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ESCAPE ATTEMPTS 
Conceptual artists are mystics rather than rationalists. They leap to con
clusions that /ogle cannot reach ... Illogical judgemen ts lead to new ex
perience. -Sol LeWltt , 1969' 

I. A Biased History 

The era of Conceptual art-which was also the era of the Civil Rights Movement , 
Vietnam. the Women's Liberation Movement , and the counter-culture-was a real 
free-for-all, and the democrat ic Implications of that phrase are fully appropriate, If 
never realized. "Imagine, " John Lennon exhorted us. And the power of Imagination 
was at the core of even the stodgiest attempts to escape from "c ultural confine
ment," as Robert Smithson put it . from the sacrosanct ivory walls and hero ic, patriar 
chal mythologies with which the 1960s opened. Unfettered by object status, Con
ceptual artists were free to let their imaginations run rampant. With hindsight , It Is 
clear that they could have run further , but in the late sixties art world , Conceptual art 
seemed to me to be the only race In town . 

on a practical level, Conceptual artists offered a clear-eyed look at what and where 
art itself was supposed to be ; at the utopian extreme, some tried to visualize a new 
world and the art that would reflect or inspire it. Conceptual art (or "ultra-conceptual 
art." as I first called it , in order to distinguish it from Minimal painting and sculpture , 
earthworks , and other grand-scale endeavors which appeared In the early sixties as 
abnormally cerebral) was all over the place In style and content, but materially quite 
specific . 

Conceptual art . for me, means work In which the idea Is paramount and the mater
ial form Is secondary, lightweight , ephemeral , cheap , unpretentious and/or "demate
rialized." Sol LeWitt disting uished between conceptual art "with a small c" (e.g . his 
own work, In which the material forms were often conventional, although generated 
by a paramount Idea) and Conceptual art "with a capital C" (more or less what I have 
described above, but also, I suppose, anything by anyone who wanted to belong to 
a movement). This has not kept commentators over the years from calli ng virtually 
anything in unconventional mediums "Conceptual art ." And this book muddles the 
waters as well, since It documents the whole heady scene that provided my narrower 
definition of Conceptual art with Its con text . 

There has been a lot of bickeri ng about what Conceptual art is/was ; who began it; 
who did what when with It; what its goals , philosoph y, and politics were and might 
have been. I was there, but I don 't trust my memory. I don 't trust anyone else's either. 
And I trust even less the authoritative overviews by those who were not there. So I'm 
going to quote myself a lot here, because I knew more about it then than I do now, 
despite the advantages of hindsight . 

The times were chaotic and so were our lives. We have each Invented our own his
tory, and they don 't always mesh; but such messy compost is the source of all ver
sions of the past. Conceptual art.lsts, perhaps more concerned with Intellectual dis
tinctions in representation and relationsh ips than those who rely on the object as 
vehicle/receptacle , have offered posterity a particularly tangled account . My own 
version is inevitably tempered by my femin ist and left politics . Almost th irty years 
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later my memories have merged with my own subsequent life and learnings and 
leanings. As I reconstitute the threads that drew me into the center of what came to 
be Conceptual art . I'll try to arm you with the necessary grain of salt, to provide a 
context , within the ferment of the times, for the personal prejudices and viewpoints 
that follow . I'm not a theoretician. This Is an occasionally critical memoir of a small 
group of young artists' attempts to escape from the frame-and-pedes tal syndrome in 
which art found itself by the mld-1960s . 

When the decade began I was a free-lance researcher, translator, Indexer, bibliog 
rapher, and would-be writer in New York. i began to publish regularly In 1964. The 
mid-to-late sixties were one of the most exciting times of my llfe on every level: I be
gan to make a living from free-lance writing (at almost the e>tact moment my son was 
born). I curated my first exhibition. gave my first lectures, published my first two 
books , began to travel, wrote some fiction, got unmarried, got politici zed. Concep
tual art was an Integral part of the whole process . I came to it , as did most of my 
artist colleagues, through what came to be called Minimalism. But we converged 
from very different directions and eventually went off again in others . 

The word Minimal suggests a tabula rasa-or rather the failed attempt at a clean 
slate, a utopian wish of the times that never came true but was Important for the 
goals and desires it provoked . It was and still is an idea that appeals to me, though 
not for its reality quotient. In graduate school I had written a long paper about a tab
ula rasa swept clean by the Zen monk's broom and Dada's vitrloiic humor. I saw ma
terialist echoes of these impossible longings In the paintings of Robert Ryman and 
Ad Reinhardt . From 1960 to 1967, I lived with Ryman, who was never called a Mini
malist in those days because the roots of his white paintings from the late fifties were 
In Abstract Expressionism ; he was "discovered " around 1967 through the advent of 
the messier "process art " and was included In a surprising number of wconceptual 
art " shows, although the term is really Inappropr iate for his obsession with paint and 
surface, llght and space. We lived on Avenue A and Avenue D and then on the Bow
ery. Sol LeWitt was a close friend of ours, and my major Intellectual influence at the 
time. r,Ne had all worked at The Museum of Modern Art In the late fifties . Ryman was 
a guard; LeWitt was at the night desk ; I was a page In the library.) 

On and around the Bowery, an art community formed that included LeWitt , Ray 
Donarski , Robert Mangold , Sylvia Plimack Mangold , Frank Lincoln Viner, Tom Doyle, 
and Eva Hesse. My own history of Conceptual art is particu larly entwined with that 
studio community. and with LeWitt's work and writings ; through him, around 1965-66, 
I met or saw the work of Dan Graham, Robert Smithson, Hanna Darboven, Art & Lan
guage, Hilla and Bernd Becher, Joseph Kosuth, and Mel Bochner. 

Around 1964-65 . Kynaston McShine and I had begun work at The Museum of 
Modem Art on what became the "Primary Structures " exhibit ion he curated for The 
Jewish Museum In 1966. That year I also wrote the catalogue for The Jewish Mu
seum's retrospective of Ad Reinhardt, the reluctant hero of one branch of what was 
to become Conceptual art . Joseph Kosuth's storefront Museum of Normal Art was 
"dedicated" to him. Around the same time. I met Ca.rt Andre. whose poetic detours 
around art-as-art made him a cantankerous part of the Conceptual community In 
spite of himself; he never liked or sympathized with the products , although he hung 
out with the artists . Donald Judd was also a powerfu l figure, an obdurately blunt artist 
and writer who was a model for many younger artists . And Robert Morris , elusive 
and virtually stylel ess, was the progenitor of many soon-to-be "seminar concepts. 

In 1967. John Chandler and I wrote the article on ~e Demateriallzation of Art " 
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th t was published In the February 1968 M International, in which we saw "ultra-
:Oceptual art" emerging from two d irections : art as Idea and art as action . In late 
~ 967 I went to Vancouver and found that lain and Ingrid (then Elaine) Baxter (the N. 
E Th'ing co .) and others there were on a wavelength totally unconnected yet totally 
slmllar to that of many New York friends. This and later encounters In Europe con
firmed my belief In "ideas In the alr"-" the spontaneous appearance of similar work 
totally unknown to the artists that can be explained only as energy generated by 
(well-known. common] sources and by the wholly unrelated art against which all the 
potentially 'conceptual' artists were commonly reacting, " as I once described the 
phenomenon. 

The question of sources has since become a sore point. Marcel Duchamp was the 
obvious art-historical source, but In fact most of the artists did not find his work all 
that interesting . The most obvious except ions, perhaps, were the European-con
nected Fluxus artists; around 1960 Henry Flynt coined the term "concept art, " but 
few of the artists with whom I was involved knew about it , and In any case it was a 
different kind of "concept "- less formal, less rooted in the subversion of art-wo rld 
assumptions and art-as-commodity . As respon.sible critics we had to mention 
Duchamp as a precedent , but the new art in New York came from closer to home: 
Reinhardt's writings , Jasper Johns 's and Robert Morris 's work, and Ed Ruscha 's 
deadpan photo -books, among others . Duchamplan "claiming, • however, was an oc
casional strategy : the N. E. Thing Co. categorized Its work as ACT (Aesthetically 
Claimed Things) or ART (Aesthetically Rejected Things); Robert Huot, Marjorie 
Strider. and Stephen Kaltenbach all did pieces that wselected" art-Uke objects from 
real life in the city. 

In my own experience, the second branch of access to what became Conceptual 
art was a jurying trip to Argentina In 1968. I returned belatedly radical ized by contact 
with artists there, especially the Rosario Group, whose mixture of conceptual and 
political Ideas was a revelation . In Latin America I was trying to organize a "suitcase 
exhibition" of dematerialized art that would be taken from country to country by 
"Idea artists " using free airline tickets . When I got back to New York, I met Seth 
Slegelaub, who had begun to reinvent the role of the "art dealer" as distributor extra
ordinalre through his work with Lawrence Weiner, Douglas Huebler, Robert Barry, and 
Joseph Kosuth. Siegelaub's strategy of bypassing the art world with exhibitions that 
took place outside of galleries and/or New York and/o r were united In publicat ions 
that were art rather than merely about art dovetailed with my own notions of a dema
terialized art that would be free of art-world commodity status . A practical man, un
encumbered at the time by addiction to Ideology or esthetics , Siegelaub went right 
ahead and did what had to be done to create International models for an alternat ive 
art network. 

On my return from Latin America I was also asked to co-curate (with painter 
Robert Huot and polit ical organizer Ron Wolin) an exhibition of Important Minimal 
artworks against the Vietnam war, as a benefit for Student Mobilization and the 
opening show at Paula Cooper's new Prince Street space. (It Included LeWltt 's first 
public wall drawing .) In January 1969 the Art Workers Coalition (AWC) was formed on 
a platform of artists ' rights which was soon expanded into opposition to the Vietnam 
war. (Anti-racism and then anti-sexism were soon added to the anti-war agenda.) 
The AWC provided a framework and an organizational relationship for artists who 
were mixing art and politics that attracted a number of "Conceptual artists ." Kosuth 
designed a fake membersh ip card for entrance to The Museum of Modern Art-one 
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of our major targets-with AWC rubberstamped in red across it. Andre was the resi
dent Marxist. Smithson , Judd, and Richard Serra were skeptical , non-participating 
presences . The Guerrilla Art Action Group (GAAG), consisting at that time of Jean 
Toche, Jon Hendricks, Poppy Johnson , and Sllvianna, was a major force in the 
AWC's Action Committee , though maintaining its own identity . While GAAG's almost 
Dada letters to President Nixon ("Eat What You Kill" ) and other world leaders were In 
the sp irit of the general "Conceptual movement ," their blood-and -guts performance 
style and their connections to Europe, via Fluxus and Destruct ion Art. separated 
them from the cooler, Minimal art-oriented Conceptual mainstream. 

Concept art Is not so much an art movement or vein as i t is a pos ition or 
worldv iew, a focus on activity, -Ken Friedman, formerly head of Fluxus 
West, San Diego, 1971 

So "Conceptual art .. -or at least the branch of it in which I was Involved-was very 
much a product of, or fellow traveler with , the political ferment of the times , even if 
that spirit had arrived belatedly in the art world . (A small group of artists. including 
Rudolph Baranlk, Leon Golub, Nancy Spero, and Judd had been organizing against 
the war for several years by then. Even earlier, Reinhardt had also spoken out and 
demonstrated against Intervention in Vietnam, but the Relnhardtian attitude re
mained that art was art and politics were politics and that when artists were activists 
they were acting as artist citizens rather than as esthetlc arbiters .) The strategies 
with which we futilely schemed to overthrow the cultural establlshment reflected 
those of the larger political Movement, but the most effective visual antiwar Imagery 
of the period came from outside the art world, from popular /political culture . 

For me. Conceptual art offered a bridge between the verbal and the visual. (I was 
writing abstract , conceptual " fiction " then; at one point I tried alternating pictorial 
and verbal "paragraphs" In a narrative; nobody got it) By 1967, although I had only 
been publishing art crit icism for a few years, I was very aware of the limitations of the 
genre. I never liked the term critic . Having learned all I knew about art in the studios , 
I Identified with artists and never saw myself as their adversary. Conceptual art, with 
its transformation of the studio Into a study , brought art Itself closer to my own activ
ities. There was a period when I saw myself as a writer -collaborator with the artists, 
and now and then I was Invited by artists to play that part. If art could be anything at 
all that the artist chose to do , I reasoned. then so could criticism be whatever the 
writer chose to do. When I was accused of becoming an artist , I replied that I was 
Just doing criticism , even If It took unexpected forms . I organized my first exhibition 
("Eccentric Abstraction") at the Fischbach Gallery in 1966. when critics rarely cu
rated , and considered it , too , just another kind of "criticism ." (At the height of my 
conceptually hybrid phase, Kynaston McShlne asked me to write a text for The Mu
seum of Modern Art 's Duchamp catalogue . I constructed it of "readymades " chosen 
by a "random system" from the dict ionary, and to my amazement, they used It.) 

I also applied the conceptual freedom principle to the organization of a series of 
four exhibit ions which began ln 1969 at the Seattle Art Museum's World's Fair annex. 
They Included wall works , earthworks , and sculptural pieces as well as more Idea
oriented pieces . Three aspects (or influences) of Conceptual art were incorporated in 
these shows: the titles ("557 ,087" In Seattle) were the current populations of the 
cities ; the catalogues were randomly arranged packs of index cards ; and with a team 
of helpers, I executed (or tried to) most of the outdoor works myself, according to the 
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ts' instructions . This was determ ined as much by econom ic limitations as by 
a,tls . we couldn 't afford plane fare for the artists . 
th~~ •n the show went to Vancouver. It acquired a new title r 955,000"), additional 

a bibliography , and many new works , which were shown In two Indoor loca
cards• the Vancouver Art Gallery and the Student Union at the University of British 
tlo7s (bia) and all over the city. My texts in the card catalogues included aphorisms , 
Co u:,,d quotes and were mixed In, unsequentlally , with the artists ' cards . The idea 
::: · that the reader could discard whatever s/he found uninterest ing. Among my 

cards: 

Deliberately /ow-keyed art often resembles ruins, /Ike neolith ic rather than 
classical monuments , amalgams of past and future, remains of something 
•more,,. vestiges of some unknown venture. The ghost of content cont in
ues to hover over the most obdurately abstract art. The more open, or 
ambiguous, the experience offered, the more the viewer Is forced to de
pend upon his (sic} own percept ions. 

The third version. in 1970, was a more str ictly conceptual and portable exhibit ion 
that originated at the Centro de Arte y Comun icacl6n In Buenos Aires as 
-2,972.453"; it included only artists not in the first two versions: among others , Slah 
ArmaJani, Stanley Brouwn, GIibert & George, and Victor Burgin. The fourth version, In 
1973, was "c . 7,500"-an International women 's Conceptual show that began at the 
California Institute of the Arts in Valencia, Californ ia, and traveled to seven venues , 
ending In London. It included Renate Altenrath , Laurie Anderson , Eleanor Antin , 
Jacki Apple, Alice Aycock , Jennifer Bartlett, Hanna Darboven, Agnes Denes, Doree 
Dunlap, Nancy Holt , Poppy Johnson , Nancy Kitchel , Christine Kozlov, Suzanne Kut
tler, Pat Lasch, Bernadette Mayer, Christ iane MObus, Rita Myers, Renee Nahum, N. 
E. Thing Co .• Ulrike Nolden, Adrian Piper, Jud ith Stein, Athena Tacha, Mlerle Lader
man Ukeles, and Martha Wilson. I list all these names here, as I said on a catalogue 
card at the time, "by way of an exasperated reply on my own part to those who say 
'there are no women making conceptual art. · For the record , there are a great many 
more than could be exhibited here." 

The Inexpensive, ephemeral, unintimidat ing character of the Conceptual mediums 
themselves (video, performance , photography , narrative, text, actions) encouraged 
women to participate. to move through this crack in the art world's walls . With the 
public introduction of younger women artists Into Conceptual art, a number of new 
subjects and approaches appeared: narrative, role-playing, guise and disguise, body 
and beauty Issues; a focus on fragmentation , interrelationships , autob iography, per
fonnance, daily life, and , of course, on feminist politics . The role of women artists 
and critics In the Conceptual art flurry of the mid-sixt ies was (unbeknownst to us at 
the time) similar to that of women on the Left. We were slowly emerging from the 
kitchens and bedrooms , off the easels, out of the woodwork , whether the men were 
ready or not-and for the most part they weren't . But even lip service was a welcome 
change. By 1970, thanks to the liberal-to-left politics assumed by many male artists , 
a certain (unprecedented) amount of support for the feminist program was forthcom 
ing. Several men helped us (but knew enough to stay out of the decision-making) 
when the Ad Hoc Women Artists Committee (an offshoot of the AWC) launched Its 
offensive on the Whitney Annual exhibition . The Hanonyrnous" core group of women 
faked a Whitney press release stating that there would be fifty percent women (and 
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fifty percent of them "non-white") In the show, then forged Invitations to the opening 
and set up a generator and projector to show women's slides on the outside walls of 
the museum while a sit-in was staged Inside . The FBI came In search of the culprits. 

One of the reasons we were successful in forcing the Whitney to Include four times 
as many women as before In that year's sculpture show was the establishment of the 
Women's Art Registry , Initiated in angry response to the "There-are-no-women
who ... " (make large sculpture, Conceptual art, kinetic art, etc ., etc .) syndrome . As a 
freelance writer I was unaware of personal gender discr imination Ot's hard to know 
what Jobs you don 't get), but it was easy enough to perceive when It came to women 
artists, who were virtually Invis ible in the mid -six t ies. with a very few exceptions : Lee 
Bontecou, Carolee Schneemann, and Jo Baer being practically the only ones around 
my age ; the others were older. second-generation Abstract Expressionists . A brilliant 
horde was waiting In the wings. 

In terms of actual Conceptual art, the major female figure In New York in the 1960s 
was Lee Lozano , who had shown her huge industrial/organic paintings at Dick Bel
lamy's cutting-edge Green Gallery . She was making extraordinary and eccentric art
as-life Conceptual works In the late sixties : a "general strike piece ," an " I Ching 
piece ," a "dialogue piec e,h a "grass piece, " and "l nfofictions ." "Seek the extremes," 
she said, "That's where all the action Is." (When the Women 's Movement began, 
Lozano made the equally eccentric dec isio n never to associate with women .) 

Yoko Ono , who had participated In Fluxus since the early 1960s. continued her In
dependent proto-Conceptual work. In 1969 Agnes Denes began her Dialectic Trian
gulat ion: A Visual Philosophy, Involving rice, trees, and haiku as well as mathemat ical 
diagrams . Martha Wilson, still a student at the Nova Scotla College of Art and De
sign, began her examinations of gender and role playing that evolved into perfor
mance and continue today in her "Impersonations " of Nancy Reagan , llpper Gore, 
and other friends of the arts. Christine Kozlov, who was also very young, was Joseph 
Kosuth 's collaborator in the Museum of Normal Art and other enterprises and did her 
own rigorously "rejective " work . Yvonne Rainer's drastic alterations of modern dance 
were also very Influential. On the West Coast, Eleanor Antin pursued the whimsical, 
narrative vein that was to lead her to neo-theatrlcal performance and fllmmaking , es
pecially with her cinematic 100 Boots postcards (1971), In which pairs of rubber 
boots wandered out of the gallery to explore the real world, traveling through the 
U.S. mails . 

By the end of the decade Adrian Piper (also very young then) had made a series of 
mapping pieces and Intellectual actions that explored philosophical/spatlal con
cepts, somewhat reminiscent of LeWltt and Huebter . By 1970 she had launched Into 
her own totally original identity works-the Catalysis series, in which she recreated 
or destroyed her own Image/identity In bizarre public act ivi ties. Conceptual art has 
continued to be the bas is of much Important postmodern fem inist work. from Piper, 
Antin , Martha Rosier (who was making photo-text pieces In Los Angeles in 1970), 
Suzanne Lacy, Susan Hiller , and Mary Kelly to Barbara Kruger, Jenny Holzer , and 
Lorna Simpson , among others . 

II. Outside the Frame 

For years people have been concerned with what goes on Inside the 
frame. Maybe there's something going on outside the frame that could be 
considered an artist ic idea. -Robert Barry , 1968 
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Ideas alone can be works of art; they are a chain of development that may 
eventually find some form. Alf ideas need not be made physical . ... The 
words of one artist to another may Induce an Idea chain, if they share the 
same concept. -Sol LeWltt, 1969 

I was beginning to suspect that Information could be interesting In its own 
right and need not be visual as In Cubist, etc. art. -John Baldessari. 1969 

Although conceptuaJ art emerged from Mlnimallsm , Its bas ic pr inc iples were very 
different stressing the acceptively open-ended In contrast to Mlnlmalism's rejec
fvely seif-contalned . If Minimalism formally expressed "less is more ," Conceptual art 1 

as about saying more with less. It represented an opening up after Min imalism 
~osed down on expressionist and Pop excesses . As Robert Huot said in a 1977 blll
~oard piece : " Less Is More , But It 's Not Enough ." 

I'm often asked by younger st udents of the pertod why I talk about Conceptual art 
In political terms when , looking back , most of It seems supremely apolitical . Part of 
the answer Is relative . With a few exceptions , the art was apolitical, but in an art 
world that still Ido lized Clement Greenberg (who in turn publicly abhorred Pop and 
MinimaJ art). that denied even the presence of political concerns, and offered little or 
no political education or analysis. Conceptual art ists-most of whom were then In 
their twent ies and thi rties-looked and sounded like rad icals . Now , with a few excep 
tions, their art looks tim id and disconnected in comparison to the political activism of 
the sixties and the activist art of the late seventies and eighties, much of which is 
Conceptually aligned . The prime exceptions were GAAG and the work of the Uru 
guayan expatriate Luis Camnltzer . 

Writing from a consciousness almost non-exis tent in the American art world, Cam
nttzer wrote In 1970 that desp ite the fact that so many people in the world were 
starving to death , "a rt ists continue to produce full -belly art ." He mused about why 
the phrase "Colonial Art " was art-historically pos itive. and appl ied only to the past. 
because " In reality It happens In the present , and with benevolence It Is called 'inter 
national style .' " In perhaps the most inspired pol itica l Conceptual artwork , Orders & 
Co. (Camnitzer) sent a letter to Pacheco Areco , president of Uruguay In 1971 , order
Ing him to do things he could not help do ing , so as to expose the dictator to d ict ator 
ship: MThe 5th of November you will simulate normal walking but you will be con
scious that for this day Orders & Co . have taken possession of every third step you 
take. It Is not necessary for you to obsess yourself with this ." 

Around the same time , Hans Haacke wrote : 

Information presented at the right time and in the right place can poten
tially be very powerful. It can affect the general social fabric . . . . The 
working premise Is to think in terms of systems: the production of sys
tems, the Interference with and the exposure of existing systems . . . . 
Systems can be physical , biological, or social.' 

One could argue that art Is rarely in the right place. but Haacke's statement was 
sharpened when his 1971 exhibition of systems was canceled by the Guggenheim 
Museum (his champion, curator Edward Fry, was also fired) . The offending piec e was 
"social ," a thoroughly -researched work on actual absentee landlords , with whom the 
Guggenheim apparently shared an Intense class-Identification . Censorship sent 
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Haacke's art in a more polttlcal direction , his "museum-quali ty" resistance eventually 
providing a bridge between Conceptuallsm, activism , and postmodernism . 

However , It was usually the form rather than the content of Conceptual art that 
carried a polit ical message . The frame was there to be broken out of . Anti -establish 
ment fervor In the 1960s focused on the de-mythologiza tion and de-com modlficatlon 
of art , on the need for an independent (or "alternative ") art that could not be bought 
and sold by the greedy sector that owned everything that was exploiting the world 
and promoting the Vietnam war. "The artists who are trying to do non-object art are 
Introducing a drastic solution to the problems of artists being bought and sold so 
easily , along with their art ...• The people who buy a wor1< of art they can't hang up 
or have In their garden are less Interested in possess ion. They are patrons rather 
than collectors ," I said In 1969 . (Now that 's utopian .•. ) 

It was also becoming clear how authorsh ip and ownership were Intertwined . In 
Paris , in 1967 , Daniel Buren (whose f irst striped works had been made In 1966), 
Olivier Mosset, and Nlele Toronl Invited reviewers to make or claim their paintings : 
" In order to discuss a forgery ," wrote the critic Michel Claura , "one must refer to an 
original . In the case of Buren, Mosset , Toronl, where Is the original work?" In Holland, 
in 1968, Jan Dlbbets, who had stopped painting In 1967, said : "Sell my work? To sell 
isn 't part of the art. Maybe there will be people idiotic enough to buy what they could 
make themselves . So much the worse for them ." Carl Andre said of his outdoor line 
of hay bales at Windham College in Vermont In 1968 (another Siegelaub enterprise) 
that It " is going to break down and gradually disappear . But since I'm not making a 
piece of sculpture for sale ... it never enters the property state ." This attack on the 
notion of originality , "the artist 's touch ," and the competitive aspects of Individual 
style constitute d an attack on the genius theory, the hitherto most cherished aspect 
of patriarchal , ruling -class art . 

Some Conceptuallsts took a page from Pop Omagery and techniques) and Mln l
maJlsm (fabrication out of the artist 's hands) by assum ing an "Industrial " approach . 
Ruscha had said, early on, that his photographic artist 's books were not "to house a 
collection of art photographs-they are technical data like industrial photography ." 
He eliminated text so the photos would become "neutral ." There was a cult of "neu 
trality " in Minimalism , app lied not only to the execution of objects but to the fero 
cious erasure of emotion and conventional notions of beauty . (Morris's 1963 Card 
File and Statement of Es the tic Withdrawal were precedents .) In 1967 , Le Witt said 
"The Idea becomes a machine that makes the art ." Bochner curated an exhibition of 
"wor1<ing drawings " at the School of Visual Arts, which Included "non-art" as well as 
businesslike art diagrams. Andre expla ined his work, based on "particles " of mater
ial , in Marx ist terms . Dennis Oppenheim did two large-scale earthworks that were 
about (and resulted in) wheat production . In Germany , Hilla and Bernd Becher were 
offering a new framework for documentary photography with their frontal , unmodu
lated images of industria l sites . And in England John Latham initiated the Artists 
Placement Group (APG). which placed artists in "real world " workplace .s. Frequently 
perceptible beneath the surface of such statements was the need to Identify art with 
respectable work , and on a more superficial level, with the working class . 

A related notion, also designed to avoid the Isolation of art from the "ordinary " 
world , was a new angle on style and authorship, which led to post-Dada appropria
tion . Reviewing "557 ,087 " In Artforum , Peter Plagens suggested that "There is a total 
style to the show , a style so pervas ive as to suggest that Lucy Lippard is in fact the 
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t and that her med ium Is other artists ." Of course a critic 's med ium is always 
:!!sts· critics are the original appropriators . Conceptual artists followed the Dadas 

t s th.is territory . Starting from their Duchamp ian notion of "claiming ,'' appropriation 
:" ~he 1960s became more polit ical as art-world artists borrowed John Heartf leld's 
~asslc poster-makers ' technique or co-opting media and other familiar Images for 
c w and often satirical ends (the "co rrected billboard " of the later 1970s expanded 
~:is Idea). Informat ion and systems were seen as fair game, In the publ ic domain . 
The appropriation of other artists ' works or words , sometimes mutually agreed-upon 
as a kind of collaboration , was another Conceptual strategy . A combative attitude to 
ward art as individual product was also Implied , In line with the general sixties appeal 
of the collective act. Barthelme took on the alter ego James Robert Steelralls ; a 
pseudonymous Arthur A. Rose (a mulllple pun , perhaps , on Arose S(!lavy, Barbara 
Rose, Art, Author / ity, tumescence , etc .) Interviewed artists ; I quoted the mythical 
Latvan (later Latvana) Greene. In 1969, the ltallan artist Salvo appropriated the letters 
of Leonardo da Vinci to Lodovico II Moro . In 1970. Eduardo Costa mocked the art 
world's first-come-first-served bias in A Piece That Is Essentfally The Same As A 
Piece Made By Any Of The First Conceptual Artists , Dated Two Years Earlier Than 
The Original And Signed By Somebody Else. 

In Robert Barry Presents A Work By Ian Wilson (July 1970), the work was Ian Wil
son, a fragment of the elusive "Oral Communication ," which Wilson once described 
as taking " the object or the Idea of oral communication out of its natural context " 
and putting it In an art context, by speaking it , at which point "It became a concept. " 
In another work from this series of "presentations " of others ' work , Barry kidnapped 
three of my card catalogues and a review as the total contents of his 1971 Paris ex
hibition . In one particularly convoluted interchange , I wrote something about all this 
mutual appropriation, much enjoying the twists and turns on art , plag iarism, and crit 
icism encountered, and my text became simultaneously part of two different 
artworks-by Douglas Huebler and David Lamelas . "It's all just a matter of what to 
call it?" I asked rhetoricall y. "Does that matter? ~ (I still wonder and I still try to blur 
the boundaries between art and everything else as much as possible .) This is as 
close as Conceptual art came to the meaningful play of Dada, and these were , actu 
ally, political quest ions that affected the whole conception of what art was and what 
art could do . 

The root word "image" need not be 1Jsed only to mean representation (in 
the sense of one thing referring to something other than i tself). To re-pre
sent can be defined as the shift In referential frames of the viewer from 
the space of events to the space of statements or vice versa. Imagin ing 
(as opposed to fmaglng) is not a pictorial preoccupat ion. Imagination Is a 
project ion, the exteriorizing of ideas about the nature of things seen. It re
produces that which is lnitfally without product. -Mel Bochner, 1970 

For artists looking to restructure perception and the process/product relat ionship of 
art , informat ion and systems replaced traditional formal concerns of composit ion, 
color, techn ique , and physical presence . Systems were laid over life the way a rec
tangular format is laid over the seen In paintings , for focus . Lists. diagram s, mea
surements , neutral descriptions, and much counting were the most common vehicles 
for the preoccupation with repetition , the introduction of daily life and work routines , 
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philosoph ical positivism , and pragmatism. There was a fascination with huge num
bers (Mario Merz's pseudo -mathemat ical Fibonacci series, Barry 's One BIiiion Dots 
(1969), Kawara's One Million Years {1969), and with dictionar ies, thesauruses, li
braries, the mechan ical aspects of language, permutations (LeWitt and Darboven) 
the regular, and the minute (for example, Ian Murray's 1971 Twenty Waves fn A 
Row). Lists of words were equally popular , e.g. Barry's 1969 piece that Included 
its own urefinemenr as It progressed at least into 1971, which began : " It Is whole 
determined , sufflcient , Individual , known , complete , revealed, access ible, manifest' 
effected , effectual , directed . dependent. " ' 

Austerity took precedence over hedonism, even to the point of deliberate "boredom" 
(sanctified by Minimalism as an alternative to frenet ic expressionist Individualism and 
crowd -pleasing Pop). There was a decidedly puritan ical cast to much Conceptual 
art , as well as a fascination with pseudo -scientific data and neo-phllosophlcaJ gob
bledygook . One elegant precedent was Graham 's March 31, 1966, which listed dis
tances from "1,000,000,000,000,000,000,000,000.00000000 miles to edge of known 
universe " through celestial, geograph ic, then local sectors to the artist 's typewriter 
and glasses to " .00000098 miles to cornea from retinal wall. " Donald Burgy's 1968 
Rock series combined this impetus with the notion of context and took It to an al
most absurd extreme , documenting "selected physical aspects of a rock: Its location 
in, and its condit ions of , t ime and space ," Including weather maps , electron mi
croscopy , X-ray photographs , spectrograph ic and petrograph ic analysis. "The scale 
of this Information extends , in time ," said Burgy, "from the geologic to the present 
moment ; and , In size of matter, from the continental to the atomic .• Sometimes a 
certain wit was involved, as in Dibbet's manipulations of perspective so that non-rec
tangles appeared rectangular : he did th is on walls , on the ground, and, in 1968, on 
television , showing a tractor furrow ing ground with perspective correct ions matching 
the rectangular frame of the TV screen . 

The emphasis on process also led to art-as-life, life-as-art pieces, like Lozano's, 
Piper's , and GIibert & George 's living sculptures , and especially Mlerle Laderman 
Ukeles 's "Maintenance Art" series, which began in 1969. In 1971, as Haacke's reaJ
estate piece was being censored , Allan Kaprow published his Influential text on "the 
education of the un-art lst." and Christopher Cook executed a grand -scale "art-as
life" work by assuming the directorship of the Institute of Contemporary Art in 
Boston as a year-long piece. In performance , conceptualized improvisation played a 
similar role, as in Vito Acconc l's "following " piece, or his Zone {1971), in which he 
tried to keep a cat conf ined In a taped square for half an hour, blocking its moves by 
walk ing, no hands . The later work of Linda Montano , Lynn Hershman , and Tehchlng 
Hsieh inherited and extended this legacy. 

Communication {but not community) and distr ibution {but not accessibility ) were 
inherent In Conceptual art. Although the forms pointed toward democratic outreach, 
the content did not . However rebellious the escape attempts , most of the work re
mained art-referential , and neither economic nor esthetlc ties to the art world were 
fully severed (though at t imes we liked to think they were hanging by a thread) . Con
tact with a broader audience was vague and undeveloped . 

Surprisingly little thought was given In the United States (as far as I know) to edu
cation , especlally within or as alternatives to the existing Institutions . In 1967, Am
sterdam artists Dibbets, Ger van Elk, and Lucassen began the short -lived Mlnterna
tlonal Institute for the Reeducation of Artists ." The most powerful model was Joseph 
Beuys, who said In 1969: 
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To be a teacher is my greatest work of art. The rest Is the waste product , 
demonstrat ion . . . . Objects aren 't very important for me any more . •. . f 

:m trying to reaffirm the concept of art and creativity in the face of Marx
ist doctrine . ... For me the format ion of the thought is already sculpture . 

Verbal strategies enabled Conceptual art to be political . but not populist. Commu 
lcation between people was subordinate to commun ication about communication . 

~Whereas it took years to get a work to Europe or Californ ia (from New York)," said 
Slegelaub, "now it takes a telephone caJI. These are significant differences . The idea 

f swift communication Implies that no one has anything ." In the era of faxes and the f ternet this seems quaint. but at the time the adoption of telex technology by N. E. 
;hlng c~. and Haacke seemed daringly "beyond art." 

Occasionally the content seemed relatively accessible , as in James Collins 's Intro
duction Pieces of 1970-71 , In which he Introduced two total strangers In a public 
place. photographed them shaking hands. then asked them to sign an "affidavit " on 
the transaction . However, there was also a "semiotic " component to these works 
that effectively academlcized them : "That the message funct ioned disjunctively cul 
turally was employed as a device to re-align the recipients ' relatlonshlp to the mes
sage. as a theoretical construct. " 

For the most part communication was perceived as distribution, and it was In this 
area that populist desires were raised but unfulfilled . Distribution was often built Into 
the piece. Welner offered the most classic and conc ise examination of this issue in 
the stipulations for "ownership" (or for avoid ing ownership) that accompanied all of 
his works : 

1. The artist may construct the piece . 
2. The p iece may be fabricated . 
3. The p iece need not be built . 
Each being equal and cons istent with the intent of the artist, the dec ision 
as to condition rests with the receiver upon the occasion of receivership . 

Since novelty was the fuel for the conventional art market , and novelty depended 
upon speed and change, Conceptual artists gloried In speed ing past the cumber 
some established process of museum-sponsored exhib itions and catalogues by 
means of mail art, rapidly edited and published books of art , and other small- is-bet 
ter strategies . usome artists now think it 's absurd to fill up their studios with objects 
that won't be sold, and are trying to get their art communicated as rapidly as it Is 
made. They're thinking out ways to make art what they 'd like it to be in spite of the 
devouring speed syndrome It's made In. That speed has not only to be taken Into 
consideration , but to be utilized ,• I told Ursula Meyer In 1969; Mthe new dematerial
ized art . .. provides a way of getting the power structure out of New York and 
spreading It around to wherever an artist feels like being at the time . Much art now is 
transported by the artist, or In the art ist himself (sic), rather than by watered-down, 
belated circulating exhibitions or by existing informat ion networks ." 

Communication relates to art three ways: (1) Art ists knowing what other 
artists are doing. (2) The art commun ity knowing what art ists are doing. (3) 
The world knowing what artists are doing . . . . It's my concern to make it 
known to multitudes . [The most suitable means are] books and cata
logues. -Seth Siegelaub , 1969 
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One of the things we often speculated about in the late sixties was the role of the art 
magazine. In an era of proposed projects, photo-text works, and artists' books, the 
periodical could be the ideal vehicle for art itself rather than merely for reproduction, 
commentary, and promotion . At one point I recall brainstorming with friends about a 
parasite magazine, each "Issue" of which would appear noted as such In a different 
"host" magazine each month. The Idea was to give readers first-hand rather than 
second-hand Information about art . (Kosuth, Piper, and Ian Wilson published works 
as "ads" In newspapers at the time; in the 1980s this strategy was revived by Haacke 
and Group Material.) 

In 1970, Siegelaub, with the enthusiastic support of editor Peter Townsend , took 
over an Issue of the then lively British journal Stud io International and made it a kind 
of magazine exhibition with six "curators " (crit ics David Antin, Germano Celant, 
Michel Claura, Charles Harrison, Hans Strelow, and myself). We were each given eight 
pages and could fill them however we liked. with whatever artists we liked, doing 
whatever they liked. Claura chose only Buren, who striped his pages in yellow and 
white ; Strelow chose Dibbets and Darboven; the rest of us chose eight artists with a 
page each. My Mshow" was a round robin. I asked each artist to provide a "situation" 
within which the next artist was to work , so the works created one cumulative , circu
lar piece . (For example: Welner to Kawara: MDear On Kawara, I must apolog ize but 
the only situation I can bring myself to Impose upon you would be my hopes for your 
having a good day. Fond Regards, Lawrence Weiner." Kawara replied with a 
telegram: I AM STILL ALIVE, sent to LeWltt , who responded by making a list of sev
enty-four permutations of that phrase.) 

Decentralization and Internationalism were major aspects of the prevailing distribu
tion theories . This sounds odd now, when the "art world" extends to most of the 
western world (though "global" ls still out of reach, "Magic ians de la terre" and the 
Bienal de La Habana notwithstanding) . In the sixties, however, New York was resting 
In a self-imposed . and self-satisfied , Isolation, having taken the title of world art cap
ital from Paris In the late fifties . At the same time, the political struggles of the sixties 
were forging new bonds among the youth of the world . (The Parisian Sltuatlonis ts , 
though rarely mentioned in the Conceptual art literature , paralleled its goals In many 
ways, although the French focus on media and spectacle was far more politlcally 
sophisticated .) 

The easily portable, easily communicated forms of Conceptual art made it possible 
for artists working out of the major art centers to participate In the early stages of 
new ideas. Huebler, for instance , one of the most imaginative and broad-ranging 
early Conceptualists . lived in Bradford , Massachusetts . They could also carry their 
work with them as they moved around the country or world. When artists travel 
more, I argued at the time-not to sightsee, but to get their work out-they take with 
them the ambience , stimulus , and energy of the milieu In which the work was made 
(New York was still Implied as the prime source of that energy): wPeople are exposed 
directly to the art and to the Ideas behind it in a more realistic Informal situatio n.• 
(This was before the Nvlsltlng artist " lecture series became an American academic 
Institution ; with the artists ' slide registry, which came out of the Women's Move
ment, such series transformed the American art student's education and voided the 
curatorial excuse . "there are no good artists out there. '1 Spirits were high . In a de
commodifled Nldea-art ," some of us (or was It Just me?} thought we had In our hands 
the weapon that would transform the art world Into a democratic institution . 

By the end of the decade , connections had been made between Nldea artists " and 
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their supporters around the United States and In England, Italy, France, Germany, 
Holland. Argentina, and Canada (Vancouver and Halifax in particular). By 1970 Aus
tralia (the lnhlbodress group In Sydney) and Yugoslavia (the OHO group) had also 
kicked In. We began to see that Europe was more fertile ground than the United States 
for these new networks and means of dissemination. As younger American artists 
were Invited to Europe, younger European artists began to show up In New York In
dependently, making contact with their peers, cooking up inexpensive but expansive 
international •projects " unaffiliated with the commercial gallery system; French was 
the lingua franca, as few then spoke good English. The generous government fund
Ing in Europe (and more curator ial sympathy on the intellectua Vpolltical leveO and, In 
Germany. the Kunsthalle system made more and quicker experimentation possible . 
The New York art world was so full of itself that it didn 't need to pay much attention 
to the Conceptual gnats nipp ing at its fat flanks. The British crit ic Charles Harrison 
pointed out that In the late 1960s. Paris and the various European cities were in the 
position that New York was around 1939: a gallery and museum structure existed , 
but it was so dull and irrelevant to new art that there was a feeling that it could be by
passed. "Whereas in New York," I said, "the present gallery-money-power structure is 

50 strong that It's going to be very diHicult to find a viable alternative to it." 
Kynaston McShlne's fully International Nlnformatlon " show at The Museum of Mod

em Art in the summer of 1970 was an unexpected except ion. Born of an art-or iented 
interest In systems and information theory, and then transformed by the national rage 
attending Kent State and Cambodia , it became a state-of -the-art exhibition unlike 
anything else that caut ious and usually unadventurous inst itution had attempted to 
date. The handsome catalogue looked like a Conceptual artist 's book , with Its Infor
mal •typewritten " text and wlld range of non-art imagery from anthropology to com
puter science, and an eclectlc , Interdisciplinary reading list . I am listed in the table of 
contents wlth the artists because of the weird critical text I contributed (from Spain, 
where I was writing a novel deeply Influenced by Conceptual art), and elsewhere as a 
•critic " (In quotation marks). Many of the artists might have preferred the quotation
marks treatment too , as a way of distanc ing themselves from predictable roles. An
other departure for the time: films, videos, books , and John Giorno 's Dial-A-Poem 
were among the exhibits . Adrian Piper's contribution was a series of notebooks filled 
with blank pages In which the viewers were 

requested to write , draw, or othe,w fse Ind icate any response suggested 
by this situation (this statement , the blank notebook and pen , the museum 
context , your Immed iate state of mind , etc .) 

Ill . The Charm of Life Itself 

At its most Inventive , it has the mystery and charm of life i tsell It is the 
toughness of art that Is tacking. -Amy Goldin on Conceptual art, 1969. 

ln~ltably , the issues of Conceptual art as •not art ," "non-art t and Aanti-art " was 
raised ln th~ face of all these typed and xeroxed pages. blurry photographs, and rad
ical (sometimes preposterous or pretentious} gestures. Frederick Barthelme (who 
later gave up his cantankerous forays into "visual" art to become a well-known nov
elist) rejected the notion of (art] by refusing to say the word : 
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I do not agree that by putting something Into an context one admits to 
making .... I do not like the word . I do not 1/ke the body of work de
fined by the word . What I do like ls the notion production. I produce In 
order to pass the time. 

It was sometimes a question of who was an artist and to what extent art ls style. 
The late Australian artist Ian Burn, who was an early member of Art & Language, 
stated the anti-style position of many Conceptuallsts when he said In 1968: "Presen
tation is a problem because It can easily become a form in itself , and this can be 
misleading. I would always opt for the most neutral format, one that doesn't Interfere 
with or distort the Information ." 

There Is someth fng about void and empUness which I am personally very 
concerned with . I guess I can't get it out of my system. Just emptiness. 
Nothing seems to me the most potent thing In the world. -Robert Barry. 
1968 

One of the suggested solutions was a tabula rasa. In 1970. John Baldessarl cre
mated all his art dated May 1953 to March 1966 , thereby giving himself a fresh start . 
Kozlov showed an empty film reel, and made rejection itself her art form, conceptual
izing pieces and then rejecting them, freeing herself from execution while remaining 
an artist. In England, Keith Amatt titled a work Is It Possible For Me To Do Nothing As 
My Contribution To This Exhibition? and mused on "Art as an Act of Omission." In 
Australia , Peter Kennedy made a ten-minute piece that transferred bandages from a 
microphone onto a camera, forming a doubly muted transition between silence and 
lnvlslblllty . 

In 1969 I organized an exhibition at the Paula Cooper Gallery, a benefit for the Art 
Workers Coalition, in which the symptoms of dematerlallzation were well advanced: 
an (apparently) "empty" room contained Haacke's Air Currents (a small fan), Barry's 
Invisible Magnet ic Reid, Weiner's Minute Pit In The Wall From One Alr-Rlfle Shot, Wil
son's "Oral Communication, " a "secret" by Kaltenbach, a small black blip painted on 
the wall by Richard Artschwager , Huot's "existing shadows," and a tiny cable wire 
piece by Andre on the floor. The smallest room was, by contrast , crammed with 
printed matter-photo . text. xerox. and otherwise shrunken art. 

This was a relatively conservative statement. Barry rejected the closed claustropho
bic spaces of the gallery system by closing the gallery for one of his shows. Buren 
sealed off the entrance to a gallery space ln MIian with his trademark white-and-one
colo r striped fabric , "opening " and "closi ng" the show In one move. In Argenti na, 
Graciela Carnevale welcomed opening visitors to a totally empty room ; the door was 
hermetically sealed without their knowing it: "The piece Involved closing access and 
exits , and the unknown reactions of the visitors . After more than an hour, the 'prison
ers' broke the glass window and 'escaped.' " 

Such escape attempts were In fact being made by the artists rather than by the au
diences. In this case the audience was forced to act out the artists ' desires-to 
break out of the system. Much of this discuss ion had to do with boundaries-those 
imposed by conventional art definitions and contexts , and those chosen by the 
artists to make points about the new, autonomous lines they were drawing . "All legit
imate art deals with limits," said Smithson . "Fraudulent art feels that It has no limits: 
Some, like Huebler and Oppenheim , focused on the redistribution of site or place, al-
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though the more abstract notions of space and context usually prevailed over local 
specificity. 

The more successful work from the minimal syndrome rejected Itself al
lowing the viewer a one-to-one confrontation with pure limit or bou~ds. 
This displacement or sensory pressures from object to place wl/1 prove to 
be the major con tribut ion of minimalist art. -Dennis Oppenheim, 1969 

Huebler "dematerialized " place (or space) in his many map pieces, which in a quint 
essentially "Conceptual" manner disregarded time and space limitations, and In 
works like one from 1970, which consis ted of a vertical line drawn on a sheet of pa
per with the line below it reading: "the line above Is rotating on its axis at a speed of 
one revolution each day." Bochner, who made a series of works delineat ing Interior 
architectural measurements , wrote the same year: "A fundamental assumption In 
much recent past art was that things have stable properties , I.e. boundaries .... 
eoundarles, however, are only the fabrication of our desire to detect them." Applying 
the idea to a social context, Baldessarl executed a "ghetto boundary " piece with 
George Nlcolaidis for "557, 087" in Seattle in 1969 which, although intended as a 
consciousness-raising device , would probably be perceived as racist today : they af
fixed small silver and black labels to telephone poles or street signs along the 
boundary of an African-American neighborhood. 

I'm beginning to believe that one of the last fronUers left for rad/ca/ ges
tures Is the Imagination. -David Wojnarowic, , 1989J 

Even In 1969 , as we were Imagining our heads off and, to some extent, out into the 
world, I suspected that kthe art world ls probably going to be able to absorb concep
tual art as another 'movement ' and not pay too much attention to it. The art estab
lishment depends so greatly on objects which can be bought and sold that i don 't 
expect It to do much about an art that is opposed to the prevailing systems ." (This 
remains true today- art that Is too specific, that names names, about politics , or 
place, or anything else, Is not marketable until It Is abstracted, generalized defused .) 
By 1973, I was writi ng with some disllluslon In the "Postface" of Six Yea~: "Hopes 
that 'co nceptual art ' would be able to avoid the general commercialization , the de
structlvely ."progressive " approach of modernism were for the most part unfounded. 
It seemed 1n 1969 ... that no one, not even a public greedy for novelty, would actu
ally pay money, or much of it. for a xerox sheet referring to an event past or never di
rectly perceived , a group of photographs documenting an ephemeral situation or 
~ondltlon. a project for work never to be completed, words spoken but not recorded : 
tt seemed that these artists would therefore be forcibly freed from the tyranny of a 
commodity status and market-orientation . Three years later, the major concep tual
lsts are _selling work for substantia l sums here and in Europe; they are represented by 
(and still more unexpected-showing In) the world 's most prestigious galleries . 
Clearly, whatever minor revolutions In communication have been achieved by the 
process of dematerlallzlng the object •.. , art and artists in a capitalist society re
main luxuries." 

Yet, wit~ a longer view, It Is also clear that the Conceptual artists set up a model 
t~at remains flexlble enough to be useful today, totally aside from the pompous and 
flippant manner in which It ha.s sometimes been used in the art context. Out of that 
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decade from 1966 to 1975 came a flock of cooperative galleries (55 Mercer and A. I. 
R. being the notable survivors), a tide of artists ' books (which led to the formation In 
1976 of Printed Matter and the Franklin Furnace Archive), another activ ist artists ' or
ganization led by former Conceptuallsts (Artists Meeting for Cultural Change) after 
the AWC faded with the Vietnam war, and an International performance art and video 
network . Activist and ecological /s ite-specific work that had Its beginnings In the 
1960s in Conceptual-related projects has seen a revival In the 1980s and 1990s; the 
much -maligned Whitney Biennial of 1993 featured more-and-less "political " art that 
recalled Its Conceptual sources; and feminist act ivists like the Guerrllla Gi(ls and the 
Women's Act ion Coalition r,t,/AC) also renewed 1960s and early 1970s concerns with 
women 's representation in the media, daily life, and role playing/gender-bending . 

Perhaps most Important. ConceptuaHsts Indicated that the most exciting "art" 
might still be burled in social energies not yet recognized as art . The process of ex
tending the boundaries didn 't stop with Conceptual art: These energies are still out 
there, waiting for artists to plug into them, potential fuel for the expansion of what 
"art" can mean. The escape was temporary. Art was recaptured and sent back to its 
white cell, but parole is always a possibility . 
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For Sol 

"To discuss what one is doing rather than lhe artwork which results, to attempt to unravel the 
1oops of creative activity, is, In many ways, a behavioural problem . The fusion of art, science and 
persol'lality Is Involved. II leads to a consideration of our total relationship 10 a work of art, In 
which physical moves may lead to conceptual moves. In which Behaviour relates to Idea .... 'An 
organism Is most effic ient when II knows Its own Internal order.·· 

-R oy Ascol! , "The Construct ion of Change,• Cambridge Opinion 37 (January, 1964). 
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material (excerpts . statements , art works , sympos ia) Is In roman type ; and all commentary by the 
editor Is In Italics . 

