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GUEST EDITOR: Joshua Selman 

The Way of Art on the Loose

I felt that every group of friends is unknowingly 

representing a complex universe of thought and that 

it is sufficient to have its members put on the page 

something, anything, for a whole world to be revealed.

Lucio Pozzi, Founder

We have revived New Observations magazine with issue 129. 
The off the radar art publication born in the 1980’s, ran for 
20 years in downtown New York City.  We have amassed an 
astonishing and authoritative list of guest editors and are now 
continuing the mission of inviting a different editor for each 
issue. Without exception, I’d like to introduce the first new 
editor of New Observations in over a decade, Joshua Selman.

It’s exciting to be coming on as the third publisher of a 
journal with such a big history. I spent 10 years of that history 
working as general editor and art director and ran the small 
office in the Cable Building on the corner of Broadway and 
Houston in SOHO. In following Diane Karp and Lucio Pozzi,  
I am building on the high level of directive they established  
and they continue to provide much encouragement and 
support. Many of the original names are still listed on the 
masthead. Three years after beginning this project we present, 
“Out of the Box: The Way of Art on the Loose.”

You will find diverse approaches to the theme.  Lucio was 
the first whole systems thinker that I met when I first started 
working with New Observations.  His work encompassed 
everything, every possible avenue. He often spoke about the 
pains of specialization, always keeping the artist in a box for 
marketing, sales and branding.

Whole systems thinking, or SYNERGY as Buckminster 
Fuller worked with it, is everywhere and is among the new 
developments in theories of knowledge and cultural change. 
Described in the notation on the Fuller drawing in Hannah 
Higgin’s essay, Fuller says; “Synergy = Behavior of whole 
systems not implicit in any of the behavioral characteristics  
of any of the parts of the system.”

I am proud to have had Sara Seagull design a signature of 
pages for the issue.  Her Full Fluxus Sampler with Larry Miller is 
a delight. But working with Sarah has also fulfilled my dream of 
inviting guest designers as well as guest editors.  

Our new elegant, modern logo is designed by Betsy Brecht 
and is featured on a page of it’s own (on the back of this 
one). This has been a chance to invite a remarkable friend and 
graphic designer into this collaborative undertaking.  

Print publications aren’t going anywhere for the 
foreseeable future especially if artists are putting them 
together. We love the intimate experience of handling the 
printed object. We hope you enjoy this one!

Erika Knerr, Publisher
www.newobs.org

NEWOBSERVATIONS
LUCIO POZZI  The Contents of the Yellow Box, 2012. 

Yellow box mailed in the summer of 2012 with samples  
to be used for assembling his spreads.

Front Cover: 
ALISON KNOWLES  
Performing Out of the Box 
SWITCH, Holyoke, MA. April 25, 2012.   
Photo: by Mary Averill.

A Third Time Around
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I WOULD CALL IT PROVIDENTIAL THAT ERIKA KNERR APPROACHED  
me about guest editing the re-launch issue of New Observations 
Magazine. The 128 issues that precede Out Of The Box provide a unique 
prism for anyone engaged in artist-organized media. It was equally an 
opportunity to put in play certain principles of experimentation regarding 
a new issue of the magazine. Instead of wrapping up a package of entries 
by various authors and presenting them to a jury of peers a different 
process emerged. 

After considering the offer from Erika I agreed, only to then suggest 
that I use my privilege as guest editor to invite a co-guest editor. I 
suggested that our dear friend and wonderfully experienced curator 
Lance Fung would add an unknown quantity to the issue. Lance initially 
accepted and indeed, we could make a documentary film just from the 
conversations over Skype. Meetings with Lance were electric and full 
of great ideas about standards and structure. Fortunately for Lance, he 
landed a 5-year public art campaign with enormous budgets, but very 
crushing deadlines, while in the middle of planning the issue. So, we 
decided to split up and each guest edit an issue. Because of this, Issue 
129, Out Of The Box, The Way of Art on the Loose reflects my vision as a 
guest editor and I must extend my thanks to Lance for his valuable input 
during its early stages.

During planning, my pet concern was that the publication go beyond 
discussion of social process and itself participate in the processes the 
entries would examine. I wanted to enmesh the theme with the issue’s 
process of construction. This idea seemed to be challenging and beyond 
my ability to predict an outcome. For that reason I accepted it as my 
editorial experiment and offer its results here, without much appraisal on 
my part. 

A breakthrough came during one of our Skype conversations: 
someone said “we need to think outside the box” and I pounced. The 
minute I heard that phrase the whole issue came into focus for me. Yes, 
I changed the title to Out Of The Box, but the leverage comes from “the 
box” .. “out” .. I realized that the phrase Out Of The Box signified a lot 
of the working process, histories and social protocols on which we were 
focusing, but in a nice four word monosyllabic vernacular phrase. From 
that title I started to move forward.

What happens if you ask authors to send you their texts as objects to 
be taken out of a box? What does it mean to develop exhibitions beyond 
the confines of a white box? How would the world change if all the boxes 
we live in were replaced with spheres? The Out Of The Box questions are 
applied to a great many contexts inside and outside of these pages. Each 
entry relates to the process of going beyond the boundaries of some type 
of box, be it real, conceptual, structural, professional, aesthetic, historical, 
or what have you. I leave it to all of us, myself included, to decipher each 
author’s entries along this most significant key.

The construction of the subtitle: The Way of Art on the Loose has a 
different, more fascinating history. The story is found in the upcoming 
pages. I invite you to read Issue 129 and enjoy discovering the how-and-
why of The Way of Art on the Loose, found embedded between its lines. 
When you have finished with the issue, please pass it on to someone you 
think would appreciate having it. 

Art-amusement must be simple, amusing, unpretentious, concerned 
with insignificances, require no skill or countless rehearsals, have no 
commodity or institutional value.  
      George MaciunasThe Way of Art on the Loose

Joshua Selman

This week, at Proposition #2, Make A Salad, I watched another loose collection of leaves 
take on the role of a salad. The salad is made as an art event open to the public. Yet, 
there is no required fee for eating the salad. It’s given freely to all who participate 
in its ritual preparation. I am astonished that in a small way Make A Salad provides an 
object lesson in how the giving mindset injects flexibility and loosens up an economy 
around feeding people. This is the art of giving in the giving of art.
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Joshua Selman in South Korea 2010
photo: Laura Hyunjhee Kim

I don’t know what the word 
“space” means…I keep using it. 
But I’m not quite sure what it 
means.

 Gordon Matta-Clark

This everyday world affects the 
way art is created as much as it 
conditions its response.

Allan Kaprow
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APRIL 12, 2012  —  I had the pleasure, this week, of 
performing at the High Line with Alison Knowles for 
Proposition #2, Make A Salad, which has become 
somewhat of a big event work, since having returned to 
London by way of The Tate Modern. As you know, the 
work was originated years earlier at the ICA by way of 
a visit to the home of the IG, just as Pop Art was taking 
shape in North America.

I found more to take out of the box with Make A 
Salad. It seems Alison is practiced at activating the 
giving quality around art in the world. So this got me 
warmed up to write up a few thoughts about the issue 
and the theme from my personal perspective.

When Alison met with me the week before last to 
give me her work for Issue #129 it was more of an 
artist’s meeting. She had been thinking about the 
content, but thought she might need more time ... 
wasn’t sure it was indeed the day, etc.

We talked and I realized that we needed a warm 
up. So as I often do, I invited Alison to go to N.Y. 
Noodle Town for some congee. We like going there 

because of the big round tables and the system of 
seating people together that don’t know each other, 
but unlike most public seating, they are faced with 
one another while eating. The round table does make 
it easier for everyone to share from the center, but 
the menu system of the Americanized restaurant has 
pretty much made that obsolete, unless a large party 
takes a whole table or on the other hand, if a group 
of strangers can come to a meeting of minds about 
sharing the food on the table.

I mentioned to Alison that due to stresses, I had 
returned to reading Chuang Tzu and was re-nourishing 
myself spiritually and intellectually by getting back to 
Taoist philosophy, which had been a focus for me since 
the age of about 15 years. I have always gotten out of a 
tight spot (like a box) by returning to Taoist principles 
of action. Surprisingly, or not, Alison reached into her 
bag and pulled out her copy of Lao Tsu, which she said 
she was returning to for similar reasons. Imagine us 
sitting at N.Y. Noodle Town talking about these ancient 
Chinese philosophers by coincidence.

from: Joshua Selman

ALISON KNOWLES  Out of the Box, 2012. Wooden box with beans and scrolls of text. 
Performed at SWITCH, Holyoke, MA. April 25, 2012.   Photos by Mary Averill.

Constructing the Spread, 2012. 

A Boxed Text by Alison Knowles, 2012. 

Alison Knowles 
performs Out of the Box
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give in the spine. Or, what is a book? Is it the binding 
of pages into a fixed order, or is the interplay between 
the pages? We talked about Alison’s work Loose Pages 
which is a performance, a book and a sculpture. In 
Loose Pages, Alison dresses Jessica (her daughter 
bound by family structure) in the pages of a book, 
which are carried unbound in a portfolio and which are 
pulled out in improvised order to construct the reading. 
I have always loved this work, and I especially love the 
title using the word “loose.” I find “loose” returns us to 
the mindset of a structure with some give in it. At this 
point in our meal, Alison is feeling a little more focused 
about offering us something for Issue #129 and we 
finish our congee to return to her space.

3 Back at Alison’s space we were again faced with 
“the void.” She paused a bit and we started to play 
around with some things she had loosely pulled 
together for consideration. Then we took a look at an 
image of The Bean Rolls ... this work from about 1965 
was designed as a Flux Object, but can be seen as a 
book which exists as a collection of scrolls and beans 
housed in a square metal can. To read the book, take 
a scroll out of the box or some dried beans ... it’s our 
choice. We play loosely with the objects in the can, 
taking them out and structuring the text and objects 
with flexibility. In the end, we can put these collected 
artifacts back in the box or not... Alison claims she 
had not really concentrated on that work as a book... 

until that moment, which I find hard to believe. She 
claimed to be very inspired and walked over to a shelf 
and pulled out a beautiful wooden box. Alison says 
she doesn’t know where the box came from, but she 
had been saving it without knowing why. Accordingly, 
for Issue #129 she chooses to return to The Bean Rolls 
with more concentration on that work as a book. To 
inaugurate her focus, she will offer us a work for Issue 
#129 Out Of The Box, which she titles itself, Out Of The 
Box . She spends the better part of the evening cutting 
up scrolls and mixing an assortment of dried beans 
from all over the world... eventually handing me the 
box full of scrolls and beans and saying she wanted 
us to have this... as a text to be assembled by Erika 
pulling the writings and the beans out of the box and 
assembling them into the spread. Alison also plans to 
make a performance for public television called Out Of 
The Box  where she performs a reading of this work... 
the flexibility and non-determined form is growing 
content like sprouting mushrooms. In fact, Alison will 
perform Out Of The Box tomorrow.

4 So here we have our adopted perspective on gift 
economy: It’s the creative response to a global economy 
that lacks flexibility. It’s not really about the value of the 
gift, it’s about the amount of give. Out Of The Box is a 
perfect expression of this very familiar dialectic between 
structure and flexibility, which, through the giving 
mindset, sprouts options like a field of mushrooms.

1 When the congee arrived at the table we talked 
about the theme behind Out Of The Box. Alison had 
mentioned that her experience with giving work away 
required a giving mindset first and then would easily 
be followed with a form. She felt it was this mindset 
that distinguished the transaction, not the structure 
of the transaction or what was being exchanged. As 
we ate our congee, we talked more about the giving 
mind set. As we peeled away the layers, what emerged 
was an awareness about structure and play. The 
mindset established a ratio between the fixed quality 
of a structure and how much “give,” or “play” as we 
commonly call it, divided it. This helped us zero in on 
Issue #129 and the preoccupation with giving work 
away. Yet, what emerged as interesting in the offering 
of a gift by an artist is that it opens up the structure 
between people. The mindset is about working with art 

to add openness, space, play and an amount of “give” to 
a society that often tends toward a more rigid structure 
of exchange. Essentially, we were understanding that 
artists who work with giving are working with flexibility... 
structures that bend, conditions closer to natural forms 
which can only survive because of the play between 
forces.  The realization that Issue #129 Out Of The Box is 
an inquiry into artists putting some give in rigid ways of 
living starts calling out to us.

2 We talked about incomplete texts found on pottery, 
stones, parchments that are loosely collected and 
then tightly bound into a book, or not. I brought up 
that Alison, herself, was frequently offering unbound 
collections of objects and paper as “a book.” The book, 
in our conversation, stood as a typical rigid structure, 
yet the collection of pages unbound and in a non-
determined order could still be the book with some 

So here we have 
our adopted 
perspective  
on gift 
economy:  
It’s the creative 
response to a 
global economy 
which lacks 
flexibility.

~ Joshua Selman

ALISON KNOWLES  Out of the Box, 2012. Wooden box with beans and scrolls of text. 
Performed at SWITCH, Holyoke, MA. April 25, 2012.  Photos by Mary Averill.
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ALISON KNOWLES  
Out of the Box, 2012. 

Wooden box with beans and 
scrolls of text. “Please take the 

Contents out of the Box and 
construct the spread as you wish.”



ALISON KNOWLES  Out of the Box, 2012. Wooden box with 
beans and scrolls of text. “Please take the Contents out of the Box 
and construct the spread as you wish.”
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TWO WOMEN COVERED IN HIJAB 
against an unspecified bright green 
background. Blurred silhouettes of the 
two characters indicate an attempt to 
portray movement within the image - 
this attempt is intensified by a gesture of 
one of the women, her left hand seems 
to say: ‘Warning!’ or ‘Look!’ The viewers 
roving eye moving with the pointing 
finger unexpectedly discovers another, 
as if a bottom layer of the composition. 
Within the darkness of the hijabs a 
partial image of “St. Jerome” emerges!  
A modern media image, captured 
by traditional painting techniques, 
hiding deep within itself Caravaggio’s 
masterpiece ...

Ryszard Waśko’s painting entitled 
“Secret Message” clearly reveals 
the artists specific characteristic,  a 
heterogeneous oeuvre of this artist, a 

feature we call “transtemporality”. This 
term on one hand refers to the artistic 
activities in its artistic matter, meaning 
its physicality and the methods taken 
up (such as sculpture, installation, oil 
painting, encaustic painting, photography, 
film). On the other hand the term refers 
to activities on a graphically-linguistic 
level, or to the paintings metaphysical 
dimension.

