Oct Skul ptur Projekte in fruzster[ex], Westfalisches
Landesnmuseum Munster J Beuys, G Brecht, R Fil hou. P Kwkeby, C

A denburg, NJ Patk. Jul Brian Buczak dies Sept 31 - Oct Zerchnungcn und
multiples [ex]. Galerie und Edition H ndertmark, Berlin/Cologne. J Beuys
Cct Performance in Connection with Fluxus 25 Years[ex], Cark Art
Institute, Massachusetts. E Andersen, Ay-O J Beuys, D Boyd, G Brecht, J
Chick, P Corner, J Dupuy, R Filhou, AM Fine, K Frtedman, .A Hansen. G
Hendri cks, D Higgins, M Kntzak, A Know es, A Koepcke, C Liss, G

Maci unas, P Moore, C O denburg, Y Ono. NJ Park, J Riddle, DRot. T
Saito, T Schnor, M Chieko) Shiom, D Spoerri, Y Tone, B Vaulter, W
Vostell, Y Wada, R Watts, E Wllianms Nov 5 - Dec Arrow Pai nturgs[ex],
Emily Harvey Gallery, New York. D Htggtns Dec Robert Filhou dies nd

Al bert Fine dies nd Fluxio Gallers Chisel[ex], Genoa. G Chian, B Vautier
nd Fl uxus Acadenna ch Brera[ex], Mlan G Chiari, B Vautier nd

Tchenobr| [ pf], Foundati on Danae, Pouilly J Dupuy nd Aspects of
Conceptualismin Anerican Art[ex], Avenue B Gallery, New York L MIler.
nd Nf et aphvsics[ex], Piezo Electric Gallery, New York. L Mller. nd

Fi nger Book[ex]. A Know es. nd Fluxus Cartoon[ex], Enlarged, found
cartoon with text altered(originally 1981). B Watts. nd Zauber der

t Yf edusa[ ex], KunstlerhausWen, Wen, Austria Institutet for Studiet of
Konst, Stockholm Sweden D Higgins. nd Mii bauniex], Harlekin Art,

W esbaden, BRD. D Higgins. nd A Show of Text in Art[ex], Emly Harvey
Artworks, New York. D Higgins nd Acrf ein G orN ex], Gutenberg Miseum
Mai nz, BRD D Higgins nd La Poeva astra Internationale[ex], Centro
Cultual e Bel vedere, S Lucio Caserta, Italy. D H ggins. nd PoArtics[pf],
BACA Downt own, Brooklyn, New York D Higgtns. nd buchstablich wortl nch,
wort hch buchstabhch [ex], Nationalgalerie, Berlin. Mdasneter, D

Hi ggins nd Book in Art Forniex], Al var Aalto Museum Jyvaskal a, Finland
D Hi ggins 1988 Jan 6 - Feb Venus Feetors and Infrnrtl Kisses[ex], Emly
Harvey Gallery, New York C Schneemann. Jan |3 - Mar Fl uxus and
Friends[ex], University of Iowa Museum of Art, lowa Cty, lowa. G
Altorjay, E Andersen, Ay-O, G Baruchello, J Beuys, D Boyd. G Brecht, M
Cazzaza, J Chick, J Coke, WFeelisch, R Filhou, A MFine, KFrtedman, K



Groh, R Hanmilton, B (Forbes) Hendricks, G Hendricks, D H ggtns, EF

H ggins |11, D Det Honpson, T linura, R Johnson. M Kntzak, A Knowes, T
Kosugr. S Kubota, G Maciunas, T Mew, E MIman. Uncle Don M1 zken, O
Mosset, S 111 O denbourg, Y Ono, NJ Paik, B Patterson, J Riddle, D Rot,
G Ruhm F Schwegler, G Sharits, M Chieko)Shtom, D Spoerri, K Stack, G
Sweigart, A Thonkins. E Tot. F Truck, B Vautier, WVostell, R Watts, St
Wewer ka, Zaj. Feb 12 - Johnson, A Know es, C Morman, NJ Paik, B
Patterson, E Tot, B Vautier, Y Wada, E WIllians, LM Young. rid
Untitled[ex], Ink on Xerox. R Johnson. rid Needl e Cell o: Shadow of i nt
cello[ex], Plexiglas cello with syringes used to adm nister Charlotte's
nor phine C Mborman. rid A Short Hisior,r of 20th Century Art[ex],

Al phabet Bl ocks, cuckoo cl ock, nechanical toy, alarmbell on four
panels. B Patterson. rid Bottle Contents[ex], Plaster S 111 O denbourg.
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Bl ock, Berlin. B Brock , E Brown, J Cage, G Chiari, P Corner, M

Col dstein, D Higgns, T Ichiyangi, J Mac Low, Y Ono, NJ Paik, D Rot, J
Tenney, WVostell, E WIllians. Jun 15 Fluxus Konzert 'Siebte

Soiree' [pf], Galerie Ren6 Block, Berlin. S Brown, J Cage, G Chiari, P
Corner, M &oldstein, J Mac Low, C Mborman, Y Ono, NJ ..ERR COD: 3..
276 FLUXUS CHRONOLOGY Y Wada, R Watts, E WIllians. Dec 1988 - Jan 22,
1989 EXTRA | Special Editions[ex], Enmly Harvey Gallery, New York
Exhi bition of Miultiples. E Andersen, R Ashley, G Brecht, P Corner, F
Conz,
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Y Ono, R Page, NJ Paik, B Patterson, Wde Ridder, T Higgins, H Red
Center, J Jones, A Koepcke, A Know es, JJ Lebel, G Mammas, S |11

A denbourg, Y Ono, NJ Paik. D Rot, M Chieko)Shtonm, D Spoerri, B
Vautier, WVostell, R Watts, E WIllians. Dec 8 1' oko Ono at the
Savillc[pf], Saville Theatre, London. Y Ono. Dec 20 Oprichting ran de
O nroepi, erenigntg[pf], El dorado, Amsterdam P Bloom Wyvan der Linden, W
de Rudder, WI Schi ppers, H Verhagen. Dec 20 Oprichting ran de
Onuoeprereni ging[ pf], El dorado Hotel de rode Leeuw, Ansterdam Wde
Rudder, WI Schi ppers. Dec 27 CO OPER ACTI ON de Polarcel Al occo[ pq,

Gal erie Ben Doute De Tout, Venice. M Al occo, MAsso, JC Mineau. Dec 31,
1967 - Jan 4, 1968 Brookl 1.11 Joe Jones[ex], Galerie Ben De Tout,
Venice J Jones rid Joe Jones Performance La Ceddl e Qui
Sourit[pf],Villefranche-Sur-Mer J Jones. rid Keeping together

Af ani festations[pt], California Hall, Dancers Wrkshop, Filnore

Audi torium The Jabberwock, Print Mnt, Provo park, the Straight Theatre
D Denman, K Friednan, M Knizak, R Wiitman rid Chants[pf], San Francisco
Fl uxus West, K Frtedman rid Fl uxtapes[pa, San Francisco. Fluxus West, K
Friedman. rid Steir Pieces[pt], San Francisco. Fluxus West, K Frtedman
rid Construction Pieces[pf], San Francisco. Fluxus West, K Frtedman nd
Rock Pl acerment[pg, San Di ego Fluxus Wst, K Friednan. nd Flrxits

Echi bit lon[ pf], San D ego. Fluxus Wst, K Frtednan. nd Tiventr

@Gl lons[pf], Oxford, Ohio K Frtednan nd Trafal gar Square |hppuig
Event [ pf], Trafalgar Square, London. Y Ono. nd Evening Wth 1' oko
Ono[pl, St Martins School of Art, London Y Ono. nd Evening of
Ps_vchedehc Events[pf], Roundhouse, London. Y ono. rid Evening of
Psrchedelic Erenrs[pf], Al exandra Pal ace, London. Y Ono. nd Evening it
ith Yoko Ono[pf], Mddle Earth, London. Y Ono. nd Eivning ii tth Yoko
Ono[ pf], Leeds University, Art Departnent Y Ono. nd Al bert Hall

Al chem cal |l edding[pf], A bert Hall, London. J Lennon. Y Ono. 1968 Jan
- Dec AKTUAL' Kni -ak Performances [pf], (i)Keeping together day (n)The
nost necessarv activity, Marienbad (iii)An action for nmy mnd, Vi enna.
Jan 26-28 Carol ee Schneemann[ex], Illinois Central Miseum of
Contenporary Art, Chicago. C Schneemann Feb 16 - Apr 4 Liternedia,