The follow lng abbreviations have been used throughout: CAYC-Centro de Arte Y Communlca
cion: APB-Art and Proj ect Bulletin; Arts-Arts Magazine; NETCo.-N .E. Thing Co.; NSCAO-Nova 
Scotia C<>llege of Art and Design ; MOMA-Museum of Modem Art, (Rep.)-<eproductlon . 

(t996) When I compiled Six Years: The Dematerlalfzatlon of the Art Object . •. In 1972-73 , I de
scribed It In the nearly 100-word title as • ••• focused on so-called conceptual or Information or 
Idea art with mentions of such vaguely designated areas as minimal , antlform , systems, earth or 
process art ... • The Initial manuscript was about twice the size of that which was finally pub 
lished (The Arch ives of American Art has the rest of the stuff) , and even at Its published length , I 
was convinced that no one would ever read the thing through . When It appeared, I was amazed to 
t,ear that some eccentric souls were unable to put 11 down and a lot of people seemed to be plow
Ing through It, plugging Into the hidden narrative that I thought would be an Involuntary secret. 
Then the book went out of print for over a decade and became, lronlcally, a very expensive collec
tor 's Item, paralle llng the late of the art It espoused. 

I'm delighted that University of Csllforn la Press editor Charlene Woodcock kept at me to help 
her reprint Sbt Years. My recalcitrance was due to laziness . exhaustlon with digging up the past 
(which has become Inexplicably fascinating to too many graduate students , gratifying though It 
may be) . and the pressure of current work , which always Interests me much more . However , I am 
constantly struck by how often my current work-lnvolvmg feminism or photography or public an 
or art by contemporary Native Amertcans---<ecalls past events In Conceptual art . It was a far 
ncher vein than any of us could have realized at the time. Look ing back through this book, I am al
ways amazed by the density and diversity of the genre(s). 
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PREFACE 

Because this is a book about widely differing phenomena within a lime span, not 
about a " movement," there Is no precise reason for certain Inclusions and exclusions 
except personal prejudice and an Idiosyncratic method of categorization that would 
make little sense on anyone else's grounds . I planned this book to expose the chaotic 
network of ideas in the air, In America and abroad, between 1966 and 1971. While 
these Ideas are more or less concerned with what I once called a "dematerlalization " 
of the art object. the form of the book intentionally reflects chaos rather than 
imposing order . And since I first wrote on the subject in 1967, it has often been 
pointed out to me that dematerlalization is an inaccurate term. that a piece of paper or 
8 photograph is as much an object , or as " material," as a ton of lead. Granted. But for 
lack of a better term I have continued to refer to a process of dematerlallzation, or a 
deemphasis on material aspects (uniqueness, permanence, decorative attractive
ness). 

" Eccentric Abstraction," " Anti -Form." " Process Art," " Anti-lllus ionlsm," or what
ever, did come about partly as a reaction against the Industr ialized geometry and 
sheer bulk of much min imal art. Yet minimal art was itself anti-formalist in Its 
nonrelational approach, its insistence on a neutralization of " composition" and other 
hierarchical d istinctions . Sol LeWitt's premise that the concept or idea was more 
Important than the visual results of the system that generated the object undermined 
formalism by Insisting on a return to content. His exhaustive permutations re
Introduced chance Into a systematic art , an Idea that he has successfully investigated 
in his serial drawings, which are executed directly on the wall according to very 
specific mstructions that allow for Infini te generalization , or variety. Other artists were 
more concerned with allowlng materials rather than systems to determine the form of 
their work, reflected in the ubiquity of temporary " piles" of materials around 1968 
(done by, among others , Andre. Baxter, Beuys, Bollinger , Ferrer, Kaltenbach. Long, 
Lauw, Morris, Nauman, Oppenheim, Sare!, Serra. Smithson). This premise was soon 
_applied to such ephemeral materials as time Itself, space, nonvisual systems. situa
tions, unrecorded experience, unspoken ideas, and so on. 

Such an approach to physical materials led directl y to a similar treatment of 
perception, behavior , and thought processes per se. The most effective method in this 
case has often been the accent or overlay of an art context , an art framework , or 
simply an art awareness, that Is, the imposition of a foreign pattern or substance on 
existing situations or Informat ion (e.g., Barry, Dibbets, Huebler, Oppenheim, Smith
son, Welner, and others). The addition of accents rather than the delineation of an 
Independent form led away from marking the object into remarking direct experience. 
("Ephemerallzation" Is the term Buckminster Fuller uses for " the design science 
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strategy of doing even more with even less per unit of energy , space, and time. " ) 
Fragmentation Is more like direct commun ication than the traditionally unif ied ap. 
proach in wh ich superfluous literary transitions are introduced . Critic ism itself tends 
to clog up these direct reactive processes with irrelevant Information . while the 
terseness and the Isolation of much of the art reproduced here forces mental Jumps; 
these in turn facilitate a heightened alertness to sensor ial or visual phenomena . 

I would like th is book to reflect that gradual deemphas is of sculptural concerns , and 
as the book evolves. I have deliberately concentrated Increasingly on textual and 
photograph ic work . Th is is not to say, of course , that many artists whose work greatly 
interests me have not continued to work in sculpture or painting , but simply that the 
phenomena examined In th is book tend to avoid those solutions . The antl
lndlvldua listlc bias of Its form (no single art ist's sequential development or contribu
tion can be traced without the help of the Index) will hopefully emphas ize timing, 
variety, fragmentation , and interrelat ionsh ips above all . In fact , I have included some 
of the work here because It illustrates connections to or even exploitat ion of other, 
stronger work . or repetition of Ideas cons idered from very d ifferent viewpo ints , or how 
far certain ideas can be taken before they become exhausted or totally absurd . In any 
case, I enjoy the prospect of forc ing the reader to make up his or her own mind when 
confronted with such a cur ious mass of Information . 

Proto-conceptual art In the guise of the Fluxus group 's " concept art, " the perform
ance and body works of the Japanese Gutal group , Happenings , concrete poetry, 
most performances and street works . and even such impressively eccentric manifes
tations as Ray Johnson 's use of the pos1al system or Arakawa·s exotically referential 
canvases have been omitted partly through spatial necessity and partly because, 
confused as the issues are, they would be unmanageable If some similarity of esthelic 
intention were not maintained . This is not a book about all dematerialized art and the 
point I want to make is phenomenolog ical rather than historical. I am probably safe in 
saying, as I have of some exhibitions I have organ ized, that no one but me (and my 
editors) w lll read the whole book through . 

Because Six Years Is about Ideas chang ing over a period of time , It seems only fair 
to subject myself to the same lack of hinds ight about which the art ists themselves had 
reservations when I asked permiss ion to use old work or old statements . Therefore, 
the follow ing excerpts from a December, 1969, Interview by Ursula Meyer with me, 
have not been revised accord ing to what I th ink now, but stand as things looked then. 
The Postface offers some contradictions . 

• 
LL: A lot of this bus iness about object art and non-object art gets very confused. 

People use i t like a value judgment. " It's still an object " or " he's finally got past the 
object. " It isn't really a matter of how much materiality a work has, but what the artist 
Is doing with it. 

UM: But I th ink it is very obvious that concern with the object is the fundamental 
issue of what has been going on the last few years. 

LL: Probably it's typical of the first half of the twent ieth century . Ad Reinhardt 's 
making black-square identical paintings in 1960 was by implication a very important 
ending po int. Now I th ink th ings have opened up to where the bus iness of going 
" beyond " anything is less Important. The fragmentation Is so obvious . There's more 
chance of people do ing what they want and not having It measured against the 
Greenbergian standard of " advance", or anybody else's standards .... It's strange 
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hardt relates to much of the new art, because these art ists often make art out 
how R~~terated life situations and Reinhardt was so very determ ined that art should 
of una 10 nothing but art . Doug Huebler sees the connection between his work and 
relate dt's 111 the way he Imposes an art framework on life . In a broad sense, anyone 
Re'i"har photograph Is geomelr icizing l ife. Most of the art ists who are now called 
tak 119 8 tual" were doing " minimal " work in 1967-68. Welner and Kosulh , maybe 
" concep • · I · nd Huebler less so, are very much concerned with Art , with reta nmg a 
ear~ fency or coheren cy. They work in a straight , defin ite line and exclude far more 
cons they in~lude. which ls fundamentally a formal or structural point of view. Morr is 
1h~n Baxter and Nauman come closer to a Dada-Surrealist viewpoint , an acceptive 
ant ad of a rejective approach . There's always been that kind of split. It used lo be the 
1~~ ~lassical-romant ic thing, but in the last couple of years those terms have become 
0 