Waśko’s first works, mostly 
photography and short films created in 
the 70’s, signify an attempt to cross the 
boundaries in different genres, and of 
the artists special interest in the fourth 
dimension. Initially the artist introduced 
an element of time and temporality to a 
static composition of a photograph. In 
developing the artistic concepts of the 
fourth dimension, with time Waśko moved 
away from the mathematics and physical 

properties of time, putting an increasing 
emphasis on the philosophical aspects. 
Artistic divagations about the ontology 
of time within his works reflect  purely 
existential questions about the meaning 
of life – they lead Waśko to an obvious 
observation: Life does not exist outside of 
time, most importantly the awareness of 
time to self-awareness.

In his works Ryszard Waśko opens 
up a new space which is the inner space 
of time. Time, the most important and 
mysterious element of human life, 
forgotten in the countenance of the fast 
paced world of the XXI century. His works 
are mysterious palimpsests in a technical 
world deprived of magic. Considering the 
artists works, nothing is obvious - each 
successive layer conceals a consecutive 
image, additional content, additional 
layers of time.

by Łucja Wasko-Mandes 

translated by Maciej Mahler

RYSZARD WAŚKO  Secret Message, 2011, oil on canvas, 200 cm x 140 cm

`

`

Art is nothing but a clash of consciousness over time. 
Ryszard Waśko

BLUR
RYSZARD WASKO

RYSZARD WAŚKO  Self-portrait in Time, 1972,  
photography

RYSZARD WAŚKO  From Left to Right, 1972, photography
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OPENING:  Construction in Process, Łódź, 1981

Do not support the art of politicians or economists
Do not support power manias of any kind
Do not accept coercion
Do not wage intrigues, battles, manipulations or hidden manoeuvres
Do not keep up malcontents and destruction
Do not support any fight of one artist against another artist
Do not destroy anonymous traveling artists
Do not praise any art which is not a result of artistic work
Do not share the view that one artist must eat more than other artist
Do not think that everything what you make is art
Do not say that you were born at the wrong time
Do not let yourself be pushed out of society
Do not assume the existence of east-west or south north animals
Do not accede to division of dogs into nations or states
Do not repeat: My home is my castle
Do not rejoice in people’s downfall
Do not say that you have enough troubles of your own
Do not let anyone pat you on the back
Do not await dole or charity
Do not propagate or proceed after anything or anywhere at all costs
Do not say: I discovered it first
Do not allow a low level of consciousness
Do not use the word: provincial-modern, traditional-civilized, old-new
Do not bless artistic mafias, clans or syndicates
Do not support doctrines, leaders or commandants
Do not give up

IN 1981, RYSZARD WAŚKO INVITED 
a diverse group of international artists 
to take part in an art project in Łódź, 
Poland called Construction in Process. 
The fundamental idea of Construction in 
Process was to create an international art 
event behind official (state) institutions. 
Another primary purpose was to present 
to the Polish public art pieces which were 
never exposed behind the Iron Curtain. 

The word “construction” derives from 
Polish constructivism, whose birthplace 
was Łódź and whose “Founders” 
were artists like Katarzyna Kobro and 
Wladyslaw Strzeminski. The word 
“process” emphasizes the art process.

The participants came at their own 
expense and worked with the materials 
accessible in Łódź at that time. One 
must realize that Communist Poland 
did not offer artists many supplies at 
all. Due to that problem not only did 
the Construction in Process Organizing 
Committee help in obtaining art materials 
and finalizing projects, but also members 
of the Solidarity movement, factory 
workers, residents of Łódź and ordinary 
people not connected to the art world in 
any way, helped as well. 

Despite the ambient problems, the 
show was a huge success and seven 
consecutive worldwide exhibitions were 
held. What made artists like Sol LeWitt, 
Dennis Oppenheim, Fred Sandback, 
Lawrence Weiner, Richard Nonas and 
many others take part, again and 
again? Why did this show have such a 
momentous impact on its participants?

Based on the first show in 1981, Waśko 
developed an original concept (which 
he called democracy from the roots) and 
that served the Construction in Process 
projects from this time forward.

First, artists would be invited by other 

artists (as Waśko is one 
himself) not by curators. 
He developed a form of 
invitation based on the idea 
that one artist invites two 
others and so forth — this 
would create a kind of 
network for future exhibitions 
letting new participants take 
part in this event. 

Second, of all the artwork 
would be conceived on 
site. The reason for that 
was to focus both on the 
artists’ cooperation and 
that Construction in Process 
was not a best-of-show, 
nor was it a show reflecting 
a curatorial idea. This 
exhibition was a clear concept, 
a vision of an art world without politics, 
where words like “career”, “inequality” or 
“categorization” did not exist. 

Third of all, the artists would arrive 
in person and execute their site-specific 
pieces. Sometimes they would work in 
cooperation with other artists or with 
the help of assistants etc. Therefore 
automatically the project would also 
involve other people not only the artists 
themselves. Waśko was aiming to 
create something other than the typical 
exhibition that was happening around 
the world. It was rather about a kind 
of art-social event. It was more of an 
intense encounter of people, art, and 
ideas. In conclusion, you could say, that 
Construction in Process was the biggest 
art-workshop in the world. 

Fourth of all Construction in Process 
never got engaged in politics. The 
International Artists’ Museum established 
in Łódź  in 1990 reflected that idea: “a 
museum by artists for artists”. It was an 

alternative art universe, created by artists 
for other artists, the outcome making a 
political statement through art, without 
getting politically involved. Construction 
in Process preferred to take place in cities 
or regions where artistic involvement in 
political and social issues could mean 
something, could make a change. Yet 
Waśko would never let the artwork itself 
out of his sight. 

The ideas of Ryszard Waśko were quite 
radical at that time, but today they seem 
very contemporary.

Manifesta  a roving biennale, the 7th 
Berlin Biennale — where artists inhabit 
and work at the exposition space — and 
Documenta 13, where artists come into 
relation with current time and space, all 
clearly signify the concept of Construction 
in Process.

To keep the Construction in Process 
philosophy clear and straightforward 
Waśko wrote, in 1981, a manifesto that he 
called “For the Artists’ of Crystal Water”:

Construction in Process and its Basic Concepts

SOL LEWITT  Construction in Process, Łódź, 1981

Łucja Wasko-Mandes

Ryszard Waśko’s Manifesto 
“For the artists of crystal water and for 
the rose (and also for Ad Reinhardt)”

`

Construction in 
Process, Łódź, 

1981 workers 
and artists on 

Solidarity Strike.DAN GRAHAM  Mirror Piece, Łódź, 1981
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R. BUCKMINSTER FULLER  Three Frequency Synergetic Sphere Courtesy, The Estate of R. Buckminster Fuller

Hannah B. Higgins

Dymaxion 
as Symbolic 

Form:
A Meditation 

on Fuller
IN 1946, THE ENGINEER PHILOSOPHER R. BUCKMINSTER FULLER  
was granted the first patent issued in cartography in over 150 years by 
the US patent office (no. 2,393,676). His map consisted of six squared 
faces going around the middle of the earth with an equilateral triangle 
grid attached top and bottom to form the poles. The triangles allowed the 
globe to shrink uniformly toward the top and bottom. The map reflects 
Fuller’s attempt at a more honest representation of the distribution of land. 
This “Dymaxion” map, as he called it, differed from the more common 
Mercator projection, which exaggerates the size of northern countries and, 
therefore, their natural resources and sense of relative importance. As Fuller 
noted, this distortion had dire political, social and economic consequences 
for countries spatially underrepresented by the Mercator projection. By 
linking cartographic representation to the physical and social world, 
Fuller’s map demonstrates the visibly entwined relationship between the 
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sciences, social life and systems 
of artistic representation that 
make up a world view.1 To 
borrow a term from German 
art historian Erwin Panofsky, 
Fuller’s map extends beyond 
its discreet function into a far-
reaching interdisciplinary order, 
rendering a global system of visualization, a symbolic form.

Not coincidentally, the two-way circle grid of that 1946 
map was Fuller’s first geodesic form, a form more commonly 
seen in his subsequent triangle-grid domes. The domes’ strength 
is synergetic, a structural system greater than the sum of its 
individual parts. [Fig. 1]  As described in the image and text 
of  this sketch, synergetic systems display “Behavior of whole 
systems not implicit in any of the behavioral characteristics of 
any of the parts of the system.”  The stress that builds up through 
the curving of the rods – their resistance – creates strength in 
the coordinated system. Given the origin of the form in Fuller’s 
Dymaxion projection, it follows that the Dymaxion principle 
suggest a tensile view of both physics and social life, with stress 
and strain forming the strength of the system. [Fig. 2] This would 
suggest, perhaps, a world picture of a social order generating 
from the dynamic forces of consensus and argument. Interpreted 
as a social system, the model would be democratic in its detail, 
as each part of a Dymaxion social system would be playing its 
part as a tensile element whose resistance to the pieces around it 
forms the basis for its strength.  A Dymaxion social system would 
also be  totalizing or unifying insofar as is necessarily predicated 
on participation in a shared sociality. Alex Stern’s illustration 
articulates this overlaying of individuated and shared forms as a 
scalar logic: Manhattan emerges through the geodesic dome form 
as much for its competing grid form and exceptional elements 
as for Fuller’s mental patterning. Even as the modern city grid 
forms a structural homology in other words, it is illustrated here 
as experienced uniquely by each person. Fuller wrote of culture as 
a shifting balance between order and disorder, they require each 
other since culture, like nature, evolves. 

Since Fuller’s era, modernity’s many totalizing systems 
(whether Newtonian in science, class in politics, or psychoanalytic 
in the construction of a modern self ) yielded to the fragmentation 
of systems associated with cultural post-modernism and neo-
liberal politics. It should come as no surprise that the global 
economy has followed suit, colonizing heretofore resistant 
niches of culture and exploiting the fragmentation of humanistic 
values in the form of downward pressure on wages and working 
conditions for people who have (for the most part) forgotten 
how to identify with each other in common cause. That is, until 
relatively recently. The Arab Spring and Occupy suggest a change 
of course. We are all interconnected by synergetic structures of 
capital, race, religion, creed and experience: these are at least as 
similar across cultures as they are different. In the last 40 or so 
years, we cultural professionals have over-determined difference. 
We can learn a thing or two from Fuller. Clearly social media 
provides a means of exploiting these synergetic systems on behalf 
of a greater sociality. What kind of sociality the Dymaxion nature 

of a connected world produces 
is, of course, up for grabs.

Fuller understood people 
as creative pattern seekers 
and makers, responding to 
natural and cultural rhythms, 
opposing them with new ones, 
and dipping periodically into 

the flow of entropy in search of new experiences and systems. He 
modeled this structurally: nature is entropic, culture is ordering or, 
for want of a better term, acculturating. Neither is static. Artistic 
experience is one particularly visible place where these rhythms 
are explored meaningfully. In a late book, Intuition (1983), Fuller 
described aesthetics as synergetic. “I think aesthetics is built on 
an innate sense of the stress distribution, flexing and rigidifying 
capabilities,”2 of materials and experiences. Aesthetic experiences, 
in other words, have the possibility (with intuition and active 
consciousness of the structure of the experience) to reveal 
alternatives linked to the current state of affairs (whether physical 
or cultural) as they change by virtue of oncoming events. The model 
for change in this account is evolutionary, not revolutionary. 

There are some interesting trends in contemporary art 
involving adaptations from Fuller’s synergetic logic, and they can 
be found across the spectrum of contemporary practice. [Fig. 3] 
Sarah Sze, for one, produces work in Fuller’s tradition, linking 
synergetic form and the social scale. Quoted in a catalogue essay 
on the legacy of Fuller, Sze comments, “It’s the investigation of 
structures that can perform all of these functions; act as models 
for something to be realized full scale, represent laws and 
behaviour, and question the practical application of objects and 
structures in the real world, that I find intriguing.”3 Interlacing 
rods form spokes, rays, floating interconnected cube systems and 
spheres containing all manner of toy, tactile curiosity, objects of 
visual interest and uncanny spaces linking the infinite and the 
proximate. These are structures of aesthetic, if inhomogeneous, 
beauty. Put differently, Sze’s model worlds remind us that beauty 
is predicated, at least from a phenomenological perspective, on 
ratios of order and disorder, or homogeneity and its opposite. The 
works display a Dymaxion post-post modern beauty.

John Dewey’s theory of experience describes precisely these 
terms as the foundation for aesthetically grounded knowledge. 
Like Fuller, Dewey was interested in the relationship between 
systems and non-systems (the unexpected) - in his appraisal 
of aesthetic experience which he described in 1934 as based 
on rhythmic patterns of flux and system, Dewey wrote, “All 
interactions that effect stability and order in the whirling flux of 
change are rhythms.”4 These would include temporal cycles (day, 
season, year), physical patterns (crystals, rocks, tree forms, etc.) 
and bio-behavior (eat, sleep, birth, death). Aesthetic experience, 
it turns out, is adapted to these spacio-temporal rhythms, but not 

The model for change in  
this account is evolutionary, 
not revolutionary. 

SARAH SZE  
360 (Portable Planetarium) 2010. Mixed media, wood, paper,  
string, jeans, rocks.  162 x 136 x 185 inches; 411.5 x 345.4 x 469.9 cm.  Collection 
National Gallery of Canada .  Courtesy the artist and Tanya Bonakdar Gallery,  
New York.  Photo: Tom Powel Imaging
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1. Erwin Panofsky’s benchmark essay Perspective as Symbolic Form 
makes the same claim on behalf of the invention of perspective as a 
world view making system across the ages and particularly during the 
Italian Renaissance, when perspective’s objectifying scopic structure 
yielded a wealth of regimes of order that included map making,  with 
its reach of empire, weapons making, lens craft, photography and, by 
extension, the arts of the screen. See Erwin Panofsky, Perspective as 
Symbolic Form, trans. Christopher Wood, (Brooklyn, New York: Zone 
Books, 1991).
2. R. Buckminster Fuller, Intuition (San Luis Obispo, CA:  Impact 
Publishing, 1983), p. 18.

3. Sarah Sze, quoted in Elizabeth Smith, “The Constructivist: 
Buckminster Fuller and Contemporary Artists,” in  Buckminster 
Fuller: Starting with the Universe, eds. K. Michael Hays and Dana 
Miller, (New Haven, CT and New York, NY: Yale University Press 
and the Whitney Museum, 2008), p. 73.
4. John Dewey, Art as Experience (1934) reprinted (New York:  
Perigee, 1980), p. 16. 
5. R. Buckminster Fuller, “A Comprehensive Anticipatory Design 
Science,” in No More Secondhand God, (Carbondale, IL: Southern 
Illinois University Press, 1963), p. 110.

and man as pure complex

of the regenerative pattern’s integrities

appears to be not only immortal in principle

but also be a miniature magnitude universe

as possibly the compactness-limit-phase

of the most comprehensibly associable

accommodating compactness of universe

ergo, each and every individual man [and woman]

appears possibly to be

one of the individual sequence integrities of

complex patterning consequences

of all the alternatively permitted

individual freedoms of equally elective

patternings of total universe

(necessarily) slavishly. In Sze’s work, we see a post-post modern 
reappraisal of the value of system as such, as part of a ratio with 
its opposite, unpredictable, creative, generative import either from 
some other system, or from the flux of life lived. 