68[ ex], SUNY Stoneybrook, Rockland Community Col | ege, Open House Theat er
Wor kshop, New York. MOMA, Upton Hall, Btrffal o(NY). Nazereth Coll ege,
Rochester, Main Opera House (BAM NY) K Dewey, D Higgins, L Levine. C
Moorman, NJ Patk, C Schneenmann, Tanbell nt, USCO, Deutsch, Brockman. Mar
5 I mage Head- Mover Head (Eurasianstaff ), Parallel Process 2, the Geat
Cenerator [pa, Wde Wite Space Gallery, Antwerp J Beuys, H
Christiansen. Mar 22 DI AS USA 1968[ pa. Judson Gallery, NY. A Hansen, B
Hendri cks, C Moorman, H Nitsch, R Otiz, NJ Pauk, L Picard Apr | Nam
June Pctik and Charlotte il 9oorman[ex], University of C ncinnati NJ
Pat k, C Moorman Apr 4 - May 12 Hoinniage rer[pf], Institute Fuer
Moder ne Kunst, Nurenberg WVostell May 10 The Ni ght of the

Barri cades[pa, Paris JJ Lebel May 10 The Poetic Science[pt], Mderna
Miseet. Stockholm G Brecht, R FithOLL May 10-18 The Destruction Art G
oup 1968 Presentsfpf], Judson Gllery, 239 Thonpson, NY B Hendricks, A
Hansen, C Mborman, NJ Paik, L Picard, J Toche, Yal kut. My 10--20
Streetfrghting, tel ephone poenipqg, Kuntsbibliotek, Copenhagen
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CHRONOLOGY S Sherman, P Van Riper, R Watts, E WIllians. My 1-16

Fl ux- Tour s[ pa, Assorted | ocations , New York. C Bergengren, G Brecht, R
Filliou, Peter, Frank, G Hendricks, J Hendricks, A Know es, G Mciunas,
J Matthews, J Mekas, L MIller, NJ Paik, P Van R per, Y Wada May 2
Laudatio Scripta Pro George Maci unas Concepta Omi bus Fluxi[pqg, 134- 6
Spring St, New York. R Block, J Brown, RFilliou, HFlynt, P Frank, G
Hendri cks, D Higgns, A Knowes, J Mekas, L MIler, B More, P More, B
Patterson, S Seagull, B Stewart, Y Tone, N Valaitis, WVostell, Y Wada,
R Watts, M Zacar. Jun [ex], Galerie A Amsterdam L Novak. Aug [ex],
Galerie A, Ansterdam L Gosewitz. Aug 23-28 Seni nar on Hurnor and

Fl uxus[pf], Japan. Ay-O E WIllianms. Sept 5 - Cct 17 New Yor k- Downt oi rn:
Soho [ex], Akadenie Der Kunst, Berlin. Ay-O J Beuys, J Borofsky, G
Brecht, C Brehner, P Corner, J Dupuy On. Kawara, G Maciunas, L Mller,
NJ Pal k, WVostell, Y Wada, R Vatts Sept 9 Wrds and Birds and Ay-0 and
Takehi sa Kosugi and Ernntett Wdhans[ pa, Anerican Cultural Center, Tokyo.
Ay-O T Kosugi, E WIlians. Sept 9 FluxHarpsichord Konzert[pf], Akadenie
Der Kunst, Berlin. G Brecht, RFilliou, J Jones, G Maciunas, L Mller,
NJ Pai k, B Vautier, Y Wada, R Watts. Oct [ex], Galerie A Amsterdam E
Tot. Cct 2 - Nov 14 5 Dani sche Kunstler. Arne und Nei ne[ex],

Kunst museum Luzeren. P Kirkeby. Cct 9 New Light on West Africalex],
Ren6 Bl ock Gallery, New York. R Watts. Oct 12-28 Fl uxus Suggestion

Shoi v[ex]. K Friedman, G Hendricks, D Hi ggins, R Johnson, A Know es, J
Lennon, G Maciunas, Y Ono, Y Wada, R Watts. Nov [ex], Galerie A

Amst erdam M Kni zak. Nov [ex], Galerie A Ansterdam N Urban Nov

Fl ux- Toy- Pi anos[ex], Ren.. Brecht, G Chiari, RFilliou, HFlynt, K

Fri edman, A Hansen, G Hendricks, J Hidalgo, D Higgns, J Jones, A Kaprow,
M Kni zak, A Knowl es, G Maciunas, W Marchetti, Y Ono, R Page, NJ Paik, B
Patterson, T Saito, T Schmt, GE Sinonetti, D Spoerri, B Vautier, W
Vostell, R Watts, E WIllians. Apr [ex], Galerie A Ansterdam M Pal sson.
Apr 5 20 Fluxfilins Anthol ogy Film Archives[ex], New York E Andersen, G
Brecht, J Cale, AMFine, D Higgns, J Jones, G Maciunas, Y Ono, NJ Paik,
P Shants, M Chi eko)Shiom . My [ex], Galerie A Ansterdam E Andersen.
Jul [ex], Galerie A, Arsterdam P Sharits. Jul 9 [pf], Galerie A
Ansterdam P Sharits. Apr 15-17 G ommets 4[pa, 537 Broadway, New York. J
Dupuy, G Hendricks, J Higgins, A Know es, G Maciunas Jul 22-23 Dick

H ggi ns- Fl uxus Concerts[pf], Mderna Miuseet, Stockholm D H ggns, U
Junker, B of Klintberg, Mats B, CE Strom Jul 24 Concert Fl uxus[pf],

Ni ce Antibes, Marseilles B Vautier. Jul 29 Jeu x Publics[pl, Nice
Antibes, Marseilles. T Saito. Aug 14 Screening of Paid Shants fil ns[pf],
Gl eri e Waal kens, Ansterdam Sept [ex], Galerie A, Ansterdam G Brus
Sept [ex], Galerie A, Amsterdam | Vandeghm ste. Cct 9 Riders, Ladders
and Buckets[pQ P.S. 1, New York. B Buczak, G Hendricks. Oct 20 A Koepcke
di es Nov 18 Screening of Stan Brakhage fihns[pl, Galerie Wal kens,

Anmst erdam Nov 18-20 Chant A Capell a[pf], Judson Church, New York. J
Dupuy, R Filliou, D H ggnms, G Maciunas, NJ Palk. Nov 23 [pa, Galerie A,
Anst erdam H deKroon Nov 28 Fluxus Festival[pl, Galerie akunulatory ,
Poznan. A Jur, A Kahnowski, K Kozl owski, J Kozlowski, | Ml nmska. rid
[ex], Galerie Waal kens, Ansterdam Editions Hundertmark. rid Fluxus
Concert Tenden_e d' Arte Internazionah d Arte[pl, Cavriago. J Jones. nil



[ex], Gal erie Waal kens, Anmsterdam K Friednan. nil [ex], Galerie Wal kens,
Ansterdam M G bbs. rid [ex], Galerie Waal kens, Amsterdam J Ligguts.
rid [ex], Galerie Waal kens, Ansterdam | Vandehinste rid [ex], Gl ene
Waal kens, Ansterdam P Reicha. rid Fluxus Wst Leather Envel ope,
Alternatii,e Traditions mthe Contenporary Arts[ex], The University of

Il owa, Fluxus West Collection. rid Philip Corner Ear Journeys. Water[ex],
Madi son Art Center, Barrytown, NewYork. P Corner. rid Anthologie six. A
Book[ex], Alternative Traditions in the Contenporary Arts, The

Uni versity of lowa, Artwords and Bookworks collection. R Crozier. rid
risa TouRi stE, Passport to the state of Flux[ex], Alternative Traditions
in the Contemporary Arts, The University of |owa, Fluxus West Collection
K Friedman, ..ERR COD:1.. Watts, E Wllianms. Cct 26 - Dec 8 The Cr
,ving Place[ex], Em |y Harvey Gallery, New York. E Andersen. Dec | | -
Jan 27 1991 Dani el Spoerri[ex], St Sdtische Galerie imLenbachhaus,
Muni ch D Spoerri. Dec 14 - Jan 12,
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Philip 9, 15, 19, 36, 43, 47, 49, 213, 224, 244 Correspondence Art 22,
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there woul d be Surrealist "manifestations', and sone of these were
simlar to the “environnments' out of which happeni ngs devel oped. These
were, in any case, |locked into our sensibility, as points of reference
in considering our earlier art experiences, and Surrealismwas
absolutely the prototypical art novenment, as such, for Anericans at the
time. We shall return to this issue, but | would |like to consider a few
points along the way: 1 Fluxus seens to be a series of separate and

di screte fornal experinents, without nmuch to tie themtogether. In this
i-vah it seenms to resenble Futurism This is a point | ivill answer
irhen | presently address the actual ontology of Fluxus. 2 Fluxus seens
to be like Dada - at least |ike the popular imge of Dada - in being
crazy,, iconoclastic, essentially a negative tendency rejecting all its
precedents, and so on. In f, there is sonme truth to this; but it is
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oursel ves participating in. Miciunas eras intenseh, aivare of~the
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an ideol ogical line. Maciunas proposed a manifesto during that 1962
festival - it is sonmetines printed as a ~Fluxus Manifesto'. But nobody
ivas ivilling to sign it. W did not want to confine totnorroiv's

possibilities bj, what ire thought today. That manifesto is Maci unas'
mani festo, not a nanifesto of Fluxus. 3 Surrealismlasted nore or |ess
forty years as a viable tendenc},, and, anong other things, spun off a
popul ar version, as | have said, |lower-case surrealism This seenmed |ike
a fine nodel for the Fluxus people. But hot, could ire nmake Surrealisma
nodel for Fluxus?
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Tenney, WVostell, E WIllians. Jun 15 Fluxus Konzert 'Siebte