tty Irrelevant , or confused . Barry , for instance, is a very classical and a very 
pre antic art ist at the same time . The break, and it's often a very subtle one too , comes 
~~~ugh acceptance or reject ion of the multipllcity of n~n-art su~jec! matter. or !n the 
ase of Barry or Huebler or Welner, who use non-art, 1mmatenal situations , Its the 

~mposition of a closed Instead of an open syste~ . ~arry doesn't '.'claim" all psychic 
phenomena. as lain Baxter might ; he selects his pieces very strictly even when he 
can't know or name the phenomena , but can only impose condit ions on them. 
Fundamentally it's a matter of degree of acceptance . 

uM: Do you th ink visual art may eventually function in a different context al-
together? 

LL Yes. but there's go ing to have to be an immense educat ional process to get 
people to even begin to look at things , to say noth ing of look at th ings the way artists 
took at th ings . •.. Some artists now think it 's absurd to fill up the ir studios with 
ob)ects that won 't be sold , and are trying to get their art commun icated as rapidly as It 
is made. They're th inking out ways to make art what they'd l ike it to be In spite of the 
devouring speed syndrome It's made In. That speed has not only to be taken Into 
consideration , but to be utilized . 

UM: What do you th ink about the way the art journals have been perta ining to the 
new art ? 

LL: For the most part they haven't perta ined, or even entertained the idea that ideas 
can be art. They're just beginn ing to realize they're going to have to treat this new art 
seriously. Generally , though , the artists are so much more intelligent than the writers 
on the subject that the absence of critical comment hasn't been mourned .... If Time 
and Newsweek were more accurate , they'd probably be better art magazines than 
most of the art magazines. The trouble is they hand out incorrect and oversimplified 
Information ..•. If you respect the art, it becomes more Important to transmit the 
Information about It accurately than to judge it. Probably the best way of do ing that Is 
through the art ists. let the readers make their own distinctions about the extent to 
which the art ist is slinging it. That way they have to look at his or her work too , and 
they' re gett ing f irst-hand rather than second-hand Information . 

UM: Do you believe the impact of what is happening now-with conceptual art and 
what I call the other culture-that Impact is going to hit the so-called art world , the 
galleries. the museums? What changes do you envisage? 

LL: Unfortunately I don 't th ink there are going to be many changes taking place 
immediately. I th ink the art world Is probably going to be able to absorb conceptual art 
as another " movement " and not pay too much attention to It. The art establishment 
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depends so greatly on objects which can be bought and sold that I don 't expect it to 
do much about an art that Is opposed to the prevail ing systems. Whenever I lecture 
and start talk ing about the possibility of no art or non-art in the future , I have to admit I 
think I 'm going to be able to tell who the artists are anyway. Maybe another culture , a 
new network will ar ise. It's already clear that there are very different ways of seeing 
things and thinking about things within the art world even as It stands now, not as 
clear as the tradition al New York " uptown " and " downtown " dichotomy , but it has 
something to do with that. 

One of the Impo rtant things about the new dematerialized art is that It provides a 
way of gett ing the power structure out of New York and spreading It around to 
wherever an artist feels like being al the time . Much art now is transported by the 
artist , or in the artist himself , rather than by watered-down , belated circulating 
exhibitions or by existing Information networks such as mail , books . telex, video, 
radio , etc. The artist Is traveling a lot more . not to sightsee, but to get his work out. 
New York is the center because of the stimulus here, the bar and stud io dialogue . 
Even if we get the art works out of New York, even if the objects do travel , they atone 
don 't often provide the stimulus that they do combined with the milieu . But when the 
artists travel , whether they' re liked or disliked, people are exposed directly to the art 
and to the ideas behind It in a more realistic . informal situation .... Another Idea that 
has come up often recently that interests me very much is that of the artist working as 
an interruptive device , a jolt , In present societal systems. Art has always been that , In a 
way, but John Latham and his APG group In London , among others , are trying to deal 
with it more directly . 

UM: There's a strange reawakening in Europe now . 
LL: It may be more fertile for new ideas and new ways of disseminati ng art than the 

United States. Certainly Canada Is. Charles Harrison has pointed out that Paris and 
the various European cities are In the position that New York was In around 1939. 
There is a gallery and museum structure , but ii Is so dull and irrelevant to new art that 
there's a feeling that It can be bypassed. that new things can be done , voids filled. 
Whereas in New York , the present gallery -money-power structure is so strong that it's 
going to be very difficult to find a viable alternative to It. The art ists who are trying lo 
do non-object art are introducing a drastic solution to the problem of artists being 
bought and sold so easily, along with their art. Not , God knows , that the art ists making 
conventional objects want that any more than anyone else. but their work unfor
tunately lends Itself more easily to capitalist marketing devices. The people who buy a 
work of art they can't hang up or have in their garden are less Interested in 
possession . They are patrons rather than collectors . That's why all this seems so 
inapplicable to museums, because museums are basically acqu isitive . 

UM: That one word "I dea" contradicts any sort of central establishment. You might 
have many idea centers that are made by living art ists rather than one chauvinistic art 
enterprise . 

LL : Yes. I was politicized by a trip to Argentina in the fall of 1968, when t talked to 
art ists who felt that it was immoral to make their art in the society that existed there . It 
becomes clear thal today everything . even art . exists In a political situation. I don 't 
mean that art itself has to be seen In political terms or look political , but the way artists 
handle their art, where they make it, the chances they get to make it, how they are 
going to let It out. and to whom-it's all part of a life style and a political situation. It 
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omes a matter of art ists' power , of artists achieving enough solidar ity so they 
~:n •t at the mercy of a society that doesn't understand what they are doing. I guess 
ah rs where the other culture , or allernatlve Information network . comes In-so we 
~a~ have a choice of ways to live without dropp ing out. 
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L eft: Bruce aum11n. Uotilled . Lutex with cloth bocking, 72" x ts• x 2H (ap prox.). 
l965-66 . icholos Wilder Gollery, Lo Ange les . Right : Bruce Nauma n. Thigl,ing. Still 
from 16-mm., 8- 10-minu le color film, with sound . 1967. Cour ie y Leo Castelli Ca llery, 

cw York. 
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1966 
8C)()KS 

Brecht. George. Chanc.-lmagery . New York, 1966. Independently and In auoelallon with the 
Ftu•u• group, Brecht has been ma.king "e vents" that anticipate a stricter "conceptual art" 
since around 1960. For example: 

Three Aqueous Events, summer , 1961: ice • water • steam. 
Time-Table Event, spring, 1961: To occur in a railway station . A time-table is 

obtained. A tabled time indication is interpreted in minutes and seconds (7:16 
equaling. for example, 7 minutes and 16 seconds). This determines the duration of the 
event. 

Two Exercises, fall , 1961: Consider an object. Call what is not the object " other ." 
Add to the object , from the "other ," another object , to form a new object and a new 
" other." Repeat until there is no more " other ." Take a part from the object and add It 
to the " other," to form a new object and a new " other ." Repeat until there is no more 
ob1ect. 

Kaprow , Allan. Anem blage, Environment• and Happenings. New York, Harry N. Abrams, 
11118. 

Nauman, Bruce. PlcturH ol Sculpture In a Room. Loa Angeles, winter , 1965-66 . (Rep.) 
Nauman 's first sho w is held at Nicolas Wilder, Los Angeles, May 1o-.June 2, 1966. 

During this year he makes a series of punning color photographs and continues to 
make body works (begun with a calis thenics p iece in 1965) and fl/ms: Bouncing Ball , 
Playing Violin , Pacing In the Stud io (1965). 

FIims are aboul seeing. I wanted to find out what I would look at in a strange 
situation, and I decided that with a film and a camera I could do that. In one fllm I did, 
the title was straight and everything else tipped on Its side, partly because you cou ld 
get more in the picture that way and partly as a concession to art-so it looked like I 
did something to it. changed it. The films I did with Bill Allan are the closest to just 
making a film , without cons idering art. We made a film called Ash ing for Asian Carp. 
Bill Allan got into his boots and we went lo the creek. We ran the film until Allan 
caught the flsh .•.. When you want to make a film , you don 't know how long It will 
take, and so you pick something to make It about that will determ ine how long it will 
be . When he caught the fish , It ended. (Art News. summer , 1967.) 

Ruscha, Edward. Every Building on th• Sunut Strip. Loa AngelH, 1966. Two-sided , fold-out. 
boHd . Rusche'• extremely lnftuential "anllphotography " books first appeared In 1962. They 
..,. : Twenty-six Ga•olln• Station• (1962), Various Small FlrH (1964) (Rep.), Some Lo• 
A,,,,.,-. Apartment• (1965) , and others that are Hated below chronologlcally . 
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Ed Ruscha. Plate from Various Small Fires. 1964. 

Nor am I really interested In books as such, but I am interested In unusual kinds of 
publications .... Above all , the photographs I use are not "arty " in any sense of the 
word . I think photography Is dead as a fine art : Its only place is in the commercial 
world, for technical or informat ion purposes . Thus [Small Fires) is not a book to house 
a collection of art photographs-they are technical data Ilka ind ustrial photography. 
•.• One of the purposes of my book has to do with making a mass-produced object. 
The final product has a very commercial , profess ional feel to It. ... I have elimina ted 
all text from my books-I want absolutely neutral material . My pictu res are not that 
interesting , nor the subJect matter . They are simply a collection of " facts " : my book is 
more llke a collection of " readymades." (Excerpt from an interview with Ruscha by 
John Coplans, Artforum , February, 1965.) 

Williams , Mason . The Night I Lent My Baby: A La• Veg .. Vignette. Los Angele s, 1911&. 
Designed by Ed Ruscha. 

Vancouver , B.C.: Founding of " IT," an anonymous art group. 
An artist with the need to create original and radical works must first get sick and 

tired of all the work he sees. Only then is he left with a clear field to look Into ... . You 
don't have to use accepted methods. You can use anything that comes-people, 
things , it's easy. (From the manifesto : one of the participants became the N. E.. Thing 
Co.) 

Among the early earthworks executed during this year (see below for others) were 
Richard Long 's in England, (Rep.) Robert Morris 's model for Project In Earth and Sod, 
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d Robert Smithson ·s Tar Pool and Gravel Pit, a model shown at the Dwan Gallery In ';e tall which he later described as a proposal that "makes one conscious of the 
t rJmsl ~oze. A molten substance is poured Into a square sink that Is surrounded by 
P nother square sink of coarse gravel. The tar cools and flattens into a sticky level 
:eposit . This carbonaceous sediment brings to mind a tertiary world of petroleum . 
asphalts. ozokerite, and bituminous agglomerat ions. " (Artforum, September. 1968.) In 
t960 Lawrence Weiner did an "exhibition " in Mill Valley, Califomla , which consisted 

01 a ~rater executed by explosi ves. See also de Marla, below. 

Nl'W York: Barnar Venet begins his " presentation end utlllzatlon of llngulstlc and loglcal 
diagram• In order to present abstract content devoid of any formallstlc / aesthetlc content " 
with work■ '' based on school mathemetl cs, physic■, chemlatry and Industria l drawing, and a 
manlfe■to against senslblllty , egal n1t the expre11lon of the lndlvlduel's personallty ." 

January, 1966: Yoko Ono gives a lecture at We■leyen Univer sity : 
All my work in fields other than music have an Event bent . .. event, to me, is not an 

assimilation of all the other arts as Happening seems to be, but an extrication from the 
various sensory perceptions. It is not a get togetherness as most happenings are, but 
8 dealing with oneself . Also, It has no script as Happenings do , though it has 
something that starts it moving-the closest word for it may be a wish or hope • ... 
After unblocking one 's mind , by dispensing with vlsual, auditory and kinetic percep
tions, what will come out of us? Would there be anything? And my events are mostly 
spent In wonderment. ... We never experience things separately . but If that is so, 
ii is all the more reason and challenge to create a sensory experience isolated from 
other sensory experiences , which is something rare in daily life . Art 1s not merely a 
duplication of life .... Among my Instructions paintings , my Interest is mainly in 
"painting to constr uct In your head" . . the movement of the molecule can be 
continuum and discontinuum at the same time .... There Is no visual object that does 
not exist in compar ison to or simultaneously with other objects , but these characteris
tics can be eliminated if you wish .. . . The painting method derives as far back as the 
time of the Second World War. when we had no food to eat , and my brother and I 
exchanged menus In the air. 

Richard Long. 
England . 1966. 



Some earlier works by Ono, who was associated then with the Flu1u1 group: 
" listen to the sound of the earth turning" (spring, 1963); " Take the sound of the 

stone aging" ( Tape Piece I, autumn , 1963); " Take the sound of the room breathing : at 
dawn, In the morning , in the evening , before dawn •.. . Bottle the smell of the room of 
that particular hour as well " ( Tape Piece II, autumn . 1963); " Use your blood to paint. 
Keep painting until you faint (a) . Keep painting until you die (b)" (spring , 1960). 

See also Emily Wa11erman , "Yoko Ono at Syracuse : 'This 11 Not Here;" Artforum, January , 
1972. 

N. E. Thing Co. (lain & Ingrid Baxter) . Bagged Plact1. University of British Columbla Flne Arta 
Gallery , Vancouve r, February 2- 16, 1966. A tour -room apartment with every item In It encased 
In plastic bags . Reviewed by Alvln Balklnd , Artforum , May, 1968; see also F. Danlell In 
Artscanada , February , 1967. 

Dan/el Buren. Galerte Fournier , Paris, March, 1966. Flnit public exhibition of vertically striped 
paintings which, In one form or another , Buren has co ntinued to make until the pre1enl The 
stripe paint.Ing• were first shown to a few friends In a garage In Paris In December , 1965. 

Dan Graham . March 31, 1966 (shown November , 1967, Finch College, New York): 
1,ooo.ooo ,ooo,ooo,ooo,ooo,000,000.00000000 miles to edge of known universe 

100.000.000 ,000,ooo,ooo,ooo.oooooooo miles to edge of galaxy (Milky Way) 
3,573,000,000.00000000 miles to edge of solar system (Pluto) 

205.00034600 miles to Washington , O.C. 
2.85100000 miles to Times Square, New York, N.Y 

.38600000 miles to Union Square subway stop 

.11820000 miles to corner 14th St. and First Ave 

.00367000 miles to front door , Apt. 1 D, 153 
Flrst Ave . 

. 00021600 miles to typewriter paper page 

.00000700 miles to lens of glasses 

.00000098 mlles to corne a from retinal wall 

March , San Diego : John Baldeuarl 1top1 making works by hla own hand and signature . He 
has been working with words since c. 1959; by 1966, " I was beginning to suspect ttlal 
Info rmation could be Interesting In Its own right and need not be vlsual H In Cubist, etc . art. " 
(See below tor word paintings done In this period and shown at Molly Barnes Gallery , 1NI .) 

Wllaon , Wllllam . " New York Coneapondance School ." Art and Art/1t. , April , 1966. 

Kosuth , Jo1eph , and Ko:tlov, Christine . Ad Reinhardt : E11olutlon Into Darkne,.-The Art of an 
Informal Formallfl ; NegatMty , Purity , and the Cleameu of Ambigu ity. Unpublished typescrlpl 
for the School of Vlsual Arta , New York, May, 1966. 

Collins , James ; Haw, Kenneth ; Sulllvan , John . Teaching Notes . London , June , 1966. 31 pp. 
mimeographed sheets on semiotics and art. 

Bochner , Mel . " Primary Structures : A Declaration of a New Attitude as Revealed by an 
lmponant Cunant Exhibition ." Atta , June , 1966, 

August. London : John Latham , "Art end Culture " (Rep .): 
A book called Art & Culture-a collection of essays written by Clement Green-
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John Latham. 
Culture. Cai,e 
misce llony. Au ' 

berg-having been published In America early in the 1960's, had found its way Into the 
library of St. Martins School of Art. In August , 1966, having regard for both the 
persuasive power of the book among students and for the provocative title , the book 
was withdrawn in the name of John Latham, and an event organized at his home 
together with the sculptor Barry Flanagan, who then was in the role of " student. " The 
event was called "STILL & CHEW," and many art ists, students , and critics were 
Invited. 

When the guests arrived they were each asked to take a page from Art & Culture and 
to chew lt-af1er which they could if necessary spit out the product Into a flask 
provided . About a third of the book was so chewed, and there was some selective 
choosing as to the pages. The chewed pages were later immersed in acid-30% 
sulphur ic-until the solut ion was converted to a form of sugar. and this was then 
neutralized by addition of quantities of sodium bicarbonate . 

The next step was the Introduction of an Allen Culture , a yeast. After which several 
months went by with the solution bubbling gently. 

Nearly a year atter the Chewing, at the end of May, 1967, a postcard arrived 
addressed to Mr. Latham with a red label on it saying VERY URGENT. On the back was a 
plea for the return of the book " wanted urgently by a student , Art & Culture ." 

A d lstilllng apparatus was assembled, and a suitable glass container procured for 
the book to be returned to the librar ian. When this had been done a label was fixed to 
the glass saying what It was and together with the postcard It was presented to her 
back in the school . where for some years John Latham had been engaged as a 
part-time Instructor. After the few minutes required to persuade the librarian that this 
was indeed the book which was asked for on the postcard, he left the room. 

In the morning postal delivery a day later a letter arrived from the principal of St. 
Martins addressed to Mr. Latham. It said he was sorry, he was unable to invite him to 
do any more teaching. 

Wolfram , Eddie. " In the Beginning Was the Word." Art and Artl•t• , August, 1966. 

Eccentric Abatractlon. Fischbach Gallery , New York, September 20-0ctober 8, 1966. Organized 
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by Lucy R. Lippard . Br ief text with vinyl announcemenL Adams , Bourgeo l• , Heue , Kuehn , 
Nauman, Potts, Sonnier, Viner . Reviewed by Hilton Kramer , New York nmes , September 25; 
David Antin , Artforum , November ; Mel Bochner , Arts , November ; Dore Ashton, Studio 
,n,.m•t lonal, November . Long article by Lippard based on the show and other slmllar work , 
fnternattonally , In Art /nternstlonal , November , 1966 . 

Oc;tober- November ; Terry Atk inson and Michael Baldwin mHt at Lanchester Polyte chnic , 
eoventry . Baldwin has made conta ct with LeWltt In New York, In March . 

Robert HuoL Stephen Radich Gallery , New York, fall , 1966 . 
Exhibition of reductive paintings with conceptual bases. One "minimal" art ist's 

reaction was " this is not painting , It's jus t ideas." In 1967, Huot worked primarily with 
Areas In which canvases of different sizes contained the same area of color in 
different manners; they were often hung at an extended distance from each other to 
emphasize the visual-memory factor at the concept ion. One painting of this year 
consisted simply of a nubbly semitransparent nylon surface over a stretcher with one 
curved edge. Huot's Interest In integrating the wall with his painting continued In 
monochrome paintings . The play between the two-d imensional surface and the 
ob/ectness of paint ing led him to work In 1968 with lines of tape, attached directly to 
the wall. which stressed or counterpointed architectural detail , and then with similar 
effects with moldings , quarter-rounds , white paints of different gloss levels on the 
same wall, the shadows of architectural elements, luminescent tape points indoors 
and out marking the spaces. (See March, 1969 show at Paula Cooper, below.) By the 
end of 1969, Huot was working anonymously and giving works away while refusing to 
sell them. By 1970, he was devoting an Increasing amount of time to I/Im. 

Hutchinson, Peter . " Is There Life on Earth?" Art In Amer ica, October- November , 1966. 

Gruppe Handwage n 13, Joseph Beuys. Kopenhagen Gallerl 101, October 14-15 , 1966. See 
also Hvedekorn (Cope nhagen), no. 5, 1966 . Includes stateme nts and reproductions by Joseph 
Beuys and art icles on him by Per Kirkeby , Henning Christiansen , and Hans-Jorgan Nielsen ; 
mimeographed text by Troel s Ande,.en from Blockade (see below 1969), first pr inted In 
Bllledkuns t (Copenhagen), no. 4, 1966 , on the act ion " Eurasia": 

Al first glance he belongs to the fantastic characters somewhere between clown 

Joseph Bcuy . Eu rasia. Act-ion. Vienna, 1967 . J ose ph Bcu ys. Eurosia. clion . Berlin . 1968. 



Robert forr i~. Steam Cloud. 1966. s executed ot the Corcoron Cnllery of Art, 
Washi ngton, D.C., 1969. 

and gangster. In action he is changed, absorbed into his perfo rmance, intense and 
suggestive. He uses very simple symbols. His performance was the 32nd section from 
the Siberian Symphony. and lasted an hour and a half. The Introductory motif was 
" the division of the cross." Kneeling, Beuys slowly pushed two small crosses which 
were lying on the floor towards a blackboard : on each cross was a watch with an 
adjusted alarm. On the board he drew a cross which he then hall erased; underneath 
he wrote " Eurasia." 

The remainder of the piece consisted of Beuys maneuvering, along a marked line. a 
dead rabbit whose legs and ears were extended by long , thin black wooden poles. 
When the rabbit was on his shoulders , the poles touched the noor . Beuys move d fr om 
the wall to the board where he deposited the rabbit On the way back, three things 
happened: he sprinkled white powder between the rabbit 's legs, put a thermometer in 
Its mouth. and blew into a tube. Afterwards he turned to the board with the erased 
cross and allowed the rabbit to twitch his ears while he himself allowed one foot. 
which was tied to an iron plate, to float over a similar plate. on the floo r. 

This Is the main content of the action The symbols are completely clear and they 
are all translatable. The d ivision of the cross Is the split between East and Wes1, Rome 
and Byzantium. The half cross Is the United Europe and Asta, to which the rabbit Is on 
Its way. The Iron plate on the floor Is a metaphor-it is hard to walk and the ground Is 
frozen. The three Interruptions on the way back signify the elements snow, ice. wind. 
All this Is understandable only when the word Siberia Is caught But the symbols' 
significance are of secondary Importa nce. Beuys is perfo rming no cultural philosoph-
1ca! sketch. That Is made clear by his extreme concent ration . A man who spends 
himself to such an extent before an audience does this not only for the sake of certain 
rules set up for this part icular situation . His actions require perspective and are 
penetrating because they are part o f a larger context. ... He uses the expression 
·•coun terspace" and " countert lme" to indicate the psychic factors which make it 
possible to realize such a relatIonsh1p to and experience of the materially given space. 
When the legs of the rabbit qu iver, the poles sway out of their position-as they do 
incessantly during this exciting trip-and when he has great difficulty bringin g them 
back to their proper position- for a moment then, our relationship to space breaks 
down. Something with in us Is set into motion . It ,s logical that sweat flows In streams 
from Beuys, that he looks like a person In great pain He must continually restate the 
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balance. even if he stands on only one leg Man and animal 
against space, which surrounds them. · · · · compose a weak unity 

Joseph Beuys In conversation with Ursula Meyer· " A rabbit f 
C . l th I . running rom one 'Fat 

orner o e nex can do more for mankind than the SOS wh h d I · 
thoughts without understanding them. . . . • ic ea s with Marxist 

" People assume immediately, If a work is not visible it Is · 
That is a very mater ialistic way of thinking if one takes a' ny thpoaurtgrhctulardly concept.u~I. 

If Thal I I d 'bl • an reverses ,1 m 1tse . s ncre • Y primitive because it is evidently the sa th 
reverse. Nothing has changed at all. .. me ough t only in 

November 21, 1966: Dan Graham publlahea his lece " D .. 
advertisement In the National Tat/er (al10 printed I~ Screw .-~~mNeace:cek RH a claulfled 
1969). · •1111 ,or •view of Sex In 

LeWltt. Sol. "Ziggurats ." Arts , November , 1966. 

Smithson, Robert, and Bochner, Mel. "The Domain of the Great Bear .. Art .,
0

,__ N 
11166. • · "' -• • ovember , 

Smithson, Robert. " Quaal-lnflnltlea and the Waning of Space .. Arts N 
"Actuality 11 ••• the lnterchronlc pause when nothing 11 happe j It 1' hovem.ber, 1966 . 
events"-George Kubler . n ng. s I e void between 

Worlclng Drawing• and Other Visible Thing• on Paper Not N•ce ... 11 M 
Art. Vl•u•I Arts Gallery , New Yortc December 1966 0 •- ' y •ant to S. Vlew.d as 

Hanne Oarboven. Per 
mut_ational Drawin g r~.iJ on graph paper : 

• • • rgan"ed by Mel Bochner . The e11hlbltlon 

, 



consisted of several large looseleaf notebooks containing xerox copies of the drawings 
placed on " pedestals " In an otherwise empty roo m. (Rep. Darboven .) ... 

December , Paris : Buren, Toron l, Parmenller , and Mossel form a group on the principle°' 9IICII 
artfst 's making one palntJng over and over aga in for whatever situation comes up. (lee 
January , 1967.) 

Graham, Dan. " Homes for America." Art8, December-J anuary , 1961H37. (Rep.) 

Dnn Graham. Homes for America . 1966. Co llec tion or Hermon J. Dnled , Brussels. 1967 
900119 

Atttln•on , Terry, and t!iildwln, Michae l. Air Show/ Alr-Co ndftlonlng Show. Coventry, England, 

11.unguage Press. Eacerpt from Air Show thesis (1961H37): 
A The macroscopic e1ggrega1e can be subjected to a micro-reductive examination . 
The horizontal d1m,;ns1ons o f a " column " of air, atmosphere , " void ," etc., can be 
indicated and estal.Jlished (for all "external " and practical purposes) by a visible 
demarcauon ,n te1 ms of ho rizontal dimens ions, axis , etc. This could be done in a 
number uf ways. e.g . through the Indication of some po ints of contigu ity with other 
•things, or througn the co mputation of a part icu lar physical magnitude : e.g .. 
temperature or pressure differences , etc. (this Is not necessarily to advocate an 
instrumental situation) . None of this is lo say that a complete , if only " factual " or 
constructual, spec1f1cation is to be expected . 

Obviously , when one talks o f a colu mn , there ,s some reference to a visual s1tuat1on 
(from whence the vocabulary may or may not find support) . There is a comparison to 
be made here between the " air-conditioning situation " and the log bank . in which the 
obvious physical differences between the " matter " wh ich co nstitutes the Indicators of 
this or that " boundary " can be made out. This is not to descr ibe the difference 
between boundaries per se. nor 1s it to exclude the poss,b illty of regard ing " bounda
nes· as "enti ficatlons '' of geometrical gaps. 

Mostly. anyway. the questions of " demar cation" are external ones of a practical 
nature. Still , they remain securely rooted in the perusal tradition , so long as one 
considers them In the conte xt of particularizing characteristics al an observational 
level. 

A lot of emphasis was placed on the microscop ic mechanical aspects of procedure 
and process in the air-cond itioning situation ; it's easy to raise and answer the same 
sort of question here. The objec tion to doing this is based in a rejection of the 
problems of " visual ization " (and "I dentif ication " in that context) on theoretical 
grounds. The microscopic picture has a counte rweight origin In the macroscopic 
aspect of a situation . Whilst articulation on and identifi cation of air as a " th ing" 
conforms to this tradition , the molecu lar mechanical conce pt of " part ic le," " flux " (of 
energy), and the " th ing," " parti cle" identi ty systems appear to be incompatible . Whal 
is interesting about thermodynamics Is that It is restr icted to the formula tion o f 
necessary conditions for an occurrence . 

- - . Hot Warm Cool Cold. Coventry, Art-Language Pren . 

- . Frameworks . Coventry, Art-Language Preas. 

Ramsden, Mel. The Black Book. New York, 1967. 
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Bl kwell ) Royal Road Tett. Los Angeles : 
Rusche, Edward (With Mason Wllllam•~

nd ~~~riC.: P ;c Plac~: U.S. Highway 91 (Interstate 
oate: Sunday, August 21 , 1966 , ,me. · r~xl.matel 122 miles Southwest of Las 

Highway 15) traveling Soulh-Sou~hw~t : :~Ph [Oo!umentatlon of the destruct ion 
Vegas. Nevada. Weather: perfect. peef · the· w· i~dow of a 1963 Buick Le Sabre.) " It 

. R 1 typewriter thrown rom f ti . of a vintage oya . I h lo be anything other than a cry o nega on, 
was too direthcltly_btseo~;ih~o ::;:~f ~~sg~!n destruction ," (Rep.) 
carrying w, n , 
- . Thirty- four Parking Lot. In Lo, Angel•t-. Los Angeles . 

d ,. Antflo/lVIY Munich Heiner Friedrich, 1987 
1 nd MacLow Jackson, e • · ,.n -• · ' 

7no~~:•r11::s° ,: ~~3) . lnctudes '"Concept Art" by Henry Flynt. (Rep.) 

1 hlch 2,. x 2,. squares of stretched canvas 
New York : Robert Barry makes painting• n w the wall · makes hanging wire and nylon 
demark and encloH a rectangu lar space onfll Seen;-, In which tong periods of whtte 
sculptures that are virtually Invisible ; makes m 
screen are broken by flashes of scenery . 

. arthelm• makH tape paintings (or aculptures) consisting simply of 

:::m::~: ·ar~'!: d:marked on floors , walls , and ceilin gs. (Rep.) 

lk end Lucusen found the International tn1Utute for the 
Am1terdam : Jan Olbbets , Ger van E ' hi fl it earth 1culp1ure1 (grass squares, rolls of turf). 
Reeducation of Artists. Dlbbets makes • r 

Michael Helxer makes his nrst earthwo rks. 

Chrl1Une KozJov sends out Hro•ed calender ,trips systematica lly canceled . 

London : NOil chair of nonentity founded by John Latham . 

Ed Ru cha. Plate from Royal Road Te t. 1967. 

f,ederick Bnrth e lme. 
f ape• 1967, 

ntitled . 

NOIT states gratu itously an axiomatic base (no it) for the conception of all things 
making up the " real" world .... A terminology that is so firmly embedded in the 
premise that " matter" Is somewhere a solid Is In great difficulty, and the resultant 
problems and compensatory devices for reassuring everybody that all is well show up 
in every department of life. NOIT proposes a different logic that places extension in 
time the key dimension of " real" phenomena , and proceeds from there to suggest 
that a least event could lead to the apparent but very misleading " particle." NOil is a 
stratagem. 

Richard Long Hecutes a cycling sculpture In MlddlesH , Oxfordshire , Buckinghamshire, 
Northamptonshire, LelcHtershlre , Cambrldgeahl re, Suffolk, and Esau . 

Dennis Oppenheim makes hi• first earthwork ( a five- foot wedge from a mountain In Oak.land, 
CalKornla, fined with plex lglan ; It follows his aluminum " site markers "). 

Berner Venet decides lo present during the next tour years : A1trophy1lcs , Nuclear Phyales, 
Space Sciences, Mathemat ics by Computation , Meteorology , Stock Market. Meta 
llalhematles , Psychophysics and Psychochrono metry , Sociology and Politi cs, Mathematical 
Logic, etc. 

For each dlsc,pltne an authority advised me upon the subjects 10 be presented: 
these subjects were chosen accord ing to their importance . ... The question was not 
to make a new object , a new readymade out of mathematics . I attr ibuted a didactic 
goal lo their presentation . Scientific diagrams were painted, at first by hand, on large 
canvases. later some were accompan ied by taped lectures and the "paintings " 
became photographic blow-ups of texts or diagrams directly from books {seep. 105). 

WIiiiam Wiley and Terry Fox (among others working with Wiley ) make ou,t E•change , dust 
llaYing been used as a medium by Marcel Duchamp In 1920, by Barry Le Ve In 1968, end Bruce 
Nauman (flour dust ) 1968. 
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January 2, 1967, Paris : Buren, Mo11et. Parmentier, and Toronl work In publlc for the duraao.. 
of the opening of the Salon de la Jeune Pelnture , each making " his own" painting : Bureta, 
vertical 1trlpe1; Mo11et. a small black clrcle centered on a white canvas ; Parmentier , 1pravet1 
horllontal bands ; Toron l, " Impr ints of a No. SO brush al 30-cm. distances." During this period• 
loudspeaker blares In three languages : "Buren, Mo11et. Parmen1ler, and Toron l advlae you lo 
become lnlelllgent ." 

A tract is distributed which reads, in part : " Inasmuch as painting is a game .. 
Inasmuch as to paint ls to represent the external (or interpret it or appropriate it Ck 
dispute It or present i t). . Inasmuch as to paint is a function of esthetlcism . flowers. 
woman , erotic ism. the daily environment. art . dada, psychoanalysis. the war 1n 
Vietnam, WE ARE NOT PAINTERS." 
January 3: The four withdraw from the Salon because , among other reasons , "Painting 11 bf 
nature objectively reactionary .'' 

Adrian , Dennis . " Walter de Marla : Word and Thing .'' Artforum , January , 1967. 

Nonanthropomorphl c Art by Four Young Artl•ts : JoHph Kosuth , Christine Kozlov, M~ 
Rina/di, Ernest Ro .. I, at the Lann i• Gllllery on 315 East 12th Street. near Second Av.,,.. 
open ing February 19, 12 to 12: Four Stlltements. 

Christine KozJov, Compo•ltlons for Audio Structure• : 
The numbers on the left Indicate the different sounds . The hor izontals correspond

ing to each number indicate both placement (In relation to the other sounds) and 
duration In counts of sound (the numbers on top of the horizontals) . In struc ture 
number 1, for instance, number 1 ·s first duration is 12 counts of sound , stoppi ng for 1 
count , continu ing for 11. stopping for 2, continuing for 10, and so on. 

The sounds sounding together are realized by reading downward until the sound
Indicating numbers repeat: so that again in structure number 1, the first 6 counts of 
sound , sound 1, 3 and 5 (the constant ) are sound ing: at the end of count 6 sound 4 
enters lasting for 121/ , counts , or until the middle of sound 1 and 3's second duration 
after sound 1 and 3's first stop and until sound 1 and 3 start again sound 2 II 
soundi ng. 

The structures are concerned with symmetry , asymmetry, progression, or with ttlllr 
own Intr insic logic . 

The struc ture's development in sound would incorporate either constant sounds, 
sounds with equal beat durat ions or both. 

• • • 
Joseph Kosuth: 

My art objects are total, complete , and d isinterested. They are made of non-org 
non-polar , completely synthetic , completely unnatural , yet of conceptual rather 
found materials. (June, 1966) 

If a growth seems to exist to those familiar with my comparahvely short history• 
maker of art objects, it is an Illusion . Each art object exists as an isolated 
without reference to time. When each art object was made I had a particular Interest. 
there Is a continuum it exists in the similarity of my Interests. 

When I say that " Each art obJect exists as an isolated event, without reference 
time ," I could add as well , " or meaning." Yet, I do not intend to deny or reJect 
philosoph ical implications . Its uselessness, on another level. leaves little but that 
quality . An art object concerned totally with art (inasmuch as it 1s concerned 
nothing else) must take the properties of an order , a logic of one kind or another 
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keeJ> from taking the shape of other things which cannot be controlled , as well as 
10 

e11minate an assoc1at1on with elements embodying their own part icular qualit' 
(September, 1966) 1es. 

several artists in process today are over-using mathematics In one way O th 
in their work. Thi~ is unfortunate . There is no sense in glorifying mathematic~a~o ,tr · 
merely a tool. Art ists use tools. Math is either math or it Is not math b I it . a is 

II d k ·1 · , u 1s not art 
Mathema cs oes ma e I possible for a structure or object to have an order not 
associated with natural or ~seful objects. But orders can have their I' -1 11 
Pa~1cular artists not very interested in art get " hung-up " In the or~: '. aA~nf; 
bonng • 

Order, when used by particular artis ts, becomes a " hidden motive" and 
,ns1de (November, 1966) a secret 

11 1s not by mere chance that all of the work done by me Included in thi h b 
ed .. d 1 .. All I k s ex 1 11 1s 

label .. mo e · ma e are models. The actual works of art are Ideas. Rather than 
..,deals the models are a visual approximation of a particular art object I have In 
mind II does not matter who actually makes the model, nor where the model ends u . 
The models are real and actu~I and are beautifu l In more or less proportion 10 oth:r 
models and who they are being viewed by. Insofar as they are as od I b' 
concerned with art-they are art objects . (February, 1967) · m e s, 0 Jects 

Qnllam , Dan. "Muybrldge Moments.'' Arts, February , 1967. 

llomlments, Tombstones. and Trophle• . Museum of Contemporary c afts N y rk 
17-May 14. No catalogue . Cart Andre contributes Grave • conical r 1' ew o • March 
droppl119 Hnd from a stairway above , which waa decompo ~ed I II scu pture executed by 

D a h ) 1 n me, constituting (according 
IO an ra am • pun on grav ty and corporeal dis integration Mel B h 
.....,.,_nts Concerning Monuments ," quotaUons from Ducham oc ner contrlbu~es " Four 
NIY, and John Daniels. Reviewed b D G h ,. P, Sartre , Webster• Dlctlo-
1117. Y an re am, Models and Monuments ." Arta, March, 

M. EdHor1: Vito Hannibal Acconc l and Bernadette Mayer. New York. No 1 April 1967• N 
2 

:::~~~::~:. • January , 1968. See June, 1968, January , 1969, and jul~ . 1969, bel~/; 0 ; 

...,,, Anaatllsl. Dwan Gallery Aprll-Ma 1967 E hlbl 
• wfllch the palnll h ' y, • lt tlon con.slsts of palntlngs of the walls ngs ang (reduced by 10 per cent) • 

:!::~:: :~; ::,mNlne Piece• . Dwan Gallery , Loa Angeles , Aprll , 1967. Notes : " The 
,,.... as a nulde irt•hed ol a form ••I equally within another and centered . Using this 
..._ • , no u er design I• nece11ary " See Lucy R u " 
-·Visual Structurea," Artforum , April , 1967• · · • ppard , Sol LeWltt : 

Aprt 11-llay 3 1967· Robert R • s 
lleftctllnl Gallery, Ne.; York. yman • tandard series (his first one-man show) al the 

These thirteen all-white b h t k 
PIMe, denying ob1ect- ,/us s ro es on steel sheets were hung I/at against the wall 
1168. became a "tren~~aca~;~ ~~n~;n tra~~ on surface, paint, and process, which, In 
hetl made a an orm and later "sntl-11/usionlsm ,, etc R man 
o, ltaple or gr~~f of palntlnf!s without stretchers In 1964, and In 196l ,bega~ td tape 
directly to th": waif u~ng p~nt as the adhesive) his white sheets of painted paper 

· nee t en, he has continued to work with surfaces flat to the 
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.. 
Robert Ryman. Adelplii . Oil on linen with wax pupcr, frnme, and tape, 110" x II~ 
1967. 

walls. as fn: the gr ld-paneledClass ico series; a painting stapled to the wall wi ths bl• 
line drawn on the wall from the upper right corner leftward tiff It meets the celllng: 
painting with a broad yellow " frame " painted directly on the wall wherever i t is hunt, 
or Adelph i, which has a replaceable "frame " of waxed paper . (Rep.) Ryman It 
pr /manly a painter . but these strategies enabled him to concentrate more fully on 
painting per se and freed him from a bulky , dill/cult-to-t ransport object ; as such. th/I 
work is notable within the "dematerlalization " process . 

• • 
When you made the Standard paintings , were you trying to get away from the notion 

of obfecthood? 
The traditional surface for painting has been canvas .... I use It and so do moll 

painters , simply because it's the best; It's the lightest , It can be constructe d large OI 
small , in all kinds of shapes .... But there are other th ings: paper, plast ics, masonill, 
on and on .... Rothko was the first , I guess, to make the point that painting was an 
esthetic object. That point was made over and over again through the 60's (I'm talking 
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ct painters) and I had done It myself (by painting around the edges of my 
11>0"' ab5l~ g5S). The point had really gotten across strongly that the painting was an 
str9tcner '" 1 wanted to make a painting getting the paint across . That's really what a 
c,bjeC1· 5~· basically about , whether you talk about figurative painting or abstract 
p1 intinO 

5 
1 wanted to point out the paint and paint surface and not so much the 

p11nttn9 
55

· ·or course. they are always objects ...• You can't get away from that. 
ob;ectne ,~terview by Phyllis Tuchman with Robert Ryman, Artforum , May, 1971.) 
(f rom an 

,._ , B•rb■r•• "Th• Value of Didactic Art. " Artforum , Apr il, 1967. 

_ .. , John and Lippard , Lucy. " Vlslble Art and the Invisible World." Art lnlematlo nal, Qa.,...•r . . 
.., , tll7 , 

--...Ja Present Their Fa11orl le Book. Lann i• Gallery-Museum of Normal Art, New York, ,,,,__ 
111""9• 1967. 

,.,_,,. Form•t /onen. Goethe Unlver1IUil , Frankfurt am Main , May ~une 30, 1967. E11ays 
bY Paul Maanz and Peter Roehr. Includes LeWltt , Dlbbets , Andre, etc. 

IUtflllam , J•c k. " Hans Haacke: Wind and Water Sculptur e." Trl- Ouarterly Supplement , no. 1, 
"""9• 1967 (Evanston, Northwestern University Preu ). 

LMJ9U.,,. to Be Looked at and/ or Thing• to Be Read. Dwan Gall ery, New York, June 3-28 , 

1117. xeroxed checklist and typed Illiterate statement by " Eton Conasable ." 

June 2, Parfa: Buren, Mossel , Parmentier , and Toron l each hang their canvaaa a (always 
Identical to those mad e in Ja nuary ) In the a uditor ium of the Muee e dee Am DecoraUfe ; a 
peytng audience waits for an hour ; at 10:1 S a tract 11 distributed say ing, "obv iously thi s Is only 

8 matter of looldng at the painting s of Buren, Mossel, Parmentier and Toron l," and describing 
eacll P9intlng In detail • 

Qnham, Dan. " The Book as Object." Arts . June , 1967 . 

llorrta, Robert. "Notes on Sculpture , Part 3: Notes and Nonsequlturs ." Artlorum, June, 1967. 
In 1963, Robert Morris made two extremely Influen tial pieces that anticipated 

so-cafled conceptua.l art to a great degree. One was Card-File (Rep.), a hanging series 
of plastic-encased cards with notes, references , and cross-re ferences to the process 
of complllng the file. The second was a notarized "Statemen t of Esthetlc Withdrawal," 
elated November 15, 1963, In which he withd rew from his cons truc tion Litan ies "a// 
esthetfc quality and content " and declared that ' 'lrom the date hereof said construc
tion has no such quality and content. " Other pieces from the per iod that bear 
mentioning fn this context are two process works-Metered Bulb , and an elec
troencephalogram. Morr is 's Twelve Bottles of Fresh Air, also 1963, refers directly to 
Duchamp ·s 50cc of Paris Air (1919), as his telegram reading "use this ," contribu ted to 
the March, 1969, exhibition (see belo w). referred directly to Rauschenberg 's earlier 
telegram, " This is a portrait of Iris Clert if I say it Is, " 

Smltllson, Robert. " Towards the Development of an Air Terminal Site ." Artlorum , June , 1967. 
(Rep.) At this point, the esthetlcs of the earthwork beg ins to be formalized . Smithson was 
"artist consultant" for the development of an air terminal between Dallas and Fort Worth, 

27 



Texas. Plans at one point Included earth -aerlal sculptures by Smithso n, Morris , leW!lli 
seminal Ideas by Tony Smith and Carl Andre are cited : 
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Robert mithson. Runw ay UIJ'OUt Ultimate Pinn; Wand ering Earth 
Mounds and Gravel Poths. Ornwi ng. 1967. Cou rtesy Joh n We ber 
Call ery, 1 ew York. 

Our whole notion of alrf llght Is casting ott the old meaning of speed through space, 
and developing a new meaning based on instantaneous time ...• The farther out an 
object goes in space, the less it represents the old rational idea of visible speed. The 
stream-lines of space are replaced by crystalline structure of time . . .. Language 
problems are often at the bottom of most rationalistic " objectivity ," One must be 
conscious of the changes in language before one attempts to discover the form of an 
object or fact. 

Robho no. 1 appears In Paris, edited by Jean Clay and Julien Blaine; newspaper format, eac:11 
Issue printed In a different color . July, 1967, luue contains Clay's " la Pelnture est fin• • 
(translated In Studio International , July-August , 1967. as " Painting-A Thing of the Past''). 

LeWltt, Sol. "Paragraphs on Conceptual Art. " Artforum , summer, 1967: 
I will refer to the kind of art in which I am Involved as conceptual art. In conceptual 

art the idea or concep t is the most Important aspect of the work . (In other forms of art 
the concept may be changed in the process of execution .) When an artist uses I 
conceptual form of art , it means that all of the planning and decisions are made 
beforehand and the execution is a perfunctory affair. The idea becomes a machine 
that makes the art . ... 

Conceptual art Is not necessarily logical. The logic of a piece or series of pieces as• 
device that is used at times only to be ruined . .. , The ideas need not be complex. 
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t ,deas that are successful are ludicrously simple . . . . Ideas are discovered by 
MOS 
ntuitlon. 1 Whal the work of art looks like Isn 't too Important. It has to look like something if ii 

physical form. No matter what form It may finally have it must begin with an Idea. It 
h~he process of conception and realization with which the artist Is concerned .... 
15 conceptual art doesn't really have much to do with mathematics, philosophy or any 

h r mental discipline . The mathematics used by most artists is simple anthmet ,c or 
0 'm;le number systems. The philosophy of the work Is Impl icit in the work and is not 
5

~ mustration of any system of philosophy .... 
8 conceptual art is only good when the Idea Is good . 

Robert forr is. Card F ile. 47" :c 10 1/2" x 2#. 
1962. Courtesy Owun Coll ery, ew York. 



July-S eptember : Terry Atkinson travel s to New York, mee ts LeWl tt, Graham, Andre, s 
after having corresponded with the flr sl two for some time. 

Bochner, Mel. " Serial Art Systems : Sonpslsm." An s, summer, 1967. 

Fall , New York: Claes Oldenburg Is asked to part icipate In a city outdoor sculpture~ 
(1) suggests calling Manhattan a work of art, (2) proposes a scream monument•-... 
piercing scream Is broadcast through the streets at 2 a.m., and (3) nnelly hes a 8' x I' IC 
trench dug behind the Metropoli tan Museum by union gravediggers , under his aupe 
and then fllled up again. 

19:4~ 21:55. Organized by Paul Maenz on the property ol Dorothy Loehr , Frankfurt ani 
September - November , 1967 : Dlbbet s, Flanaga n, Hoke, Jo hnson, Long, Lueg, Pose 
Roehr. Dlbbets's sawdust oval lo be perceived as a circle (his fir st perspective co 
was photographed every five minutes In the proces s of destruction by visitors . Long 
out with loosely touching pie ces of wood the shape of the room In Frankfurt, and r..,..._. 
outdoor s In Bristol , England. 

September , Buenos Aires: Oscar Bony exhibits a bare room with a tape-recorded 
describing the room's measurements and features In minut e deta il. 

September , Paris: Al the Paris Blennale , canvases by Buren , Mossel , Parmentier , and l 
are presented with miscellaneou s slides and a synchron ized tape giving a series of 
Ilona: 

Art is the illusion of disorien tation, the Illusion of liberty. the illusion of pr 
the illusion of the sacred. the Illusio n of Nature .... Not the palnllng of Bu 
Mossel, Paramenller or Toronl. ... Art Is a distractio n, art Is false. Painting beg 
with Buren, Mossel , Parmentier, Toroni. 

Arte Poveral lm Spazlo. Galler ia La Bertesca , Genoa , October , 1967. Two sepa rate exh 
organized and prefaced by Germano Celant Arte Povera a.lso shown at the lnstltuto di 
dell'arte at Genoa University (Boettl , Fabro, Kounellls , Paolin i, Pascall , Prlnl) ; symposluffl 
these artists plus Plstoletto (who cut his wife's hair), Anselmo , Merz, Zorlo . Some of the 
appeared slmullaneous ly In Contemplazlone at the Galleria Sperone, Turin , and 
Aavlana , Lugano (organized by Daniela Palouoll ). The shows were reviewed In 
Nuovo, October 10 ; Corriere Mercanll le, October 27; Ca sa.be/la, October ; Bit, N101Nllftllllll 
December ; Arte Ogg/, December (see Celant, Art Povera, for full bibliography) . 

October , 1967 : Opening of Konrad Ascher Gallery In D0sseldorf with Carl Andre'a 
one-man show In Europe. Fischer continues lo exhibit mlnlmal and "conceptual " artlala 
Europe , giving flr sl European shows to Artschwager , Huebler, LeWIH, Nauman, 
Smithson , Welner , WIison ; flrsl one-ar11sl shows anywhere lo Darboven, Long, Panama,.. .. 
Rinke, R0ckrlem, Rulhenbeck ; llrsl German shows lo Boett l, Buren, Dlbbeta , Fulton , M 
and Merz. 

Dlu al/es Her7chen wlrd elnmal dlr Geh6ren. Galerl e Loehr , Frankfurt, October, 1967. 
Long, etc. 

" New York Correspondance (sic] School ." Artforum , Oclober , 1967. 

Opening Exhibition : Normal Art , directed by Joseph Kosuth . (Rep.) The Lanni• Mu.
Normal Art, New York, November , 1967. Andre, Barthelme , Bochner , Oarboven , de 
Kawara , Kozlov (Rep.), LeWltt , Lozano , Morri s, Rockbume , Ryman , Smithson, e tc. 

30 

ult : Jo,c ph Ko~u!h · ··p tled" (Ar! ns ld eo as l dco). 1 cgotivc p hotostot, moun ted. 
(967. Right; Clm~hne Ko.do,,. o !Ille. Tran sparent Rim If'}., whi te- 16 mm . 1967. 

A/fin s.,te.s . Finch Coll ege, New York, November, 1967 . Text by Elayne Varian, statements by 
... artists, among whom were Bochne r, Darboven, Graham, Hesse, Lee, LeWll l Discussed by 
Mel Bochner In " The Se.rial Att ll ude," Artfor um, December , 1967, and David Lee In " Serial 
.Alt," Art News, December, 1967. 

RoMtt Morris gives a lecture November, 1967, at the Guggenheim Museum, New York, 
cons11t1ng of several tape- recorded talks by himself on aspec ts of his ar1, Ille, esthellc , 
a,t-maklng process, criticis m, each played for 0ve minutes, consecutively, for an hour. 

Artldlwager, Richard . " The Hydraulic Doorcheck." Arts , November, 1967 (Rep.): 
The most striking property of doors (although not unique to doors) is RESONANCE 

between two states, which can be convenient ly labeled as " open" and '' closed " 
Resonance ,s never a simple. unqualified fluctutallon betw een two states: even so In 
this case A door-a t any given moment- ls In a state of being closed with the 
possibility of ,ts being opened, or In a state of being open wrth the poss1blli ty of its 
being closed. This is not a speculative model for a door but a descrip tion of the state 
of affairs which immediately existed when the first door was brough t into being .... 

The properties of "open" and " closed"' cannot be divorced from the " geography" 
of the door i.e .• without reference to that which the door opens or closes It becomes 
obvious lhat to speak of a door as being "'open" or " close~" is In fact a cont radiction 
1n terms Can Ihis be remedied by saying Ihal the door when closed Is " m the act"' of 
closing itself? God lorbtdl Or in the act of closing that to which it is appended? Not 
quue The act is not the transformation . The act takes place in stages Otherwise It Is 
not an ac1 At any rate there ,s no such thing (in our terms of reference) as somewhat 
open or somewhat closed. In other words the tiniest crack Is open, and closed Is 
Closed This can be carried on indefinitely , so one has to say that one cannot 
defme a minimal open position which Is DIFFERENT from a closed position. 

Having ettecllvely closed the door we may now direct our attention to the partition 
to which the door ,s appended. 
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Richard Artschwnger. H,·draulic Doorcheck. 1968. 

The main obstac le to t he elimination of history from art is art itself . Convent1ona11ty 
in art resides In the convention of art. This sounds like proclaiming democracy 1n art 
by applying to each of its practitioners , without fear or favor, the same coal of tar and 
feathers. Once this stric ture has been tentatively accepted it can be eased somewhat 
by Issuing a like set of stigmata to practitioners of some of lhe other conventions: 
inventors of social and economic systems, revealers of metaphysical truths, etc. 

I am arguing the subjectivity and consequent self.consc ious posture of all worlct 
views and their practit ioners. The conceptlon•practlce of horizon making 1s, more
over, not just a fact or human life but is altogether appropriate human posture and 
behavior. 

Mel Ramsden, New York, makes a painti ng that Is canvas stre tched, front to the wall , labeled 
on the back : Tille " UNTITLED (NONVISUAL ART)," dated November , 1967. 

MOiier, Gregoire. " Quatre non pelntres ." Robho, no. 2, November.Oecember , 1967. On Buren, 
Mossel , Parmentier , and Toron l. In the same Issue : Hans Haacke , a special section Including 
statements by the artist and an Interview with Jack Burnham . 

December 5-25 , Paris 8, rue Monlf aucon : Buren , Mosset , and Toronl each paint their OWII 
" usual " works and those ol the other two as well . Buren and Toronl do a similar wortc In 
Lugano In December, under the title " Buren , Toronl or anybody ," Inviting rev iewers to make or 
to claim their paintings . Two-page brochure by Michel Claura : " In order to discuss a forgery , 
one must refer to an orig inal. In the case of Buren, Mossel , Toronl, where Is the original 
work ?" 

Aspen. no. 5-6, tall-winter , 1967. Edited by Brian O'Doherty . Boxed ; In separate booklets or 
envelo pes : a " structural play " by O'Doherty , " Serial Project 1 1,1966," Sol LeWltt ; excerpt 
from Site, a film by Morris and Vanderbeek ; "Seven Tra nslucent Tiers," Mel Bochner ; texts by 
R. Barth es, S. Sontag ("The Aesth etics of SIience " ), G. Kubler , M. Butor, and others ; scores. 
works, records, etc.; reviewed by Dore Ashton, Studio lnternstlonsl , May, 1968. Also Included. 
Dan Graham: 
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ma for 8 Set of Pages whose component variants are to be published In various 
SChe In each published Instance, or example, It is set In its final form (so It defines 

ptacesb the editor of the particular publication where it ls to appear, the exact data 
•~ \/correspond m each specific instance to the specific fact(s) of the published 
11 earance. The work defines itself in place only as Information with simply the 
final a~i support of the facts of its external appearance as informat ion (or art): as the 
e•ter~f its own appearance or presence in print In place of the object. (1966): 
5,gn 

(number of) adjectives 
(number of) adverbs 

(percentage of) area not occupied by type 
(percentage of) columns 

(number of) conjunctions 
(depth of) depression of type Into page surface 

(number of) gerunds 
(number of) infinitives 
(number of) letters of alphabet 
(number of) lines 
(number of) mathematical symbols 
(number of) nouns 
(number of) numbers 
(number of) partici ples 

(perimeter of) page 
(weight of) paper sheet 

(type of) paper stock 
(number of) prepositions 
(number of) pronouns 

(number of point) size type 
(name of) typeface 

(number of) words 
(number of) wo rds capitalized 
(number of) words italicized 

December, Tur in: Plstoletlo's show at Galleria Sperone states: 
With this show, I have llberated my stud io, which is open to welcome young people 

who want lo present their work , make things, discover themselves. 
In his book Le ult/me par ole lsmose , publi shed at the same time , Plstoletto wrote : 
There is no goal before us with laurels for the winner and ashes for the loser. The 

world race for this abstract point structures itself Into a system of battles between 
both individuals and masses. When we move ahead by stepping to one side, the race 
between individuals becomes a series of parallels , since every individual proceeds 
md1vldually, without projecting himself out of himself onto abstract points or other 
individuals. When we move in this way there are no such things as better and worse, 
since everybody Is what he is and does what he does. Nobody needs to pretend to 
prove that he is better, and communication grows very easy without the structures of 
language, since it's easy to understand who everybody is and what he's like. For 
communication and understanding, we will finally be able to develop all of the 
possibilities of the mechanism of perceptio n. 
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Roe lof Louw. 300 Wooden Slnt:s Scnltered in Hollnnd Pnrk nt Irregular lntervala. 
London. October. 1967. 

Decembe r: Michael Snow's fllm W1111elenglh (Dece mber, 1966-May , 1967} wins first prin II 
the Fourth lnlernatlonal Experimental FIim Festival, Knokke•le- Zoute, Belglum. 

1 was thinking of, planning for , a tlme monument In which the beauty and sadness of 
equivalence would be celebrated. thinking of trying lo make a definitive statement on 
pure film space and lime, a balancing of " Illusion " and " fact ," all about seeing. The 
space starts at the camera's (spectator's) eye, is in the air , then is on the screen. then 
is with in the screen (the mind). (From the catalogue .) 

If Wavelength 1s metaphysics. New York Eye and Ear Control (1964 film] is philoso
phy and wlll be physics .... My films are (to me) attempts lo suggest to the mind a 
certain state or certain states of consciousness. They are drug relatives in that 
respect. (From " Letter from Michael Snow" to P. Adams Sltney and Jonas Mekas, 
August 21 , 1968 ; first published in Film Culture , no. 46, autumn . 1968.) 

Hutchinson, Peter . "The Flcllonallzatlon of the Past " Art11, December, 1967 . 

Smithson, Robert. "The Monuments of Passaic :· Artforum , December, 1967. 

Daniell, Ad el A. " The Art of Bruce Nauman." Artforum , December, 1967. 

Morris , Robert. " A Method for Sorting Cows." Art and Literature , no. 11, winter , 1967. 