But if this work presents a new or unusual world view, as 
the most interesting art does, a question arises as to the world 
view it represents. No doubt the absolute patterning of the crowd 
is undesirable: military parades and the marching column stink 
of the ‘aestheticization’ of politics rightly decried by critics of 
authoritarian regimes. However, the depoliticizing strains of post-
modernism did away with such totalizing structures altogether, 
and with crippling social results. It should therefore come as no 

surprise that much of the social practice work produced today 
is at odds with aesthetic functions of any kind: the work has 
an almost definitive propensity for the dogmatic anti-aesthetic 
of the adolescent dorm room.  I believe Sze’s system suggests a 
third path: a potentially democratizing aesthetic experience. I 
would argue that the sensory rhythmic pleasure found at all scales 
between the known and unknown was as desirable in Dewey’s 
progressive world as in Fuller’s Utopian one, and appears in 
contemporary terms in Sze’s miniature universes, planetaria, cube 
worlds and living schemata. We are in repetition, but not really, 
not really ever, but sort of, and definitely we are, forever and etc. 
Fuller said as much in No More Secondhand God.5

ENDNOTES

ALEX STERN  think.Fuller()  2012 



explained that he (now famously) said that 
his creation, the New York Correspondence 
School, “has no history, only a present… 
a pun, of course, on present as now, 
and present as a gift, a pun on my way 
of giving information and objects or 
whatever in letterform.” And so by 1977, 
an international mail art network had been 
created and was thriving that I then joined 
and luckily enough, I was later admitted 
to Ray’s “school,” a loose subset of that 
network, about 1982.

A 1992 correspondence to me from Ray 
spoke of Elsa Maxwell’s penchant for charity. 
On the back happened to be an ad for the 
giving of diamonds to men. A coincidence? 
Very little was unnoticed by Ray. Left to 
chance? He used chance to create multi-
layered meanings in both objects and 
actions. So what was he saying? Why did 
he sometimes call me Elsa Maxwell? What 
do we give, when we “give” someone a 
nickname? I would not expect that the word 
“charity” from the Latin “caritas” means 
preciousness or a high price. Yet one must 
give from a spirit of abundance. But the 
related word “alms” is the Greek “eleēmōn” 
meaning “merciful” from “eleos”, meaning 
“pity.” Alms, reminiscent of the Christian 
selfless urge to give “and ye shall receive,” 
became a Biblical maxim that foreshadows 
possible ulterior motives.

For economist Duran Bell, gift economy 
exchange builds social relationships unlike 
pure commodity exchange. But does the 
social change liberate or shackle us? The 
French sociologist Marcel Mauss said gifts 
were never “free.” They carry an invisible 
need to reciprocate, tangling the individual 
in obligation. He wrote, “The gift not yet 
repaid debases the man who accepts it.” 
Lewis Hyde, born in 1945, says sometimes 
as aliens and strangers, walking into the 
corner store to buy a can of soup, without 

24 NEW OBSERVATIONS24 NEW OBSERVATIONS

I received a tremendous gift that changed 
my life when, in 1977, I came across an 
international network of people who were 
exchanging art via the postal system in 
a free-form, open-to-all, game board. As 
a wide-eyed Buckeye bumpkin in awe of 
“famous artists” from afar,  my participation 
rapidly transformed me, gifting me  
unlimited access everywhere to artists, well-
known and unknown. I was thrust center 
stage into my own morphing energy web, 
a creative exchange of smallish mailed art 
objects. Thirty years before Facebook and 
Farmville had become the obsession of 
millions of housewives and teens worldwide, 
my magical obsession was taking place 
not via computers, but through the post 
office. “The mailbox is a museum,” the “mail 
artists” as they called themselves, told me,  
and that “every day is Christmas.”

But isn’t that true of everyone, 
everyday? The gifts we receive, artist and 
non-artist alike, stream in from a mysterious 
and creative source. At the beginning, we 
are all gifted with certain inalienable rights 
from that creative force that is responsible 
for our being here. Say anything more 
about a deity and you are in the weeds; so 

we say the minimum: we owe it all to some 
“creator” who plopped us here. I’ve been 
told the Hebrew “Hashem” is literally “The 
Creator.” It eliminates guesswork because 
we were, inevitably, created, no?

 “God invented man because he loves 
stories,” Dr. Adrian Dewit, a Jungian who 
influenced me at Kent State University, was 
fond of saying. While an anthropomorphic 
creature, I am not prone to thinking 
of creation myths, preferring as an 
explanation an all-encompassing energy 
flow manifesting in subatomic particles 
and astrophysics. But it is convenient when 
I think of “gifts from God” this way: if you 
gave a friend a gift and he tells you, “Oh 
wow, that gift you gave me, I love that! 
Wow, that was great,” and even more, if 
it is displayed prominently in his home, 
you feel good. Conversely, if a pal dislikes 
your gift and stashes it in the closet, well, 
that feels lousy. At his house, you glimpse 
it at the bottom of the closet collecting 
dust and it hurts. You feel awkward. Well, 
perhaps that’s how God feels about what 
he generously bestows. We trot out our 
talents and use them; we please the gods. 
We throw a layer of dust on our “gifts” and 

No History, Only A Present 
Mark Bloch

do not let our lights shine: we are letting 
our creator down. 

To truly give, one must come from a 
place of spiritual prosperity and abundance.

Don’t look a “gift horse” in the mouth, 
we are told. “Give” the “gift” of… whatever… 
a TV commercial commands you. We “give” 
in. Or “give” way. We say something’s gotta 
“give”. Rhett Butler, frankly, doesn’t “give” 
a damn. Do we? Not a shit, not a fuck, 
we don’t even “give” a flying fuck. Even 
the title of Duchamp’s last work “Étant 
donné” translated means “Given that:” as 
in a mathematical proof. Sacred, profane, 
humans, gods: giving carries weight. 

Now, let me tell you my story 
about Ray Johnson and his invention of 
a gift economy that keeps on giving - 
correspondence art.  Coincidentally, in 1927, 
the year Ray Johnson was born, “the gift 
that keeps on giving” was first trademarked 
in the United States by the Victor “Talking 
Machine” Company, for the phonograph.

In 1943, Ray’s boyhood friend Arthur 
Secunda, still alive and making art today, 
moved from their native Detroit to New 
York, so young Ray sent him embellished 
envelopes with illustrated letters inside. This 
set a process in motion that continued until 
Ray took his own life by backstroking off 
into the ocean in Sag Harbor, NY in 1995. 

“His present always contains fragments 
of his past,” wrote another of Ray’s friends, 
the brilliant writer Henry Martin in “Lotta 
Poetica” in February 1984. “… Parts of the 
past and present seem to him constantly to 
refer to one another, but it’s useless to try 
to make him tell some ordinarily ordered 
narrative… since he’s always anyway trying 
to draw his experience into the only kind of 
order that makes sense for him. His life is a 
constant happening.”

In his interview with David Bourdon, 
the writer and Warhol biographer, Ray 

MY PARTICIPATION IN INTERNATIONAL POSTAL ART 
networking and in social networking on the Internet 
make studies of “Gift Economies” increasingly relevant 
to me. In ancient cultures and even today in places 
like North Western Mexico, in Papua, New Guinea and 
amongst Pacific islanders, this phenomenon has been 
extensively examined. Meanwhile, in my country’s 
northwest, the Native American tradition of Potlatch, an 
important gift-giving ritual festival, historically suffered 
suppression by fearful Canadian and United States 
governments. What is there to fear?

RAY JOHNSON  
Roland Gift, 1991
© 2013 Ray Johnson Estate



26 OUT OF THE BOX 27NEW OBSERVATIONS

conversation about his early work. Ray told 
me he’d “wanted to paste things on railroad 
cars. Nothing to be seen by anyone except 
coyotes or cacti.”  He complained, “Leo 
Castelli couldn’t sell them, so he wasn’t 
interested… That’s what the mailings were 
about. … the ideas… There was no perusal 
of the meaning of these pieces. They just 
wanted them as objects. ‘Aren’t these nice?  
Put them in a museum with nice lighting.’ 
Not the ideas.”

This article borrows from Wikipedia, 
a free online encyclopedia authored 
and edited as a gift to and by readers. 
Scientific research and Internet expansion 
have revitalized the gift culture. Scholars 
receive no direct benefit from making 
their research available, except reputation 
enhancement. Failure to cite and give 
credit to original authors (depriving 
them of prestige) is considered improper. 
Software developers create open-source 
projects. Richard Stallman’s GNU operating 
system uses permissive free software 
and “copy left” licenses, which allow free 
reuse of software and knowledge. Other 
examples include file sharing, the common, 
open access which makes research 
available online at far lower cost than 
traditional publishing. Markus Giesler in 
“Consumer Gift System,” describes music 
downloading as a file-sharing system of 
social solidarity based on gift transactions. 
Napster’s music sharing site was sued for 
copyright infringement. Bit Torrent, Direct 
download link and free and open source 
software developers compete for prestige 
by giving away time, energy, and creativity. 
Members of the community using the 

letting the store clerk into his/
her private life or to travel on an 
airplane without thoughts for the 
pilot’s political views is preferable. 
Most of us know the complicated, 
unspoken obligation children 
can feel toward parents. Does 
it always flow from a place of 
abundance?

From a religious perspective, 
in Buddhism, alms are given 
before and after the rainy season.  
In Islam, yearly, Zakāt, one of the 
Five Pillars of Islam, targets a 
small portion of one’s wealth to 
the needy. In Judaism, tzedakah 
must be performed regardless of 
financial standing. In Hinduism, 
Bhiksha is a devotional offering to a swami 
or religious Brahmin who in turn provides 
religious service.

The notion of expanding the circle 
was also cited by anthropologist Marshall 
Sahlins. In Stone Age gift societies, hunters 
gave animals to priests, whose sacrifices 
to a deity provided abundant hunts for 
yet more tribe members. With middlemen 
employed, gift exchanges expanded beyond 
back-and-forth’s  between two. The gift lives 
on when giving is passed on, establishing 
connections and emotional ties, the basis for 
community and social cohesion.

On October 24, 1991, Ray and I talked 
on the phone for the first time since the 
night of the Anita Hill-Clarence Thomas 
hearings. Ray told me he had since sent 
his friend Ellen Johnson, the historian, 
a portrait as a gift “out of friendship, as 
opposed to the Castelli Gallery.” He said 
he wanted people to receive his work as 
gifts. I said the idea of gifts interested me, 
to which he replied, “in that case, you’d 
like [to receive] my upcoming Philadelphia 
show catalog.” The first page is of Roland 
Gift, the singer of the band “Fine Young 
Cannibals” he told me, whose name was 
shortened from a 1960 film starring Robert 
Wagner and Natalie Wood. Always weaving 
things together, Ray called Gift a “Doggett” 
type since we were both riveted by John 
N. Doggett III, a light-skinned black man 
like Mr. Gift, who Joe Biden had accused 
of having a big ego when Mr. Doggett 
testified against Hill.

On February 20th, Ray’s comments 
about Gift, gifts and Castelli were 
illuminated by an eight-month prior 

Linux kernel often speak of a gift 
economy.

On January 13, 1992, three 
years to the day before he would 
commit suicide, Ray Johnson and 
I discussed Roland Gift again and 
I asked him what he thought of 
our mutual friend Clive Philpot’s 
recent statement that in the future, 
the business of art would emerge 
victorious over the giving of gifts. 
Ray seemed perturbed and said, 
“I couldn’t care less. Let ‘em win.” 
Then he added, “I suggest you 
read (his old friend) Suzi Gablik’s 
book ‘The Reenchantment of Art’” 
which he’d read the night before. 
He told me it said that art is more 

than sales. “It should be about ecology and 
the environment. Art has to be concerned 
with different things in the future. It has to 
move forward.”

From the 19th century, when Dr. James 
Blundell discovered that blood could be 
medically transfused, allowing people to 
voluntarily donate blood for strangers 
without reward, to today, where gifting 
is one of the 10 guiding principles at the 
Burning Man Festival in the Black Rock 
Desert of Nevada, at which commerce 
except for ice, coffee, and tickets to the 
event itself are outlawed, random and not-
so-random acts of kindness change lives. 
Between these two events, the anarcho-
communists in Spanish villages in the 1930’s 
supported a currency-less gift economy 
where everything produced by workers 
was distributed free in community stores 
where consumption was accepted payment 
for the production of goods and service. 
The 1960’s countercultural group The 
Diggers opened free stores that simply gave 
away their stock, money, food and drugs, 
while organizing free music concerts, and 
performing works of political art. 

Counter-cultural mentality has paved 
the way for a thinking that has influenced 
both a mail art ethos that does not mix well 
with money and the Internet shareware 
business model. Exhausted by money and 
conflicted about giving, we in Western 
culture must remain present to maintain 
our currency.
Potlatch: A potlatch is a gift-giving festival and 
primary economic system practiced by indigenous 
peoples of the Pacific Northwest Coast of Canada 
and United States.(Wikipedia)

A 1992 correspondence to Mark Block from Ray Johnson with a Vanity Fair flashback of Elsa Maxwell showing 

her penchant for charity. On the back happened to be an ad for the giving of diamonds to men: “He remembers 

everything. Except the gifts I give him. Now he’ll remember everything.”

A piece of correspondence from Ray Johnson’s well 
known Locust Valley address, 1992



Two Flux-
Harpsichord 
Concerts were 
organized by George 
Maciunas around a  
harpsichord kit that he 
had assembled by a  
master craftsman. 
The first concert took 
place in NYC in 1975 
(flyer by Maciunas, far 
right); the second was 
part of the exhibition 
New York-Downtown 
Manhattan: Soho in Fall, 
1976, at Akademie der 
Künste, Berlin. Photos 
from Berlin: above left, 
Robert Filliou, Telepathic 
Music for Harpsichord 
Player, 1976; above right, 
Harpsichord Music, by 
Joe Jones, 1974, with 
Maciunas and the  
prepared harpsichord; 
right, Harpsichord Piece 
for Blind Man, 1976 by 
Ben Vautier. 