Soiree' [pf], Galerie Ren6 Block, Berlin. S Brown, J Cage, G Chiari, P
Corner, M &oldstein, J Mac Low, C Mborman, Y Ono, NJ ..ERR COD: 3..
262 FLUXUS CHRONOLOGY E Andersen, Ay-O, G Brecht, P Corner, Christo, A
Hansen, D Higgins, RFilliou, AMFine, J Harriman, B
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Gal eri e Renb>Bl ock, Berlin. C Moorman, NJ Pai k. Jul 16-17
Vexations[pf], Galerie Ren6 Block, Berlin. L Bauer, L Gosew D LI ewelyn,
C Moorman, NJ Pal k, G Ruhm Aug Studentersantftntdet|[pf], Kol ding
Gymasi um Copenhagen. E Andersen, A Koepcke. Aug 31 - Sept 30
Destruction in Art Srrnposrunipf], Various Locations, London and

Edi nburgh. AMM Group, F Bazler, J Blane, M Boyle, M Boyttazzi, G Brus, J
Cal der, H Chopm B Cobbing, A Cox, | Davies, GA Fernbach, B Flanagan, E
Fl ei schman, Francis, Galton, J Glson, B G adstone, A Hansen, J Hidal go,
DS Houedard, GA Jones, K Kenble, K Kren, J Latham WMWMarchetti, T Marco,
G Martinez, H Matusow, G Metzger, O Miuehl, H Nitsch, J Nuttall, Y Ono, R
Otiz, R Page, J Reichardt, B Rowe, R Sabbl ane, Santanbonin, A Segtti,
W Schrei b, A Scott, J WIlcocks, V WIllianms, J Toche, JJ Lebel, J

Shar key, B Stevens, WVostell, P Wibel, H Franklin, E Donagh, R Donagh,
P Davey, J Sexton, GE Sinonetti, R Stackman. Sept [pf], Gallery

Knabr ost raede, Copenhagen. E Andersen. Sept 4 On Cct 4, 1933, Anton
Woern Said[pf], Opera Haus, Cologne. WVostell, P Corner. Sept 9 4th
Annual New York Avant Garde Festival[pa, Central Park on the Mall, NVC
Behr mann, J Beuys, G Brecht, Breer, E Brown, D xon, dick, Hackmann, A
Hansen, G Hendricks, D Hi ggins, J Jones, A Know es, A Kaprow, Kobayashi,
T Kosugr, J Mac Low, C Mdrnmann, M Neuhaus, Y Ono, B Patterson, C
Schneemann, Jenney, USCO R Watts, E WIllians. Sept 23 Seh Buch[pf],

St udent haus, Frankfurt. WVostell Sept 25 Jaxtapositionen (Festival

Szeni scher Afalerei and illfusik)[pf], Galerie Aachen, WAllstrasse 58 A
Hansen. J Hidal go, D Higgtns, A Knowes, T Marco V Tsakridis, WVostell,
E WIlians, D Rot. Sept 30 Pai kl Moornian[pl, Galerie 101, Copenhagen. C
Moorman. NJ Pai k. Oct Nfajudstillingen[ex], Charlottenbtrg. E Andersen,
A Koepcke Cct 3 Massage Adoderna[ pa, Miuseet, Stockholm C A denburg. Cct
4 Fl uxus-Concert[pf], Galerie Renlock, Berlin. KP Bremer, J Hidalgo, D
H ggins, A Knowes, T Marco, V Tsakirs. Cct 5 Zal-Konzert[pf]. Galerie
Ren6 Bl ock, Berlin. J Hidalgo, T ..ERR COD:1.. FLUXUS CHRONOLOGY 263
Nov 2 New Cineina Festrral [pf], Filmuaker's Cnhenatique, New York. NJ

Pai k, C Mborman, T Kosugr, Dunham Sanpson Nov
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Irvine. A Knowl es. Nov 7 Anatonne Ei nes Happenings[p]], Galerie
Renlock, Berlin. WVostell Nov 19 Ring Piece[pf], 68th Reginent Arnory,
New York, NY G Hendricks rid Happening & Fluxus[pf] Wirtt Kunstverein,
Stuttgart. E Andersen, Ay-O J Beuys, G Brecht, B ..ERR, COD:1.. 264
FLUXUS CHRONOLOGY E Andersen, D H ggins, A Know es, A Koepcke. Cct 13
Koncert Fhtxtt[pf], Prague. J Berner, D H ggins, M Knizak, .. ERR,

CCD: 1. .
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FLUXUS CHRONOLOGY 265 B Vautier Jul 25 Something El se Readi ngs[pt], The
Tiny Ok Bookstore, La Jolla. K Frtednman Jul 31 Prolecteur De Filins
Fluvua[ pQ Galerie Ben Doute De Tout, Venice. E Andersen, G Brecht, J
Cal e, J Cavanaugh, AM Fine, J Jones, G Landow, G Maciunas. Y Ono, J

Ri ddl e, P Shants, M Chi eko)Shioini, P Vanderbeek, WVostell, R Watts.
Aug 1-7 20 Illu.strations Pour Le Petit Ln-re Rougefex], Galerie Ben
Doute De Tout, Venice R Erebo. Aug 18-31 Le Tiroir ..ERR COD:1..
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266 FLUXUS CHRONOLOGY R Filliou, K Pedersen May 15 Ben Vautier, Vautrer
Day[ pf], Santa Cruz, San Francisco, Berkeley, San Jose. Fluxus Wst, K
Fri edman May 16 Kni zak Night[pf], Marin County and San Franci sco. Fluxus
West, K Friedman. Jun 10 M xed Medi a Opera[pa, Town Hall, 123 W43rd
Street, New York. C Morman, NJ Pai k, NJ Seaman. Sept 14 6th Annual New
York Avant Garde Festival, A ..ERR COD: 1.. ..ERR, COD: 1..
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FLUXUS CHRONOLOGY 267 S Seagull, Y Wada, R Watts. Feb 17 Fl ux
Sports[pf], Douglass College, New Brunswi ck. G Calvert, B Hendricks. G
Maciunas, L MIler, S Seagull Mar 2 Fluxus Zone Wst renaned

Organi zati on of Non-Voters, Free Referendum by Joseph Beuys Apr 1 |

Fl ux/ est Presentation of John Lennon and Yoko Ono Grapefruit Fl ux-
Banquet + Do It Yourself[pf],18 North Moore Street, New York B

Hendri cks, G Hendricks, J Hendricks, J ..ERR COD: 1..
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,
M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],
Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],
Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q
J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. 268 FLUXUS CHRONOLOGY G Hendricks, S Varble. Mar 26 -
Apr 30 [pa, Kunstnuseum Luzern. B Vautier, C Boltanski, J LeGac, JC
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270 FLUXUS CHRONOLOGY S Sherman, P Van Riper, R Watts, E WIllians. My
1-16 Fl ux-Tours[pa, Assorted locations , New York. C Bergengren, G
Brecht, R Filliou, Peter, Frank, G Hendricks, J Hendricks, A Knowes, G
Maci unas, J Matthews, J Mekas, L MIller, NJ Paik, P Van Ri per, Y Wada
May 2 Laudati o Scripta Pro George Maci unas Concepta Omi bus Fl uxi[ pq,
134- 6 Spring St, New York. R Block, J Brown, RFilliou, HFlynt, P
Frank, G Hendricks, D H ggns, A Knowes, J Mekas, L MIler, B More, P
Moore, B Patterson, S Seagull, B Stewart, Y Tone, N Valaitis, WVostell,
Y Wada, R Watts, M Zacar. Jun [ex], Galerie A Ansterdam L Novak. Aug
[ex], Galerie A, Armsterdam L Cosewitz. Aug 23-28 Sem nar on Hurnor and
Fl uxus[pf], Japan. Ay-O E WIllianms. Sept 5 - Cct 17 New Yor k- Downt oi rn:
Soho [ex], Akadenie Der Kunst, Berlin. Ay-O J Beuys, J Borofsky, G
Brecht, C Brehner, P Corner, J Dupuy On. Kawara, G Maciunas, L Mller,
NJ Pal k, WVostell, Y Wada, R Vatts Sept 9 Wrds and Birds and Ay-0 and
Takehi sa Kosugi and Ernntett Wdhans[ pa, Anerican Cultural Center, Tokyo.
Ay-O T Kosugi, E WIlians. Sept 9 FluxHarpsichord Konzert[pf], Akadenie
Der Kunst, Berlin. G Brecht, RFilliou, J Jones, G Maciunas, L Mller,
NJ Pai k, B Vautier, Y Wada, R Watts. Oct [ex], Galerie A Amsterdam E
Tot. Cct 2 - Nov 14 5 Dani sche Kunstler. Arne und Nei ne[ex],

