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In lieu of a foreword

At the beginning was a broken piano. A private performance on two broken pianos in the North 
Moravian woods by Opening Performance Orchestra; later several pieces for this special instrument and 
Opening Performance Orchestra’s Stolen Symphony. Then came a lot of enthusiasm on the part of Milan 
Knížák, Eric Andersen and Jon Hendricks, who made their archives available to us, composed new pieces 
and gave us the contacts to other Fluxus artists. Milan Knížák, Eric Andersen and Philip Corner sent us the 
first scores. Then Terry Riley, Bengt af Klintberg, Mieko Shiomi, Takako Saito and many other Fluxus artists 
followed suit. In 2020 and 2021, recording sessions took place in various studios in Prague, Berlin, Udine, 
and Misy-sur-Yonne, where Anna Clementi, Agnese Toniutti, Deborah Walker, Werner Durand, Luciano 
Chessa, Nicolas Horvath, Miroslav Beinhauer and Petr Bakla recorded the Fluxus pieces.

In June 2021, during the Essential Changes event the Ostravská banda ensemble, under Petr 
Kotík, played two Fluxus pieces, by Yoshi Wada and Ben Patterson. In August 2021, The Long Night 
music marathon within the Ostrava Days contemporary music festival featured the In Continuum 
Fluxus programme, created and conducted by Eric Andersen. In collaboration with the Czech piano 
virtuoso Miroslav Beinhauer, Opening Performance Orchestra presented a number of Fluxus pieces and 
premiered the electronic composition Stolen Symphony. In April 2022, there was a Fluxus concert at the 
Goethe Institute in Prague. Under the title Beuys Will Be Beuys, Opening Performance Orchestra with the 
instrumentalists Anna Clementi, Werner Durand and Miroslav Beinhauer appeared in commemoration of 
the centenary of Joseph Beuys’s birth.

All in all, there are more than 50 pieces, new and old, live and studio, finished pieces and scores 
to be performed, acoustic and classical, solos and pieces for ensemble, using classical and special 
instruments. This Fluxus edition features (in alphabetical order): Eric Andersen, Ay-O, George Brecht, 
John Cage, Giancarlo Cardini, Giuseppe Chiari, Henning Christiansen, Philip Corner, Öyvind Fahlström, 
Ken Friedman, Sten Hanson, Geoffrey Hendricks, Toshi Ichiyanagi, Joe Jones, Bengt af Klintberg, Milan 
Knížák, Alison Knowles, Larry Miller, George Maciunas, Sara Miyamoto, Nam June Paik, Yoko Ono, 
Opening Performance Orchestra, Benjamin Patterson, Josef Anton Riedl, Terry Riley, Takako Saito, Tomas 
Schmit, Dieter Schnebel, Mieko Shiomi, Yasunao Tone, Ben Vautier, Yoshi Wada and La Monte Young. The 
musicians and performers Anna Clementi, Agnese Toniutti, Deborah Walker, Werner Durand, Luciano 
Chessa, Miroslav Beinhauer, Petr Bakla, Nicolas Horvath, Petr Ferenc and Přemysl Ondra have played, 
performed and declaimed the Fluxus pieces, Arditti Quartet and S.E.M. Ensemble provided one piece 
from their archives. Milan Knížák, Petr Rezek, Petr Kotík, Olaf Hanel, Eric Andersen, Per Brunskog, Peter van 



der Meijden, Pavlína Morganová, Natasha Lushetich, Joseph Nechvatal, Natilee Harren, Martin Patrick, 
Diedrich Diederichsen, Christopher M. Reeves and Hubertus von Amelunxen have written Fluxus-themed 
texts. The Belgian label Sub Rosa provided technical support and a good place for the grand-scale 
release on diverse media and a digital release with the help of the mastering engineer Gabriel Dubois. 
Archivio Conz in Berlin provided access to their extensive archives and Edizioni Conz provided co-
production. Ursula and René Block made possible the realisation of John Cage’s historical composition 
Rozart Mix from the Edition Block archive. The photographic material comes from Marie Knížáková 
and Milan Knížák’s private archive, the German photographer Wolfgang Träger, Archivio Conz’s Fluxus 
archive and Opening Performance Orchestra’s digital archive. The cover themes are paintings by Milan 
Knížák, while the graphic design is the work of Jaroslav Buzek. The whole release is produced by re-set 
production.

The Fluxus edition will be released on the Belgian label Sub Rosa in two instalments – the first, Stolen 
Symphony (fluxus & neofluxus part I), in 2023, the second, Keep Together (fluxus & neofluxus part II), in 
2024.

Opening Performance Orchestra, August 2022



Alt. Title 
4‘33“ No. 2, Zero Minutes Zero Seconds, 0:00

Alt. Title 
0’00’’

Date 
Composed in 1962. Premiered in Tokyo, 24 October 1962.

Ensemble Type 
Solo

Work Length 
Indeterminate

Instrumentation 
Solo to be performed in any way by anyone.

The original score for this work consists of one sentence: ”In a situation provided with maximum 
amplification (no feedback), perform a disciplined action.” A day later, Cage added further instructions; 
for example, allowing interruptions of the action, not repeating the same action in another performance, 
or that the action should not be the performance of a musical composition. This is the third and final work 
in a series corresponding to the 3 lines of Haiku poetry. For further details, see Variations IV.

0‘00‘‘ by John Cage



Alt. Title 
4‘33“ No. 2, Zero Minutes Zero Seconds, 0:00

Alt. Title 
0’00’’

Date 
Composed in 1962. Premiered in Tokyo, 24 October 1962.

Ensemble Type 
Solo

Work Length 
Indeterminate

Instrumentation 
Solo to be performed in any way by anyone.



Petr Kotik comments:

I was asked by a group of performers in Prague, Opening Performance Orchestra, to explain this 
“composition.” OPO wrote: “We wonder how (and whether) it can be performed again. We’ve seen a few 
examples on the internet, but they’re all foolish.” 

0’00’’ seems to me a variation on 4’33”. My guess is that Cage was asked to perform 4’33” in Tokyo 
in 1962, and for obvious reasons didn’t want to do it. The early 1960s was a time when one didn’t have 
the luxury to turn down a well-paid engagement. So, instead of doing 4’33”, he created a different piece, 
similar in character. 

An artist‘s work does not consist of masterpieces only. Every one of us creates pieces that represent 
a gesture, a reaction to a specific situation, a statement. This piece is one such creation. And they exist 
in the canon of the artist’s oeuvre as ideas, statements to be remembered, a gesture to be appreciated, 
even though such appreciation has to be informed by the knowledge of the specific historical situation. 
Both 4’33” and 0’00’’ are such pieces, and I would not encourage anyone to repeat performing them. 
Occasionally, there are performances of 4’33”, and I always find them embarrassing. 

A footnote: The world premiere of a new piece of music is almost always a disaster. But the piece 
finally emerges for what it is, after repeated performances, when the musicians (and the audiences) have 
figured out what it is and how to perform it. With pieces like 4’33” and 0’00’’, it is the very opposite – the 
excitement, the perfect moment, etc. can never be recreated after the initial performance.

March 2021



The End of Jones the Pilot by Milan Knížák

I was asked by Olaf Hanel to write a text for a catalogue about Fluxus which would be above all a 
personal statement. In the following text I will attempt to dig up a few memories and feelings of whatever 
nature that I connect with the Fluxus movement.

I have to say that when I discovered the existence of Fluxus, i.e. the existence of people who reacted 
to the situation of art and the society in a similar way to mine, albeit somewhere else and in a slightly 
different way, I was truly delighted. At that time in Czechoslovakia I felt terribly alone, since even the 
couple of friends who worked with me in the Aktual art group were mainly influenced by my activities. 
Ours was therefore not partnership in the true sense.

George Maciunas, the father of Fluxus in its organized form, sent me a great quantity of Fluxus 
publications, in particular various small boxes full of small cards with instructions and objects with the 
idea that “reading” such a publication changed into a small game. He also sent me a set of Fluxus films, 
which with their simplicity, aggressiveness or absurdity far outreached usual outbursts of expression in 
film. I can’t help mentioning one particular event which occurred when I went to pick up one of George’s 
parcels at the Prague customs office. Before handling over the parcel to me, the employees of that office 
carefully checked the contents of all the little boxes, and while one of the boxes was being checked a 
coiled spring flew out, scattering at least a thousand one-centimeter cards on which was printed NEW 
FLUX YEAR in minute letters. The custom officers spent the rest of the afternoon on all fours picking up 
paper flakes from the floor of their snowed-under customs office.

In 1966 George M. decided to stage a Fluxus festival in Prague. Earlier he had appointed me Director 
of Fluxus East. At that time my possibilities were minimal, and in the communist regime it was of course 
not possible to easily rent some hall or space where an event could take place without being interrupted. 
However, since the event was due to involve (apart from me) renowned artists from abroad who were 
featured in various publications, the organizer Jindřich Chalupecký (and others) succeeded in acquiring 
spaces in the Strahov district, at the Mánes artists’ club and at the Platýz Gallery. The whole affair was 
interesting for me since I was rounded up by the police, who carted me off to Ruzyně jail where the 
doctor declared that I was infected by lice and had my hair shaved off. My colleagues from abroad 
were pretty startled by this, since I welcomed them as a long-haired hippie and parted with them as a 
shaven-headed recruit.

In Prague there appeared other people from the field of Fluxus, namely at the Reduta club where the 
trio of Addi Koepcke, Tomas Schmit and Eric Andersen did their performance which, apart from a few 



physical actions, concentrated on the pinning of loads of tiny instructions sheets around the underground 
Reduta. I have to admit that I was a bit, or should I say very disappointed by these performances. My 
ideas about art were different: I didn’t want to revive art, mock it, or even look for new forms of it, 
I simply felt that art had to abandon the exhibition hall and extend anonymously into people’s lives. 
Art, not artists, had to remain anonymous so that the person who encountered it would approach it in 
the same way as other common activities in life, so giving art a greater chance to influence the most 
profound structures of man. I clearly remember arguing with Koepcke, Schmit and Andersen at my hovel 
in the Nový Svět district in Prague. It was there where, after the end of the Fluxus festival, that celebrated 
incident took place when the French artist of Russian origin Serge Oldenbourg donated his passport to 
the Slovak Igor Demjanov who was at that time doing his compulsory military service. Despite being 
twenty years younger, Demjanov amazingly got through the border with that passport even though he 
didn’t know a word of French. For several days afterwards a car full of secret police agents was parked 
under the windows of my Nový Svět flat, and eventually we ended up in Ruzyně jail. For his part, Serge 
Oldenbourg has lived to this day as a great victim of Bolshevism; indeed, he established his subsequent 
artistic career on that event.

Wolf Vostell, who although he only had peripheral association with Fluxus nowadays declares he has 
had staunch involvement in it, visited Prague twice. Once he came with young Berlin gallery owner René 
Block, whose gallery became best known for its Joseph Beuys performances. In Prague, Vostell with his 
broad-brimmed hat and Jewish whiskers appeared outlandish. I remember Jindřich Chalupecký and 
other esteemed theorists and artists inviting him to the wine restaurant U Patrona. I barged in there with a 
gang of unartistic friends with long hair and dirty hands and we shamelessly drank up whatever they had 
on the table until they got thoroughly disgusted with us. Vostell tried to rescue the situation, but he was 
indecisive, mocking both sides. His attempts were in vain of course and he came with us to Nový Svět.

I really shouldn’t forget John Cage, who, I believe, visited Prague in 1965 as the conductor of an 
orchestra which played independently and as part of a Merce Cunningham ballet performance. He was 
accompanied by Robert Rauschenberg, who of course had little to do with Fluxus. In the second half of 
the 1950s John Cage ran courses at the New School in New York which were participated in by many 
artists who later achieved notability, above all in the field of performance art. John Cage is regarded 
as one of the founding fathers of what is now collectively known as Fluxus. In the 1960s, however, the 
individual currents were quite strictly separate from each other.

In 1965 I was invited by George Maciunas to the USA, which filled me with as much pride as a year 
later, when in New York Abrams published a representative book on performance art by Allan Kaprow 
in which I was very respectably featured. Naturally I was unable to go to America since I didn’t have a 



passport and our authorities had no intention of giving me one. I finally got a passport in 1968 in the 
euphoria of the Prague spring; while I was waiting for an American visa the Soviets invaded, so the 
Americans gave me a visa immediately. I left 
for New York via Vienna, where I spent a 
month in jail for assaulting a couple of cops. 
In his muddle, George evidently mixed up 
my flight arrival time, so I was left standing at 
the airport with the foul odour of the Vienna 
jail behind me. In New York I met almost all 
the people I hadn’t met earlier, ranging from 
the field of Pop Art to concrete poetry, Hard 
Edge through to Minimalism. Yoko Ono 
also belonged to Fluxus. When she began 
going with John, even he began aping 
her. They then staged a joint exhibition at 
Joe Jones’ store in Bowery, where every 
morning a liveried chauffeur would roll up 
in a limousine, bringing a big green apple. 
Doubtless it was some kind of gag, but given 
their financial possibilities it didn’t have any 
significance.

Joe Jones is (or rather was, since sadly he 
died recently) a very refined artist who had 
his starting point in the field of music. His 
automatic musical instruments, which are 
technically extremely simple but as a result 
evoke an almost meditative feeling, became 
the inspiration for many other artists. One 
of them was Jean Tinguely, in whose work 
we can find identical approaches albeit lost 
in what was otherwise humbug. George 
Maciunas wanted to buy one of the Virgin 
Islands, little Ginger Island, though not of Milan Knížák, radio session, Amsterdam, 1980 © Marie Knížáková



course with his own money. He wanted to divide it up into parcels of land, rent it out and in doing so 
acquire a piece for us. Five of us went to that island (it might be of interest to moviegoers that our group 
included Robert de Niro), a place inhabited only by pelicans and wild goats. On the bank of a glorious 
lagoon there grew poisonous trees which briefly blinded us. So George Maciunas wanted to buy the 
island and thus decided that each Fluxus member would be in charge of a particular type of work. I was 
to be in charge of the bulldozer and other heavy machinery. George decided that Joe Jones would be 
the pilot for the simple reason that Joe was an alcoholic. According to George’s rationale, Joe would have 
to give up alcohol in order to pilot the plane, which of course didn’t happen: during one lesson with his 
“flying” instructor he maneuvered the plane so clumsily that they were forced to fly under the Brooklyn 
Bridge, an event that did not escape the attention of the media. That was the end of Jones the pilot.

Between Fluxus artists there exist enormous differences in terms of mentality, outlook, art and human 
nature. Apart from the crazy French Swiss Ben Vautier there is Dick Higgins the philosopher who feigns 
poverty, the hobo Al Hansen, the retiring alcoholic George Brecht, the shaman Nam June Paik and many 
others. Despite such differences, when these people meet up they generate the impression of being one 
family. Their relationships are completely different than is usual between artists: they are pleased at each 
other’s success, and if they take the liberty of criticizing another they always do so within the bounds of 
normal tolerance. This is possibly the finest aspect of Fluxus.

Sadly our number is slowly declining. It is now a long time since George Maciunas died, having 
previously had an eye gouged out by the Mafia. Addi Koepke died even earlier than him. Joseph Beuys, 
Bob Watts, Robert Filliou, Joe Jones and Al Hansen have all passed away, as has Peter Moore, the 
well-known photographer of performances. Likewise our forefather John Cage, who before his death 
split up with Merce Cunningham, thus breaking off a relationship that had lasted decades.

This text does not claim to give the whole picture. There are many other people belonging to 
Fluxus whom I haven’t even mentioned (although I’ve had many entertaining and not-so-entertaining 
experiences with them). I’ve written it rather as a kaleidoscope of surfacing memories, which is the best 
way since it will doubtless be up to someone else to write the study in this catalogue.

Nowadays the whole performance art activity of the 1960s has become somehow topical again. 
Social elements are emerging to contemporary art, and the art of the 60s was strikingly social, albeit in 
a manner that often seemed not serious. It was Fluxus which demonstrated its interest in the history of 
Dada, film and circus slapstick and student pranks. In this way it differed from the happenings of Allan 
Kaprow, Wolf Vostell, Jean Jacques Lebel and myself. In the certain way, Fluxus persisted in the field of art, 
since it was easily able to make fun of art, to feign that fun, exchange fun for solemnity and seriousness, 
since solemnity and seriousness are often joyous and unserious. For all its apparent levity and superfluity, 



Fluxus is something that was, is and will essentially remain a profoundly serious and deeply human 
endeavor. Fluxus (by which I also mean the whole performance art movement of the 1960s) is the sort 
of art movement which emerges very rarely, and when it does, it results in the total shifting of values.

Milan Knížák / Director of Fluxus East



WHITE PROCESS

Stay for 10 days in a white room with white furniture, white pictures, etc. …

Eat only white food.

Drink white beverages.

Wear white clothes.

Read white books (without black letters).

You can also paint white pictures, create white statues, revel in making white things (by 

means of white tools) or play with white objects.

Make your thoughts white too.

Milan Knížák White Process (from the cycle Processes Mainly for the Space of Mind) (1977)

MATERIAL EVENTS

Encounters of various substances. Discussion of materials.

Battles of objects, substances.

Material wars.

Personification of anything.

Encounters of various spheres of existence. Encounters as encounters of living beings.

Description of some encounters (description of external processes):

Hot metal flows into the matter of an egg.

Fire, blood, ice, hair.

Fire, stone, food.

Acid, metal, synthetic resin.

Meat, acid, combustibles.

Stone, plastic.

Paint, grass, air.

Blood, metal.

Metal, grass.

Etc. ...