Something about Fluxus—real, imagined, 
fabricated, reconstituted or veritable—still remains 
vital. Fluxus is arguably an art movement or non-
movement that has perplexed international scholars
since ca. 1962 and continues some fifty years later, 
to generate deep interest for historians, curators, 
students, librarians and collectors.
 !This selection of images for New Observations 
Magazine represents a modest sampling from one 
of several treasuries of Fluxus histories that might 
be found. Along with the familiar and frequently 
exposed, this archive of videotapes, photographs, 
documentation, posters, programs and production 
notes contains an insiders view of rarely seen or 
partially documented events MIA from the historical 
reveries that now challenge memories.
!Larry Miller’s dedicated efforts to produce,  
organize, activate, perform and inform, across  
decades, as well as to retain these materials and 
their intrinsic informational resonance, has inspired 
the creation of these pages. His contributions on 
this project have been invaluable.   (—SS) 

All photographs within Full Frame Fluxus Sampler  
are © and by Larry Miller unless otherwise credited.  
Photographs are © the individual photographers and 
may not be reproduced without permissions.  

Address inquiries to:  LMSSarchive @ "gmail.com
      

George Maciunas  
at the Flux Cabaret 
that followed his Flux-
Wedding to Billie 
Hutching at Grommett 
Theater, 537 Broadway, 
Soho (from videotape  
by Larry Miller, 1978). 

M
ed

iators 

Time-related events for the occasion  of a 
Delayed Flux New Year’s Eve took place in The Clock-
tower Gallery, Institute for Art and Urban Resources in 
Tribeca in April, 1976. Larry Miller attached four over-
sized fan blades to the east face of the building’s clock. 
A variant of his previous work, Minute Flux Winding, 
realized by George Maciunas as a prototype for a Fluxus 
edition (Collection Getty Trust), Miller performed 
Winding for Lower Manhattan with a hand-cranking 
mechanism. Onlookers, from 
left:  Stuart Sherman, Olga 
Adorno, Jean Dupuy, Robert 
Watts, George Maciunas, and 
Emily Harvey. Photos by Sara 
Seagull. Inset: Please Stand 
By, a Fluxus video by Miller, 
shown in the indoor exhibit.

Mary 
Bauermeister,  
an important artist in 
the development of 
New Music and Fluxus 
in Germany, hosted 
concerts in Cologne 
beginning in 1960, that 
included John Cage, Ben 
Patterson, Nam June 
Paik and others. In video 
interviews with Larry 
Miller she recalled Cage’s 
lament that he had given 
his students ‘freedom’ 
and many ‘did not know 
what to do with it’. 
Pictured here at the first 
Symposium on Art and 
the Invisible Reality, 
Germany, 1989. 

Free Flux-Tours were scheduled by 
George Maciunas from May 1—May 16, 1976, including 
Flux-Tour of Soho Art Galleries led by Larry Miller. 
Above, Miller explains the gallery’s characteristics. 
Photo by Sara Seagull. Right, Maciunas also points  
to the overhead sprinkler system. A tour of Alleys, 
Yards and Dead Ends was arranged by Maciunas, 
Soho Curb Sites was guided by Peter van Riper.  
Other Flux-Tour concepts were  contributed by  
Robert Filliou and Alison Knowles, Geoff Hendricks, 
George Brecht, Nam June Paik, Jonas Mekas, Joan 
Mathews, Yoshi Wada, and Robert Watts.   

Transparent 
Meal created by 
Maciunas’s invention of 
a system to distill foods 
into essential flavors, 
Flux New Year Eve party, 
80 Wooster Street, NYC, 
1974. For the group’s 
Rainbow Food Banquet, 
each participant brought 
foods of a particular 
color of the spectrum.

Discussing 
his elaborate 
chart Diagram of 
Historical Development 
of Fluxus and Other 
4 Dimensional, Aural, 
Optic, Olfactory, 
Epithelial and Tactile  
Art Forms , George 
Maciunas in a video-
taped interview with 
Larry Miller in 1978.

FULL
Frame 
Fluxus 
Sampler

: 
Developments
across

performances,
festivals 
actions and events

1970s…2012
BY SARA SEAGULL

Reproduced from the  
Larry Miller / Sara Seagull Archive

Ay-O and Yoko Ono confer during the 11th Annual Avant-Garde Festival 
organized by Charlotte Moorman at Shea Stadium, Flushing, Queens, 1974, far right. 
Near right, Al Hansen in 1986 with his Venus Collage of burnt matchsticks. 
There’s a kind of alchemistic, magical aspect of my work, in that I take very base 
materials and I try to elevate them into something beautiful and wonderful…So  
I actually take shit and turn it into gold.  
                  —Al Hansen, from videotaped interview with Larry Miller, Vienna, 1989        

Fluxus Sonata performed by Nam June Paik at 80 Wooster Street in 1973. His media and 
equipment included video cameras, tape decks, multiple monitors, piano, turntables, records, and chewing gum. 
Paik defied the limiting conventions which came to be applied to Fluxus. Paik reaches out from the middle—where 
the Mind is—with the expressive on one end, and the logical dry execution on the other—raw existentialism at its 
essential best. Paik represents the nexus of Fluxus thinking: simply execute an action with an appropriate expression, 
poetically.        —Larry Miller, notes from an interview with Tobias Berger of Nam June Paik Art Center, Korea, 2010.  
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FULL FRAME: FLUXUS IN DEVELOPMENT

Yoko Ono’s Sky Piece for JC, 1963, (above left) featuring Joan Jeanrenaud;  middle: Rainbow No. 1 for Orchestra by Ay-O, ca. 1964, at Fringe Festival Flux 
Concert, 2001. Right, Duet for Brass by Joe Jones, 1964, Flux Concert, 1991. All of the concerts were oordinated by Michiko Okaya, Director of Lafayette Art Galleries, and 
performed by faculty and students, Williams Center For the Arts, Lafayette College, Easton, Pennsylvania. Photos by George Panichas.            

Reunions mark the decades of history.  Above, left, Opus 882 by Eric Andersen, (nd). Performers from left, Dick Higgins, Jessica Higgins, Ben Patterson, 
Ay-O, Alison Knowles, Larry Miller, Geoff Hendricks, Eric Andersen, for SeOUL NYmAX Festival, Anthology Film Archives, 1994. Photo by Sara Seagull. Right, In Memoriam to 
Adriano Olivetti, by George Maciunas, 1962, at the 3rd International Performance Festival, Odense, Denmark, September 2001. Performers, from left, 
Ben Patterson, Philip Corner, Larry Miller, Ben Vautier, Alison Knowles, Eric Andersen. Photo by Dorte Krogh.

Walker Art Center, 1993. Photo courtesy of the Walker 
Art Center, Minneapolis. Right, poster designed by 
Larry Miller for Lafayette College Flux Concert, 1991, 
inspired by Dog Symphony by Joe Jones (nd). 
!A Fluxus concert is characterized by the willingness 
of artists to collaborate at their most creative essence, 
to carry that impulse through on behalf of a group  
intelligence, and to sense the original spirit shaped  
by the unique time and place in which the event  
takes place.    —LM

JAIL BREAK (for Emmett Williams & John Cage), by Jackson MacLow, 1963. Performers from left: Varsha Nair, unidentified, Larry Miller, Henry Matyjewicz, Terry 
Berkowitz, at Free Show, NYC, 2007, organized by Kirby Gookin and Robin Kahn. Photo by Kirby Gookin. Middle: Alice Hutchins performs Arydiction for Alice Hutchins by 
Dick Dunlap, Santa Barbara Museum of Art, 1994. Photo by John Lofaso. Right, Two Durations and Two Umbrellas by George Brecht, 1961, performed by Alison Knowles 
and Larry Miller simultaneously, Flux-Day Miami Flux Concert, 2007. Photo by Manuel Rodriguez.   

A concert for “Off Limits: Rutgers University and the Avant-Garde”, opening night of the exhibition at The Newark Museum, NJ, 1999 presented event scores  
by Robert Watts and George Brecht. Left: Piano Piece by George Brecht, 1962; right, Trace for Orchestra by Robert Watts, ca. 1964, performed by Larry Miller. Middle photo: 
Two Inches by Robert Watts, 1962, performed by Joseph Jacobs and Julia Robinson. Photos by George Panichas. 

Performing         FluxusClassic Fluxus scores repeat across time 
and geography, as performers interpret, exchange 
and re-present the compositions, scores and event  
instructions. Performers often learned the work the 
way shamans learn from one another, by experience.! 
!After Maciunas passed away, a Flux concert in his 
honor was presented at The Kitchen in Soho in 1979. 
Above, Disappearing Music for Face by Mieko Shiomi, 
1964. From left, Alison Knowles, Dick Higgins, Philip 
Corner, Larry Miller, Geoff Hendricks, Yasunao Tone, 
Peter Frank, Peter van Riper, Robert Watts, Yoshi Wada, 
and Ken Friedman. Below left, Remote Music, by Larry 
Miller, 1976, performed at The Kitchen, 1979. Photos by 
Manuel Rodriguez. Below right, Ben Vautier and Larry 
Miller perform at the opening of In the Spirit of Fluxus, 
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A Dozen for Carmen (Flux Variation), by Ben 
Patterson, 1990, performed by David Doris and Jessica 
Higgins, above left. 

Carolee Schneemann performs Tie-Up 
(From Ghost Rev), 1966, with participants, above right. 
Photos by Manuel Rodriguez.

The “Excellent”  
series of events 
celebrating the 30th 
Anniversary of Fluxus in 
1992 included Three Star 
a la Carte, An Evening of 
Performance at Judson 
Memorial Church, NYC 
(Announcement, left). 
Coordinated “Excellent” 
festivals took place in 
Wiesbaden, Germany, 
Malmö, Sweden and 
Roskilde, Denmark. The 
New York evening was 
organized and directed 
by Larry Miller with 
Sara Seagull and Helena 
Hungria. Performers in-
cluded Jeff Buckley, David 
Doris, Jessica Higgins, 
Barbara Moore, Jeffrey 
Perkins, Sharon Schanzer, 
Carolee Schneemann, 
Josh Selman, Diane 
Torr, Stephanie Urdang, 
Yoshi Wada and others. 
Top right, Hanako Iijima 
performs her father 
Ay-O’s Rainbow Music, 
ca. 1964. Right, Yasunao 
Tone’s Smooth Events, 
1962, performed by Jeff 
Buckley. Photos hby 
Manuel Rodriguez.

Chicago& 
 New York 
Celebrations 
of the30th 
Anniversary 
 of Fluxus      

Flux Museum Meal by Larry Miller,  
with Hannah Higgins and Chicagoans being 
served dinner in Miller’s custom-made vitrine at 
the Flux Fest, Three Star a la Carte, Lewd Food 
Event at the Arts Club of Chicago, 1993.

Flux Concert at Anthology Film 
Archives, NYC, 1992 (Announcement below). 
Left, Rebecca Moore performing In Memoriam to 
George Maciunas by Robert Bozzi, 1966. 

Below left, Jackson MacLow and Anne 
Tardos perform Four Language Word Event in 
Memoriam John Cage, by Jackson MacLow, 1992. 
Photos by Sara Seagull.

Judson Memorial 
Church, above, view of 
participants, performers  
and banquet tables.  
 
Right, Lick Piece 
by Ben Patterson, from his 
publication, Methods and 
Processes, 1962, featuring 
Stephanie Urdang. Photos  
by Manuel Rodriguez.
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Turbine Flux Olympiad badge (previous page) and the Balloon Dash, above left, presented in conjunction with the exhibit States of 
Flux at Tate Modern, London, 2008 (photo by Elin von Spreckelsen). Above Cinder Block Race in Flux Sports on opening day of the exhibit Critical 
Mass: Happenings, Performance, Intermedia and Rutgers University 1958-1972, curated by Geoff Hendricks, Mason Gross Art Galleries, Rutgers 
University (video-capture by Sara Seagull). Right, program for Flux Concert at Zimmerli Art Museum, Rutgers University organized by Larry Miller,  
for the exhibition at/above/ beyond: Fluxus at Rutgers, 2011-2012, curated by Donna Gustafson.                 

Motor Vehicle Sundown Event  
(for John Cage) by George Brecht, 1960, was realized  
on the beach at sunset with classic American cars, a  
passenger tour bus and other vehicles during the Flux-
Fest organized by Larry Miller in Santa Barbara in 1994. 
Photo above by John Lofaso. The score is activated  
with a set of instructions for various automotive  
functions, incorporating elements of chance occurrence. 
!In 2007, MVSE was staged with three Mini Coopers, 
right, for the Flux Concert of SUBTROPICS 19, Miami’s 
Experimental Festival of Music and the Sound Arts, at 
The Carnival Center Studio Theater, Miami. Photo by 
Manuel Rodriguez. 

Events 
Exhibits 
&FluxFests
The Flux-Labyrinth was a collective  
environment proposed by George Maciunas and 
constructed for the exhibition New York-Downtown 
Manhattan: Soho in Fall, 1976, at Akademie der 
Künste, Berlin. It was in effect a life-sized puzzle, a  
giant Flux Box. Audience forged through a system of 
corridors containing challenging obstacles conceived 
by different artists. Realized in Berlin by Maciunas and 
Miller, and built by them with Joe Jones, Yoshi Wada 
and assistants from the museum, it drew huge crowds. 
A second version was made in 1993 when the Walker 
Art Center mounted its historic exhibition In the Spirit 
of Fluxus. Larry Miller was invited to design a refabrica-
tion, and made revisions to the original plan to include 
aspects that had not been completed in 1976. Above 
right, the entrance to the Flux-Labyrinth at the Walker 
Art Center’s exhibition. 
! In the Spirit of Fluxus traveled to Santa Barbara 
Museum of Art in 1994. For the three days of Gala 
Preview Reception, Members Sneak Preview and the 
Grand Opening, as well as for closing days, a Flux-
Festival of performances, events, tours, concerts 
and Flux-Sports was organized, overtaking indoor 
museum spaces and adjacent outdoor boulevards. 
Coordinated and directed by Larry Miller, the  
visiting artists included Dick and Arlene Dunlap,  
Dick Higgins, Alice Hutchins, Alison Knowles, Willem 
de Ridder, Yoshi Wada and Emmett Williams. Right, 
opening day at Santa Barbara Museum, with Ay-O’s 
Rainbow Balloon Arch and Chewed Drawings by  
public participants. Photos by Sara Seagull. 
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Proposals for a Flux-Olympiad by 
George Maciunas beginning in the early 1960s were 
not realized as such in his lifetime. In 1970 his iteration 
of Flux-Sports at Rutgers University took place in  
conjunction with an exhibition of Fluxus objects and the 
Flux-Mass at Voorhees Chapel. Larry Miller worked  
on the sports with Maciunas starting in 1969, and  
subsequently realized the Flux-Sports during the  
Flux-Festival at Santa Barbara Museum of Art for  
the exhibition In the Spirit of Fluxus in 1994. He also  
reprised Flux-Sports at Douglass College in 2003  
and for Flux Day Miami in 2007. In 2008, Miller was 
invited by the Tate Modern to present the concepts for 
the Flux Olympiad originated by Maciunas.  
Three days of Fluxus events 
and performances were pro-
grammed in London’s Turbine 
Hall. Clockwise, from above 
right: Maciunas’s poster for 
Flux-Sports at Douglass 
College (detail); Inclined 
Plane Shoes Race at Flux 
Day Miami (Photo by Elin von 
Spreckelsen); Inclined Plane 
Shoes (Miller Fluxus Prop 
Warehouse) and fabrication  
instruction drawing by Miller 
for the Turbine Flux Olympiad.