Kunst museum Luzeren. P Kirkeby. Cct 9 New Light on West Africalex],
Ren6 Bl ock Gallery, New York. R Watts. Oct 12-28 Fl uxus Suggestion

Shoi v[ex]. K Friedman, G Hendricks, D Hi ggins, R Johnson, A Know es, J
Lennon, G Maciunas, Y Ono, Y Wada, R Watts. Nov [ex], Galerie A

Amst erdam M Kni zak. Nov [ex], Galerie A Ansterdam N Urban Nov

Fl ux- Toy- Pi anos[ex], Ren.. Brecht, G Chiari, RFilliou, HFlynt, K

Fri edman, A Hansen, G Hendricks, J Hidalgo, D Higgns, J Jones, A Kaprow,
M Kni zak, A Knowl es, G Maciunas, W Marchetti, Y Ono, R Page, NJ Paik, B
Patterson, T Saito, T Schmt, GE Sinonetti, D Spoerri, B Vautier, W
Vostell, R Watts, E WIllians. Apr [ex], Galerie A Ansterdam M Pal sson.
Apr 5 20 Fluxfilins Anthol ogy Film Archives[ex], New York E Andersen, G
Brecht, J Cale, AMFine, D Higgns, J Jones, G Maciunas, Y Ono, NJ Paik,
P Shants, M Chi eko)Shiom . My [ex], Galerie A Ansterdam E Andersen.
Jul [ex], Galerie A, Arsterdam P Sharits. Jul 9 [pf], Galerie A
Ansterdam P Sharits. Apr 15-17 G ommets 4[pa, 537 Broadway, New York. J
Dupuy, G Hendricks, J Higgins, A Know es, G Maciunas Jul 22-23 Dick

H ggi ns- Fl uxus Concerts[pf], Mderna Miuseet, Stockholm D H ggns, U
Junker, B of Klintberg, Mats B, CE Strom Jul 24 Concert Fl uxus[pf],

Ni ce Antibes, Marseilles B Vautier. Jul 29 Jeu x Publics[pl, Nice
Antibes, Marseilles. T Saito. Aug 14 Screening of Paid Shants fil ns[pf],
Gl eri e Waal kens, Ansterdam Sept [ex], Galerie A, Ansterdam G Brus
Sept [ex], Galerie A, Amsterdam | Vandeghm ste. Cct 9 Riders, Ladders
and Buckets[pQ P.S. 1, New York. B Buczak, G Hendricks. Oct 20 A Koepcke
di es Nov 18 Screening of Stan Brakhage fihns[pl, Galerie Wal kens,

Anmst erdam Nov 18-20 Chant A Capell a[pf], Judson Church, New York. J
Dupuy, R Filliou, D H ggnms, G Maciunas, NJ Palk. Nov 23 [pa, Galerie A,
Anst erdam H deKroon Nov 28 Fluxus Festival[pl, Galerie akunulatory ,
Poznan. A Jur, A Kahnowski, K Kozl owski, J Kozlowski, | Ml nmska. rid
[ex], Galerie Waal kens, Ansterdam Editions Hundertmark. rid Fluxus
Concert Tenden_e d' Arte Internazionah d Arte[pl, Cavriago. J Jones. nil



[ex], Gal erie Waal kens, Anmsterdam K Friednan. nil [ex], Galerie Wal kens,
Ansterdam M G bbs. rid [ex], Galerie Waal kens, Amsterdam J Ligguts.
rid [ex], Galerie Waal kens, Ansterdam | Vandehinste rid [ex], Gl ene
Waal kens, Ansterdam P Reicha. rid Fluxus Wst Leather Envel ope,
Alternatii,e Traditions mthe Contenporary Arts[ex], The University of

Il owa, Fluxus West Collection. rid Philip Corner Ear Journeys. Water[ex],
Madi son Art Center, Barrytown, NewYork. P Corner. rid Anthologie six. A
Book[ex], Alternative Traditions in the Contenporary Arts, The

Uni versity of lowa, Artwords and Bookworks collection. R Crozier. rid
risa TouRi stE, Passport to the state of Flux[ex], Alternative Traditions
in the Contemporary Arts, The University of |owa, Fluxus West Collection
K Friedman, ..ERR COD:1..



Back Matter Page 88

May 13 Flux Funeral for George Haciuaras[ex], Flux Performance Hall, 80
Whoster St, New York L Bourgeois, B Buczak, M Cooper, B Hendricks, P
Frank, G Hendricks, J Hendrtcks, D Hi ggins, .A Knowes, S Kubota, L
MIler, B Mbore, C Moorman, C Morrow, B Patterson, H Pietkiewicz, A

Sal cius, C Schneemann, S Seagull, B Stewart, Y Tone, N Valaitis, Y Wada,
R Watts. Jun [ex]. Galerie A, Amsterdam G Brecht Jun 30 Video Poenipf],
Galerie Ren.. Brecht, Brown, Christo, Manzoni, D Rot. P Sharits, B
Vautier Cct [pt], Galerie A, Amsterdam A Bien COct [ex], Galerie A

Anst erdam | Vandeghi nste Oct Drawi ngs 6r H Nitsch and G Brus[ex],
Galerie A, Ansterdam H Nitsch, G Brus Oct [pa, Galerie .<, AmsterdamH
Lesky Cct [pl. Galerie A Amsterdam U Carrion. Cct Screening o/ Artiris
|"ideos[pl], Galerie A Anmsterdam Boegel & Holtappel, S Heller. N
Hoover, H de Kroon, K Mol, Hvd Wal Cct 10 Flux-Traffic[pa, Galerie
Renlock, Berlin NJ Paik. Oct 16 Pei forincoices', 1finrte[pa, Miszc du
Louvre, Paris. J Dupuy Nov [pf], Galerie A Ansterdam P Reichnman Nov
[pl, Galerie A, Arsterdam S Peeters Dec [pf], Galerie A Amsterdam R
Werk 1979 Mar 24 Flux-Conceit[pt], The Moore, B Patterson, S Seagull, B
Stewart, Y Tone, N Valaitis, WVostell, Y Wada, R Watts, M Zacar. Jun
[ex], Galerie A, Amsterdam L Novak. Aug [ex], Galerie A, Ansterdam L
CGosewitz. Aug 23-28 Sem nar on Hurnor and Fluxus[pf], Japan. Ay-O, E
Wlliams. Sept 5 - Cct 17 New York-Downtoirn: Soho [ex], Akadenie Der
Kunst, Berlin. Ay-O J Beuys, J Borofsky, G Brecht, C Brehmer, P Corner,
J Dupuy On. Kawara, G Maciunas, L MIler, NJ Palk, WVostell, Y Wada, R
Watts Sept 9 Wirds and Birds and Ay-0 and Takehi sa Kosugi and Ernntett
Wihans[ pa, Anerican Cultural Center, Tokyo. Ay-O T Kosugi, E WIIians.
Sept 9 Fl uxHarpsi chord Konzert[pf], Akadem e Der Kunst, Berlin. G
Brecht, RFilliou, J Jones, G Maciunas, L MIller, NJ Paik, B Vautier, Y
Wada, R Watts. Cct [ex], Galerie A, Ansterdam E Tot. Cct 2 - Nov 14 5
Dani sche Kunstler. Arnme und Neine[ex], Kunstrmuseum Luzeren. P Kirkeby.
Oct 9 New Light on West Africa[ex], Ren6 Block Gallery, New York. R
Watts. Oct 12-28 Fluxus Suggestion Shoiv[ex]. K Friedman, G Hendricks, D
Hi ggi ns, R Johnson, A Know es, J Lennon, G Maciunas, Y Ono, Y Wada, R
watts. Nov [ex], CGalerie A, Ansterdam M Knizak. Nov [ex], Galerie A
Anmst erdam N Urban Nov Fl ux- Toy- Pi anos[ex], Ren.. Brecht, G Chiari, R
Filliou, HFlynt, K Friedman, A Hansen, G Hendricks, J Hi dalgo, D

H ggns, J Jones, A Kaprow, M Knizak, A Know es, G Maciunas, W Marchetti,
Y Ono, R Page, NJ Paik, B Patterson, T Saito, T Schmit, G E Sinonetti, D
Spoerri, B Vautier, WVostell, R Watts, E WIllians. Apr [ex], Glerie A
Anst erdam M Pal sson. Apr 5 20 Fluxfilins Anthology Film Archives[ex],
New York E Andersen, G Brecht, J Cale, AMFine, D Hi ggns, J Jones, G
Maci unas, Y Ono, NJ Pai k, P Shants, M Chieko)Shiom. My [ex], Galerie
A, Amsterdam E Andersen. Jul [ex], Galerie A, Ansterdam P Sharits. Jul
9 [pf], Galerie A, Amsterdam P Sharits. Apr 15-17 G onmets 4[pa, 537
Br oadway, New York. J Dupuy, G Hendricks, J Higgins, A Knowes, G