(Implemented on 23 March 1977 in a forest between Most and Lovosice)

Milan Knížák Material Events (from the cycle Processes Mainly for the Space of Mind) (1977)



Is it so a noise to be is it a least remain to rest, is it a so old say to be, is it a leading are been. Is it so, is it 
so, is it so, is it so is it so is it so.

~ Gertrude Stein, Tender Buttons

To create is to lighten, to unburden life, to invent new possibilities of life.
~ Gilles Deleuze, Pure Immanence: Essays on a Life

Stealing Fluxus Ruckus by Joseph Nechvatal 

Stolen Symphony / Keep Together (fluxus & neofluxus) is a superb exploration of Fluxus art music 
transported into today’s magnificent but mannerist digital sound milieu. Listening to its non-pop, 
non-rock, experimental sounds today; a reinvention of the multitudinous ear occurs through a curious 
alliance between the cool impersonality of historical art, super clean digital technology, and the flames 
of free idiosyncratic impulses. 

But some might ask: why would weird Fluxus music be of interest in these dark viral digital days? 
I have the answer: If you cannot enjoy listening to it – then you cannot easily live. During these confining 
days we can look back and hear the analog world of Fluxus (founded in 1960 by George Maciunas) in 
interesting new ways. Certainly we are over-mediated today, but Maciunas and the Fluxus artists were 
pretty well mediated too – the difference being that they handled media glut with an existential wry wit 
that gave it a nonsensical quality. And that they did not give up on love and truth. In our often humorless 
times, where a cold shadow is cast over every artistic joy and joke, Fluxus’ playful humor is salvation for 
our Generation Z zeitgeist zombies.

Patience with dull emptiness and grinding repetition and immersive fields of insistent noise is an 
essential coping mechanism today. Fluxus helps with that – for Fluxus is a combination of opposites: there 
is a transcendent quality embodied in the intimate particular. For example, listen to Yoko Ono’s three Voice 
Piece for Soprano sound pieces, performed amazingly by Anna Clementi. They are tinged with a painful 
eroticism that ranges from subtle insinuation to salaciousness while surpassing tonal expectations. 
Clementi sings Ono’s pained yelps and glossolalia-guttural Kabuki-style shrieks and murmurs and 
tremulous wailings in a way that makes them hauntingly beautifully – if one just concentrates on sticking 
with her and open-mindedly listens to something you were told was awful and broke up The Beatles. 
(It didn’t.) Some other of the ageless Fluxus tracks here – like Miroslav Beinhauer’s performance of 
the relentlessly plodding piano of Opus 196, by Eric Andersen – climax-punctuated with aggressive tonal 



clusters – and Composition 1960 #7 by La Monte Young – can be musically accommodating to an altered 
state of emotional scale and time. Their time counteractions afford the benefits of defiance-as-difficulty 
when aimed against the controlling world’s banal blandness. 

Within the self-imposed constraints of Fluxus, the arbitrary becomes canonical and Platonic. Indeed, 
Fluxus aesthetic philosophy – that partly grew from Zen and John Cage and the Beat generation – 
provides a fundamental antithesis to the authoritarian, mechanical, simulated rigidities of today’s 
controlling technical world. As a fluctuating phenomenon, Fluxus changed over time: to begin with, 
the focus was on scores and events. From the standard – popular taste – point of view, Fluxus music is 
often considered pretentious and/or abysmally vapid. One could stupidly say that of Kurt Schwitters’ 
transcendent Ursonate vocalizations too, I guess – but from a noise music appreciation point of view, 
Fluxus music can be viscerally compelling and majestic – as in Opening Performance Orchestra’s Stolen 
Symphony (2021). And even gorgeous – as in Dick Higgins’s Emmett Williams’s Ear (1977) as performed 
on piano by Agnese Toniutti. That is true too of Henning Christiansen’s Mond-Glass-Fiber-Rohr (1986), 
as performed by Werner Durand.

But I am thinking also now about the often funny and silly and anthologizing aspects of Fluxus while 
listening to Milan Knížák’s A Chromatic Scale in Countermovement and (Maybe) Sonata as performed 
by Beinhauer on a broken piano. It has an earnest but playful and non-nihilistic jabberwocky joy about 
it – very much in need these dire days. There is something special about these Fluxus people and 
their sense of humor within a mixed community that was both intimate and global in scope. We need 
that now, even more than they did. As such, Stolen Symphony / Keep Together (fluxus & neofluxus) is 
a meditation on current media consciousness when there is precious little of it. For Fluxus played with the 
fun Dada-Surrealist cannon in a self-conscious way and this allowed it to achieve enchantment.

Fluxus music (or anti-music, if you like) is an invocation of a counter Dionysian spirit in face of the 
exuberant energy of free jazz and the frenzy of Bacchic rock and roll. It embraced an enduring legacy 
of inferiority within the media-overload landscape. That is also why a lot of it still resonates – we can 
still spark off it. There is an enormous breath and scope to what Fluxus did – reaching far back into the 
past. Indeed, with Fluxus there is a consciousness of being embedded in the long scope of time. Also, 
its boarders are fuzzy – for Fluxus mapped methods of composing music onto various aspects of visual 
life – and by so doing made it possible to consider everything as material for sound composition. What 
a wonderful gift to us in the 21st century.

Fluxus also created a web-work of revolutionary associations suggestive of unity consciousness while 
cementing down the banal and the particular. It is corny-funny in a way that slanted against hippy 
disorganization because it swallowed Cage’s a-tonality chance operations whole. In a way it stiffly 



stylized certain generational trends towards thinking about mediated-versus-immediate experience in 
the context of the exploded new media world of the 1960s.

So the digital recordings of the Stolen Symphony / Keep Together (fluxus & neofluxus) performances 
take me across time, and are thus both melancholy and marvelous. They are a kind of cultural extraction 
where both the differences and the similarities between our hyper-digital present and the analog explosion 
that was the Fluxus context are highlighted and brought forward. The whole history of music is in there; 
including the cultural retro-mania so prevalent among us: a sign of our own cultural–political exhaustion 

Dick Higgins, Wilhelm-Hack-Museum, Ludwigshafen, 1992 © Wolfgang Träger



and of us being pathetically stuck in the past. But Fluxus was already a self-devouring circularity of culture. 
That is why the bowler hat style gives a bitter-sweet quality to these radical recordings. 

Though sometimes willfully clichéd, I think that Fluxus prophesized a lot of things we are still 
going through while also featuring big differences worthy of our respect and even nostalgic longing. 
Remembering archiving La Monte Young’s Fluxus collection for Dia Art Foundation in the late-1970s, 
it becomes obvious to me just how immersed these artists were in the circulation of analog media. 
Within the postpunk No Wave context of downtown Manhattan, I had short-handed their stiff Fluxus 
performative pantomiming style as a sign of inauthenticity. But it’s extraordinary what Fluxus did in the 
mid-60s – partly intentionally and partly situationally – within the context of post-war media-technological 
culture: expanded radio, television broadcast, cybernetics, offset color printing, the reach into outer 
space, multitrack recording, casual sex, transcendental meditation, mind-expanding recreational drugs. 
Their technological-meets-countercultural hip-but-square style has an externality and an interiority to it 
that was quite unique – and far from possible today. Now it represents a lost golden age, I might even 
say, as it carved out for itself a space of separation from mass/pop culture. That countercultural carve-out 
translated, or mimicked, or ported into the increasingly phantasmagoric energy of the countercultural 
1960s – a push back against the emerging environment of fluid distribution. Though Fluxus music is 
rarely considered within the context of the psychedelic sixties, in a way it should be. It is psychedelic 
to me because it is mind manifesting. And that is another reason why Fluxus music still works for us – 
its square-but-hip carve-out within media culture has never really gone away. It is the global cultures’ 
golden jewels. We won’t let it fade into golden slumber – but insist on continually transforming it.

This we can hear with Stolen Symphony – we are still surfing that Fluxus micro-wave of consciousness. 
We have interiorized the freedom of technological media through Cage’s chance operations and through 
Dada’s nonsense. Particularly, Cage’s Radio Music (1956) comes to mind here, composed using chance 
operations. The Radio Music score indicates 56 different frequencies between 55 and 156 kHz, notated 
with numbers, not on conventional staves (as in Imaginary Landscape No. 4). Cage indicates that the 
work is in 4 sections, to be programmed by the player(s), with or without intervening silences.

Such a with or without Fluxus aesthetic non-knowledge is certainly the most erudite, aware and 
conscious area of current cultural activities and practically our only hope for improving our precarious 
but glittering subjective existence. For as Félix Guattari said in his book Chaosmosis: An Ethico-Aesthetic 
Paradigm, “The work of art, for those who use it, is an activity of un-framing, of rupturing sense, of 
baroque proliferation, or extreme impoverishment, which leads to a recreation and a reinvention of the 
subject itself.”1

1  Félix Guattari, Chaosmosis: An Ethico-Aesthetic Paradigm, Indiana University Press, p. 131



Fluxus made its first official appearance in Wiesbaden in 1962, after which a number of festivals 
took place within different European cities. It may have peeked with the widely distributed Beatles’ track 
Revolution 9 in 1968, credited to Lennon–McCartney but created by John Lennon and Yoko Ono with 
George Harrison’s assistance. Certainly that much loved/hated musique concrète composition was heavily 
influenced by Pierre Schaeffer as filtered through the funny Fluxus fancy of Ono. So I wish to consider 
now Ono’s The Plastic Ono Band project, conceived of in 1967 albeit unnamed, as the zénith of Fluxus 
musical history – with its emphasis on open contingency, chance, and uncertainty. Because it pushed the 
door wide open to the deep now, where things have stayed. This historical (but continuously mutating) 
openness is what remains vibrant to us from the Fluxus legacy.

Yoko Ono, ubi fluxus ibi motus, Venice, 1990 © Wolfgang Träger



The Plastic Ono Band, whose name derived from a small assemblage sculpture composed primarily 
of transparent plastic objects that Lennon made in response to Ono’s original idea, must be considered 
within the context of intermedia: the mid-1960s term coined by Dick Higgins to describe inter-disciplinary 
art activities. Her and Lennon’s interactive Plastic Ono Band social media sculpture – with its unfixed 
approach to participation – encapsulated and extended Fluxus-influenced ambitions. It expanded 
into global society Fluxus attitudes – shot through with contingency capable of interpreting chance as 
meaningful and apparent – between 1968 and 1971. Certainly a period where the art intelligencia was 
drenched in drugs, but also focused on sincere searches for love, truthful meaning and peace.

Joe Jones had an important input into The Plastic Ono Band during the New York City Plastic Ono 
Band period, not only co-producing the album Fly but presenting a two-month long Plastic Ono Band 
Fluxus festival in his Joe Jones Music Store (aka Tone Deaf Music Store) at 18 North Moore Street, where 
I lived (after he left it) in the late-1970s while I was working as La Monte Young’s Fluxus archivist. From 
April 18th to June 12th in 1970, Plastic Ono Band enjoyed carte blanche there, presenting a series of Fluxus 
art events and concerts called Grapefruit Flux-Banquet, promoted with a poster designed by George 
Maciunas.2

Fluxus began as a small but international network of artists and composers who challenged accepted 
ideas about what art is. For a consideration of the success of Fluxus musical ideas within the exploding 
media headspace of the late 60s, the Plastic Ono Band project, for me, is a capstone to the sixties, 
even though the Plastic Ono Band media sculpture was presented only once in London on July 3rd in 
1969 onstage at the modestly attended Apple Records launch party for the Plastic Ono Band record 
single Give Peace a Chance held at the Chelsea Town Hall. Judging by photos, the sculpture was rather 
overwhelmed by a huge photo collage display by designer Christine Marsh of well-known faces hung 
behind it – though the live camera feed showed images of members of the audience incorporated into 
the Plastic Ono Band sculpture on stage. Just as some Fluxus collaborations had encouraged interactions 
with the audience or spectators.
2  Performances included Come Impersonating John Lennon & Yoko Ono, Grapefruit Banquet (April 11-17) by George 
Maciunas, Yoshimasa Wada, Bici Hendricks (aka Bici Forbes), Geoffrey Hendricks, and Robert Watts (masks of John 
or Yoko were worn by the attendees of the Grapefruit Flux-Banquet, such as Jon Hendricks); Do It Yourself (also April 
11-17) by Yoko Ono; Tickets by John Lennon + Fluxagents (April 18-24) with Wada, Ben Vautier and Maciunas; Clinic 
by Yoko Ono + Hi Red Center (April 25-May 1); Blue Room by Ono + Fluxmasterliars (May 2-8); Weight & Water by 
Ono + Fluxfiremen (May 9-15); Capsule by Ono + Flux Space Center (May 16-22) with Maciunas, Paul Sharits, George 
Brecht, Ay-O, Ono, Watts, John Cavanaugh; Portrait of John Lennon as a Young Cloud by Ono + Everybody (May 23-29); 
The Store by Ono + Fluxfactory (May 30-June 5) with Ono, Maciunas, Wada, Ay-O; and finally Examination by Ono + 
Fluxschool (June 6-12) with Ono, Geoffrey Hendricks, Watts, Mieko Shiomi and Robert Filliou



Seeing themselves as an alternative to academic art and music, Fluxus was a democratic form of 
creativity open to anyone. The Plastic Ono Band project’s original aim tried incorporating the Fluxus 
values of welcome all interactivity by promoting a “You Are The Plastic Ono Band” statement. I think 
this very Fluxus attitude was a central part of Lennon’s attraction (and contribution) to The Plastic Ono 
Band idea: that his insufferably bloated (if well-earned) reputation – so often the result of the excesses 
of celebrity culture and its attendant cult of personality – could be combated by evoking a sense of 
collective impersonality dowsed in chaos and caprice. Basically what was the hippie free-share free-love 
revolution. Though it would prove highly impractical for famous wealthy artists like Lennon, The Plastic 
Ono Band placed emphasis on encouraging an impersonal social realm for open counter-cultural culture.

Going further back into the free impersonal, there is also the precedent set by Cage’s Williams Mix 
(1952) – a piece of electronic music composed using chance operations derived from the I-Ching. It 
was Cage’s first composition for tape recorder. Williams Mix was first performed from only quarter-inch 
magnetic tape in Urbana, Illinois in 1953, where its musique concrète sounds were played on four 
stereo tape machines connected to eight speakers. No human performers were required. With it, Cage 
demonstrated artistic uses for electronic media’s impersonal presentation – thereby actively influencing 
the technological, philosophical and social development of the new media art of video and computers. 
Certainly Nam June Paik’s idea of an anti-technological technology set the stage for coming anti-pop 
stances. Also when I think of visceral Fluxus-related precedents for Plastic Ono Band-type musical 
presentations constructed without the necessity of musicians, La Monte Young’s continuous and 
autonomous electronic drones come to mind; typical of his Dream House. Beginning in 1962, Young had 
begun formulating the concept of a continuous sound environment requiring no human performance, 
but facilitating it if desired. In a 1964 program note for his Theatre of Eternal Music project, Young 
describes the Dream House as that which will allow music to propel itself by its own momentum.

But I think that the impersonal Zen Buddhism of Ono’s Fluxus did not really hook-up with the ecstatic 
nature of the cultural year 1968 – the lofty peek of LSD cultural-technological expression – the high water 
mark for cultural experimentation and free love. Fluxus boxes and conceptual plans typified the minimal 
art movement – where art works often aimed at escaping ecstatic narrative in favor of anti-subjective 
formalist explorations. In that sense, Fluxus was within the conceptual-minimal movement of the mid-60s, 
where autobiographical symbolism was generally regarded as corny by artists like Robert Morris – who 
rejected the presence of a singular and particular hand in favor of impersonal formal qualities that were 
perceived as new and mesmerizing. 

Ono’s Zen-Fluxus conceptual-minimalist films did that too. Like Fluxfilm no. 14: One (a.k.a. Match) 
(1966): a silent 4:30 minute piece shot on high speed film by Fluxus photographer par excellence Peter 



Moore in which in super slow-motion a wooden match is struck. Also consider the cold formal abstraction 
of an ostensibly biographical piece called Self-Portrait (1969) – Ono’s rarely seen 42minute film that 
unflinchingly frames the semi-erect penis 
of Lennon in its states of tumescence and 
de-tumescence. This brio but sang froid 
approach to only framing the naughty bit 
of her lover (though the title Self-Portrait 
suggests this is more of a Lennon-Ono 
Plastic Ono Band galvanized project than 
a film by Ono) is the opposite of mawkish 
sentimentality. Reintroducing formalism to 
a warmer autobiographical intent is the 
short Apple Films Two Virgins – the second 
John and Yoko film collaboration. Again 
using Ono’s typical slow-motion approach, 
it beautifully merges John and Yoko’s heads 
together, before the couple face each 
other. John and Yoko’s LSD-influenced 
intimate noise album Unfinished Music No. 
1: Two Virgins, created the night before 
they first made love, provides the  ambient 
abstract soundtrack – and lends the film 
a mobile and marvelous mood. Indeed, 
Two Virgins may be the Plastic Ono Band’s 
most successful collaboration in terms 
of balanced equity. It certainly set the 
standard of precedent for their choice to 
merge their creativity together (for better 
or worse). 

The Plastic Ono Band’s congregated 
intimate but impersonal open structure 
coincided with Lennon’s tumultuous 
personal and artistic transformations La Monte Young, Batschkapp, Frankfurt, 1992 © Wolfgang Träger



occurring around the breakup of The Beatles and his interests in radical politics, experimental film, 
and avant-garde musique concrète audio art – best demonstrated with the Unfinished Music No.1: Two 
Virgins and Unfinished Music No. 2: Life With The Lions recordings. As these examples of the Plastic 
Ono Band suggest, late-60s Fluxus was not only transmitted through records and objects and relics of 
the performances, but also existed as a collective media consciousness that focused on the fluidity of 
people and material. In this way everybody just do-it-yourself Fluxus (and subsequent Neo-Fluxus) music 
is essentially a multi-mediated phantasmagorical process using receptive collaboration, random (or 
semi-controlled) chance with a dollop of wry humor. It values anti-commercialism, and so is a collective 
representation that mutates the ideology of the modern capitalist world. But Ono’s Plastic Ono Band 
created a band that would never really exist, because it was in flux: it didn’t have a set number of 
members and accommodated anyone and everyone who wanted to play with it (in theory). But art and 
music movements don’t work that way. They are defined by the people associated within the group.