Homage to  
Nam June Paik 
at James Cohan Gallery, 
NYC, 2007. Realizations 
of historic pieces by Paik, 
directed by Larry Miller. 
From left: Fluxus-Sonata 
(1973);  Variations on a 
Theme by Saint-Saëns 
(1964) performed by 
Lucy Railton and Jessica 
Chen, based upon per-
formances by Charlotte 
Moorman; and excerpt 
from Twelve Piano 
Compositions for Nam 
June Paik by George 
Maciunas (1962).  
Photos by Kathy Brew. 
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WILLEM CORNELIUS DE RIDDER 
(14 October 1939 ) is a Dutch radio 
maker, storyteller, magazine maker, 
and internationally known Fluxus 
artist. George Maciunas appointed him 
chairman of Fluxus (Department of 
Northern Europe ). In this capacity he 
organized several concerts and Fluxus 
Festivals. In the 60s he had a Fluxus mail 
order company in Amsterdam. Willem de 
Ridder stands at the cradle of numerous 
developments in the field of art, culture 
and recreation. He was closely involved 
in the creation of alternative youth clubs 
like Paradiso, Fantasio and the Milky Way. 
He collaborated with Nam June Paik and 
Paik presented “Piano For All Senses” 
in his gallery, Amstel 47, in Amsterdam. 
Willem de Ridder achieved national fame 
with famous radio broadcasts in which 
listeners were invited to participate, taking 
guided instructions over the radio. Every 
first Tuesday of the month he tells ancient 
stories in the auditorium of the Melkweg 
in Amsterdam.

DICK HIGGINS (March 15, 1938 – 
October 25, 1998) was a founding member 
of Fluxus. He studied composition with 
John Cage at the New School of Social 
Research in New York and took part in 
the Wiesbaden, Germany Fluxus festival 
in 1962. He founded Something Else 
Press in 1963, which published many 
important texts including Gertrude Stein, 

Marshall McLuhan, artists John Cage, 
Merce Cunningham, Claes Oldenburg, 
Ray Johnson, Bern Porter, leading Fluxus 
members George Brecht, Wolf Vostell, 
Daniel Spoerri, Emmett Williams, Ken 
Friedman, and others. He coined the word 
intermedia to describe his artistic activities, 
defining it in a 1965 essay by the same 
name, published in the first number of the 
Something Else Newsletter.

JOHN CAGE (September 5, 1912 
– August 12, 1992) was an American 
composer, music theorist, writer, and 
artist. A pioneer of indeterminacy in 
music, electroacoustic music, and non-
standard use of musical instruments. 
In October 1960, Mary Bauermeister’s 
Cologne studio hosted a joint concert by 
Cage and the video artist Nam June Paik, 
who in the course of his Etude for Piano 
cut off Cage’s tie. Cage’s “Experimental 
Composition” classes at The New School 
have become legendary as an American 
source of Fluxus, an international network 
of artists, composers, and designers. The 
majority of his students had little or no 
background in music. Most were artists. 
They included Jackson Mac Low, Allan 
Kaprow, Al Hansen, George Brecht, and 
Dick Higgins.

HARO LAUHUS, gallerist, Cologne, 
specializing in Pre-Fluxus. According 
to one Cologne newspaper in 1961 the 

THE CITY OF WIESBADEN, GERMANY is 
considered the birthplace of a revolutionary 
art form which began with the 1962 
Fluxus concert in its Festspiele Neuester 
Musik in the Museum lecture theater. 
One of the founding Fluxus artists, Dick 
Higgins, observed that its characteristics 
are: “Internationalism, experimentalism, 
iconoclasm, intermedia, impact, playfulness 
and wit, transience and uniqueness.” Since 
1962, Fluxus has made a radical impact on 
world culture, music, the visual arts, film 
and theater. From June 2 to September 23, 
2012 the Museum Wiesbaden is organizing 
a celebration of the 50th anniversary of the 
world’s first Fluxus concert, in collaboration 
with founding Fluxus artist, and still resident 
of Wiesbaden, Ben Patterson. While 
attending the festival as an invited performer 
I had a chance to meet up with Ben for a 
brief, but illuminating, interview: 
Jessica Higgins: Hello! I’m with Ben 
Patterson here at Fluxus 50 Wiesbaden 
(http://fluxus50wiesbaden.de/), at the 
Museum Wiesbaden, and he is going to 
answer some questions about Fluxus. We’re 
so happy that he’s willing to do this interview 
for us for Artist Organized Art.
JH: Ben, In 1962 Fluxus presented itself 
in an historic concert, here in Wiesbaden, 
Germany, as a form of “New Music.” We 
are celebrating the 50th anniversary of the 
concert with this festival, which you have 
organized with Dr. Klar and the Museum 
Wiesbaden. As such, and as one of the 
participants in the original 1962 concert, 

AN INTERVIEW FOR ARTIST ORGANIZED ART.   PHOTOS AND VIDEO STILL BY JESSICA HIGGINS

Ben Patterson at Museum Wiesbaden
FLUXUS TURNS 50 

with Historic Concert

what are your thoughts of this originating 
categorization of Fluxus as “New Music” 
looking back on 50 years of Fluxus?
Ben Patterson: It’s clearly become 
something other than what we thought of 
as new music then. But the core of what I 
still consider Fluxus is performative, time 
based, immaterial, so that it’s still.. “music 
expanded” I guess you could call it?
JH: Yes. That is an excellent way of putting it.
JH: How do you feel about Mary 
Bauermeister’s salon in Köln as an alternate 
to the Darmstadt Festival.
BP: That’s slightly “bending” a bit of history, 
because the material which was presented 
there, the artists and so forth, except for Cage, 
were primarily from the Darmstadt School. 
Younger composers and so forth.. of course 
her eventual relationship with Karlheinz 
Stockhausen comes all from there.
BP: I’ve known Mary many years, I like 
her and all, but I think that to now suggest 
that, Mary’s.. even though it was listed as a 
counter festival to the original International 
Society Of Contemporary Music Festival 
.. it was closer to that than to a Fluxus 
festival. Mary’s boyfriend, at the time that 
I met her and when she was producing this 
“counter festival” .. eventually broke up .. 
and Haro Lauhus moved down the street 
and opened his own gallery .. which was 
exactly the opposite of Mary’s .. which was 
pristine .. pure white. Haro’s was an old 
building which hadn’t been cleaned since 
the war and was still black and dusty .. 
and for my taste that’s where the material 

Jessica Higgins

that began to look like Fluxus developed 
.. and so he made the first exhibition with 
Spoerri .. and the first exhibition with 
Christo, Mimmo Rotella and Vostell and 
so forth .. so he was actually I think .. more 
revolutionary there than Mary.
JH: Very interesting.. thank you! The last 
question is, in terms of your work with the 
New York Department of Cultural Affairs 
do you find any points of comparison 
between New York City and  the experience 
organizing in Wiesbaden?
BP: Yes and no, there’s bureaucracy to deal 
with .. but the German bureaucracy is much 
more detailed and specific than the New York 
bureaucracy at that point .. but the experience 
of working there .. of course you learn things 
which can be used in many places.
JH: Do you see similarities?
BP: No, not really, I mean yes and no. 
Organizations are organizations, they have to 
have somebody to talk .. and lots of workers, 
but that’s the same practically everywhere. 
This experience here is perhaps somewhat 
different than other situations in Germany 
because the director, Alexander (Alexander 
Klar), has moved around a lot. He’s worked 
in New York and in Venice and so forth .. 
London. So he’s a more open person than 
a typical born-raised-never-left-Germany-
person.
JH: Well, thank you so much for taking the 
time to answer these questions and I hope 
that you’ll go to Artist Organized Art to see 
this interview.
BP: Okay, thank you.

GEORGE MACIUNAS  
(8 November 1931- 9 May 1978) a 
Lithuanian-born American artist. He 
was a founding member and the central 
coordinator of Fluxus, an international 
community of artists, architects, 
composers, and designers. Other leading 
members brought together by this 
movement included Yoko Ono, Joseph 
Beuys, George Brecht, Nam June Paik, 
Wolf Vostell, and Dick Higgins. He 
is most famous for organizing and 
performing in early Fluxus projects and 
for assembling a series of highly influential 
artists’ multiples. To avoid debt collectors, 
Maciunas took a job as a civilian graphic 
designer at a U.S. Air Force base in 
Wiesbaden, Germany in late 1961. It 
was there that he organized the first 
Fluxus Festival in September 1962. The 
festival then traveled to Cologne, Paris, 
Düsseldorf, Amsterdam, The Hague and 
Nice. These concerts and events were to 
become integral to the legacy of Fluxus.

DR. ALEXANDER KLAR  Director 
of the Museum Wiesbaden, brings to the 
Museum, years of experience in exhibition 
design and organization culminating in 
the anarchic and successful celebration of 
50 years of Fluxus. With a thesis on the 
life and work of the architect Friedrich 
Bürklein (1813-1872), he received his 
doctorate in 2000 in Erlangen. His 
museum career includes posts with the 
Solomon R. Guggenheim Museum in New 
York, Institute in Braubach on the Rhine, 
Peggy Guggenheim Collection in Venice 
and the Kunsthalle in Emden, the Victoria 
and Albert Museum in London, Emil 
Schumacher Museum in Hagen and finally 
the Museum Wiesbaden in Germany.

ERIC ANDERSEN  Born in Antwerp 
1940 is an artist associated with the 
Fluxus art movement. He lives in 
Copenhagen, Denmark. In 1962 Andersen 
first took part in one of the early concerts 
given by Fluxus held during the Festum 
Fluxorum in the Nikolai Kirke (Nicolas 
Church) in Copenhagen. He soon took 
an early interest in intermedial art. In 
his Opus works from the early 1960s, 
Andersen explored the open interaction 
between performer and public, developing 
open self-transforming works, such as arte 
strumentale. In 1996, the year in which 
Copenhagen was Europe’s cultural capital, 
Andersen arranged a three-day inter-
media event involving parachute-jumping, 
helicopters, mountaineering, live sheep 
and 500 singers walking on water.

PHILIP LIONEL CORNER  (born 
April 10, 1933; name sometimes given as 
Phil Corner) is an American Composer, 
Trombonist, Alphornist, Vocalist, 
Pianist, Music Theorist, Music Educator, 
and Visual Artist. He was a founding 
participant of Fluxus since 1961, was a 
resident composer and musician with 
the Judson Dance Theatre from 1962-
1964 and later with the Experimental 
Intermedia Foundation. He co-founded 
with Malcolm Goldstein and James 
Tenney the Tone Roads Chamber 
Ensemble in 1963, with Julie Winter 
Sounds Out of Silent Spaces in 1972 
and with Barbara Benary and Daniel 
Goode, Gamelan Son of Lion in 1976. 
His principle gallery is UnimediaModern 
in Genova, whose director Caterina 
Gualco maintains a large collection. Other 

important collectors are Hermann Braun 
in Germany (deceased 2009) and Luigi 
Bonotto in Bassano who maintains an 
extensive documentation.

GEOFFREY HENDRICKS (born in 
1931 in Littleton, New Hampshire) is an 
American artist associated with Fluxus 
since the mid 1960s, and has styled 
himself as “cloudsmith” for his extensive 
work with sky imagery in paintings, on 
objects, in installations and performances. 
He is professor emeritus of art at Rutgers 
University, where he taught from 1956 to 
2003, and where he was associated with 
Allan Kaprow, Roy Lichtenstein, and 
Lucas Samaras during their time there 
in the 1960s. In 2002, he edited Critical 
Mass: Happenings, Fluxus, Performance, 
Intermedia and Rutgers University, 
1958-1972 documenting seminal creative 
activity and experimental work developed 
by university faculty members of the 
1960s such as Bob Watts, Allan Kaprow, 
George Brecht, Hendricks, and others. 
He recently performed “Headstands for 
Peace,” in Washington Square Park, an 
event organized by Julie Evanoff

ALISON KNOWLES (born 1933) in 
New York City is an American visual artist 
known for her soundworks, installations, 
performances, and publications. Knowles 
was very active in the Fluxus movement, 
and continues to create work inspired by 
her Fluxus experience. In the early 1960’s, 
Something Else Press published Knowles’ 
collaboration in John Cage’s Notations 
book about experimental composition. She 
also collaborated with Marcel Duchamp on 
his print Coeurs Volants. She also traveled 
and performed throughout Europe, Asia 
and North America. In 1963, Knowles 
produced one of the earliest book objects, 
a can of texts and beans called the Bean 
Rolls. In 1967, Knowles and James Tenney 
produced the computerized poem The 
House of Dust. A sound installation for 
a House of Dust public sculpture was 
produced by Max Neuhaus. The 1983 
book Loose Pages, originally produced in 
collaboration with Coco Gordon, consisted 
of pages made for each part of the body.

BENJAMIN PATTERSON was 
born in Pittsburgh on May 29, 1934. 
From 1956 to 1960, he worked as a 
double bassist at the Halifax Symphony 
Orchestra (1956–57), the US Army 7th 
Army Symphony Orchestra (1957–59) 
and the Ottawa Philharmonic Orchestra 
(1959–60). In 1960 he moved to Cologne, 
Germany where he became active on the 
contemporary music scene of the most 
radical, focusing its activities at the studio 
of Mary Bauermeister and “against the 
festival.” Between 1960 and 1962 he 
played in Cologne, Paris, Venice, Vienna 
and other places still participating in the 
first Fluxus Festival in Wiesbaden (1962). 
He worked as General Manager in the 
Symphony of the New World (1970–72) 
as Assistant Director of the Department 
of Cultural Affairs for New York City 
(1972–74) as director of development for 
the Negro Ensemble Company (1982–84) 
and as National Director for Pro Musica 
Foundation Inc. (1984–86). In 1988 he 
had a solo exhibition of new assemblages 
and installations at Emily Harvey Gallery 
in New York and participated in several 
Fluxus Festivals and exhibitions of the 
group. Most recently he is the organizer of 
Fluxus 50 Wiesbaden 2012.