Maci unas Jul 22-23 Dick Higgins-Fluxus Concerts[pf], Mderna Miseet,

St ockhol m D Hi ggns, U Junker, B of Kl intberg, Mats B, CE Strom Jul 24
Concert Fluxus[pf], N ce Antibes, Marseilles B Vautier. Jul 29 Jeu x
Publics[pl, Nice Antibes, Marseilles. T Saito. Aug 14 Screening of Paid
Shants filnms[pf], CGalerie Waal kens, Anmsterdam Sept [ex], Galerie A



Ansterdam G Brus Sept [ex], Galerie A Ansterdam | Vandeghniste. Oct 9
Ri ders, Ladders and Buckets[pQ P.S.1, New York. B Buczak, G Hendricks.
Cct 20 A Koepcke dies Nov 18 Screening of Stan Brakhage fihns[pl,

Gl eri e Waal kens, Ansterdam Nov 18-20 Chant A Capella[pf], Judson
Church, New York. J Dupuy, R Filliou, D H ggns, G Maciunas, NJ Pal k. Nov
23 [pa, Galerie A Anmsterdam H deKroon Nov 28 Fluxus Festival[pl,

Gal eri e akunul atory , Poznan. A Jur, A Kahnowski, K Kozl owski, J

Kozl owski, | Malnmska. rid [ex], Galerie Waal kens, Amsterdam Editions
Hundertmark. rid Fluxus Concert Tenden_e d' Arte |Internazionah d Arte[pl,
Cavriago. J Jones. nil [ex], Galerie Waal kens, Anmsterdam K Friedman. nil
[ex], Galerie Waal kens, Anmsterdam M G bbs. rid [ex], CGalerie Walkens,
Anmsterdam J Ligguts. rid [ex], Galerie Waal kens, Ansterdam I
Vandehinste rid [ex], Galene Waal kens, Ansterdam P Reicha. rid Fl uxus
West Leat her Envel ope, Alternatii,e Traditions mthe Contenporary
Arts[ex], The University of lowa, Fluxus West Collection. rid Philip
Corner Ear Journeys. Water[ex], Madison Art Center, Barrytown, NewYorKk.
P Corner. rid Anthol ogie six. A Book[ex], Alternative Traditions in the
Contenporary Arts, The University of lowa, Artwords and Bookwor ks
collection. R Crozier. rid risa TouRi stE, Passport to the state of
Flux[ex], Alternative Traditions in the Contenporary Arts, The

Uni versity of lowa, Fluxus Wst Collection K Friedman, ..ERR COD:1..
Hendricks, D Higgins, J Hggins, A Knowes, C Liss, J Matthews, L
MIller. Y Tone, P Van Riper, Y Wada, FLUXUS CHRONOLOGY 271 R Watts Mar
24 A Flux-Concert Party[pf], 37 Walker St, New York K Friedman. J

Her schman, G Sil ver man.
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,

M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],
Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],

Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q
J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. 272 FLUXUS CHRONOLOGY Arman, J Beuys, G Brecht, Brock,

J Cage, R Filliou, Hains, A Kaprow, NJ Park, R Rauschenberg, D Rot,
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,

M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],
Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],

Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q
J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. FLUXUS CHRONOLOGY 273 J Dtiptiy, RFilliou, K Friedman,

L Gosewitz, A Hansen, G Hendricks, D Higgins, J Jones, A Kaprow,
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FLUXUS CHRONOLOGY 269 A Koepcke, T Kosugi, JC Lanbert, Lemaitre, J
Lennon, C Liss, A Lockwood, A Lovell. G Luca, A MCall, B MCallion, G
Maci unas, T Mancusi, T Marioni, J Matthews, H Matusow, D Maurer, D
Mayor, G Metzger, K Mter, L MIller, Mssmahl, JC Mineau, OL Nations.
M Nannucci, Y Ono. A Park, J Parker, B Patterson, K Pederson, J Plant, V
Raay, J Reynolds, Wde Ridder, T Saito, T Schmm, C Schneenann,

M Chi eko) Shtonr, D Spoern, P Stenbera, S Takanishi, J Toche, E Tot, J
Urban, B Vautier, WVostell, Y Wada, R Watts, C Welch, Zal. Jun 15 [ex],

Galerie Renlock, Berlin. G Chiari. Jul 6-21 Fluxshoe Exhibition[ex],

Bl ackburn. V Abolins, D Al brecht, M Al occo. E Andersen, D Atchley, Ay-Q

J Beuys, A Boucourechliev, | Breakwell, G Brecht, C Cardew, U Carrega, M
..ERR, COD:3.. 274 FLUXUS CHRONOLOGY B Grinmes, B Hendricks, G

Hendri cks, Ht Red Center, D Higgins, A Hutchins, S Hyde, J Jones, P

Ki r keby,
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CHRONOLOGY S Sherman, P Van Riper, R Watts, E WIllians. My 1-16

Fl ux- Tour s[ pa, Assorted | ocations , New York. C Bergengren, G Brecht, R
Filliou, Peter, Frank, G Hendricks, J Hendricks, A Know es, G Mciunas,
J Matthews, J Mekas, L MIller, NJ Paik, P Van R per, Y Wada May 2
Laudatio Scripta Pro George Maci unas Concepta Omi bus Fluxi[pqg, 134- 6
Spring St, New York. R Block, J Brown, RFilliou, HFlynt, P Frank, G
Hendri cks, D Higgns, A Knowes, J Mekas, L MIler, B More, P More, B
Patterson, S Seagull, B Stewart, Y Tone, N Valaitis, WVostell, Y Wada,
R Watts, M Zacar. Jun [ex], Galerie A Amsterdam L Novak. Aug [ex],
Galerie A, Ansterdam L Gosewitz. Aug 23-28 Seni nar on Hurnor and

Fl uxus[pf], Japan. Ay-O E WIllianms. Sept 5 - Cct 17 New Yor k- Downt oi rn:
Soho [ex], Akadenie Der Kunst, Berlin. Ay-O J Beuys, J Borofsky, G
Brecht, C Brehner, P Corner, J Dupuy On. Kawara, G Maciunas, L Mller,
NJ Pal k, WVostell, Y Wada, R Vatts Sept 9 Wrds and Birds and Ay-0 and
Takehi sa Kosugi and Ernntett Wdhans[ pa, Anerican Cultural Center, Tokyo.
Ay-O T Kosugi, E WIlians. Sept 9 FluxHarpsichord Konzert[pf], Akadenie
Der Kunst, Berlin. G Brecht, RFilliou, J Jones, G Maciunas, L Mller,
NJ Pai k, B Vautier, Y Wada, R Watts. Oct [ex], Galerie A Amsterdam E
Tot. Cct 2 - Nov 14 5 Dani sche Kunstler. Arne und Nei ne[ex],

Kunst museum Luzeren. P Kirkeby. Cct 9 New Light on West Africalex],
Ren6 Bl ock Gallery, New York. R Watts. Oct 12-28 Fl uxus Suggestion

Shoi v[ex]. K Friedman, G Hendricks, D Hi ggins, R Johnson, A Know es, J
Lennon, G Maciunas, Y Ono, Y Wada, R Watts. Nov [ex], Galerie A

Amst erdam M Kni zak. Nov [ex], Galerie A Ansterdam N Urban Nov

Fl ux- Toy- Pi anos[ex], Ren.. Brecht, G Chiari, RFilliou, HFlynt, K

Fri edman, A Hansen, G Hendricks, J Hidalgo, D Higgns, J Jones, A Kaprow,
M Kni zak, A Knowl es, G Maciunas, W Marchetti, Y Ono, R Page, NJ Paik, B
Patterson, T Saito, T Schmt, GE Sinonetti, D Spoerri, B Vautier, W
Vostell, R Watts, E WIllians. Apr [ex], Galerie A Ansterdam M Pal sson.
Apr 5 20 Fluxfilins Anthol ogy Film Archives[ex], New York E Andersen, G
Brecht, J Cale, AMFine, D Higgns, J Jones, G Maciunas, Y Ono, NJ Paik,
P Shants, M Chi eko)Shiom . My [ex], Galerie A Ansterdam E Andersen.
Jul [ex], Galerie A, Arsterdam P Sharits. Jul 9 [pf], Galerie A
Ansterdam P Sharits. Apr 15-17 G ommets 4[pa, 537 Broadway, New York. J
Dupuy, G Hendricks, J Higgins, A Know es, G Maciunas Jul 22-23 Dick
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Anmst erdam Nov 18-20 Chant A Capell a[pf], Judson Church, New York. J
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[ex], Galerie Waal kens, Ansterdam Editions Hundertmark. rid Fluxus
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Il owa, Fluxus West Collection. rid Philip Corner Ear Journeys. Water[ex],
Madi son Art Center, Barrytown, NewYork. P Corner. rid Anthologie six. A
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Kaprow, E Kienholz, C ddenburg, R Rauschenburg, N de Saint Phalle, D
Spoerri, B Vautier. K Friedman. Jan - Feb En |'esprit cle Fluxtis[ex],
Wal ker Art Center, Mnneapolis. Feb 18 - Apr 16 El ectronic Super H ghwaY
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wollt T hr das totale Leben', Fluxits und Agii-Pop der 60er Jahre in
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Eric, Bricks, Copenhagen, 1352 Edition, 1981 Andersen, Eric. Laren,
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1964. Ay-O, Finger Box (attachase), New York, Fluxus, ..ERR COD: 3..