Yet Fluxus attention asserts synchronicities: emphasizing events that seem connected but are not 
causally related. This primordial but heroic appropriation of the present bares the ontological weight of 
an important cultural assertion, even as Fluxus art promises multiple fluid alternative conceptions of both 
the past and the future. The Neo-Fluxus ideal wants to achieve that self-possession in the here and now. 
Bravo! For this is consistent with the Dadaist belief that art will always be born from the chaos of time by 
gazing at an excess of possibilities in the now. Ideally, the current Dada-inspired avant-garde recognizes 
no past or future, but lives freely within a repetitive be-here-now present that overwhelms. It continues to 
forge art practices that reveal the profound complex ambiguity of the present. Because, for the Dadaists, 
the future was not to come. It had already arrived. 

So by being always present, Neo-Dada Fluxus and Neo-Fluxus artists and musicians obliquely 
render an applicable technique for making important art today. For example, Agnese Toniutti’s sensitive 
performance of La Monte Young’s Composition 1960 #15 to Richard Huelsenbeck reminds us of just how 
Dada-linked Fluxus music is. Starting back with Young’s organized series of concert-performances at the 
top floor loft of Yoko Ono at 112 Chambers Street on a snowy day in December of 1960, the Ono-Young 
idea was a series of small art events involving visual artists, musicians, dancers and composers – mixing 
music, visual art and performance together. The audience for these events included Dadaists Max Ernst 
and Marcel Duchamp. 

Young’s dedication to Huelsenbeck is telling and informative to the Stolen Symphony / Keep Together 
(fluxus & neofluxus) project – as it offers a validating spin that is quite curious in its internal contradictions. 
Dada’s preoccupation was with the present. Dada was also disrespectful – as it emerged during a period 
when Europe was being buffeted between regrets for a nasty past and appeals to a revolutionary utopian 



future. Yet Dada insisted on a continuous now that revolted against any commemorative appropriation 
of coherent history. So I see this Neo-Dada Neo-Fluxus project as a valid passing of the disrespectful 
avant-garde torch to today (whenever that is you read this). That hot torch is a loving state of free 
mind based on cross-generational art friendships and sharing actions in which artists of all nationalities 
may find kindred spirits. Like The Plastic Ono Band, this project takes the improbable Dada proposition 
of a continuous now rather seriously, which is why it is so much more than an elegy to a lost era of 
rebelliousness. In a sense, it conveys a strange global truth: that even putatively modern, secular, and 
rationalist cultures need some form of chance-based primordial divination.

Insofar as the deliberate obtuseness of the present is a major point of this project, I was delighted 
to have uncovered some germane connective material here that is applicable to our own eternal now. 
I figure that perhaps Stolen Symphony’s unconscious intention is to achieve a phantasmal integration with 
the avant-garde past by dissolving avant-garde history into new artistic energy. Such a dynamic active 
aesthetic suggests the potential of avant-garde re-configuration then, as it subsumes our previous world 
of historic representation into a phantasmagorical cluster of overlapping linked observations of history 
embedded forever now within precise extractions of current mentality. That free love of art door, that the 
Plastic Ono Band kicked open, remains wide open.

So open ears that encounter this avant-garde-after-avant-garde material might find an opportunity 
for new transgressive thoughts – ecstatic impulses even that proliferate in proportion to historically 
determined restrictions. If so, this continuous now historic audio project – that embraces artists who drew 
from and interpreted Dada in the 1960s – will have no end, but always a present, as it contributes to an 
inventing of a sound art in which what matters is no longer famous names or dated movement identities 
– but rather dense, phantasmagorical forces developed on the basis of inclusion – where things are heard 
from the depths of inclusive density – withdrawn, perhaps – adumbrated and darkened by obscurity, 
perhaps – but bound tightly together and inescapably grouped by the vigor that is fermenting an aural 
discourse today both capricious and, paradoxically, historically responsible. 



Eric Andersen and the Opus 1961 by Per Brunskog

The first question that comes to mind when asked to write about an “opus” created by Eric Andersen is: 
Are there one or several instructions / pieces / phenomena with the same designation?

This form of opus-description of Andersen’s works has often been random. Something he came up 
with within the moment. When someone asks for the title of a work, he constructs one. After almost 60 
years of randomly inventing titles, chance has sometimes led him to use two different numbers on one 
work and the same number on different works.

With regard to Opus 1961: I found two works with this title, but it is impossible to determine if they 
are exactly the same work. But, hopefully, they match the work on this CD/LP. The first Opus 1961 I got 
from Andersen (this is no guarantee of authenticity). It is an A4 paper with instructions with notes and 
descriptions on how the work should be performed. The other Opus 1961 is a film on a website, recorded 
at Queensland Art Gallery, Australia, dated 20 December 1997. Regardless of whether I describe the right 
piece of music or not, the most important is the experience of the text itself (and the pleasure of writing 
it). That it starts or ends a thought process in the brains of me and you as readers, or that it destroys 
the base of knowledge we understand our world from. Do not forget: it’s you as the reader who is the 
material, and the text is an algorithm, manipulation of your consciousness.

Given the title, we can conclude that Opus 1961 was written before, after, or around the year 1961. 
With the help of what has previously been written about Andersen, we are informed that he was born in 
Antwerp, Copenhagen or a city north of London, and that he was born after 1940, 1942 or 1943. Upon 
reading his CV, we get to know a couple of world history events and pieces he did not create.

These confusing concrete facts about Andersen are not about: lies, mysteries, or humour. It is a central 
choice in Andersen’s artistic work. He has never left personal imprints in his work. Thus, it is not interesting 
either to focus on the person in the description of the works. From this conception of art, Andersen and 
I agreed that I should write a book based on his work: Glorious Ways of Unproductivity. The names “Eric 
Andersen”, “art” and “Fluxus” were not allowed in the texts. The personal and other information that 
limits our perception of the world would be excluded. Instead, I described what Andersen has produced 
as pure natural phenomena. In other words, something that can be observed from the outside, without 
imposing my own personal values. As something that is and has become without human interference.

In fact, it is contradictory to describe what Eric Andersen created as “art”. Because we all know that 
art is a part of human culture, and everything that has been described as culture is something that is 
stuck in its form. Andersen’s view of art is that it should rebel against culture, not validate it. He refers 



to art that fits into culture as “cultural art”. According to Andersen, this kind of art merely confirms our 
own perspectives and preferences; without pointing out the shortcomings of humanity’s limited ability to 
understand the world and our inadequate 
mental orientation and intelligence. This can 
also be seen in his interest in the monkey 
that one day will replace Homo sapiens as 
the dominant species on earth.

That human beings intuitively believe 
we are complete “beings of reason” is 
probably the most important access point 
to Eric Andersen’s body of work and line of 
thought: where he plants a seed of doubt, 
in both our inductive and deductive ways 
of thinking.

Most of the contemporary artists in 
Andersen’s generation and their successors 
consider themselves “conceptual”. But 
not Andersen. For him, it’s all about the 
material. Human thinking and human 
culture are his materials. But also the 
structure of the universe or the global postal 
service; museums and art institutions. In 
Mitologia della lingua he used the liturgy 
of the Catholic Church as material. The 
succession order of the Danish monarchy 
became material in Hommage a Emma Gad 
and the subsequent annual celebration of 
The Idle Walk. Our sense of sound, smell 
and taste were materials in Protected and 
Preserved, which started changing each 
other’s perceptions in several unexpected 
ways. Andersen has materially dissected 
and innovated the film and radio media in 

Eric Andersen, Galerie Krinzinger, fluxus subjektiv, Wien, 1990 
© Wolfgang Träger



a large number of works. The sports excitement and enchanting force became materials in Boxing – 
a sport involving participating parties touching each other. In Nose for Art, the art collectors became the 
material. The art collector who bought the work should earn his ownership by doubling the price within 
five years. If the collector failed to do so – hence not having a nose for art – he had to return the work to 
Andersen. When it comes to Opus 1961, the material is how to compose and perform music. Everything 
becomes material in the hands of Andersen, material he kneads, processes and manipulates.

Andersen doesn’t consider himself a conceptual artist, that is, an artist who primarily emphasizes the 
idea behind the artwork. Being a material-based artist, even when it comes to philosophy, has made him 
distance himself from those who classify him and others in Fluxus as neo-Dada. This is because both 
Dada and those who followed in their footsteps were completely focused on the work’s underlying ideas 
and perhaps, above all, the concept of art itself. For Andersen, and he also means for most participants 
in the original European Fluxus concerts in the early 1960s, it didn’t matter if what they did was art or if 
it was something else.

This is just one of many labels on Fluxus that Andersen opposes. He states that Fluxus was not a 
movement and never a thing that could be called an artistic-ism. There was no common expression, view 
of art or goal among those artists. What they had – and the greatness – was instead a global network 
of artists who helped each other by inviting the others to participate in events and exhibitions, stayed 
overnight in each other’s homes and participated in the others’ performances.

According to Andersen, only George Maciunas, the group’s self-appointed leader, had the ambition 
to make Fluxus an art movement. Lazily and uncritically, art historians later adopted Maciunas’s definable 
descriptions, as they more easily fit into the art history templates.

Andersen, on the other hand, believes that if there is anything expressively uniting most of the artists 
who participated in the Fluxus event it is that most of them later began working within the field called 
intermedia. This concept is certainly a crime against media, forms of expression and genre divisions 
previous generations of artists had limited themselves to. But at the same time, nothing new that unites, 
as the concept only opened up art to all materials, all media, all expressions and forms of expression. The 
common denominator and what they could agree on was thus that they had nothing in common. In the 
rearview mirror of history, this crime appears as the most important legacy from Fluxus, as there is no 
longer any media that unites contemporary art.

George Maciunas twice excluded Andersen from Fluxus. Andersen reacted with complacency. Partly 
because he had never seen Fluxus as a movement, but if it actually was, Fluxus had become a concept 
of culture and thus frozen in its form and thought. Nevertheless, Andersen was expelled for the first time 
in 1964, after he sent a postcard from Moscow, informing the orthodox communist (and paradoxically 



100% anarchist) Maciunas that he had performed one of his pieces. A Maciunas piece that involves 
eating, drinking and urinating in front of the audience. The second expulsion, six months later, came after 
Maciunas had reconciled with Andersen and invited him to participate in a Fluxus event in New York. 
Andersen, however, paid the audience to experience the performance, instead of charging an entrance 
fee.

Let’s consider a couple of other compositions relating to Opus 1961 before we immerse ourselves 
in it. One such is one of Andersen’s most talked about works: Opus 51 or, as it was later called, Opus 
51 - I Have Confidence in You. The composition consists of scores that are pages torn from a book 
with different fonts, i.e. the alphabet in uppercase and lowercase letters, the numbers 1 to 9 and some 
other common characters. On each sheet, the composer has left this message to the musicians: I Have 
Confidence in You. These scores are also accompanied by a few instructions for the conductor: the piece 
should be between 5 to 10 minutes, the orchestra should rehearse it five times before performing it, and 
they should never repeat any part of the performance. The musicians were also instructed to focus more 
on their co-musicians than their own playing. At the premiere by the Danish Radio Symphony Orchestra, 
there were also instructions that the orchestra should consist of a flute, an oboe, a clarinet, a bassoon, 
a horn, a trumpet, a trombone, a shakuhachi, six second violins, one first violin, a baritone, a cello, two 
double basses, one piano and the conductor. On this occasion, the score with three different fonts was 
written on twenty-one sheets, printed in seven copies, which the conductor intuitively handed out to 
selected orchestra members. The post-premiere discussions revealed that the members of the orchestra 
and, especially, the conductor did not have the same confidence in the composer as the composer had 
in the orchestra.

A similar mistrust on the part of the musicians in the composer occurred with the traditional brass 
band Harmonie de Cascades in Quebec. In this case, however, the conductor took the composer’s side 
and threatened to leave the orchestra if the musicians would not play Andersen’s work The Untactics 
of Music. As regards Opus 51, it was the composition itself that became Andersen’s artistic material; 
here the artistic material was the whole orchestral structure, its traditions and the audience. Specifically, 
The Untactics of Music consists of a number of algorithms that go into and change already existing 
compositions, which are part of the brass band’s repertoire. Composing with algorithms is nothing new, it 
did not only emerge with the advent of computers. It had been done since the 18th century, for example, 
by starting from one tone, after which you dice randomly with harmonizing tones that will follow and 
so on. But Andersen’s algorithms were designed to replace certain notes and chord sequences in an 
already existing composition. In this way, the work becomes unique and adaptable to any brass band, by 
changing parts of the orchestra’s existing repertoire. The algorithms also divided the orchestra into small 



groups, each receiving individual parade routes through the city. This meant that anyone who wanted 
to enjoy the entire orchestra’s performance of The Untactics of Music had to be in a hot air balloon 
a hundred metres above the city.

Working with algorithms that change 
an existing material is something that has  
become virtually synonymous with Andersen’s 
approach, or, if you will, he lets the algorithms 
do the work for him. This is a form of mechanical 
processing of the material that does not leave 
any personal traces of the author.

In addition, during the first half of the 
1960s, Andersen was one of the first artists 
to work with computers. And from what 
I have ascertained, the first who not only 
became interested in computers as a graphic 
tool or a mysterious machine of the future, 
but also applied the logic and language of 
programming in his artistic method. Among 
other things, he published the poem Opus 
1966. The poem could only be read by a few 
high-ranking intelligence officers within NATO 
and the Warsaw Pact, since they were the 
only ones who had at the time access to such 
advanced computers, capable of converting 
the poem’s data code into readable text.

In another work from the same decade, 
Andersen guided the audience through an 
exhibition by means of a number of roadblocks 
limiting their movement through the space.

Every morning the barriers were moved 
on the basis of the average placement wish 
of the previous day’s audience. Every evening 
after the exhibition closed, Andersen collected Mieko Shiomi, Fluxus Virus, Köln, 1992 © Wolfgang Träger



the audience’s wishes and rode his bike to an institute outside Copenhagen, which had one of the few 
computers of the time. Here, he let the computer calculate where the barriers would be positioned the 
following day. This procedure took all night. So the only sleep the artist got over the exhibition period 
was during the few hours the exhibition was open.

I mentioned in the introduction that I found two works titled Opus 1961. One consists of an 
approximately five-minute film from Queensland Art Gallery. The film is a sequence that seems to start 
and end in the middle of a performance. There’s a black grand piano, four pianists dressed in black and 
something resembling an art audience. On one specific occasion, the first pianist approaches the piano 
and begins to play. He presses the key on the far left. After a certain time interval, he presses the same 
key again and then the key that is next to it. Then both of these keys simultaneously. In this way, he keeps 
building: key one, two, three, four and then all at once. Restart from the left side of the keyboard, key 
one, two, three, four, five and all at once. When reaching key number ten, the first pianist’s fingers run 
out and pianist number two comes and helps, so that all keys are to be pressed in a distinct beat. This 
is where the film ends, so you can only assume that the sequence will be expanded, that the third and 
fourth pianists, dressed in black, will enter, and the performance will turn into an acrobatic performance, 
when all the piano’s 88 keys will be played in the same distinct beat and the grand piano thunder in all 
its seven octaves.

On the A4 sheet with instructions for Opus 1961 I received from Andersen, it’s obvious that the piece 
could have been designated a different opus number. On this piece of paper, the opus number is written 
by hand, whilst the rest is typewritten. The instruction contains two alternative notes: one based on twelve 
bars and one on sixteen. Each of the alternative notes begins with an F clef: following half notes and 
whole notes in different ascending systems, each ending with a cluster, meaning that all the newly played 
notes are joined together in one distinct beat, in order for a new, larger ascending system to be captured 
by a cluster, and so on. These instructions then follow:

Or: any kind of development following a simple mathematical system (e.g. the logarithm of the 
notes).

It is permitted to start with the upper note of the keyboard, and then go down.
It is also permitted to begin in the exact middle of the keyboard and progress outwards in both 

directions.
It is permitted to have several at the same time.
The piece can be played by any number of any instruments.



Fluxus: Still in Flux by Olaf Hanel

The circumstances of the origination and the actual history of Fluxus, and the international 
movement’s impact on the development of the arts over the past three decades or so, continue to be 
explored by experts and paid attention to by a wider public. Attesting to this interest are the number of 
exhibitions dedicated to artists associated with Fluxus, accompanied as they are by extensive catalogues 
and other publications, presenting new insights. All those who in some way or other have had something 
to do with the movement, either as professionals or non-professionals, still deem Fluxus to be associated 
with the radical evolution of art in the 1960s within the global context, with something provocative, 
nonconformist, experimental, humorous and inspiring.

The most reliable way of retracing the history of Fluxus is from the reminiscences of those who were 
there. Yet, as those connected with the movement disagree in the description of many a detail, it is no 
wonder that the authors of new publications have resorted to comparing individual texts in the hope of 
contributing to the unveiling of the certain mystery in which Fluxus has been shrouded to the present 
day. Nevertheless, the texts do concur in one respect: that in its time Fluxus constituted the culmination of 
activities aimed at shifting the borders of art so radically that it would efface the differences demarcated 
by the contours of the conventional understanding of artistic creation, and its significance and position 
in life. Some specialists have ventured even further, equating the importance of Fluxus with that of the 
Renaissance era. 