Ben Patterson is a founding member of Fluxus and organized the 2012 
Celebration, Fluxus 50, in collaboration with Museum Wiesbaden

Glossary
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In Memoriam to Adriano Olivetti, George Maciunas, 1962. The performance uses an old adding machine tape as a score and consists 
of actions (raising and replacing hat, shaking fist, making faces, etc.) or sounds (tongue clicks, pops, smacks, lip farts, etc.) 

From left to right: Ben Patterson, Geoffery Hendricks, Philip Corner, Willem de Ridder, Eric Andersen, Alison Knowles.  
Performed in 2012 in Wiesbaden, Germany for Fluxus 50

ALISON KNOWLES, Shuffle, 1961.  Performed at Fluxus50, 2012. 

DICK HIGGINS Danger Music, No. 17, 1962.  
Scream! Scream! Scream! Scream! Scream! ...
left to right: Geoffrey Hendricks, Willem de Ridder, 
Philip Corner and Alison Knowles 

Gallery Haro Lauhus had the most 
controversial exhibition Cologne had 
ever seen. The reference is to the first solo 
show by now famous art duo Christo 
and Jeanne-Claude. In 1961 it was 
also the site of Wolf Vostell’s Dé-coll/
age Solo and a group show: Der Koffer, 
Organized by Daniel Spoerri. Other 
artists: Arman, César, Gérard Deschamps, 
François Dufrêne, Raymond Hains, 
Robert Rauschenberg, Daniel Spoerri, 
Jean Tinguely, and Jacques de la Villeglé. 
Haro Lauhus was an early organizer 
of performances at the studio of Mary 
Bauermeister.

MARY HILDE RUTH 
BAUERMEISTER (7 September 1934) 
German artist: Circa 1960, she hosted 
gatherings with future members of Fluxus 
in her Cologne studio. She invited artists 
such as Hans G Helms, David Tudor, 
John Cage, Christo, Wolf Vostell, George 
Brecht, and Nam June Paik to concerts 
of “the newest music,” readings, exhibits, 
and actions in which non-hierarchical 
exchanges of information across 
national, disciplinary and age boundaries 
contributed to the character of the Fluxus 
movement. In 1961, she took part in 
Karlheinz Stockhausen’s composition 
course at the Internationalen Ferienkursen 
für Neue Musik in Darmstadt. Later 
that same year she collaborated with 
Stockhausen in a theatre piece titled 
Originale.

KARLHEINZ STOCKHAUSEN (2 
August 1928 – 5 December 2007) was a 
German composer, widely acknowledged 
by critics as one of the most important 
and controversial of the 20th and early 
21st centuries. After lecturing at the 
Internationale Ferienkurse für Neue 
Musik at Darmstadt (1953 -) Stockhausen 
gave lectures and concerts in Europe, 
North America, and Asia. He founded 
and directed the Cologne Courses for 
New Music from 1963 to 1968, and was 
appointed Professor of Composition at 
the Hochschule für Musik Köln in 1971, 
where he taught until 1977. In 1998, he 
founded the Stockhausen Courses, which 
are held annually in Kürten. In the early 
1990s, Stockhausen reacquired the licenses 
to most of the recordings of his music 
and started his own record company to 
make this music permanently available on 
Compact Disc.

NAM JUNE PAIK ( July 20, 1932 – 
January 29, 2006) was a Korean American 
artist. He worked with a variety of media 
and is considered to be the first video 
artist. In the late 1950’s he contacted Dr. 
Steinecke of the International Music 
Institute, Darmstadt with two attempts at 
presenting his “action music” in the context 
of the yearly summer courses. Though 
unsuccessful at placing his compositions 
in the context of the The Internationale 
Ferienkurse für Neue Musik, Darmstadt, 
in October 1960, Mary Bauermeister’s 
Cologne studio hosted a joint concert 

presenting his works with performances 
by John Cage and Paik himself. While in 
Germany, he met the composers Karlheinz 
Stockhausen, John Cage and contemporary 
artists Joseph Beuys and Wolf Vostell. 
He then permanently entered the field of 
electronic art.

CHRISTO (born Christo Vladimirov 
Javacheff, June 13, 1935) and Jeanne-
Claude (born Jeanne-Claude Denat de 
Guillebon, June 13, 1935 – November 18, 
2009) were a married couple who created 
environmental works of art. Their works 
include the wrapping of the Reichstag in 
Berlin and the Pont-Neuf bridge in Paris, 
the 24-mile (39 km)-long artwork called 
Running Fence in Sonoma and Marin 
counties in California, and The Gates in 
New York City’s Central Park. Christo is 
quoted saying “I am an artist, and I have 
to have courage … Do you know that I 
don’t have any artworks that exist? They 
all go away when they’re finished. Only 
the preparatory drawings, and collages are 
left, giving my works an almost legendary 
character. I think it takes much greater 
courage to create things to be gone than to 
create things that will remain. The first Solo 
Exhibition of Christo and Jean-Claude was 
at gallery Haro Lauhus in Cologne, 1961�

DANIEL SPOERRI (born 27 March 
1930) is a Swiss artist and writer 
known for his “snare-pictures,” a type 
of assemblage in which he captures a 
group of objects, such as the remains of 

meals eaten by individuals, including 
the plates, silverware and glasses, all of 
which are fixed to the table or board, 
which is then displayed on a wall. In the 
1950s he he met a number of Surrealist 
artists, including Jean Tinguely, Marcel 
Duchamp and Man Ray, and also a 
number of artists associated with the 
Fluxus movement, including Robert 
Filliou, Dieter Roth and Emmett 
Williams. Spoerri is closely associated 
with Fluxus whose sensibility is based 
in spontaneity and humor. It has been 
said that his Anecdoted Topography of 
Chance embodies aspects of this spirit.

DOMENICO “MIMMO” ROTELLA 
(7 October 1918 – 8 January 2006), 
was an Italian artist and poet best 
known for his works of décollage and 
psychogeographics, made from torn 
advertising posters. He was associated 
to the Ultra-Lettrists an offshoot of 
Lettrism and later was a member of the 
Nouveau Réalisme group, founded by 
Pierre Restany in 1960, whose other 
members included Yves Klein, Arman 
and Jean Tinguely. He exhibited at the 
I.C.A., London 1957 and at Gallery 
Haro Lauhus in the early 1960’s. 1961 
actions at the gallery Haro Lauhus 
included Rotella, Cardew, Wewerka, Ben 
Patterson, Nam June Paik and Vostell.

WOLF VOSTELL (14 October 1932 – 3 April 1998)
was a German painter and sculptor of the second half of 
the 20th century. He is considered one of the early adopters 
of Video art, Environment, Installation, Happening and 
the Fluxus Movement. Techniques such as blurring and 
Dé-collage are characteristic of his work, as is embedding 
objects in concrete. He was behind Happenings, in New 
York, Berlin, Cologne, Wuppertal and Ulm among others. 
In 1962, he participated in the planning of the Festum 
Fluxorum, an international event in Wiesbaden together 
with Nam June Paik, and George Maciunas.

FLUXUS is an international network of artists, 
composers and designers noted for blending different 
artistic media and disciplines in the 1960s. It can be 
conceived as a school within intermedia. The origins 
of Fluxus lie in John Cage’s series of Experimental 
Composition classes, run between 1957 and 1959 at the 
New School for Social Research in New York City which 
explored notions of indeterminacy in art. Origins also are 
found in the work of, Marcel Duchamp, originally active 
within Dada, and a resident in New York at the time. Also, 
a number of other contemporary happenings are credited 
as either anticipating Fluxus, or as proto-fluxus events. The 
most commonly cited include a series of concerts held in 
Mary Bauermeister’s studio, Cologne, 1960-61 featuring 
Nam June Paik and John Cage among others.

THE INTERNATIONALE FERIENKURSE FÜR 
NEUE MUSIK initiated in 1946 by Wolfgang Steinecke, 
held annually in Darmstadt, Germany, until 1970 and 
subsequently every two years, encompass both the 
teaching of composition and interpretation and include 
premières of new works in Darmstadt, itself a major 
centre of modern music for German composers. Many 
distinguished lecturers appeared at Darmstadt including: 
Theodor W. Adorno, Milton Babbitt, Luciano Berio, 
Pierre Boulez, John Cage, Morton Feldman, Hans Werner 
Henze, Lejaren Hiller, Ernst Krenek, György Ligeti, 
Bruno Maderna, Olivier Messiaen, Luigi Nono, Henri 
Pousseur, Karlheinz Stockhausen, David Tudor, Edgard 
Varèse and Iannis Xenakis. During the late 1950s and 
early 1960s the courses only followed music matching the 
views of Pierre Boulez in a clique of orthodoxy. This led to 
the use of the phrase ‘Darmstadt School’ to describe the 
serial music being written at that time.

THE INTERNATIONAL SOCIETY FOR 
CONTEMPORARY MUSIC (ISCM) festival includes 
cutting edge productions of contemporary classical music. 
The World Music Days include a congress that serves as 
a meeting place between members of the organization. 
Membership in the ISCM is organized through 
national sections that promote contemporary music in 
each country. These sections are usually organizations 
independent from the ISCM that send delegates to the 
ISCM General Assembly. Each member of the national 
section is also a member of ISCM. National organizations 
that promote contemporary music, but have not been 
designated as the nation section of ISCM, are sometimes 
given an associate membership status. This status also 
applies to the members of these organizations. Some 
individual music professionals receive the “honorary 
membership” status. ISCM publishes the World New 
Music Magazine.

WIESBADEN is a city in southwest Germany and the 
capital of the federal state of Hesse. It has about 280,000 
inhabitants. It has long been famous for its thermal 
springs and spa. Famous visitors to the springs included 
Johann Wolfgang von Goethe, Fyodor Dostoevsky, 
Richard Wagner, and Johannes Brahms. At one time there 
were more millionaires living in Wiesbaden than in any 
other city in Germany. In late 1961, while working there, 
George Maciunas organized the original Wiesbaden 1962 
Fluxus Festival.

DARMSTADT is a city in the federal state of Hesse in 
Germany, it was chartered as a city by the Holy Roman 
Emperor Ludwig the Bavarian in 1330. Darmstadt’s old 
city center was largely destroyed in a British bombing raid 
on 11 September 1944. The ‘Internationales Musikinstitut 
Darmstadt,’ Initiated in 1946, harboring one of the 
world’s largest collections of post-war sheet music, also 
hosts the biennial Internationale Ferienkurse für Neue 
Musik, a summer school in contemporary classical music 
founded by Wolfgang Steinecke.
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by Lucio Pozzi

The dogs bark. The pixels fly like stars. The Talmud looms like 
a sun. Butterflies are glued to my lips and eyebrows. The faces 
of poets are decorated with guitars, lips or jellybeans, their 
look is that of criminals.
 
The composites by David Shapiro are like his poems because 
they are born from the labyrinth of the mind. The visuals are 
sometimes daring the outskirts of the banal transforming it in 
the delicate touches of sunlight specks.
 
It’s a maze of quotes, simple, clear, intractable for an art world 
corrupted by the arrogant superstition of layered explanations 
and convoluted theories. The stuff glued on other stuff is 
innocent. Then occasionally a pastel falls in the hand of the 
poet and dark corridors of haunt open up towards unfindable 
outlets.
 
Images bump against hints of music and the violin his mentor 
and nemesis. Watermelons imitate lips and I want to be kissed 
by their freshness. I can’t really cope with the innumerable 
ricochets of references these small cards  are woven with. 
Every one of them could support endless interpretations. They 
are very large fields of bustle condensed in a few square inches.
 
Each springs from considerate play with an exquisite  
taste of color and composition. Each though also holds  
the suspension of life and death that stills me on a  
summer beach.

composites 
ON PAPER BY
DAVID SHAPIRIO

DAVID SHAPIRO Untitled Collages,  
digital creations, 2012
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I suddenly experienced a sense of optimism that I would surely 
feel better soon.

I imagined swallowing the pill and its inner body experience.  
“Who is it you heal — you healer — pill of pills?  Are you going 

to cure me?”  I said to the magi© bullet.
“Are you willing to take your medicine?” said the glistening pill.  
“You are my liar, is that why I can see myself in you?” I respond. 
“No, I am Mylar. I can only reflect the truth.  I am a Clone. There 

are many of me.  I left them behind when you took me out of the 
Museum.  I floated into the next room away from all the others.   
I was there for a long time, almost invisible.  I am invisible most 
of the time.  Suddenly you swooped down and grabbed me. I 
escaped as a stowaway at first.  I didn’t realize I could leave freely.  
The guard tried to stop us, and when you finally convinced him, he 
admitted it was his first day and he hadn’t read the sign. No one 
had informed him it is permitted to touch me,” said Magi©.

“Sometimes I have a dream that I forget to take my pill 
and I wake up in a panic. It’s a combination of panic and that 
sensation of forgetfulness coming out of a dream.  I thought if 
we walked together by the forest brook you might tell me how 
to remember,” I said.

“If I told you that by swallowing me, you safely access your 
knowing, would you believe me?  I am nothing but a surface 
to reflect on. You said that you could see yourself in me. 
Remember?” 

It was dusk now and water rushed past the stones in stark 
contrast to the stillness behind the beaver damn built upstream. 
They transformed the environment working so hard to change 
the landscape.  I was trying to listen. We sat in silence for a 
long time.  When I finally spoke my friend was gone. Given back 
to the magic brook, and without warning, I thought to myself,  
“I am okay.”

by Erika Knerr

Invisible Medicine

GENERAL IDEA  Magi© Bullet, 1992  Multiple. The installation Magi© Bullet, consists of 1500 helium, mylar, pill shaped balloons and was first 
shown in General Idea’s exhibition at Stux Gallery, New York in May 1992.

Magi© Bullet by the forest brook, brought home from MOMA exhibition “Print/Out,” May 2012. The text on the balloon reads “General Idea Magi© Bullet.”
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 Vandam Avenue, NY Flatbush and Avenue J, NY

Man Holding Carrier Pigeons at the SoWoBo Arabber stables. Photo: Martha Cooper

Riggs and Stricker, Baltimore57th St and Ashland, Chicago

Edgewood and Boulevard, Atlanta Camera Photo on Flatbush and Avenue J
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ACRES OF   
stones
by Lucio Pozzi

LUCIO POZZI  
Tenthousand Bubbles Rolled 
in Four Colors, 2012
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WE LANDED 
in Mareena for refueling. I decided never to leave 
again. My first night I fell in love. Milko then brought 
me around town. Every person was attentive, chose 
words carefully, listened. Food was delicate and grown 
without chemicals. Ideas mattered more than earnings, 
welfare more than greed. Artists especially were 
paradigms of excellence. Their exquisite taste matched 
the perfume of the wines fermented in distant valleys. 