Back Matter Page 97

FLUXUS ART WORKS 285 Beuys, Joseph, Beuns. Un Noveau Faust, Parts,
Centre Ponpidou (Sept-QCct) 1994. Beuys, Joseph, Une | nde rivante,
Parts, Centre National d Art et de Culture Georges Ponpidou, Jul-Aug
1994. Block. Rened, F-lugen und Chren, Berlin, Akadem e der Kunst.
1980 Bl une, Bernh Joh, Einige Halluzinative, Cologne, Edition

Hundert mark, 1978. Bl ume, Bernh Job. Eucharisns, Col ogne, Edition
Hundert mar k, 1979. Bl ume, Bernh Job, Fun/ kil ei ne Wihngebi |l de, Col ogne,
Editi on Hundertmark, 1979. Blune, Bernh Job, Pol aroid Sequenzen,

Col ogne, Edition Hundertmark. 1981. Bl une, Bernh Job, Blame Heil and
Segen, Col ogne, Edition Hundertmark, 1983 Bl unme, Bernh Job, NATLI CH,
Col ogne, Edition Hundertmark, 1984 Bl ume, Bernh Job, Heilig, Heilig,
Heilig, Cologne, Edition Hundertmark, 1985 Bohml er, d aus,

Kunstlichtbil d-Box, Col ogne, Edition Hundertmark, 1974. Bohm er, d aus,
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Chiari, G useppe, Masiva Madre, M|l an, Prearo, 1973 Chiari, G useppe,
Arte, Mlan, Toselli, 1974. Chiari, G useppe, Teatrino. Brescia,
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Francesco Conz, 1992 [unpagi nated]. Corner, Philip, Aison Know es, Ben
Patterson and Tomas Schmit, The Four Suits, New York, Something Else
Press, 1965. Corner, Philip, The ldentical Lunch, Based on a Score hy
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FLUXUS SOURCES 301 1 Introduction to Joseph Beuys, Hannover, Kestner
Gesel | schaft, 1975. J Jappe, G 'Performance in Fluxus]. Jaschke, about
what her father wote, acquired a couple of his books. Furthernore, from
time to tine there would be Surrealist “nanifestations', and sone of
these were simlar to the “environments' out of which happenings

devel oped. These were, in any case, |ocked into our sensibility, as
points of reference in considering our earlier art experiences, and
Surrealismwas absolutely the prototypical art novenent, as such, for
Americans at the tine. We shall return to this issue, but I would |ike
to consider a few points along the way: 1 Fluxus seens to be a series of
separate and discrete formal experinents, w thout nuch to tie them
together. In this i-vah it seens to resenble Futurism This is a point |

ivill answer irhen | presently address the actual ontol ogy of Fluxus. 2
Fl uxus seenms to be |ike Dada - at |east |ike the popular imge of Dada -
in being crazy,, iconoclastic, essentially a negative tendency rejecting
all its precedents, and so on. In f, there is sonme truth to this; but

it is oblique. Fluxus ivas never so undirected as Dada, never so close
to its historical precedents. Dada ivas, in fact, a point of discussion
on those long nights at Ehl halten-atn-Taunus, during the first Fluxus
Festival at Wesbaden in 1962, when George Maciunas, nivself, Alison
Knoi vl es, and, occasionallr, others ivould talk into the snmall hours of
the nmorning, trying to determine irhat tivould be the theoretical nature
of this tendency to which ire were giving birth, which ive found
ourselves participating in. Maciunas eras intenseh, aivare of~the
rivalry betiveen the French and Gernman Dadai sts; ive ivanted to keep our
group together and avoid such splits as best ive could. What could ire
do to prevent this fissioning? The answer eras to avoid having too tight

an i deol ogical line. Maciunas proposed a manifesto during that 1962
festival - it is sonetines printed as a ~Fluxus Manifesto'. But nobody
ivas ivilling to signit. We did not want to confine totnorroiv's

possibilities bj, what ire thought today. That manifesto is Mci unas'
mani festo, not a manifesto of Fluxus. 3 Surrealismlasted nore or |ess
forty years as a viable tendenc},, and, anong other things, spun off a
popul ar version, as | have said, |lower-case surrealism This seened |ike
a fine nodel for the Fluxus people. But hot, could ire nake Surrealisma
nodel for Fluxus?
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at University of Chicago. The authors of the theory chapters have
specialized in different aspects of internedia. Ina Blomis doctoral
research fellowin art history at the University of Oslo. She has
witten extensively on Fluxus and internedia. Craig Saper is assistant
professor of criticismat the University of the Arts in Philadel phia. He
has witten on internmedia, multimedia, artist publishing and vi sual
poetry. David Doris is a doctoral fellowin art history at Yale

Uni versity. The chapter on Fluxus and Zen was adapted fromhis

award-wi nning master's thesis at Gty University of New York. The
chapters on critical and historical perspectives have been witten by
three internationally renowned scholars in art history, art theory and
literary theory. Stephen Foster is professor of art history at

Uni versity of lowa and director of the Fine Arts Dada Archive. Estera

M1l man is associate professor of art history at the University of |owa
and founding director of Alternative Traditions in Contenporary Art.

Ni chol as Zurbrugg is professor of English and head of the departnent of
English, Media and Culture Studies at De Montfort University. The
section titled “Three Fluxus Voices' is the result of two unique

col | aborations. The first is an extensive interview between Fluxus
artist Larry MIler and Fluxus co-founder George Maci unas. Made j ust

bef ore Maciunas's death in 1978, it sheds inportant |ight on Maciunas'
vi ew of Fluxus. The second is the only known interview with Mci unas'
wife, Billie. This interview was recorded by Susan Jarosi, doctora
candidate in art history at Duke University. The section ends with Larry
MIler's own thoughts on what it is to think about Fluxus. Here, | beg
the reader's indul gence. There coul d have been, perhaps there should
have been any nunber of other views, other chapters. Tinme and space
limt every book. | selected these three voices because they are unique
and because they forma conceptually elegant triad. If there is a clear
nmessage in the sections on history, theory, critical and historical
perspectives, it is that there no way to encapsul ate Fluxus in any neat
paradi gm On anot her occasion, and for other reasons, | will present

ot her voices: here, tine, a page |limt and circunstance dictate a useful
choi ce that nakes available an interview with ideas that have never

bef ore been published. The section titled ~Two Fl uxus Theories' nakes
avail abl e the thoughts of two Fluxus artists who have attenpted to

t heorize Fluxus and place it in a larger intellectual and cultura
framework. The first is by Dick Hi ggins, Fluxus co-founder and | egendary
publ i sher of Something El se Press. The second is nmy own: as editor of
this book, | feel obliged to put nmy thoughts on the table here, too.
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contact nme at: Ken Friedman Associ ate Professor of Leadership and
Strategi c Design Departnment of Know edge Managenent Norwegi an School of
Managenent - Bl Box 4676 Sofienberg N-0506 Gsl o, Norway + 47 22.98.51.07
Tel ephone + 47 22.98.51. 11 Tel efax emil: ..ERR, CCD: 1..
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KEN FRI EDVAN: | NTRODUCTI ON: A TRANSFORMATI VE VI SION OF FLUXUS A little
nore than thirty years ago, George Maciunas asked ne to wite a history
of Fluxus. It was the autum of 1966. 1 was sixteen then and living in
New York after dropping out of college for a term GCeorge had enrolled
me in Fluxus that August. Perhaps he saw ne as a schol ar, perhaps sinply
as sonmeone with enough energy to undertake and conpl ete such a project.
Not long after, | grewtired of New York and | was ready to nmove back to
California. That was when Ceorge appointed nme director of Fluxus West.
Oiginally intended to represent Fluxus activities in the western United
States, Fluxus West becane many things. It becane a centre for spreading
Fl uxus ideas, a forumfor Fluxus projects across North America - outside
New York - as well as parts of Europe and the Pacific, a travelling
exhibition centre, a studio in a Vol kswagen bus, a publishing house and
a research programme. These last two aspects of our work | ed George to
ask me once again to take on a conprehensive, official history of