When it comes to early Fluxus, all the experts agree that the movement’s spiritual leader and initiator 
was George Maciunas, without diminishing the relevance of anyone else who participated in its activities. 
To elucidate Maciunas’s life, we have chosen the artist Nam June Paik’s recollections.

In 1947, Maciunas’s family fled from Lithuania to the USA. It comes as no surprise that George, a 
dynamic personality, fitted into cosmopolitan New York, drawing inspiration from the local ethos, while 
concurrently contributing his own, major input. At the time, he became the closest associate of Claes 
Oldenburg.

The origin of Fluxus may be dated 1961. Nam June Paik points out that the movement was influenced, 
or rather inspired, by the underground films presented by Jonas Mekas and Yoko Ono, who in her loft 
in Chambers Street in Lower Manhattan gave performances at sessions organised by La Monte Young.

In mid-1961, Maciunas wrote to three artists in Europe: the poet Hans G. Hans, the composer Sylvano 
Bussotti and Nam June Paik. The only one of them who replied was Paik, who at the time was closely 
acquainted with Joseph Beuys, who lived in Düsseldorf. Beuys held Maciunas in great esteem, and in 
1965 joined Fluxus.



In 1963, La Monte Young and Jackson Mac Low co-published An Anthology, sponsored by the 
architect and philanthropist Paul Williams, who organised the artistic commune in Stony Point, New 
York. George Maciunas designed the publication’s layout and title pages. Worthy of mention is that he 
was inspired by the typeface experiments of the Czech book designer Oldřich Hlavsa, whom Maciunas 
admired.

Yet the history of Fluxus actually dates back to the late 1950s and the New School of Social Research 
in New York City, where John Cage taught a series of classes in experimental composition. Today we can 
say that fate or strange coincidence brought together figures whose involvement in the movement’s 
activities has been deemed essential. They include George Brecht, Jackson Mac Low, Al Hansen, Dick 
Higgins and others. Higgins recalled that the compositions created by the attendees of the classes were 
not at all similar to Cage’s pieces. Acting rather like an uncle or grandfather in a large family, Cage 
himself was not overly satisfied with the results of his students’ work. In 1961, George Maciunas opened 
the AG Gallery on Madison Avenue. The composer Richard Maxfield, one of those who had attended 
Cage’s classes, convinced Maciunas to hold performance events presented by the students. At the time, 
La Monte Young and his group moved from San Francisco to New York, which resulted in a vital contact, 
paving the way to the creation of An Anthology.

The publication of An Anthology was preceded by publications in the 1960s of several issues of 
Fluxus magazine, initially conceived for a projected Lithuanian Cultural Club in New York. The aim was 
to provide an overview of the contemporary artistic cultural phenomena in flux, such as electronic 
music, experimental cinema, happenings, lettrism, sound poetry, anarchism, nihilism, with specific issues 
focusing on Europe and Japan. After interminable delays, the magazine’s first volume, Fluxus 1, was 
published in 1964. Its exquisite presentation and graphic design were fascinating and entirely singular 
at the time. Mainly containing printed art pieces à la Fluxus, there remained hardly any room for essays 
and analyses. Instead of striving, albeit in line with the movement’s intentions, to extend the array of 
artistic magazines, Maciunas’s idea was to publish a special Fluxus encyclopaedia. The distribution of 
Fluxus 1, just like its graphic design and content in particular, was totally unique at the time. Maciunas 
opted for the word “flux” mainly because of its different meanings, bringing to the fore three particular 
senses: purge, tide and fuse. These were ultimately incorporated into a three-part Manifesto (1963), 
which set out the mission, objectives and philosophy of Fluxus. The final sentence of the first section of 
the Manifesto reads: “PURGE THE WORLD OF ‘EUROPANISM’!” By this Maciunas questioned the role 
and status of “the professional artist, art-for-art ideology, expression of artists’ ego through art, etc.,” 
and called for openness to other cultures. The composition of the Fluxus group was exceptional in that 
it included several Asians (Ay-O, Mieko Shiomi, Nam June Paik, Yoko Ono), as well as the black American 



Ben Patterson, and that it reached from Denmark to Italy, from Prague to New York. The second part of 
the Manifesto, relating to flux as “tide“, promotes anti-art, non-art reality to be grasped by everyone, 
professionals and amateurs alike. The third section, referencing “fuse”, champions cultural revolution, 
which, among other things, should lead to absolute artistic anonymity. Maciunas was for collective spirit, 
anti-individualism, suggesting that all pieces be made anonymous, and thus the author would be “Fluxus”. 

Earlier, Maciunas had left the US for Europe, to escape his creditors and to broaden his operating 
range. He took with him a large quantity of material that had been collected but would not be used in 
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An Anthology, and began working on the aforementioned Fluxus 1. Moreover, Maciunas mingled with 
artists creating in a similar vein, including Emmet Williams, Name June Paik, Lugo Gosewitz, Wolf Vostell 
and Benjamin Patterson. Ay-O acquainted him with ample documentation from Japan, particularly about 
the Guitay group. 

In the summer of 1962, during his time in West Germany, where he worked for the US Army, Maciunas 
prepared a large-scale Fluxus festival. The Düsseldorf-based critic Jean-Pierre Wilhelm mediated contact 
with the Wiesbaden Museum, which, somewhat begrudgingly, would ultimately grant approval for 
holding the event. Dick Higgins and Alison Knowles came over from New York to help Maciunas. Even 
though one of the concerts on the programme gave rise to a great furore, the festival went on to travel 
to Copenhagen, Paris, Düsseldorf and Stockholm. At the same time, London and Amsterdam hosted an 
exhibition of Wolf Vostell’s paintings. At the beginning of 1963, Higgins and Knowles returned to New 
York, where, along with George Brecht and Robert Watts, they proceeded to organise the Yam Festival. 
Performance events in the Fluxus spirit were accompanied by the experimental dancers Yvonne Rainer 
and Trisha Brown. The festival also featured Allan Kaprow’s happening, as well as pieces by Wolf Vostell 
and George Brecht, who had arrived from Europe. For the occasion, Brecht created V Tre, an offset 
lithograph on paper, an antecedent issue of what would become the Fluxus periodical.

Maciunas returned to New York in the summer of 1963, when Fluxus activities culminated. Within 
an annual meeting of the American Cosmetics Association, he held the first concert, followed by a 
number of performances in his studio, the Fluxshop. Ben Vautier and Tomas Schmit arrived from France 
and Germany, respectively. In 1965, Carnegie Recital Hall hosted an event that was perhaps the largest 
Fluxus concert. Higgins recalled that the artists brought to the hall instruments they had got hold of, 
including Oriental ones. The orchestra was conducted by the Japanese critic and poet Kuniharu Akiyama. 
According to Higgins, at the time Maciunas was heavily influenced by Henry Flynt, a hardline Trotskyist 
who deemed European culture, including music and visual arts (with Fluxus being no exception), totally 
degenerate, referring to it as a special form of cultural imperialism. Fluxus was riven by schism, with the 
initial reason being compounded by Allan Kaprow, who arranged and invited his friends to participate 
in a performance of Karlheinz Stockhausen’s music-theatre piece Originale at the 1964 Avant-garde 
Festival of New York, established by Charlotte Moorman. Maciunas vehemently protested against the 
performance, accusing Kaprow of opportunism and even proclaiming that those appearing would no 
longer be considered Fluxus members. Although Maciunas was an influential modern art figure, one 
without whom we cannot even imagine the respective period, according to Per Kirkeby he was clerkish, 
did not drink or smoke, did not lose his temper and did not crave glory and fame. Emmet Williams said 
that he was a tyrant of the Tzara or Breton type. Here we touch on the sensitive question of who was and 



who was not a true Fluxus artist. In this respect, Maciunas drew up a specific scheme, which has been 
mentioned in extensive publications dedicated to Fluxus’s history, always demarcating the domains and 
disciplines in which this or that member of the movement was primarily active.  

Naturally, Higgins and Kaprow were infuriated by Maciunas’s behaviour. Al Hansen even broke 
off contact with him. The result was that Maciunas assumed a restrained approach to concerts and 
performance events, leaving organisational matters to others. Consequently, he proceeded to pay 
greater attention to publishing activities. During this time, he was assembling Fluxboxes, a large series 
of small boxes containing a variety of objects. Maciunas also pursued architectural projects, designed in 
Lithuania and intended to be implemented at a reasonable price in New York, which duly became the 
epicentre of Fluxus operations.

Nevertheless, parallel avant-garde art activities were carried out. Back in 1958, Ben Vautier had 
opened in southern France Le Laboratoire 32, a boutique that would become La galerie Ben doute 
de tout [Ben Doubts Everything Gallery]. In 1962, Daniel Spoerri introduced Vautier to Maciunas. At 
the Festival of Misfits in London that year, Vautier also made the acquaintance of Robin Page, Arthur 
Köpke, Emmet Williams and Robert Filliou. With his total theatre events and concerts in Nice (1963), he 
propagated Fluxus ideas in France. Vautier was soon joined by George Brecht, Donna Brewer, Marianne 
Staffield, Joe Jones and Robert Filliou. At the time, not a single critic in France took the movement 
seriously, with Fluxus not winning general recognition. After all, it was only embraced by a small group in 
Nice. Maciunas’s concert did not arouse any interest whatsoever. Robert Filliou’s and Benjamin Patterson’s 
visit to Nice was organised secretly.

How to describe the situation in Prague? Given the local circumstances, Milan Knížák‘s activities 
(either individual or collective, under the Aktual heading) come across as bold, heroic even. A truly 
major Fluxus figure, Knížák promoted the movement’s ideas in an enclave that other Fluxus protagonists 
considered exotic and dangerous alike. The existence of Fluxus in Prague served to prove that it could 
not be hampered by any obstacles, including cultural and political factors. In this regard, it may appear 
paradoxical that one of the characteristics of Fluxus activities in Prague was omnipresent humour. 
Perhaps this very symbiosis between awareness  of artistic responsibility, albeit within Fluxus’s intentions, 
awareness of the necessity to defend artistic freedom under any circumstances and a fair amount of 
humour made it possible to put Prague on the map as a vital centre of the movement’s activities. If 
Fluxus artists in France complained of a lack of interest on the part of critics, describing the setbacks in 
Prague is far beyond that which the scope of the present text allows. Let us, however, mention at least a 
few activities: those of Jindřich Chalupecký, who initiated and co-organised a Fluxus festival in Prague in 
1966; and Jaroslav Kořán, who that year informed the Czech public of Fluxus’s existence in an article for 



Sešity pro mladou literaturu (Books for Young Literature), as did Jiří Němec in Tvář magazine and, later 
on, Jiří Valoch in Milan Knížák catalogues. 

Notwithstanding the conflict caused by the performance of Originale, Fluxus continued to carry out 
its activities in New York. The movement’s ranks swelled, with the artists joining it including Geoffrey 
Hendricks, Bici Forbes and Ken Friedman, who later on initiated Fluxus West in San Diego.

In retrospect, the dispute does not appear to have been all that serious, given that Maciunas intended 
to buy a ship from the US Navy, with which he planned to sail around the world and hold Fluxus concerts 
over the next two years. Moreover, he even pondered purchasing a Caribbean island. 
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Yet, true to form, Maciunas changed his mind: instead of a ship, he bought a vast piece of land in New 
Marlborough, Massachusetts, with the aim to open an arts centre. He left New York and moved to the 
mansion, where he went on to pursue Fluxus-oriented activities until the mid-1970s. 

As Dick Higgins recalled, in 1978 several Fluxus artists organised in New Marlborough a Festschrift 
in Maciunas’s honour. At the time, it was clear that Maciunas was seriously ill. After a Halloween party he 
held, his condition deteriorated rapidly, although he tried to live more healthily. A few months before his 
death, Maciunas married the young journalist and poet Billie Hutchins. Higgins noted that when he saw 
Maciunas for the last time, in April 1978, he no longer laughed and made jokes. 

Fluxus members were never bound by any orthodox programme, never defined themselves by a joint 
manifesto, even though Maciunas wanted, at the beginning and in the movement’s heyday, them to be 
a monolithic group conforming to his imperatorial visions. Fluxus was and has remained a movement 
made up of creative individuals, affirming and seeking artistic freedom, as well as promoting civil liberties. 
The operating range of its protagonists may be compared to the movement of meteorites in a shared 
spiritual universe. The contrast between their starting points and the nature of their creations distinguish 
them from the orthodox Conceptualists, who in the late 1960s and, in particular, the 1970s enjoyed 
a surge of interest, similar to that enjoyed by the French New Realists. It should be pointed out that 
some of the Fluxus members – Spoerri, Filliou, Køpcke and others – fused with the latter. Their relatively 
frequent mistaken, or rather difficult, identification has been caused by numerous collections, which 
today are subject to ambitious museum exhibitions, with their owners and institutions inclining to global 
assessment of the said period. 

The legacy is, among other things, the ascertainment that the arts, and the visual arts in particular, 
are overly dependent on optic perception, observance of reality. Amid the given spiritual climate, the 
Dadaists sensed the necessity of extended expressive possibilities, novel expressive means in order to 
uncompromisingly shift the borders of apprehension of artistic freedom without any limitations. They 
felt obliged to free their creative endeavours of the confinements of the objective past, as well as the 
confinements of the subjective understanding of the contemporary diktat of modernity.

The ideas, and the creative potential, of Fluxus did not directly link up to Dadaism, owing first 
and foremost to its protagonists having possessed an extraordinary imagination, but also due to the 
non-conformist attitudes vis à vis the encoded situation in the world of art (today we would say “field 
of art”), with its staid institutions, specialists and market. It was not just the question of certain formal 
affinities and choice of media, for instance, the revived interest in the collage technique or ready-mades. 
A far more vital role was played by the interest and belief in the inevitability to modify the spiritual 
climate of the time on an international scale, and to make an indelible impact. In other words: to try 



again to change the world, to conjoin artistic and social revolutions into one, to undo the constraining 
links between art and life. 

In this connection, it has often been said that similar utopian efforts to attain such integration 
have always ultimately led to disappointment, which was also the case of Fluxus. As a certain kind of 
recognition, disappointment  precedes important ideational and mental examples steering one to the 
spheres that always remain an indisputable quality, a vision of the “ideal state”, a desire that is perhaps 
still encoded in the genes of contemporary civilisation, and in this respect similar “disappointments” can 
be assessed as an inevitable experience of future examples.

In the early 1960s, the terms “concept art” and “conceptual art” had clear and completely different 
meanings. In 1961, the mathematician and composer Henry Flynt coined the term “concept art” as 
Fluxus’s general characteristic. In 1967, Sol LeWitt defined “conceptual art” as that developed from Pop to 
Minimal Art. A somewhat simplified explanation of the difference is that conceptual art may be deemed 
a creative process unfurling in an intellectual and linguistic symbiosis, whereas concept art should be 
understood as a creative process involving immediate perception of more subtle and direct mental 
operations. The two approaches, naturally, blended together, overlapped, yet there were also utterly new 
transferences of social and political aspects into the spheres of art (Maciunas, Beuys, Filliou…).

Nam June Paik views the past as a drama of rejecting human isolation, seeing the future in the ecstasy 
of mutual communication. Milan Knížák had a similar sentiment at the time when he founded the Aktual 
group. This vision related to his feeling the urgency to rediscover the purpose of art in life, the desire to 
make life art (Jiří Valoch). Milan Knížák wrote: “Art for me is something that is not seen (nor heard, felt, 
etc.), something that even cannot be seen (etc.). Art invisibly fills the gap between us and our dreams, 
the gap between us and God, the gap between us and morality. It only depends on us how much of it 
we touch, sense, conquer, wedge into our own existence.” 



Musicalising Memory by Natasha Lushetich

Quantum physics claims that nothing that has ever existed can disappear. Nothing can be erased 
either. Particles that existed millions of years ago can come into instant interaction with the particles that 
exist today. Time is discontinuous. Multiple temporalities exist at the same time, as a superposition of 
all possible histories. The past is present in the present, not only as a result of past actions (we break a 
vase and the next time we come into the room the vase smithereens are on the floor) but as constant 
change. The world is movement, action, and a continuously changing mnemonic landcape of all its 
iterative becomings.

Today, we know that digital receiver-senders weave invisible geospatial memory. But haven’t bees, 
flowers, wind, dust, rivers, soil, rocks, among many other existents, woven invisible memory paths, 
spatial and temporal connections since time immemorial? When we listen to music – and for the Fluxus 
artists, as for John Cage, all sounds are music – we realise that we sonify music internally. We store 
sounds in a web of interconnections with other sounds – instrument, object, machine, human, animal, or 
environmental sounds. Listening is always already a remembering practice – a form of acoustic frottage. 
Like visual frottage (the rubbing of charcoal over a relief surface) it brings forth unexpected connections 
between the various sedimentations of wordly becomings. 

George Maciunas’s 1962 Solo for Sick Man performed by Anna Clementi, Henning Christiansen’s 
1986 Sturmsax performed by Werner Durand, La Monte Young’s Composition 1960 No. 7 performed 
by Nicolas Horvath and Composition No. 15 by Agnese Toniutti, Takako Saito’s 2018 Private Music, 
Milan Knížák’s 1971 (Maybe) Sonata [Keep Together (fluxus & neofluxus part II)] performed by Miroslav 
Beinhauer, and Bengt af Klintberg’s 2021 Triad for the Broken Pianos performed by Werner Durand, all 
bring concretism, noise, and their contemporary re-situations to the senses. Not only the sense of hearing 
but also movement, visuality, and touch. They also excavate – to use this archaeological expression – 
the Fluxus practice of scoring the everyday, of auralising the movement and memory-in-the-making 
in the form of performative instructions or four-dimensional ready-mades also called event scores. 
The practice of scoring is a practice of structuring, of creating interactive matrixes for cross-temporal 
thinking-doing-remembering.

