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Left:	Fluxus
Women	Mieko	
Shiomi &	Alison	

Knowles	
photographed	by	
Peter	Moore,	1964

Right:	Fluxus artist	Alison	
Knowles,	b.	1933



Allison	Knowles	
and	James	
Tenney,	

The	House	of	
Dust,	1974



Student	Questions

• Can	we	advance	as	fast	as	technology	
advances?	(C.	Fontenot)

• By	integrating	computer	language	in	the	
literary	process,	have	we	democratized	poetry	
or	further	isolated	it	from	everyone?	(Y.	
Hernandez)



George	Maciunas,	Fluxus Preview	Review,	1963							Joseph	Beuys,	Manifesto,	1970



Fluxus Newspaper	No.	1,	January	
1964

author	
as	

group



author	as	group

The	French	literary	critic	Roland	Barthes	would	say	“that	
neutral,	composite,	oblique	space	where	[her]	subject	slips	
away,	the	negative	where	all	identity	is	lost,	starting	with	
the	very	identity	of	the	body	of	writing.”	Barthes	criticizes	
the	reader's	tendency	to	consider	aspects	of	the	author’s	
identity—his	political	views,	historical	context,	religion,	
ethnicity,	psychology,	or	other	biographical	or	personal	
attributes—to	distill	meaning	from	his	work.		The	word	
“composite”	in	the	quote	suggests	that	the	author	is	a	

construction,	a	figure	made	bodily	by	way	of	the	
convergence	of	forces	brought	together	by	the	overlap	of	
larger	social	and	linguistic	structures.		The	figure	of	the	
author	is	a	participant	and	product	in	a	social	structure.	



author	as	group

assembled	by	George	Maciunas,	Fluxus 1,	
1961-65

assembled	by	George	Maciunas,	Flux	Year	
Box	2,	1965-68



assembled	by	George	Maciunas,	Fluxkit,	1964

author	as	group



Robert	Watts,	assembled	by	Brian	Buczak and	
Goeffry Hendricks,	Flux	Timekit,	1966/78

Concretism

Maciunas explains:

Concretists prefer	unity	of	form	and	
content.	They	prefer	the	world	of	
concrete	reality	rather	than	the	

artificial	reality	of	abstraction.	Thus	in	
the	plastic	arts	for	instance,	a	

concretist perceives	and	expresses	a	
rotten	tomato	without	changing	its	
reality	of	form.	In	the	end,	the	form	
and	expression	remain	the	same	as	
the	content	and	perception…In	music	
a	concretist	perceives	and	expresses	

the	material	sound	with	all	its	
polychromy	and	pitchlessness	and	
incidentalness,	rather	than	the	

immaterial	abstracted	and	artificial	
sound	of	pure	pitch.



Peter	Moore,	Venetian	Blinds,	Side	A	&	B,	1966-67

Gag	objects	are	also	
central.	Our	next	Fluxus
artist,	Peter	Moore	

(1932-1993),	was	known	
as	a	photographer	above	
all	else.	Mr.	Moore,	who	
was	born	in	London,	
attended	Haverford	
College	and	the	

Massachusetts	Institute	
of	Technology	in	the	
1950's	before	going	to	
work	in	the	darkrooms	
of	Life	magazine.	Here	

we	are	looking	at	
Venetian	Blinds.	



Especially	poignant	is	
the	woman’s	deadpan,	
rather	serious	visage.	
The	piece	brings	to	
mind	the	words	of	
Maciunus,	who	saw	
himself	and	other	

Fluxus participants	as	
jokers.		Maciunus once	
told	a	banker,	“I	make	
jokes,”	to	which	the	
banker’s	riposte	was	

“Oh,	you’re	not	going	to	
make	a	joke	out	of	the	
mortgage	now,	will	

you?”



George	Brecht,	Medicine	
Cabinet,	1962

George	Brecht	studied	from	
1946–1950	at	the	Philadelphia	

College	of	Pharmacy	and	
Science.	From	1950–1965	he	
worked	as	a	chemist	and	

engineer.	