Fluxus. | agreed to do it. | didn't know what | was getting into. This
hi story project was never conpleted. In part, | |acked the
docunent ati on, and despite gathering docunments and material for years, |
never did accunmulate the material | should have done to carry out the
job. Moreover, | found that it was the ideas in Fluxus that interested
me nost, far nore than the specific deeds and doi ngs of a specific group
of artists. Wiile | ama scholar in addition to being an artist, ny
interest in Fluxus does not focus on docunentation or archival work. The
docunents and works | did collect have not gone to waste. They found
homes in museuns, universities and archives, where they are available to
scholars who do want to wite the history of Fluxus, as well as to
scholars, critics, curators and artists who want to exam ne Fluxus from
ot her perspectives. The history that | never finished gave rise to
several projects and publications that shed Iight on Fluxus in many
ways. This book is one of them The key issue here is explaining a ~how
and “why' of Fluxus. Emmett WIIlians once wote a short poem on that how
and why, witing "Fluxus is what Fluxus does - but no one knows
whodunit.' What is it that Fluxus does? Dick Higgins offered one answer
when he wote, "Fluxus is not a nonent in history, or an art novenent.
Fluxus is a way of doing things, a tradition, and a way of life and
death.' For Dick, as for George, Fluxus is nore inportant as an idea and
a potential for social change than as a specific group of people or
collection of objects. As | see it, Fluxus has been a | aboratory, a
grand project sumed up by George
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| NTRODUCTI ON i x Maci unas' notion of the 'learning machi nes'. The Fl uxus
research programme has been characterised by twelve ideas: globalism
the unity of art and life, internedia, experinentalism, chance,

pl ayful ness, sinplicity, inplicativeness, exenplativism specificity,
presence in tinme and nusicality. (These twelve ideas are el aborated they
all play a role. Fluxus is, indeed, the nane of a way of doing things.
It is an active phil osophy of experience that only sonetines takes the
formof art. It stretches across the arts and even across the areas
between them Fluxus is a way of viewing society and life, a way of
creating social action and life activity. In this book, historians and
critics offer critical and historical perspectives. Gher witers frane
the central issues in other ways. The ideal book would be three tinmes as
long as this one is and inpossible to publish. | therefore chose to
focus on issues to open a dialogue with the Fluxus idea. Rather than
teaching the reader everything there is to know about Fluxus, this book
lays out a map, a cognitive structure filled with tools, narkers and
links to ideas and history both. 1~ |uxus has now beconme a synbol for
much nore than itself. That conpanies in the know edge industry and
creative enterprise use the nanme Fl uxus suggests that sonething is
happeni ng, both in ternms of real influence and in terns of fane, the
occasi onal shadow of true influence. Advertising agencies, record
stores, performance groups, publishers and even young artists now apply
the word Fluxus to what they do. It is difficult to know whether we
shoul d be pl eased, annoyed, or nerely puzzled. Tim Porges once wote
that the value of witing and publishing on Fluxus rests not on what

Fl uxus has been but on 'what it may still do'. If one thread binds the
chapters in this book, it is the idea of a transformative description

t hat opens a new di scourse. A new and
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x KEN FRI EDVMAN appropriately subtle understandi ng of Fluxus | eaves open
the question of what it may still do. That's good enough for nme. Ownen
Smith and | were discussing this book one afternoon. W reached the
conclusion that it is as nmuch a beginning as a sunmation. If, as CGeorge
Brecht said in the 1980s, "Fluxus has Fluxed', one can equally well say
what soneone - Dick? Emmett? - said a few years later: " Fluxus has not
yet begun.' There is an on-line discussion group called Fluxlist where

t he question of what |ies between those two points has been the subject
of much recent dialogue. One of the interesting aspects of the
conversati on has been the phil osophical subtlety underlying the severa
positions. Those who believe there is a Fluxus of ideas and attitudes
nore than of objects feel that there is, indeed, a future Fluxus. This
Fluxus intersects with and noves beyond the Fluxus of artefacts and

obj ects. This vision of Fluxus distinguishes between a specific Fluxus
of specific artists acting in time and space and what Renl ock terned
"Fluxism, an idea exenplified in the work and action of the historic

Fl uxus artists. Beginning or sumation, this book offers a broad view of
Fluxus. It is a corrective to the hard-edged and ill-informed debates on
Fl uxus that dimnish what we set out to do by locating us in a nythic
nmonent of tinme that never really existed. Fluxus was created to
transcend the boundaries of the art world, to shape a discourse of our
own. A debate that ends Fluxus with the death of George Maciunas is a
debate that dim nishes George's idea of Fluxus as an ongoi ng soci al
practice. It also dimnishes the rest of us, |eaving nany of the
original Fluxus artists disenfranchised and alienated fromthe body of
work to which they gave birth. In the nonents that people attenpt to
victimse us with fal se boundaries, | amdrawn to two noments in

hi story. The first nmoment occurred in sixth-century Chinese Zen. It
reflects the debates around Fluxus in an oddly apt way, and not nerely
because Fluxus is often conpared with Zen. It involved the alleged split
bet ween the Northern and Sout hern schools of Zen. The real facts of the
split seemnot to have involved the two masters who succeeded the Sixth
Patriarch, one in the North and one in the South, Shen-hsiu and
Hui - neng. The long and tangl ed stories of schismseemrooted, rather, in
the actions of Hui-neng's disciple Shen-hui and those who foll owed him
It has little to do with the main protagoni sts who respected and admi red
each other to the point that the supposedly jeal ous patriarch Shen-hsiu
in fact recomended Hui neng to the inperial court where he, hinself, was
al ready held in high renown. This is like nuch of the argunment around
Fluxus. It seens that the protagoni sts of one view or another, the
adherents of one kind of work or another, those who need to establish a
monetary val ue for one body of objects or another, seemto feel the need
to do so by discounting, discrediting or disenfranchising everyone el se.
That nakes no sense in a laboratory, let alone a | aboratory of ideas and
soci al practice. The other nonent | consider took place a few years ago,
when Marcel Duchanp declared that the true artist of the future would go
underground. To the degree that Fluxus is or may be an art form it may
wel | have gone underground already. If this is true, who can possibly
say that Fluxus is or isn't dead? W don't know 'whodunit', we don't



know who does it and we certainly don't know who may do it in the
future. Ken Friedman
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ACKNOALEDGEMENTS A book is always the product of a team A book on

Fl uxus must certainly be so. Several individuals nade this book
possi bl e. Thanks are due first to George Maci unas. Back in 1966, he
proposed that | prepare a history of Fluxus. Thanks are due also to

Ni col a Kearton. She wel coned the book to Acadeny Press and shepherded it
t hrough devel opnent and preparation. Wthout her, this book would never
have been possible. Thanks, finally, to Mariangela Palazzi-WIIians,
seni or production editor at John Wley & Sons. She made this book the
physical reality you hold some thirty-odd years after George suggested
it. Much Fluxus research has been nmade possible by four individuals who
have been responsi ble for publishing the three | argest series of
publications of Fluxus naterial: objects, scores, and multiples, books
and cat al ogues. George Maci unas' Fl uxus editions |aunched Fl uxus
publ i shing as an organi zed phenonenon. Di ck Hi ggi ns' Sonething El se
Press books brought Fluxus to the larger world. G lbert Silvernman and
Jon Hendricks are responsible for the catal ogues that have becone the

| argest series of Fluxus research docunents. Several collections are
central to the research on Fluxus. Three major collections are now

readi ly accessi ble. Hanns Sohmis Archiv Sohmis now | ocated at
Stadtsgalerie Stuttgart and Jean Brown's col |l ection has beconme The Jean
Brown Archive at the Getty Center for the History of the Arts and
Humani ti es. The coll ections and archives of Fluxus Wst and ny own
papers have been distributed anong several nuseuns and universities. The
| argest body of material is |ocated at Alternative Traditions in
Contenporary Art at University of lowa, the Tate Gallery Archives in
London and the Hood Museum of Art at Dartnouth College. Substanti al
hol di ngs that once bel onged to Fl uxus West are now part of the Miuseum of
Modern Art's Franklin Furnace Archive Collection, the Museum of Mdern
Art's Performance Art Archives, the Smithsonian Institution' s Archives
of American Art, the Ken Friedman Collection at the University of
California at San Diego and the Henie Onstad Art Center in Gslo. Al of
t hese hol dings are avail able for research, publication and exhibition
under the normal conditions of research archives and nuseum col | ecti ons.
A nunber of inportant private collections are avail able under restricted
access or by special appointnment. Mst notable anong these are the

G lbert and Lila Silverman Fluxus Foundation in New York and Detroit,
Archivio Conz in Verona, and MuDiMa in M| an. The docunentati on section
was edited by Onven Smith. | devel oped the first versions of the
docunentation at Fluxus West in 1966 and supported inproved versions
over the years since. Project scholars and editors included Nancy

McEl roy, Kinberley Ruhe, Matthew Hogan, Judith Hoffberg, Gorgio
Zanchetti, and Janes Lewes. Hoseon Cheon, Dick
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| NTRODUCTI ON i x Maci unas' notion of the 'learning machi nes'. The Fl uxus
research programme has been characterised by twelve ideas: globalism
the unity of art and life, internedia, experinentalism, chance,

pl ayful ness, sinplicity, inplicativeness, exenplativism specificity,
presence in time and nusicality. (These twelve ideas are el aborated in
the chapter titled ~Fluxus and Conpany'.) These ideas are not a
prescription for howto be a Fluxus artist. Rather they forma
description of the qualities and issues that characterise the work of