Fluxus cultivated a receptivity, a sensorial attunement to the microscopic events of the world and the 
faintest modulations in environmental communication. We could say that the Fluxus artists auralised the 
world. This expression, ‘auralisation’ is usually associated with sonic simulations of rooms, buildings, and 
other architectural objects. But auralisation is also an emphatic temporalisation of ephemeral wordly 



becomings that sensitises us to the world’s many processes of composition, de- and re-composition 
always already underway in all things, and by engaging micro-perception and micro-listening.

Each of these pieces moves the 
listener’s lived time, time experienced by 
the body as situated in concrete present 
surroundings. Each piece also texturises 
attention and engages the listener in 
a participatory structuring of duration. 
We listen to these pieces in a non-linear 
way, similarly to the way we would view a 
sculpture – by coming closer and moving 
further away, concentrating on details, 
intuiting the relationship between one 
detail – a particular sound, pause or liminal 
moment – and another, contemplating 
the relationship between the piece and 
the movement (or stasis) it lends to our 
present situated-ness, as well as letting 
other, similar sounds and non-sounds 
resurface through mnemonic grooves and 
connections. 

Corporeally and sensorially, we know 
that auralised temporalities exist in the 
movement of all things. Auralisation 
makes possible a sensorial understanding 
of time as multi-dynamic existence and 
superposition by rendering concrete, 
corporeal and material time of musical 
instruments such as the saxophone and 
the piano or the human voice palpable. 
This active duration is present both in the 
pieces that rely on sequence-linked sounds 
and in those that are mainly concretist, Henning Christiansen, Kunstverein, Bonn, 1989 © Wolfgang Träger



like Maciunas’s Solo for Sick Man. Active duration is, in all of them, a ‘streaming’ of multiplicitous time. 
Many (historical) auralising Fluxus pieces transposed the gradual nearing of the threshold of audibility or 
perceptibility to the subtleties of liminal sound or liminal image, such as Yoko Ono’s 1955 Lighting Piece or 
Mieko Shiomi’s 1966 Disappearing Music for Face. Others attuned the listener/ percipient to vertical, non-
extensive duration, like Takehisa Kosugi’s 1962–1979 South series. Yet others attuned the listener to the 
crescendo and decrescendo of superposed temporalities unfolding in the most ordinary actions, such as 
walking, eating, sleeping, cooking, writing, like Ken Friedman’s 1967 Unfinished Symphony. All enhanced 
the micro-perception of the specious present, which refers both to energising the already-present 
perception and to producing temporal thickness. 

Specious present is the horizon of what has just passed and what is about to happen. It’s divided 
into three scales: the scale on which elementary events are perceived in milliseconds, a duration which 
marks the minimum distance needed for two stimuli to be perceived as non-simultaneous; the scale 
of relaxation time, measured in hundreds of milliseconds which refers to the ‘sinking in’ of sensations; 
and the scale of narrativity, measured in seconds in which the ‘imprint’ left by the perceptual object 
is temporally extended in a process of interpretation. As an integrative activity of different scales, the 
specious present consists of retention and protention. Retention retains phases of the same perceptual 
act in a way that is different from the experience of the present. Protention is an indeterminate that is 
about to take place. The combination of the two makes the temporal horizon vibrate in a way similar to 
the vibration produced by the heat haze. 

Because these pieces have a connection with a specific historical moment in which they were 
composed and first performed – including people, places, and specific historical circumstances – they 
integrate memory by linking the known to the intuited and the imagined. At the same time, they ‘leak’ 
into the present environment. There is a Buddhist meditation practice in which the arising and subsiding 
of micro-perceptions is the material of the meditation. The practitioner here doesn’t brush aside the 
various associations and preoccupations but is encouraged to follow their flow. Something similar occurs 
when we listen to concretist pieces which superpose concrete sounds sampled from a different historical 
epoch to contemporary ones while also interweaving today’s everyday sounds – the mobile phone 
vibrating, the rusting sound of the computer fan, the occasional crackling of the central heating.  Such 
interpenetrations create a multidimensional temporal experience because the listener keeps coming 
back to the sounds unfolding in the specious present with heightened perception. Trips to the temporal 
dimensions and/or durations of other things and existents sedimented in the listener’s own perceptual 
reservoir add a different texture to the already rich temporality produced by re-performing historical 
pieces. The mutually configuring relationship between the different ‘streamings’, that of the concrete 



now moment, the vibrating specious present and internal sonification produces a lived sense of temporal 
superposition.

This is very different from the uninterrupted ‘continuity’ of melodic – linear and tonal – pieces, 
suspended between the past and the future, as it is in this suspension that musical time is produced – the 
time commonly understood as the time the piece evokes, rather than the time the piece takes. These 
re-performed Fluxus pieces auralise ‘ordinary’ time (which is always already the time of superposition) 
by disrupting the past-present-future continuum. They implicate the listener in the interpenetration 
of different temporalities – the time of a bottle or a fork being very different from that of a piano, 
saxophone, or human being, eliciting a minutely temporalised mode of attention, which is also 
recollection, and layering chronometric and integral time – the evenly spaced, articulated time, and the 
uniquely organised, intrinsic time of a particular sound or a cluster of sounds. 

Auralisation is not an attempt to render everyday life musical in the sense of refrains or arabesques. 
On the contrary, it’s an attempt to make material, corporeal, and lived time and their modes of 
remembering vibrate in multiple temporal dimensions, dimensions where abrupt surges of intensity 
alternate with time that weighs like a ton of bricks. Human perception is formatted by what is usually 
called the phenomenological vector. Although there are invariants in human physiognomy – we don’t 
have eyes in the back of our head, which is why we don’t have 360 degrees vision – the phenomenological 
vector is the culturally formatted structure of experience that makes possible certain perceptions and 
interpretative directions. The phenomenological vector also separates the perceptual field from what we 
might call the perceptual ‘unworld’. 

What pieces like Maciunas’s Solo for Sick Man, Christiansen’s Sturmsax, Young’s Composition 1960 
No. 7 and No. 15, af Klintberg’s Triad for the Broken Pianos and others do is to disclose the worlding of 
the unworld where object, instrument, human and mechanical temporalities communicate their histories 
through mnemonic grooves, hinting at an immanent metaphysics of existence in which space, time, 
events, beings and objects interpenetrate to create memory that is inseparable from the worlding of 
the world. 



In Continuum Fluxus: 1961-2021 by Eric Andersen

What is…? 

Internationally

Fluxus is probably the phenomenon in the art world of the 20th century that historians and other 
scholars have the most difficulty grasping. The reasons range from a simple lack of will to downright 
laziness. Although the contribution to the debate by many artists may have been by way of droll 
misleading comments, we have never shirked from clarifying the issue, if and when interest was shown. 
For the most part, though, historians suppose that living artists are just out to make trouble. 

Most art historians and mainstream curators continuously try to persuade the public that Fluxus was 
a movement, albeit an art movement, an all-out American affair. When these frenzied grumblings are 
connected to large economic interests one can into the bargain often find such a peculiar designation 
as “Fluxism”. 

But this is pure rubbish. Fluxus emerged almost as a reaction to the sad truth that art for more 
than two hundred years found its classification within “isms” and was resigned to being reduced to 
stereotyped personal expression. 

Fluxus stood in complete contrast to this world and became at least two incompatible entities. 
It was one thing in Europe in the years 1962 and 1963 and later something entirely different in the 

USA, at the time George Maciunas, without any tremendous success, attempted to transform the lot into 
one form and one strategy. 

The term Fluxus was first used in Europe and it was also here that the first Fluxus Festivals were held, 
the first venue was Wiesbaden and then Copenhagen, Düsseldorf, Paris, Amsterdam and many other 
places during 1962 and 1963. 

A quite unique new departure had taken place simultaneously in Europe, the USA, and Japan in 
the late Fifties and early Sixties. A completely different understanding of art, which a few years later 
would be dubbed InterMedia by artist and scholar Dick Higgins. While in the USA and Japan this new 
view of art only penetrated in mega centres like New York, the West Coast, Tokyo and Osaka, in Europe 
around 1960 it had spread largely to all major cities. Piero Manzoni was working in Milan and later Chiari 
in Florence and Marchetti in Milan. In Madrid and Barcelona Juan Hidalgo, Esther Ferrer and Carles 
Santos. In Paris and Nice Yves Klein, Daniel Spoerri, Robert Filliou, Ben Vautier and Nouveaux Réalistes. 



In Cologne Tomas Schmit, Ben Patterson, Nam June Paik and Wolf Vostell. Emmett Williams in Darmstadt 
and Zero in Düsseldorf. Willem de Ridder and Wim Schippers in Amsterdam, Arthur Køpcke and myself 
in Copenhagen, and Bengt af Klintberg and 
Pistolteatren in Stockholm. The list goes on 
and on. Eastern Europe and the Soviet Union 
presented an entire chapter onto itself, which 
I choose not to dwell on here. 

We all found ourselves in marginalised 
positions but were steadily and calmly creating 
the necessary platform for our work, which 
had already from a hesitant start pointed in 
all possible and totally different directions. 

George Maciunas’s role in Europe was 
to assemble us at the first festivals, to which 
he together with Alison Knowles and Dick 
Higgins brought along a succession of new 
scores and  performance directions from La 
Monte Young, George Brecht, Bob Watts, 
Yasonao Tone and many others, who could 
not participate personally. 

Although these festivals represented 
the first major public platform for our work 
we were all at odds with George Maciunas 
when he tried to organise us into a group, 
with a common strategy and aesthetic. He 
himself stood out as the most amazing, 
self-contradictory mixture of neo-Dadaism 
and Leninism. He tried manifestos. We all 
disagreed. 

He tried to create unity. We all disobeyed. 
He wanted to appoint us ambassadors 
of Fluxus. Everyone disassociated. But we 
were at the same time rather amused by his Ben Patterson, Kunstverein, Bonn, 1989 © Wolfgang Träger



innumerable slogans, diagrams designed to show the true connection and all the other propaganda 
material that gushed from him. His Utopia developed with headquarters, regions and branches with 
generals, majors and corporals. A fantasy on which mountains of books have been published almost 
sixty years on. 

What we did in the meantime in actual fact was to establish an international artist network, with wide 
ranging mail art activities. As far as I am aware, Fluxus was the first international network to be set up by 
artists themselves. A type of pre-PC database and a net for art and communication. 

The main actors in this network were Dick Higgins, George Brecht, Ben Patterson, Yasonao Tone, 
Ben Vautier, Robert Fillou, Willem de Ridder, Jackson Mac Low, Bengt af Klintberg, Arthur Køpcke, Tomas 
Schmit, La Monte Young, Alison Knowles, Bob Watts, Ay-O, Eric Andersen, Nam June Paik, Emmett 
Williams, Larry Miller, Geoff Hendricks, Milan Knížák, George Maciunas, Yoko Ono, Philip Corner, Wolf 
Vostell, Mieko Shiomi, Takako Saito. 

It would be hard to find greater differences of expression, temperament, position and opinion than 
among these artists. 

There was one thing common to most, but not all: an understanding of art as InterMedia. 
The most common misconception being floated is that InterMedia was born following the 

development of 486 processors in the Eighties and that the phenomenon is unthinkable without a 
definite medium: a computer with a very fast processor. 

InterMedia, however, does not have any definite form or scale, or attach itself to particular 
circumstances. As the term implies it does, on the other hand, find a place between other media. 

This view of art was first conceived in the period 1958–1962 and has constantly changed form ever 
since. It cannot by definition be categorised as a thing, only as methods. 

InterMedia rejects art and communication as production. Instead, it seeks by means of constant 
innovation to conduct fundamental research in human articulation. 

The oeuvre here is not a demarcated unit. The work is open and undergoing constant change, 
because it includes the spectator. You can but participate in such a work, also by means of mere reflection. 

It is quite telling that the terminology we used in the late Fifties and early Sixties has now been 
appropriated by the media world. The main terms at that time were: Globalism, Simultaneity, Network 
Structures, Events, Occurrences and Interaction. 

This is what brought us together and this is almost the opposite of what George Maciunas tried to 
move Fluxus towards when he returned to New York. For him Fluxus was an international avant-garde, 
which should fight cultural imperialism, and change society and its cultural institutions. 

In New York from 1964 and up through the Seventies he tried to style Fluxus. The rest of us remained 



quite unperturbed. He was well regarded as a very capable organiser and graphic designer but publishing 
work in the way he did was quite different from our manners. 

It is interesting to note that no art historian has seen fit to point out that by far the majority of the 
artists who participated in the Fluxus festivals of 1962 and 1963 could only on very rare occasions work 
with George Maciunas, after he established his headquarters in New York. Rather, George Maciunas must 
be remembered as the amazing initiator he was. Both when the network was being established in 1962 
and Soho in New York was being developed via artist cooperatives. 

Myths about Fluxus abound then as now. They went to such extremes in the Seventies that the 
art reviewer on one of Copenhagen’s main dailies Politiken solemnly declared that Fluxus was an art 
movement founded by Joseph Beuys. Beuys attachment to the network was always periphery, although 
his work had been immensely influenced by a Fluxus visit to Düsseldorf in 1963. 

Another rather amusing notion is that Fluxus is a type of neo-Dada anti-art movement with John 
Cage as father and Marcel Duchamp as grandfather. We were, of course, very fond of them both, 
both as people and artists, but it can never be said that either was the most important prerequisite for 
InterMedia. 

We were just as enthralled by Manzoni, Yves Klein, Man Ray, Marinetti, Malevich, Buñuel and many, 
many more. And besides Ben Vautier ’s lush coquettishness not much of the anti-art label can be 
attributed to anyone.  

Nationally

At the beginning of the Sixties in Copenhagen we had two quite fruitful art/music bases. The 
Organisation of Young Composers (DUT) and Gallery Køpcke. Although normally there was no contact 
between them, they did come together to bring the scandal-ridden artists from the Fluxus festival in 
Wiesbaden to Copenhagen.

DUT had brought several Darmstadt composers and musicians to the city and Gallery Køpcke had 
exhibited Piero Manzoni, Dieter Roth, Daniel Spoerri, Robert Filliou and Niki de Saint-Phalle, among 
others. DUT had just recently selected the two most orchestral of the numerous performance events I had 
submitted in 1960 and commissioned Finn Savery and Jøgen Elniff for their rendition at Thorvaldsen’s 
Museum in January 1961. Later in the same year, DUT was similarly responsible for a concert/cabaret with 
Nam June Paik at Louisiana, in connection with the “Movement in Art” exhibition.

In November 1962 the battle was on with six evenings in a row, to full houses, in Nikolaj Church. 
The participating artists were Alison Knowles, Dick Higgins, Ben Patterson, Emmett Williams, George 



Maciunas, Wolf Vostell, Arthur Køpcke and yours truly. It remains a mystery to this day how these eight 
curious, inquiring people could put the world so spectacularly at sixes and sevens.

The outrage in the Danish media and art world was total. Newspaper headlines bayed SCANDAL and 
DILETTANTES. Now the absolute bottom had been reached and someone would be made carry the can. 
When something like this could happen, then the world was almost not worth living in!

In the traditional music world, in particular, knives were drawn and there was frothing at the mouth. 
Very few stood firm and defended DUT’s right to arrange such a festival, both within and outside the 
organisation’s ranks. Most crawled away and hid. 

Takako Saito, Kunstverein, Bonn, 1989 © Wolfgang Träger



As always, when a row erupts with art as the subject, the actual cause is something quite different. 
Accusations and recriminations are hurled back and forth, and only the truly initiated can decode the 
animated language. This also proved true in this scandal. It was but an exercise, a test, before the real 
battle for professorships, Danmarks Radio (DR) and the symphony orchestra would be fought. This came 
a few years later and its chief orchestrator was the above-mentioned broadsheet “Politiken”, the most 
outraged oracle in 1962. The festival itself can only be described here in general terms. One of the most 
tenacious myths circulating about Fluxus is that it is a type of cabaret in which artists perform short 
sketches often with a paradoxical, humorous or destructive twist. None of the original festivals were of 
such a character.

In Nikolaj, as in other places, the programme ranged over a wide spectrum. There were short events, 
which were almost over before they began, and there were works taking 45 minutes, double or more. 
There were surprising moments which produced laughter (among those with any sense of humour, that 
is), and there were extremely long, boring and insignificant pieces. Acrobatics and other quite demanding 
stunts were on the bill, and 30 minutes could be given over to the relaxing preparation of a fresh salad 
for the entire audience.

Items were planted on stage, among the audience, on the street outside, under the ceiling or hidden 
behind walls. Quite often the audience were the performers. At times, most of them could see most of 
what was going on. At others, no one or only a few could see anything at all. A great deal was taking 
place simultaneously and intervals could be long.

Fluxus returns, Roskilde 1985

Since that time, Denmark has hosted two major Fluxus manifestations: the “Festival of Fantastics”, 
in Roskilde in 1985 and “Excellent”, in Nikolaj in Copenhagen in 1992. But here we must also highlight 
the largest InterMedia event held in Europe to date, namely, “Margrethe Fjorden ‘96”, which was held in 
Roskilde as part of Copenhagen European City of Culture 1996.

Valborg Nøby was a legendary figure down through the years in Roskilde. She opened a gallery, Sct. 
Agnes, the aim of which was to present the most radical and contemporary art. Following the attempts 
in the Seventies to suppress Fluxus she felt that the time had now come to revive it in Denmark, in 1985.