Left	Above:	Joseph	Cornell,	Tagilioni’s Jewel	Casket,	1940
Left	Below:	Joseph	Cornell,	Untitled	(Hotel	Eden),	1945
Right	Above:	George	Brecht,	Medicine	Cabinet,	1962



Fluxus
iconoclasm	and	internationalism:

In	Fluxus there	has	never	been	any	attempt	to	agree	on	aims	or	methods;	individuals
with	something	unnameable in	common	have	simply	naturally	coalesced	to	publish	

and	perform	their	work.		Perhaps	this	common	something	is	a	feeling	that	the	
bounds	of	art	are	much	wider	than	they	have	conventionally	seemed,	or	that	art	and	
certain	long-established	bounds	are	no	longer	very	useful.		At	any	rate,	individuals	in	

Europe,	the	US,	and	Japan	have	discovered	each	other’s	work	and	found	it		
nourishing	(or	something)	and	have	grown	objects	and	events	which	are	original	and	

often	uncategorizable in	a	strange	way.

George	Brecht



Student	question

• Is	poetry	meaningful	or	just	pretentious?	(K.	
Singleton)



George	Brecht,	Water	Yam,	1959-66
After	taking	the	class	with	John	Cage,	Fluxus artists	began	experimenting	with	the	kind	of	event	

cards	for	which	they	would	become	well-known,	an	evocative	form	whose	power	is	best	
appreciated	in	the	1959-66	works	of	George	Brecht	published	by	the	movement's	impresario	
George	Maciunas in	a	box	called	Water	Yam.	While	most	Fluxus event	cards	are	performance	
scripts,	Water	Yam also	includes	instructions	for	the	creation	of	objects	or	tableaux	- obscure	

directions	whose	realization	left	almost	everything	to	the	realizer.



EVENT	SCORES



Student	Questions

• Is	language	a	prison	of	
thoughts?	(G.	Beckom)

• If	the	subject	is	
removed,	is	there	still	
meaning?	(P.	Fitch)



George	Brecht,	Games	&	Puzzles:	Inclined	Plane	Puzzle,	1965

Another	performance	by	Brecht,	
Concerto	for	Orchestra,	Fluxversion 3,	

involved	the	following.		"The	orchestra	is	
divided	into	two	teams,	winds	and	

strings,	sitting	in	opposing	rows.	Wind	
instruments	must	be	prepared	so	as	to	
be	able	to	shoot	out	peas.	This	can	be	

accomplished	by	inserting	a	long,	narrow	
tube	into	wind	instruments.	String	
instruments	are	strung	with	rubber	
bands	which	are	used	to	shoot	paper	

missiles.	Performers	must	hit	a	
performer	on	the	opposite	team	with	a	
missile.	A	performer	hit	three	times	must	
leave	the	stage.	Missiles	are	exchanged	
until	all	performers	on	one	side	are	
gone.		Conductor	acts	as	referee."



George	Brecht,	Solo	for	Violin,	Part	of	Fluxus Street	
Theater,	1964



George	Maciunas,	Solo	for	Violin,	May	23,	1964



Dick	Higgins,	Danger	Music	No.	2,	Wiesbaden,	1962

Dick	Higgins	(1938-1998)

Still	from	video	at	Drawn	from	
Score,	an	exhibition	Feb.	2018	at	

the	Beall	Center	for	Art	and	
Technology,	University	of	

California,	Irvine



Dick	Higgins,	Danger	Music	No.	2,	Wiesbaden,	1962

His	most	notable	contributions	
include	"Danger	Music"	scores	and	
the	use	of	the	term	intermedia to	

describe	the	ineffable	inter-
disciplinary	activities	that	became	

prevalent	in	the	1960s.	The	score	for	
this	piece	reads:	"Scream!	Scream!	
Scream!	Scream!	Scream!	Scream!"	
And	the	way	it's	conventionally	

performed	is:	you	scream	as	loud	as	
you	can	until	you	pretty	much	lose	

your	voice.	



STATEMENT	ON	INTERMEDIA	
Dick	Higgins	[1966	]

Art	is	one	of	the	ways	that	people	communicate.	It	is	difficult	for	me	to	imagine	a	serious	person	
attacking	any	means	of	communication	per	se.	Our	real	enemies	are	the	ones	who	send	us	to	
die	in	pointless	wars	or	to	live	lives	which	are	reduced	to	drudgery,	not	the	people	who	use	
other	means	of	communication	from	those	which	we	find	most	appropriate	to	the	present	
situation.	When	these	are	attacked,	a	diversion	has	been	established	which	only	serves	the	
interests	of	our	real	enemies.	