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l()OKS 

Acconcl, Vito Hannlbal . Four Book . Oto 9 Books, New York, 1968, 

Attdn.on . Terry, and Baldwln , Michael. 22 Sentences : The French Army (October , 1967). 
Coventry, Precinct Publicati ons, 1968: 

KEY· 
FA 
CMM 
GR 

Assertions. E-xplicata. 

-French Army 
--Collection of Men and Machines 
-Group of Regiments 

The context of Identity statements in which collection of men and machines 
appears as a covering concep t ls a relativistic one. Identity Is not simply built into that 
concept The "sense" of identity is contrasted with the constitutive one. 

The FA is regarded as the same CMM as the GR and the GR is the same CMM as 
(e.g.) " a new order" FA (e.g •• morphologically a member of another class of objects) : 
by transitivity the FA Is the same CMM as the " new Shape/Order one." 

11 s all in support of the constitutive sense that the FA is the same CMM as the GR. 
The inference is that the FA and the CMM have the same life history (both the FA and 
the CMM are decimated) and in which case CMM fails as a covering concept. If the 
CMM isn't decimated (no identity) the predicate fails. The "c onstitutive " concept 
stays And its durab ility doesn't come from a distorted construction of " Collection ." 

The concept of collection or manifold is one for which there can be no empty or null 
collection. The manifold FA; a domain, a regiment ; irs all one whether the elements 
are specified as the battalions . the companies or single soldiers . 

(This doesn' t work for classes). 
The elements are Intended to define and exhaust the " whole ." If the CMM is to be 

regarded as no more and no less tolerant of damage and replacement of parts as FA, 
then the right persistence-conditions and configuration of CMM can be ensured only 
by grafting on the concept FA, and this Is to ··decognize" thing-matter equations . 

The rest is not equivocation . " Concrete" and " steel" are not , ln this framework , the 
sortals with classificatory purport (and in the terminological context , the sense does 
not emanate from them). And the same for all lhe constituents which may be specified 
at different dates for the FA. 

Barry, RoberL 360° Book. New York. Unique copy. The 360 degrees of a clrcJe drawn off 
degree by degree on graph paper . Collection Panza di Blumo, MIian. 

Bochner, Mel. The Singer Notes. Four xerox books published by the artist, New York, 1968 ; 
also, Eight nm-. Eight nme. Eight . 
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1• E. Thin g Co. Plole rr om A Portfol io of Pil es. 1968. 

Burnham , Jack . Beyond Modern Sculpture . New York , George Brazlller , 1968. 

Calvesl, Maurlzlo , ed. Teatro dell• Mostre . Rome, Lerlcl , 1968. Book alter exhibition In Rome 
(May 6-31) In which one artist per day performed a piece . 

Marchetti , Walter . Arpocrate seduto sul loto . Madr id, Za), 1968. 

N. E. Thing Co. A Portfolio of Pli es. (Rep.) Fine Arts Gallery , Universi ty ol Br itish Colufflbla. 
Vancouv er, February , 1968. Fifty- nine photog raphs of found " plies " rang ing from dirt to chalne 
to breasts to doughnuts lo barrels , etc ., plus a list of locations and a map ol Vancouwer. 
Introduction by Kurt von Meler, note from the president of NETCo. Reviewed by Alv in Balklnd, 
Artforum , May 1968 and In Artscanada , August , 1968. 

It 1s the visual Unknown that challenges the N. E. Thing researchers. Like 
researchers anywhere, they seek to add to the world 's store of knowledg &-by 
exploratory research on the frontiers of basic theory , by product research for results 
In specific tangible forms , by production research for processes that yield precise end 
produ cts. These probings of the why and how of visual th ings and their combinations 
are efforts to disco ver disti nct properties or effects and the means of putting them into 
operation . (1968 Company statement.) 

Ramsden , Mel . Abstract Reist/an s. New York, 1968. 

Rusche, Edward. Nine Swimming Pools ends Broken GIHs . Los Angeles , 1968 (In color). 

Rusche, Edward, and Bengston , BIiiy Al. Business Cards, Los Angeles , 1968. 

Walthe r, Franz Erhard . Ob/ek1e, benutzen . Cologne , Gebr . Konig ; New York, 1968: "ThNe 
objects are Instruments , they have little perceptual significa nce. The objects are lmportanl 
only through the poss lbnllles originating from lhttlr use ." Walther has made lnst rumanl
ob)ec1s since 1963. (Rep.) 
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uwrence . Statements . Seth Slegelaub , Louis Kellner Foundation , New York, 1968. 
_.i~r , 

1 
to " General Statements ": 

~ I; cratered by structured simultaneous TNT explosions 
A hemoval to the lathing or support wall of plaster or wall board from a wall 
A re standard dye marker thro wn Into the sea 
g~~mo n steel nails dr iven Into the flo or at points designated al time of Installation 

•·specific Statements ' ': 
A~ e t,ote in the ground approximately one foot by one foot / One gallon 

w:ter -base white paint poured into this hole 
one aerosol can of enamel sprayed to conclusion directly upon the floor 
one quart exterior green enamel thrown on a br ick wall 
A 2- wide ,~ deep trench cut across a standard one-car driveway 

Mel Ramsden, New York. Secret Piece, 1968 ("Envelope 11 encloses specific documentation 
ol content of Envelope # 2"; " Envelope lf.2 encloses specific documenlJLUon of content of 
EnvalOl)e • 1"). And Secret Painting (1967-68) . Acrylic on canvas , photostat : " the content of 
ltlls painting Is Invisible , the character and dimensions of the conten t are to be kept 

rmanently secret , known only lo the artist. " 
~an eurn has been working with Ramsden since the mld-1960's (at one point , with Roger 
evttorth, they lormed The Society for Theoretical Art and Analysis). In an Interv iew with Joel 
flSCher, Burn said : 

Presentation Is a problem because 11 can easily become a form in itsel f. and this can 
be misleading. I would always opt for the most neutral format , one that doesn 't 
interfere with or distort the Information . For example , this interview publis hed In the 
context of an art-magazine would be natural as a fo rmat: one's intake capacity tor the 
information is therefore al Its highest. But If I photo-enlarge the pages and mounted 
them on a gallery wall , then one's concep tual Intake is cons iderab ly lowered . 

Hans Haacke. Howard Wise Gallery , New York, January 13-Fe bruary 3, 1968: 
A ·sculpture" that physically reacts to Its environment is no longer to be regarded 

as an object. The range of outside factors affecting it , as well as its own radius of 
action, reaches beyond the space it mater ially occupies . It thus merges with the 
environment In a relallonsh lp thal is better understood as a " system" of in

terdependent processes . These processes evolve without the viewer's empathy . He 
becomes a witness . A system ls not Imagined, it is real . (H. H.) 

Franz Erhard Walther. #29 (1961) from 1. Werk sntz (Demon strotion }. Courtesy Video 
galeTic Cerr )' chum , D us eld orf . 



Haacke built his first water box , explo ring natural systems of condensatio n and 
waves , In Germany In 1963. These led lo Ice pieces, work with actual blologlcal growt11'-Vl'11a1-
halchlng chickens) and more open and unlim ited weather pieces (see Wind In W 
December, 1968 , below). In January, 1965 , he wrote the following nole-S: 

... make something wh ich exper iences, reacts to Its environment, changes, 
nonstable ..• 

. : . make something Indeterm inate. which always looks differen t, the sha 
which cannot be predicted precisely . . pe Gli 

. : . make something wh ich cannot " perform " without the assistance of a.a 
environment . . . -

... make something which reacts to hght and temperature changes , is subject 
air currents and depends , In its functioning , on the forces of gravity . . . 11 

... ma~e someth ing wh ich the " spectator " handles. with which he plays, and thue 
animates 11 ••• 
•... make something which lives in lime and makes the "spectator " experience 

time ... 
... articulate someth ing Natural ... 

Michael Snow Sculptu re. Polndex1er Gallery , New York, January 27-February 16, 1988 . ...... 
sculpture on themes of perception: 

First to Last (1967) is a kind of absolute that frames th ings that are fortuitous. h la 
total ly symmetr ical, a perfect square in middle-grey , turned in on Itself .... When you 
look through the slots , first you see the shiny aluminum that is the inner basis of the 
work , and then you realize you are seeing a prism of some kind .... The scu lpture ii 
ln!ernal (but) It feeds on what Is external. ... Art Is often a lim itation , a focusing-in on 
things ..•. 

For the last 3 or 4 years l have been Influenced by films and by the camera. Whan 
you narrow do"':'n your range and are looking through just that small apenure of the 
lens, the Intensity of what you see Is so much greater . (From an interview by Dorothy 
Cameron with Michael Snow , May 23 , 1967 .) 

Hunn e D arbove n . On e pa ge or Jan . 23, 1968. F rom one of six volum es of the year 1968. 

n Leo Castelli, New York, January 27- February 17, 1968. Booklet reproduc ing 
.,-_ N•um•k~ from 1965 to 1968; " notes " by David Whitney . 
.....,.,our wor 

P
eter. " Dance Without MovemenL " Art In Amer ica, January - February , 1968. 

tlYfdllnson. 
M rlo. "Arakawa: A Ouadrld lmenslonal Geometry ol lmaglnallon ." Art lnlernatlona l, 

.,..cano, • .,.,..,.ry. 1968, 

sample. N-42. " An exhlbillon organ ized by Arnold Rockman, of randomly selec ted 
~omlY displaye d contempo rary artifacts ." Fine Arts Gallery , University of British 
aed bl• v ,ncouver , February , 1968. Reviewed by Ahlin Balklnd , Artforum , May, 1968. 
~; 

1 
'ietter dated October , 1967, from Arnold Rockman to Alvin Balklnd, director of the 

UIC Finl Arts G1tllery: 
Th Random Sample show Is growing in my mind all the time. As I conceive of ii 

8

1 shall make it an assignment for my students in the commun ications course I 
00 '\ at York University . I shall ask them to supply photos of rooms In their own 
teaCes plus photos I shall take In my own home and in the street downtown . Then we 
hOITI ' · h d I f sh II enlarge the photos , place a plastic grid over I em, an se eel squares rom a 

:ie of random numbers . The ob1ects in the squares then become the objects in the :ow. vou will get a list of the ob1ects divided into " inside objects " and "outs ide 
obJects." I should l ike a fine drawn or taped on the floor of the gallery to divide the two 
selections or samples. When you get the list , either you yourself , or people selected by 
ou then collect the Vancouver examples of the objects descr ibed. Suppose one of 
rile objects ls " bedroom chair with clothes wh ich have been taken off for the night 
thrown over it." Then you get any chair from anybody 's bedroom with their clothes on 

11, 1
ust as It is.. In every case. no attempt must be made to arrive at an " aesthetic " 

arrangement. We' re interested in naturalism and natural history •... As for the ar
rangement of the objects in the gallery , again that ought to be arrived at through the 
use of chance procedures . ••. You can decide on the mode of presentation that way 
too. Some would be wall-p ieces- " palnt lngs" -whlle others would be "sculp
tures" -either on the floor or on plinths . 
From Rockman's catalogue Introduction : 

The cultu ral histor ian Johann Huizinga and the sociologist Emile Durkheim both 
felt that the distin ction between the sacred and the profane Is crucial for our 
understanding of such phenomena as the arts and religious ritual . As soon as a 
particular space Is set aside for an activ i ty that is regarded as different from the 
ordinary profane act ivities of ordinary fife, then that special space, and the activ ities 
performed in It, acqu ire a sacred character .... 

If we think about the simplest set of comb inations o f sacred and profane spaces, we 
can clearly discern four main types of aesthetic performance or exhib ition : (a) sacred 
things displayed in sacred spaces (the traditional aesthetic of performance and 
display), (b) profane things d isplayed in profane spaces (exhibitions and perform
ances such as Random Sample and Piles); (c) profane things displayed in profane 
spaces (ordinary events and activities that take place In the city streets without any 
conscious aesthetic Intention) ; (d) sacred th ings displayed in profane spaces (sculp 
ture in the street: a Mard i Gras parade; early Soviet agit-prop theatre : medieval 
mystery plays In the marketplace) ...• 

The performan ce called Random Sample, N-42 is intended to Illustrate two sen
tences which are significant in the history of equalitarianism and democracy in the 
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arts . The first sentence Is by John Constable , the English landscape pa,n 
precursor of the French impression ists : " My limited and abstracted art Is to bete; 
under every hedge and In every lane. and therefore nobody thinks ,t worth 
up.',' The s~.cond sentence Is by Georg Simmel . the German aesthetlcl :n 
sociologist : To 1reat not only every person but every thing as if It were ,ts ow 
this would be a cosmic ethic ." n 

Arte Po11era. Galler ia de Foscherar l, Bologna , February , 1968; Cen tro Arte Viva.,... ...... _ 
Trieste , March, 1968. Texts by Germano Celanl 

C.rl Andre, Robert Barry , Lawrence Welner. Bradford Junior College , Bradtont, 
February 4-<March 2 , 1968. Organized by Seth Slegela ub. Symposium with the arttsta •lld 
organizer on Febr ul!lry 8. Some excerpts from the unpublished tape- recording: 

SS: What are the revolutionary aspects of the philosophy behind this work? 
RB: Well , revolut ionary is a strong term. I hesitate to use It, but I guess it has to 

with my purpose ir, art and the things that I deal with . I try to paint what I don't know 
seems to me to be a very boring thing to make paintings which predict what I know· 
other words , I wal"\t to take a chance . I may be dealing with things I don 't compl.._, 
understand myself . I try to deal with things that maybe other people haven' t thou911t 
about . emptiness . making a painti ng that isn't a painting . For years people have been 
concerned with what goes on inside the frame. Maybe there 's something going 011 
outside the frame that could be considered an artistic Idea. That Isn't to say they 119 
experiments . I thin k of them as complete artist ic Ideas In themselves .... 

CA: I don 't feel terribly revolutionary . I don 't really th ink that word applies to the 
making of art . At least for myself, I make art because ,t 1s the only thing I know how IQ 
do .•.. 

LW: I suspect revo lution never has anyth ing to do with something new. I don' t thinll 
very much Is ever added . It Is like fashion . There are ages of faith and ages of 
skepticism alternal ing in the course of human history-struggle and coun terstruggle. 
I don 't th ink anytti ing is part icularly added ... so I would say the true revolutlona,y 
act Just changes th e balance of th ings already existing . 

RB: Why the voi d and not the created space? There Is something about void and 
emptiness wh ich I am personally very concerned with . I guess I can't get it out of fflJ 
system. Just emptiness . Nothing seems to me the most potent th ing In the world. 

CA: I would say a th ing ls a hole In a th ing It is not. Our whole educatio n II 
conducted by ling \Jlstic means. Language is mostly devoted to symbols , and art h• 
very l it11e to do wi th that. Any artist can symbolize but very few artists can execute. I 
would say that all ideas are the same except In execution . They lie in the head. In 
terms of the art ist . the only difference between one idea and another Is how it II 
executed ..•. Art doesn 't come from the mouth , you know. It Is not a telling 
experience . We want exper ience to tell us something , but I don 't think that under
standing has to do with telling anything .... Science ls creating and compar ing, and 
art is creating cond itions that do not quite exist. That ls why art Is di fferent from 
science . The Ideal -of science is to create at least theoretical models of things we hope 
have some correspondence with what exists ; whereas with art, you try as a human 
being to create sol"'Tlethlng that wouldn 't exist unless you made it. 

February , Paris: Bune n, Mossel, and Toronl each show one painting In a friend 's apartment. 
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D vnsbrough Segment of Staple on groph paper pie ce. 1968. p~1er o, · 
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ud Andr6. " Interv iew with Danie l Buren ." Galerle des A.rts , no. SO, February , 1968. The 
,a,tna 'excerpt from lhis December . 1967, Interv iew was translated by LR . L : ~~rl understand correctly , you wish to prov ide information at the zero degree of 

painting ? bl I . h . ht f oB· I'll push it further . I believe we are the only ones to be a e to c aim t e ng o 
t,e,ng " looked at," in the sense that we are the only ones to present a th ing which has 
no dldacuc intention , which does not provide "dreams ," wh ich ls not a "stimulant. " 
Each ind1v1dual can dream himself , and without doubt much better than by the 
tnckery of an artist , however great he may be. The art ist appeals to laziness, his 
function Is emolllenl. He ls " beaut iful " for others , " talented " for others . "i ngenious " 
for others, which 1s a scornful or super ior way of considering " others .'' The art ist 
brings beauty, dreams. suffer ing, to their dom iciles . while " the others ," whom I myself 
consider a priori as talented as artists, must find their own beauty, their own dream . In 

8 word, become adults . Perhaps the only thing that one can do after having seen a 
canvas like ours Is total revolution . 

AP· You have been making the same painting for two years? 
OB. The color is decided by what they offer me when I buy the cloth . I do not 

choose. I have fifty meters of red. This Is to avoid always making the same 
canvas-which is not decided In advance either-finding myself after ten years with a 
magnificent arch-classic oeuvre of a Buren who will have made the same canvas for 
ten years. and finall y, my canvas will have become " Buren .'' ... I can fall Into other 
traps which I haven' t yet discovered, but that one I have perce ived, so I try to avoid It. 
Now, the only way of avoiding it is not to give any significance to color . and to do so 
seems to suffice to demonstrate that I personally don 't give a damn about this color , 
that I fixed on one color , even taken at random . And the same goes for form , that is, if I 
always make the same form ; even If at the beginn ing that form seems bizarre or 
neutral, that bizarre form will end by being beautiful and that neutral form will end by 
not being neutral any more . 

I am not saying pink 1s neutral , or gray Is neutral , but a gray striped canvas then a 
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blue striped one then ano ther in green , and so on. infinitely , hinders by succ 
and equal repetition any significance for any of them. It is the destruction of 
notion _of " t~e ~ork of art ." So, to say that a painting can be neutral 1s to 
something differing radically from everything that painting has until now afflr"'9cl. 
mean to say, things could open up (but that no longer concerns us, In the sense th 
am not a prophet and I completely forb id myself to be one) into a kind of painu•t 
which . if it exists , if it can be made, w ill be radically different , because there Will "I 
longer be any possibility of evolution , nor of perfectability ... My painting at IIO 
limit , can only signify Itself . It Is. So much so. and so well , that anyone can mak~ It~ 
claim It. II Is outside of m~by me but also by Toronl and anybody else. 

It Is a pain ting which must completely escape from its creator and, moreover, when 1 
say that I have no illus ions , I am transcribing a certain sensibility of my epoch of Whictt 
I am the product and the actor like anyone else. but 11 is very difficult for me to affirm It 

AP: You refuse to be a person in th is society? 
DB: In the sense that artists play It. yes. 

Sol LeWltl 46 3-Part Variation• on 3 Oltrerent Kinds of Cubes . Dwan Gallery , New YClflr. 
February , 1968 ; later publi shed as a book, 49 3-part Variations Using 3 Different Kinda ot 
Cube. / 1967--68, Zurich , Bruno Blscholberger , 1969. (Rep.) 

Lippard , Lucy R., and Chandler , John . "The Dematerlallzatlon of Art, " Art /ntema11o1ta1, 
February , 1968 : 

During !he 1960's the anti-Intellectual, emotional intuitive processes of art-mak ing 
characteristic of the last two decades have begun to give way to an ultra-conce ptual 
art that emphasizes the thinking process almost exc lusively . As more and more wo,k 
Is ~esigned In the studio . but executed elsewhere by professional craftsmen, as the 
obJect becomes merely the end product . a number of artists are losing int erest in the 
physical evolution of the work of art. The studio Is again becoming a study . Such 1 
trend appears to be provoking a profound dematerializallon of art . especially of art as 

Sol Le\Vill . ./6 ,1-Part Variations on 3 Different Kind s of Cube . Bnked enameU 
nJuminum , 45" x 15'" ~ IS" cnch. 1967. CourteS)' Ow:m Galler)'. 

f •t continues to prevail , it may result in the object's becoming wholly 
c,1>jeCI. and , i 

oa,solete. rt at the moment seem to hover at a crossroad that may well turn out to 
The visual at/one place , though they appear to have come from two sources : art as 

t,e two roads as action . In the first case, matter is denied, as sensation has been 
ide8 and ar~ concept ; In the second case, matter has been transformed into energy 
converted in o 
and t,me-motlon . 

rch Rosar io, Argenti na : The Rosario group, hitherto concerned with a version of 
,_,...,y-M• org'anlzes the Cicio de Arte ~per lmental to show works question ing perma 
_....., 111' clalls m mater lallsm , and chauvinism . For Instance , Renzi sent cards to people 
aenc-, comme~d sayl~g "wr ite me a card saying ' I am sending you water from New York' (or 
al over th~. ;e cards receiv ed were exhibited and the piece called Waler from All over the 
w,Mf9ver). h no water per se was Involved) . Graciela Carnevale accumule ted each day all 
wond 1th0

8
ug nos Aires newspapers In separate piles , to remark upon the variations ol 

11W ctallY ue 
lllfOffl'atlon received by the pub lic. 

at Art . Gemeentemuseum , The Hague, March 23- May 26, 1968. Includes Andie , 
11/ff/m .. rrls and others· texts by Enno Develln g and Lucy R. Lippard ; slightly differ ent 
•-hson , ,..o · ' ~ K II ...,.. bllshed for showing January 17- February 23, 1969, at the Slidtls che unstha e 
cataiogu• pu 
und Kunstverein, OUsseldorf . 

Alt organized and text by WIiioughby Sharp . First shown at the Arts Council YM/YWHA, 
Ak lla(lelphla March 13-31 . Statements by the a.rtlat s (among them , Haacke , Morr is, van Saun, :ci Ha)· brief biographi es and blbllograph les. Disc ussed by Sharp In " Air Art ," Studio 

1 
• atl~nal, May, 1968; by Jorge Glusberg In Art and Art i st. , January , 1969 (see also 

;:,ru cture Resear ch Group, " Air Art Two," same Issue) . 

u bllshed lette r-essay from the Ar1-languag e group , Coventry , to Lucy Lippard and John 
c:::dler "Concerning the article ·The Oemater lallzatlon ol Art,"' Mar ch 2_3, 1968 . An excerpt : 

All the examples of art-works (ideas) you refer to In your article are, with few 
exceptions, art-objects . They may not be an art-object as we know it .in its lr~dillonal 
matter-state. but they are nevertheless matter in one of its forms , either solid-state , 
gas-state. liquid-state . And it Is on this question of matter-state that my caution with 
regard to the metaphorical usage of demateria llzat ion is centred upon . Whether for 
example, one calls Carl Andre's " substance of forms " empty space or not does not 
point to any evidence of dematerlalization because the term "empty space•· can 
never. in reference to terrestrial situations , be anything more than a convention 
describing how space Is filled rather than offering a description of a portion of space 
which is, in physical terms , empty . Andre's empty space is in no sense a void ••.. 
Consequently, when you point, among many others . to an object made by Atk inson. 
'Map to not indicate etc .. " that it has " almost entirely eliminated the visual-physical 
element," I am a lit11e apprehensive of such a description . The map Is Just as much a 
solid-state object (i.e .. paper with Ink lines upon ii) as is any Rubens (stretcher-canvas 
with paint upon It) and as such comes up for the count of being Just as physically
visually perusable as the Rubens .... 

Matter Is a specialized form of energy; radiant energy is the only form in which 
energy can exist m the absence of matter . Thus when demater iallzatlon takes place, It 
means, in terms of physical phenomena, the conversion (I use this word guardedly) of 
a state of matter into that of radiant energy ; this follows that energy can never be 
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Richard Long. England. 1968. 

created or destroyed. But further , If one were to speak of an art-form that used radiant 
energy, then one would be committed to the contradiction of speaking of a forml911 
form, and one can imagine the verbal acrobatics that might take place when the 
romantic metaphor was put to work on questions concerning formless-forms (non
materlal) and material forms. The philosophy of what Is called aesthetics relying 
finally, as It does. on what it has called the content of the art work ls, at the most, only 
fitted with the philosophical tools to deal with problems of an art that absolutely 
counts upon the product ion of matter-state entities . The shortcomings of such 
philosophic al tools are plain enough to see inside this limit of material objects; once 
this l imit 1s broken these shortcomings hardly seem worth considering as the 
sophistry of the whole framework is dismissed as being not applicable to an art 
procedure that records lls information In words, and the consequent material 
qualities of the entity produced (I.e .. typewritten sheet, etc.) do not necessarily have 
anything to do with the idea. Thal Is, the idea is " read about" rather than " looked at." 
That some art should be directly material and that other art should produce a material 
entity only as a necessary by-product of the need to record the Idea Is not at all to sa, 
that the latter Is connected by any process of demateriallzation to the former. 

Beuy• . MunlclpaJ van Abbe-Museum , Elndhoven , March 22-May 5, 1968. Tex1 by Otto M•- • 

Boudallle , Georges . " EntreUen avec Daniel Buren : L'Art n'eat plus jusllflable ou IH points• 
las ' I'" ("Art Is no longer Justlflable"). L .. Lettres Fran~•IH•, March 13, 1968. 

Smithson, Robert. "A Museum of Language In the Vicinity of A.rt.'' Art lntem•tlonal , M.,._ 
1968: 

In the ill usory babels of language, an artist might advance specifically to get 1011, 
and to intoxicate himself in dizzying syntaxes. seeking odd Intersections of meaning, 
strange corridors of history, unexpected echoes, unknown humors, or voids d 
knowledge ... but this quest Is risky, full of botto mless fictions and endless architec
tures and counter-architectures ... at the end, If there is an end, are perhaps only 
meaningless reverberations. The following is a mirror structure built of macro 
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and micro orders, reflections , critical laputas, and dangerous stairways of words, 8 

sh&kY edifice of flctions that ~angs ?ver inverse syntacucal arrangements ..• 
herences that vanish into quasi-exactitudes and sublunary and translunary princ i

c~es. Here language covers rather than " discovers" its sites and situations . Here 
~nguage " closes" rather than " discloses" doors to utilitarian interpretat ions and 
e1Cplanations. The language of the artists and critics referred to in this article becomes 
paradigmatic refleclions in a looking-glass babel that Is fabr icated according to 
pascal's remark, " Nature is an infinite sphere whose center Is everywhere and whose 
circumference 1s nowhere." 

oe Fr•nce , James. "Some New Loa Angeles .-.r11sta: Barry Le Va." Artforum, March, 1968. 

s,,._lght, no. 1. New York, School of Vlaual Arts, April, 1968 . Edited by Joseph Kosuth 
("Edltorlal In 27 Parts"), with tel1 on rock music by Dan Graham . 

Boehner, Mel. " A compllallon for Robert Mangold ." Art lntern11tlon11I, April , 1968. A series of 
quotations from other artists and writers that apply to Mangold '• works . 

APtll 27, Paris: Daniel Buren 'a " Proposit ion Dldactlque " presented Inside the Salon de Mal 
19,een and white striped floor to celling , two wall•) and outs ide (two men with striped 
anctwlch boards for one full day ; striped blllbo1trds In over 200 locations around the city) . see 
Robho, no. 4, 1968 , for an account (Rep.) 

"Eye Unera and some leaves from Barry Flanagan 's Notebook ." Art and Artist• , April , 1968. 

Hutchinson, Peter. "Perception of Illusion : ObJect and Environment. " Arts , April , 1968. 

Morris, Robert. " Ant.I-Form." Artforum , April , 1968: 
The process of " making itself" has hardly been examined .... Of the Abstract 

Lell: Daniel Buren . Outside the Salon de Mai, Paris, 1967. Right: Barry Le Vo. Strip 
and Particle . Croy fell, 35' 45' (appro x.). 1968. 

~ ; -~ 

.. 

• ,~..; : ,. ... _ _.,~ ... : ~-~~: . ·-
- ' ..... ,. ,; 

'\. 

' ~' h 
~-~ ... . .. . ,. .. :---... 



Expressionists only Pollock was able to recover process and hold on to It as Pan 
the end form of the work .... In object-type art process is not visible. Materials 0~ 

are .... Recently, materials other than rigid industrial ones have begun to show up 
Oldenburg was one of the first to use such materials. A direct investigation of t • 
properties of these materials is In progress . This Involves a reconsideration of the u= 
of tools In relation to material. In some cases these investigations move from the 
making of things to the making of the material itself. Sometimes a direct manipulation 
of a given material without the use of any tool is made. In these cases considerations 
of gravity become as important as those of space. The focus on matter and gravity• 
means results In forms which were not projec ted In advance. Considerations DI 
ordering are necessarily casual and imprecise and unemphaslzed. Random pili 
loose stacking, hanging . give passing form to the material. Chance is accepted a".:i 
indeterminacy Is implied since replacing will result in another configu ration . Disen
gagement with preconce ived enduring forms and orders for things is a positive 
~ssertlon. It Is part of the work 's refusal to continu e esthetic izing form by dealing whh 
11 as a prescr ibed end. (Reproduc tions of work by Bolli nger, Morris. Oldenburg, Paul 
Pollock . Saret. Serra accompany this article .) ' 

Junke r, Howard . " Idea Art. " Unpublished manuscript , spring , 1968 ; In part a commentary OIi 
Lippard and Chandler , " Dematerlallzatlon of Art." 

Carl Andre , Robert Barry , Lawren ce Welner. Windham College , Putney, Vl , April 30-May 31. 
Outdoor exh ibiti on conceived by Chuck Glnnever as a follow-up to Bradfo rd exhibition a, 
same artists (see above) ; organ ized by Seth Slegelaub . Andre : Joint, 183 units of uncov9f9d 
common balled hay end-to-end from woods Into a fleld (Rep.); Barry : 1,206 ' of half-Inch wowea 
nylon cord , 25 ' off th e ground stret ched between two build ings ; Welner : a grid of "•taplea, 
stakes , tw ine, turf," 70' x 100 ' with a 10' x 20' notch removed , 6" off the ground , topologlcalr 
varia ble. " As far as I know, th is was the first time art ists were asked to build a show around 

Carl Andre. Joint. n coveTecl common buled hay, 183 uni ts, 14# x 18# x 36" cuch. 1968. 
Cou rtesy eth iege laub. 

r situation they found opera ting al a preorda ined locati on and time, with the 
_.. ... ;~., hand icap of a nearly nonex istent budget " (Gln never .) 

,ddlt 
0

. symposium at the college moderated by Dan Graham . Some exce rpts: 
~~ ~~e of the concep ts I want to introduce is the idea of place. Carl Andre ? 
D · ves. that's an idea I've had for qu ite a long lime . Part of II came from working 
C1our years for the Pennsylvania Railroad, as a freight brakeman and freight 

ford ctor in Northern New Jersey, to the New Jersey meadows, where all the 
conh \ys from the West come into New York. It's an enormous plain, with long lines 
hl9

1 
w ght cars lined up in the freight yards. and vast swampy meadows. It became a 

of r:i ,nfluence on my work . The kind of place I mean is not to be confused with an 
str0 ~nment. 11 is futile for an artist to try to create an environmen t because you have 
env~~vironmenl around you all the lime . Any living organism has an environmen t. A 
a~ ce Is an area with in an envi ronment which has been altered in such a way as to 
P 8 ke the general environment more conspicuous . Everything 1s an environment, but 
ma face is related particularly to both the general qualities of the environment and the 
a Prt,cular qualities of the work that has been done. 
paLW The idea of building a piece of sculpture outdoors has always intrigued 
me . . I'd liken it to walking in the woods, when you come upon a gravestone that is 
t,alf buried. Now. if a piece of sculpture can exist with in a landscape in that sense. 
whatever is around the landscape is heightened and brought out. It's a matter of what 
ou can displace with what you are doing to the place. 

y RB: 1 guess for the last few years I've thought about a place when I make paintings 
where I would try to util ize the wall as part of the painting . When I made movies I tried 
to use the auditorium and the darkness and the sound of the projector in my movie. I 
am primarily an Indoor person. having been born and raised in New York, so I use 
rooms. walls, floors in my sculpture . When I came up here a few months ago to look 
over the scene. I wanted to use the land. drive something Into the land, circle it some 
way. emphasize it, create something in proport ion to the buildings around it. to the 
piece of land itself . In the piece I did. I tried to use those same ideas, the fact that there 
were workmen work ing underneath this , it's all part of It, the sky above and the mud 
below and the buildings are all sort of tied together by the nylon cord . 

CA: This chance to work here in Windham 1s a learning experience for me. I've 
learned a hell of a lot because heretofore I have worked only in Inside spaces. I didn 't 
know whether I could make a piece of sculpture outside , but when Chuck Ginnever 
and I talked about coming up here, I said I certainly wanted to do It because I did not 
have the chance to work outside in New York. I said I may get up there and find out I 
don't have any ideas for outdoor sculpture, but I'd be willi ng to explain to people why I 
couldn't do it at a symposium or something .•.. I selected hay because I had lo work 
with materials that were available. It is rather materialistic in the Marxian sense that 
you can't do something that does not exist for you. If you don 't have control of the 
means of production , you can't produce anything , so you have to find the means of 
production that you can control. Hay was this means at Windham College. I always 
use particles, so a bale of hay was a particle of sufficient size lo remain In a coherent 
array. The hay, of course, Is going to break down and gradually disappear. But since 
I'm not making a piece of sculptu re for sale, neither the college nor anyone else is, it 
never enters the property state. My particles are all more or less standards of the 
economy because I believe in using the materials or the society In the form the society 
does not use them: whereas works like Pop art use the forms of society but make 
them from different mater ials. 
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LW: One thing I would like to bring up about my piece was that it could have been 
placed anywhere: all it required was a reasonably flat area. The piece would h
existed wherever it was put ; it was in relationship to an outdoor space. as opposed to 
a specific outdoor space. The piece is low enough that It has to ~e wal~ed over, or 
through ; it can always be viewed by standing Inside or sitting Inside of 1t. .. . I was 
trying to figure out what material could be easily handled by m?re or less ~nskillec, 
workers . I originally wanted to use barbed wire, because of the riots . . . a m1splacec, 
sense of humanity, so to speak, kept me from using barbed wire. The material was 
chosen about a half hour before we bought it ; it was just available, and was within the 
price range, and it was attractive enough and not preordained al all .. : . 

When we came up In the middle of the winter , and I had been speaking of using a 
grid . we were discussing the way you bought one square inch In the Yukon and they 
split It up with strings and you could own each of these squares by sending m a box 
top and a quarter . or whatever. 

May, Naw York: The New York Graphic Workshop (founded In the winter of 1964-65 to maa. 
FANDSO-Fr ee Assem.bleable Nonfuncllona l Disposable Serlal Objects) sends out Its ,,,._ 
Cl•u M•II Art EKhibltlon fl 1, In two part.I: 

(1) Luis Camn,tzer·s nine gummed labels each inscribed with one art work , such as: 
"A perfect circula r horizon ''; " A straight thick line that runs from here through you to 
the end of the room"; " This is a mirror You are a written sentence." (2) LIiiana 
Porter's wrinkle prlnl to be crumpled and wrinkled again on receipl. Exhibition # 2 ia 
Jose Castillo's sheet of paper marked with horizontal dotted lines and the directions 
" fold here." 

May 25-June 22: Group show at Bykert Gallery , New York , Includes Ian WIison 's Chalk C.,. 
drawn dlrecUy on the floor . (Rep.) 

L•nguage II. Dwan Gallery , New York, May 25-June 22. The use of language In and aa art i. 
regard to this show Is discussed at length by John Chandler , "The last Word In Graphic Ari," 
Art International , November , 1968: " Now It seems that art Is once more accepted a • 

Ian Wil on. Chalk Circle. 6' in diam eler (approx.). 1968. 

uage and the quesl lons now are whether this language Is lo be esoteric or exoterlc , and 
i.:giher this language Is lo be lingual or llteral. " (See aJso Robert White and Gary M. Dault , 
~W:rd Art & Art Word," Artscanada , June, 1968.) 

"' Where Does the Collls lon Happen ?' John Latham In Conversation with Charles Harr ison ." 
studio International , May, 1968. 

M•Y 21-28, New York: Relativity 's Track by Bernar Venet Is performed al the Judso n Memorial 
Church wllh the help of phyIiclsts Jack Ullman , Edward Macagno , and Martin Kr ieger, who 
i.cture slmullaneously on the subfect of relativity ; and of Stanley Taub, M.D .. who lectures 
with I film on the lary nx . 

Harrison, Charles . " Barry Flanagan 's Sculpture ." Studio International , May, 1968. 

June t6 : The following Item appears as an advert isement In the Sunday New York nmes art 
section: IAN WILSON. 

0 10 g, no. 4, June . Among contr ibutors : Graham , leWlt1 , Perreaul t, H. Welner . 

Metro, nos. 14 and 15, June , Jul y, 1968: Alfler l, Bruno , " Come andare avant!," " l a Cultura 
sconcertata"; and Lea Verglne, " Torino '68: Nevrosl e sublimazlon l." 

June-October. Rosar io, Argentina : The Rosario group beg ins Its '' Exper imental Art Cycle ." 
Each artist has a period of time In which he or she works In• or out-doors . Among the pieces 
described In the cata logue are : Lia Malsonnave , June 17- 29: an empty room with a square 
dfaWn on the floor ; each spectator Is given a page reprodu cing the square with detaile d 
directions on the poss lbll lly of constructi ng a similar work Indoors or outdoors at their own 
homes. "The work Is not the square that has been executed nor the ones that could be 
executed by the spectators acco rding to the directions I give them. Whal Is Importa nt In this 
action, this plan , Is all that which II provokes In the spee1ator." 

Noemi Escandell , July 15-27 : a speech given on the 20th of June . 
Eduardo Favarlo , September 9-21 : the exhibition space Is closed and the visitor finds a sign 

thal tells him how he can follow the deve lopment of the work In another part of the city. 
Graciela Carnevale , October 7- 19: a totally empty room , the window wall cove red lo provide 

a neutral ambiance, In which are gathered the people who came to I.he open ing; the door Is 
hermetica lly sea led without the visitors · being aware of ll The piece Involved closing access 
and exits, and the unknown rea ctions of the visitors . After more than an hour , the " prisoners" 
broke the glass window and "escaped. " 

Other part lclpan ls : Bogllone , Borlo lotll , Ellzade , Gatti , Ghlll onl, Greiner , Navanfo , Puuo lo. 
Renzi and Rlppa . 

July: On Kawara, In Brnll , beg ins the " I met " and " I wenl " notebook pieces (Jul y 1, 1968-Jun e 
30, 1969)- typed lists of every person encountered each day and a mapped record of his 
movements. During this per iod he lived In South Amer ica, Europe, Jap an, and New York. 
Kawara is one of the most importan t, and one of the most elusive and Isola ted, artists 
working In this general direction . In 1966, he began an Immense and continuing series 
of "date paintings ." small canvases with the stenciled date, executed almost daily and 
accompanied by a clipping from the day ·s newspaper , kept In notebooks . He also 
made a series of paintings marklnp location by longitude and latitude, a continuing 
series of " I got up " postcards (seep . 125) and of telegrams (seep . 180), a numerical 
cipher piece, and the One Million Years book (seep . 211). The fascination exerted by 
Kawara's obsessive and precise no tations of his place in the world (time and location} 
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Keith Amott . Li, ,erpool Beocl,-Buriul. 1968. 

imply a kind of self-reassurance that the artist does, in fact, exist. At the same time, 
they are totally without pathos , their objectivity establishing the self-Imposed lsola
tlon which marks his way of life as well as his art. 

Junker , Howard . "The New Art : lt 'a Way , Way Out." N•w•w-k, July 29, 1968. 

Kaprow, Allan. "The Shape of the Art Environment. " Artforum, summer, 1968. (Concernt• 
Morris's Anti-Form article.) 

Pros1»kt 68. Kunsthalle , DDsseldorf, September 20-29. Organized by Konrad Fischer and 
Hans Strelow . Catalogue published after the exhibition co nsists prlmarlly of artlctn and 
reviews of the exhibition , which Included Anselmo , Beuys , Buren , Mer.z, Morris , Naumaa, 
Panamarenko , Ruthenbeck , Serra , Zor lo. 

August 26, 1968: Founding of Art and Project , Amsterd am, by Adrlaan van Ravesteljn and 
Geert van Bel)eren. Fi rst bulletln•exhlbillon malled Sept.ember 16 (Char1otte Posenenska). 

September , 1968, Keith Arnatt, Uverpool Beach-Burial (Rep.) : 
In 1967 I was teaching a sculpt ure course at Manchester College of Art and I 

discussed with my students the possibility of sculptur e's being what I called 
•'situational ." By this I meant that the focus of attention could be upon what one did 
with an " object " rather than the object itself. Context itself became the determining 
factor in what we did . In other words , revealing an aspect of a particular (physical) 
context became the point of our activity •.•. The focus of attention was on behavior 
patterns themselves. Both the beach-burial and my " self-burial " piece were the 
outcome of these kinds of considerations-they were both essentially " behavioristic.'' 

The burial Involved the following pattern of behavior : (1) Choosing a site and 
marking out a straigh t line. (2) Marking off four -foot intervals . Each mark representina 
a digging position for each of the hundred plus participants . (3) Each partici pant 
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hOS8 a site on the line and dug his/her own hole. (4) When the holes were deep 
~nough the partic ipants were " bur led" by nonparticipants . 

5ePtember 26, Ams1erdam: Boezem sends out map and documentation of the day's weather 
r..,ort and ~e teorolog lcal analysls entitled ''Medium for the Furtherance of Renewed 

experiences. 

5ePtember 4, 1968, Bradford, Masa., Donald Burgy, Rock , 5 (Rep .) : 
"Documentation of selected physical aspects of a rock ; its location In. and Its 

conditions of, lime and space," Includ ing, among others : daily weather map and 
charts (on several resolution levels, continental , U.S.A., local surface observalions) ; 
electron beam x-ray photographs ; electron microscopy ; location photographs and 
maps (on several resolution levels-satellites . airplanes , walking); mass spectograph
ic analysis. petrographic analysis and photographs ; weight and density data, etc. 

"The scale of this Information extends , In time, from the geologic to the present 
moment: and, In size of matter , from the continen tal to the atomic ." In later works, 
Burgy documented : himself-all physical data collected through a variety of tests 
undergone during a voluntary stay in the hospital (January, 1969); a pregnancy and 
birth (March, 1969); and executed a lie-detector test with another artist (Douglas 
Huebler) in which the information was partly relevant to " life," partly to " art" (March. 
1969). 

auren, Daniel. " Is Teach ing Art Neceasary ?" (June, 1968). Gelerle des Am, September , 1968. 
Partial text follows: 

The dispute with tradition , etc., is already found In the 19th century (so as not to go 
back too far). However, since then, so many traditions. so many academisms, so many 
new tabus and new schools have been created and replaced I 

Why? Because these phenomena against which the artist struggles are only 
epiphenomena or, more precisely, these are only the superstructures compared to the 
foundation which conditions art and ls art . And art has changed 100 times. If not 
more, its tradition , academism, tabus, school , etc., because anything superficial has 
by nature to be changed constantly ; and since the foundation remains untouched , 
obviously nothing ls fundamentally changed. 

DonaJd Burgy. From Rock Serie # 1. 
1968. 



And thus art evolves and thus there 1s a history of art. The artist d isputes the 81111 by painting surfaces too large to be supported by an easel; then he dispenses with Ult 
easel and the overlarge surface by making a canvas more of an object. then an obj 
then the object to make for the object made, then a mobile or untransportable ob~ 
etc. This Is only an example, but one which demonstrates that If a dispute Is P0SSible, 
it cannot be formal , It can only be fundamental , on the level of art , and not on the l9V11 
of the forms given to art . 

The artist , in regard to the art, wants It to evolve. In regard to the art, the artist It 
reformist , he Is not revolut ionary. 

The difference between art and the world . between art and being, Is that the World 
and being are perceived by real facts (physical, emotional , Intellectual) and a, 
visualizes this reality. 

If the artist's vision of the world were concerned this could be a veritable 
consciousness of reality. But it concems a product , art-that is, the thing seen bytht 
consumer; thus a fixed and arbitrary reality is proposed , a reality deformed by tht 
Individ ual who. wanting to express his own vision of the world , no longer expr9S111 
the real but makes an Illusion of reality. 

Then the artist undertakes his dictatorial task. He Imposes purely and simply on the 
consumer his vision of the world (which 1s, in the consumer 's product, the Illusion of 
the world and of being). And still he finds that he alone knows how to express it, he II 
accepted as the guide ; it is thus that one chooses one's master. What is more, by 
acknowledging that art is enlightened-as one would say of a despot-what dialogue 
can be established, since the basis of discussion Is false. This Is a dialogue of 
illusionists . And thus what reality can be discovered through art, inasmuch as the art 
is false, and from the outset fixes the viewer's thought in a false directiOl'l-Ofle 
prehenslon of the world by art . It will always be the same as long as art meratr 
approaches the real and not reality proper . 

Concretely, the way things are today, the role of the artist Is not of graal 
consequence. He produces for a cultu rally formed bourgeo is minority . Consciously or 
not, he plays the game of the bourgeoisie which is his publi c, and, reciprocall y, the 
bourgeoisie accepts at first glance the product proposed by his artist-produce r. It II 
even especially part ial to any art caJled subversive (mental or polit ical), not only to 
save its conscience , but because it relishes the " revolution " when it is hung " on the 
line" In galler ies or nicely disposed of in its apartments. 

Let us take, then. as a working hypothesis, that It Is necessary to change radically 
the circuit "Imposed" up until now on the artistic product, in order to find a new 
public, other consumers. even those who haven't the right to " culture ." For example. 
show art m the factories. 

At this point , the truly evil role of the artist will be sharply revealed. The system is not 
afraid of seeing art in the factories. On the contrary . The enterprise of alienation will 
be completed when " anyone" can participate in culture. For cult ure, and art, such• 
they are currently conceived, are most certainly the alienating element among others. 
Because here we discuss the political and even intellectual virtue of art : distraction. 
Some art is only illusion , illusion of the real; It is necessarily distraction from the real, 
a false world , a false semblance of itself. ''Art is the blindfol d over the spectator 's eyer 
which allows him not to return to his reality or the world 's reality" (Michel Claura). 

Under these conditions , art In the factory will have as a positive result lmprovemenl 
of the work ing environment , no more, no less. Pushed to extremes. this will crealll 
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ellC quarrels where otherwise the urge to revolution might have been born . 
esthrt is the safety valve of our repressive system. As long as 11 exists, and, better yet, 

A more prevalent It becomes, art will be the system's distracting mask. And a system 
~': nothing to fear as long as 11.s reality is masked. as long as its contradictions are 

hidden. 
Ari Is ,nevitably allied to power. This was not yet known at the beginning of the 
ntury, when Impressionist or Fauve exhiblt1ons were closed down, But today It is so 

ce 1005 that 5,000 policemen are sent to defend an avant-garde biennale. 
ob,;,e artist, 1f he wants to work for another society, must begin by fundamentally 

ntest,ng art and assuming his total rupture with it. If not, the next revolution will 
:'ke over his responsibili ty. 

Danie l Buren . Phot o-souvenir of lhe work mode in Milan, Calerie 
,\pollinnir e, October , 1968. Verticn l ITipe , white and peen , glued o"er 
and thereby sealing 1hc door of the guller'} and "clo ing" the " sltow." 



Alighiero Boe ll i. Twin . 1968. 

Art is the most beautiful ornament of society as it Is now. and not the warning signal 
for society as It should be-never that. 

How can the artist contest society when his art , all art, " belongs" objectively to thal 
society? 

He believes, alas, in the mY1h of revolutionary art. 
But art is objectively reactionary . 

Walter de Marla : 50 M' {1,600 Cubic Feet} Level Dirt/ The Land Show: Pure Dirt/ Pure~ 
Pure Land. Galer le Heiner Friedrich , Munich , September 28-0ctober 12, 1968. In May, 1960,de 
Marla wrote "Ar1 Yard" (published In the Young-Maclow Anthology, 1963). Excerpts follow: 

I have been thinking about an art yard I would like to build . It would be sort of a big 
hole in the ground . Actually It wouldn 't be a hole to begin with . That would have to be 
dug. The d igging of the hole would be part of the art. Luxurious stands would be 
made for the art lovers and spectators to sit In. 

They woul d come to the making of the yard dressed In tuxedoes and clothes which 
wou ld make them aware of the significance of the event they would see. Then in front 
of the stand of people a wonderful parade of steamshovels and bulldo zers will pass. 
Pretty soon the steamshovels would start to dig. And small explosions would go oft. 
What wonderful art will be produced . Inexperienced people like La Monte Young wHI 
run the steamshovels. From here on out what goes on can't easily be said. (II is hard 10 
explain art.) As the yard gets deeper and its significance grows. people will run lnlO 
the yard. grab shovels, do their part, dodge explosions . This might be considered the 
fi rst meaningful dance. People will yell "Get that bulldozer away from my child." 

S4 

aulldozers will be making wonderful pushes of dirt all around the yard. Sounds . 
words. music. poetry. (A_m I too spec!flc? optimistic?) ... 

1 have just been thinking about this wonderful art , already it Is being killed in my 
mind. Is nothing safe? Perhaps you haven't thought me senous? Actually I am. And if 
rhls paper should fall Into the hands of someone who owns a construction company 
and who is Interested In promo ting art and my ideas. please get In touch with me 
immediately Also if someone owns an acre or so of land (preferably In some large 
city . • for art .. . thnves there) do not hesitate. 

In 1962. de Maria projected a series of "works in the desert, " some of which were 
executed in 1968: (1) Nevada, U.S.A.: Two Parallel Unes-12 ' apart- in chalk , runn ing 
tor a full mlle across the desert (Rep.) : (2) Three-Continen t Project: Square In U.S. 
desert. Horizontal Line In the Sahara, Vertical Line in India. " When all of the lines are 
photographed fro"! the air, the photos are placed one on top of the o ther, the Image 
w/11 reveal a cross m a square. Three conti nents are needed for this image, which can 
be photographed In one day by a sate/Ille ." A related project was executed for Landart 
(April, 1969. see below) : a film entitled Two Lines Three Circles on the Desert 
executed in the Mojave Desert, March, 1969. The lines were drawn on the desert and 
the circles were provided by the movemen t of the camera. 

l\'altr~ dt Marin. Mile-Long 
Drn·,nK- 2 parnllcl chalk 
Ian, 12' apurt. Mohu\'C De
:" C.lifornio. 196S. Courtad. D" an Cnllcry. New 
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Robert mith son. Map 
Double on ite. 1968. 

Smithson , Robert. " A Sedimentation ot the Mind: Earth Protecta," Artforum , September , 1NI : 
The earth 's surface and the figments of the mind have a way of disin tegrati ng into 

discrete regions of art .... One's mind and the earth are in a constant state of 
erosion mental rivers wear away abstract banks . brain waves undermine cli ffs of 
thought , ideas decompose into stones of unkno wing , and conce ptual crystalli zatio ns 
b reak apart into deposits of gritty reason. Vast moving faculties occur In this 
geological miasma, and they move in the most physical way. This movement seems 
motionless . yet It crushes the landscape of logic under glacial reveries. This slow 
flowage makes one conscious of the turb idity of thinkin g. Slump , debris shdes. 
avalanches all take place w1th1n the cracking hmits of the brain . The entire body 1s 
pulled Into the cerebral sediment , where partic les and fragments make themselves 
known as solid consciousness . A bleached and fractured world surrounds lhe artist. 
To organize this mess of corrosion Into patterns , grids , and subd1v1s1ons 1s anes thetic 
process that has scarcely been touched .... 

Look at any word long enough and you wlll see It open up Into a series o f faults, Into 
a terrain of particles each containing its own void . This discomforting lang uage of 
fragmentation offers no easy gestalt solution , the certainties of d1dact1c discourse are 
hurled into the erosion of the poetic principle . 

Alloway , Lawrence . "Christo and the New Scale ." Art lnternallon•I , September , 1968 . 

Burnham , Jack. "Systems Aesthetics. " Artforum, September , 1968. 

September 22, Frankfurt: Total eclipse ol the sun claimed as an art work by Timm Ulrlchs, w110 
also removes a sect ion ol lhe exterior layer ol a stucco house as a wall removal to the bridlL 
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8,0 wn, Gordon. " The De-mater lall~allon ol the ObJecl '' Arts , September-October , 1968. 

c.I11esl, Maurizio . " lo Spazlo, La Vila e L'A.zlone." L 'Espresso, Rome, September 15, 1968. 

E•rlhWOrks. Dwan Gallery , New York , October >-JO. lncludas Andre de Marla Helie M I 
otdenburg , Oppenhe im, leW ltt, Smithson , Kaltenba ch, and Herbert Bay~r ·s 19~ :rr,:,; 
11ound, " a sculptured garden protect " Rev iewed by John Perreault Vlll•g• Voice, Octobe:H . 

~ntl •form. John Gibson Gallery , New York, October- November 7 1968 H (R ) 
,narenko, Ryman, Serra, Sarel , Sonnier, Tuttle . • · esse ep . Pana• 

october 4-6 , Am~lfl : ~.rte Pot1er• plu azlone po'lere . OrganlHd by Germano Celani on th 
occasion of the RA3 of the Centro Studl Colauttl di Salerno. Three days ol events an: 
collecllve works by art ists and writers Includ ing, among olher a Boettl Dlbbela GIi di L 
Marlo and Marisa Mer:z, Prln l, Trlnl, Celant. van Elk zor lo Pub,llshed ' R ' er ' ong, s I R ed • • .. Hsegn• di Am•ffl 
,3 . a erno, umma ltore , 1969. See also Tommaso Trlnl " Rapporto da Amatil " 0 
no. 468, November , 1968. • , omus, 

Andr• . Sladll schea Museum , Monchengladbach , October 18-December 15. 1968. Bo•ed 
catalogue conta ins sell -Interv iew and elongated " tablecloth " mulllple . 

October. New York : Sol LeWltt does his llrat ser ial drawing In pencil directly on the w 11 
(temp0rary) at the Paule Cooper Gallery for the Art for Pe•c• exhlblll on. 
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Douglas Huebler , The Wlndh•m Piece. A one-day , one-piece show 81 Windham Coll 
Putney, Vl , October 23, 1968, a " Sile sculpture proJecl" In which h ege, 
map ol the area and the five lnls 

8 
exagon was drawn on a 

consisted ol lhe photographs a: aam;,::\f~:!°: i~~!•! ·e:~ ::~~~b::!,~~~ -•• the college 

Hutchinson, Peter . "Science -Fiction : An Aesthetic for Science " Art Int 1, 1 0 1968, • erna ,on• , ctober , 

Eva ll e.,-.c, equel. Lalex, hee l: 30~ x 32"; bull 2 11 • • d ' 
Fourcade-Dr oll , Joe., 'ew York. : 
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EVERYTHING IS Pl.JACKO FllOM THIS MWTING 
BUT ART NO IDEAS HAVE EmREO THIS WORK. 

John BaJde ari. £ ,•cry th;• 
l Purged . . . OO"x-45". 
L96f>-67. 

John BalM•ur l. Molly Sames Gallery , Los Angeles , October . 1968. Paintings executed bf I 
sign painter contain ing words alone (Rep.), such as : A paint ing that I• IU own documen,.,,,,,,_ 
and Painting for Kubler : Thi• painting owes It• existence to prior painting• . By I/kin, -
•olutlon you •hould not be blocked In your continued acceptance of prior In ventlons . To.,_ 
thl• poslllon , ldeH of former painting had to be rethought In order to tran•cend former~ 
To like till• painting , you wlff have to understand prior work. Ultlmately this WOtt .. 
amalgamate with the existing body of knowledge . 

Also Included In the show are paintings that are photographs of National City locations wlll 
address as text, texts quoted from art books with matched photos , and " narrative pain ...... 
with tex1 only , such as : Seml-ctcne -up of girl by geranium (•oft view) llnl•hes .. ...., 
,,_.xamlne• plant to see II It ha• any • lgM of growth-find• •light evldenc-•m,,..___._ 
part I• ugg lno--he runs fingers along lf-ral•e• hand over plant to encourage H lo ..., 

MuHumjournaal (Amsterdam) , ser . 13, no. 4, 1968. Includes Plero Gllard l's " Mlcroeliiolll 