In some quite extraordinary ways she found the necessary funding to invite ten artists to put on a 
total of eighteen performances over a period of seven days at thirteen venues around the town. The 
strategy behind this festival was to occupy the town for a period and its title, “Festival of Fantastics”, 
was borrowed from the most popular Broadway musicals of all time. The participating artists were Eric 



Andersen, Philip Corner, Geoffrey Hendricks, Alison Knowles, Jackson MacLow, Ann Noel, Anne Tardos, 
Ben Vautier, Bob Watts and Emmett Williams.

The performance sites were Roskilde Taxa, Sankt Ibs Church, the Viking Ship Museum, the Court 
House and Gaol, the Sports Centre, the Amphitheatre, the harbour area, City Park, the library, Town Hall 
Square and the Concert Hall. The festival succeeded in turning the town upside down for seven days. 
Rumours abounded and the local newspapers carried column upon column on the remarkable events 
which had invaded Denmark’s medieval capital.

An important consequence of this way of doing things was that every thinkable incident was 
suddenly interpreted as arranged specifically for the festival. All of the town’s inhabitants were in one way 
or another participants. When art eventually left the town, it left in its wake such a sense of emptiness 
that it was decided to establish an institute to keep the spirit alive. This in time became one of the 
Denmark’s most important exhibition galleries, the Museum of Contemporary Art, Word/ Image/Sound 
in the Bishop’s Palace, beside Roskilde Cathedral.

Copenhagen 1992

Renewed interest in experimental art arose almost simultaneously, everywhere. As brilliant satire now 
one and all wanted to host Fluxus jubilees. We were well chuffed and in the following year we circled 
the world to attend jubilees in New York, Chicago, Minneapolis, San Francisco, Montreal, Quebec, Dallas, 
Mexico City, Sao Paulo, Buenos Aires, London, Warsaw, Cologne, Wiesbaden, Munich, Vienna, Paris, 
Barcellona, Madrid, Milan, Venice, Bolzano, Istanbul, Thessaloniki, Seoul, Tokyo, Sidney, Brisbane, and 
many other cities.

And Copenhagen was again on the bill with “Excellent 1992”, in Nikolaj, which in the intervening 30 
years had become Copenhagen’s Municipal Art Gallery. As always, when we participate directly in an 
event we reinterpret our work and put it forward in altered versions. The Nikolaj festival would go on for 
four days and all had highly different characters.

The first evening was dubbed “Three Star a la Carte”. The nave of Nikolaj was stage set as a restaurant, 
with small and large tables decked with white tablecloths and a flock of white-jacketed waiters standing 
by. The menu was not food but performance courses.

The audience, who did not require tickets, could quietly take their seats at the tables and browse the 
menu, which was divided into starters, main courses, desserts, side dishes and so on. Prices ranged from 
DKK 35 to DKK 335. The audience could, for instance, order a Rainbow by Ay-O for DKK 40 or Solo for 
Dancer by Ben Patterson for DKK 295.



No one had a snowball’s chance in hell of knowing what was concealed behind the titles, although 
they could ask for guidance from the white-clad waiters, in usual fashion. This restaurant differed in only 
one essential respect from all other restaurants: the audience had to pay the bill before the dishes were 
served. When the orders were in, an artist might enter and go through his or her paces at the table, alone 
or drawing in the audience. Or, perhaps, the waiter would return with loads of paraphernalia and direct 
those sitting at the table in acting out the ordered performance.

The Malmo Art Gallery was the venue the next evening. Here, the audience sat in conventional 
manner in rows while the performance was enacted around them between them, and on stage. The third 
evening was Saturday night. Nikolaj was set designed as a bordello. The artists, with their equipment, 
exhibited themselves at the individual columns. No seating was provided in the nave, so the audience 
walked freely around to view what was on offer. A performer could be hired for a fixed hourly rate, 
perhaps DKK 300. The client would then decide whether the performance would be private of public, 
although the artists decided the content. “Hire an Artist” was the title of the evening.

The festival’s grand finale was “Galla Excellent”, which ran all day Sunday from noon to midnight. No 
programmes were printed and only the artists knew what would happen and when. There were at times 
rather overcrowded moments in Nikolaj with many activities being performed simultaneously. At other 
periods, the performances were hardly noticeable. Some of our most extended works were presented at 
this event. An Opera for Four Voices and Tone Bar took four hours to perform. A classic from 1961, piano 
scales, lasted 90 minutes. A Fifth struck 555 times on the church’s organ lasted 45 minutes. At the entrance 
a stack of stapled chairs met the audience. The idea being that the audience could decide themselves 
where and for how long they would sit.

On the same Sunday Irma (Danish supermarket chain) opened an illegal supermarket in the church. It 
was designed in conventional manner: manned checkouts, shelving, security mirrors, price tags, shopping 
baskets, etc. The shelves were stocked with goods specially produced for the occasion, following our 
instructions. A portable hole, tears of various flavours, orange tennis balls in orange wrappers, carving 
sets for halves, vintage violin tones, anonymous goods the weight of which could be decided. All nicely 
vacuum-packed and bar coded. Prices ranged from DKK 19.95 to DKK 299.95. To avoid the temptation 
of hoarding, nobody was allowed to buy more than one item of each kind. The event attracted enormous 
crowds and everything was sold out in the “Good Buy Supermarket” after four hours. The artists involved 
in this event were Eric Andersen, Philip Corner, Geoffrey Hendricks, Dick Higgins, Bengt af Klintberg, 
Alison Knowles, Ann Noel, Ay-O, Ben Patterson, Willem de Ridder, Ben Vautier and Emmett Williams.

To be continued…



InterMedia perspectives were somewhat altered when Copenhagen became the European City of 
Culture in 1996. Thirty-four years after the by now legendary first battle of 1962.

Although Copenhagen was to be the cultural capital, the historic royal seat of Roskilde did not stand 
in the shadows. For a start, the Roskilde Foundation contributed DKK 1 million to the budget pool. The 
Cultural Fund, the Cultural City Fund, Roskilde Municipal Council and several commercial sponsors and 
an army of volunteers soon followed. A budget of DKK 6 million was within reach.

We called our contribution to the year of culture “Margrethe Fjorden ‘96” and chose UNION, WOMEN 
and FAITH as central themes. We suggested that we could see a connection between Queen Margrethe 
II in 1996 and Margrethe I (who is interned behind the High Altar in Roskilde Cathedral) 600 years ago. 
The UNION Europe in fact took place 600 years ago, the Kalmar Union, initiated by Margrethe I. WOMEN 
was equally forthright. Margrethe I was one of the gigantic female figures of the Middle Ages and 600 
years later we were compelled to amend the constitution so that Margrethe II could accede to the throne. 
FAITH was quite obvious, too. The past century was predominantly a time when we, for the first time 
in history, could imagine an existence and the world around us devoid of the notion of God. Equally, in 
the 1300s secularisation of the Church began, which would ultimately lead to the Reformation and the 
Danish Established Church.

The event ran over a period of three days and each day was divided into another Trinity. We emulated 
1985. Of main importance was to occupy the town. The historic seat was cordoned off for four hours 
every evening, from 8 pm to midnight. All the town’s agencies were drawn in as active contributors: the 
police, the Home Guard, emergency services, the hospital, the railways and roads and parks departments, 
technical administration, schools, convents, churches, museums, banks and shops.

Each day from the 16th to 18th August, 2000 paying guests arrived at 8 pm to an organ and choir 
recital at Roskilde Cathedral. The programme comprised historical and contemporary pieces composed 
for the church’s baroque organ, played by Yusuru Hiranaka and myself. The singers were the Tritonus Choir, 
conducted by John Hlaybye and the Roskilde Studio Choir, conducted by Ole Hannibal. Outstanding 
performances were given by both choirs. The singers were spread out throughout the church singing. 
The audience was seated within the choir, while the organ bellowed down over them.

After the concert the audience were led out of the church through the King’s Gate and divided into 
ten equally sized groups. Here, InterMedia artists Eric Andersen, Pierre-Andre Arcand, Alice Damas, 
Bush Harthorn, Sin Cha Hong, Jakob Draminsky Højmark, Larry Miller, Giovanni Nicolini, Magnus Palsson 
and Willem de Ridder took over, each treating 200 members of the audience to ten different two-hour 
performances.



In the cordoned off town, the performances became the traffic. They moved in different directions 
through the streets and lanes. Made stops on squares, in churches, convents, shops and parks. They 
met, crossed each other to part again. Mountain climbers scrambled up buildings and towers, while 
the audience dragged themselves up the hill in 200 wheelchairs. Men were handcuffed by WPCs and 
nurses took blood samples. A lamb was slaughtered every hour. Flocks of sheep were herded by resolute 
dogs. A baby was born. The audience walked past spaces of sound as guardsmen, bagpipes, building 
machinery, traffic accidents and the emergency services conducted complicated scores with fire and 
water.

There was a choir of the deaf, signal flags, tropical heat, 200 walkmen, hearses accompanied by 
Queen Margrethe’s march-past, growth reducing chemicals, processions and battle songs. But absolutely 
no videos, rhythmic music or laser beams. 

Philip Corner, Fluxus Virus, Köln, 1992 © Wolfgang Träger



Two audience groups were present. The 2000 strong ticket holders, who were compelled to contribute 
actively to the proceedings, acting as traffic for the event, who were given access to venues others were 
denied admission to. And then there were the tens of thousands who had descended on the town to 
see this amazing sight. The two groups observed each other, and at times wished they could change 
places. The performances ebbed out slowly and everyone advanced towards the Viking Ship Museum 
on Roskilde Fjord. A helicopter ballet was performed with five machines resembling gigantic insects. 
They danced over the heads of the large assembly, casting light on them, blowing air on them, at once 
threatening and luring. Everything contravened the laws of gravity. Around midnight 40 parachutists 
jumped with blinking blue lights attached to their helmets, resembling falling stars. The effect was that 
of the sky itself falling down over Roskilde. After held breaths only those with good eyesight could, with 
relief, shout: “They’re only parachutists”.

But the most impressive event of all was a choir of 500 singers, who walked on water. Dressed all in 
white like swaying angels they performed Ib Nørholm’s Tågen driver over engen – in antiphony with a 
flute player performing in a rowing boat, complete with fishing rod. His improvisations framed in a sound 
tape collage of sea bird voices.

The composer conducted the music from a tower. Using a microphone over a closed wave radio he 
directed five first and five second lead singers wearing earphones, dotted at equal distance throughout 
the large choir. Each lead singer wore a miner’s lamped helmet and carried a music score. The lead 
singers began and finished the score’s various stanzas according to Ib Nørholm’s directions. Thereafter 
the baton principle was used.

The singers followed the lead singers’ stanzas so that they slowly dispersed among the choir, meeting 
different stanzas from other lead singers, substituting slowly in interaction with them. The stanza the 
individual singer wished to pass on depended on which stanza the singer felt was most catchy.

The effect was breathtaking. This huge choir stood on the water in ethereal light and sang the 
multifaceted tones like some massive common pulse. Tones in incessant fluctuation, amplified and borne 
along by the fjord’s watery mirror to the audience on the banks.

Thirty-four years earlier Ib Nørholm, now celebrated as one of the most important composers for 
choirs in this part of the world, had been the insightful chairman of DUT and the main organiser of the 
Fluxus festival in Nikolaj, Copenhagen. 

August 2000, revised September 2021



Broken Music While You Work by Peter van der Meijden

(Fluxus, musicality, criteria and the fun of joining in) 

German/Danish Fluxus artist Arthur Køpcke’s first Reading/Work Piece is called “Music While You 
Work”. In his Manuscript of Reading/Work Pieces, undated but published during the mid-1960s, it takes 
the shape of an instruction:

1 person / a gramophone / 3 pieces of Scotch tape 
place the 3 pieces of Scotch tape on different spots of the record 
expiration: the record/music starts and the [performer] has to work (i.e. clean the stage) 
when the gramophone needle hits the Scotch tape, the music [halts] and the [performer] 
has to begin the record again every time 
the piece is over a) when the work is finished, b) if the record ends.1

The piece seems simple, but the more you think about it, the more complex it becomes. To start 
with the basics: what is the piece really all about? Is it about cleaning the stage or about endlessly 
restarting the record? The last part of the instruction seems to indicate that it can be either, but that 
only leads to a new set of questions: how can one piece have two possible endings? Is it still the same 
piece, whatever the ending? And a third question: is the possibility of the piece ending when the record 
ends a real possibility? Can a record that is prepared with Sellotape end at all, or does Køpcke refer to a 
purely speculative ending, when the tape is completely worn away by the needle? Does the element of 
speculation perhaps introduce a different reading which does not rest in the balance between the work 
and the music but in that between the finite task of cleaning the stage and the near-infinity implied by 
the possibility of the record ever ending? Could it be that it is not about work and music at all, but about 
duration and ending?

The instruction is only one of several. In the Manuscript of Reading/Work Pieces, Køpcke continues 
with a second version for multiple performers, not just cleaning the stage but also dancing, giving a 
speech, washing their feet and so on. The piece can therefore be performed by means of any type 
of activity. And then there is a third possibility. The last sentence of the instruction reads: “find other 
1  Quoted after the version of the Manuscript in the Collection Sohm in Stuttgart. For the sake of legibility, I have changed 
some of the words. Firstly Køpcke uses the non-existent verb ”to stumple” to indicate the sound of the record running 
into a scratch; secondly, the performer is called ”the exponent” and ”the actor”.



versions”. Perhaps the actual instruction is not important at all. Perhaps the piece is about giving an 
example for the audience to mull over. Perhaps it should be understood as something for the viewers 
to think and do as they go about their business; a piece of practical philosophy that serves to add an 
element of art to everyday reality. In that case, neither the work nor the music constitutes the essence 
of the piece. Even the word “instruction”, which so readily springs to mind, would be misleading: if the 
work serves to inspire thought, it is not about what the performer is instructed to do at all, but about the 
consequences. No matter how hard one tries, the work always seems to elude capture.

And the problems do not stop there. The next thing to consider is the work’s material form. Apart 
from the instruction and the actions, the work also exists as an object. In the 1972 edition Continue, 
published by Edition Block, for example, it takes the shape of a prepared record with a label that reads: 
“Køpcke Piece no. 1 – Music While You Work – Edition René Block Berlin”. Here, an important choice is 
made on behalf of the viewer/listener: the record has been made the central element of the piece while 
the instruction and its possible realisations are pushed into the background. The simple back and forth 
between instruction and action is complicated by the record as a third element. The multiple matches the 
word “music” from the title perfectly but relegates the “while you work” to a secondary position. True, a 
record is a physical object as well as a carrier of sound, but if the label mentions something called “music”, 
its object quality is all too easily overlooked. To my knowledge, the work has never been produced or 
published in the shape of a broom, but it is a theoretical possibility, and it would turn everything on its 
head. Although a broom makes a sound as well, for most of us the stress would be on “while you work”, 
not on “music”. 

Taking one step back: what does “music” mean in the context of Fluxus? Historians and theorists tend 
to highlight the centrality of music. The fact that several important representatives of Fluxus trained as 
composers or musicians is almost always mentioned, as is the influence of John Cage. Some go further. In 
one and the same volume – the catalogue of the exhibition In the Spirit of Fluxus (1993) – Fluxus is called 
“an avant-garde born out the spirit of music” by German literary scholar Andreas Huyssen and “the most 
musical of the avant-garde art movements of this century” by American historian and sound art specialist 
Douglas Kahn.2 This sounds pretty clear-cut: like Futurism, Dada, Surrealism and Constructivism, Fluxus 
was born of a particular type of art, and that type of art was music.

2  Andreas Huyssen, ”Back to the Future: Fluxus in Context”, Janet Jenkins (ed.), In the Spirit of Fluxus, Minneapolis: Walker 
Art Center, 1993, pp. 140-152
Douglas Kahn, ”The Latest. Fluxus and Music”, ibid., pp. 100-121.
Quotes on p. 148 and 102 respectively.



Unfortunately, things are never quite as simple as that. Neither of the two sees Fluxus as a “merely” 
or “purely” musical avant-garde. Huyssen writes that it “expand[ed] music’s sound material into what 
has always been considered to be simply 
nonmusical”3 and Kahn that it “extended the 
notion of music to all manner of phenomena”4. 
Fluxus’ notion of musicality, then, has little 
to do with what is normally thought of as 
“music”. It is a musical attitude towards every 
phenomenon in the world.  Kahn also argues 
that there are better reasons for Fluxus 
to embrace musicality or sound than the 
background of its members or its sources of 
inspiration. Firstly, there is music’s “abstract 
nature”, which “provided a good ground for 
the malleability of meaning”5. Fluxus, we are 
given to understand, is not only interested in 
concrete phenomena, but in the way humans 
attribute meaning to them as well. Secondly, 
the “highly codified” nature of music makes 
it “the perfect foil for [Fluxus’s] anti-practice”. 
Fluxus needs an established practice to 
define itself up against: it is not simply 
interested in meaning, but in established 
meaning. And thirdly, when Fluxus emerged, 
in the late 1950s and early 1960s, music was 
“historically unexploited” (my italics). Music 
was not a genre to subscribe to but a tool to 
use. Fluxus’ play with meaning and its critique 
of established practice goes beyond music. 