Fl uxus. Each idea describes a 'way of doing things'. Taken together,
these twel ve ideas forma picture of they all play a role. Fluxus is,

i ndeed, the nane of a way of doing things. It is an active phil osophy of
experience that only sonetinmes takes the formof art. It stretches
across the arts and even across the areas between them Fluxus is a way
of viewing society and life, a way of creating social action and life
activity. In this book, historians and critics offer critical and

hi storical perspectives. Oher witers frame the central issues in other
ways. The ideal book would be three tinmes as long as this one is and

i npossible to publish. | therefore chose to focus on issues to open a

di al ogue with the Fluxus idea. Rather than teaching the reader
everything there is to know about Fluxus, this book |ays out a map, a
cognitive structure filled with tools, markers and links to ideas and

hi story both. 1~ [uxus has now beconme a synbol for nuch nore than
itself. That conpanies in the know edge industry and creative enterprise
use the name Fl uxus suggests that sonething is happening, both in terns
of real influence and in terns of fame, the occasi onal shadow of true

i nfl uence. Advertising agencies, record stores, performance groups,
publ i shers and even young artists now apply the word Fluxus to what they
do. It is difficult to know whet her we shoul d be pl eased, annoyed, or
merely puzzled. Tim Porges once wote that the value of witing and
publ i shing on Fluxus rests not on what Fluxus has been but on 'what it
may still do'. If one thread binds the chapters in this book, it is the
i dea of a transformative description that opens a new di scourse. A new
and
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nmy pleasure here to work with a nunber of the |eading scholars now
writing on Fluxus. The authors of the history chapters wote doctoral

di ssertations on various aspects of Fluxus. Oven Smith is associate
professor of art history at the University of Maine. He wote on George
Maci unas at University of WAshington. Sinon Anderson is head of art
history, theory and criticismat the School of the Art Institute

Chi cago. He wrote on Fluxshoe and British Fluxus at the Royal Coll ege of
Art. Hannah Higgins is assistant professor of art history at University
of Il'linois at Chicago. She wote on the interpretation and reception of
early Fluxus at University of Chicago. The authors of the theory
chapters have specialized in different aspects of internmedia. Ina Blom
is doctoral research fellowin art history at the University of Gslo.
She has witten extensively on Fluxus and internmedia. ..ERR COD:3..
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| NTRODUCTI ON i x Maci unas' notion of the 'learning machi nes'. The Fl uxus
research programme has been characterised by twelve ideas: globalism
the unity of art and life, internedia, experinentalism, chance,

pl ayful ness, sinplicity, inplicativeness, exenplativism specificity,
presence in time and nusicality. (These twelve ideas are el aborated in
the chapter titled "~Fluxus and Conpany'.) These ideas are not a they all
play a role. Fluxus is, indeed, the nane of a way of doing things. It is
an active philosophy of experience that only soneti mes takes the form of
art. It stretches across the arts and even across the areas between
them Fluxus is a way of viewing society and life, a way of creating
social action and life activity. In this book, historians and critics
offer critical and historical perspectives. Gther witers frane the
central issues in other ways. The ideal book would be three tinmes as
long as this one is and inpossible to publish. | therefore chose to
focus on issues to open a dialogue with the Fluxus idea. Rather than
teaching the reader everything there is to know about Fluxus, this book
lays out a map, a cognitive structure filled with tools, narkers and
links to ideas and history both. 1~ | uxus has now beconme a synbol for
much nore than itself. That conpanies in the know edge industry and
creative enterprise use the nanme Fl uxus suggests that sonething is
happening, both in terms of real influence and in terns of fane, the
occasi onal shadow of true influence. Advertising agencies, record
stores, performance groups, publishers and even young artists now apply
the word Fluxus to what they do. It is difficult to know whether we
shoul d be pl eased, annoyed, or nerely puzzled. Tim Porges once wote
that the value of witing and publishing on Fluxus rests not on what

Fl uxus has been but on 'what it may still do'. If one thread binds the
chapters in this book, it is the idea of a transformative description

t hat opens a new di scourse. A new and
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| NTRODUCTI ON i x Maci unas' notion of the 'learning machi nes'. The Fl uxus
research programme has been characterised by twelve ideas: globalism
the unity of art and life, internedia, experinentalism, chance,

pl ayful ness, sinplicity, inplicativeness, exenplativism specificity,
presence in time and nusicality. (These twelve ideas are el aborated in
the chapter titled ~Fluxus and Conpany'.) These ideas are not a
prescription for howto be a Fluxus artist. Rather they forma
description of the qualities and issues that characterise the work of

Fl uxus. Each idea describes a 'way of doing things'. Taken together,
these twel ve ideas forma picture of what Fluxus is and does. The

i mplications of some ideas have been nore interesting - and occasionally
nore startling - than they may at first have seened. Fluxus has been a
conmpl ex system of practices and rel ationships. The fact that the art
worl d can sonetimes be a forum for philosophical practice has nade it
possi bl e for Fluxus to devel op and denonstrate ideas that would | ater be
seen in such frameworks as mul timedi a, tel ecommuni cations, hypertext,

i ndustrial design, urban planning, architecture, publishing, philosophy,
and even managenent theory. That they all play a role. Fluxus is,

i ndeed, the nane of a way of doing things. It is an active phil osophy of
experience that only sonetines takes the formof art. It stretches
across the arts and even across the areas between them Fluxus is a way
of viewing society and Iife, a way of creating social action and life
activity. In this book, historians and critics offer critical and

hi storical perspectives. O her witers frame the central issues in other
ways. The ideal book would be three tines as long as this one is and

i npossible to publish. | therefore chose to focus on issues to open a

di al ogue with the Fluxus idea. Rather than teaching the reader
everything there is to know about Fluxus, this book |ays out a map, a
cognitive structure filled with tools, markers and links to ideas and

hi story both. 1~ |uxus has now beconme a synbol for nuch nore than
itself. That conpanies in the know edge industry and creative enterprise
use the nane Fl uxus suggests that sonething is happening, both in terms
of real influence and in ternms of fame, the occasional shadow of true

i nfluence. Advertising agencies, record stores, performance groups,
publ i shers and even young artists now apply the word Fl uxus to what they
do. It is difficult to know whet her we shoul d be pl eased, annoyed, or
nmerely puzzled. Tim Porges once wote that the value of witing and
publ i shing on Fluxus rests not on what Fluxus has been but on 'what it
may still do'. If one thread binds the chapters in this book, it is the
idea of a transformative description that opens a new di scourse. A new
and
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ACKNOW_EDGEMENTS vii FLUXUS READER WEB SI TE The World Wde Wb is making
a vital difference to many fields of human endeavor. The arts and

schol arshi p have been particularly well served by this nmedium One of
the nost inportant devel opnments for research and witing on Fluxus is a
consortiumof five major universities and nmuseuns with a key focus on

Fl uxus and internmedia. These five are devel opi ng a Wb-based series of
virtual resources for scholarship and reflection on contenporary art.
University of lowa's Alternative Traditions in Contenporary Art, the
University of California Museum of Art at Berkel ey, Hood Museum of Art
at New York maintain the site. ATCA at University of lowa will be
hosting a wide variety of scholarly and pictorial materials that

dovetail with the material in this book, and a portion of the site wll
be dedicated to expanding and reflecting on the specific chapters
presented here. The URL is: . Please visit the site. | NFORVATI ON AND

| DEAS | wel cone queries and idea on any of the subjects covered in this
book. If you have questions or thoughts you would like to pursue, please
contact nme at: Ken Friedman Associ ate Professor of Leadership and
Strategi c Design Departnment of Know edge Managenent Norwegi an School of
Managenent - Bl Box 4676 Sofienberg N-0506 Gsl o, Norway + 47 22.98.51.07
Tel ephone + 47 22.98.51. 11 Tel efax emil: ..ERR, CCD: 1..
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THE FLUXUS READER Edited by KEN FRI EDVAN & e ACADEMY EDI Tl ONSTHE FLUXUS
READER Edi t ed by KEN FRI EDVAN & e ACADEMY EDI TI ONS
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vi ACKNOW.EDGEMENTS THE CONTRI BUTORS The schol arly content of The Fl uxus
Reader has been the product of a |laboratory of ideas, a virtual
colloquium It has been ny pleasure here to work with a nunmber of the

| eadi ng scholars now witing on Fluxus. The authors of the history
chapters wote doctoral dissertations on various aspects of Fluxus. Owen
Smith is associate professor of art history at the University of Mine.
He wote on George Maciunas at University of Washington. Sinon Anderson
is head of art history, theory and criticismat the School of the Art
Institute Chicago. He wote on Fluxshoe and British Fluxus at the Royal
Col | ege of Art. Hannah Hi ggins is assistant professor of art history at
University of Illinois at Chicago. She wote on the interpretation and
reception of early Fluxus at University of Chicago. The authors of the

t heory chapters have specialized in different aspects of internedia. |na
Blom ..ERR COD: 3..
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