Art " and Robert H. F. Hartzema on Dlbbets. Gllard l text translated H " Primary Energy and Ill 
Mlcroemotlve Art ists ," In Art• , September-October , 1968. 

Bonflgllo , Pietro , ed. La PovertJ dt1ll'arte . Bologna . Edlzlone Galleria de Foscherarl , 0ctoW. 
1968. A collection of writings In reaction lo Germano Celant 's orlg ln•I texts on Arte POlal, 
most of which were published In catalogues and magazines elsewhere flrsL ContrtbutkNII-, 
Apollon lo, Arcangell , Barllll , Bonfiglio , Bonito Oliva , Calves l, Celant , Del Guercio, de M_,. 
Faglolo , Gottuso , Pignotti . For addillonal writings on the subJect, see the blbllograpllf ., 
Celant 's book and cat1tlogue (1969, 1970). 

Burgin , Victor . " Art-Society System." Control , no. 4, 1968 . 

Robho, no. 4, fall , 1968 . Jean Clay , "Art Sauvage : La fin de galerles " : " Lygla Clartc: F 
G,n , rallsee ." Statement by Jan Olbbets (in toto ): 
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1 stopped painting in 1967. Before that I made assemblages of monochrome 
canvases. In April 1967 I realized my fast assemblage, a superimposition of bfa k 
canvases enti tled " My Last Painting." In September, In Frankfurt . I presented Inna 
gallery a _show of water. The floor of the gallery was regularly furrowed a meter in 
length. Simultaneously I began my " corrected perspective"; an ellipse , wh rch, seen 
from the entrance t~ a garden. looked like a circ le out of balance in relation to the 
ground I worked with all sorts of perspectives. They must be seen from a precise 
point Some were made along a railroad track The spectator would see them from his 
seat In passing. 

1 make most of these works with ephemeral materials: sand grow ing grass et 
These are demonstrations I do not make them to keep, but to photograph . The ~o~ 
of ar1 is the photo . Anyone ought to be able to reproduce my work. 

Al the recent congress of Amalfi (October . 1968), I placed eight sticks in the water 
twenty centimeters below the surface of the sea. From where we were-fifty meters 
above--one saw the shc_ks oscillate in the water : that was the work . 

Right now I _am prepann~ a transm1ss1on for television 10 Berlin. People will have a 
01bbets_ in their house for five minutes The work : a tractor furrowing In the ground a 
1rapezo1d which , with perspective correc tion, will exactly match the rectang ular frame 
of the TV screen. 

My works are ~ot exactly made to be seen They are more there so that you are iven 
the ffeetrng feeling that something isn't right In the landscape. g 

Sell my work? To sell isn' t part of the art. Maybe there will be people Idiotic enough 
to buy what they could make themselves. So much the worse for them. 

Nov.~mber. Tucuman , Argentina : The Rosario group of artists undertakes a polltlcal "exhibi -
tion In conJunctlon with the labor unions (CGT) to protest workers ' condltJ I T 
northwest Argentina . (Rep .) ons n ucuman , In 

November 17, New York : Tiny Events , organized by Hannah Welner at the Longv iew Country 
ctub (annex to Max's Kansas City). Art ists and poets performed short events or actions 
Among them, Acconc l, Costa, Giorno , Perreault , SchJeldahl , Welner . • 

Rowrio grou p, rgcn lina. Tucuman. Firs t stage of the publ ic il) campaign. 1968. 



Barthelme , Frederick. The Complex Figure -Ground Issue •• Dealt with by th• Young Aru., 
David Frame . Signed and dated on rear. November, 1958 (35-page bookJet of the same photo 
and title ). 

November , New York : LR .L receives a gro up of tempor ary pho tograph ic work• from "James 
Robert Steelra ll s" daled November, 1958, and November , 1968; alter more texts and art ■nd 
mysterious phone calla , the art ist la Identified as Frederick Barthelme . Some excerpts: 

I do not agree that by putting someth ing Into an context one admits to making , 
It 1s natural to inv,te to view lhe work those persons who are most likely to find interest 
in It. 

The that I have made recently has as ,ts base the desire to literally carry (and in 
that sense potentially transmit or communicate) certain information . The and the 
Information are mutually interdependent. 

The mformatron is by choice not very important , both in the formal sense as 1s 
pointed out on another page and in fact. At the same time the information 1s not trivia. 
It has about It a quality or regularftywh1ch 1s, it seems to me, appropriate . The work as 
a whole cannot be called because of the failure of the Information to " stamp ilsetf 
out " and it cannot be called bad because the formal stance 1s so strong . 

I do not llke lhe word . I do not llke the body of work defined by the word . What 
I do llke 1s the notion production . I produce In order to pass the time 

Whenever I develop a system such as this one (in which I say that all futu re work, 
and present work for that matter , wlll be Issued in such and such a format} , I feel it 
important to destroy the system almost at once. The destruction does not render the 
system useless, It only changes ,ts aspect. It makes plain the fact that In the bottom 
half of the twentieth century 1t 1s only possible to be half-serious Accordingly I have 
signed and redated one of the works Included here. 

• • • 
Insofar as the visual and literary information on each sheet can be removed from the 

sheet presentation proper , that information could be called " subject matter." 
There rs the danger of viewing the Information In such terms with the resultant 

crrtrcrsm that ' the presentation rs ahead of the .. Smee the informa tion rs not 
intended to function as but as a unit d1stmgu1shlng figure, equivalen t say of any 
mark. I suggest that such conventional historical terms are not relevant. At the 
same time, the presentation itself inclusive of whatever mark and format, rs. 1n 
conception , the substance of the in those same conventional terms . Simply, the 
conception and presentation of the work In the form that It is presented comprises 
the 

Douglas Huebler : November , 1968. Seth Slegelaub, New York. Catalogue of first exhibition lo 
exist solely as a catalogue In which the work and Ila documentation appear . (Rep.) 

I was still trying to define my own reasons for do ing some of the early thin gs, the site 
sculptures. the hexagons or circles imposed on a map. Bob Barry sard, why don·t you 
just put a dot on the map: why do you Join lhem together for lines? I said, so that you 
can read it as different from everything else on a map It's only a convention It could 
have been a circle or a number of things . All rt was doing was creati ng a s1m1I• 
relationship to a conceptually transferred location . There's no Inside, no outSlde. 
These are llllle points described on a map, described by language as to what they 
stand for, but in actual physical fact of course there was nothing there. There·• 
nothing to be perceived through normal experience . And for me, thrs was an irony, 
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DougJns Hucbler . New York. 1968. 

t at the experience of nature is bound by conventions. We take a chunk of ii and put a 
ram~ around it and the frame can be like the frame on these pain tings or the frame 

can e language, the frame can be documents . (Huebler March 31 1970 NSCAO 
lecture, Halllax .) · • , 

• • • 
~2nd Parallel. 11 certified postal receipts (sender); 10 certified postal recei ts 
~:;etrrer) , 3,040 miles (approximate) . 14 locatrons, A'- N', are towns existing ert~er 
be c y or approximately on the 42" parallel In the United States Locatrons have 
"A~n ~a rked by the exchange of certified postal receipts sent fro,;, and returned to 

- ruro , Massachusetts. Documentation : ink on map; receipts . 
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A system existing in lhe world disinterested in the purpose of art may by " pluggld 
into" In such a way as to produce a work that possesses a separale existence and that 
neither changes nor comments on the system to be used. 42nd Parallel Used an 
aspect of the Uni led States Postal Service for a period of time to describe 3.000 mu11 
of space and was brought Into its completed existence through forms of documenta
tion thal in fact ·•conta in" sequential time and linear space In present time and place. 

An inevitable destiny is set In motion by the specific process selected to form such 1 
work , freeing it from further decisions on my part. 

I like the idea that even as I eat. sleep or play. lhe work 1s moving towards ill 
completion (D.H • 1969 statement. slighlly revised.) 

Novembe r 30, Coney Island : Hans Haack e executas U11e R•ndom Airborne Sy•t•m., ... 
gulls retrievin g bread thrown on the water . 

Hutchinson, Peter. " Earth In Upheaval. " Arta , November , 1968. 
Adrian Piper. Untllled , fall , 1968: 
This square should be read as a whole ; or. these two vertical rectangles should be 
read from left to right or right to left ; or , these two horizontal rectangles should 
read from top to bottom or bottom to lop ; or, these four squares should be read f 
upper left to upper right to lower right to lower left or upper left to upper right to I 
left to lower right or upper left to lower left to lower right to upper right or upper left 
lower left to lower right 10 upper right or upper left to lower right to lower left to u 
right or upper left to lower right to upper right to lower left or upper right to l 
right to lower left to upper left or upper right to lower right to upper left to lower left 
upper right to upper left to lower left to lower right or upper right to upper left to I 
right to lower left or upper right to lower left to upper left to lower right or upper righl 
to lower lefl 10 lower right to upper left or lower right to lower left to upper left ID 
upper r,ght or lower nght to lower left to upper right to upper left or lower right ID 
upper right to upper left to lower left or lower right to upper right to lower left to uppar 
left or lower right to upper left to upper right to lower left or lower right to upper left 
lower left to upper right or lower left to upper left to upper right to lower right or I 
left to upper left 10 lower right to upper right or lower left to lower righ t to upper 
to upper left or lower left to lower righ t to upper left to upper rtght or lower left 
upper right to lower right to upper left or lower left to upper right to upper left to I 
right ; or. these eight horizontal rectangles should be read from top left to top right 
upper middle right to lower middle right to bottom right to bottom left to lower m· 
left to upper middle left or top left to top nght to upper middle left to upper m 
right to lower middle left to lower middle right to bottom left to bottom right or top 
to upper middle left to lower middle left to bottom left to bottom right to lower m 

Strelow , Han, . " Zahlen blitter all BIider filr das gel1Uge Auge." Rhein/ache Poat, N 
15, 1968 (on Hanna Darboven). 

Uvlngston, Jan. " Barry Le Va: Distribution Sculpture ." Artforum , November , 1968. 

Junker , Howard. " The New Sculpture : Getting Down to the Nltty Gritty." S•turday E 
Post, November 2, 1968. 

Nin• •t L.a Cllstel/L Organl:ted by Robert Morris at Leo CHtem ·, warehouse , Dec-• 
1968. Anselmo , Bollinger , Heue, Kaltenbach , Nauman, Sarai , Serra (Rep .), Sonnier, (Rep.) 
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Left : Rafael Ferr e r. toirrn e-3 Lnnding -Lea ve .. lo tJ1e tniTwell of Leo Castellrs 
wurehou se , De c. 4, 1968. Right : Hons Haneke. Wind in Water (.\l ist). 1 ew York . 1968. 

Reviewed by Max Ko:doff, " 9 In a Warehouse: An Attack on the Status of the Obtect," 
Artforu m, February, 1969; Gregoi re MOiier, " Robert Morr is Presents Anti -Form," AIU , F...,._ 
ary, 1969; Phlll p Leider, " The Properti es of Mater ials : In the Shadow of Robert Morna ," Na 
York Times, December 22, 1968. 

December 4, New York : Rafael Ferrer's Three Leaf Pieces appear unexpectedly on Ille 
stai rcase at the opening of the Castelli warehouse show (Rep.), In the elevator of 29 West 5711 
St., where the Dwan Gallery Is located , and In the Leo Caste Ill Gallery proper , on EHi 77111 a 

In my work, startin g with the Three Leaf Pieces of '68 and the Ice and grease piecel 
at the Whitney (Ant1-lllus1on show), I find that time restric t ions became an energizing 
facto r in the decision making ..•. I would rather eliminate my performing as much• 
I can. In that sense, the grease and the Ice and the leaves and most of these materilll 
that tend to have a life o f their own, continue to react after you have done something 
to them. This takes away the Interest in performance. (Ferrer catalogue, Institute of 
Contemporary An , Philadelphi a. 1971 ) 

Carl Andre , Robert Barry , DouglH Hu1tbler, Jouph Ko•uth , Sol LeWltt , RONrt _,_ 
Lawr•nce Weln•r {The Xerox Book). Seth Slegelaub , John Wendler, New York , Dec...11111-. 
1968. Each artist was given twenty-five pages with which he made a piece more or INI 
utlllz lng the xerox medium. 

s-,w• Photographs . School of Visual Arts Gallery, New York, December 3--January 1969 Graham, LeWllt , Muybr ldge , Nauman, Ruscha, Smithson , et al. • · 

oecember, Palermo : Buren and Toronl part icipat e In the Palermo Festiva l, show their work 
Indoors and outdoors , on the floor o~ ground , and on the walls . Afterward they distr ibute a 
tract saying all lhe art In the world Is· reactionary " and their room Is closed by the aulhorltles . 

oecember 14-15 : Hans Haacke , Wind In Water show on his studio roof. One day II consists 
simply of untouched snow ; another , of artific ial mist. (Rep.) 

eourdon, David. " Walte r de Marla : The Singular Experience." Art International D be 
!968 , , ecem r, 

\ . E. Thin g Co. Proj ec t Dept. , Ecologica l Projec ts . Right 90 Parallel Tum . 100 ' turn 
in 6" po wdered now . ,\'fl . C)'mour , 8 .C. , Ca nad a. 1968 . 
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Dennis Opp enh eim. Time Line (detail). 3 mile long. 
olong frozen St. John River near F ort Kent, Maine. 1968 . 

Alloway , Lawrenc e . " The Expanding and DIHppear lng Work of Art. " Lecture given Dec:etllba 
7, 1968, at Parke-Bernet Galleries, New York , and repeated on Channel 13 TV; published II 
Auctlon , October , 1969 . 

Tllllm , Sidney . " Earthworks and the New Picturesque .'' Artforum , December , 1968. 

Duri ng 1968 , Stephen Kaltenba ch makes three Time Capsules (see pp . 84-8S) and four i,,_ 
sidewalk plaques (Bon e, Blood , Flesh . Skin). 

Dur ing 1968, Dennis Oppenheim makes numerou s outdoor pie ces , Includ ing several anoa 
project s In north ern Maine (Rep. and seep . 184), and lal n Baxter (the N.E. Thing Compa.,, 
makes snow pieces on the west coast of Canada (side steps , skiing , snow over frame) (Rep.). 

November , 1968, Vancouver : N. E. Thing Co., ACT and ART. Photograph s accompanied bf 
stamped certificates ol approval (cla im) or reJectlon asse rt : 

All men are to recognize and note for posterity that : ACT #000 (example· a greal 
th ing, the Acme Glacier , Coldtown , N.W.T. Canada) on the-day of-, 19--. hll 
met the stnngent requirements of sensitivity information as set forth by the N E. Thing 
Co. It ,s hereby and henceforth elevated for eternity to the realm of Aesthetically 
Claimed Things. It is to be known from this day on by all men as an ACT. The N. E. 
Thing Co. reserves the right to redo or duplicate any ACT as a future pro1ect . 

• • • 
All men are to recognize and note for poster ity that : ART #0000 (example: An 

Inferior Thing. John Doe's painting , '"Summertime ,'" 1955) on lh is - - day of-. 
19-- , has not met the stringent requirements of sensitivity Informat ion as set fortll 
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the N. E Thing Co. II is hereby and henceforth banished for etern ity to the rank and 
~re of Aesthetically Rejected Things. It is to be known from th is day on by all men as 

,4RT-
lt hBS occurred to us that Duchamp all his life tried to flnd an unaesthetic object but 
ally could not do this because any object becomes good with time, social and 

:llural conditions , etc. Thus all his readymades are N. E. Thing Co. ACTS ..•. While 

11 the other hand our Research Department in cooperation with the Art Department 
~as come up with the follow ing Important discovery-that an aestheti c object, one 

hich does not meet the stringent visual sensitivity Information requirements of the N. 
~ n, 1ng Co .• is called ART because it is w ithin what gets called ART that the 5th rate 
unaesthetic object fails. (NETCo. letter to LR.L. , November . 1968.) 

When I visited Vancouver in February, 1968, and met lain and Elaine Baxter (now 
,ngrid) for the first time, I was struck again by the phenomenon of ''ideas In the air." 
NETCo ·s ideas for nonart object exhibitions, nonobject art exhibit ions, imaginary 
~,sual experiences. and photograph ic projects (capitalizing upon the artist's isolation 
from New York and "provincial " dependence on reproduc tion rather than on first 
hand experience) often coincided point by point with those unpublished projec ts in 
the planning stages In New York and Europe at the time. with which the Baxters could 
not have been lam/liar . The points of departure were, of course, the same (Morris. 
Nauman, Rusche. etc.) but the spon taneous appearance of similar work totally 
unknown to the artists can be explained only as energy generated by these sources 
and by the wholly unrelated art against which all the po tentially '"concep tual artists " 
were commonly reacting . (Adapted from Lucy R. Lippard , " Letter from Vancouve r," 
Art News, September, 1968.) 

Solt •nd Apparently Soft Sculpture . Clreulatlng exhibition for the Amer ican Federation of Arts, 
1N&-e9 ; organ ized by Lucy R. Lippard , spring, 1968. Baxter, Bourgeois , Hesse, Kaltenbach , 
KuNma , Linder , Nauman , Oldenburg , Paul, Serra , Simon , Sonnier , Viner , Winsor . 

bt9n1lo n1, edited by Suzanne Zavrlan and Joachim Neugrosehel , New York. No. 1, 1968 , 
Includes work by Acconc l, Graham , Perreault , H. Welner; no. 2, 1969 , work by Acconcl , 
Graham. 

Ian Burn and Mel Ramsden . " Excerpts from 'She- Negatives ' Book." New York winter 1968--69 : 
"Six Negatives'" was conceived In the following way. The tabuiar sy~opsis of 

categories was appropriated per se from Roget's Thesaurus . There are six classifica
tions stated for dealing with ideas (I. ABSTRACT RELATIONS. If. SPACE. Ill. MATTER. IV. 
INTELLECT. V. VOLITION. VI. AFFECTIONS), of which two (class IV and V) each have two 
divisions, Each class or divis ion of class formed a separate page in the work . With in 
each class is listed a number of sections and with in each of these is listed a number of 
categories or heads, being arranged in two columns , the left list ing the pos itive words 
denoting categor ies and the right l isting the negative or contrasting . Having accepted 
the synopsis of categories as a basis for work ing, a process of negation was imposed : 
this was form ed by four distinct attitudes : (i) the Imposing o f the process negating the 
POsslble role wh ich the synopsis of categories could assume In the work· (ii) the 
physical striking-out or negating of each word in the column of positive word~ ; (iii) as 
8 result. a vocabulary of negative or contrasting words remains ; (iv) finally. the entire 
work made into a photographic negative of Its completed state. 
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1969 
BOOKS 

Acconcl , Vito Hannibal . Tr11nsference: Roget's The1111urus. 0-9 Books , New York, 1969. 

Andre , Carl. Seven Facslm/ltt Notttbooks of Poetry, etc . Seth Slegelaub and the Dwan Ga--,, 
New York , 1969. Limited edition of 36. Notebooks date from 196M9 ; " PaHport ," "A Theory a, 
Poetry ," " Amer ican Drill ," "Shape and Structure ," " Three Operas ," " One Hundred Sonnets," 
" Lyrics and Odes." Poems, collages , letters , photographs , and drawings . 

Borofsky , Jon . Thought Proceas. New York, 1969-70. Unique copy (xerox ). Contenta : (1) 
Thoughts nos. 1- 36; (2) Time thoughts nos . S-9 ; Thought procedures A.B.C. (June-July , 11111): 
(3) Bra in exerc ises nos . 16-22, 25, 27, 28, 29 (August , 1969): (4) Thought ProceH M, pagee 
1- 118: Illustrations regarding the meaning of time (August-Oeoember , 1969); (5) Brain ... 
erclses no. 31, with procedural diagram s (December , 1969); (6) Thought process M continued. 
pages 119-178 : Illustrations regarding the meaning of time (December-January , 1970); (7) 
Brain exer cis e no . 32 , with procedural diagram (January , 1970). (Rep.) 

Brouwn , Stanley . Potent/ ii i• beglnpunfen van this way brouwn '11 In Hamburg. Hamburg, 
Hansen Verlag . 1969. Stanley Brouwn began his walk ing and direction pieces In 1IMIO • 
Amsterdam. One of hi s early projects was an exhibition of all the shoe stores In Amsterda& 
An early book was titled Brouwnhalr and each page contained a sample of the artist's hair. 
The following three pieces date from 1962: 

1. a walk through a grass field 
2. a walk during one week 
3. a walk from a to b 

Casllllelo , Jose Luis. The Book of l's . Bonn, 1969. 

Celani , Germano , ed. Arte Povera. MIian, Mazzotta , 1969. (London , Studio Vista , and New 
York , Praeger , as Art Povera : Earthworks , Impossible Art, Actual Art, Conceptual Art.) CelNI 
text, pp. 22S-30, plus bibliography . The rest of the book cons ists of work and statements bJ 
the artists : Andr e, Anselmo, Barry , Beuys, Boettl , Boezem , Ca1zolarl, de Marla , Dlbbets , Fabnt, 
Flanagan , Haacke , Helzer, HeHe , Huebler , Kaltenbach , Kosuth , Kounellls , Long , Merz, Monie. 
Nauman , Oppenheim , Paolini , Panone, Plstoletto , Print, Ruthenbeck , Serra, Sonnier, van Ell, 
Walther , Welner , Zor lo. 

Cutforth , Roger . The ESB. New York, Art Press, 1969. 

- - . The Empire State Building : A Referttnce Work, New York, 1969. 

Finch , Christopher , ed. Form Follows Function . Special l99ue of Design Quarterly , no. 73, 1• 
Includes pieces by Tony Shafrazl . 
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;:-J 0111hon Borofsky. Tim e Thought 
; , pnge 7. 1969. 

.... .;..._ r ...;.J ....,_.. 4. ~.,,,,. .. ~ 

7.. -
·.?r,: . -~ t :· 

- . ed. Process and Imagination. Special l11ue of Design Quarterly , no. 74-75 , 1969. 
Includes pieces by or on Ferrl99, Wright , Golf, Solerl , Fuller , Frei Otto , Arch igram , Oldenburg , 
• · l and d. w. bowen, Le Va, Armafan l. 

Gins, Madele ine. Word Rain. New York, Grossman . 1969. A novel . 

Graham, Dan. End Moments . New York, 1969. Unpublished or partially published writings from 
1966. Includes an article on Sol LeWltt 

Higgins, Ed, and Voslell, Wolt , eds . Pop Architecture / Concept Art. D0sseldorf . Droste , 1969. 

Jacks, Robert. fllny untitled book of Increasing lines ). New York, 1969. 

klnmont, Robert. Eight Natural Handstands and My F1111orite Dfrt Roads. San Francisco , 1969. 
(Rep.) 

LeWltt, Sol. Four basic kfnds of stra ight llnes .• • and their combinations . London , Studio 
International , 1969. 

Mayer, Rosemary . Book: 41 Fabric Swatches , 0-9 Books, New York, 1969. Typed descriptions 
of fabrics from a standard catalogue . 

Nauman, Bruce. Clea Rsky. Los Angeles, 1969. 

- . Burning Small Fires . Los Angelas , 1969. On burning a copy of Ed Ruscha's Small Ares 
book. 
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-
Bob Kinmont . p 
from Eigl,t Natur.1 
stands. 1969. 
Reese Pallc>, s .. 
cisoo. 

Piper , Adr ian. Untitled piece In booklet form based on proport ional enlargement of OM 
mapped block of New York City . 0 to 9 Books, New York , 1969. 

-- . UntlUed piece In booklet form based on de creasing sizes of sq uares on graph paper . I 
to 9 Book s, New York , 1969. 

-- . Untitled piece In booklet form based on Hagstrom maps of the five New Yclfll 
boroughs . Oto 9 Book .s, New York , 1969. 

Ruscha , Edward . Crackers. Heavy Industry Publications , Hollywood , 1969. With Leon Bing, 
Larry Bell , Rudi Gernrelch , Tommy Smothers ; photos by Ken Price , Joe Goode , Ed Ruldll 
(film made In 1971). 

Salvo . Letters of Leonardo da Vinci to Ludovico II Muro , 1969: 
Dear Gianenzo: 
Now that l have examined and adequately considered the experiments of all th091 

who consider themselves masters and creators of mili tary machines, and having seen 
that the inventions and operations of these implements are In no way out of the 
ordinary , I shall attempt to explain myself to you. revealing my secrets and then 
offering them for your pleasure at any time at your convenience. 

(Enclosed please find lists) 
In peacetime, I think that I can perform as well as anyone else in architecture 
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designing pubhc and private buildings and transporting water from place to place, 
etc. what 1s more, I will create works of sculpture and painting which will bear 
omparison to any others . What Is more. I shall be able to paint your portrait , which 

: 111 reflect immortal glory and eternally honor your memory. 
And 1f any of the things mentioned above should seem Impossible to anyone, I 

believe I am perfectly ready 10 demonstrate my claims In any situation of your choice 
concerning that position for which I most humbly recommend myself. 

Salvo 

5eery, John . 12 Thought Forms. New York , July , 1969. 

Weidm11n, Phll . Slanl Step Book. The Art Co., Sacramento , Calif ., 1969. Concerning the history 
of an unidentified object (Slant Step) found In 1965 In a MIii Valley junk shop by WIiiiam WIiey, 
bOught by Bruce Nauman , sou rce of various works of art by San Francisco artis ts and a show 

11 the Berkele y Gallery , fall , 1966, from which It was stolen and taken to New York by Richa rd 
Serr■, later copie d In plastic as a design object by Steve Kaltenbach , et passim . 

Welner, Lawrence. Term/11al Boundaries, 1969. Dummy lost and book never published. Among 
Ille 42 pieces to be Included: 

An intrusion into an eastward flow ing stream 
An intrusion mto a westward flowing stream 
On or near the Continen tal Divide U.S.A. 

so pounds of lead placed upon the ocean north of the Coaxial Cable 
so pounds of lead placed upon the ocean south of the Coaxial Cable 

A concise explosion at the boundary com mon to three countries 

An ob1ect tossed from one country to another 

A rubber ball thrown into the American Falls Niagara Falls 
A rubber ball thrown into the Canadian Falls Niagara Falls 

A rubber ball thrown at the sea 
A rubber ball thrown on the sea 

January 5-31, 1969. Seth Slegelaub, New York. Barry, Huebler, Ko1uth, Welner. Exhibition 
held 11 44 East 52nd Sl , the Mclendon Building . " The exhibition consists of (the Ideas 
communicated In) the catalog ; the physical presence (of the work) Is supplementary to the 
catalog" (S.S.). Discussed by Gregory Battock , " Painting Is Obsolete, " New York Free Press, 
January 23, 1969; John Perreault , " Art : Dis turbances ," Village Voice, January 23, 1969; and 
"four Interviews with Arthur Rose,'' Am , February , 1969 (with Barry , Huebler , Kosuth , 
Welner), from wh ich excerp ts follow : 
Robert Barry: 

"Arthur Rose": How did you arrive al the kind of work you are now doing? 
RB It's a logical continuation of my earlier work . A few years ago when I was 

pamtmg, It seemed that paintings would look one way in one place and, because of 
hghlmg and other things, would look different in another place. Although it was the 
same ob1ect, it was another work of art. Then I made paintings which Incorporated as 
part of their design the wall on which they hung. I finally gave up painting for the wire 
1nstallat1ons (two of which are in the show). Each wire installa tion was made to suit 
the place in which it was installed . They cannot be moved without being destroyed. 

Color became arbitrary . I started using thin transparent nylon monofllament. 
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Eventually the wire became so thin that It was virtually Invisible . This led to my 
m?terial which Is lnvlslble . or at least not perceivable In a traditional way. A~~Of 
this poses problems , It also presents endless possibilities. It was at this P0lnt "''""" 
discarded the idea that art is necessarily something to look at. .. ,.. 

0 : If your work is not perceivable, how does anyone deal with it or even knowot 
existence? Ila 

RB: I'm not only questioning the limits of our perception . but the actual natu 
perception . These forms certainly do exist, they are controlled and have their" Of 
characteristics . They are made of various kinds of energy which exist outside°"" 
narrow arbitrary limits of our own senses. I use various devices lo produce the 8 ~ 

detect ii , measure 11, and define Its form . · - ·-. , 
By Just being in this show I'm making known the existence of the work. r 

presenting these things In an artist ic situation using the space and the catalog 111 

think this will be less of a problem as people become more accl imated to this 8~ 

with any art, an interested person reacts In a personal way based on his OWII 
experience and imagination . Obviously, I can't control that. 

0 : Exactly what kind of energy do you use? 
RB: One kind of energy is electromagnetic waves. There is a piece in the show 

which uses the carrier wave of a radio station for a prescribed length of time, not 11 
mea_ns of transmit1!~g information , but rather a~ an objec!. Another piece uses U: 
earner wave of a c1t1zens band transmitter to bridge two distant points In New Yortl 
and Luxembourg several limes during the run of the show. Because of the po.sition of 
the sun and favorable atmospheric conditions during January-the month of the 
show:--thls piece could be made. At another time, under different conditions, other 
locations would have to be used. There are two smaller earner-wave pieces which 
have Just enough power to fill the exhibition space. They are very different In 
character , one being AM, the other being FM, but both will occupy the same space■ 
the same time-such Is the nature of the material. 

Also in the show will be a room filled with ultrasonic sound. I've also used 
microwaves and radiation . There are many other posslbtlities which I Intend to 
explore-and I'm sure there are a lot of thmgs we don' t yet know about , which exist In 
the space around us, and, though we don ' t see or feel them, we somehow know they 
are out there. 

• • • 
Josep h Kosuth-so me works lls1ed In the cata logue : 

• Four titles , 1966, glass, 4 glass sheets at 3' x 3'. 
• Art idea made with white words on nine gray painted square canvases, 1966, 

liqu1tex on canvas, 9 panels each 21/ ,' x 2½'. 
• Titled (Art as idea as idea), 1967, photograph ic process. 4' x 4'. 
• Insurance (Art as idea as idea). 1968, insurance form and canceled airplane 

tickets . 
• VI. Tlme (Art as idea as idea}, 1968 (published in:) The London Times: The Dally 

Telegraph (London) : The Financ ial Times (London) : The Observer (London) all in the 
December 27, 1968 issue. 

" Note: The art Is formless and slzeless; however the presentatio n has specific 
characterislics ." 

Stat ement by Kosulh: 
My current work , which consists of categor ies from the Thesaurus, deals with the 

multiple aspects of an idea of something. I changed the form of presentation from the 
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ed photostat, to the purchasing of spaces in newspapers and periodicals (with 
,nou~~ ork" sometimes taking up as many as five or six spaces in that many 
one ~Ions-depend ing on how many divisions exist m the category). This way the 
publlC3 rial tty of the work is stressed and any possible connections to painting are 
1mrnal~ The new work Is not connected with a previous object- it's accessible to as 
severe eople as are interested , It's non-decorative-hav ing nothing to do with 
rnanYt ~ture: it can be brought into the home or museum, but wasn't made with either 
atchl ed II can be dealt with by being torn out of Its publication and inserted into a 
,n rn;o~k or stapled to the wall-or not torn out at all-but any such decision Is 
notelated to the art. My role as an artist ends with the work 's publication . 
onre • • • 

L,aWfence Welner: 
Arthur Rose": When you did your early pieces wh ich consisted of paint being 
lied directly on the floor or wall (I am think ing of " the spray on the floor for so 

ap~y minutes" pieces ... the paint thrown on the wall piece, and the paint poured on 
~: noor piece) what d id you have In mind? 
t . rt LW: Makmg a . 

Q: 11 has been said that some of the " Anti-form " artists have been influenced by the 
look of some of your work. Is this true, and what is the primary difference between 
their work and yours? 

LW I can't Imagine how. as they are primarily concerned with making objects tor 
diSplay-wh ich has noth ing to do with the Intent of my work . 

a· An Integral aspect of your work Is the existence of a receiver. The receiver-as I 
understand It-decides whether you will build the piece, have the piece fabricated , or 
not build It at all. Why? 

LW Because ,t doesn't matter . 
a · What doesn' t matter? 
LW. The condition of the piece. 111 were to choose the condition , that would be an 

art decision which would lend unnecessary and unjusti fied weight to what amounts to 
presentation-and that has very little to do with the art. 

a· What is your mterest in removing as an art process? 
LW: I'm not interested in the process. Whereas the idea of removal is just as 

interesting as (if not more so) the Intrusion of a fabricated object Into a space, as 
sculpture is. 

a· What role does time play In your work ? 
LW· As a designation of quantity . 
a What is the subject matter of your work , would you say? 
LW· Materials. 
Q: You state that the subject matter of your work Is material. yet you claim that you 

are not a materialist-how does this follow? 
LW: Materialist lmplles a primary Involvement in materials, but I am primarily 

concerned with art. One could say the subject matter is materials , but its reason to be 
goes way beyond materials to something else, that something else being art . 

1968 statement by Lawrence Welner In the January , 1969, show catalogue (and consistently 
repeated thereafter In relation to all of his work ): 

1. The art ist may cons truct the piece. 
2. The piece may be fabricated . 
3. The piece need not be built. 
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Each being equal and consistent with the intent of the artist. the decision as to 
condition rests with the received upon the occasion of receivership . 
In 1970 (Art In the Mind), Welner amplified this statement somewhat : 

As to construction . please remember that as slated above I here is no correct way 10 
construct the piece as there Is no incorrect way to construct It. If the piece is built It 
constitutes not how the piece looks but only how 11 could look . 
Douglas Huebler , statement In catalogue : 

The world Is full of ob1ects, more or less interesting; I do not wish to add any more. 
I prefer . simply , to state the existence of things in terms of time and/or place. 
More specifically . the work concerns Itself with th ings whose Interrelationshi p ia 

beyond direct perceptual exper ience. 
Because the work Is beyond direct perceptual experience , awareness of the work 

depends on a system of documentation . 
This documentation takes the form of photographs , maps, drawings and descriptive 

language. 

January , 1969: Judy (Gerowltz) Chicago makes firework piece , Orange Atmosphere, Broot
slde Park, Pasadena, the first ol 13 powdered color pie ces made over a 16-month period. 

January 10, Dartmoor , England : Richard Long makes a sculpture for Martin and Mia VI._, 
Bergel)k, which Is photographically recorded and published as " seven views of a sculpture• 
by Fernsehgaler le Gerry Schum, D0sseldorf , 1969: " Accord ing to Richard Long's Idea Ille 
photographs In hand [the book) do not have the function ol documentation : It ls the 'Sculs,blr9 
made tor Martin and Mia Visser."' 

January 20, Sl Martins School , London : Gilbert and George perform first vers ion of their 
" singing sculpture ." 

January 26, London : First Showing of GIibert Proesch 's Readings from a Stfckat the GelrJe 
Museum . 100 color slides of a resin walking stick. Alter the one-hour showing Gilbert •hoolr 
hands with everyone al the door as they left. Some people refused to shake his hand. 

During the same month , Gilbert and George (Passmore) presented the ir lnt .ervlew Sail.,..._ 
at St. Mart ins and two other art schools . 

Christi ne Kozlov , In London , conce ives of a " follow lng" piece to be executed In the 8tr9el,, 
then refects IL 

The New York Graphic Workshop, Museo de Bella.a Artes , Caracas , January , 1969. Tellta a., 
Lula Camnltzer and Donald Karshan . 
0-9, no. 5, January , 1969. Includes Yvonne Rainer's " Lecture for a Group of Expectant People" 
and Robert Smithson's "Non-Site Map of Mono Lake, Callfornla": poems by Accond, H. 
Welner , Perreault ; two untitled pieces by Piper ; "The Disposable Transient Environment" a., 
Les Levine : 

Painting breaks the real time, real place exper ience. It separates lhe environ ment 
and Introduces a focal point for abstract time. All paintings are landscapes .... They 
allow the viewer to leave the time of his environment intellectually and enter into the 
time of lhe painting . Looking at paintings may be like going to sleep . ..• 
Environmental art can have no beginn ings or endings ...• It can have no time. Time ii 
the essential difference between theatre and environmental art. . .. Previous ideas In 
art have been covered with the notion that you have to stop seeing what you see. In 
order to see art . With environmenta l art ..• you see as you move and you move as you 
see. Art becomes transient, not kinetic . . . . History is the consciousness of develop
ment of all that has come before us. If we can extract from history the awareness d 
the process-development in our lives, we can go forward and extend our own 
consciousness . . .. It Is conceivable that as It becomes unnecessary to hold onto 
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things and with the advantage of not using our minds as storage bins, that mankind 
could achieve a level of consciousness never before atta ined. 
~nd "Sentences on Conceptual Art." by Sol LeWltt: 

1. conceptual Artists are mystics rather than ratlonallsts . They leap to conclusions 
that logic cannot reach. 

2. Rational judge ments repeat rational judgements . 
3. Illogical j udgements lead to new exper ience . 
4. Formal Art is essentially rational. 
s. Irrational thoughts should be followed absolutely and logically . 
6. tr the artist changes his mind midway through the execut ion of the piece he 

compromises the result and repeats past results . 
7. The artist's will ls secondary to the process he initiates from idea to completio n. 

His wilfulness may only be ego. 
s. When words such as painting and sculptu re are used, they connote a whole 

tradit ion and imply a consequent acceptance of this tradition , thus placing 
limitations on the art ist who would be reluctant to make art that goes beyond 
the limitations . 

9. The concept and Idea are different. The former Implies a general direction while 
the latter are the components . Ideas implement the concept. 

10. Ideas alone can be works of art; lhey are in a chain of development that may 
eventually find some form. All Ideas need not be made physical 

11. Ideas do not necessarily proceed in logical order . They may set one off In 
unexpected directions but an Idea must necessarily be completed In the mind 
before the next one is formed . 

12. For each work of art that becomes physical there are many variations that do 
not 

13. A work of art may be understood as a conductor from the artist 's mind to the 
viewer's. But it may never reach the viewer, or it may never leave the artist's 
mind. 

14. The words of one artist to another may Induce an idea chain , if they share lhe 
same concept. 

15. Since no form Is intrinsically superior to another , the artist may use any form , 
from an expression of words (written or spoken) to physical reality, equally . 

16. If words are used, and they proceed from ideas about art, then they are art and 
not literature ; numbers are not mathematics . 

17. All ideas are art if they are concerned with art and fall within the conventions or 
art 

18. One usually understands the art of the past by applying the conventions of the 
present thus misunderstanding the art of the past. 

19. The conventions of art are altered by works of art . 
20. Successful art changes our understanding of the conventions by altering our 

perceptions . 
21. Perception of ideas leads to new ideas. 
22. The artist cannot Imagine his art . and cannot perceive it until it Is complete . 
23. One artist may mis-perceive (understand i t differently than the artist) a work of 

art but still be set off In his own chain of thought by that miscons trual. 
24. Perception is subjective. 
25. The artist may not necessarily understand his own art. His perception is neither 

better nor worse than that of others . 
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26. An artis t may perceive the art o f others better than his own. 
27. :he concept of a work of art may rnvoh,e the matter of the piece or Ihe process 

In which it Is made. 
28. Once the idea of the piece Is established 1n the artist's mind and the flnal for 1 

de~1ded, the process Is carried out blindly . There are many side-effects that~h! 
artist cannot Imagrne These may be used as ideas for new works 

29 The process Is mechanical and should not be tampered with. It should run t 
course. 

1 

s 
30. There are many elements involved in a work of art. The most important are th 

most obvious 
8 

31. If an artist uses the same form rn a group of works , and changes the materr 1 
one would assume the artis t's concept involved the material a · 

32. Banal ideas cannot be rescued by beauuful execut ion · 
33 It Is difficult to bungle a good idea · 
34 When an artist learns hrs craft too well he makes slick art 
35. These sentences comment on art , but are not art . · 

ol Le\ ill . Drowin l!, Ink on pnpcr, I • x 24". October, 1969. Courie r Art & ProJ·-
Am slc rd nm. --., 

• • ••• •••••••• • 
I# .. . . 

- ~ - - . -- ... 

·~ .. "- --...... 

I 
rommas o. " Nuovo allabeto per corpo e malerla ." Oomu•. no. 470 , January . 1969. 

frill , 

-• earbara . " The Politics of Art : Part II." Artfor um, Janu ary, 1969 . ........ 
lt~,ner , HIiton. "The Emperor 's New Bikin i." Art In Amer lc•, January-February , 1969. 

fet,nl
1
ry, ouss etdorf : Joseph Beuys accepts full responslblllty for any snowfall from February 

1510 20. 

fet,nl■ry 2, New York; Dennis Oppenhe im, Romo11•I Transplant New York Stock Exchange . 

.,
11111

1, to verify that on Wednesday , Feb. 19, 1969 , there was an aborted symbolic assass lna
tiO" ol : Richard Serra, Robert Smithson , Robert Morris , Michael Helzer. Carl Andre and Lucy 
Uppard ," (Saul Ostrow , apropos of a panel on " order " with these part icipants at the School ol 

VIIUII Arts.) 

fet,ruary 28, Frankfurt , Galerle Patio : Timm Ulrlchs makes a 1ex1-env lronment measuring a 
room and marking Its measurements on the surf aces . 

Hann• Oarbo11en. Stadllsches Museum , Monchengladbach , February 25- Aprll 1, 1969 . Six film 
projections alter she books from 1968. BoHd catalogue with brief teJtt by Johannes Claddera 
(see below), Indexes to boOkl , and a boOklet of blank graph paper . Reviewed by Hans Strelow , 
~zett 8 11 Z&hl," Frankfurter Allgeme lne Ze itung, March 22, 1969. 

The drawings (constructions) by Hanne Darboven, conta ined m 6 books , deal with 
the year 1969 and derive from the Individual dates begrnnrng with 1.1 1969 and ending 
with 31 12 1969. As a result each book has the same number of pages, namely 365 • 
and the theme remains constant The books differ from each other . however, through 
a processIve reduction . Nevertheless, this reduction alfects neither the numbers of 
pages nor the theme. It does though affect the " spacial" expansion of the drawings 
formed by numbers of squares 

Hanne Darboven's own rndex to each book provides the code to each respective 
reduction , that is to say, to the respective units from which basis springs the 
development of the drawing which remains constant In quant ity and content (The 
denotation " K" represents " Construction .") 

Index I 
The constructions derive from the dates forming cross-sums. The numbers 6 and 9 

ol the year's denotation are always dealt with separately. All other numbers with 
double-figures are treated as units The cross-sums resulting from the dates become 
progressively larger from 17 to 68, increase In the frequency of occu rrence from 1 to 
12, and decrease again back to 1. The index expounds the respective cross-sum and 
the frequency of Its occurrence . In all , 42 dilferent cross-sums derive from the dates. 

Elample 
1 1.69 = 1 ,._ 1 + 6 + 9 = 17 1 X 

but also 2x- 11 
2. 1.69 = 2 + 1 + 6 + 9 = 18} 

1. 2.69 = 1 + 2 4 6 + 9 • 18 
The frequency of the occu rrence of a cross-sum corresponds to the frequency of the 
repetition of the result ing construction . Constructions , lrom which bases a cross-sum 
occurs only 1x. appear only once in the book ; those which occur 12x appear 12x in 
succession on respective pages, thus accounting for 365 pages. 
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Michael He izer. Double egalfre. 1100' x 42 ' , 30', <l0,000 tons disploced. Virgin 
River Mesa , 1evoda . 1969. Collection Virgin ia Dwan . 

All constructions in the book dealt with in Index 1 are written out in numbers. 
Moreover every number is repeated as often as the number denotes. 

Lee Lozano, Genera/ Strike Piece (started February 8, 1969): 
Gradually but determ inedly avoid being present at official or public "u ptown" 

functions or gatherings related to the " art world " in order to pursue Investigation of 
total personal and public revolutfon. Exhibit in public only pieces which further the 
sharing of ideas and information related to total personal and public revolution. In 
process at least through summer. 1969. 

Blockade '69. Galerle Rene Block, Bertin, February 28-November 22, 1969. Rooms by Beup, 
Giese, Hodlcke, Lohaus, Knoebel , Palermo, Panamarenko , Polka , Ruthenbeck . Text OIi 
Beuys's ·•actlon"-Eurasla (first done In 1965) by Troels Andersen. (see above , pp. 17-11). 

Earlh Art Andrew Dickson White Museum , Cornell University , Ithaca , N.V., February 1~arcll 
16, 1969. Foreword by Thomas Leav itt, texts by WIiiiam C. Lipke and by the organizer, 
Wllloughby Sharp ; stat .emenls by the artists , bibliography , and excerpts from a sympoelua 
held February 16. Artists : Dlbbets , Haacke , Jenney , Long , Medalla , Morris, Oppenhelllt. 
Smithson, Uecker . 

I believe we are still carrying this heavy burden of "visual" art . When this term 
" aesthetics" was brought up in this discussion, It was Immediately coupled with the 
looks of something . I believe art Is not so much concerned with the looks. lt 1s more 
concerned with concepts. Whal you see ls Just a vehicle for the concep t. Somet1m• 
you have a hard time seeing this vehicle, or It might even not exist, and there 1s only 
verbal communication or a photographic record or a map or anything that could 
convey the concept. (Haacke, from symposium.) 

Earth Art reviewed by David Bourdon , " What on Earth ," Life , Aprll 29, 1969; John Perre .. 
" Art-Down to Earth," and " Earth Show," VIiiage Voice, February 13 and 27, 1969; Mu Kozlal. 
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111
,, Nalf on , March 17, 1969; Dore Ashton , Arla, April , 1969. Les Levine made an exhib ition , or 

environment, at the Phyllls Kind Gallery , Chicago , Aprll , 1969, from 1,000 copies of each of 31 
photographs taken on a press flight from New York to Ithaca ; It was called Sysl 11ms Burn -Off X 
R••klu• I Software . 

Robbin. Anthony . "Smithson's Non-Site Sights ." Art New• , February , 1969. Smithson Is quoted 

11 saying: " I think the major Issue now In art Is what are the boundar ies. For too long art ists 
have taken the canvas and stretchers as given , the limits ." 

.ieadmore , Clement " Thoughts on Earthworks , Random Distribution , Softness , Horlzontallty 
ind Gravity." Arts , February , 1969. 

perraault , John. " Nonsltes In the News" (Smithson) . New York, February 24, 1969. 

Trlnl. Tommaso. " L' lmaglnaz lone Conqulsta II Tenestre ." Domu s, no. 471, February , 1969. 

-,,,,ch 1-31, 1969. Seth Slegelaub , New York. First exhibition lo exist In cata logue form alone ; 
distributed free worlctwlde. Reviewed by John Perreault , " Off the Wall ," VIiiage Voice , March 
13, 1969; Lawrence Alloway , The Nation , April 7, 1969; Grace Glueck , New York Timas. March 
Hi, 1969. Works from the e,chlblllon : 

SETH 811:GELAUB 

! •• o~nl&ln., an Jn\c,rnatlonal bhltU.Jon or t.h• 
"wor i.• or JI ar1.l•lo durl111t nch ot tbe Jl cl.lU• tn 
llan,h 1)6,. n.. HhlblUon It tHlK "<7n• llontll. • 

Tht inYll.eJ a.r1.la\..a and lMlr date• ■r•: 

!larch I Carl AndN 11 On lta ven 
2 JU►• Altt411r 18 Jo .. rt &uu t n 

i T•M'l' At~lnaon 19 Cnrtat 1M lo~lov 
Nlcl>Hl llotld wln 20 401 i..111u 

~ Robor< llaM7 ll Rlcllard l.olll 
t Ille~ llartMl- u ff,,t;•r -: Morrla 
1 111n Bait•r ~, 8n.1c• Kaua.an 
6 Ja•u fl11r1 Cla•• ld•n.burc 
9 John Chllalierlaln ~ O.nnt • Oppenhet• 

10 Hon Coor•r l' Alan ltwpptrati.-T'I 
ll llarr1 '11114Pn n Id l'tuacha 
ll Dan ~Javln 16 ftoti:ert .IIIJt.haon 

ll Alu "9J, 29 0. ltaln Valen.Sn • 
Dc1.1iLa• H.utl>lf'r JO t.awr•nc• Vetner 

15 Jtot:ier\. Huot JI Jan lllleon 
l6 llUphOn ""I ••nWlch 

You have te•n ••• l&ned Jltarch _ , lt6f .. 

l(lndl)' rwlurn lo-. , •• M>On • • poaalbl• • any relevant 
tnrorutton N"prdlf'IC th• aatu r • or tr. • • r k* 7ou ln 
Lend i.o con1.rJt11n.• '° the • • IISbhlon cm your day. 

Tour NPIJ aN>llld 1peclf 1 OM or Ule rollc, wl1111: 
I) You want ,-r - Slated, wl\t, a ducrlptlon or ,....,. 
•wor lit.• and/or r♦ltnnt &nrorwu1an. 
1) You want raur naa. ll ■Lect, wHh no ot.Mr lnfo l'A tScm. 
ll TOIi do !!!!,t ... n\ your naM 11.,.., u all. 

A l lat or u,. art tat.• a nd their •war 11:• v 111 b • publta he-d, 
and ln .. rnatlonally dlotrlb\lt..S. (AU "Plltl h.- ... \M 
PN>l'<'rty or lh~ publloh • r.) 

UndJ1 contin• 7our r epllu t.o Juat. •ert•l ln.toraation. 

All repllea -ll c.. n edYtd .. , hbruary 15th. tr JOU do 
nol Npl7 by lhlll u ... . y our ,.._. • J.11 not be 1l■t.41d I \. 
all . -

Than"-' you for yCKar coope,ra\1on. 

Sincerely , 

amt 'll:IID.AUI 



Oldenburg : 
My Work : "Things Colored Red." 

AIH Hay: • • h f f th b lld . 1 will place a piece of chemical filter paper 60 x 60 on t e roo o e u ing at 27 
Howard Street, Manhattan , for the 24 hours of Thursday, March 13, for whatever It 
accumulates. 

Rick Barthetme : , 
1 have set down below the relevant Information appropriate use of which will clVIII 

anyone anywhere of the work 

Four Individual works-
Being , in the physical condition-facing north 
Being , in the physical cond1hon-facmg south 
Being, in the physical cond1tion-facmg east 
Being , in the physical condition- facing west 

About the works it can be said 
1 The works Include and accept but do not determine everything (perceptual and 

co~ceptual) that occurs whlle in the condition . . 
2. The works can only be accomplished personally. and as such exist as fields at 

potential delimited by the physical condition 

Christine Ko'llov . Information : No Theory, spring , 1969 (revised vers ion of piece In Maall 
catalogue) : 

1 The recorder is equipped with a continuous loop tape. . . . 
2. The recorder will be set at record. All the sounds audible in the room will bt 

recorded . . 
3. The nature of the loop tape necessitates that new 1nforma!lon erases old 

in formation The " life " of the information , that 1s, the time 11 takes for 1119 
informat ion to go from " new" to •'old" Is the time it takes the tape to make 0111 
complete cycle. . 

4. Proof of the existence of the information does in fact not exist in actuality, bulll 
based on probability 

Op Lone Schroeven: SltuatlH en Cryptostructuren {Square Pegs In Round HM•).•= 
Museum, Amsterdam, March 15-Aprll 27, 1969. Texts by Wlm Beeren, Plero ~Hardi, 
szeeman ; catalogue In two parts ; Part II ls a booklet of squared graph paper , a page pnillll" 
by artists . Participants : Andre , Anselmo, Beuys , Bollinger , Catzotarl , de Marla, Dlbbeta. Ill 
Elk, Ferrer, Flanagan, Helzer, Huebler, lcaro , Jenney , Keks, Kounellls , Long, Merz (: 
Merz (Marisa) , Morris , Nauman, Oppenheim, Panamarenko , Prlnl, Ruthenbeck , Ryman, 
Serra , Smithson , Sonnier , Viner, Welne r, Zorlo . 
Denni■ Oppenheim (from catalogue) : , 'f f .. ·m 

In ecologlcal terms what has transpired In recent art 1s a sh1 t rom pn 
homesite to the alternate of " secondary" homesite With the fa ll of g~ller ies. 
have sensed a similar sensation as do organis ms when curtailed by d1sturbanc:e1 
environmental cond itions . This results in extension or abandonment of homeslte1 loft organism stif led by the rigidity of his habitat works on not recognizing his ou 
waning to the contemplation of new ways to work with in ol_d bou~ds . . 

The more successful work from the minimal syndro me re1ected itself . allowing 
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. wer a one-to-one confrontation with pure limi t o r bounds . This displacement of 
viensorv pressures from object to place will prove to be the major contribution of 
se nimahst art. However, when one's energy can be absorbed so wantonly , by the 
"' 'iace you put your thing " ... it's time 10 consider a more deserving location .... 
PThlS summer I will work with in the mid-western United States, using the wheat 
roduction and process ing industry as a framework. Each stage of this media 

P ridwork will be Inspected and rearranged in accordance with a str ict aesthellc 
~asterplan Last July, I directed the linear harvest of a 300' x 900' oat field In 
~arnburg, Pennsylvania. This lime , Isolated episodes will be directed towards a core 
etwork Involving every permu tation (from planting to distributing the product) . The 

~thet ic effect of the interaction will permeate the range In whi ch i t deals-com
munication outside the system will come in the form of photographic documentat ion , 
e,ccurs,ons. and an annual report . 

•n AttlludH Become Form. Kunsthalle , Bern, March 22- Aprll 27, 1969. Organized by Harald 
szeeman. Catalogue texts by Szeeman , Scott Burton , Gregoire MOiier, Tomma■o Trlnl; 
bftlllographles, biographies. Artists: Andre, Anselmo , Artschwager , Bang, Bark, Barry, Beuys, 
ac,eHI, Bochner, Boezem, Bolllnger, Buthe, Cat:zolarl, Cotton , Darboven, de Marla, Dlbbets, 
.,,n Elk. Ferrer, Flanagan , Glau (Ted), Haacke , Helzer , Hesse , Huebler , lcaro, Jacquet , 
Jenney, Kallenbach , Kaplan , Klenhotz. Klein, Ko1uth, Kounellls, Kuehn, LeWltt, Lohaus, Long, 
LOUW, Medalla , Merz , Morr is, Nauman , Oldenburg, Oppenhe im, Panamarenko , Pascall , 
,echter , Plstoletto , Prlnl, Reels , Ruppersberg , Ruthenbeck , Ryman, Sandback , Saret , Sark is, 
5ct1nyder, Serra , Smithson, Sonnier, Tuttle , Viner, Walther , Wegman , Welner. WIiey, Zorlo. The 
edllbltlon, somewhat revised, went to the ICA In London In August-September . Charles 
ttan1son directed It and wrote a new catalogue es■ay al10 publl1hed H " Against Precedents " 
In Studio International , September , 1969. 

Op Lo••• Schro.v•n and Wh•n Attitude• Become Form reviewed by Jean -Christophe 
Affl,nan, " Schwelzerbrlef ," Ar1 lnternatlonal , May , 1969 ; Tomma■o Trlnl, " Trllogla del creator 
prodlgo," Oomus 478 , September , 1969; C. Blok, " Letter from Holland ," Ar1 lntemat lonal, May, 
1119; Scott Burton, Ar1 and Ar1/sts, August, 1969. 

March 17, New York: " Tlme: A Panel Dl1cuulon. " The New York Shakespeare Theater , for the 
leneflt ot lhe Student Mobilization Committee lo End the War In Viet nam. Seth Slegetaub , 
IIIOderator; Carl Andre, Michael Caln representing Pulse; Dougla■ Huebler , Ian Wilson. 
Transcript edlted by Lucy R. Lippard and published In Ar1 International, November , 1969. 
hcerpts follow : 

MC I am here as a representative of a group of art ists who work together 
collaboratively. And since I guess no one here is familiar w ith the work of the Pulsa 
group I'll describe it for just a moment. We' re involved in consider ing the use of time 
and actually manipulating time as a material in works of art. Our group. consisting of 
ten members, Is Involved in research with programming environments through 
electronic technology . The environments we work with are vaned : interior spaces, 
public places outdoors , coun try landscapes . In each case, a part icular system capable 
of emanating (and whenever possible, totally controlling , or at least giving forth) 
perceptible energies. wave energies-light and sound-is set up and controlled 
through an electronic system that we've designed . All of our work ls. therefore , 
time-e,ctended Generally our environment s run from a period of from ten hours, 
uninterruptedly, each evening , for a period of a couple of weeks to several months . 
They're usually programmed so that they're different each night . The large member
Ship of the group Is Involved In Implementing these works , wh ich are very large in 
scale and, technologically, extremely complex . 
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Dooglos H ueb ler . Duration Piece # 7. ew Yor k Ci ty. priJ, 1969. 
On lor cl1 17, 1969 , Rfteen photogra ph s were made , at one-m inu te inte r"a ls, of 

nren in Ce nlrnl Pnrk occ upie d by e leve n du cks ond on occns ionol pigeoIL 
Fi fteen phologrnph (presen ted with no sequen tial ord er) j o in wi th th is statement 

con lit ute the form of thi piece. 

Our Interest in lime is, of course . man ifold . In any si tuation , in any cultural situ~ 
in any society , time (which I think ls itself a phenomenon lack ing any kind of absot 
defin it ion . especially In terms of Einstein ian relativ ity), time Itself has no absolute 
of flow , nor do events have any absolute success ion . Instead , the rate of flow and 
success ion of events is determ ined by the position of the observer . the speed at w 
he's movmg , gravitational fields , tempe rature condit ions , etc. All this is quite famil 
but It implies that a given culture has to set up some kind of a framework In wh 
people can relate to time . An ind ividual has the same problem . His experience of 
consists of nothing more than a succession of events and consc iousnesses which 
has to order In some way from which he projects principles or d iscerns certain 
of flow. The fact that an Ind ividual isolated in a sensory deprivation cham 
experiences a complete disonentation of lime is indicative of the fact that we d 
on a flow of events to keep us tuned in to our society 's peculiar involveme nt 
temporal structure . Our environment is totally dominated by electronic pheno 
Our total environment . at least at night , is electr ic. The rate at wh ich actio ns 
with in It, the nature of our exper iences in life occur in particu lar rates and su 
s1ons determ ined by electron ic technology . 

In such an environment . it seems cr it ical to the Pulsa group that a public art form 
developed , to deal w ith these phenomena to create an abstract , meaningful art f 
which deals spec if ically w ith the experiences people have today . In terms of time 
also of space in the world •... Our Intention through all of th is Is to find a way 
render ing people 's exper ience or the environment in which they live more integ 
or at least more richly Intellig ible .... 

SS: Do you people th ink time could ever be a concrete value as now we feel space 
a con crete value? Can you envisage our knowing as much about time in relatio n to 
or to life , as we know about space ? 