However,	due	to	the	spread	of	mass	literacy,	to	television	and	the	transistor	radio,	our	
sensitivities	have	changed.	The	very	complexity	of	this	impact	gives	us	a	taste	for	simplicity,	for	
an	art	which	is	based	on	the	underlying	images	that	an	artist	has	always	used	to	make	his	point.	
As	with	the	cubists,	we	are	asking	for	a	new	way	of	looking	at	things,	but	more	totally,	since	we	
are	more	impatient	and	more	anxious	to	go	to	the	basic	images.	This	explains	the	impact	of	
Happenings,	event	pieces,	mixed	media	films.	

For	the	last	ten	years	or	so,	artists	have	changed	their	media	to	suit	this	situation,	to	the	point	
where	the	media	have	broken	down	in	their	traditional	forms,	and	have	become	merely	puristic
points	of	reference.	The	idea	has	arisen,	as	if	by	spontaneous	combustion	throughout	the	entire	
world,	that	these	points	are	arbitrary	and	only	useful	as	critical	tools,	in	saying	that	such-and-
such	a	work	is	basically	musical,	but	also	poetry.	This	is	the	intermedial approach,	to	emphasize	
the	dialectic	between	the	media.	A	composer	is	a	dead	man	unless	he	composes	for	all	the	
media	and	for	his	world.	



Student	question

• Are	mainframe	computers	the	key	with	which	
we	escape	Plato’s	Cave?	(E.	Ross)



George	Maciuinas,	Dick	Higgins,	Wolf	Vostell,	Benjamin	Patterson,	Emmett	
Williams,	Piano	Activities, Wiesbaden,	1962



Student	question

• Can	art	without	boundaries	truly	exist?	(N.	
Schifferdecker)



Nam	June	Paik	at	performance

Nam	June	Paik	was	born	in	1932	in	
Seoul,	Korea.		From	1953-56	he	studied	

music,	history,	art	history	and	
philosophy	at	the	University	of	Tokyo,	
where	he	wrote	his	dissertation	on	the	
modern	composer	Arnold	Schönberg.		

He	met	John	Cage	in	1958	in	
Darmstadt	and	worked	with	Karlheinz

Stockhausen,	another	
modern/postmodern	composer	at	the	
electronic	music	studio	in	Cologne



Nam	June	Paik,	Simple,	Wiesbaden,	1962

In	the	performance	“Simple,”	Paik	did	
the	following	scripted	act:		1.)		threw	
peas	into	auditorium;	2.)	smeared	

shaving	cream	on	his	body;	3.)	put	rice	
in	shaving	cream;	4.)	slowly	unwound	a	
roll	of	paper;	5.)	went	into	a	pool	of	

water;	6.)	came	back	and	played	piano	
with	baby	doll	in	mouth.	



Nam	June	Paik,	One	for	Violin,	Düsseldorf,	June	16,	1962



Nam	June	Paik,	Zen	for	TV,	1963/1975



Hi	Red	Center,	Street	
Cleaning	Event,	June	
1966





Student	Question

• How	can	art	combat	social	inequality?	(B.	
Wise)



Left:	Fluxus
Women	Mieko	
Shiomi &	Alison	

Knowles	
photographed	by	
Peter	Moore,	1964

Right:	Fluxus artist	Alison	
Knowles,	b.	1933



Alison	Knowles,	Music	by	Alison,	May	23,	1964

Alison	Knowles (born	
1933)	is	an	American	

visual	artist	known	for	her	
installations,	
performances,	

soundworks,	and	
publications.	Knowles	was	
a	founding	member	of	the
Fluxus movement,	the	

experimental	avant-garde	
group	formally	founded	in	
1962.	Criteria	that	have	
come	to	distinguish	her	
work	as	an	artist	are	the	
arena	of	performance,	the	

indeterminacy of	her	
event	scores	resulting	in	
the	deauthorization of	the	
work,	and	the	element	of	

tactile	participation.	