Meditation, rebellion, irony, the representation 
of poverty of consumerism of illness of publicity of 
ecological disaster of sensuality of springtime in the 
fields of daisies of hallucination of rationality of gender 
microbiology of social critique and analysis of the body 
measured of mass communication of marital crisis 
of death and birth, destiny and fashion, anger and 
sensuality, all were allowed and to avoid overcrowding 
were given turns in the halls of fame. Everyone was 
secure and granted a place in history. I felt I no longer 
would have to struggle to find my identity nor would I 
need to cultivate my angst of escape. 

Anyone had a role and could shift roles as he 
wished. Motherless people would be given a mother 
to cherish and avoid, the fatherless a father. Banality 
was not despised. I was immediately recognized as a 
genius, so I was offered whiskey. My daring was routine 

and no one challenged it. They didn’t even ignore me. 
Never had I felt pampered and admired like in Mareena.

The priest sang a song to me. She enveloped me in 
fuming perfume. I choked, fainted and when I woke up 
felt I had been impregnated. A notary public registered 
the happenstance. Another priest anointed me causing 
a thrilling sensation from heels to ears. Justice reigned: 
the rich and powerful took care of the less privileged 
causing thus a relaxed attitude of rewarded existence. 

Butterflies, ah the butterflies, no one will ever imagine 
how beautiful they were. Deadly like theory, decorative 
like the best student of erotic psychology. The lizard 
whipped its tail in the last spasm of capitalistic 
endeavor, sand flew in the face of a walking mask. My 
syndrome ached. I was bent over while they beat me 
with nightsticks. Thought of the empty Sundays in 
Grandma’s yard, Grandpapa smelled of old.

Acres of stones flowing to the far valley where there 

is no horizon. Boredom dominates the silence awaiting 
the eruption of gunfight. Shrapnel scatters my eyes. 
I lie in the dust dreaming of flight. I do have wings 
and I do fly high where no one has ever reached. An 
alcohol candle burns slowly. I have less and less to say. 
There must be a way to annihilate myself, to disappear 
from the chat and the concerns and the organizations. 
Mareena was to be my answer. The artists bustle and 
push. They debate who was first. Originals, all are 

LUCIO POZZI  Ditaepudae, 2012
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originals, matrices, networks of shells crunchy under 
your feet. The big one rears its immense head, ready to 
gnaw into your arms paralyzing you, your family and 
the inherited company we have assisted in fading away. 

All his talent has been spent, wasted in minutiae. 
He is now old, has achieved respect and nothing much 
more. Hail to the veteran. He is courting that lady 
around the corner who cooks cookies. She goes for 
it. It’s years of abstinence that finally end. You can’t 
hide youth you can’t hide age. Clean your clothes even 
under bombardment, the imperialists are bombing the 
good people. Don’t cheat, remember, that’s the law. Be 
lonely, lovely, earnest and living room. Many captains 
have circumnavigated the inspiration of great artists. 
We must find a way out. We find no exit.

Inspiration. No. Dialogue: you scratch my back 
and I titillate you and fondle you and you’ll be well. 

Mother pie doodles on the kitchen paper while Father 
is being drafted by the taxpayers’ league. They paint 
pictures and are sure of their art. Their paintings are 
reproduced and indicated as token example of what 
one shouldn’t do. The audience applauds others, but 
we know those are all mediocre. Trucking on with 
no fun but intense concentration one can convince a 
dinosaur to cut his tail. Her predilection for prelates 
predates the church’s council. Ecumenism is the word 
of mouth. Monochromatism is a force of nature like 
the spiral. Ovoid forms loom as a destiny. We’d better 
surrender to them. He hurtled his son into a painting. 
The shape of the impact became a masterpiece. 
The outgoing outsider out of the beach waves an 
uncatchable magazine. It certainly was a pioneer of 
foretold cornices. 

It is a corpulent corruption we are trying to 

forestall. A flood of sense we hopelessly barricade with 
inconsequential scum. Our certainty of loss makes us 
strong. That’s our victory. We aren’t even good, we 
don’t preach good nor evil, we try to be average, to 
disappear to connect the dispersed threads of art. We 
want to lose. Our remains will be found and eventually 
rehabilitated. The tyrant was right: gouge their eyes 
out, cut their limbs, skin them while they girdle for 
glee. The future is handsome. You’ll see it as it rises 
push after push in the depths of their bowels. Theirs 
will be the pleasure when they are rediscovered in a 
buried document more ancient than the first dynasty, 
their sacrifice will be recognized, honored and their 
heritage will form the basis of a new way. 

Run run down the stream. Nothing’s a dream and 
yet I love you my tender you.
For the first issue of the third series of New Observations 

LUCIO POZZI  Blessyou, 2012

LUCIO POZZI  Seratenecta, 2012

LUCIO POZZI  Twocypress, 2012.  
watercolor
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FOR A TOWN OF LESS THAN 40,000 
people, Atlantic City has always lived big in America’s 
imagination. One of the oldest seaside resorts, it is home 
to the first and longest boardwalk, the game of Monopoly 
and the subject of the popular Boardwalk Empire. In 
March, I received a call from curator Lance Fung with 
the amazing offer to develop ARTLANTIC, a series of 
temporary art installations to transform vacant city blocks 
in America’s Playground.

As a recent transplant, I came into Atlantic 
City not knowing much more than casinos and 
beaches.  This quickly changed. Although this is a resort 
town, there is a very diverse population living here. As 
a second generation Brooklynite, I walk everywhere. 
I soon found myself attracted to the contrast of the 
grit of the city, the vacant blocks and boarded up 
Victorian homes with the new developments.  I’ve 
grown to love the dense fog that sometimes shrouds 
the towering casinos, the surreal experience of lights, 
scents and sounds of the Boardwalk mixed with the 
ocean waves.  I’ve stood looking up in wonder at night 
at the thousands of seagulls circling the bright towers 
like moving stars, feasting on the insects attracted to the 
casino lights.

I’ve learned Atlantic City is a city undergoing 
transformation and the landscape reflects this.  The 
cityscape feels interrupted by large empty fields, as 
promising developments are stalled as vacant lots. These 
empty spaces are the sites of ARTLANTIC’s temporary 
parks and public art exhibitions. The first of the series, 
ARTLANTIC: wonder, is inspired by this urban terrain.

The first location on the demolished Sands casino, 
is a 7.05 acre site that will be converted into a lush green 
park. Impressing on the space,  are two massive terraced, 
undulating grass mounds that also form an exhibition 

ORIGINALLY PUBLISHED IN 
ARTIST ORGANIZED ART 
NEWSPAPER, NOV. . 

Layman Lee

Super Storm Sandy hit Atlantic City full force a few weeks before ARTLANTIC  
was scheduled to open its Art Park to the community.  Sandy devastated portions of the 
Caribbean, the Mid-Atlantic and Northeastern United States in late October 2012. The ARTLANTIC 
projects were very fortunate and rode out the storm virtually unscathed.  Many residents of Atlantic 
City, however, were not so lucky including those we’ve come to know through our projects. The 
super storm affected many families, homes and businesses in the community and through the 
collective efforts of government, relief organizations, and volunteers our community is getting back 
on it’s feet. We hope for a speedy recovery and that the ARTLANTIC parks may add a little bit of 
felicity in their lives and become an area of respite for the city. 

Transforming Atlantic City 
in a Five Year Public Art 
Campaign with LANCE FUNG

ILYA & EMILIA KABAKOV
Devil’s Rage, 2012
Ceder, galvanized nails, corten 
steel straps, signboard, paint, 
gold coins

ROBERT BARRY
Untitled, 2012
23 Fabricated channel letters. 
Photo: Layman Lee
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I made a statue of a woman standing, holding 
a deer. The deer lays back on the woman’s 
neck. There is no space between them. Her fur 
is against her skin. We are intimate animals. 
She is a red plant. Her eyes are diamond, 
exposed and clear. 

~ Kiki Smith

space for the artists Robert Barry, Ilya and Emilia 
Kabakov and Kiki Smith.  On the exterior, conceptual 
artist Robert Barry will embed 2 foot tall words, some 
over 10 feet long, that are illuminated, colorful and 
abstract, composed to inspire and engage the viewer. On 
the interior, one chamber houses a 25 x 70 feet sunken 
pirate ship rising out of the sand by the Kabakov’s, 
harkening to the shipwrecks along the coastline and 
Atlantic City’s history. Opposite this installation is a red 
garden designed by Kiki Smith and Balmori Associates 
that will surround a bronze sculpture of a woman 
embracing a doe by Smith titled, “Her which alludes 
to subjects of nature, sex and femininity.

On a 8,500 square foot location next to the Ritz 
Carlton where the infamous Enoch “Nucky” Johnson 
lived, artist John Roloff has conceived of Étude Atlantis, 
consisting of an elaborate, illusionistic space in which 
bold linear stripes converge into a spiral pattern inspired 
by the landscape design of the first location. At the 
center of the pattern is an embedded, mirrored cistern in 
which water cascades over into the center. The location 
of this cistern is the antipode, or the direct location on 
the opposite side of the earth, providing a portal to the 
sea floor of the Indian Ocean off the southwest coast of 
Australia. 

though temporary, our goal for the art park 
was to not only transform these eyesores, 
but to create unique green spaces that 
would be a nexus for social engagement 
and a platform for the creative arts. Created 

through the collaborative efforts of artists, architects 
and landscape designers, we also needed to reach out to 
the communities who would use the park once it was 
completed. As a small team of the new kids in town 
(including John Talley, the Director of Operations and 
newest addition, Jamila Glapion, Assistant Director of 
Operations and the only local), we did the best thing 
we could think of to get to know our community  — we 
threw a party. Or to be more exact, we threw a mixer.

We wanted to reach out to as many people 
as possible to present the project, but to discuss 
possibilities for involvement and collaborations, and to 
reach out to our neighbors, local artists and 
art organizations. Our first mixer was at the Absecon 
Lighthouse, New Jersey’s tallest lighthouse in Atlantic 
City. At first it seemed as if I was reaching out 
within a vacuum. I was emailing and calling any arts 
organization, community boards, teachers, churches, 
local schools or libraries I could find. We were excited 
if ten people attended. The turn out blew us away. Over 
70 members of this community showed up. There was 
standing room only during the presentation. Though 
Lance went over an hour, it seemed as if almost no one 
moved. Afterwards, audience members started asking 
how they could get involved, so we gathered names and 

Photo: Layman Lee

KIKI SMITH
Her, 2003

Patinated Bronze
Red Garden, 

2012
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Courtesy Balmori Associates

formed our first team of volunteers.
That was months ago and our volunteers have 

become so much more. They have evolved into becoming 
our Atlantic City Advisory Committee. The members 
of this committee are our ambassadors and have given 
legs to our mission by multiplying our voice tenfold. 
Attendance at the last mixer at Dante Hall was almost 
doubled. These partnerships have also lead to many 
wonderful collaborative projects. The construction 
industry unions are volunteering their time to assist with 
installation of the artwork on these sites. The painters’ 
union apprentices are working with John Roloff to 
paint his complex spiral pattern. The carpenter’s union 
is assisting the Kabakov’s to erect the large wooden 
ship. The plumbers union has helped with the Balmori 
landscape design. Richard Stockton College graphic 
design students, working under the supervision of 
their teacher Michael McGarvey, are designing a mini 
catalogue that will be distributed for free at the sneak 
peak event in November. Additional students have also 
signed up to intern or volunteer their time to photograph 
the project or lend their graphic design skills to develop 
outreach material. Many Atlantic City and Atlantic 
County residents have told me that they heard a big art 
project was transforming their city and they wanted to be 
a part of that history.

in late August, a post on Hyperallergic caught my 
attention with a simple headline, “Art Makes 
You Nicer”.  It recalled a news release by the 
University of Illinois at Chicago announcing 
their recent study correlating survey responses 

to arts-related questions, to responses on altruistic 
actions — like donating blood, donating money, giving 
directions, or doing favors for a neighbor — that place 
the interests of others over the interests of self. What 
they found was that “even after controlling for age, race 
and education… participation in the arts, especially as 
audience, predicted civic engagement, tolerance and 
altruism”.  The outpouring of support from the residents 
of Atlantic City is first hand experience, proving that 
art can bring out great things in people. Regardless of 
the various agendas imposed on public art, its inherent 
most basic attribute is that it has the ability to transform 
the individuals and environment around them. We 
approached Atlantic City with what we wanted to build 
and they rolled up their sleeves.

ARTLANTIC, like many of Fung Collaboratives 
curatorial projects, is distinctive not only because art 
is created and exhibited on such a mass scale in public 
spaces, but because of its unique ability to bring all kinds 
of people together.  ARTLANTIC is created through the 
efforts of the Atlantic City Alliance, the artists, architects, 
designers, carpenters, landscapers, local businesses and 
business associations, city agencies, universities, public 
schools, their teachers and more. The list keeps growing.

 

This installation brings together light, space, and time. I like to take into consideration 
the situation of the words and their place—mood, weather, and the fact that people 
have to walk around to see the whole thing and physically partake in it. It becomes 
part of the environment, and hopefully people will be able to interact in an individual 
and personal way. My work is not isolated within galleries and museums but functions 
as part of an overall situation, with these ideas extending out into the world. 

         ~ Robert Barry

ROBERT BARRY
Untitled, 2012

23 Fabricated channel 
letters. Lexan, aluminum, 

LEDs, steel plate, anchors. 
Overall dimensions: 4 acres

Photo: Peter Tobia



This project has been a very interesting experiment for us. Atlantic 
City is not a place you might associate with public art, but definitely 
with “treasures.” And what could be better than discovery, the element 
of surprise, the thrill of finding a pirate ship?  The dream of travel, 
adventure, and all the pirate stories—these are treasures of the past in 
today’s Atlantic City. 