3  Huyssen 1993, p. 148.
4  Kahn 1993, p. 108.
5  These and the following quotes are all from Kahn 1993, p. 102.

Yasunao Tone, Paula Cooper Gallery, New York, 1992 
© Wolfgang Träger



It is no coincidence that the two best-known attempts by Fluxus artists to identify the characteristics 
of Fluxus, Dick Higgins’s and Ken Friedman’s, speak of “musicality” instead of “music”. One has to tread 
carefully here: to Friedman, musicality is the most important of twelve “core issues”, but it is a late and 
rather reluctant addition to Higgins’s initial list of nine “points” (“almost criteria”); but although they 
attach a very different weight to the criterion of musicality, their respective understanding of the word in 
relation to Fluxus are revealing. Higgins has the following to say: “Musicality here describes the quality 
of many Fluxperformance works of behaving like lyrical music rather than the theater or vaudeville. 
They are without climax or dramatic structure and are, in one way or another, sensuous or intellectual 
investigations of the nature of reality”.6 This is followed by a note about John Cage and his practice of 
composing pieces that “reflected the reality around them”. The opposition between “lyrical music” and 
“theatre or vaudeville” seems strange at first but resolves itself as an opposition between the personal and 
the staged, the expressive and the constructed. In combination with the phrase “sensuous or intellectual 
investigations of the nature of reality” and the reference to Cage it points to Fluxus’s use of experience 
and experiential knowledge. 

Friedman, too, understands the word “musicality” in an unexpected way, but he takes the discussion 
in a very different direction. His starting point is the score. Many Fluxus works, he says, whether they 
are performance works, objects or texts, take the shape of a score. Their nature as an instruction or a 
suggestion to be realised by others gives rise to a peculiar form of ownership. According to Friedman, 
“you can own a George Brecht piece by carrying out one of Brecht’s scores”7. Renditions differ, but they 
are all the same work. This means that it is not the actual score, but “the mind and intention of the 
creator” that is the key element in the work. His conclusion:

“Musicality means that anyone can play the music. If deep engagement with the music, 
with the spirit of the music is the central focus of this criterion, then musicality may be the 
key concept in Fluxus. It is central to Fluxus because it embraces so many other issues and 
concepts: the social radicalism of Maciunas in which the individual artist takes a secondary 
role to the concept of artistic practice in society, the social activism of Beuys when he 
declared that we are all artists; the social creativity of Knížák in opening art into society, the 

6  Dick Higgins, ”Fluxus: Theory and Reception”, Modernism Since Postmodernism: Essays on Intermedia, San Diego: San 
Diego State University Press, 1997, pp. 160-198. Quotes on p. 179.
7  Ken Friedman, ”Fluxus and Company”, Ken Friedman (ed.), The Fluxus Reader, Chichester: Academy Editions, 1998, 
pp. 237-253. Quotes on p. 251.



radical intellectualism of Higgins and the experimentalism of Flynt. All of these and more 
appear in the full meaning of musicality”.

The quote is interesting because it mentions several of the artists represented in this recording: 
Higgins, Knížák – and Beuys, who is mentioned in one of Knížák’s contributions. According to Knížák, 
“Beuys ist Scheuss” – Scheisse, shit. Why this severe criticism? Why use it as the raw material of a 
composition? Beuys himself has never denied that his work was very different from that of the artists 
commonly associated with Fluxus. In February 1963, Beuys hosted and co-organised a Fluxus festival at 
the art academy in Düsseldorf, where he was a professor. On the programme were two works. In the 
first, he simply wound up a mechanical toy of two drummers, placed it on a piano and let it play until the 
spring had unwound. In the other, however, he built a landscape on top of a piano and brought it to life 
by means of a heart that he cut out of a dead hare. Some ten years later, he said about it: 

“I can remember very clearly that Dick Higgins gave me a surprised look; he had understood 
very well that this action had nothing whatsoever to do with a Dadaist concept; I believe 
that he sensed that this was something that had an entirely different value. When I want 
to express a conceptual connection by means of the hare, that made its first physical 
appearance in this concert, to life and death, transformation into matter, this has nothing 
to do with a Neo-Dadaist spectacle to frighten the bourgeoisie”.8

What startled Higgins was not Beuys’s unorthodox use of the piano or his inclusion of non-musical 
and/or non-sonic elements, but the fact that the work spoke about something else than itself. It was a 
series of meaningful actions, meant to be deciphered. Fluxus, one has to conclude, is willing to discuss 
how meaning comes about, but has no time for works that have meaning. 

At least as interesting as the light shed on Fluxus and meaning is Beuys’s reference to Dada. Beuys 
saw Fluxus as related with Dada; Higgins did not. As he writes in the essay in which he defines his eleven 
characteristics, Fluxus may resemble “the popular image of Dada, in being, well, crazy, iconoclastic, 
essentially a negative tendency rejecting all its precedents”9, but it steered well clear of Dada’s endless 

8  Beuys quoted in Götz Adriani, Winfried Konnerz & Karin Thomas, Joseph Beuys – Leben und Werk, Cologne: DuMont 
1973, pp. 55-6. Translation from German: PvdM.
9  Higgins 1997, p. 169.



production of manifestos and the in-fighting they gave rise to. Just as no Fluxus pieces ever sought 
to convey definite meanings, no Fluxus artists ever sought to define Fluxus – and what this means, 
according to Higgins, is that Fluxus is not crazy, iconoclastic or negative at all, but something else entirely.

If Fluxus is not avant-garde, what is it? According to Higgins, it is one of many types of art to 
investigate the possibilities offered by the inter-medial, the uncharted territory between the media – 
between different art media, but between art media and what Higgins calls “life” media as well. Here 
is one very good reason why Fluxus can never be purely musical: if it makes use of music, it is always 
in connection with another medium. Consider Higgins’s composition Emmett Williams’s Ear from 1977: 
the score of the piece consists of doodles he drew while listening to Williams and looking at his ear. 
The doodles struck him as “graphically suggestive of musical events”10, so he decided to use them in 
a piece. The doodles, by the way, are not just drawings of Williams’s ear, but images that presented 
themselves while doodling as well: stars (constellations), hearts (the erotic) et cetera. The work, then, is 
an intermedium of music and doodling; and what is characteristic of intermedia is that there are no rules, 
only possibilities. Every realisation is an exploration of one of the countless possibilities offered by the 
work as it presents itself to the viewer/interpreter. 

Higgins’s work was produced in 1977 as an edition by the Italian publishing house Pari&Dispari (“even 
and odd”). Pari&Dispari was founded by Rosanna Chiessi in 1971 in Reggio Emilia and has, over the past 
50 years, published countless works by Fluxus artists. This suggests another element that plays a role in 
the discussion of the “musicality” of Fluxus. Friedman connects musicality with the notion of “vintage”. 
In the context of art, he says, vintage is usually taken to mean “original” or “old”. The older, the better, 
and whoever did something first is worth more than all the others who did something similar, but later. 
The importance Friedman attaches to interpretation suggests an alternative, related to the way one 
might speak of wine: “1962 may be a great vintage, 1966, too, but it may not be until 1979 or 1985 that 
another great vintage occurs”11. Some years – and, one might add, some regions – produce more or 
more memorable interpretations than others. 

In his article “What is…?”, Fluxus artist Eric Andersen not only speaks of Fluxus in its “heroic years”, 
but of performances from 1985, 1992 and 1996 as well. In the traditional sense, vintage Fluxus belongs 
primarily to the 1960s, but in the oenological sense, it is of all times. During the 1970s and 1980s, Fluxus 
gradually lost ground, but in Italy, it thrived. True, it had its Italian representatives of the first hour (Giuseppe 

10  L’Orecchio di Emmett Williams, 1977. Published by Edizione Pari&Dispari, Cavrriago, Italy. The Gilbert and Lila 
Sivlerman Fluxus Collection Gift, Museum of Modern Art, New York, object no. 3589.2008.
11  Friedman 1998, p. 251.



Chiari, Gianni-Emilio Simonetti) and its “heroic” performances, but the support Fluxus artists received in 
Italy during the decades that followed was at least as important and the results of it no less relevant. 
Collectors such as Francesco Conz, Gino di 
Maggio and Luigi Bonotto have played a 
hugely important role. Di Maggio’s Galleria 
Multiphla in Milan and Caterina Gualco’s 
Galleria Unimedia in Genova secured 
Fluxus continued exposure throughout the 
1970s, Edizioni Conz produced countless 
editions and sponsored countless 
performances, Studio Morra in Napels 
was a staunch supporter from the mid-
1970s right until the late 1980s, and from 
the end of the 1980s onwards, there were 
Di Maggio’s Fondazione Mudima in Milan 
and Circolo Culturale Il Gabbiano in La 
Spezia. Working in Italy and with Italians 
increases the chance that a great Fluxus 
vintage is grown in Italy. One only has to 
look at the title of Philip Corner’s Really 
Lovely Piece Made For & By Agnese: it not 
only illustrates that great Fluxus work was 
done in Italy, but also that the country 
grew a vital infrastructure for its support. 
And Fluxus logic dictates that if a musician 
like the Italian pianist Agnese Toniutti 
embraces Fluxus, she does not only 
interpret the work, but makes it as well. 

Returning to Fluxus and the avant-
garde: if Fluxus has no ties to the pre-
war avant-gardes, perhaps it points to 
the future instead? This is certainly what 
American artist and theorist Brandon Joe Jones, Kirche Erbenheim, Wiesbaden, 1989 © Wolfgang Träger



LaBelle claims. According to him, Fluxus provides a link between John Cage and conceptualism. “Fluxus 
takes Cage on and amplifies him”, he says, and he continues:

 
“In essence, Fluxus reflects back upon music and deconstructs its conventions: 
instrumentation, performance practices, hierarchical status of composer and performer, 
gender roles, tonal integrity of composition, the language of musical scores. etc. These 
become flexible variables in the game of Fluxus, to be harnessed, laughed at, or destroyed, 
rather than governing modes of musical practice”12.

In his discussion of Fluxus and conceptualism, LaBelle makes a distinction between Music with a 
capital “M”, meaning institutional music, and “musicality as an object within a greater context”, consisting 
of the conventions and institutions that support music. Conceptualism in the context of musicality is not 
interested in music as such, but in the process by which music comes about and acquires status. In Fluxus, 
we find the beginnings of an attitude towards art in the broadest sense that interests itself in, on the 
one hand, process, and, on the other, the context in which its results acquire value and meaning. Typical 
for Fluxus is that this “interest” not only comes in the form of reflection, but in the form of humour and 
destruction as well.

So… what is it? Is it humour and destruction? Higgins said that Fluxus is not crazy, iconoclastic and 
negative, so he certainly does not agree. Eric Andersen comes up with another definition when he says 
that “it isn’t bad” in his composition of the same name. We cannot be sure that the “it” he speaks of 
is Fluxus, but he certainly addresses the question of standards and values. After all, “not bad” covers 
everything minus “bad”, so what lies at the other end of the scale remains open to speculation, and 
Andersen will not be the one to tell us. What he will do, however, is get us to think about the way in which 
we value art at all. What does it mean to judge art? Or anything else, for that matter? The conventions 
governing Music provide an answer, but Fluxus does not. In the world of intermedia, Higgins says, the 
only applicable criterion is specificity, to be understood as “whatever most efficiently defines the artist’s 
intentions in as many ways as possible”13. Specificity clarifies what Higgins calls “the image”. It is – and 
this is still Higgins speaking – not a matter of telling people what to do, but of getting the picture and 
joining the fun.

 
12  Brandon LaBelle, ”Reading Between the Lines: Word as a Conceptual Project”, Performance Research, vol. 7, 
no. 3, pp. 47-53. Quote on p. 49
13  Dick Higgins, ”Intending”, The Something Else Newsletter, vol. 1, no. 3, April 1966, pp. 1-3; quote on p. 3.



This brings us back to Køpcke’s “instruction” and the question what it was all about. Certainly not 
about music, but perhaps about musicality – a type of musicality that, at least as Friedman understands 
it, encompasses social radicalism, activism and creativity as well as radical intellectualism and 
experimentalism. A type of musicality that does not lay down any rules, but which playfully, humorously, 
and sometimes destructively engages with ways of attributing meaning and establishing relative value. 
A type of musicality, too, that does not tell those at the receiving end what to do, but which suggests an 
image to them and invites them to join in. The words “humour” and “destruction” cover this approach 
just as little as the word “music” does. 

Yoshi Wada, ubi fluxus ibi motus, Venice, 1990 © Wolfgang Träger



In order to realise Music While You Work, a record has to be destroyed. More records had – and have 
– to be destroyed to realise Czech Fluxus artist Milan Knížák’s Broken Music. In 2001, Knížák explained the 
genesis of this series of works to curator/author Caleb Kelly:

 
“I bought (1963) a record player but there was no money left to buy the records. I had just 
a few of them. I played them over and over. It was boring. Then I [started] to play them 
slower and slower and faster and faster. It created funny, interesting, non-boring music. 
I began to scratch records to make the needle jump and so [created] unexpected music 
or [to make the needle stick] in a scar and [play] the same sequence over and over”14.

Knížák’s piece asks for records to be destroyed to create music that is not boring, but funny, interesting, 
and unexpected. Destruction is a way of shifting focus from Music to musicality: one is expected to enjoy 
the music, not to destroy the record, so destroying the record is a key to the unexpected. It is a violation 
of conventional expectations, but not violent in any absolute way. Violence is a tool, not an instruction to 
behave violently. Like Køpcke, Knížák created his Broken Music in all manner of guises, as scores and as 
actions, as real broken records and as images of broken records. It really does not matter; what it comes 
down to, is the work’s specificity – not the specificity of its material form, but of the image it conjures 
up for the listener/viewer/reader. Broken Music is not about records, broken or whole, but about the 
possibility of creating something new and unexpected. Music While You Work is not about records or 
work, but about conventional relations and the possibility of inventing your own. Ultimately, neither work 
tells you what to do, but both suggest an image and invite you to join in the fun. 

One final question: if a CD version of Stolen Symphony got scratched and you played it while you 
were cleaning your apartment, would it be an instance of Music While You Work? Would it be an example 
of Broken Music? Find other versions…

October 2021

14  Milan Knížák to Caleb Kelly, e-mail 6 October 2001, quoted in Caleb Kelly, Cracked Media: the sound of malfunction, 
Cambridge (Mass.)/London: The MIT Press, 2009, p. 142.



Profiles

Anna Clementi 

Anna Clementi, Swedish-Italian, has spent her life between Stockholm, Berlin and Rome. In Rome she 
studied flute, acting and singing. In 1985 she moved to Berlin where she met Dieter Schnebel, with whom 
she collaborated for several years both as soloist as well as member of his ensemble Die Maulwerker. She 
put a special focus on the vocal and theatrical repertoire of John Cage.  
Her repertoire moves between contemporary music, improvisation, theater, cabaret, and club music.
Anna Clementi has participated in many festivals around the world and presented numerable premieres. 
The collaboration with composers is something frequent and familiar to her, the close work allows her 
to let her uniqueness as an interpreter emerge. This definition gives space for her interest in combining 
singing, improvisation, word, gesture, dance and theater. 
Among the many collaborations: Dieter Schnebel, Laura Bianchini, Jürgen Grözinger, Stepha Schweiger, 
Nicola Sani, Aldo Clementi, Iris ter Schiphorst, Daniel Ott, Laurie Schwartz, Josef Anton Riedl, Aleks 
Kolkowski, Emanuele Casale, Rupert Huber and Michael Hirsch. Numerous are the works of musical 
theater. Citing some of the projects: Pierrot Lunaire staged by Urs Troller; Eurydike, Anna’s Wake and 
AUNG by Iris ter Schiphorst, Ojota IV by Daniel Ott, Majakowskis Tod – Totentanz by Dieter Schnebel. 
In 2012 she performed El Jardín de las Delicias, the fluxus-opera by Wolf Vostell at Museo Vostell 
Malpartida in Spain and in 2013 Kassandra (in German) by Michael Jarrell at Radial System in Berlin for 
the Maerzmusik festival. Later she performed Kassandra in Italian at the Teatro Comunale di Bologna and 
in English at the Bohemian National Hall in NYC. She premiered Back into Nothingness by Núria Giménez 
Comas in 2018. Stepha Schweiger’s opera The Mark on the Wall, which was premiered in London was 
written for and dedicated to Anna Clementi. In 2018 she took part in Feeding Frenzy by Fast Forward. In 
2019 she was the narrator in Olga Neuwirth’s opera Orlando, which was premiered at the Vienna State 
Opera. She performed and curated several versions of Song Books as well as Theatre Piece and Variations 
by John Cage. In 2000 she directed Dieter Schnebel’s Glossolalie 2000 at the Akademie der Künste in 
Berlin. She has recorded John Cage: Voice and Piano with Steffen Schleiermacher. In 2005 she released 
her first solo album Love Is A Reason. In 2012 she released her second solo album Fräulein Annie. She 
has worked with the Viennese duo Tosca and with The Dining Rooms from Milan. She has a duo Deviant 
Divas with Laurie Schwartz and is member of the ensemble EMP (European Music Project) and of the 
ensemble voxnovaitalia.



Deborah Walker

Italian cellist Deborah Walker is a new music performer and improviser based in Berlin. She is interested 
in multiple forms of music creation related to the exploration of sound and interaction with other art 
forms. She has played at many festivals such as I Suoni delle Dolomiti, Italia Wave, ZKM in Karlsruhe, 
Centre Pompidou, Festival dʼAvignon, Festival Nomad in MʼHamid (Morocco), Switch ON (Malaysia) and 
tours regularly in international venues. She is a member of Ensemble Dedalus and of the improviser 
orchestra ONCEIM. She has worked with composers like Pascale Criton, Éliane Radigue, Philip Corner 
and Phill Niblock, both in solo or in ensemble. Since more than a decade Deborah plays regularly with 
violinist Silvia Tarozzi. Their repertoire includes both contemporary and experimental works, as well as 
transcriptions of Italian traditional folksongs from their birthplace, the Emilia-Romagna region in Italy. 
After a Master in Music and sound composition at the University of Paris 8, Deborah completed a PhD at 
the University of Lorraine on the work of Fluxus artists in Reggio Emilia and Cavriago collaborating with 
Rosanna Chiessi and her editions Pari&Dispari, with a focus on the work of American cellist Charlotte 
Moorman. 