DH: I don 't think we know any more about space than we do about time . At I 
don ·t think I do . We measure space through ob jects existing in the world , and I th 
we measure time the same way. They're both rather bound less; they're only co 
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that we use. Let me answer the first part of what Seth said too . I th ink it 's 
tions cllY fai r to say that time is what each of us says it Is at any given moment. But as a 
perf:ention . it suits our purposes with in the terms of the particular st ructure that we 
co~t to 91118 to It. I work In an extremely neutral way. I'm altogether incompetent to 
wa k with the kinds of elements and mater ials that Pulsa does . But I am interested In 
"'~' able to lake some very small piece of life, of the world . and do ing someth ing t,e;~~t In terms of time , that Is, by demonstrat ing how objects or the pos ition of things 
"'~ange. I've done that by having elements , events , or materials actually change as 
c would normally In sequential time. documenting the changes photograph ically . 
thd then scrambling the photographs so that there 's no priority of the linear . ll 's Just a 
8~y of pul ling something out of a series of posslb lli ties and calHng It a work ... . 
w ,w: As far as I'm concerned , time 1s just a vast illusion , it 's Just a never-end ing 
illusion without any poss ible understanding of it. I don 't really use It in this sense, 
though. 1 use it 1ust as a wo rd that has su itable characteristics , but one of the facts is 
that It is a word , and that It is so nebulous , such an enigma . that you can't pin anything 
on 11 ll 's so vague, it's not even there . The word . when said, ls like a sound : it vanishes 
In 11; moment of execu tion , the sound vanishes. just like time . But this is really what 
rm trying to do. The same pr inc iples carry over to oral communication , and I'm not 
m11olved with l ime now . I'm involved with oral commun ication . ... 

I can go nght back to the primitive philosophies of Greece. Pythagoras and 
socrates (not so much Plato) were aware . obv iously , of the animation of ideas 
presented through oral commun ication . They never went near the pr inted word, and 

50 oral commun ication comes out of that tradit ion . But 11 also comes out of today, and 
today's art. I came up through the art of Primary Structures , etc ., and I'm very much a 
part of It I try all the lime to keep th ings al a primary stale and present subjects as 
directly as possible . If you have the sub ject of. say, oral communication . it can't be 
written because you can' t write an orally communicated thing . Obviously you apply 
the medium that presents the Idea as directly as possible , and you end up with 

Pulsa. Conlin11ing Re earch Proj ect. Computer and strobe lights on Yale Coif Course, 
St w Hoven. Win ter , 1969 . 



--
yourself saying it-oral communication-just directly . The animation of the situation 
is not destroyed. 

CA: There's one thing that troubles me personally . I said that I did sculptu re Incl 1 
did poetry, and I'm willing to accept Ian's oral communication as an art form related to 
poetry , but not related to sculpture or painting , because I feel that if you can write a, 
say something adequately, there's no need to make a painting or sculpture of it Ill 
other words , painting and sculpture explicitly concern themselves with asP8Ctl Qf 
human senslbillty which cannot adequately be dealt with in language. So that's Why 1 
wonder , is tan here as a poet , In a sense? 

tW: I certainly am not a poet, I'm a very bad writer ; probably that's why I'm talkl 
about oral communication . I'm not a poet and I'm considering oral commun,calion': 
a sculpture . Because, as I said, if you take a cube, someone has said you Imagine the 
other side because It 's so simple. And you can take the Idea further by saying you can 
imagine the whole thing without its physical presence. So now immediately you've 
transcended the Idea of an object that was a cube Into a word without a physical 
presence. And you still have the essential features of the obJect at your disposal. So 
now, If you just advance a little , you end up where you can take up a word like 111111 
and you have the specific features of the word " time ." You're just moving this ideaQf 
taking a primary structu re and focusing attention on It. 

Norvell , Patricia Ann. Eleven Interviews , March-Ju ly, 1969. Tape record ings, unpubl....._ 
each tape Indexed In typescript plus bibliogra phies and biographies ; Hunter College U..,. 
New York. Andre , Barry , Huebler , Kaltenbach, Kosuth , LeWll1, Morr is, Oppenhelm ,Sleg1•1-. 
Smithson , Welner. 

Stephen Kaltenbach (edited by L R. L and the anlsl) : 
SK: Over the past two years, previous to January, 1967. I had been removing the 

number of elements in my work one by one ; they were becoming simpler and simpler, 
I realized that you could only remove so many elements from a volume tric form 1111( 
still have a vo lumetr ic form . Finally it has to go . so ii I wanted to contin ue working 1h11 
way I would have had to begin reducing the number of elements in the environment 
wh ich intrude and complica te the visual experience . I decided I would take over 1111 
space and control everything from the door in ; I made a series of drawings which I 
guess you have seen-the room const ructions , which are completely normal rooms II 
every aspect from color to celling features to door with one single manipulation. 
instance , a floor that was shaped like a pyramid, but was covered with carpet. 
was no flat floor In the room : it went to the edge of the walls . That's the first thing 
was really very consciously cerebral about my work .... Also at that time I began 
smoke grass. That was very important. •.. I felt that in a sense I could remove m 
from my ego a ll111e bit , and see myself and my work more clearly . I was stoned whlft 
had an experience that started me on the drapery things I did . ... I would sl 
come up with a shape of clo th, for instance a square. and I would decide on five or 
different ways to fold it that looked nice. If a person wanted one they would ch 
the color and size and kind of cloth and follow my directions . That suggested 
possibility that as an artist I didn 't have to cont rol everything . In fact, some of 
things I'm interested in now are things that I control hardly at all . Another thing I 
thinki ng about from January to March 1967 was legality and laws and the fact thll 
great many things that are Illegal aren't Immoral. ... I thought o f the possibility 
breaking some of these laws that really aren't unethical and sealing the evidence 
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10 8 time capsule so I could document my feelings about the laws but not pay the 
'"i r for what I'd done. I made three capsules between November 1967 and June 
P;; . . 1 never say anyth ing about the contents and I won' t even admit that there are 
~ontents, althOugh I don 't swear that there aren't. The secret quality Itself . and the 
enclosure of what~ver was lns!de, i f ~nfyl thing , was really importan t. ... One was for 
eruce Nauman, w o was a primary m uence on me over all other people : and one 
~s for Barbara Rose, which says: " Barbara Rose: Please open this capsule when In 

ur opinion I have achieved national prominence as an artist. " The one at the 
~useum of Modern Art is to be opened when I die .... The contents of the capsules 
are limited by what I can imagine , what I can accept as appropriate . what I can accept 
as art Although I guess lately there is nothing that I can't accept as art .... 

pN. oo you feel we are taking any bigger step in opening up the art field than in the 
past? That this whole year has been exciting? 

SK: Culturally we are permitted to move taster now. I like being in a looser , faster 
mo'ling, developing kind of thing . The develop ing has really become primary . I'm 

Dan Cruhmn. One till from Two C-On eloted Rotations. 2 Super-8 nlm projection s. 
)969. 

Two pe rformers wi lh_ camera ' viewfinder to !hei r_e,.es ure ench o ther 's ubjects 
(ob,erwd ), as l~er a~e s1multo~ eo us ly ench oth er obJects (~bserve rs) are subjects to 
tach others obJec t an th e nlmmg of each other ; the pro ces is n relati on of dependent 
rttiprocol feedback . ' 

Jn the j!ollerr , lhe spe ctator "see " the fee dback loop in a very do e time between 
the cameras ' reco rded images: 2 object/subject I' in re lation to his 1 on 2 screens at 
right ungles lo euch other. 

The 2 cnmeramcn piral counle rd irec tionally, th e ou tside perform er wa lking out
ward while his oppo ite walks insi de toward the cent er. The filmin g e nds when the 
ins~d!, pc!fo':"e!. ~ppr oache the i~ward l_imits or the _cente r of his spiral. As they walk, 
their obJcclJVe 1s lo as nea rly as 15 poss ible be con lrnuously centering their camera' 
view on the poi.ilion of the other. Thi s is more comp le at tim es for the in idc 
1)4!rformer who, in order to ma inta in n continuous \liew of the outer ,wilker wou ld have 
to swivel on hi nec k a comp lete 360". So it is ne ccssarr for him to shif t at limes his 
vantage from over one hould er to over the other side of hi neck (the mo vement of 
thii is seen in the fllm as a rap id, appr oximate ly I 00" pan along the horizon line ). 

• 
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having a hard lime making objects now , and the objects that I do make seem to sort of 
drop out , as evidence of my discover ies. Anything I can understand seems to becorne 
potentially a way of working , so that as I get and understand information, and 1f I do 
anything to that information myself , then I'm really anx ious to pass It on . The 
tradit ional method of passing it on was do ing a work and having people see It 8nd 
understand what is new In It and do It themselves . Now , Instead , you can simply p
on the Information . I like to do it very underhandedly , so I come up with devices for 
doing it that way .... 

I used to be an incred ible daydreamer . I could dream up color and three. 
dimens ional Imagery . I though that with all the evidence of ESP and that kind of thing. 
it may be a muscle that can be developed as much as any other muscle . Someday an 
art ist may simply expose his head dire ctly to other people , and that may be the way he 
expresses himself . Being unable to do that , I felt there might be other ways to go 
directly from head to head , and this was obviously through language , so I got Into 
writing th ings . ... 

I've been thinking of presenting something In a theater situation , kind of a mind 
play, where instead of having the act ing go ing on on the s1age. the cues would come 
from the stage and would go on In the person 's head .... 

PN: You haven't talked about the Artforum pieces [one-line statements or com
mands ("Art works ," " Become a legend " ) published as advert isements in Artforum, 
1968-69) . 

SK: And I haven' t talked about the influence pieces . They come fi rst. When I first got 
to New York I showed a friend of mine a spec ific group of my own work ; we W9f'9 
work ing with the same mater ials and generally the same approach . I came to hll 
studio about three months later and I saw a lot of my pieces around , all done his way, 
much bigger and much better . Of course at first I felt the whole thing artists feel when 
they think someone else Is lak ing the ir work . Then I realized it was sort of a 
compliment. He liked my work well enough to extend it. It seemed ludicrous to be 
uptight about it. That sugges ted the possib i lity of try ing to do my work through other 
people . When I was talk ing to an art ist who had Interests like mine I would noncha
lantly give him whatever I had that might help him , and wait and see what would 
happen . I would write down what I'd given . It d idn 't always bear fruit . But that kind al 
th ing Is very hard to measure . Often I suspect ideas I gave were ideas they already had. 
so quantitat ively there was no way for me to decide if what happened was my wot1c. 
Nevertheless. I fell I was really doing work , and It occurred to me that this was another 
way to escape my own taste , by taking a princ iple I was work ing w ith and channe ling It 
through someone else. 

PN: Are you publ lciz lng any of this ? 
SK: It Is potent ially loaded ego-w ise, and I'm not into caus ing anybody an, 

uptightness or feelings that I'm trying to get credit for what they did ; besides. Ille 
same th ing ,s happening to me. I'd be blind if I didn 't admit It. I have good exam• 
like the sidewalk plaques . wh ich are almost duplicates of Bruce Nauman's wen. 
which keeps me from getting any god-like feelings . 

Since then I've gone on to other things . I'm into what I call teach-art now. with rnJ 
students. It's the more traditional way of doing the same th ing . and In a sense It 11 
more log ical and less specific because I'm trying not to give them my Ideas but ID 
push them to get their own ideas. But again I can accept that as my work . Becau9 
anything can be your work , anything you feel , anyth ing you can imagine . Teaching art 

88 

15 
one way o f express ing myself. II Is a two-way thing . I get a lot of ideas from my 

students and the exchange clarifies my own ideas. 
pN: On what grounds does an observer judge . evaluate your work ? 
SK: The idea can be evaluated . Nothing else can. People are accept ing the 

possibilit y that you can 't criticize this kind of work . and as a result the really 

1111
aginative art cri tics are into passing out informat ion rather than mak ing their own 

~alue judgment s. In a sense , they are really becoming art ists . In fact , just living could 
really be a valid means for an artist to express himself. 

pN: That's what you ' re gell ing into . A style of life . 
sK: so were guys like Yves Klein and Duchamp , although I didn 't realize it until 1 

understood 11 myself . At fi rst I thought that was my idea . I want to become a legend . 
"'h ich Is the next ad coming out In Artforum . There are 14,000 copies of Artforum , so 
instead of sitt ing down and talking to you , I'm talk ing to 14,000 people . Except a lot of 
things I put In Artforum are not understandable to a lot of people who read the 
magazine. In fact they aren 't even Identified as information . They are passing on 
possibil ities. A lot of them are very stra ightforward , like the command things : " Build a 
Reputation," " Tell a lie ," " Perpetuate a Hoax." Some of the others were much less 

50 They are time pieces, In a way. They are going to require some time to get into . I 
like being mysterious and disguis ing my intentions . 

• • • 
RO,,.rt Smithson, " Fragments of an Interview with P.A. Norvell , Aprlt , 1969" (edited by L.R.L 
and R.S.; a few additions made by the artist) : 

RS: An interest ing thing to start with would be the whole not ion of the object , wh ich 
1 consider to be a mental problem rather than a physi cal real ity. An object to me is the 
product of a thought ; It doesn 't necessarily signify the existence of art . My view of art 
springs from a diale ctical position that deals with whether someth ing ex ists or doesn 't 
e,ust I'm more interested In the terrain dictating the condition of the art . The pieces I 
just did tn the Yucatan were mirror displacements . The actual contour of the ground 
determined the placement of the twelve mirrors . The first site was a burnt-out field 
which consisted of ashes , small heaps of earth and charred stumps ; I picked a place 
and then stuck the mirrors directly into the ground so that they reflected the sky. I was 
dealing w ith actual light as opposed to paint. Paint to me is matter , and a covering , 
rather than light Itself. I was Interested In capturing the actual light on each spot , 
bnngmg It down to the ground . I did this different ways w ith different kinds of 
supports-sometimes raw earth , sometimes tree limbs or other mater ials existing on 
the site. Each piece was dismantled after it was photographed . I just wrote an article 
on that tr ip [see Artforum . September , 1968). It is a piece that involves travel . A lot of 
my pieces come out of the idea of cover ing d istances . There is a certa in degree of 
unmaking in the pieces , rather than making ; tak ing apart and reassembling . It is not 
so much a matter of creating someth ing as de-creating , or denaturallzlng , or 
de-different iating , decompos ing .... 

E_arlier wor k ha.s had to do with site and nons ite. I first got interested an places by 
taking tr ips and Just confronting the raw materials of the particular sectors before 
they were refined_ i~to steel or paint or anything else . My Interest in the site was really 
8 return to the origins of mater ial, sort of a demater lalization of refined matter . Like if 
~ou took a t.ube of paint and followed that back to Its or iginal sources . My interest was 
in Juxtaposing the refinement of , let 's say, painted steel , against the particles and 
rawness of matter itself . Also It sets up a dialogue between inter ior exhib i tion space 
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and exter ior sites . ... fl seems that no matter how far out you go , you are at-._ 
thrown back on your point of orig in .... You are confronted w ith an extend 
hor izon : ii can extend onward and onward , but then you suddenly find the horizon"': 
closing in all around you , so that you have this kind of dilat ing effect. In other 
there ls no escape from lim its. There is no real extens ion of scale taking place ~ 
by spread ing malenats inside a room . ~., 

In a sense my nonsites are rooms within rooms. Recovery from the outer frin 
br ings one back to the central point. .. . The scale between indoors and outd VII 
and how the two are impossible to bridge ...• What you are really con fronted w~ 
a nonsile is the absence of the site. II Is a contraction rather than an expansion; 
scale . One is confronted w ith a very ponderous , weighty absence . What I did was to 

00 out to the fringes, pick a point in the fr inges and collect some raw material. The 
making of the piece really involves collecting . The conta iner is the limit that ex111a 
with in the room after I return from the outer fringe. There Is this dialectic between 
Inner and outer . closed and open. center and peripheral. It just goes on constanay 
permuting itself into this endless doubling , so that you have the nonslte functi oning 
as a mirror and the site functioning as a reflection . Existence becomes a doubtful 
th ing. You are presented with a nonworld , or what I call a nonslte . The prob lem Is that 
1t can only be approached in lerms of its own negation , so that leaves you wit h 1h11 

Robert mithson . Asphalt Rundown . Exec uted near Rome, October , 1969. Courtesy 
John Webe r Callery, New York, and L'Allico, Rome. 

material that doesn 't seem to exist. ... You are faced with something 
very '~:ble · there Is nothing left to express ... . 
,r,explt graphs are the most extreme contra ction , because they reduce everyth ing to 

PhO ~gte and shrink everything down . That fascinates me. There are three kinds of 
a reet~hat I do : the nonsltes, lhe mirror displacements , and earth maps or material 
~ork The mirrors are disconnected surfaces . The pressure of the raw mater ial 
,naps sl the mirrored surface Is what provides its stability . The surfaces are not 
agatn cted the way they are In the nonsites . The earth maps, on the other hand. are left 
c0 "~

8 
sites For instance , I have a project pend ing in Texas that will involve a large 

0" ~ ~ap of the world that existed in the Cambrian era Like the map of a prehistoric 
ova d I bUill on qu icksand In Alfred , New York . The map was made of rock . II sank 
15tan

I 
No sites exist at all ; lhey are completely lost in time , so that the earth maps 

sl0"'/to nonexistent sites , whereas the nonsites point to exist ing sites but tend to 
po•"ate them. The mirror pieces fall somewhere between the edge and the center . The 
": iograph Is a way of focus ing on the site. Perhaps ever since the invention of the 
Ph iograph we have seen the world through photographs and nol lhe other way 
Pr:und In a sense, perception has to decant itself of old notions of naturalism or 
~lism . vou Just have 10 deal with the fundamentals of matter and mind , completely 
c,evoid of any anthropomorphic interests . That Is also what my work is about-the 

ieractlon between mind and matter . II Is a dualistic idea wh ich is very prim it ive .... I 
•~nsider 1he facile unitary or gestalt ideas part of the expressive fallacy , a relief after 
~he horrors of dual ity. The apparent reconciliation seems to offer some kind of relief , 
some kind of hope .... 

people are convin ced they know what reali ty is, so they bring their own concept of 
reahty to the work .... They never contend with the reality that is outside their own , 
wnich might be no reality at all . The existence of "self " is what keeps everybody from 
confronting their fears about the ground they happen to be stand ing on .... The sites 
snow the effect of time. sort of a sink ing Into timelessness . When I get to a site that 
stnkes the kind of timeless chord , I use it. The site selection Is by chance . There is no 
wilful choice. A site at zero degree, where the material str ikes the mind , where 
absences become apparent , appeals to me, where the disintegrating of space and 
time seems very apparent. Sort of an end of self hood ... the ego vanishes for a while . 

PN: II ,s all a very self-contained system, once the site Is selected . 
RS It is like a treadmill. There is no hope for logic . If you try to come up with a 

logical reason then you might as well forget 11, because II doesn 't deal with any kind of 
nameable, measurable situation . All dimens ion seems to be lost in the process . In 
other words, you are really going from some place to some place , which is to say, 
nowhere 1n part icular . To be located between those two points puts you in a position 
of elsewhere, so there's no focus . This outer edge and this center constantly subvert 
each other, cancel each other out. There is a suspension of destination . I think that 
conceptual art which depends completely on written data is only half the story : it only 
deals wnh the mmd and It has to deal with the material too . Sometimes 11 is noth ing 
more than a gesture . I find a lot of that written work fascinating . I do a lot of It myself , 
but only as one side of my work . My work is impure ; it Is clogged with matter . I'm for a 
weighty, ponderous art . There is no escape from matter . There is no escape from the 
physical nor is there any escape from the mind . The two are In a constant collision 
course. You might say that my work is like an art istic disaster . II ls a quiet catastrophe 
of mind and matter . 

PN: Whal about lim its m art? 
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I RS: All leg itimate art deals with limits . Fraudulent art feels that II has no limits. The 

trick Is to locate those elus ive limits. You are always running against those limits, but 
somehow they never show themselves. That's why I say measure and dimension seem 
to break down at a certain point. ... Like there are the people of the middle , lawyers 
and engineers, the rational numbers , and there are the people of the fringe , tramps 
and madmen , Irrational numbers . The fringe and the middle meet when somebod y 
like Emmett Kelly sweeps light into a dustpan . 

PN: Jack Burnham feels we are going from an object-oriented society to 8 
systems-oriented soc iety. 

RS: System Is a conven ient word , like object. It is another abstract entity that 
doesn't exist. I think art tends to rel ieve itself of those hopes. Jack Burnham is very 
interested in going beyond. and that Is a utopian view. The future doesn 't exist, or if it 
does exist, It Is the obsolete in reverse. The future Is always going backwards. Our 
future tends to be preh istor ic. I see no point In utlllzlng technology or Industry as an 
end in itself , or as an affirmation of anything . That has nothing to do wi th art . They are 
just tools . If you make a system you can be sure the system is bound to evade itself, so 
I see no point in pinning any hopes on systems. A system is just an expansive object, 
and eventually It all contracts back to points . II I ever saw a system or an object , then 1 
might be Interested , but to me they are only manifestations of thought that end up in 
language . II is a language problem more than anything else. It all comes down to 
that. . .. As lonJ as art is thought of as creation , i t will be the same old story . Here we 
go again. creating objects . creating systems, building a better tomorrow . I posit that 
there is no tomorrow , noth ing but a gap, a yawning gap. That seems sort of tragic, but 
what Immediately relleves it is irony , which gives you a sense of humor . It Is that 
cosm ic sense of humor that makes It all tolerable . Everything just vanishes. The sites 
are receding into the nonsites , and the nonsites are receding back to the sites. It Is 
always back and forth , to and fro . Discover ing places for the first time , then not 
knowing them .... Actually It is the mistakes we make that result in something . There 
is no point In trying to come up with the right answers because it is Inevitably wrong. 
Every philosophy will turn against itself and it will always be refuted . The object or the 
system wlll always crush Its orig inator . Eventually he wlll be overthrown and be 
replaced by another series of lies . It is like going from one happy lie to another happy 
lie with a cheerful sense abou t everyth ing. An art against itself is a good possibility, an 
art that always returns to essential contrad iction . I'm sick of positivists , ontological 
hopes, and that sort of th ing, even ontologica l despairs. Both are impossib le. 

Street Work• I. March 15, 24 hours , between Madison Avenue and Sixth Avenue , 42nd MIi 
52nd Streets , New York City. Organ ized by Hannah Welner, Marjor ie Str ider , John PerNelll. 
Some of the works published In 0-9 , supplement to no. 6, Jul y, 1969. Participants : ACCOIICII, 
Arakawa , Battco ck, Burton , Byars, Castoro, Costa , Creston , Giorno, Kallenbach , ~ 
Lippard , B. Mayer , Monk, Patterson , Perreault , Strider (Rep.), Mr. T., Waldman , H. w .... 
Reviewed by John Perreault , VIiiage Voice, March 27, 1969. Included : 

John Perrea ult, Street Mualc I : 
From one o'clock in the afternoon untll ten minutes after three . beginn ing at 42nd 

Street and Madison Avenue, cr iss-cross ing back and forth between Madison and 
Sixth all the way up to 52nd Street , I ... made telephone calls from one telephonl 
booth to another , letting the phone ring three limes each time . The work was mvislbW 
and for the most part Inaudible .... Street Music II, executed for Street Works I. 
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Marjorie Strider . Street Work. 1969. 
Street Work I . ... . ... 30 empty pictu re frame were hung in the area, to create 

instant paintin gs and to call the allen tion of passers-b y to their environm ent . March 15. 
(Above) 

treet Works ll . ...... . I perform ed the ame work in a differen t area. In both 
the e works, most. of lhe frame s were taken home by people on Lhe streets. April 18. 

Street Works llI .... . . .. A large felt banner (about ten feel long ) on which was 
lettered the word PICTU RE FRAME , was hung in the area. Muy 25. 

Street Works JV •• . • ..• • (Sponso red by the Archilecturnl League of ew York). A 
10' x 15' pictur e was ploced in front or the entr ance to the Architectura l League, 
forcing peopl e lo walk through the picture pJnne. October. 

Street Works V . . •. . . .. Taped frame were placed on the idewa llc, crea ting more 
picture spaces for people to walk through. Decembe r 21. 

Friday, Apr il 18, 1969, between five and six o'clock , telephone booth located on 14th 
Street between Fifth and Sixth Avenues In New York City. I made phone calls to all the 
telephone booths I had used in Street Music I, retracing my route by telephone . As in 
Street Music I, I let each telephone ring three limes and then hung up. Street Music Ill 
was also done the same day. There are two sets of phone booths on 14th Street 
between Fifth and Sixth Avenues. I made telephone calls from one booth to another . 
From telephone booth A to telephone booth D and from telephone booth C to 
telephone booth B, leaving the receivers off their hooks so that the telephones rang 
continuously. Hardly anyone noticed .... Street Music IV cons isted of the following : 
from your own home telephone , ring all the telephone numbers I collected during 
Street Music I and reused for Street Music II. (Numbers listed ; maps of phone patterns 
included.) 
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Robert Huot. Paula Cooper Gallery , New York, March 2~Aprll 25, 1969 
catalogue , primarily photographs of tape and other architectural detail pie~ 
private houses . Exhibition consists of : Two Blue Wall• (Pratt & Lam,,.rt 1 • 
Sanded Floor Coated with Polyurethane ; Shadows Cast by Architectural Det.Ua = 
Using Aval/able Ught. (Rep.) Reviewed by Don McDonagh , " Oh, Wall ," Fina 
(London) , July 16, 1969 (also covers Slegelaub 's January 1how). nclel 

Brpegger , Stlg. 21. M•rt• 1969/ March 2 1, 1969. Forty-page book , primarily pho~. 
edit ion, 3 xerox copies ; 1970 edition , 500, publlshed by Jy1k/Kun1tgalerle , Copen"-'-. 

Donald Burgy. Bennett College Art Gallery , Millbrook, N.Y., March S-25. Artlit 'a Ila....___ 
Art cannot be the source of new art. Art 1s exhib iting signs of historical-·.._. 

exhaustion . Therefore. art appearances, media, techniques . and designs can 
the concern. Art cannot assume a life of Its own ; ii must reaffirm its vitality by be"?' 
the world . "O 

Objective info rmation about selected aspects of the natural world and sam lee 
those aspects are bemg presented by Donald Burgy. . . . P 

This informat ion is presented as mathematical , verbal and visual statements. 
samples are natural. The work exists as a relationship formed by the observer In 
understanding of the Information and his experiences of the samples. 

Robert Ruot . Two Blue lfl 
(Pratt and Lambert # 50IO 
kyd), Sanded Floor Coated 
Pol y urethan e. March--
1969. Paula Cooper C 

ew York. 

th Robert Morris . Bradford Jun ior College , Bradford , Mas-. , March , 1969. 
~ ,c~u S~th s tagelaub and Douglas Huebler. Seminar March 25. 
Ofl9iilzed by 

..-,!' = iatron (Art as Idea as Idea) 1968 (one of a series of works taken from the 
1 II Aeories of Roget's Thesaurus): 

cateQ . 
consisting of 3 parts . 
A Absolule Re(atlon 

8 Partial Relation 
correspondence of Relationship 

Ch part will appear separately in 3 local publicat ions. 
Eac • • • 

llf'9 ,;,ere are two temperatures : one outside, one inside. 1969. 

r1 Morrli : Aluminum, Asphalt, Clay , Copper , Fell , Glass, Lead , Nickel , Rubber, Stalnle11, 
IIOb9 Zinc. Leo Castelll , March 1- 22, 1969. 
~ e and other materials (including chemicals , dirt . water) were changed each day 
f the show In the morning and were open to the public in the afternoon , the artist 

0 hoosing to use the gallery as his studio . Each day the changes were photographed . 
c d alter about a one-and-a-half-day time lag, the photogra phs were posted in the 
': uery. The materials underwent drastic changes during the show, but the results 
~ 18 less important to the artist than the fact of change and his . three-week 
commitment to continue those changes. The end of the show consisted of the 
removal of all the material {Well over a ton), which was tape-recorded . On the last day, 
the gallery held only the pho tographs and the sound of the piece 's ultimate 
destruction, reversing the procedure of Morris 's influent ial "Box with the Sound of Its 
Own Making ·· (1961). 

John Latham (pieces malled to LR .L. March 24, 1969): lntual Premise: That "material " 11 
... ady1tate Idea, I.a ,. " hablL" 

In the given material : 
Preconceptions about value 

Preconceptions about words 
Preconceptions on physics 
Preconceptions about economics 

The Sculpture : 
Persuade industrialists to take 
art ists into their organizations 
and pay them as opposition to 
dollar accoun tancy. (Copyright 
APG London , 1965.) 
Review a diction ary without using words . 
Define the least. 

Account in units of attention . 

art and economics (2): I am systematically not paid for work . 

Alhton, Dore. "New York." Studio lnternalfonal , March, 1969. 

Constable, Rosalind . ''The New Art : Big Ideas for Sale." New York, March 10, 1969. 

Dorfle 1, Gilio. " Arte concettuale o arte povera ." Art International , March , 1969. 

Hamlllon, Richard . " Photography and Painting ." Studio Internat ional , March , 1969. 
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Barr y Flanagan . H ole in the ea. till from the 1V fllm. chevc nin ge n, Holland. 
Februar y, 1969. Courtes y idcognlc rie Gerr y chum , OU e ldorf . 

" It 's not th ol cu lptur e con be seen ns mo re thin g ond in new woy within q 
CX"pond ing conve ntion , but thot the pr emise of cu lptural thought ond cngog ement ii 
how ing itse lf os a more sou nd nnd rclc, •nnl basis for opcmtion in the cultu re. " (Feb., 

196.9) 
" l pr e fe r workin g with the esse ntial s tuff o f cu lptu rc mthcr than ffi) ' own 'ambi

tion · for ii. This wn, I hop e 10 find thin gs . . . . Wha t I like to do is lo make visual ... 
moterio l inven tion s nod propo si tion . I don 't like the idea o r inve ntin g o rationale ID 
occompo n) the work . The lrndilion i only n collec tion of rutionn le . I don 't like ID 
in,en t on in,olvemcnt or the term of on im·olvemen l; I prefer lo fobricate the 
~culplurc s." (197 1) 

" I wo in lere~ted in typical , genera l ,•isuol configura tions th ol co mm ond our atte. 
lion. Thi s for me wlb the fobricntion of a formol in, •olvc ment. " ( 1971) 

Land Art. FernH hgaler le Gerry Schum, Colog ne. Catalogue of fllms commissioned bf Ill 
gallery from Long (Walking a Straight 10 Mlle Une) , Flanagan (Hote In the S.a) (AeN, 
Oppenhe im (Time Track) , Smithson (Fou l/ Quarry Mlrro(J, Boezem (Sand foun,. ln), 0....... 
( 12 Hour• Tide Objec t wi th Com,ctlon of Pera,,.ct /11e), de Marla (Two UnH , ThrH Cln:IN• 
the OeHrl) , Helter (Coyote); transmitted on German televlslon April 15. Documen.--. 
reproductions, biographies, texts by the artists and by Schum: 

The TV gallery exists only in a senes of transmissions .... One of our ideas II 
communicat ion of art Instead of possession of art ob1ects . . . . This conc eption madl 
it necessary to find a new system to pay the artists and to cover the expenses for 1111 
realization of art projects for the lV show. Our solution Is that we sell the right" 
publi cation , a kind of copyrigh t, to the TV stat ion. 

Street Works JI. 13th-1 4th Streets , F"ifth and Sixth Avenues , New York, >6 p.m., Aprl tli 
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o,191nal part icipants plu1 a great many others 1 1 di 
1(01uth, Piper, Venet , L Welner Reviewed by J , h ncpu ng Arakawa , Burton, Gins, Graham, 

Hannah Weiner arranged a 'meeting with a~o~h erreault , VIiiage Voice, May 1, 1969. 
as hers: Scott Burton walked around the block er woman whose name was the same 
totally unrecognized. Steve Kaltenbach ·s ple:ressed as-~ fe':'a/e shopper and was 
Museum of Modern Art. " a map of the block ,:h was a Gu!de to a Metropoli tan 
found "works." w numbers directing attention to 36 

11'6" ,c 6 '9 " )( 11'2'/," )( 47' X 11''/ ••" X 29 '8 '/2" • ,, 
April 11- May 3, 1969. Organized by Eugenia :u, /" 3~ 9'/• . San Francl1co Art lnatllule , 
Huebler. Kallenbach , Klenholz Kosulh le V O er. 1 er, Barry , Baxter , Byars , Butler , 

, • a, ppenhelm, Orr, Rudnick, Watts, Welner . 

ln~l•lble Painting and Sculpture . Richmond Art Cent C llf 
by Tom Marion i. er, a ·• Apr ll 24-June 1, 1969. Organized 

Robert Barry/ Inert Ga• SerlH I Hell um Neon A 
w,lume to Indefin ite exp•n•lon l April 19691 S~thr~~n, Krypton , Xenon/ From a measured 
ry,,,ood, Californ ia, 90028/213 HO 4-8383 full I t f egelaub , 6000 Sunaet Bou/e11ard, Hol· 
The gases were released by the artist ~n th:~: r~ter) . Gallery Is only a phone number . 
around Loa Angeles . (Rep.) c • " the desert, In the mounta ins, etc ., 

c;.o,ge Breehl : The Book of the Tumbler on Fire · S t 
County Museum of Art, Aprfl 1S-May 18 1969 · ' e ected Worb from Volume I, Loa Angeles 

"The Book of the Tumbler on Fire' Is a ~o r 1 now consists of fourteen chapters wh ich w,t~ mu ng work begun in Spring of 1964. It 
w,11 comprise the fir st volume . The book ;,,ighl !5 •~:n otes , an index, and a title page, 
of un-llke th ings: of objec ts with each ot h e, ca ,ed a research Into the continuity 
obJects, of events In lim e of objects and st ~r. o ,ob,1,e(cts and events, o f scores and 

7 (lo Chaple VIII ' Y es, e c. Brecht ) 
r ' page 1) Unpainted wooden chair with in frared lamp " The 

Robert 8nJTy. Inert Cas crie . ,. -o n Ph I h . 
P ,.,·"- 0 S . ,., ,;,. oo owmggasrel . h 

a .. 1nc ceu n, ant n Monica , Cnlifomin. 1969. ummg lo I e otmo ph ere . 
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Richard Art chwagcr . Blp. ew York City. 1969. 

smallest colony in the world ls Pitcairn Island with an area of 1.5 square miles." 
10. (to Chapter VI, frame 85) Green cha ir with leash and brush . "The duration 

record of sitting In a tree Is 55 days from 10 A.M. 22 July to 10 A.M. 15 Sept. 1930 by 
David William Haskell (born 1920) on a 4 foot by 6 foot platform up a backyard walnut 
tree In Wilmar (now Rosemond) Californ ia, U.S.A. 

Scott Burton. Four ChangH . April 28, 1969, Hunter College , New York: 
A performer faces the audience , stage center , wearing a shirt and a pair of pants the 

same color , color A. He removes the shirt , revealing under it an ident ical shirt of color 
B. He removes the pants , revealing under them an identical pair or colo r B. Ht 
removes the shirt , revealing an identical shirt of color A. He removes the shirt, 
revealing an identical shirt of color B. He removes the pants, revealing an identical 
pair of color B. 

5 Work• by Lawrence Welner. NSCAD, Halifax , Aprll 7-2 7, 1969: 
2. A wall pitted by a single air rifle shot 
4. Two common steel nails driven into the floor one directly In line with the other II 

po ints determined at the time of installation 

Lee Lozano. I Ching Piece, started Aprll 21, 1969, and continuin g (Rep.) : 
Chart I. (April 21-October 29, 1969)-Hexagrams , time . 

Total no. of questions asked : 3,087. 
Total no. of days on which questions asked : 165. 
Average no. of questions asked per day: 18.7. 
Hexagram most frequently ret'n 'd : H.33 (Withdrawal) , (117) times . 
Hexagram least frequently rel'n 'd : H.15 (Modesty) , (60) times . 
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har1 2 (April 21-November 20, 1969)-Chang ing Lines. 
C Changing line most frequently ret'n 'd : H.23, line 2, (24) times . 

Changing line least frequently ret'n'd : H.63, line 6, (2) times . 
cttarl 3. (April 21-Novembe _r 20, 1969)-Subject Matter of Questions . 

sub1ect A: H.33, (17) times . 
Subject B: H.47, (26) times. 
subject C: H.18, (15) times . 

Chart 4. (Started December 11, 1969 and continuing) . Old Yang , Young Yang, 
Young Vrn. Old Yin lines . 

(More information available from the artist. ) 

Lee tozuno . One page from notebook of J Ching Charts. 1969. 
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Lee Louno , Olalogua Piece: 
Call , write or speak to people you might not otherwise see for the specific pu"Pala 

of inviting them to your loft for a dialogue . 
In process perpetually from date of first call (April 21, 1969). Date of first lnte,

811 
In 

dlalogues-1948 . Date of decision to pursue (i.e., extend) investigation of dia1og
1111 -April 8, 1969. 

Note: The purpose of this piece ls to have dialogues, not to make a piece. No 
recordings or notes are made during dialogues , which exist solely for their own..._ 
as joyous social occasions . (More informat ion available from the artist.) 

Lozano ·s "concep tual" work, conceived simultaneously with the end of 8 ,.,_ 

series of paintings on wave phenomena. combine art and life to an extreme ext1nt 
Unlike most "instruction " or "command" pieces, for example, Lozano ·s are dlf8Cttd 
to herself, and she has carried them out scrupulously, no matter how difficult ID 
sustain they may be. Her art, it has been said, becomes the means by whieh lo 
transform her life, and, by impllcatlon . the lives of others and of the planet itself. 

'' Boezem--Ger van Elk." Mu•e um/ournaal, Aprll , 1969. A dialogue . 

Chandler , John Noel . " More Words on Curnoe 's Wordly World ," Am canada, Ap,U, 1-
Morrl s, Robert. " Notes on Sculpture , P"art 4: Beyo nd Object s." Artforum , April , 1969. 

Reise, Barbara , ed. " Minimal Art. " Speclal Issue of Studio International , April , 1964; Incl..._ 
Reise, " Untitled 1969: A Footnote on Minima! Stylehood ," Smithson, " Aer ial Art ," "An c,p.. 
by Carl Andre ," and LeWltt , " Drawing Series 1968 (Fours) ." 

Restany , Pierre. " Le redoulab le pauvrete de l'an Uforme ." Combat, Aprll , 1969. 

Van Schaardenburg , Lleneke . " Kunstp romotor Seth Slegela ub: Jedereen Kan nu KUIIII 
maken." Het Parool (Amsterdam) , Aprll 12, 1969. 

Art -Language : The Journal of Conceptual Art, no. 1, May, 1969: Introdu ction by edltOB ,.., 
Atkin son and Mlc hael Baldwln ; contr ibutions by LeWltt, Graham , Welner, Bainbridge , BalclwlL 

The New York Graphic Work• hop at the Manufactur er• Hanover Tru•t'• Safe 0-,,.II ._ 
#3 001. New York, May 1-J une 20, 1969. Camnltzer , Port.er, Castlllo , Plate. Exhibition vl9lble 
only by documentation In mailer. 

Simon FraHr Exhibition, May 19-June 19, 1969. Burn aby (Vancouver) . Organized by Sell 
Slegetaub . Atkinson and Baldw ln (Art -Lang uage), Barry , Dlbbets , Huebler , Kaltanbac:11. 
Ko•ulh , LeWltt , N. E. Thing Co., Welner. Symposium held June 17 at Simon Frase r Unlv...a, 
via telephone hook-up from New York, Ottawa , and Burnaby . Reviewed by Charlotte Tow. 
send, Vancouver Sun, May 30, 1969; Joan Lownd es, The Province, June 6, 1969. Exhlbltlol 
lnciudes: 

Robert Barry: 
Telepathic Piece, 1969. (During lhe exhib ition I will try to commun icate telepathicat

ly a work of art , the nature of which is a series of thoughts that are not applicable to 
language or image.) At the conclus ion of the exhibition the information about the 
work of art was made known in this catalogue. 
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Kaltenbach : . 
Stephen POSTULATE: University administrations are set to function m cer• 

tain patterns which allow very minimal latitude for response. 
COMMUNICATIONS PROCEDURE: 
Act 1. Offer problems which cannot be dealt with through existing 

(postulated) channels. 
Act 2. Determine which aspects of the sys1em were responsible 

for failures produced by Act #1 . 
Act 3. Address cntic ism toward these areas. 

ta.ta aa.t•r 
I. L Tbia1 Co. Ltd. 
<Jo Knl-..1 c:&l.le17 of c:.u4a 
Otc.-a '• Clturto -cAIWIA-

Du:r talD, 

II Cr- Stnct 

- tort. •·'• 10012 
U 11117 1'6, 

Vt LI 1"" paue &J.d M la die tl&Un1"7 or -, VOl'k fOT - ltaJ It 
LO J- 19 eh- U SU.la S1-a V. f "7 flnc lVD ■tl-U -U11ACUOM<I 
at ,..,..r awl ,unJ.111 be ta • bud . 

t ' U nplaiJl1 1f7 Urtt p...,.,ul """ • •"'I-• for JOO ""U.U• foe 
a place. c.be ucva of wl,lcl> co,i.1.,1 -t be diacio...t. lb.t. p..-e4 r 
a<CtOptabl.At co s. s. o. "•caYM the -1 ...U...1.At for Ille allow llad LO 
N a,-ar: th r oup eor.1 UnJwntty c.llaaael.a. 

lha auood p-el vaa tut I.IMI u■iftnlr, place Ille roUo"1 .. M 
la cha .,_,, - tor the duadoo ot lho ahoot. 

RENT A BACKHOE 
I .yd en,:t., Loodor -..... .., . ...,._ 

n.. woJftnlLtu c....,u.- , ._a1 I.lull thq r,,o lho AA lo th• coll• .. 
-• -1d lur,e ,,edtc.aUJ uc.ar..S tbe aatun ot I.IMI oriaia■ l arc • e ~loo . 
tor the fol lOW'lna re.u.onu 

I . n.. ad La • d,.llcaLe of - DUUII& ... "' th e ¥aa cMr¥eT -· 
t. n.. ._ ... , ""1clt nm.o ti>• (ort1lna.l) ed be.1.,,,.s• to .,, ~ro<har. 
J . 11o -14 !w,,a .-ad llu ed - 11-,1.a u- v. ,.1.e..i 

tbetr'a uutas "° Ml phJalca.1 .t.l .. la cltanp. 
•· n,., ..... a1ao- of rUNU 2 ...i J .....,ld han radlca.Ur alure.l 

th..u art ac:Uoo. 

117 WN p...,..al ta c.bet 7ow dau- c,o tht Mat of 7our eHlJt)' 
vtliD OT .,., VU N•pou.U.la for U\&N fallu.ru ... UU .. r fNa .. to 
t:baa • r tt a 1...-ua c:oo.,ue-1.aahi■I• Too ..,. ora-.a.lu ,tt. euc, uat of 
thLa t1cute but 1 -14 oUu die foUow1at -TII■ ea _.u,11JU- 1 
Un'O 1-,,S.d, -tacbiAc; pnr,,iocial perl,apa. t--, u. t""1 
1- ... 

SJ.Deem, Joun, 
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---
What I will make available sometime is that I had planned the entire thing When 1 was approached to make a communication piece. I tried to think of an aspect of Ille 

university itself that I could commun icate or talk about or expose; the set up In 
schools , even the School of Visual Arts . for handling th ings like this Is general!~ pretty 
rigid and there isn't much lalilude for accepting things , so that is what I dec1dec1 to 
expose. I made a coup le of proposals that I specifically felt would be unacceptable fo, 
one reason or another to expose that unacceptability . Of course , one of them might 
have been accepted , which would have drowned my whole plan, b~t it worked out 
very nicely. That kind of mystery-story thing . keeping the real endmg until last, la 
something I have always liked In literature , and I like it In my own work too. 
(Kaltenbach , In interview with P.A. Norvell : see above, pp . 84-87). 

Number 7. Paula Cooper Gallery , New York, May 18-June 15, 1969. Organized by Luc, II. 
Lippard . 

The large room of the gallery, apparently "empty," contained works by Barry (I 
magnetic field), Welner (pit in wall from one shot of air-rifle) , Wilson {oral communica,. 
tfon), Kaltenbach (secret), Haacke (air currents from small fan by door) , Huot {existing 
shadows), Artschwager (black blip inside, one visible from the windo w, and othera In 
the street}, and a very fragile lead cable piece by Andre. (Rep.) The smaller room 
con tained a floor sculp ture of tree branches by Bollinger , a Bochner measurement, 1 
LeWitt wall drawing , Kosuth 's Investigation (from Art as Idea as Idea) on wall labela, 
photographs by Smithson and Kirby. e de Marla text, an uncomplete d Serra INd 
spatter piece, a Gastoro wall cracking . (Rep.) All of the other particip ants W8l9 

Left : Carl Andre. Untitled. Cut cable wires, 10 •. 1969. Paula Coo per Callery, New 
York. Rigl,t: Rosemary Ca toro. Room Cracking #7. May, 1969. PauJa Cooper Gallery, 

ew York. 

l)onnld Burgy. 
fr om Lie De tector. 
1969-

...... .- ............ -.-... ........ ..,.., .... ..._ .............. , ............... ----~ .. ............... ..,,.. ................. ....... 
Sllll!a.. ~ -............... ... ---• ...... _ . - f>rt -... I o., ............ ----......... '" '--. .................. .. ------

represented by pr inted matter-notebooks or books on the table in the hallway-office 
(Art & Language, Barthe/me, Beery, Borofsky, Burgy (Rep.), Darboven, Dlbbets, 
Graham. Huebler, Kaltenbach, Kawara, Klnmont , Kozlov, Long , Lozano. Lunden, 
Mallis , Nauman (a tape record ing), N. E. Thing Co. (a Telex machine and results of its 
operations during the show), N. Y. Graphic Workshop, Piper, Ruppersberg, Ruscha, 
venet, Weiner. Reviewed by John Perreault, Village Voice, June s. 1969. Following 
two works from the show: 

Christine Kozlov: 271 Blank Sheets ol Paper Comt1pondlng to 271 Days ol Concept• 
Ae)ected. February-Octob er, 1968. 

Lee Loz:ano, Gr•H Piece (April 2, 1969) [Footnotes at end ol the piece.): 
Make a good score , a lid or more of excellent grass. Smoke it " up" as fast as you 

can. Stay high all day, every day. See what happens. (Apri l 1, 1969) 
One thmg that happens Is that it takes more and more grass to get feelln good . 

Immunity building up? (April 17, 1969) 
The amount of grass needed to get high has stabilized Itself. Tonight I started to 

smoke the last container of cleaned shit. When that is gone there are twigs 10 smoke 
and a lot of seeds which I'll eat.• (This has been a scintillating piece but I'd like to 
finish it ,n a nash.) Decided on next piece: Go without grass for the same amount of 
time. 

" Seek the extremes, 
That's where all 
The action is." (April 24, 69) 

I get more tired every day. This feeling wasted might be from smok ing so much 
grass. or from work ing so hard, which I've been do ing, or from the monotonousness 
of my days.t (April 29, 1969) 

101 



I'll end the Grass Piece with a fanfare : a cap of mescaline Kaltenbach gave 
(May 2, 1969) 

Not high anymore. just numb.• Finished grass. twigs and seedsAa bout an 
ago. (May 3, 1969) 

NOTE: Aside from when I woke up (down) in the morning there were two occaaiotla 
when I wasn't stoned on grass during this piece, about a couple of hours each.a 

•Nuthin happened from eating seeds. Nothing could happen: seeds can't make YQu 
high and only give headache. Do not smoke or eat seeds. 

tDue to General Strike Piece during which I stay home almost all the time. OIi 
process, as of May 16. 1969) 

"This was postponed due to circumstances beyond my control. Finally took mee
caline: May 11, 1969. II blanked out , must've been a dull pill , a bad cap. 

• I believe this piece is a good example of Heisenberg's " Uncertainty principle" 
applied quantum mechanics : The act of observing something changes ft. The Piece 
made me numb, not the grass. 

t.Not feeling any effect from eating seeds might have been due to being so stonec1 
from smoking twigs? Wrong . 

0 And after No Grass Piece, only a few days when I haven't been stoned since (nat 
including the week I spent in Halifax. My investigation of grass conti nues. .•• 
(January 21 , 1971) 

The Appear lnglD IHppttarlng Image Object Newport Harbor Art Museum , Balboa , Callfonila. 
May 11-June 28. Organized by Tom Garver. Baldeu arl, Le Va, Rupperaberg , Edge, Cooper, 
Rudnick, Asher . 

Street Works Ill . May 25, Between Prince and Grand, Greene and Wooster Streets , NewYodf, 
9 p.m.-m ldnlghL This show was entirely open ; everyon e was Invited to do works . 

Language Ill . Dwan Gallery , New York, May 2~un e 18, 1969. 

Perreault, John . " Para-Visual." VIiiage Voice, June 5, 1969. Review of Langua~ Ill• 
Number 7. 

Ecolog lc Art . John Gibson , New York , May 17-Jun e 28, 1969. Andr e, Christo , D..._ 
Hutchin son, Insley , Long, Morris, Oldenburg , Oppenheim , Smithson. 

Antl -11/uslon: Procedure s/ Materials. Whitney Museu_rn of American Art , New York. lier 
19-July 16, 1969. Organized by Marc ia Tucker and James Monte. Text.a by the edito,. andllll 
arlla la, bibliography . Andr e, Asher , Boll Inger , Duff, Ferrer , Aore , Gian , Hesse, Jenney , Le Ya, 
Lobe, Morr is, Nauman, Reich, Rohm, Ryman, Serra , Shapiro, Snow. Sonnier, Tuttle . RevlewM 
by Peter Schteldahl , Art Internation al, September , 1969. 

Mel Bochner , Measurement• . Galerle Heiner Friedr ich, Munich, May 9-31, 1969 (Rep .): 
All works made in Munich dur ing the week of May 1- May 8, 1969. Exhibition to 

include all and only those works possible to make in one week with material available. 
Three Procedural Groups to be Worked From: 
Group A: Exteriorated measurements-any stable object . material or place oriented 

to a system outside itself (declarat ion of position) coordinated. 
Group B: Situated measurements-the measurements of a stable object or place 

mark directly onto it (Super-imposed) . 
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~fel Bochn~r. Me~ ur~ment Se!ies: Croup B 1967. Black tape on waJI. ln stnllnlio n: 
Galerie J{emer Fn edri ch, MOmch. 1969. 

Group C. Comparative measurements-any stable object, material of place related 
to pre-determined given standard (Sectioned). 

The measurement series. con tinuing to the present. began with two sketches in 
1967 that were seriously developed from the summer of 1968 on. The theme Is one 
that has engaged "idea artis ts " from Duchamp 's standard stoppages to Jasper 
Johns's paint ings and Robert Morris 's lead reliefs ; Bochner ·s concerns are theoreti
cal rather than metaphor ical. his focus being on actual measurement and its direct 
/mpllcations rather than on the indirec t and accumulative references used in previous 
art. 

won May 9 (Friday ), May 12 (Monday ) and May 30 (Friday) , 1969, at 3:00 Greenwich Mean Time 
(9:00 EST) Jan Dlbbets will make the gestur e Indicated on the overs lde at the place marked X 
In Amsterdam, Holland ." Malling " exhlblllon "- a picture postcard of the artlll , thumb 
crypticall y raised, on a balcony In Amsterdam ; publi shed by Seth Slegelaub . Dlbbets won a 
national prize for this work and was awarded a trip to New York . Reviewed by louwr len WIJera, 
"Wereldlentoonste lll ng per brlel kaart ," Algemeen Handelsblad , May 29, 1969. 

Ammann, Jean -Christophe . " Perspect ive Correc tions." Art Internat ional , May, 1969 (on Dlb
bels). 

T11ls Way (Stanley) Brouwn, Art and Project Bulletin , no. 8, May 31-Jun e 25, 1969. Document&.· 
lion, biography , bibliography of Brouwn 's work . 

May 14, London : GIibert and George serve David Hockney " The Meal" befor e an audience at 
Ripley House, as a wor k ol art. For an accoun t, see Studio International, May, 1970. 

Da11id Lame/as, Galer le Yvon Lambert, Paris, May, 1969: A flv• mlnute lnl ervlew between 
Marguerite Duras and Raoul Escar l was held and filmed on Aprll 2-6. Ten photo s were taken al 
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Irreg ular Intervals during the Interview and ten phrases were chosen from the lntervi._ ; ... 
combination constitutes the piece . 

John and Barbar a Latham , eds., NOIT NOW (with APG news, no. 1), Londo n, May, 19Q : 
" In 1965 the art gallery appeared to be folding , or to be no longer relevant 111 

London except Insofar as .11 could further the series one called art-which went along 
by pressure of an1i-art. The APG (Artists Placement Group) probe ... was never 1 
scheme for helping artists , or for raising money, for thal matter . . . Art was to scrub 
off-all kinds of stuff , systems , things , science , painting , ideas, love, boredo,n 
politics , whatever it was , art was to defy It-maggots . Art was your actual opposition: 
(APG proposed , among other things) that industrial concerns , whose materials 8nCI 
equipment are of special interest to the artists we put forward , should inco rpor811 
within their salaried staff a practicing free artist , or graduate from an Art College, or 
even a small group of two or three ." 

In 1970, APG proposed to " set up under the ausp ices of the Min istry of Techno logy 
a body whose funct ion would be to examine and cultivate methods of raising leve,1 ol 
attention throughou t the community and o f reducing prob lems broug ht about by 
redundant information ." The idea Is to Insert an artist Into the conventiona l mecha
nism, or habits , of indus try as interruptive (not destructive) factor that would stimulata 
or generate new att itudes . " Motivation and Structure have become one and the 
same." (John Latham .) 

Goldin, Amy. "Sweet Mystery of Life." Art News, May, 1969 . On Kaltenbach, Oppenh.., 
Morris, etc : 

Esthetic experiences are easier and purer than art because they're less consequen
tial. Unlike art , the embod iment of an esthetlc idea Is informal. It sets no constrainls 
on the Idea and offers no clue to its human significance .... To deny this work the 
status of art is to claim that art Is defined by a special kind of structure which this art 
lacks . You can refuse that premise and take the allernallve one , def ining art as a 
special sort of intention and response . Then this work is simply a new kind of art. I 
believe that art Is a kind of structure and , consequently, that artistic value is beside the 
point here. The esthetlc situation is pre-artistic , which is not to deny that some of thil 
work is interesting , Intriguing and delightfu l. Al Its most inventive , It has the myste,y 
and charm of Hfe itself . It is the toughness of art that Is lack ing . 

Shirey, David. "Impossible Art " Art In America, May-June , 1969. 

Arte Povera 1961~9 . Galleria La Bertesca , Genoa, June 25-30 , 1969. Anselmo, Boettl , leant. 
Merz, Plstoletto , Prlnl , Zorlo . Text by Germano CelanL 

Look at the N. E. Thing Company/ Voyez L11 Compagnle N. E. Thing. National Gau., el 
Canada , Ottawa , June 4-July 6, 1969. Primarily reprodu ctions and documentation of plNel 
done elsewhere before the show . 

N. E. Thing Co. Report on the Activ ities of the N. E. Thing Co. of North Vancouver, ,,,.. 
Columbia , at the Nat ional Gallery of Canada, Ottawa, and other locations , June 4-July ff, 1• 
In French and English ; biography , bibliography , list of projects, ACTS, ARTS, photoe el 
exhibition env ironment and conference held In June al the museum . Among the partk:lpallll 
In the conference were lain and Elaine Baxter (presidents of NETCo.), Anne Broduky, Dawld 
SIicox , Greg Curnoe , John Chandler, Lucy Lippard , Seth Slegelaub , Brydon Smith, llalll 
Whitney , etc. : 
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TOTAL POSITIVITY 
• S-'"4UIL l,'I LI H 

l(olllrM I 

Bernllf \lenet . Totnl Positi, 1ity. Prese nlntion of the book with enlorgemenl of title poge 
and contents. 1969. 

Baxter: The thing that really Interests me is that there are all kinds of information 
around-l iquid Information . IBM is intereste d in multiplying and collat ing Informa
tion. xerox is Interested In copying informa tion and there are also guys around who 
handle info rmation purely for its own sake. and that's what I call visual Informers . We 
call what we do Visual Sensitivity Information because it 's a different way of looking at 
what the word " art " is. It gets at a broader area. Like you can start talking to a guy in 
the street or a businessman and if I say art he says, oh, Rembrandt .... 

Slegelaub: ll doesn 't present you with speculations but with fact. and that's a 
critical difference . A painti ng Is identical to its presentation , but now there 's a body of 
work where the original of the art , the fact of the art , is not the presentation o f the art. 
How you become aware of something is not what the thing is about. They are two 
different things. In other words , lain can put something on the wall but it's not about 
something on the wall . it's about something that might be on the north coast of 
Southeast Asia .... lain can be drawing attention to a very specific pile of rubbish and 
he's not even touch ing it ; he's doing as little as possible to tell you It exists . 

Summer: NETCo. executes a series of "landscapes'' by erecting signs along roads In the 
countryside, appropriately spaced, and read ing: " You wlll soon be pass ing by a 1/l m11e N. E. 
Thing Co. Landscape "; '' Star1 View ing"; " You are now In the mlddle of the N. E. Thing Co. 
Landscape"; " Stop Viewing ." 

Lippard, Lucy R. " lain Baxter : New Spaces ." Artsc11nada, June 1969. Spec/a/ Issue on " The 
&ments " also Includes John Chandler , "Hans Haacke : The Continuity of Change. " 

Oasatot-Talabol " La Proposition de Buren ." Opus International , no. 12, June, 1969. 
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T June -4, Slade School of Fine Art, London : " GIibert and George the Sculptors Pr ..... 
·Underneath the Arches ' (the moat Intelligent , tuclnaUng , serious and beautiful art piece ro. 
have ever seen)." 

Lui• Camnltzer, Liliana Porter . The New York Graphic Workshop, Muaeo Naclonal de a.._ 
Artea , Santiago de Chile , June 20-July 6, 1969. Text by Camnltzer and " algunas llneaa p0r 
Lucy Lippard ." 

sea Work• . " Twelve days of Sea Works to be performed by Schuldt , Savannah , Georgia,• 