~ Emilia and Ilya Kabakov

ILYA & EMILIA KABAKOV, Devil’s Rage, Drawing, 2012
Photo: Jared Loveless
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Étude Atlantis is imagined as a 
visual instrument for the social and 
philosophical exercise of “finding 
Atlantis.”  This project is inspired 
by a complex matrix of sources 
including: the work of the musician 
John Cage, the architect Arthur 
Erickson, the mathematician Ivars 
Peterson, the global position 
of Atlantic City, oceanography, 
renaissance church floor design and 
camouflage ship painting, among 
others.  The antipode of Atlantic 
City, or direct line through the center 
of the earth, emerges from the sea 
floor off the SW coast of Australia, 
near the underwater Naturaliste 
Plateau, considered by some to be 
a southern Atlantis.  Étude Atlantis 
presents to the participant a stage-
like environment where participants 
may traverse and explore a gigantic 
graphic of illusionistic decent and 
a complimentary central “cistern” 
reflecting the sky above and 
conceptually that of it’s antipode.  
These visual elements can be 
imagined as a theatrical playground 
and puzzle-space to consider mythic 
quests, cognition and geopolitical 
relationships.

~ John Roloff 

Photo: Layman Lee

JOHN ROLOFF
Étude Atlantis, 2012

Plywood, paint, concrete, asphalt, mirror 
polished stainless steel sheets, aluminum, PVC 

piping, LED waterproof flexible light, misting 
system, water pump, mirror polished stainless 

steel uprights, stainless steel cable, turnbuckles
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contributor bios
ROBERT BARRY is one of the pioneers of the Conceptual movement, 
making work concerned with the immaterial nature of ideas. Barry’s 
art is based on the notion that the idea of an artwork is paramount 
to the finished product. Barry has worked in a variety of intangible 
media, such as electromagnetic fields, telepathic brainwaves, 
ultrasonic sound and invisible gases. Early in his career he famously 
observed that “Nothing seems to be the most important thing in 
the world.” Barry has been exhibited in hundreds of solo and group 
exhibitions and is included in the permanent collections of the world’s 
most visionary museums. Robert Barry lives and works in New Jersey.

MARK BLOCH a.k.a. Post Art Network (P.A.N.), is an American 
multi-media artist from Cleveland, Ohio. Since 1982 he has worked in 
New York City as a conceptual artist with and in the tradition of Dada, 
the Surrealists, Marcel Duchamp, the Fluxus and Ray Johnson. He 
became active with mail art in 1977 and created several international 
postal art, post-art games including the Last Mail Art Show.

BETSY BRECHT is a graphic designer who’s Art Director’s toolbox 
includes vast experience in Alaska (The Anchorage Daily News), 
New York (Walter Bernard & Milton Glaser Inc, TIME, Bloomberg) 
and Pennsylvania (Philadelphia magazine, Philadelphia University 
adjunct faculty). Once settled in the Philadelphia area she founded 
BB Design, a creative studio touching a broad range of clients.

JOSEPH CAIRONE has almost 40 years of experience as a 
practicing landscape architect with knowledge in all aspects of a 
project from conceptualization to implementation. Joe’s design 
is informed by travel along the Northeastern seaboard and Gulf 
Coasts. His approach to design lies in the respect of natural systems 
and native habitats, incorporating those characteristics into the built 
environment. 

BUCKMINSTER FULLER Fuller was an American architect, author, 
designer and inventor. He  developed architectural designs, including 
the widely known geodesic dome. Fuller was born on July 12, 1895, in 
Milton, Massachusetts and taught at Black Mountain College in North 
Carolina during the summers of 1948 and 1949 where he began 
work on the geodesic dome. He was later awarded the United States 
patents and popularized the structure. Fuller branded the word 
Dymaxion to abbreviate the term “dynamic maximum tension.”

LANCE FUNG has been curating large-scale public art exhibitions for 
decades, and his most recent project in Atlantic City promises to be 
his best. With his unique curatorial eye, Fung is transforming vacant 
lots into a much-needed park system. Fung has curated internationally 
recognized exhibitions such as “The Snow Show,” “Lucky Number 
Seven” for the seventh SITE Santa Fe International Biennial, and 
“Wonderland.” He has created important exhibitions such as Crossing 
Parallels at the SSamzi Space in Seoul, Korea; Going Home at the 
Edward Hopper Historical Museum in Nyack, New York; Revisiting 
Gordon Matta-Clark at Next: The Venice Architectural Biennale in 
Venice, Italy; The Ship of Tolerance by Ilya and Emilia Kabakov, in 
Siwa, Egypt; and The Snow Show: Venice at the 50th International Art 
Exhibition/La Biennale di Venezia. He is a member of the International 
Association of Curators of Contemporary Art (IKT).

GENERAL IDEA was formed in 1969 by AA BRONSON, FELIX 
PARTZ and JORGE ZONTAL. AA Bronson, born Michael Tims, 
Vancouver, British Columbia, Canada, 1946 -.  Felix Partz, born 
Ronald Gabe, Winnipeg, Manitoba, Canada, 1945-94.  Jorge Zontal, 
born Slobodan Saia-Levy, Parma, Italy, 1944-94.

GAIA is a Baltimore-based international street artist, whose name 
stands for Earth Goddess, is known for using animal imagery to 
convey nature’s voice in urban landscapes. He was the curator of 
Open Walls Baltimore in which widely recognized street artists from 
around the world mounted an outdoor exhibition of extraordinary 
murals that enliven public spaces, stimulating community 
revitalization and national dialogue.

HANNAH HIGGINS is an American writer and academic living in 
Chicago, Illinois. She is a Professor in the Department of Art History 
at the University of Illinois at Chicago. Hannah Higgins is the twin 
daughter of the Fluxus artists, Dick Higgins and Alison Knowles. Her 
research examines various art historical subjects (visual, musical, 
computational and material) in terms of two philosophically and 
practically entwined terms, information and sensation.

JESSICA HIGGINS is based in New York City and Massachusetts 
practices whole art that explores metaphysics, through intermedia, 
installation, performance, action and process based work. She is the 
Creative Director of SWITCH, a nationally syndicated intermedia art 
series for public access television also streamed on the internet. Twin 
daughter of Fluxus Founders Dick Higgins and Alison Knowles she 
has has performed, since childhood, with its Founding members. 
A formally trained dancer, she performed with the Elaine Summers 
Company at Lincoln Center. She was recently a White House 
correspondent for Artist Organized Art.

EMILIA AND ILYA KABAKOV are Russian-born, American-based 
artists that collaborate on environments which fuse elements of 
the everyday with those of the conceptual. While their work is 
deeply rooted in the Soviet social and cultural context in which 
the Kabakovs came of age, their work still attains a universal 
significance. In 1993 they represented Russia at the 45th Venice 
Biennale with their installation The Red Pavilion. Their work has 
been shown at many of the world’s major museums and they have 
completed important public commissions throughout Europe, 
receiving the highest honors and awards. The Kabakovs live and 
work in Long Island.

ERIKA KNERR is an artist and publisher living and working in 
Western Massachusetts and New York. Her paintings, performance 
and installations have been included in one person and group 
exhibitions and festivals internationally. She is currently editorial 
director of Artist Organized Art, Inc. and the publisher of New 
Observations magazine. 

ALISON KNOWLES is an American intermedia artist known for her 
soundworks, installations, performances, and publications. Knowles 
was very active in the Fluxus movement, and continues to create 
work inspired by her Fluxus experience. In 1963, Knowles produced 
one of the earliest book objects, a can of texts and beans called the 
Bean Rolls. In 2009 Knowles was an Artist-in-Residence at Radcliffe 
Institute for Advanced Study at Harvard University.

LARRY MILLER is an intermedia artist whose work has been 
presented extensively in global venues since his first solo exhibition in 
New York in 1970. He was active in the development of performance-
based works and multiple media installation art in SoHo’s earliest 
alternative spaces. He has been actively associated with Fluxus since 
1969, and worked extensively with George Maciunas on diverse 
projects including Flux-Sports and the Flux-Labyrinth. He has 
organized numerous Fluxus performance events and festivals and is 
cofounder of the Larry Miller/Sara Seagull Archive.

LAYMAN LEE has worked with Lance Fung since 2003 and worked 
on The Snow Show in 2004, the Winter Olympic Snow Show in 
Torino, Italy 2006, SITE Sante Fe 2008 Biennial: Lucky Number 
Seven, and is currently Project Director for Artlantic an exciting five-
year public art project to transform Atlantic City through the arts. A 
working artist herself, she holds a BA from Hunter College in Fine Art.

LEAH POLLER is an artist, curator and arts activist. In her 30 year 
career in the arts (20 spent in Paris, France), multi- cultural polyglot 
Poller has collaborated on the facsimile reprints of the major XXth 
Century art and literary magazines, curated more than 130 exhibitions 
in the US and abroad, directed the Art Alliance of Soho and its Yin-
Yang Salon series, founded IACI, a Mexican American cultural 
association promoting restoration of the Guston - Kadish mural The 
Inquisicion, and written and lectured on art extensively. Trained as a 
sculptor, she has had a parallel career as an artist and has exhibited 
internationally. Poller lives and works in Harlem.

LUCIO POZZI is a painter, artist organizer and performance artist. 
After living a few years in Rome, where he studied architecture, 
he came to the United States in 1962, as a guest of the Harvard 
International Summer Seminar. He then settled in New York and 
took US citizenship. Having taught at Cooper Union, Yale Graduate 
Sculpture Program, Princeton University, the Maryland Institute 
College of Art and at the MFA and BFA programs of the School of 
Visual Arts, in New York, he now shares his time between his Hudson 
(NY) and Valeggio (Verona) studios. Lucio Pozzi is the Founder of 
New Observations Magazine and still serves on its Board.

JOHN ROLOFF is a visual artist who works conceptually with site, 
process and natural systems.  He is known primarily for his outdoor 
kiln/furnace projects done from the late 1970’s to the early 1990’s 
as well as other large-scale environmental and gallery installations 
investigating geologic and natural phenomena.  He studied geology 
at UC Davis with Professor Eldridge Moores, with Bob Arneson and 
William T. Wiley.  He has received 3 artist’s visual arts fellowships 
from the NEA, a Guggenheim Foundation fellowship, a California 
Arts Council grant for visual artists and a Bernard Osher Fellowship 
at the Exploratorium in San Francisco, CA.  He is currently Chair of 
the Sculpture/Ceramics Department the San Francisco Art Institute.   

SARA SEAGULL has worked for more than 30 years as a graphic 
designer, creating print communications for cultural organizations, 
educational institutions, publishing firms and individual artists. She 
is also known for her work on Fluxus-related projects, including 
newspapers, exhibition catalogs, posters and artists’ stamps. She 
currently manages the Robert Watts Estate along with Larry Miller, 
has collaborated with him on numerous Fluxus events, and teaches 
Visual Communications at City University of New York (Baruch 
College). She is cofounder of the Larry Miller/Sara Seagull Archive.

JOSHUA SELMAN is an international artist and organizer practicing 
public space intervention, large scale installation, cultural-strategy, 
critical journalism and applied new media. Has made major works in 
sound, performance and objects. Is a noted Intermedia artist who 
worked extensively with Fluxus Founders Alison Knowles and Dick 
Higgins and debuted at Emily Harvey Gallery. Served as Executive 
Director of The International Artists Museum’s, New York Center. He 
founded the strategic non-profit Artist Organized Art and is key to 
the relaunch of New Observations Magazine. A Yale graduate, based 
in New York City, under varied identities has many followers in The 
Americas, Europe, Asia and beyond.

DAVID SHAPIRO is an American poet, literary critic, and art 
historian. He has written some twenty volumes of poetry, literary, 
and art criticism. Shapiro wrote the first monograph on John 
Ashbery, the first book on Jim Dine’s paintings, the first book on 
Piet Mondrian’s flower studies, and the first book on Jasper Johns’ 
drawings. He was first published at the age of thirteen, and his first 
book was published when he was just eighteen. Shapiro teaches 
poetry and literature at Cooper Union and is currently the William 
Paterson professor of art history at William Paterson

KIKI SMITH is an artist of international prominence whose career 
has spanned over three decades. She is a leading figure among 
artists addressing philosophical, social, and spiritual aspects of 
human nature. Her explorations of the human condition, the body, 
and the realms of spirituality and nature have resulted in works of 
exceptional power and beauty spanning mediums from sculpture 
and printmaking to installation and textiles. In 2006 TIME Magazine 
named her one of the “TIME 100: The People Who Shape Our 
World.” Kiki Smith lives and works in New York City.

ALEX STERN likes to think, work and dream between the 
architectures of space, technology and politics.  He has enjoyed 
designing a modern cube house in the woods in Indiana, architecting 
and constructing a virtualized data center at UIC, and re-envisioning 
the dynamics of coffee-house politics. He lives and works in the 
Chicago area.

SARAH SZE is a contemporary artist whose signature sculptural 
aesthetic has presented ephemeral installations that penetrate walls, 
suspend from ceilings and burrow into the ground and uses ordinary 
objects to create sculptures and site-specific installations and is 
the United States Representative for the Venice Biennale, the 55th 
International Art Exhibition, in 2013. Her work Still Life With Landscape 
(Model for a Habitat) was installed on the High Line in Manhattan’s 
Chelsea neighborhood and received the AICA Award for Best Project 
in a Public Space. She lives and works in New York City.

LUCJA WASKO-MANDES lives in Warsaw and works as a curator 
and art historian. She has served as a director at the Lodz Biennale 
and the International Artists Museum. The daughter of Ryszard and 
Maria Wasko, she was born in Lodz in 1979. She has participated in 
many of the original Construction in Process events since childhood 
and witnessed the growth of the revolutionary series of international, 
self populating, artist organized exhibitions. She is currently moving 
to Berlin.

RYSZARD WASKO is an artist, curator, and organizer from Lodz 
Poland who in the 1970’s came to prominence as a conceptual 
artist and founded the forum “Archives of Contemporary Thought” 
was also a member of Workshop of the Film Form. In the 70’s 
participated in the XII São Paulo Art Biennial, Documenta 6, the Third 
International Festival of Independent Avant-garde Film in London, 
the Sydney Biennale, the XI Biennale de Paris, the V Biennale 
of Spatial Forms. In 1981 in Lodz, Wasko initiated and organized 
Construction in Process, a revolutionary series of international, self 
populating, artist organized exhibitions. Participants included the 
most recognized contemporary artists from around the world. He 
lives and works in Berlin.

DIANA BALMORI founded Balmori Associates in 1990 and 
was named 1 of 50 “Visionaries Who Are Changing Your World” 
in 2009 by Utne Reader, is recognized internationally for her 
creative interplay between landscape and architecture. In 2006 
she created balmoriLABS to undertake and join the search for 
form in landscape and the intersection with architecture, art or 
engineering. Green Roofs, Floating Islands, Temporary Landscapes, 
Forms of Representation, and Zero Waste City are some of the 
labs. In addition to teaching at Yale University she has lectured and 
published extensively. 
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it’s time to get out of the box
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