Agnese Toniutti 

Agnese Toniutti is an Italian pianist and independent researcher specialized in contemporary and 20th 
Century music. Her work often revolves around the role of sound in musical composition and investigates 
the complementarity of composition and improvisation in musical creativity, both in the author and the 
interpreter ’s case. John Cage, Giacinto Scelsi, Giancarlo Cardini are some of her favorites; her incursions 
into the territory of improvisation, performance and extemporary composition are also encouraged by 
studying the 1970s art movements. 
Her collaborations often include other artistic disciplines (acting, photography, dance, visual arts and 
multimedia). 
Among her recent projects is the release of Subtle Matters (Neuma Records, 2021), a recording where she 
re-interprets the “timbre-piano” invented by Lucia Dlugoszewski, and the verbal scores by Philip Corner. 
As a soloist and chamber music pianist, she performed in several venues and international festivals in 
Italy, Europe, and the USA.



Werner Durand 

Werner Durand was born in Karlsruhe, Germany in 1954. He studied saxophone privately with Ariel 
Kalma in Paris, Indian classical music in India and Berlin with Kamalesh Maitra and Iranian Ney with Ali 
Reza Asgharia. 
In the early 1980s he started to build wind instruments out of plexi-glass and PVC. He collaborated 
with numerous composers and performers including David Behrman, Henning Christiansen, Catherine 
Christer Hennix, Arnold Dreyblatt and many others. He was co-founder of the ensembles The Thirteenth 
Tribe and Armchair Traveller. Since 2012 he is a member of the Logothetis Ensemble, performing graphic 
scores by Greek-Austrian composer Anestis Logothetis. In 2014 he performed with Tonaliens (Amelia 
Cuni – voc., Robin Hayward – tuba, tuning veena, Hilary Jeffrey – trombone, Judith Hamann and Anthea 
Caddy – cellos). In 2017 he was a member of Imaginäre Musik - Ensemble of composers working with 
self-made instruments, incl. Michael Vorfeld, Volker Staub, Silvia Ocougne, Adi Ertl and Stephan Froleyks. 
As a duo Flocks he performs with multi-instrumentalist Ulrich Hohmann. He has curated festivals of 
traditional as well as avantgarde music in Berlin like Urban und Aboriginal, Pipeline, USArts, Minimalisms 
and Intonations. He has released numerous CDs and LPs.

Miroslav Beinhauer

As a pianist and a sixth-tone harmonium player, Miroslav Beinhauer focuses on contemporary music and 
the music of the 20th century. In the role of soloist, he collaborated with composers such as Klaus Lang, 
Bernhard Lang, Georg Friedrich Haas, Marc Sabat or Petr Bakla, with festivals like musikprotokoll, Strings 
of Autumn, Ostrava Days, Moravian Autumn, Janáček Brno, Music Forum Hradec Králové, MusicOlomouc 
or Gentse Feesten, and orchestras and ensembles including the Janacek Philharmonic Ostrava, Hradec 
Králové Philharmonic Orchestra, Brno Contemporary Orchestra or String Noise. Notable performances 
include Bernhard Lang´s piano concerto Monadologie XXXIV Loops for Ludvik with the PKF – Prague 
Philharmonia (cond. by Petr Kotík) or Piano concerto no. 2 by Magnus Lindberg (cond. by Heiko Mathias 
Förster). Sought-after chamber musician, Beinhauer is member of the international Ostravská banda 
ensemble.
Miroslav Beinhauer is probably the only person in the world to master Alois Hába´s sixth-tone harmonium. 
He encourages new repertoire for this unique harmonium. As a result from his collaboration with the 
Ensemble for New Music Tallinn, composers Georg Friedrich Haas, Klaus Lang, Marc Sabat, Arash Yazdani 
and others have created new pieces.



Luciano Chessa 

Luciano Chessa is a composer, conductor, audiovisual and performance artist, and music historian. His 
performance of “intensely visual scores” in a concert he curated for NYC’s Roulette last December, has 
been named “gripping” by The New York Times’ chief classical music critic Anthony Tommasini. Chessa’s 
compositions include Cromlech, a large organ piece he premiered in Melbourne’s Town Hall in May 2018 
as part of a solo organ recital that received over 2,200 ticket bookings; the opera Cena oltranzista nel 
castelletto al lago – a work merging experimental theater with reality TV which required from the cast 
over 55 hours of fasting – and A Heavenly Act, an opera commissioned by the San Francisco Museum of 
Modern Art, with original video by Kalup Linzy.
Chessa has been commissioned multiple times by the Performa Biennial, and in 2014 he presented three 
events at the Solomon R. Guggenheim Museum as part of the exhibition Italian Futurism, 1909–1944: 
Reconstructing the Universe.
Chessa’s work appeared more than once in Artforum, Flash Art, Art in America, and Frieze, and has been 
featured in the Italian issue of Marie Claire and in the September Issue of Vogue Italia.
He has been interviewed twice by the British BBC, and has been the subject of two short documentaries: 
one produced by RAI World (2014), and the other by Vietnamese State TV VTV1 in the occasion of his 
first trip to Viet Nam (2015).
Chessa is also a music historian specializing in 20th century Italian and 21st century American repertoire. 
He is the author of Luigi Russolo, Futurist: Noise, Visual Arts, and the Occult (2012), the first book 
dedicated to Russolo and his “Art of Noise.” In 2009, his Orchestra of Futurist Noise Intoners (OFNI) was 
hailed by the New York Times as one of the best events of the year; Chessa has conducted this project 
across the USA and internationally to sold out houses including RedCat in Los Angeles, the New World 
Center in Miami, Radial System / Maerzmusic of Berliner Festspiele, the ArtScience Museum in Singapore, 
and Lisbon’s Municipal Theater. With this project he collaborated with the likes of Joan La Barbara, Mike 
Patton, Lee Ranaldo, Ellen Fullman, Blixa Bargeld, Pauline Oliveros, among others.
Beginning with January 2020, all his compositions are exclusively published by Berlin’s Verlag Neue Musik. 
Chessa’s music has previously been published by Rai Trade and Carrara, and it has been released by Sub 
Rosa and Stradivarius. His record Canti felice issued by the Parisian label Skank Bloc Records, was August 
2018 Record of the Month for one of Italy’s leading music magazines, Rumore. His most recent record, 
The Noise of Art, produced by Prague’s Opening Performance Orchestra, came out in March 2019.
In the winter 2018, while in residency at the Steel House in Rockland, ME, he developed the audiovisual 
installation #00FF00 #FF00FF and prepared for Schirmer the diplomatic edition of Julius Eastman’s 



Symphony No. II, the world premiere of which he conducted at Lincoln Center’s Alice Tully Hall with 
Mannes Orchestra. The New York Times has described Chessa’s rendition as a work that “radiates Cosmic 
Grandeur”. His chapter on Eastman’s Gay Guerrilla closes the book of the same title – the first ever 
dedicated to Eastman’s music. Edited by Mary Jane Leach and Renée Levine Packer for University of 
Rochester Press, Gay Guerrilla is now out on paperback.

Nicolas Horvath 

An unusual artist with an unconventional résumé, pianist and electroacoustic composer Nicolas Horvath 
is known for his boundariesless musical explorations. Horvath is both an enthusiastic promoter of 
contemporary music – he has commissioned numerous works (including no fewer than 120 as part of 
his Homages to Philip Glass project in 2014) and collaborated with leading contemporary composers 
from around the world, including Alvin Lucier, Mamoru Fujieda, Jaan Rääts, Alvin Curran and Valentyn 
Silvestrov – and a rediscoverer of forgotten or neglected composers such as Moondog, Nobuo Uematsu, 
Hélène de Montgeroult or Karl August Hermann.

Petr Ferenc 

Petr Ferenc (aka Phaerentz) is an electronic musician, curator, music critic and promoter. He has been 
working with sound and different kinds of media, making use of various music players, particularly 
turntables and prepared vinyl records. 
He is the founding member of Birds Build Nests Underground, a band which combined record player 
compositions and improvisation and record destruction with improvised 8mm, 16mm, 35mm and KP8 
projections. He has cooperated with Opening Performance Orchestra on a regular basis. 
Ferenc co-founded HIS Voice magazine (2001), Stimul Festival (2005) and Wakushoppu concert series 
(2011–2020). He currently works as Head of Documentation Centre for Popular Music and New Media 
at the National Museum in Prague. 
In his solo work, he has been particularly interested in the specifics of individual media: each has its 
own charm, specific colour of sound and unique characteristics in terms of repetition, randomness and 
reproduction sensitivity.



Přemek Ondra 

Přemek Ondra (b. 1985) – sound engineer, feature writer and music experimenter. After gaining experience 
with experimental theatre, since 2005 he has focused on ambient, industrial and extreme metal music, 
initially as an active listener, then as a writer/reviewer, promoter and, finally, an active performer. He has 
primarily contributed to the online magazines Mortem Zine and HIS Voice, and also written articles for 
Živel, A2 and Marast Music. As a musician, Přemek has performed with Magadan, Stor, Do Shaska! and 
Einleitungszeit. As a sound engineer, he has worked for Prague theatres and regularly collaborated with 
Opening Performance Orchestra.

Opening Performance Orchestra

Opening Performance Orchestra is a seven-member ensemble encompassing a wide genre span – from 
the 20th-century electronic thrusts of the musical avant-garde to contemporary Japanese noise music. 
Their creations are based on fraction music, with the initial sound being digitally destroyed, fractured and 
uncompromisingly rid of all its original attributes within the spirit of the credo “no melodies – no rhythms 
– no harmonies”. The main musical instruments are computers, yet on special occasions the orchestra 
also apply classical and modern instruments, including the theremin, moog and intonarumori. 
Opening Performance Orchestra have given almost a hundred concerts (at the Ostrava Days, 
MaerzMusik, Wroclaw Industrial Festival, Prague Industrial Festival, Exposition of New Music, ZKM 
Karlsruhe, and elsewhere) and released approximately 20 recordings, initially at their own expense and 
later with established labels (Sub Rosa, NEOS, Drone Records, Menstrual Recordings, Psych KG). They 
have worked with a number of academic and non-academic musical figures, including Milan Knížák, 
Hiroshi Hasegawa, Phill Niblock, Blixa Bargeld, Luciano Chessa, Masami Akita aka Merzbow, Reinhold 
Friedl, Maurizio Bianchi and Bill Laswell. 



Credits

CD 1

00 John Cage 0’00’’ (1962) 0:00 
	 (solo to be performed in any way by anyone) 

EP 6796 (c) 1962 by Henmar Press, Inc., New York. Reprinted with kind permission C.F. Peters Ltd & Co. KG
01 La Monte Young Composition 1960 #15 to Richard Huelsenbeck (1960) 4:39 
	 (Agnese Toniutti, piano) 

Recording, mixing and mastering by Marco Melchior, recorded in Udine, Italy, September 2021
02 Milan Knížák DKH Quartet (edit) (1973) 4:40 
	 (Arditti Quartet) 

with kind permission of Ursula and René Block, Edition Block, and Irvine Arditti
03 Henning Christiansen Wolfsflöte (1986) 4:00 
	 (Werner Durand, winds) 

From “Als die Sprache platzte und die Musik abfuhr- und der Mond erscheint“ 1986
(Composed for Werner Durand and performed at Inventionen Festival, Berlin 1986)
Recorded and mixed by Werner Durand at his private studio in Berlin, July 2021

04 Giuseppe Chiari Metodo teorico e pratico per suonare il violoncello (1962) 7:43 
	 (Deborah Walker, cello) 
	 Recorded and mixed by Sam Dunscombe at Salty Media, Berlin, between November 2021 and 
	 January 2022
05 Milan Knížák White Process (from the cycle Suspected Music / Assumed Music) (1977) 1:32 
	 (Petr Ferenc, voice)
	 Recorded and mixed by Ondřej Ježek at JáMOR STUDIO, Prague, January 2022
06 Dick Higgins Emmett William’s ear/L’orecchio di Emmett Williams. Uno pezzo per pianoforte di Dick Higgins 

(1977) 9:40 
	 (Agnese Toniutti, piano)

First performance, 23rd June 2018, Art Park Verzegnis - Egidio Marzona Collection (Ud, Italy)
Live recording by Marco Melchior
Thanks to Archivio Pari&Dispari - Rosanna Chiessi Historical Archive www.pariedispari.org and Music Art 
Park FVG Festival



07 Milan Knížák A Chromatic Scale in Countermovement (1971) 2:04 
	 (Miroslav Beinhauer, broken piano)
	 Recorded in Vyžlovka, Czech Republic, July 2021, mixed and mastered at re-set studio, Prague 
08 Henning Christiansen Sturmsax (1986) 3:34 
	 (Werner Durand, winds) 

Recorded and mixed by Werner Durand at his private studio in Berlin, July 2021
09 Yoshi Wada Lip Vibrator (1973) 2:24 
	 (Ostravská banda & the audience, paper tubes)
	 Recorded live at DOX Gallery, Prague, 7 June 2021, Essential Changes, conductor: Petr Kotík 
10 Terry Riley Shoganigidi #1 (2021) 3:18 
	 (Miroslav Beinhauer, broken piano)
	 Recorded in Vyžlovka, Czech Republic, July 2021, mixed and mastered at re-set studio, Prague
11 Yasunao Tone Clapping Piece (1963) 2:33 
	 (residents of the Institute Ostrava Days directed by Eric Andersen)
	 Recorded live at Ostrava Days, Czech Republic , 21 August 2021, “In Continuum Fluxus“
12 Mieko Shiomi Direction music for a pianist (1990) 25:59 
	 (Agnese Toniutti, piano)
	 Recorded in Sound Studio HAMU, Prague, December 2021
	 Sound engineer: Ondřej Urban 
	 Recording direction and editing: Petr Bakla
13 Dieter Schnebel An-sätze (1985) 
	 (Anna Clementi, voice)
	 Voice: Anna Clementi
	 Recorded by Thomas Stern @ Sternstaubstudio Berlin
14 La Monte Young Composition 1960 #7 (1960) 1:19 
	 (Nicolas Horvath, piano)
	 Recorded, edited, mixed and mastered by Nicolas Horvath 
	 Recorded at ‘La Fabrique des Rêves studio’ in Misy-sur-Yonne (France)



CD 2

01 Eric Andersen It isn’t bad (2021) 1:05 
	 (Eric Andersen, voice)

Recorded in Copenhagen, May 2020 
Audio & video recording: Dorte Krogh
Sound by Eric Andersen

02 Eric Andersen Opus 1961 (1961) 5:29 
	 (Miroslav Beinhauer & Petr Bakla, piano)
	 Recorded at Sound Studio HAMU, Prague, December 2021, sound engineer: Ondřej Urban
	 Recording direction and editing: Petr Bakla
03 Bengt af Klintberg Triad No. 1 (2021) 5:10 
	 (Werner Durand, bottles)
	 Recorded and mixed by Werner Durand at his private studio in Berlin, July 2021
04 Mieko Shiomi Imaginary Garden No. 3 (2009) 7:38 
	 (Miroslav Beinhauer, piano)
	 Recorded at Sound Studio HAMU, Prague, December 2021, sound engineer: Ondřej Urban
	 Recording direction and editing: Petr Bakla
05 Milan Knížák Material Events (from the cycle Processes Mainly for the Space of Mind) (1977) 1:26 
	 (Přemek Ondra, voice) 
	 Recorded and mixed by Ondřej Ježek at JáMOR STUDIO, Prague, January 2022
06 Giuseppe Chiari Gesti sul piano (1962) 4:40 
	 (Luciano Chessa, piano)

Recorded by Werner Durand in Charlottenburg, Berlin on December 12, 2021
Thanks to Anna Clementi and Amelia Cuni

07 Öyvind Fahlström Morgon (1952-55) 5:31 
	 (Anna Clementi, voice)
	 Recorded by Thomas Stern @ Sternstaubstudio Berlin, 2021
08 Philip Corner A really lovely piece made for & by Agnese (2019) 3:13 
	 (Agnese Toniutti, piano) 
	 The track is originally released on Subtle Matters, Neuma Records, #138. NeumaRecords.org



09 Terry Riley Ear Piece (1962) 5:00 
	 (Luciano Chessa, oscillator)
	 Recorded by Werner Durand in Charlottenburg, Berlin on December 3, 2021
10 Philip Corner Small pieces of a Fluxus Reality (2018) 2:26 
	 (Agnese Toniutti, piano)
	 The track is originally released on Subtle Matters, Neuma Records, #138. NeumaRecords.org
11 Benjamin Patterson Paper Piece 5:59 (1960) 
	 (Luciano Chessa, paper)
	 Recorded by Werner Durand in Charlottenburg, Berlin on December 3, 2021
12 Philip Corner Toy piano (2012) 2:24 
	 (Agnese Toniutti, piano)
	 The track is originally released on Subtle Matters, Neuma Records, #138. NeumaRecords.org
13 Sten Hanson A Living Man (poem) (1971) 3:51 
	 (Anna Clementi, voice)
	 Recorded by Thomas Stern @ Sternstaubstudio Berlin
14 Opening Performance Orchestra Stolen Symphony (2021) 21:25 
	 (Opening Performance Orchestra, electronics) 

Recorded and mixed in re-set studio, Prague, summer 2020 / spring 2021
15 Milan Knížák & Phaerentz & Opening Performance Orchestra BROKEN REBROKEN edit (2020) 3:00 

(Milan Knížák & Phaerentz & Opening Performance Orchestra)
	 Recorded live at MaerzMusik, Hamburger Bahnhof, Berlin, April 2014, edited in re-set studio, Prague, 

summer 2018
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