Alison	Knowles,	The	
Bean	Rolls,	1964

UnIike a	traditional	bound	volume,	the	pages	of	this	work	are	tiny	
paper	scrolls,	which	the	reader	may	select	and	view	in	any	order.	
On	each	scroll,	Knowles	printed	found	texts	collected	from	songs,	
recipes,	stories,	science,	cartoons,	and	advertisements.	The	tin	
also	contains	dried	beans,	which	create	a	rattling	sound	as	the	
container	is	handled.	In	the	1960s,	Knowles	expanded	on	this	
performative	aspect	of Bean	Rolls by	staging	readings	with	

multiple	participants.



Alison	Knowles,	The	Big	
Book,	1967



Alison	Knowles,	The	Big	
Book,	1967

Knowles	expanded	the	scale	of	her	
book	projects	with The	Big	Book (1967),	
a	walk-in	construction	composed	of	

eight	moveable	“pages,”	each	four	feet	
wide	by	eight	feet	tall,	anchored	to	a	
metal	spine.	Each	page	featured	an	
access	point	leading	to	the	next,	

forming	different	spaces	and	ways	the	
reader	could	approach	the	book.	The	
composition	weighed	about	a	ton,	and	
contained	a	gallery,	library,	grass	tunnel,	
and	window.	It	was	built	using	found	
materials	such	as	a	toilet,	stove,	and	
telephone	from	her	apartment	and	
studio,	and	could	be	packaged	and	

shipped	in	two	crates	



Gathering	inside	the	House	of	Dust	for	a	
screening,	c.	1971

Alison	Knowles'	computer-generated	poem	and	sculpture House	of	
Dust was	created	in	association	with	James	Tenney.	The	work	had	its	
beginnings	at	an	informal	Fluxus seminar	in	1967	in	which	Tenney,	
who	had	been	a composer-in-residence	at	the	Bell	Labs in	the	early	
'60s,	demonstrated	how	the	Fortran	programming	language	could	be	
employed	in	chance	operations	in	artmaking.	Knowles'	contribution	
to	the	session	was	a	poem	of	the	in	which	combinations	of	the	

variables	were	randomly	generated.	It's	generally	considered	to	be	
the	first	computer-generated	poem. Knowles	then	embarked	on	the	
creation	of	a	large	interactive	public	sculpture	and	sound	installation	
inspired	by	one	quatrain	of	the	poem	("a	house	of	dust,	on	open	
ground,	lit	by	natural	light,	inhabited	by	friends	and	enemies"),	in	

which	electronic	sensors	would	control	sound	equipment	in	
response	to	varying	light	levels.	The	sculpture	was	briefly	installed	on	
the	lawn	of	New	York's	Penn	South	housing	co-op,	but	it	generated	
opposition	from	residents	and	was	ultimately	set	on	fire	by	an	

arsonist,	a	surprisingly	violent	expression	of	hostility	toward	a	work	
of	public	art.	In	1970	Knowles	brought	the	reconstructed House	of	

Dust with	her	to	CalArts.



Student	Questions

• How	have	computers	obscured	authorship?	(R.	
Key)

• How	did	Alison	Knowles’s	machine-generated	
poetry	facilitate	open,	collaborative	artwork	
created	by	the	public?	(H.	Herring)

• Can	Alison	Knowles’s	House	of	Dust	be	placed	
in	any	one	genre	or	medium?	(L.	Gutierrez)

• Does	The	House	of	Dust	promote	a	non-art	
reality?	(M.	Baxter)



From	roughly	10,000	possible	
stanzas,	Knowles	selected	one	
quatrain—“a	house	of	dust	/	on	
open	ground	/	lit	by	natural	light	

/	inhabited	by	friends	and	
enemies”—as	the	basis	for	an	
interactive	sculpture	on	the	
California	Institute	of	the	Arts	
campus	in	the	early	1970s.