June 196~2 July 1969, Antwerp • .• • The due performance of the programme Is subJect II 
mari time conventions , safety and security regulations , weather and the conditions set out i., 
the vessel 's owners. " 

Smithson , Robert. "Toward the Development of an Air Terminal Site." Artforum , June, 1-
Mellow , James R. " Art Beyond Art.' ' New Leader , June 23, 1969. 

MIiiet, Catherine . ' 'Petit Lexlque de l'a rt pauvre ." LH LettrH FranfalsH , June -4, 1969. 

TIison , Joe. " 5 Questions Answered. " Art and Artl•t• , June, 1969. (On photography and WOldl 
In art.} 

July , 1969, Art Preas, New York : Untitled perlodlcal Including contributions from Bum, Piper• 
Ramsden, Cutforth , Kallenbach , LeWltt, Nelson (publlshed by The Society for Theoretical Alt 
& Analyse s). Excerpt from Ian Burn '• " Dialogue " : 

1. Language suggests, through idea and viewer, a kind of dialogue or " convera
tion ." 

2. This creates an actual area of the work . 
3. Partic ipating In a dialogue gives the viewer new significance ; rather thin 

listen ing, he becomes involved in reproducing and invenling part of that dialogue. 
July-Augua#-September , 1969. Organized by Seth Slegelaub . Catalogue of exhibition ....... 
place simultaneously In eleven different locations all over the world . (See below, p. 12q 
Andre (The Hague), Barry (BalUmore), Buren (Paris), Dlbbeta (Amsterdam) , Huebler ca.
Angeles), Ko.uth (Portales , N.M.), LeWltt (DDueldorf} , Long (Bristol , England) , N. E. ThlntC& 
(Vancouver) , Smithson (Yucata n), Welner (Niagara Falls ). Reviewed by Howard Junker, "ldN 
as Art." New•wHk , August 11, 1969. 

Conception-Perception . Eugenia Butler Gallery , Los Angeles, July 1-25, 1969. 

Letter• . Long Beach, N.J., July 11-31, 1969. Organized by Phllllp M. Simkin ; text by Lella 
Malen. Loose pages In a box; proJecta complete and Incomplete, documentatJon , ph..,luil 1pll1 
by Bollinger , Christo , Ferrer , Fulton , Helzer, Hutchinson, Insley , LeWltt , Morris , OppetJI
Ruthenbeck , Serra and Glass , Smithson , Sonnier . This catalogue provides an lllustratloll 11 
the difficulties and variety Involved In such a loosely knit show. Included : 

Richa rd Sena and Phllip Glass : Long Beach la/and , Word Location , June, 1969 : 
In a 30-acre area of marshland and coastline 32 polyplanar speakers were placed II 

chosen locations so as to cover the site. 
The word is was recorded on a 15-minute tape loop and became the sound source 
for Iha speakers. The volume was controlled so that the speakers did not mte..,.._ 
but could only be heard with in their proximity . In other words , two speakers could 
be heard in the same area. Each sound dissolved in a given space. 
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The placement of a specific word In location points to the artific iality of a language. 
The tmposlll on of the word as symbol negates the experience of the place. Converse
ly the experience of the place denies Itself in relation to the word . (For by defining 
,tself in relation to language it denies Its meaningfulness Independent o·f definition .) 

Wall Show. Ace Gallery , Los Angeles , summer, 1969. Bochner , Ryman, LeWltt, Welner , 
Huebler, Huot, consec utively execu ted wall pieces . 

Jo#Ph Beuy• . Kunstmuseum , Base l, July- August Texts by Josef Vander Gritten, Dieter 
Koepplln. 

01rt,oven, Hanne . 6 Manu acrlpt '69 (Kunatzeltung , no. 3). DOsseldort , Mlchelpresse , July , 
t969, "Mlscellaneoua constructions derived from the dale s of the year 1969." 

summer, 1969: Sullivan County, New York: Agnes Denes begins her " Dlalectlc Triangu lation : 
A Visual Philosophy": 

Rice was planted to represent life/growth, trees were chained to represent interfer 
ence with life/growth (obstruction of cambium regeneration can result in mutation or 
death) and Haiku was buried to represent the Idea/thought , absolute , abstract. etc. 

Since this time, Denes's research Into tri -grouping has led her into an infinite 
number of disciplines, including ph ilosophy, ethics, psychography , anatomy, religion . 
botany. Excerpts from her text on the pro/ect follow : 

Dialectic Triangulat ion is a slmpllflcalion and systematic re-building of complexes 
on any subject or matter through various methods such as re-evaluation, regrouping 
or division, at times beginn ing with a single propos ition , at others searching for the 
mean between two ex1remes. II is a build ing of progressive trichotom les, failing and 
succeeding In a dialectic method , each time arriv ing at a better thesis on a higher 
level-l ike changing scientific theories . which always advance and develop in 
complexity .... One can create opposit ional theories or "span-balances ," and from 
them form a third , derived from the first two on a higher plane and on to successive 
trichotomies (e.g., the art of yesterday re-evaluated by the art of today, preparing the 
road for the art of tomorrow , which in tum will be re-evaluated by future disciples). 
.. II Is an art process which exhibits the work ings of hypotheses instead of hiding 

them behind symbols, j uxtaposition of color and elim ination or complication of form . 
The activating forces of tr iangulations apply differently to pure idea groups , for they 
are never animate. Pure ideas lie In wait at all times to be activated by an argument , or 
an opportunity. (Rep.) 

llntany , Pierre . " Hyper avantgarde ." Le Nouveau planet• , July- August , 1969. (Also printed In 
,,,.,,.,. , September-October , 1969.) 

Morris, Robert. Ellrth Project• . Announcement with text by the artist of a aeries of ten color 
lltllographs made at the Detroit Workshop , summer and fall , 1969. ProJects Include Dust, 
81e1m, Temperatures , Vibrations , Waterfall , Mounds and Trenches , Burn ing Petroleum . 

Burton, Scott. "Time on Their Hands." Art News, summer , 1969. 

ltostel1netz, Richard . " Inferential Art. " Columbia Forum, summer, 1969. 

lley•r , Ursula . " De-objeclJflcaUon of the Object." Arts , summer , 1969. 
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Agnes Dene . Dinl ectic Tril111g ulntion: A Vi uni Phil osoph y into 
of the project: Exerci es in logic . 1970. 

tab le of logical impli cation using functions and proposi tions from the moclal 
)'Siem and the pro.po itionnl c.1Jcul11s of \Vhitehend and Rus ell. A proposition L• 

the left edge of the tn angle, and o propos ition R on the right s ide ore comb ined in the 
logical relation L R, lo ded uce the propo ition di pla)e d al the third "e rte, of the 
triMg lc defined b) L and R. 

This triangle list s oll logicaJ human arguments, cu tting the triangle verticaJly in half 
to produce a o-called Truth Tob ie and Lie Tobie. 
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_,.,,rman , Emlly. "Peter Hutchinson." Artforum, summer , 1969. 

11 
summer, Oxford , England : Student -organ ized exhibition In the garden of Christ Church 

~leg e, oxford Univers ity, Includes Harvey, Flanagan , McLea n, Lamelas, Long, Louw, Arnett , 
L•lh•m · Notebook on show Is In the possess ion ol Michae l Harvey, New York. 

C•'' Andre. Gemeentemuseum , The Hague, August 23-0ctober 5, 1969. Texts by Enno 
i,evellng, Hollis Frampton, and the art lsl 

"Th• Energy ol • Raal English Breakfast Transformed Into Breaking a Real Steel Bar by the 
Artists Jan Olbbets and Reiner Rulhenbeck , London , August , 1969." Photographic piece on 
~ Her from Konrad Fischer, D0ne ldorl . 

August, 1969: GIibert and George perform as " living sculptur e" and sing '' Underneath the 
Arches" al the International Jan Festival , Plumpton Race Course , Sussex. 

Haber, Ira Joel . Radio City Music Hall . New York, August. 1969. Lisi ol films shown et the Music 
Hall from 1933 to 1969; pictures , plans , post card, Christmas program {December 5, 1946), end 
blllbOlfds: 

1937 1947 

uoyds of London 
The Plough and the Stars 
On the Avenue 
When You 're In Love 
Fire Over England 
wings of the Morning 
When's Your Birthday 
Seventh Heaven 
Ouahty Street 
The Woman I Love 
A Star Is Born 
Shall We Dance 
This Is my Affair 
Woman Chases Man 
Another Dawn 
Ever Since Eve 
New Faces of 1937 
Knight Without Armor 
The Toast of New York 
Stella Dallas 
Vogues of 1938 
The Prisoner of Zenda 
Lost Horizon 
Stage Door 
Victoria the Great 
The Awful Truth 
Stand In 
Nothing Sacred 
I'll Take Romance 
Tovar/ch 

The Yearling 
The Sea of Grass 
The Late George Apley 
The Egg and I 
Great Expectations 
The Ghost and Mrs. Muir 
The Bachelor and the Bobby-Soxer 
Down to Earth 
Song of Love 
Cass nmberlane 
Good News 
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August, Buenos Aires : New York Graphic Workshop sends four mall exhlbltlons from !he 
ln1llluto Torcuato di Tella . 

Celant, Germano . '' la Natura e lnserta ." Casabella , August - September , 1969. 

Free Media Bulletin , no. 1, Vancouver . 1969, Duane Lunden , Jelf Wall , Ian Wallace , eda. Looee 
texts and documents xeroxed from miscellaneous sources . ' 'Contributors ": Artaud , au,. 
roughs, Duchamp, Eastlake , Huelsenbeck , Lunden , Reinhardt Schwarz. Soler l, Toche , Troe. 
chi, Vazan, Wall , Wallace . 

Place and Process . Edmonton Art Gallery , Alberta , September 4-October 26, 1969. Organized 
by WIiioughby Sharp and WIiiiam Kirby. Andre , Dlbbets , Helzer, Long , Morris, Welner , N. 1. 
Thing Co., Graham , van Saun, etc . FIim made by Schley and Flore . Discussed by Sharp II 
Artforum , November , 1969 ; see also Artscanada , October , 1969. 

Projects Class. Nova Scotia College of Art and Design , Halifax , September , 1970 . Organized 
by David Aske void . 12 cards , each of which outlines a pro ject submitted to the class In the fa1 
of 1969 by Barry, Bochner , Dlbbets , Graham , Huebler , Kosuth , LeWltt, Lippard , N. E. Thing Co.. 
Smithson , Welner . 

557,087. Seattle Art Museum (Wor1d's Fair Pavilion , Seattle Center ), sponsored by The 
Contemporary Arts Council , September &-October 5, 1969. Organized by Lucy R. LIPP■tcl. 
Catalogue consists of 95 4" x 6" Index cards In random order : one card each designed by !he 
artists themselves , 20 text card .s by Lippard , 3 bibliography cards , 11st of films shown (Barry, 
Frampton, Gehr, Huot, Jacobs , Landow , Schum, Serra, Sharits , Snow, Wieland and Lllnd Alf). 

Left : Ge ne Bee ry. Note . . . (Plann ing for the Endless Aes thetic Vi.sualizatioa). 
Acrylic, cnnvns. 5' x s•. 1969 . Th i paintin g echoes Bee ry' roughl)• exec uted wonl 
paintings made in ' cw York in the enr l)• 1960' and hown at the Iol as Call ery, New 
York February-M arch 1963, the anti-es theti cism of wh ich see med at lhe time to be 
aim: d nl the dominnling " fonn nl ist' ' approach to art, "se U-criti cism,"' a rt about art. 
' \ •nlid and invnlid " app ronchcs to "high" art. Exrunplcs: "Sorr) Thi s Pointin g Tcmpcir
mi ly O T OF TYLE Closed for Updatin g Watch for es thctic Reopening ," "Death 
in lhe Family. Paintin g CLOSED Till Further otice. " Th e Iolas show included 
painting -signs such as "Th e Exhibi tion Continu e Aroun d the Co mer," e tc. Ript, 
Allen 'Ruppe rsberg. Ha,, al the Amb ns. t1dor. Table , chair, hay, glas , hote l stationery, 
1969. 

,Artists: Acconcl, Andre, Arnatt, Artschwager , Asher, Atkinson, Baldessarl , Baldwin, Barry, 
9arthelme , Baxter, Beery (Rep.), Bochner , Bollinger, Borofsky, Burgy, Buren, Castoro, Dar
bOven, de Mar la, Dlbbets, Ferrer , Flanagan , Graham , Haacke , Helzer, Hesse , Huebler, Huot, 
Kaltenbach, Kawara , Kelnholz, Klnmont, Kosuth, Kozlov, Latham , Le Va, LeWltt, Louw, 
Limden, McLean, Morris, Nauman , N.Y. Graph ic Workshop, Nlkotaldes, Oppenhe im, Perreault , 
piper, Rohm, Ruppersberg (Rep .), Ryman, Ruscha, Sandback , Sare! , Sawchuk, Serra , Sims, 
Smithson, Sonnier, Wall, Welner, WIison. (Rep.) 

Reviewed by John Voorhees , Seattle nmes , September 5; Thomas Albright, San Francisco 
Etamfner & Chronicle, September 21 ; WIiiiam WIison, Los Angeles nmes , September 21, and 
peter Plagens, Arfforum , November , 1969 . The following paragraph Is from Plagens's article: 

557.087 . .. will be recalled generica lly as the first sizable (i.e. public institution ) 
e.xhlb1tion of "concept art ," but it is In fact an amalgam of nonchromat ic work running 
a gamut from late, funky Minimal to a point at which art 1s replaced, literally , by 
literature. The show Is a bellwether . consol idated enough to necessitate sifting 
high-grade bullsh it Canal Street art-thinking from genuinely dangerous , substant ial 
material .... There is a total style to lhe show, a style so pervasive as to suggest that 
Lucy Lippard is in fact the art ist and that her medium is other artists , a foreseeable 
extension of the current practi ce of a museum's hir ing a critic to "do" a show and the 
critic then asking the artists to " do" pieces for the show .... In its parts. 557.087 
emerges from manifold sources of varying degrees of relevance (" relevance" de
pends on belief in "I ssues" In current art , as opposed to endless refinement ; 557.087 
1s about issues) .•.. The single most pertinent sour ce Is. I think . an almost Puritan, 
morahstic concern with the threatening , nagging, perverse presence of " art" and. as 
subsource. anti-technology . 

Actually, this sho w was conce ived as an exercise in "anti -taste," as a compend ium 
of varied work so large that the public would have to make up its own mind abou t 
Ideas to which It had no t been prev iously exposed . It was not a "concept art " sho w; 
had it !leen. it would most certainly not have Includ ed the work of artists li ke Andre , 
Bollinger, Hesse. Ryman, Serra, etc. When it originated, in the fall of 1968. "concept 
art " had not yet crystalli zed, and by the time the list was comple ted, in the early spring 
of 1969, I was part icularly concerne d not to be prov iding a new r.ategory In which 
disparate art ists would be lumped . I didn 't see ho w anyone could possibly lump 
"minimal art ," ··ou tdoor art," "Idea art ," etc., in to any single new lump . The title was 
derived from the popula tion of the city In which i t was shown. (The present book 
constitu tes yet ano ther attempt to emphasize fragmen tation , variety . and dispar i ty of 
fntent,on.) In any case. It was the first show I know of in which the work was spread ou t 
not only from Indoors to outdoors but for a radius of some fifty miles around the ci ty. 
Though maps were p rovided at the museum . it seems safe to say that no one but 
myself and museum assistant Anne Focke ever saw the whole sho w. Bolli nger 's giant 
(several tons) log was righ t In fron t of the museum , but Artforum 's reviewer never 
notice~ it. Imagine, therefore . the fate of Louw ·s white pole p iece unders tatedly 
following the contours of a nearby hill , Baxter 's mirrors reversing an isolated land
scape, Sims 's white-sprayed arc on the edge of a forest along a coun try road, George 
Sawchuk ·s pipes through a small g rove of trees. etc. Several pieces were no t 
executed in Seattle because of money. lack of help , my own Inadequacy , or whatever . 
Everything was attempted ; three p ieces (Andre ·s. Flanagan ·sand Rohm 's) were done 
wrong; Serra never got there to make his work ; the p ieces by Le WIN and Olbbe ts were 
never comp leted because of bad carpentry and weather conditions . Heizer 's piece, 
both at Seattle and Vancouver. took an immense amount of time and never did get 
executed. It amazes me, In retrospec t, that we go t as mucfi of the work done as we 
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did, given my tremendous naivete as to the effort Involved in making even one piece . 
All In all , ft was an experience I'd have to be crazy to repeat, but one that taught me 
more about the nature of the art Involved than all the words that had gone under the 
bridge over the preceding two years. 

The randomly read catalogue cards tended to romantic oversimpllf/cation , on Which 
I look back with distaste . Because some of the ideas offered were, for better or worse, 
current at the time, excerpts follo w: 
• Deliberately low-keyed art often resembles ruins, like neolithic rather than classlcaJ 

monuments , amalgams of past and future , remains of something ··more ," vestiges 
of some unknown venture . The ghost of content continues to hover over the moat 
obdurately abstract art. The more open , or amb iguous . the experience offered, the 
more the viewer is forced to depend upon his own perceptions . 

• The visual artist uses words to convey Information about sensorial or potentially 
perceptible phenomena ; his current preoccupat ion with linguistics , semantics and 
social structures . as exposed by anthropology , is not surprising . The fact that ,t 11 
indeed structural patterns wh ich are the basis of these f1elds brings them Into 
visual range. . . . 

• If the insistent physical presence of the primary structu re Is a lime -stopping device 
that resists the modern world 's flux by creating new, frontal , static monuments to 
the present, most of the work here deals with energy , animation , non-sequential 
and relatively Irrational lines of time and mater ial. It can, however , be speculatively 
concrete , even when It is invisible . Despite deceptively scienti f ic or pragmatic 
presentations , the art ists generally accept and are involved with the unknown on a 
different level than scientists . Art ists do not analyze circumstances with '' progress" 
In mind so much as expose them. making themselves and their audience aware of 
things previously disregarded , Information already In the environment which can 
be harnessed into esthetic experience . And what can 't be? 

• An art ist can make his own or his environment's presence felt by dropping a point, 
a line, an accent . a word , into the world , embracing all or parts of any area or period 
at any place or time. Concurrently , the area's or period 's importance can be 
neutral ized until the art becomes more abstrac t than ever. even when it is virtually 
Inseparable from life . The implication Is that what we now consider art will 
eventually be unrecogn izable . On the other hand , the boundar ies of seeing, like the 
perceptible aspects of nature or outer space, seem to extend as infin itely as man's 
exper ience and exper iments can take them. 

• Experience and awareness are, after all, shared by everyone. Art lntende~ as pure 
experience doesn ' t exist until someone exper iences It, defying ownershi p, repro
duction . sameness. Intangible art could break down the artificial 1mpos1t1on of 
" culture " and at the same time provide a broader audience for a tangible, object 
art. 

Among works In the show: 

Robert Bury : 

All the things I know but of wh ich I am not at the moment think lng-1 :36 PM .; 15 
June 1969 , New York. 

Sol L.eWltt (executed In Vancouver by Glenn Lewis): 
On a wall , using a hard pencil , parallel lines about '/•• apart and 12" long are_drawn 

for one minute . Under th is row of lines . another row of lines are drawn for 10 mmutaL 
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under th is row of li nes another row of li nes are drawn for one hour . 

John Baldessart and George Nlcolaldla : 
" Boundary: A section of a city , especially a thickly populated area Inhab ited by 

minority groups often as a result of social or econom ic restr ictions ."' (Text of a small 
silver and black label affixed to telephone poles , street signs, etc ., along the boundary 
of the ghetto in Seattle.) 

Other Ideas. Detroit lnalttute of Art, September 10-0ctober 9, 1969. Text by Samuel Wagstaff , 
Jr.: Andre, de Marla, Helzer, Smithson, etc. 

Th• Return of Abstract ExpreH lonlsm (Proc«Jurlsm). Richmond Art Center, Callfornla , 
Seplember 25-November 2, 1969, Organized by Thomas Marioni. Anderson, Crawley, Ft■h, 
Fox, Goldsleln, Henderson, Kos, Linhares, N. E. Thing Co., Oppenheim, Stewart, TeSelle , 
Veres and Gnauo , Woodall. 

Prospect '69. Kunsthalle, D0sseldorf, September 30-0ctober 12, 1969. Organfted by Konrad 
Fischer and Hana Strelow. B. and H. Becher, Beuys, Boettl , Brouwn, Buren , Butle r, Byars, 
catzolarl , Cotton, Darboven, D'Armagna c, Dekker, Dlbbets , Haacke, Helzer, Kounellls , LeWltt, 
Long, Marrlaccl, Oppenheim, Orr, Penone, Print, Raetz. Ruthenbeck, Ryman, Schnyder , 
Smllhson , ZaJ. Reviewed by Margit Staber, Art International , January , 1970. Interviews with 
Barry, Huebler, Kosuth , and Welner from catalogue . 

Robert Barry: 
o· What is your piece for Prospect '69? 
RB: The piece consists of the Ideas that people will have from reading th is 

interview. 
O: Can this piece be shown ? 
RB: No, but language can be used to indicate the situation in Which the art exists . 

For me. art is about making art , not about someone being aware of it. 
0 : How can these Ideas be known? 
RB: The piece in Its entirety Is unknowable because It exists In the minds of so many 

people. Each person can really know thal part which is in his own mind. 
O· Is lhe " unknown " an importan t element In your other work also ? 
RB: I use the unknown because it's the occasion for possibilities and because it's 

more real than anyth ing else. Some of my works cons ist of forgotten thoughts , or 
things in my unconsc ious. I also use things wh ich are not communicable , are 
unknowable, or are not yet known . The pieces are actual but not concrete : they have a 
different kind ol existence . 

0 : How would you characte rize your control over the elements of your piece ? 
AB: My control is indefin ite, but , to a certain extent , I influence the form of the 

ideas. How much consc ious control does any artist have over his art? The situation , 
lhls Interview , also conditions the nature of the piece to be the natural result of this 
time and place. 

0 : Does this piece In fact exist? 
AB: II does exist if you have any ideas about It, and that part is yours . The rest you 

can only imagine. 
• • 

Joseph Kosulh : 

O· Since I've known you. your Interest in philosophy has been an Involvement close 
to your art : in recent months , however, your work seems to have even less resem
blance to anyth ing we previously considere d art. .. . Do you stilt think of yourself as 
an artist? 
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JK: I would certainly say yes-in the sense that my think ing Is always related 
10 very abstract contex t which I feel In my time has become the postulate for a sense: 

the meaning of the word " art ." I would also add, though , that my work has a lot resa to 
do with cubism than cubism had to do with Ingres. By that I mean to say that I teer thtt 
I am perhaps the first ar1ist to be out of the grip of lhe nineteen th century . Of course a 
couldn 't have done ii withou t the benefit of "American art " since Pollock-alt hough 
'' American art " as a context is irrelevant now. That's new with my generation, too 

Previously when an artist worked within a tradit ion he therefore could main~i~ -~ 
kind of cultural placement. That just isn 't real now. Nationalism of tha t son is very 
alien to the young artists working today. To work in a tradition now is artistic timidity 
and noth ing more. My work is a conti nual kind of investiga tion with no one Particu1.; 
part any more Important or f inal than any other . I try to keep away from lhln king Of 
works as individual " p1eces" - wh ich is a kind of thinking left over trom scu lpture• 
speci fic and more or less iconic . I continually try to keep my work general becau• 
that's the sphere of the abstract. As It is generally known , I have subtitled all of my 
work ·•art as idea as idea" since early 1966. The reasons that led me to want my art to 
exist only as Ideas are manifold . And they all son of occurred simultaneou sly. It 
answered specific forma l proble ms-very persona l ones-in my work which came out 
of painti ng/sculptu re activities . II seemed to be much more what my time was about ; It 
answered desires of mine toward a very comple te abstraction-my primary concern 
has been wit h abstraction-and all of these things co incided with certa in revelations I 
had abou t the history of art and philoso phy. With my dictionary definition works It 
became evident to me that the form of presentation (photostats) were often con
sidered " paintings " even though I con tinua lly attempted lo make It clear that the 
photos tats were photos tats and the art was the idea After that series I began to use 
obvious media (newspapers, magazines, bill boards , bus and tram advertisin g, tel8Yl
sion) as the form of presentation . I felt this made It clear that the art is concep tual and 
not experiential. ... 

The synopsis of [Thesaurus) categories series, which I refer to as ''i nvestigation 2" 
was conceptua lly comp leted last year when I began the presentation phase of the 
work. All my work exists when it is conceived because the execution is Irrelevant to 
the art-t he art is for an art context only-an d when it is presented via media, It Is for 
" mankind ·· not particu larly men- I mean I'm not interested In changing anyone's life 
In the way, say, Walter de Marla would be. Anyway, the " investigation " series is about 
a two- or three-year project consis ting of forty-th ree " works " with 190 separate 
sections . I'm over half finis hed with It, although I think of It now as old work. . .. . 
Lawrence Welner : 

Q: You are exhibiting a work at Prospect that requires seven years to make. Is this 
exhibited as a work In prog ress? 

LW: No. The work " Floatable Objects Thrown into Inland Waterways One Each 
Month for 7 Years" Is a comple te work at the time o f exhibit ion. The idea of a series of 
floatable objects thro wn Into Inland waterways is wha t is being exhi bited, not any 
specific series. 

0 : Why Is th is piece being cons tructed, and how does this affect Its sale? 
LW: The work is publ ic freehold . I myself am the receiver and have chosen to have it 

cons tructed . II is not for sale, whereas the Information of its existence ls made public. 
l have been requesti ng assistance from people, Prospect itself , to aid me In 
cons tructing the work. 
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h e previously referred to Art tha t gave directions as esthetic fa.scism. How 
Q:You 0 ~~one people building work at your direction? 

do Y
0

\ch are not build ing work at my direction, only aiding me In its construction . 
LW 'd eJoes not in any way constitute part icipation in or Involvement In the Art 

Their 
81 

1 this construction necessary, for app reciation . Whether they build lt_or n~t 
itself, nor !ue cts the work . My request is sufficient to satisfy myself that the piece 1s in no way 
being built. 

0 Why seven years? , 
LW: Perhaps because seven years Is the statute of limitations for many crimes in the 

Unite~;;a~~=-all your works , no matter how complex , within the realm of posslbillty? 
~W· If they were not possible to be built , they would negate the choice of the 

Iver as to whether they were built or not. 
,ec~ What are the Implications of thrown as opposed to dropped , flung , etc.? 

~W: An object that is thrown is not necessarily dropped . An object that is dropped ls 
not necessarily thrown . 

Stanley Brouwn at Prospect '69. Art and Project Bulletin, no. 11, September 30-0ctober 12, 

196
; ~lk during a few moments very consciously in a certain d_irec_tion ; simu_ltaneously 

an infinite number of living creatures in the universe are moving in an Infinite number 
of directions . 

September, 1969: Buren and Toron l are Invited to the Paris Blennale . Having obtained mator 
,pace , they cede It to a third palnter-R lstorL 

New Alchemy ; Elements , Systems , and Forces In Contemporary Art. Haacke , Ross, Takls , Va~ 
Saun. Art Gallery of Ontario , Toronto , September 27-0ctober 2.6. Organized by Dennis Young , 
dll cussed by him In Art and Art lst.s, February , 1970. 

FRARMRROREEROFIBSEA TERLR (Robert Morris, Rafael Ferrer) . C.A.A.M., University of 
Puerto Rico, Mayag Oez., Aprll, May, September , 1969. See account In Revlsta de ~rte , no. 3, 
December, 1969 (Crespo, Angel, "Los Eventos Morris en el campus de Mayag uez. ) . 

Morris 's section of the show consisted of sculp ture and a day (Septem~er 2) of 
unannounced events, among them: The transplanting of a gr~up of su~t~op,cal trees 
with a lifespan of exactly twenty-five years; placement of a circle of m1/ttary helmets 
around a large rock ; as an air hammer dented the rock, the helmets were removed one 
by one and the names of all the countrfes In Latin America were shouted ~ut ; a 
systematic rock-th rowing event; a dancelike action with gasoline in a tarp~ulm; the 
painting of brown palm- tree trunks brown: and a ne~r disastrous combination of 
random-formal movement by some forty people carrying huge torches and accom
panied by two dozen aerial bombs set off by Ferrer. Some of this work related to 
earlier performance pieces by Morris. 

N.E. Thing Company. Trans VI Connection NSCAD-NETCO. Nova Scotla College of Art and 
De■lgn, Halifax , 1970. " A word Is worth 111000th of a picture ·• (fain Baxter ). A Record of an 
Exhibition September-October 5, 1969: "The connection consi sted of an exchange of Inform• • 
tlon between the Nova Scotia College of Art and Design Ltd . and the N. E. Thing Co., via telex , 
telecopler and telephone . The N. E. Thing Co. Initiated propositions and the college com• 
munlly responded with some appropr iate activity . The transmissions from the exh ibition are 
arranged chronolog lcatty with evidence of response following each." 
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T N. E. Thing Co., Ltd . 197()..n Calendar. Separate part of lhe catalogue for the Canadian 
representation al the 10th Sio Paulo Blenal , September , 1969-January , 1970. Each two-mon111 
page Include s an ACT and an ART (see above , pp . 66-6 7). 

September 24-27 : Lawrence Welner , N. E. Thing Co., and Harry Savage go lo lnuv11, 
Northwest Territory , with in lhe Arctic Clrcle , to execute Weiner 's piece , An abridgement ot.., 
abutment to on near or about th• Arctic Circle, and other works , accompanied by BIii Kll'bJ 
(director of the Edmonton Art Gallery , Alberta , under whose auspices the trip Is being fflllde). 
Virgil Hammock , and Lucy Lippard . Account by the falter published as " Art Within the Arctic 
Circle ," Hudson Review, winter , 1969-70 . 

Rosenste in, Harr is. " The Bollinger Phenomenon ," Art News, September 1969. Includes 1111 
rope and wire pieces , 1969 dust and paint pieces . (Rep.) 

Smithson , Robert, " Incidents of Mirror Travel In the Yucatan ," Artforum, September , 19611. 

Lawrence Welner. Art and Project Bulle tin 10, September , 1969: 
A translation from one language to another . 

Burnham , Jack. " Real Time Systems ." .Artforum, September , 1969. 

Cf aura , Michel . " Extremlsme et rupt ure," Parts I and II. Les Lettre a Fran~• I••• • September 24 
and October 1, 1969. 

Kundry , Klk l. " Neuestern 's Ultimate Non-Acl " Art News, September , 1969. (A parody .) 

Lynton , Norbert. ' ' lmposs [bfe Art-ls II Possible? " New York Times, September 21, 19611. 

Bonlto•Ollva, Achllle . " America Antttorma ." Domus, September , 1969. 

Ros ing, Larry . "Barry Le Va and the Non-Descrlpt Description ." Art News, September , 1• 
Discusses pieces mede lrom sifted nour (1969), distributions of on-soaked paper toweflng lffld 

Bill Bollinge r. Graphite. Bykert CaJlery, ew York. 1969. \'Ito cconci. Followin g Piece . Activity, 23 days, varying dur ation . ew York City 
("Street Works TV," Archit ectural League of ew York), John Cibson Commissions, 
Inc. 1969. 

Choosing o person al random, in the street , any location, each day. Following him 
wherever he goes, ho we"er long or far he !ravels. (The activity ends when he enters a 
privole ploce-- his home, office, etc.) 

flour (1968), and gray cement powder spread In shapes on the snow (February , 1969, River 
Falla, Wls cons ln). 

StrHt Work• IV. New York, October 3-25 . Sponsored by the Architectural League . A.cconcl 
(Rep,), Arakawa, Burton , Costa , Kaltenbach , Levine, Lubelski , e. Mayer, Perreault , Stride r, H. 
Welner. 

Christo. Wrapped Coast: One MIiiion Square F-t. Minneapolis , Contemporary Art Lltho • 
graphs, 1969. Book of photograph ic document .atlon (by Shunk-Kender ) of Chrlsto 'a work on 
Ille South Australian Coast , October 28, 1969. A film was also made ol the event 

Burgin, Vlctor . " Situational Esthellcs ." Studio International , October , 1969. 
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1 
I KoIuth , JoHph . " Art Alter Phl10Iophy ." Studio International , October , November , Dec...._ 

1969. CorreIpondence and an,wer• by KoIuth In luue, of January , February , 1970. ' 

Bourgeo lI , Jean -Loul, ... Denni• Oppenheim : A PreHnce In the CountryI1de ." A"'°"-, 
October 11, 1969. 

Allan Ruppersberg . " Al 's cate " In Los Angeles . October ~November 13. 

Art by Telephone. MuHum of Contemporary Art, Chicago , November 1-December 14, 1-
Organized by Jan van der Marek. Catalogue 11 a 12" LP record of artists stating or perfOfllllilt 
the ir pieces . Album text by van der Marek. Exhibition ln1plred by Moholy -NIgy '1 ordering aat 
fabricated by telephone In 1922 to prove that " the Intellectual approach to the creation of 1 

Richard Long. October , 1969. 
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11f0fk of art Is In no way Inferior to the emoUonal approach ." Art ists : Armajanl , Arman , 
~chwag er, Baldessar l, Baxter , Bochner , Brecht, Burnham , Byars, Cumming, Dallegret, 
olbbetS, Giorno , Grosveno r, Haacke , Hamilton , Higgins , Huot, Jacquet , Klenholz, Kosuth , 
Lavt11e, LeWIH, Morris , Nauman , Oldenburg , Oppenheim , Serra , Smithson , Thompson , Uecker , 
Vanderbeek, Venet , Viner, Vostell , Wegman , WIiey. 

Konzeptlon/ Conc.ptlon . Slidtlsche Museum , Leverkusen , October - November , 1969. Or
ganized by Roll Wederer and Konrad Fischer . Text : Sol LeWl11, "Sentences on Conceptual 
Art''; bibliographies . Arnett . Balde11arl , Barry, Baxter , H. and 8. Becher , Bochner , Boettl , 
a,ooctth18fl , Brouwn , Buren , Burgin, Burgy , Butter , Catzolar l, Cotton , Darboven , Dlbbets , 
Fulton, GIibert and George , Graham , Huebler , Jackson , Kawara , Ko•uth , Lamel11 , LeWltt , 
McLean, Panone , Polke, Prlnl, Raetz, Ruppersberg , Rusche , Sandback , Sladden , Smithson , 
Ulrich•, Venal , Welner , 211. Some of the work, shown : 

Emilio Prlnl, Magnet (1968-69): 
Free movements and variation of relations between unfixed bodies now. Free 

sounds and sound variations between unfixed bod ies now. Groups of unfixed tele
palhic impulses now. (Documentation / film Dossier/ recorded tape / B1olog1cal Dura
uon.) 
M•gnet (2): 

Cancel references on map. Cancel references in the universe. Cancel references to 
the universe Be seen around . 

Texts of GIibert and George 's catalogue piece at Leverkusen (each accompanied by a 
pttotogrsph of one of the sculptors) : 

We would honestly like to say how happy we are to be sculptors : It is our intention 
to bring to everyone a realizatio n of the beauty and necessity of our sculpture ; It 1s 
important for new sculpto rs to come to 1erms with the modern lim itations of 
sculpture, apparent only throug h the feeling of the eye: With the tears streaming 
down our laces we appeal to you to rejoice in the life of the world of art . 

October 11- 18, 1969: Keith Arnett ' • S.lf-Burlal , executed earl ier In the year 111 Tlnter11, 
England, 11 transmitted on German television under the au1plces of Gerry Schum. The piece 
conIl1ts of nine photographa show ing Arnett progre11lvely descend ing Into the earth . Each 
one was shown twice each day for two second, , cut Into the dally televis ion programming , 
with 110 Introduction or commentary . 

Glusberg, Jorge . "Argentina : Art and Dluolutlon ." Art and Artl•ta , October, 1969. (On Rourlo 
,oup In Tucuman.) 

luren , Danie/. MIH en G•rde (Warning, Vor•oflll/cher Hlntlfel•J, A379089, Antwerp , Novem• 
bar, 1969. Buren '• entry for the Leverkusen catalogue published as a trlllngual booklel 

PlaM und Projekte al• Kun•VPlan• and P~t• a• Art Kunsthalle , Bem , November 
I-December 7, 1969. Catalogue In a newspaper format ; text by P. F. Althaus • 

A Report-Two Ocean Project• . Museum of Modern Art, November 1-30 , 1969. Documents of 
WOtks made by Oppe11helm and Hutchl111on In the waters off Tobago In Augusl One of 
Hutchln1on'1 pieces WH Arc, plastic bags at Intervals on a SO-foot rope ; the bag, contained 
coral rocks and decomposing calabHhH . The weight of the rocks counterbalanced the 
bouyant 911 released from the decompos ing fruits , maintaining the work 's arc shape . 
Reviewed by Will lam Johnson , Art New•, November, 1969·, Anthony Robbin Am November 
1119. ' ' ' 

119 



T 
Group•. School ol Visual Arts Gallery , New York, November 3- 20. Organized by Luc, Ill. 
Lippard. Among the arti sts : Barry , Borofsky , Glanakos, Huebter (Rep.), A. Katz, MIiier , M.,,_ 
N. E. Thing Co., Piper, Puente , Robbins, T1tngen, Welner , Zapkus . ' 

A project was sent out to about thirty artists In October, 1969, requesting that the, 
follo w a series of instructions from which would emerge a verbal-visual experiment #I 
repetitive photographs of a group of people and written descriptions of the Photoa. 
From the twenty-two responses received, the exhibition . Groups , was formed. I ch011 
the part icipants almost at random, except that I wanted their own work to S/Jln 1 
broad range of media and styles. I realized, after the fact, that the project Itself ._ 
unnecessarf/y complicated and could have been practically anything (as subsequen, 
experiments in placing artists In "situations " have Indicated). I had insisted on grou111 
of people because of personal preoccupat ions that turned out to be far mo,. 
psycholog ical than those of the responding art ists. I was Interested in the gaps Ind 
overlappings occurring when very differently orien ted art ists executed the same 
neutral project. The results were far more provocat ive than any concl usions that 
could have been drawn from them. The photographs and texts in this show were. In 
most cases. not considered "Art " by me or by the artists concerned. It was an 
··exhlbftion " only because that context presented itself as a vehicle for the ex,,.,,_ 
ment. Sections of the show were published In Studio International (inaccurately Ind 
often illegibly) In March, 1970, with a text by me of which the above Is a synopsis, 

T11chnlcal Data. Advanced Ceramics Class, Nova Scotia College of Art and Design, Halla. 
November, 1969. Samples ol the Plelstocane nuvlal or mar ine clay from the west side of ... 
Shubenacadle River at Elmsdale , Nova Scotia , and a techn ical data sheet sent to nlneteea 
potters Internationally ; their responses compr ise the booklet . 

D ougla Hueb ler. D urntion PieN #14. 
Mnss. May I, 1970. 

About 6 p.m. for Sctvc,n corue<'u lhe da» IOiillls 
1969). a group or people assemb led lo have • ..... 
11111pl, made • the y assumed nrnl) the same.,_ 
pmition. The )' " ·ore , each cvttning. the- ._ 
acccuorie-ven holdin1 s-imO■r drinlu In Illa• 
appu,.nce that th e phot og111pM had .,_,, .... 
so«c,ulon dorin & one sluing . 

A dp wu Ruhed to the group l,c,fore Heh 
taken , ucb pon on wu lru tructed to thlnk ol 
than one of Ibo lwo words pr in led on the tip INI la 
allow thlll thought be: espres.sed nn hl1, or t,.,. 
photo~ph wu made c111clly S ncondi .r,., di. 
R,uhed. 

The photogn,ph~ are preu, nted, numbaed, la 1M 
the y wc,re madr . Th e "onb an, lbted bd- la• 
orde.-, as the ) "'ere llctuall ) s hown to 1hr .,... ., 
other tlum thr ar1l,1 and their order waJ not ...... 

NOT HIN G 
\-.Y T HI NC 

F'REE CHOICE 

PEACE 
WAR 

CREWING 

EAT ING 

MO N'STER 

c,_,,en pholognph J and this sla lcmenl comtlllill 
th is piece. 

WIiioughby. "An Interv iew with Joseph Beuys." Arfforum, November, 1969: 
Shw!': Has your teaching at the Dusseldorf Art Academy for the last eight years been 

important funct ion for you? 
snJB: It's my most important function . To be a teacher Is my greatest work of art . The 

st ,s the waste product , a demonstration . If you want to expla in yourself you must 
'~esant something tang ible. But after a white this has only the function of a h!s~oric 
~ cument. Objects aren't very Important for me any more . I want to get to the origin of 
m~tter, to the thought behind it. Thought , speech, communicat ion-and ~ot only in 
the socialist sense of the word-are all expressions of the free human being . 

ws: Would you say, then, that your goal is to make man freer and stimulate him to 
ttiink more freely ? 

JB: Yes, I am aware that my art cannot be understood primarily by think ing. My art 
touches people who are in tune with my mode of think ing. But it is clear that people 
cannot understand my art by Intellectual process alone, because no art can be 
experienced In this way. I say to exper ience, because th is is not equivalent to th inking : 
it's a great deal more complex: It involves being moved subconsciously . Either they 
say. "yes. I'm interested ," or they react angrily and destroy my work and curse it. In 
any event I feel I am successful, because people have been affected by my art . I touch 
people and this 1s important. In our times, th inking has become so positivist that 
people only appreciate what can be controlled by reason, what can be used, what 
furthers your career. The need for questions that go beyond that has pretty much died 
out of our culture . Because most people th ink in materiallstlc terms, they cannot 
understand my work , This Is why I feel It's necessary to present someth ing more than 
mere objects . By doing that , people may begin to understand man is not only a 
rational being .... 

WS: How does art involve life? 
JB: Art alone makes life possible-th is is how radically I should like to formulate it, I 

would say that without an man is Inconceivable In physiolog ical terms. There Is a 
certain materialist doctr ine wh ich claims that we can dispense with mind and with art 
because man is Just a more or less highly developed mechanism governed by 
chemical processes. I would say man does not consist only of chemical processes, 
but also of metaphysical occurrences . The provocateur of the chemical processes 1s 
located outside the world . Man is only truly alive when he realizes he Is a creative , 
artistic being. I demand an art istic Involvement in all realms of life . At the moment , art 
is taught as a special field which demands the production of document s In the form of 
art works. Whereas I advocate anesthetic Involvement from science, from econom ics, 
from politics , from religion-every sphere of human activity . Even the act of peeling a 
potato can be a work of art If it is a conscious art. 

WS: What do you th ink about your present situat ion with in the context of an ? 
JB: I think the crux of the matter is that my work is permeated with thoughts that do 

not originate in the official development of art but in scientific concepts . You know , to 
begin with l wanted to be a scientist. But I found tha t the theore tical structure of the 
natural sciences was too pos itiv ist for me, so I tried to do something new for both 
science and art . I wanted to widen both areas. So as a sculptor l tr ied to broaden the 
concept of art . The logic of my art depends on the fact that I have had one Idea wh ich I 
have obstinately worked with . Actually , it 's a problem of percept ion. 

WS: Perception? 
JB: (Atter a long hesitation .) In the simplest terms, I am trying to reaffirm the 
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concept of art and creativity in the face of Marxist do ctrine The Socialist move 
in Europe which are now strong ly suppor1ed by the young constantly provo ke 
question . They define man exclusively as a social being . I wasn 't surpris ed by 
development , which led to the con fused polit ical condi tions not only in Germany 
also in Amer ica. Man really Is not free in many respects . He Is dependent on his 
ci rcumstances , but he Is free in his thinking, and here is the point of origin 
sculpture . For me the lormat ion of the thought is already sculptu re. The thought 
sculpture . Of course , language is sculpture . I move my larynx , I move my mouth 
the soun d is an elementary form of sculpture . We ask: " Whal Is sculpture?" And r 
" Sculpture ." The fact that sculpt ure is a very complex creation has been neglected,; 
What interests me Is the fact that sculpture supplies a definition of man. 

WS: Isn't th is rather abstract? 
JB : My theory depends on the fact that every human being Is an artist. I have 

encounter him when he Is free, when he is thinking . Of course , thinking is an abst 
way of pulling i t. But these concepts-thinking , feel ing , wanting-are conc erned• 
sculpture. Thought is represented by form . Feeling by motion or rhythm. WIii 
chaotic force . This explains the underlying principle of my '' Fettecke" [corners off 
Fat in liquid form distributes Itself chaotically in an undifferentiated fashio n until I 
collec ts In a differentiated form in a corner . Then it goes from the chao tic princil)leta 
the form principle , from will to th inking . These are parallel concep ts which ca,. 
respond to the emotions , to what could be called soul. 

Carlo Cremasch l/ G/ullano dell• Casa. Gelger Sper /mentale , no. 14, Turin , November, 1-
" Thls booklet Is the documentation and assemblage ol an exper iment concluded In Mo-. 
between 1967 and the early months ot 1969 In a non-ex istent cultural climate ; moat of ..... 
works were never exhibited and were born prec isely as a means to be shown without Ill 
medium of a gallery .'' Primarily outdoor pieces. 

Hans Haacke. Chickens Hatching. Forsgnte Fnrm, New Jer ey. April 14, 1969. 

I 

Jan Oibbet . Corrected Perspec tive on studi o wnll , Am ste rclttm . 1969. 

Gino de Oomfnlcis. L'Attlco , Rome, November , 1969. Text by the ar1lst 

J•n Olbbets. Art and Pro/eel Bullet in 15, November 26--December 16, 1969: "Send the right 
page of this bulletln by return ing post to Art and ProJect ; each returned bulleUn wil l be marked 
on the world map by a straight line from your home to Amsterdam .'' Results of this piece 
published In Studio lnternatlonat , July- August, 1970. 

H•n• Haacke. Howard Wise Gallery , New York, November 1-29 , 1969: 
The work ing premise is to think in terms of systems ; the production of systems, the 

interference with and the exposure of existing systems . Such an approach ls con
cerned with the operational structure of organizations , in which transfer ol lnforma
hon energy and/ or mater ial occurs . Systems can be physical , biolog ical or social. 
They can be man-made, naturally existing or a combination of any of the above . In all 
cases verifiable processes are referred to (H.H.) (Rep.) 

On Karawa. One month from a series ol dally postcards of New York scenes sent to LR .L tor 
four months (and at different times to other fr iends), stating the date , the time the art ist got up 
that day, his name and address , and L.R.L 's addreu , all In rubber--stamped letters (Rep.): 
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Nov -1 1969 I got up at 4.28 P.M. 
Nov -2 1969 l got up at 3.13 P.M. 
Nov -3 1969 l got up at 1.15 P.M. 
Nov . 4 1969 I got up at 1.54 P.M. 
Nov . 5 1969 I got up at 12.17 P.M. 
Nov -6 1969 I got up at 1.44 P.M. 
Nov. 7 1969 1 got up at 2.35 P.M. 
Nov -8 1969 l got up at 6.25 P.M. 
Nov . 9 1969 1 got up at 12.45 P.M. 
Nov 10 1969 1 got up at 1.22 P.M. 
Nov 11 1969 I got up at 2.18 P.M. 
Nov 12 1969 I got up at 12.10 P.M. 
Nov 13 1969 l got up at 2.51 P.M. 
Nov 14 1969 I got up at 2.17 P.M. 
Nov 15 1969 I got up at 12.53 P.M. 
Nov 16 1969 I got up at 4.51 P.M. 
Nov 17 1969 l got up at 1.21 P.M. 
Nov 18 1969 I got up at 2.52 P.M. 
Nov 19 1969 I got up at 11.21 A.M. 
Nov 20 1969 I got up at 8.10 A.M. 
Nov21 1969 I got up at 1.15 P.M. 
Nov22 1969 I got up at 2.54 P.M. 
Nov 23 1969 l got up at 2.59 P.M. 
Nov24 1969 I got up at 3.59 P.M. 
Nov25 1969 l got up at 3.54 P.M. 
Nov 26 1969 I got up at 3.52 P.M. 
Nov 27 1969 1 got up at 6.28 P.M. 
Nov 28 1969 I got up at 11.08 P.M. 
Nov 29 1969 I got up at 6.40 P.M. 
Nov30 1960 
Nov 31 1969 (no card arrivedl 

JoHph Kosuth . Art and Project Bulletin 14, November 22-30, 1969. " Art H Ide■ H Idea ." LJalll 
(ThHauru• category) . 

Perreault , John . " Systems ." VIiiage Vole•, November 20, 1969. 

November . 1969, New York: Seth Slegelaub Interviewed by Ursula Meyer for he, s,,011111111 

book on antl-an (exc~rpts):l t t I three ways: (1) Artists knowing what other artilll 
SS: Communication re a es o ~r . what artists are doing. (3) The wolld 

:~eo!~ i~~~!l :~ l:t:r~r~~~ l~~-n~~r~;;~~ !~ t cy; ic~j ~~~~:n~ ~~:::O\t::~::.:. .. 
artists. No one gels turned on by ab~ at~ art1;:is f~ where l dome in. The point II 

artist's work is necessarily su 1ec ,ve. • cem 
?,~bJectify" the work of the artist. And that ls a question of numbers Its my con 

make it known to multitudes . 
UM: Which means are most suitable? . n be communl 
ss · Books and catalogues. The art that I am interested In ca . ted with art 

with books and catalogues. Obviously most people become acquain 
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I GOT UP AT 
12.17 P.M. 

K ' \'IARA 

: 
i: 

! LUCY R. LIPPARD 
i 138 PRINCE ST. 
i NEW YORK N.Y. 
!10012 

13TH STREET ◄ 
K, N. Y. 10003 ; 

On Knwora. Po Icard from " I got up" serie . 1969. 

mustratlons, slides, films. Rather than having the direct confrontation with the art 
Itself, there ls a secondhand experience, which does not do justice to the work-since 
,t depends upon Its physical presence, In terms of color , scale, material and 
context-all of which is bastardized and distorted . But when art does not any longer 
depend upon Its physical presence. when it has become an abstraction . It Is not 
distorted and altered by its representation in books and catalogues. It becomes 
primary information , while the reproduction of conventional art In books or cata
logues is necessarily secondary Information . For example, a photograph of a painting 
1s different from a painting , but a photograph of a photograph is just a photograph , or 
the setting of a line of type ls just a line of type . When information is pr imary, the 
catalogue can become the exhibition and a catalogue auxil iary to it, whereas in the 
January, 1969, show the catalogue was primary and the physical exhibition was 
auxlllary to It. You know, It's turning the whole thing around. 

UM: Have you arranged any exhibitions where catalogues were dealt with In a more 
conventional sense? 

SS: Yes. I have. For the Summer Show, the show called "July. August, September, 
1969," eleven art ists each made one work of art at eleven different locations 
throughout the world . The catalogue ls more like a traditional museum's exhib ition 
catalogue In the sense that It documents the works as a standard guide to the 
exh1b1tion. the only difference being that instead of walking into. say, the Whitney 
Annual, where the catalogue makes reference to all the displayed work , here you have 
the whole world and not 1ust a building for housing an exhibition. That is part of the 
1'91SOn why the catalogue ls in three languages. 

UM: Was all the work displayed at the same time? 
SS· Yes, within the three-month period. In some cases, works were instantaneous, 

Ind In other cases they were only available to be seen part of the time. And then there 
were works which could be seen forever. They are still there. 
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UM: Tell me about your books . 
SS: Books are a neutral source . In th is sense, film is not qu ite neutral. It Is an lrt 

medium in its own right. Books are " conta iners" of Information . They are unr8SJ>on_ 
sive to the environment-a good way of getti ng Information Into the world . My b00q 
are printed in three languages to further global commun ication , rather than limited 
and limit ing local distr ibution . 

UM: Will this art in your books be similar to the art shown previously ? 
SS: I don 't know. I cannot possibly answer that. 
UM: What do you think about Anti-art ? 
SS: Much of the Anti-art atti tude In terms of antl-i!stablishment ls sheer oliche. An 

anti-establishment attitude of the vanguard Is self-ev ident. Yet any form of art Which 
becomes established becomes establishment. We all know that. It's a question af 
power . I may choose to deal with power in terms more interesting to me than th«
existing at present m the art world. For me, powe r Is the ability to get things done-to, 
example, by means of swift global commun ication . Lag in information Is unfortun-. 
An art has its time and should be seen in its lime. My idea of power has to do wttll 
reaching a lo t of people quick ly, not Just a ci rcumspect small art audie nce ... 
Fortuna tely, the time is gett ing shorter between when an artist does someth ing and 
when the community becomes aware of it. Whereas ii took years to get a work to 
Europe or California . now it takes a telephone cal l. These are signi ficant differencea. 
The idea of sw ift communica tion implies that no one has anyth ing . 

UM: How do you mean that? 
SS: Physically . There Is noth ing a person could covet and hold on to. 
UM: No object? 
SS: Well , " object' ' you would say when you talk abou t any art thing . But when you 

become aware of something , it immediately becomes part of you . It's not something 
you have to wai t to see until it comes to you. The Idea of getting Info rmation to people 
quickly is a much different idea from getting a painting quickly-to say nothing about 
the logistics or sending a painting as opposed to sending a Barry or a Weiner. Mr 
interest In art transcends the present establishment 's limited art-co llector scope at 
communications .... For me. power Is not recorded in dollars and cents . This Is very 
important. It does not have to do with things I control but has to do with things I am In 
a posit ion to make happen. 

Alloway , Lawrence . " Arakawa :· Arts , November , 1969. Repr inted In Yvon Lambert cataloflla. 
Paris, 1970, with sta tement by the artlsl 

Joaef Beuys : Werke eua der Sammlung Karl Stroher. Kunstmuseum , Basel , Nove...., 
&-January 4, 1970. Statements and Interview with the artist 

Christo pher Cook. " Actua ls." Shown al the Univers ity of New Hampsh ire, November 7• 
along with a " minimal replica " of the room where Czar Nicholas and his family ... 
assassinated . (Cook 's contribu tion to the 1970 Informat ion Show at MOMA was the 
times of several assassinations.): 

In general , I have been interested in objects or fragments (" actuals " ) supported 
with words (labels) to produce a min i-event. The fragment (actual) Intensifies 
experience wh ich the words (label) recoun t. I.e., actual bullet from-e tc., etc. TIie: 
object- reinforced statement (mini-event) acts as a catalyst to refocus the vie 
mind on a majo r event. 
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erpt from An Actual Autobiography of Christopher Cook (1965) : 
EJ~9ss: Actual pieces of bad checks and bird-seed . 

1956: Actual pieces of thread worn by A.H .. who departed from Hungary at 2 a.m., 

NOV. 22nd. 
1957 Actual piece of wood from a crate used to ship a painting wh ich was 
bsequently destroyed . 

su19ss: Actual pieces of toys given to the children 's ward . St. Elizabeth Hospital , 
Urbana, Illinois. 

1959: Actual piece of a broken-do wn farmhouse and hard times. 

1960: Actual piece of the last painting by Franklin Jesperson . 

Japp& , Georg. "Revision In Sachen Konzept-Kunsl" FAZ, November, 1969 . 

Michelson, Annette. Robert Morris. Corcoran Gallery of Art and Detroit Institute of Art, 
November 24- 0ecember 29, 1969, and January &-February 8, 1970. Bibliography and bi
ography. 

November 2, 1969 , WBAl•FM, New York, "Art Without Space." A symposium moderated by 
Seth Slegelaub with Lawren ce Welner , Robert Barry , Doug las Huebler , and Joseph Kosuth ; 
program lnlllated by Jeanne Siegel , Art Programs Director of WBA.I. Excerpts follow : 

ss: What we will hopefully be concerning ourselves with is the nature of the art 
whose primary existence in the world does not relate to space, not to its exhibit ion in 
space. not to its imposing things on the walls . These men are not pr imarily concerned 
with the nature of making objec ts, perhaps , nor are they involved wi th the natu re of 
performing with things .... Larry? 

LW. I disagree wholehearte dly that the re could ever be an art w ithout space per se. 
It's just another catchall. Anyth ing that exists has a certain space around ii : even an 
idea exists within a certa in space. 

OH: I would agree altogether . Whatever you do involves space. I think the essential 
thing is that we are not concerned (/ am not concerned ; I should speak tor myself) 
with the specifi c space where in the so-called art image exists. There doesn 't have to 
be a museum. gallery , or anything for what I do. because the environment does not 
affect what I do and It is not affected by what I have done . 

RB· I honestly think there isn't an anis l here whose work In some way doesn't have 
to do with some kind of spatial exper iences. For instance, if an art Is Involved in 
ob1ec1s-sa y there Is a tangible three-dimensiona l ob1ect . then 11 Is impl ied that there 
Is space around It, or that it Is In space. In fact , space is really defined by the objects 
that are In II. The object determ ines the nature of the space that it is In. and you can't 
really think about absolu te space or space without objec ts. If we are not in close 
proxImIty to the obJect, that doesn 't mean that we can·t project ourselves . Say 
Lawrence does something in the Arct ic Circle ; there is obviously a space between me 
and the Arcti c Circle and that space is very important. Maybe we are 1ust dealing with 
a space that is different from the space that one experiences when confronting a 
traditional object. 

JK: The point is. of course , that we are talk ing about space In the context of art. In 
other words, an artist using space as conceptua lly relevant to whateve r his art istic 
proposition Is. I wou ld separate myself from what has been said already because 
space really has absolute ly nothing to do with my work (unless I do a work that is 
about space and then , of course , there are subsequent questions about that). When 
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Oou glos Hu cbler. Locntion Piece # 1. 1 cw York-Lo s Ange les. February, 1969. 
Jn Februaf') , 1969, the a irspace over eac h of the thirtceu s lates be twee n ' ew Yedi 

nnd Lo. ngclc. was docume nted by a phot ograp h mode a the cnmero was pointell 
more or le li lroight out th e nirplnn e wiJ1dow (with no "i nteresting " view intended). 

The photogrJphs join toge ther the East ond West coasts of the n ited States as ea 
serves lo " murk" one of th e thirteen totes 0own ove r during thot particular Right. 

The photograph~ are no t , howeve r. " keyed" to the stole over which the) were made, 
but onl)• exi I os documen t that j oin with an American Airl ine System Map and Ilda 
tnlement to const itute the fom1 of this pi ece . 

you are talking about something as rarefied as art is, you begin to realize that words 
like space have very functional meanings , and when we bring up space in the context 
of art, considering twentieth-century sculpture and other kinds of Interest In space 
(and the word space, of course , in the fifties was very much part or the terminology of 
art), I think the subject Is loaded . It has to do with physical objects and the place for 
them. I don 't find those the issues. It's just not relevant to lhe work I'm doing . 

RB: I use the word space in two speci fic senses; one, as an interest or subjeet 
matter of the work and, two , which Is how I meant it. the space as a condi t ion for the 