Student	Questions

• Does	The	House	of	Dust	support	that	the	
subject	is	ever-changing?	(P.	Ramos)

• Is	The	House	of	Dust	a	form	of	satire	or	the	
deconstruction	of	poetry?	(J.	Smith)	

• Did	Alison	Knowles’s	The	House	of	Dust	
dehumanize	poetry?	(C.	Weston)	



Allison	Knowles	
and	James	
Tenney,	

The	House	of	
Dust,	1974

It	consists	of	the	phrase	“a	
house	of”	followed	by	a	

randomized	sequence	of	1)	a	
material,	2)	a	site	or	situation,	

a	light	source,	and	3)	a	
category	of	inhabitants	taken	

from	four	distinct	lists.



Knowles	created	stanzas	by	
working	through	iterations	of	
lines	with	changing	words	from	
a	finite	vocabulary	list.	The	
result	is	an	edition	of	500	

different	fifteen-page	poems.





Alison	Knowles,	Make	a	Salad	[Event	Score],	1962/2012	
Event	scores	involve	simple	actions,	ideas,	and	objects	
from	everyday	life	recontexualized as	performance.	
While	each	iteration	of	the	piece	is	unique,	the	basic	
ingredients	include	Knowles	preparing	a	massive	salad	
by	chopping	the	ingredients	to	live	music,	tossing	it	in	

the	air,	then	serving	it	to	the	audience.



Ben	Vautier,	Living	Sculpture,	1962

Living	Sculpture	was	a	
performance-installation	
work	that	required	the	
artist	to	live	and	work	
for	two	weeks	in	the	
sidewalk	window	of	a	
London	gallery.	



Ben	Vautier,	Brushing	Teeth,	Nice,	France,	July	26,	1963	-- LIVING	SCULPTURE



Ben	Vautier,	Signing	of	Certificates,	Nice,	France,	July	27,	1963



Ben	Vautier,	One	Must	Be	Wary	of	Words,	1993	



René	Magritte,	The	Treachery	of	Images,	1928-29

Ben	Vautier,	One	Must	Be	Wary	of	Words,	1993	



Yoko	Ono,	A	Grapefruit	in	the	World	of	Park,	1961



Yoko	Ono,	Everson	Catalogue	Box,	1971	-- Includes	work	by	Yoko	Ono	and	John	Lennon;	Wooden	box	with	
paperback	copy	of	Grapefruit,	glass,	offset	lithograph,	acrylic	on	canvas,	plastic	boxes,	and	mixed	media;	
packaging	designed	by	George	Maciunas;	served	as	the	catalogue	for	Yoko	Ono's	exhibition,	This	Is	Not	Here,	
Everson	Museum,	1971



Shigeko Kubota,	Vagina	Painting,	1965

Born	in	1937	in	Niigata,	
Japan,	Shigeko Kubota	

became	a	key	member	of	
the	Japanese	avant-garde,	a	
respected	participant	in	
New	York	Fluxus events	in	
the	1960s,	and,	starting	in	
the	1970s,	a	pioneering	
practitioner	of	video	art.



Shigeko Kubota,	Vagina	Painting,	1965

Kubota’s	most	infamous	(and	
somewhat	anomalous)	work	

was Vagina	Painting (1965),	which	
she	presented	as	part	of	the	

Perpetual	Fluxfest,	at	Cinematheque
in	New	York	on	July	4,	1965.	In	this	
performance,	she	attached	the	
handle	of	a	paintbrush	to	her	

underwear,	squatted	over	a	bucket	
of	red	paint,	and	waddled	across	a	

large	sheet	of	paper	laid	on	the	floor,	
creating	red,	menstrual-like	smears.	



Shigeko Kubota,	Vagina	Painting,	1965
Jackson	Pollock,	c.	1951

This	piece	functioned	as	a	send-up	of	what	the	influential	art	critic	Harold	Rosenberg	termed	“action	
painting”	by	feminizing	the	hyper-masculine,	phallus-as-paintbrush	image	of	Abstract	Expressionist	

painters	like	Jackson	Pollock.	It	also	may	have	been	a	reference	to	the	practice	of	lower-class	geishas,	who	
sometimes	entertained	customers	by	writing	calligraphy	with	brushes	inserted	in	their	vaginas. Kubota’s	
performance	fused	dichotomies,	combining	high	and	low	arts,	masculine	and	feminine	elements,	and	

Eastern	and	Western	cultures.