awareness of the work, In other words , a space In which you become aware or the 
work . For instance, Doug Huebler says he Is involved with space. He has tried to 
document It, distances , time space, thmgs of this nature, but by space I refer to the 
lack of space. 
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LW· 1 don' t understand how you can th ink that something that Is a fact of life Is not 
ermane To use Joseph '_s term-ra~efied atmo~phere _of art. etc .-you may be able 

g t 10 concern yourself with the spatial problem in makmg art. You may not consider :See an art material . but the fact that you are occupying a certain amount of space in 
pure physical sense means that you are dealing with space whether you want to or 

8 ot Like you can say, I am not terribly Interested in oxygen , but you are breathing it. 
n JK Bui we are talking in the context of art. You conjecture that everything Is 
elevant to art. I don 't agree with that. II is very clear that in the nature of art , beginning 

:,th the twentieth -century , there was a shift in the visual experience from morpho
logical to conceptual . Once you start realizing the implications of that , then you begin 

10 realize that art doesn 't have any subject matter ; it has only what the artist uses in 

11 ss: Gentlemen, do you have any feelings about how your work relates to the 
cornmunity at large , to the other art that is being made? 

RB: Part of the nature of art 1s that it is out there in the community, part of what it is 
in other people 's minds , so that it has to be out there .... My own art actually exists in 
the minds of other people as part of its very nature. Once I present my art , I don 't have 
much control over what other people think of it, but certainly that's part or reality . 

JK· I think that obviously the way art lives is through Influenc ing other artists , but 
not by the physical residue that exists in museums . Some places exhibit the palettes 
with the paintings , with an equal amount of pride , because they are both just residues 
of an artist's activities .... One could make a case for artists Just existing conceptual
ly. 

OH: I tend to agree and disagree with what Bob said about not being able to affect 
what happens to the work once II goes out . Some very bad interpretations are made, 
and you can't help that , but al the same time when the work gets out there again and 
again. if it is in any way unfamiliar or has any kind of strength , or resonance , It begins 
10 condition that community , wh ich is kind of what I th ink Joseph is saying . It Is an 
additive process ..•. The thing that does tie us together in some way is that we are 
making art that doesn 't have an object as the residue. What we call art ,s nol visual , so 
II can exist in a number of contexts , for some of us at least. 

RB Yes. We all make objects that don 't have any space around them except the 
personal experience of space, wh ich Is more subjective than our exper ience of color 
which registers directly on our eyes. We have to learn about depth and space, make 
judgments about It. Music is a very spatial experience . I think we can experience 
space In a less physical way and that's the kind of space I'm talk ing about. 

LW· You bring up a very strange problem here. You br ing In the subjective . Space 
for me would be almost an energy , since It doesn 't matter to me whether my works are 
built or not built , or whether I build them or somebody else builds them. II ls all exactly 
the same work , once It is presented or communicated . I believe the work Itself 
produces a certain amount or energy , which in turn displaces a certain amount of 
space. . . The only thing is. they don 't have any way yet of determin ing this objective 
space, walking over It and chalking It out and saying this is the space that Weiner's 
idea In 1968 took up. 

RB: I think space would be more frightening i f it were found to be very objective . 
Maybe there 1s too much objective art around . People try to get away from their art, 
depersonalize It. dehumanize II, have someone else make it, or they try to take away 
any kind of humanistic elements . In my own work I don ' t. I try to put myself mlo it, or I 
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try to realize the fact that art Is something that is made by human beings, and 
present It, I present It to other human beings, and that Is really what It Is about. 

LW: As I see it , it's an imposi tion to Impose my personal life on the art 
attempts to present something to people that Is not Just about me. It Is all 
mater ials, and It Is about the world they live in, perhaps , but it is not about them 
their own personal , everyday lives, which is what I try to take out of my art. 

SS: I would like to ask each of you what exactly you cons ider your work to be~ 
the sub1ect matter of your art . 

LW: I really bel ieve the subject matter of my art is-art . 
SS: What separates your art from Douglas Huebler's ? 
LW: The fact that I made It and he didn 't. 
DH: I think everything is available as subject matter and I really mean everything.I 

concern myself with time, space , and things that are going on In the world, 11111 
everyth ing. Not in the sense of try ing to restate or interpret or express anything, butllt 
take something out of the world just long enough and use just enough of that to throw 
something out , bring something back . that I can call an Image. The way Whal la 
brought back is presented is Just the package. The act of perceiv ing is what concen. 
me rather than what ls perceived, because It Is more interesting to find out what It, 
we do when we do perce ive. 

RB: I have always cons idered the viewer . Art is about man himself .... It is 
myself , about the world around me. And it is also about things that I don 't know • ._; 
using the unknown . 

JK: I don 't think art Is about man any more than It ls about the fact that it Is made~ 
man. There are other Issues. My own art , my own attempt is to deal w ith abstraction 
a way which is real for me and not a metaphoric kind of abstraction or one that 
morphologically out of traditional art , but an abstraction in what abstraction 
means. 

SS: Much of the work you men are Involved In concerns Itself with the UII 
language , wh ich is a radical cond ition of the ar1. I'd like to know how you think 
it and part icularly In reference to how it differs from poetry or literature . 

LW: This is a major problem with me because sharing my work could be do111 
publish ing a book , just the statements per se of the work . It would be just as good• 
the work were built. As for poetry , poetry is Inherently involve d In the medium 
language as well as the content. I may utlll ze the medium In an attempt to get 
only the content . in the most concise package I'm capable of at that moment. lnhe 
beauty or exci ting ramifications of the language don 't terribly interes t me, but I 
see how you can differentiate poetry from art withou1 the proper information . First 
might see It as a poem, but with the correct Information , you would accept it a It 
intended . Perhaps the art I make and the art the rest of the gentlemen sitting 
make differs from prev ious art in that it relies upon Information . whereas prev 
the art was Just presented . Nobody even knew terribly much about the art, how 
cope with It. 

DH: The language as information Is absolutely necessary. Getting back to the 
th ing. The person who sits and looks at a TV set in any room and watches the man 
the spacecratt. or stepping on the moon , makes a literal spatial jump that 
beyond any perceptual frame he cou ld possibly have. Then there is the Info 
that tells him that that picture Is not contained in that frame ; that picture is 
240,000 miles away, or however far the moon is, and it absolutely demands langu 
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don't think any of us Jumping over into language are interested in pure information , or 
pure poetry, but it would be a kind of McLuhan world whe re we do transcend the 
space that we can ordinarily perceive . 

RB: In my work the language itself isn't the art . It doesn't even descr ibe or detail the 
art much. I use language as a sign to indicate that there Is art , the direction in wh ich 
the art is, and to prepare someone for the art ... to communicate you r ideas through 
language. 

JK: Yes. when you deal with language you deal with It conceptually , and when you 
deal with th ings conceptually , you deal with them in a most general way. My recourse 
IS a way of making i t clear that I'm using language to go beyond language . One begins 
to realize that if one uses language , as a medium it becomes invisible, so that you 
don't focus on any specifics, which implies a sort of stance, a kind of philosophy . 
Composition and taste are speci fic but language is very neuter because it is used In so 
many ways. 

DH: If I might pose this : the idea of words as a convention and by extens ion the 
popular use of them as a more general condition , doesn 't that parallel the use of the 
picture frame for sixty thousand years In which the rectangular painting became a 
convention? Isn't It subject to the same changes and pressures ? What are you 
laughing about , Welner? 

LW: Well. the ease with which you throw that out on the table belies what you are 
saying, because the picture-frame convention was a very real th ing. The painting 
stopped at that edge. When you are dealing with language , there is no edge that the 

131 



r 
I picture drops over or drops off. You are dealing with something com pletely 1nttn111, 

Language , because it is the most nonobjective thing we have ever developed in 1111a, 
world , never stops . 

JK: Your analogy works better for poetry , in the sense that poetry has as much toe1o 
with words as material. I think that's why most of the concrete poets are now sta~ 
to do theater and gett ing out of concrete poetry (Acconci , Perreault , Hannah Wei.,. 
etc.). They realize the sort of decadence that follows from that sort of mater1a1-: 
They are trying to say things about the world that are illog ical in terms of languaoa. 

SS : One becomes very much aware of the speed with which this art travels, of the 
way it is rapidly transferred from continent to continent or city to city, by virtue of Ill 
portability , more qu ickly than othe r art. 

RB: I haven't found that people unders tand 11 any faster even though it is ableto91t 
around a lot. 

LW: I don't have that trouble because I'm work ing with in the realm of com1>111a 
generalities . There can be no misreadings . If somebody chooses . when they recetvea 
piece, to build It themselves, they can't do it wrong . They can do It In a way that might 
displease me personally but not esthetically. They can't do It wrong . 

JK: Conceptually . 
LW: Not conceptually . They just can't do it wrong . You like the word conceptual, 

For you, it 's fine . It fits you. I don't really see It fitting me. I don' t think there la 1 
preconceived concept because the mater ial is so errat ic . 

JK: If you make a statement, say your work Is so much paint poured ; If you fotic,., 

Jnn Dibb ets. Shadow Piece. Install ation : Haus Lange , Krcfold . 1969. 

I concept, you can 't do anyth ing wrong because you are follow ing that conce pt. 
ttlll 

riQ~:: Well, the co ncept Is not necessarily a conceptual situation . 
JI(: I mean the conceptual has to do with the fact tha t you can deal with what I'm 
•ng and that those words have meanings ; those words are the conception . I wasn't 

sa:~ing any rarefied art-context use of the word conce ptual. I was just using the 
:ord 's standard meaning . You use language , so concep tual is appli cable, whether 
you like II or not, baby. 

s,,ac-•· Museum ol Modern Art, December 30-March 1, 1970. Text by Jennifer Ucht and 
,iatemenl s by some ol the artists: Asher , Bell , Flavin , Morris, Pulsa, Wa lther . 

Artin Process IV. Finch College Museum ol Art, December 11~anuary 26, 1970. Statements 
bY the artlsts : Andre , Benglls , Bochner , Bollinger , Ferrer, Flanagan , Hesse, Mon ls, Nauman, 
IIYffllln, Van Buren , Welner. 

,t,oto Show. Student Union Building (SUB) Gallery , University ol British Columbia , Vancouver , 
oecember. Organized by lllyas Pagonis and Christos Dlkeakos . Barthelme , Burgy , Dlkeakoa , 
Graham, Haacke. Huebler , Klnmont , Kirby , Nauman, N. E. Thing Co., Pagonis, Ruscha, 
smlthson, Wall, Wallace , etc. Reviewed by Charlotte Townsend , Artacanada , June , 1970. 

R*" Barry. Art and Pro/eel Bulletin 17, December 17-31, 1969: " During the exhibition the 
gallery wlll be closed ." This piece also executed at the Eugenia euuer Gallery , Los Angeles , 
111afCJ11-2 1. 1970. 

Jan Olbbets : Audfo -Vfauelle Dokumentatlonen . Museum Haus Lange, Kreleld , Germany, 
December 14-January 25, 1970. Introduction by Paul Wember. Includes maps, photos , docu
Nntatlon , and a phonograph record (" the sound of driving a car on a straight road with a 
constant speed ol 100 km. an hour" ). 

Jan Dlbbela. 24 mlnut .. : TV as a Fireplace . " For 24 minutes Jan D[bbets transformed the TV 
,et Into an electronlc fireplace . For this time pure fire was transmitted , no Introduction , no 
commentary. TV as a Fireplace . Transm itted December 24--31, 1969. Video Gallery Gerry 
lcturm.'' 

"'The Art of Michael Helzer." Artforum , December , 1969. Photodocumentatlon . 

lluller, Gregoire. " Michael Helzer." Arts, December , 1969-January , 1970. Also Perreault , 
John, ·•Critique : Street Works ." 

....._ , Barbara. " Sol leWltt Drawings , 1968-1969." Studio International , December , 1969. 

"On Exhibitions and the World at large , Seth Slegelaub In conversation with Charles 
Harrison, September , 1969.'' Studio International , December , 1969. 

'5 Locations 1969170 Joseph Kosuth Art as Idea as Idea. The show took place all over the 
IIOf1d by means of publi cation of selected categor ies from the Thesaurus In advertising boxes 
ill local newspapers and magazines . Poster. 

Walther, Franz Erhard . Tagebuch Museum of Modem Art, New Yorlr, December 28, 
fNf...March 1, 1970. Cologne , Heiner Friedrich , 1970: A diary -report of observations , reactions , 
lllec:t lons, written dur ing or alter Walther 's partic ipation In the MOMA Spaces show with hit 
lllslrument objects . 
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BOOKS 

Ader, Bas Jen. Fall. Claremont, Calif., 1970. Photo documents of two falls, one In Los A"""'
one In Amsterdam. 

Barry, Robert. Untitled book (" It has •. • " " It Is ... " ; for a later veralon of this contlnualr 
refined piece , see p. 250). Sperone, Turin, 1970. 

Becher , HIiia and Bernhard. Anonym• Skulpturen : Elna Typo/ogle technl• chen a..., 
Dilsseldorf , Art-Press Verlag, 1970. A book of photographs of lime kll ns, cooling towers. 1111a 
furnaces , winding-towe rs, water towers, gas holders , sll os. Photos exhibited at the KCIIWIII 
Fischer Gallery , December , 1970. (Rep.) 

Burchman , Jenold . Reductlon.t Removal• . Los Angeles , 1970. Photos, some "f ound." 

Buren , Daniel. Limit•• Critiques. Yvon Lambert , Paris, 1970. 

Beuys, Joseph . Ja Ja J• Nee NH NH . LP . record , edition of 500; Galleria Colophon , ..... 

Bas Jan Ader . I'm Too Sad lo Tell You. 1970. 

d Bernhar d Becher . 
. "' r0 ,,,ers. Corrugated 
~ and tce l. Mounted 
~ 60. t 40". 1959-1972. 
-,:.:, ,, Sonnabend Cal
~w \'ork . .,. .. 

Brouwn, Stanley. fatvan. Aktlon sraum 1, Munich, 1970. 

-- . Atlantl• . Utrec ht, 1970. Unique copy. 

- - . durch ko•ml•ch• •trahlen gehen . Stiidtlsches Museum, M6nchengladba ch, Septem-
ber 4-25, 1970. Unique copy of book for the show. 

Burgy, Donald. Art Ideas for the Year 4000. Addison Gallery of American Art, Andover, Mass. 
Introduction by Jack Burnham: 

Time-Information Idea I 2 
Select, al random, seven different things , events or ideas. 
Study the seven selections until you discover one factor common to all. 
Record that factor . 
Repeat this process once each day for one week. without ever repeating a selection 
or a common factor . 
Reduce this group of seven 10 one common factor . 
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Inside-Outside Exchange# 1 (July, 1969) 

Put some of your inside outside. 
Take that outside back inside. 
Put some inside far outside. 
Take that outside back Inside. 
Increase the distance of exchange 

each time until finished . 

Burn, Ian, and Ramsden. Mel . From the "Notes on Ana/ya/a" Book. New York, 1970: 
1. Rather than add to the chain ot almighty art-Icons some purported " analytic" art 

Is intent only on advancing bases for analysis. Other merely indicates some areasot 
investigation . 

2. The outcome of much of the " conceptual '' work of the past two years has been lo 
carefully clear the air of objects . One no longer feels obligated to materialize 
constructs and, perhaps of more consequence, one no longer feels the pressure lo 
replace such constructs with specific " ideas;· " proposals ," etc. 

The formulation of a set of art-constructs does not require justification through, no, 
Is it contingent on. material productivity . It is now justifiable as a form of activity. 

Amongst the earlier contentions of the conceptual cum analytic work was that no 
object contains any " magical" artness which may be said to individuate It as 111 
art-object. Given that there are no such determinable characteristics within an • 
obJect and that, furthermore , the puzzle is how such and such an art-object Is picked 
out as an art-object , then the area of attention must, arguably, shift away from the 
object itself. Individuation might then be held to come about by falling back upon 
various contextual and behavioral prescriptions . There is an obvious need to stuct, 
such prescriptions since they provide the bases for individuation and must be known 
pr ior to individuating activity . 

The contention here Is that the area of at1entlon is shifting from single iconic 
elements (art-ob1ects, art-works) to comprise a whole continuum of these elements Ill 
a sign-process (semiosis). 

3. Now in order to set up with in an Interpreter the disposition to react in a specilt 
way, a sign must have some known fixtures . Thus one might contend that only objec:11 
with known art-objec t fixtures could be picked out as signs of " the presence of an. 
But since we have already denied the existence of such internal fixtu res, then It II 
tenable to suggest that no art-object can itself qualify as a sign of " art." In which CIII 
art-objects must be signified by falling back upon the norms and prescriptions~ I 
known language and, since they are designated from this language, one picks 1111 
objects out through this language (and not by suddenly being struck dumb bf 
whatever usage that language may have been put to). 

So, analytic art may not be concerned with the proliferation of designated signlo, 
fieds, but with the abstract structure of this designation : the semiosis. 

Now the artist's traditional line of business has been with usage (practice) ndlllf 
than with sorting out the terms of the semiosis itself. He has accordingly been moll 
preoccupied with the material ramifications of single Iconic elements than wllh 
sub-structure or continuum determining the status of these elements. Inc 
abstraction means decreasing iconiclty . Analyt ic art seeks to formulate conn 

136 

t,etween the "grammatical " pans of this semiotic mosaic- in other words, the 
analytic construct explains its line of business and does not merely act from that line 
of business. 

Now we can call upon some cautious, if logically contentious , remarks about this 
sign-process. 

4. Init1al investigation ought to manifest (I) what would be the situation of the 
con11entional Iconic art-object in the sign-process, and (fl) what could be the situation 
(if any) of an analytic art-construct itself within this process? 

i) If C (sign) sets up in D (interpreter) the reaction to E (signification) , then it 
can be argued that C is the context or prescriptions that D must know to enable the 
bringing about of E: thus C displays the characteristics for D Individuating E. Now If 
this latter event E were to stand for an art-object then it is as a significant 
designated by C. One might almost regard C as the language norms or " dictionary " 
learnt by D and then E Is an instance of this language "spoken." 

Given this, that conventional significants (E) are designated, then such a designa
uon obeying all the contextual and syntactical dimensions of C, need only be 
observable; i.e., E might conceivably be anything on the face of this planet. 

Such formidable spatio-temporal possibilities might be seen as the semantic 
proliferation of the designative sign-process. However. the abstract structure of 
such a process might be more rewardingly studied through its syntactic and 
pragmatic dimensions. 

II) Under the circumstances outlined in (1), it would be dumb 10 insist on 
nominating an analy1ic art-construct (i.e., this paper) as an " artwo rk." The conten
tion is that the analytic construct occurs elsewhere in the semiosis. 
So instead of seeking to parallel the conventional significa tion, an analytic con

struct may conceivably reproduce in itself the state of a sign : I.e .. be " language" but 
not "usage," be prescription but not pract ice. Rather than be designated by a set of 
prescriptions, this construct would itself seek to state those prescriptions . Thus Its 
meaning might be " read out" instead of " read in." 

Consider then: C as a sign which sets up in D the disposition to react in a special 
way E. An analytic construct C need not designate any material element but rather the 
hope from D of a certain behavior E. It therefore need not be thought that something 
is "missing" when material elements are not Included In the sign-process--rather, It 
is that the sign C is no longer semantically designative but has moved into the 
pragmatic mode: It is now prescript ive in that it signifies conduct E-not designative 
1n nominating object E. 

Finally, one can' t loose material conditions by simplistic " demateriaJizatlon." Ob
iects disappear because of fundamental procedural changes in the semiotic or 
conceptual sign-structure of the continuum itself. The apprehension of analytic art 
could lie In gaining an awareness of such abstract strategies. 

Cook, Christopher C. A Book of Instant• (Autobiographic Actuality). Andover , Mass ., 1970. 
Flrs1 five pages : 

November 21, 1844, 9:40 a.m. June 26. 1875, 4:02 a.m. 
June 30, 1875, 6:15 a.m. March 2, 1883, 2:00 p.m. 
December 22, 1883, 6:04 p.m. June 11, 1906, 1:40 p.m. 
May 28, 1932, 2:05 a.m. April 1, 1933, 7:00 p.m. 
January 28. 1935, 5:15 a.m. August 17, 1938, 1 :50 p.m. 
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Roger Cutforth . Sectio.a 
Crom "Long Dis tanCtJ vi. 
sion " Card (cove r of n,. 
Visual Book). 1970. 

Cook, Christopher C. Pa.slble• . Andover , Mass ., 1970. " The following exhibition• may,-. 
slbly be produced at the Addison Gallery of American Art , Andover , MaauchuNtta." 1111 
artist dire cts the gallery . 

Cutforth , Roger. The Visual Boole. New York, 1970; In French and Engllsh . (Rep.) 

Dlbbeta , Jan . Robin RedbreHt 's Territory/ Sculpture 1969. Seth Slegelaub , Gebr. KGnlg, .... 
York, Cologne , 1970. Oocumentatlon of piece executed April-June , 1969, Amsterdam : 

Sculpture /drawing territory redbreast 
At the beginning of March, 1969, I decided to change a robin 's territory. so that Ille 

bird would fly and cont rol my sculpture-draw ing. This sculptu re-drawing can never bl 
seen in its entirety ; only through its documentation can the viewer reconstruct Ill 
torm in his mind. In order to achieve this--1 only suspected it was possible- I read a 
number of books (among others : Robert Ardrey. The Territorial Imperat ive, Dell, N.Y .. 
1968, and David Lack, The Life of the Robin. Pelican, London , 1953) until I had 
gathered sufficient Insight Into the possibilities . I planned to measure the territory. 
photog raph the intervention , etc. The Idea was to change, to enlarge the territory Into 
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8 form that pleased me. I am not interested in biological facts : the idea arose from a 
concern with the frontiers of the visual arts. When everything was ready, I laid out the 
form of the new territory with small poles, like a draw ing on the ground. The sculpture 
was comprised by the movements of the bird between the erected poles. This work is 
one of a series involving the visualization of ecolog ical systems and was conceived 
arid realized in 1969. (Rep.) 

Olkeakos, Christos . Instant Photo Information (October 8, 1970). Nallonal FIim Board of 
Canada, Ottawa, 1970. 

Ferguson, Gerald. Landscape . Halifax , 1970. Xerox. 

GIibert and George . A Mt1 ... ge from the Seu/pion GIibert and George. Art for All , London , 
1970, Booklet , loose photographs , and " sculptors ' samples ": " GIibert and George have a wide 
ra11ge of sculptures tor you-s inging sculpture , Interview sculpture, dancing sculpture , nerve 
sculpture, cale sculptur e, and philosophy sculpture . So do contact us." 

t~bets. Photo from Robin 
t 's Tem'lory. L969. 
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1 -- . The Pencll on Paper Descrlpl/11e Works of GIibert and George the Sculptor• . Art to,-_ 

London , 1970. 

Graham . Dan. Some Photograph ic Projects . John Gibson , New York. 

-- . 1966. John Gibson . New York. 

Groh, Klaus. " If I Had a Mind." lnternat .lona l Editions , Tilblngen , MIian, New York, 1970. 

Grieger , ScotL Impersonations (Los Angeles , 1970?}. Photographs of the artist Imper~ 
art works by other arti sts. 

Haber, Ira Joel. 36 Houses. New Yotk , March , 1970. 

-- . Sur11ey. New York, 1970 . 

Huebler , Douglas . Duration . Sperone , Tur in, 1970 . The book cons ists of " Duration Piece 1, 
Torino , Italy , January , 1970"; 61 photographs made according to eight different systems II 
time. 

Jarden , Richards. (Se11en Photo Serles). Halifax , Nova Scotia , 1970: Cinderella , Traffic ..... 
Faclal Angle , Running In Place (Slmulatlon) , Falling . High Tide (Slmulatlon ), Sunset (Slmllle
tlon). The first three plus Growth Rate (Girls) and Growth Rate (Boys) published ••rtler la 
slightly larger photograph ic booklets Instead of In envelopes . (Rep.) 

-- . Actl11e and Paul11e States, Halifax , 1970. A double photo . 

Richard s Jard en. Facial Angle : "'Tl,e angle formed on the foce by two stTaighl lines 
drn wn from the bas e of th e nose , the one to the base of tbc co.r, the oth er lo the l'DCllt 
proje cting point' on the forehead . In anlique slahles th e foci?I ang le is ltSua!I>' 00°. Asa 
general principle ii mn)' be aid lhnt intell igence is proporh onnl_ lo lhe facial angle. It 
is nt any rate an inco r:te lible foci lhol the lowe r one descends m the human r~ lbe 
more the facia l ang le dimi nishes ."- Jul e delin c , The Ade line Art Dictionary• (New 
York: Fr ederick ngar , 1966). p. 15. 

kl Robert. Twel11e Drawings. New York, 1970. JaC • 

Onl RoberL Measu ring Some of My Friends (color ) and Just About the Right Size. San f(lnlTI • 
Francisco, 1970. 

I( uth Joseph . Functfon/ Funzlone/ Funcl6n/ Foncllon/ Funktlon. Sperone , Tur in, 1970. " This 

11
":,0 ,n' the sbcth investigation of 'Art as Idea as Idea ."' 

Maloney, Martin. Fraclionals. Preas Works, Brattleboro , VL, 1970, and Integuments , n.d. 

Merz, Marlo. Fibonacc i 1202. Sperone, Turin , 1970. 

fllc,nls, Mlchael. Alex and Rodger, Rodger and Alex. National Film Board of Canada, Ottawa , 

1f70. 

otsen, Richard. Sixteen Sentences . San Francisco , 1970. 

ptene. 0110. More Sky (Things to Do and Wind Manual) . Cambridge , Mass ., 1970. 

Ruppersberg, Allan . 23 Piecas and 24 Pieces. Sunday Quality , Los Angeles , 1970. 

Rusche. Edward. Rea/ Estate Opportunities . Loa Angeles , 1970. 

s,netouand , J. M. Introd uction to Concrete Space. Paris, Editions Mathias Fels, 1970. 

Wall, Jeff. Landscape Manual . Fine Arts Galler y, University ol British Columbia , Vancouver , 
19&0. Fifty-two-page booklet , text and photos '' from and for a work In progr ess." 

Welner, Lawrence, Traccen races. Sperone , Tur in, 1970. Each of the follow lng words, with Its 
Italian translation , Is one page of the book : 

Reduced Flushed Marred Ruptured Greased Mashed Fermented Notched Smelted 
Smudged Painted Mined Bracketed Cabled Locked Mucked Mixed Bleached De
marked Thrown Breached Secured Turned Removed Tossed Sanded Poured Trans
ferred Glued Ignited Diverted Affronted Abridged Cratered Shattered Pitted Placed 
Spanned Dug Displaced Sprayed Stained Translated Bored Dragged Folded Split 
Shored Strung Obstructed 

Honnef, Klaus. Concept Art. A speclal edition of Kunst, vol. 10, no. 38, qu. 2, 1970. Text , 
dlronology , blbllography , selec ted words , and "Zehn Fragen zur Concep1 Art" -a discuss ion 
between Dlbbets , Fische r and Slegelaub In person, Jurgen Harten on the phone , and Brouwn, 
GtOft and Ulrlchs In wr iting. 

Tuctter, Marcia . Robert Mo" ls. New York, Whitn ey Museum of Ame rican Art and Praeger 
Publishers, 1970. 

Att/,19 and Photographs . Multiples Gallery , New York, 1970. Text by Lawrenc e Alloway 
(reprinted In Studio lnt ernatlonal , April , 1970); large box of works by Bochner, Christo, 
Dlbbeta, Gormley, Graham , Huebler , Kaprow , Kirby , LeWltt, Long , Morr is, Nauman (the book 
WIR ), Oppenheim, Rauschenberg , Ruscha, Smithson , Venet, Warhol. Excerpts follow from 
lllchael Kirby, " A Statement, May 1 o, 1969 ," to accompany cardboard models of photograph ic 
ICUlpture (Rep.): 

The primary use of photographs in my work Is to " embed" the piece of sculpture In 
the space around IL Pictures are taken either " through '' the piece-by taking two 
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Michael Ki.rb)•. Pont Neu/: 11t 
Construction of a Tetrahedra,, it 
Space. 1970. Courtesy Mulli.,a.. 
la c., ew York. 

photographs , one with lhe sculpture in position and one with it removed, this II 
possible even with a solid structure-or , with the camera perhaps lying on the 
sculptural surface, directly away from it. The latter procedure gives what I call • 
"m irror " photograph : a direct " reflection " of the space. When mounted In 1111 
completed structure , the photographs refer the piece outward to Its environment. The 
information In the photographs relates to its real counterparts , " embedding" the work 
so that it cannot be moved from its exact location without destroying its psychologlcll 
and esthetlc content. 

If a photograph and its subject are both presented to consciousness, a connectlolt 
exists between them. Since the photographs in my embedded sculpture are "aimed" 
at their subjects. I conceptualize the relation as a straight line or a ray (somewhat 111111 
the invisible beam of an infrared searchlight) Joining the two. To me the physiall 
structure of the piece is composed of these mental elements; its shape ls, In part. 
intangible . Window Rectangle, for example, consists of only the four corners cf• 
rectangle , two mounted outside my apartment and two inside; mirror photographs Git 
the truncating faces of each corner show the opposite corner as well as the dlfll 
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t>ehlnd It and complete the fou r metal sides of the rectangle, two of which pass 
through the windows . 

Thus photographs may make connections and draw lines in space, but they ma} 
also bridge distance In a more intellectual way by referring to that which is not 
present. When used systematically, this kind of relationship can, for example, join two 
sections of the same piece that are a great distance apart and beyond lhe range of 
visual context. 

In all of my embedded pieces, the aetual physical object is used to create a much 
larger, partly cerebral structure. The sculpture is a machine or Instrument to be used 
bY the conceptual mind rather than a mass or shape merely to be looked at. Just as an 
Instrument such as a yardstick or a microscope mus1 be actively used before it 
provides results, these pieces must be used as visual Inst ruments before they can be 
understood. This operation takes time, and I consider my work to be basically 
contemplative ... . 

Another aspect of photography that interests me is its relationship to time. A 
photograph, as they say, ··captures" an Instant of the continuum . As soon as it has 
l)een taken. It Is " out of date." In some situations and relationsh ips, this fact can be 
exploited. A picture can refer not only to another point in space but to another time. 
Often, for example, the things represented In the photographs of my embedded 
sculpture are moved or new things added; the photo no longer matches the environ
ment. This is one of several ways that time is directly represented in the work . 

Slrlk• Work, 1n o, 2rT0, 3no . School of the Art lnsUtute of Chicago, 1970. Three booklets of 
WOflt by students and artists auoclated with the school. 

Statemenr., no. 1, January , 1970. David Rushton , Phll lp Pllklngton , eds . Coventry , England , 
Analytical Art Pren. "Thia magazine Is to be produced twice yearly to contain work by 
students at present In their first year of the Fine Art Faculty (of Lancheater Polytechn ic). 
llteae artlclas either were written on top ics set or developed from work that was beg-un within 
Ille five areas of study covered by the course: Art Theory , Audio Vlaual , Epistemology , 
Romanticism , and Technos. " Contributors: S. Beeby, K. Lole , G. Mlleson , P. Pllk lngton, D. 
Rushton, C. Wlllsmore . 

155,000. Vancouver Art Gallery and Student Union Bulldlng Gallery , University of British 
Columbia, Vancouver, January 13-Februa ry 8, 1970. Continuation of Seattle 557,081 (Sep
tember, 1969; see p. 110). Forty-two catalog ue cards added; three artists added: Christos 
&Jllleakoa, Alex Hay, Greg Curnoe ; two blbllography cards added. As In SeattJe, the work was 
wtdely distr ibuted over the city and nearby env irons as well as In the two Indoor location s. 
Reviewed by Ted Lindberg, Amcanada , June , 1970; Joan Lowndes, Vancouver Pro11lnce, 
January 12, January 16, January 19; Charlotte Townsend , Vancou11er Sun, January 2, January 
1' , January 16. 

Tamake/ . Louis iana Museum, Humleboek , Denmark, January , 1970. Speclal laaue of 
Louisiana Revy, vol. 10, no. 3, on the exhib ition, edited by Per Kirkeby and John Hunov (In 
Danish). Artists Include Beuya, Dlbbeta. Long, Panamarenko . Texts : Mauer, Strelow, and 
Cllriatlansen on Beuya ; texts or phot~a .ectlons by the other artists; text by Beuya on his 
ltudent program (1968). 

Trtnl, Tommaso. " Mutare le attlludlnl c.onceltual l In pracllc .a." Genna/a 70, Bologna, January, 
1870 (for the Blennale di Bologna). 
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January 1, 1970: At this point , The Great Griswold 's work and Its far -reaching lmal6raa-.._ 
surfaced . It was eviden t that He anUclpat.ed In His scientific perfectology p,09~_-. 
convoluted Implications of conceptual and dematerialized works made later In His me..= 
His work is contJnuously and carefully overlooked 81 wH the trad itional manner Of the ao.._ 
builders. 

Freder ick Barthelme . Two Works from January-February , 1970: 

RE: Sequence 
Date: February 2, 1970 

3 Individual work(s) : 
1. Being , In the physical and/ or mental condition _____ h"'-:un:---g.._ry...__ ____ _ 
2. Being , in the physical and/ or mental cond it ion ___ ea ___ t:--:in:-"g.__ ____ _ 
3. Being, in the physical and/ or mental condit ion not hungry 

OMIT 4. Being, In the physical and/ or mental condition ---'-- ---""'"'"'..._ ___ _ 
OMIT 5. Being, in the physical and/ or mental condition _____ ____ _ 
OMIT 6. Being, in the physical and/ or mental condltion--:---;--;~-;-- -----

Each work Includes and accepts but does not determine everything thal 
occurs In duration of the speciflc cond ition . 

Each work can only be accomplished personally , and in that way exlsll 
as a field of potential delimited by the speci fied cond ition . 

F. Barthelm e, excerp t from a text of February 4 , 1970 : 
Instead of presenting information to be perceived, most of my recent work locatea 

the presentation-perception process in the Individual. But so that It can be said that I 
am making art or anyth ing else. some presentation is required. Because an, 
presentation contains Information , each of those presenta tions contains information. 
But the Information is such that it declines the central role of objec t or objecl
substitute . In the " being" pieces the information Is either periphera l (facing north, 
facing south . etc.), or it is hopelessly central and unavoidab le (tired , refreshed, etc.). 
Thus it is not the type of information that can successfully accept serious study. Thi 
" art" or " meaning" of the work does not come directly from the represented 
Information , but must be inferred Individually by each audience member. In theN 
works I am not interested In presenting anything tor people to see, experience, or 
think about. I am interested in suggesting conditions which , defining an art context, 
allow the inference of any meaning . 

ll.~TE:Ff\brum:y 6 , 1970 

SUOSTfTUTIOH :2.!.. 

ms,um o~ r,1mmJG r.RT , ,ui.:d 
ouc l-ld.l Co= , Frederick Barthelme . Sub

stitution 15. February 6, 
1970. 

pe1er Hutchin ~on. Paricutin Vo/cnno. 450 lbs . or brea d and mold , 250' Jong. L970. John 
Gibson Com miss ions , lnc . 

Hutchinson, Peler ... ParicutJn Volcano," January , 1970. Offset text accompanying exhibition of 
an "Ecologic Work" at John Gibson, New York, February 14-March 31. Account of making his 
bftad and colored -mold piece In the volcano 's crater (Rep.) : 

My project was to lay the bread . wet it once and let the steam and the heal of the 
rocks and sun do the rest. I expected mold to grow in large quant ities and, I hoped , in 
patches large enough to show In the photographs I would make. I would cover the 
bread with plastic in the inter im, wh ich would condense the water on Its surface and 
make a super-saturated environment in wh ich mold li kes to grow . This, in effect , 
would make a greenhouse environment in surround ings which hitherto had been 
practically sterile . and certainly unable to support molds or even lichens .... 

II is not extraord inary to grow mold on bread . I was not do ing so in any scientific 
sense. I was attempting several other things-to Juxtapose a microorganism against a 
macrocosm1c landscape . yet in such amount lhat the results would be plainly visible 
through color changes . I also chose an environment that , although having the 
necessary elements for growth , needed a subtle alterat ion on utilization to make 
growth possible. Volcan ic ground in a sense Is new material , sterilized and reor
ganized then thrown out from the deeper crust of the earth . It is similar to the earliest 
earth landscapes and related to the early geological periods such as the Precambr ian 
"".hen molds and algae played the dom inant role on dry land that today belongs to the 
h1ghar ma~mals and insects. Today, when vol canoes appear from the sea, they are 
first colonized by bacteria , molds , and algae. The cond it ions of early history are 
continually duplicated . 

Ferguson, Gerald . Proposa l: A Dlctlon11ry for Concrete Poet. : twenty-e ight sections , each 
section devoted lo words (alphabetized) of the same length . Halifax, January 28, 1970. 
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Janua 12- 29 School of Vis ual Arts Gallery, New York: Sol LeWIU directs an exhlbitloft i. 
which ?e asks• Hollis Frampton and Mlchael Snow to record aeparata sequent ial stuclle9 OI 
dance motion ; homage to Muybrldge . 

Meyer, Ursula. " How to Expla in Pictu res to a Dead Hare." Ar1 News, Janu ary, 1970. Baaeclaa 
conversa tions with Joseph Beuys: ed hi h d "th ho 

In How to Explain Pictures to a Dead Hare, Beuys cover s ea wi ney and 
gold-leaf transforming himself into a sculpture . He cradled the dead hare in his anns 

d t ok ,lt " to the pictures and I explained to him everything that was to be seen. I let 
~~ i° ch the pictures with his paws and meanwhile talked to him about them . . .. I 
ex;,af :ad them to him because I do not really like explaining them to people. 01 
course there Is a shadow of truth in this . A hare comprehends more than many human 
beings with their stubborn rationalism .... t told him that he needed only to scan the 
pictu re to understand what Is really important about It. The hare probably knowa 
better than man that directions are Important. You know the hare can turn on a dlrne. 
And actually nothing else Is Involved." 

Claura, Michel. "Conceptual Misconceptions." Studio lnternaUonal, January, 1970. 

"Mone for Money's Sake." Art In America, January-February , 1970. 
Llp;; 7; •a~~; n~n mo;:ey works by Klenh~lz (lettered _Waterco.lor s~ries sold for $1 fa 
$10,000), Morris ($50 Investment loan piece tor Whitney Ant1-1Uus1on ~how). and LIi 
Levine ("Profit Systems One,·· profit or loss on . 500 shares of stock) , Lee Lozano~ 
Cash Piece (gi ving money to visitors to her studio and recording their reactions) and 
Investment Piece (investing a grant she received December, 1968) were among Ntl ler 
money works (April 3, 1969, and January 15, 1969). Douglas Huebler has made mOflfJI 
works that cont inue operat ing Into the dlsrant future . 

Millet , Catherine. " L'Art Conceptual." L 'Ar1 Vl vant , J anuary, 1970. 

Rosenberg, Harold . " The Art-World : De-Aesthetl clzatlon ." New Yorker, January 24, 1111. 

Art -Language , no. 2, Febru ary, 1970, Coventry . Contribu tions by Kosuth (American ec11a1t. 
Atkinson, Bainbridge, Baldwin, Barthelme, Brown-David, Burn, Hirons, .~unell , Mcteeaae. 
Ramsden and Michael Thompson, "Conce ptual Art: Ca tegory and Action . 

It ls an' astonishing but inescapable conclusion that we have reached: namely, 11111 
the seemingly erudite , scholastic , neutral , logical, austere, even lncestuou~ 
ment of conceptual art is, in fact, a naked bid for power al the very highest le 
wresting from the groups at pre.sent al the top of our social structure , of control OfS 

the symbols of society. 
Jose h Kosuth " Introductory Note by the American Editor": Far 

c:i.renl Am~rlcan art activity can be considered having three areas of endeavoric 
discussion purposes, 1 call them: aesthetic, " reactive," and conceptual. Aesthet ar 
" formalist " art and criticism Is directly associated with a group of ~rl ters an~)-:: 
work ing on the east coast of the United States (with followers in Englan · • 
however, far from limited to these men. ~nd .as well is still the general notion o~art 
held by most of the lay public. That notion 1s that, as stated bX Clement Gree;-: 
"aesthetic judgments are given and contained in the Immediate ex~erlenc~OUQIIL 
They coincide with it; they are not arrived al afterwards through reflection o; ~r nol 
Aesthetic judgments are also Involuntary : you can no more choose whethe 
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llke a work of art than you can choose to have sugar taste sweet or lemons sour." 
In terms of art , then, this work (the painting or the sculpture ) is merely the "dumb" 

subJect-matler (or cue) to critical discourse. The artist 's role Is not unlike that of the 
valet's assistance lo his marksman master: pitching Into the air of clay plates for 
targets. This follows in that aesthetics deals with considerations of opin ions or 
perception, and since experience is immediate, art becomes merely a human ordered 
base for perceptual kfcks, thus paralleling (and " competing " with) natural sources of 
visual (and other) experiences. The artist is omitted from the "art activity " in that he is 
merely the carpenter of the predicate and does not take part in the conceptua l 
engagement (such as the critic functions in his traditional role) of the "construction " 
of the art proposition . If aesthetics is concerned with the discussion of perception and 
the artist is only engaged in the construction of the stimulant, he is thus-with in the 
concept " aesthetics as art"-not participating in the concept formation . In so tar as 
visual experiences, Indeed aesthetic experiences, are capable of existence separate 
from the art, the condition of art In aesthetic or formalist art Is exactly that discussion 
or consideration of concepts as examined In the functioning of a particular predicate 
In an art proposition . To restate: the only possible functioning as art aesthetic 
painting or sculpture Is capable of, Is the engagement or Inquiry around its 
presentation within an art proposition . Without the discussion It is " experience" pure 
and simple. It only becomes " art" when it Is brought within the realm of an art context 
(like any other material used wi thin art).' [Footnotes appear al end of article.] 

A discussion of what I call " reactive" art will be necessarily brief and simplistic . For 
the most part " reactive" art is the scrap-heap of 20th century art ideas--cross
referenced, " evolutionary ," pseudo-histor ical, " cult of personality ," and so forth : 
much of which can be easily described as an angst-ridden series of blind actions . 

This can be explained partially via what I refer to as the artist's " how" and " why" 
procedure. The " why" refers lo art ideas and lhe ''how" refers to the formal (often 
material) elements used in the art proposition (or as I call It In my own work, " the form 
of presentation" ). Many disinterested in and often incapable of conceiving of art ideas 
(which rs to say: their own inquiry into the nature of art) have used notions such as 
"self-expression" and " vlsual experience" to give a "why '' ambient to work which Is 
basically " how" inspired. 

But work that focuses on the " how" aspect of art is only taking a superficial and 
necessarily gestural reaction to only one chosen " formal " consequence-out of 
several possible ones. As well , such a denial (or ignorance) of art's conceptua l (or 
"why") nature follows always to a primitive or anthropocentric conclus ion about 
artistic priorities ., 

The " how" artist Is one that relates art to craft , and subsequently considers artistic 
activity " how" construction . The framework in which he works ls an externally 
provided historical one, which takes only Into account the morphological characteris
tics of preceding art istic activ ity. This reactionary Impetus has left us with a kfnd of 
lnvoluled artist ic inflation . 

Thus the only real diffe rence between the formalists and the " reactive" artists is that 
the formalists believe that artistic activity consists in closely following the " how" 
construction tradition ; whereas the " reactive" artists believe that artistic activity 
consists in an " open" Interpretation (and subsequent reaction to) not as much the 
"how" construction of " long range" (or traditional) " how" construction , but the 
"short range" or directly preceding " how" constructions . But both readings of " how" 
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construct ion still-in a more or less sophisticated form-are concerned with 
morpholog ical characteristics , rather than the funct ional aspects, of artistic pr~ 
tions . 

Art propositions referred to by journallsls as " anti-form ," " earthworks ," "proeea. 
art ," etc. comprise greatly what I refer to here as " reactive" art . What this art att 
Is to refer to a traditional notion of art while still being ·•avant-garde ." One sup::" 
securely placed in the material (sculpture) and/or visual (painting) arena , enough: 
mainta in the histor ical continuum while the other ls left to roam about for ._ 
" moves'' to make and further " break1hroughs" to accomplish . One of the main 
reasons that such art seeks connections on some level to the traditional morphoiog, 
of art is the art market. Cash support demands " goods ." This always ends In 

1 neutralization of the art proposit ion 's independence from tradition . 
In the final analysts such art propos itions become equivocated with either painting 

or sculpture . Many artists work ing outs ide (deserts, forests , etc .) are now bringing to 
the gallery and museum super blown-up color photographs (painting) or bags of 
grain , piles of earth and even in one instance a whole uprooted tree (sculpture). It 
muddles the art proposition Into Invisibility . 

At its most slricl and radical extreme the art I call conceptual is such because It ii 
based on an inquiry Into the nature of art Thus, It ts not just the activity of 
construct ing art propos itions , but a work ing out , a think ing out , of all the implicatlona 
of all aspects of the concept " art." Because of the implied duality of perception and 
conception In earlier art . a middleman (critic) appeared useful . This art both anneQI 
the functions of the critic , and makes a middleman unnecessary. The other sys
tem-art ist-cr itic audience-ex isted because the visual elements of the "hOW'' 
construct ion gave art an aspect of entertainment , thus it had an audience. The 
audience of conceptual art Is composed primar ily of artists-which ,s to say that an 
audience separate from the participants doesn' t exist. In a sense, then, art becomes 
as " serious" as science or philosophy . wh ich don ' t have " audiences" either . It la 
Interesting or it isn't , just as one Is Informed or isn't. Previously , the artist's "special" 
status merely relegated him into being a high pr iest (or witch doctor) of show 
business.> 

This conceptual art , then, Is an inquiry by artists that understand that artistic activity 
is not solely lim ited to the framing of art propositions , but further . the Investigation of 
the function , meaning, and use of any and all (art) proposit ions. and their considera
tion with in the concept of the general term " art." And as well , that an artist's 
dependence on the critic or writer on art to cultivate the conceptual Implications of 
his art proposi tions, and argue their exp lication , is either intellectual irresponsibility 
or the naivest kind of mysticism . 

Fundamental to this idea of art is the understanding of the linguistic nature of all art 
propositions , be they past or present , and regardless of the elements used In their 
construction .' 

This con cept of American " conceptual" art Is, I admit . here defined by my own 
character ization, and understandably , Is one that Is related to my own work of the past 
few years. Yet it is here at the " strict and radical extreme " where agreement 11 
reached between American and British conceptual artists-at least in the moll 
general aspects of our art Investigations-as diverse as the " choice of tools" at 
methodology or art propositions may be. 

There is a considerable amount of art activity between the " str ict and radical 
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e,treme," and what I call " reactive" art earl ier. My contributions by artists working on 
the American cont inent will be relatable-whenever possible-to the former , though 
nfortunately the quantity of such activ ity makes the sole considerat ion of such 

~ontrfbutions impossible . 

t,iOTES [ Three have been omitted by the artist for this version.] 

1. one begins to understand the popula rity among cr itics of such mindless 
,riovements as express ion ism, and the general disdain toward " Intellectual " art ists 
such as Duchamp, Reinhardt . Judd , or Morris . 

2. In recent years artists have realized that the " how" is often purchasable and that 
p1.1rchasablli ty of the " how" (and the subsequent "de-personalization " of " how" 
construction) is negatively impersonal only when the " how" is functioning for a 
··personal touch " " why" construct. 

3. An aspect of this problem is that wh ich was fundamental to our earlier 
discussion of formalist and " reactive" art. That has to do with the supervisory, even 
" parental" role critics have taken In the 20th century toward artists; the Inst itutiona l• 
aed condescens ion engaged in by museum and gallery personnel ; and the peculiar 
abUlty artists themselves have to romanticize intellectual bankruptcy and oppor
tunism. 

4. Without this understanding a " conceptual " form of presentat ion is li ttle more 
tnan a manufactured stylehood , and such art we have with increas ing abundance . 

Art-Language (Atkins on, Baldw in, Bainbridge, Hurrell). " Status and Priori ty." Studio fnt•m•
tlOn• I, February , 1970. In two parts; excerpta from Part II follow : 

" II makes no difference to the thought whether I use the word 'horse' or 'steed' 
or ·carthorse' or 'mare.' The assertive force does not extend over that in whi ch 
the words d iffer .... It Is just as Important to neglect distinctions that do not 
touch the heart of the mat1er as to make d istinct ions wh ich concern what is 
essential .. • . 

" Thoughts are by no means unreal , but their reality Is of quite a different kind 
from that of things. And their effect is brought about by an act of the th inker without 
which they would be ineffective , at least, as far as we can see. And yet the thinker 
does not create them. but must lake them as they are.''-Got1Iieb Frege, " The 
Thought: A Logical Inquiry," A. M. and M. Quinton , trans . (Mind, vol. 65, 1956, p. 296 
and p. 311.) 
This might look like an arm's-length-away a11empt to get to a respectable multiple 

ob1ect theory. Keeping " Occam's Razor" in mind , one will only engage In entity 
multiplication as necessary. 

If ii Is a matter of history at all , then it is more than a simple Taine-like one that some 
crit1cs, particularly the so-called formalists . are guilty (In their " analyt ical" maunder 
ings) of uttering zeugmas (or, al least, some kind of category mistakes). It might be 
that they just make intentionally biased semantic errors , I.e., not Just mistakes In the 
counting of class members. 

The assumption that there are " effective" decisions as to categor ical commitment 
Is central to most constructural edifices : In a sense, it adds a " practica l" significance 
lo theoretical, histor ical and evaluative thinking. Also , It adds a sign ificance to a 
position's categorical commitment , which it otherwise would lack. The determination 
of virtual " practlcabillties " 1 Includes the determinat ion of categor ically informed as 
well as "empirical " possibili ties. (" Empirical" is used here legitimately insofar as one 

149 



r 
I Is faced at times with things to observe and Interpret.) One's evaluation of 

tual possibilities presuppose s that some of them are categorica lly "practicable., .. 
There has been little analysis of the relation between ad hoc categorical thl 

and its theoret ical convolut ions . One of the difficulties , met half submerQed la 
notion of indistinguishability (qua categories) which Is not transitive . . . . ' 

A lot of critics and artists are disposed to take seriously mere assertions Of 
membership which disguise specious operationism . The point ls that the 
logical-categorical status of a work of art may vary mutatis mutandls With 
onto-categorical commitment of significant (qua art) operations and tl'leclrlzla.? 
hence, one has the " range" of (loosely) " application " of "work of art." 

There Isn't much of a problem created by the upshots of this : it doesn't matter lfn.J. 
can't helpfully sort works of art Into the same substitution class (or ~ 
category) . Neither Is It particularly unhelpful If works of art be treated 88 
entities only . But vlrtuallty does not alone Inform one of categorical complexity• 
concept " ... of art" or " art •.. " 2 Is as operable when wor ks of art (etc.)ara • 
talked of nominally-i.e ., when they are thought of as merely having an intentiollli 
structure and as only indirectly referred to (Sunnybank , Terry Atkinson's essays,--, 
as It is when they are regarded as pretty clear-cut extensional entitles. One may WIii 
take the ''formalists" to task for an insistence on a reistlc , physicalistlc " 
commitment , which, so far , seems to disclose a species of creeping essentiaJlsm.• 

Ad Reinhardt's dictum• (which Is perhaps the locus classicus of a lot of m 
Irreconcilable theories) must be one of the few genuine tautologies of 
language :5 It seems odd that it's treated as a revelation .. . . 

One does not , as a linguistic agent. Just learn to apply a term ostenslblr. 
Professor Quinton pointed out , In a purely ostensive situation , there would be 
any Intell igible distinction to be made between coextensiveness and syn 
defln ltior, Itself would be a problem .6 

It Is not just a matter of appealing to the obviousness of an equivocation .._, 
description Is misused (i.e., here, "c onfused "-applled to two things of different 
in the same sentence). It is pretty obv ious that for a concept to be regarded 
operable , then it must have some range of application ln lhe appropriate conteat. 
every hypothesis , etc. , wh ich employed or applied It were a category mlstalca, 
apart from just syntactical application , It would not be considered as of any 
value. 

Pedantic category confus ions aren't consistent or inconsistent . although, 
they may retain some syntactic operablllty . What Is appropriate In the contat 
art-objects . etc .. is some procedure of clarification ... a procedure which might 
disclose the multiple complexity of the situation in which a notion of a priority 
is not Just couched In terms of qualitative analogy might be significant. One 
have to have some theory of category correctness . In the present contex.t, one hll 
the choice of dealing with violations (there are usually two)-here a mi 
sequence never comes up for the count , it 's not even a matter of throwing It 
Clarification on this level Is taxonomically-or If you like the long-range 8 by 75 
ontolog ically-revealing . That indica tes somelh lng else, namely that const 
and conceptual edifices are Isomorphic with taxonomic ones .... 

The class of operationally significant art objects Is restricted to the c1M1 
entitles-which, with respect to a corpus of theory , etc ., can mistakenly be said IO 
art objects . 
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fhiS 1s not just a way of holding off . or of circumlocuting prerogative questions , 
ther ls 1he matter just one of pleading for language strata : the assertion Is. rather , 

.,el consiructs. etc .• and evaluation procedures are not examined by the Inspection :'~ne paradigm of significance . Echoing Frege, one has some action but llttie 

iflteraclion, 
,.OTES [One has been omitted In this version.] 

1 
••practicabilit ies" is intended to convey something like " operationally and 
retlcally significant posslblli tles." 1";° Fill in. for the forme r, " work of ... ", for the latter ," ... object, " etc. 

3· A sort of weakened " essentialism " may well be acceptab le where It ls viewed as a 
sort of 0 perationalism . And the upshot of this might be that no co rpus of art 
consirucls. etc., can deny, or be denied by, Joseph Kosuth's " analytic ity" metaphor . 

4. Quoted by, among others . Joseph Kosuth in a recent article . 
s. something informative usually lurks in apparent " tautology " in natural lan-

guage. 
It would be helpful when a sort of operat ionalism (" different operations define 

different concepts "; cl . Pap, Semantics & Necessary Truth , etc .) Is revealed that it be 
r,oted for what ii is: sculpture of the 70's Ideology disguises ii in a flabby dialectic . 

6 A. M. Quinton (In P.A.S ., vol. 64, 1963-64, p. 54) has noted that " II ls not 
inconceivable that ostensively learnt terms with the same extension should differ in 
meaning ... a learner might connect two such co-extensive terms with different 
recurrent aspects or features of the common stock of situations with which they were 
co-related." 

• • • 
1 don't understand a good deal of what is said by Art-Language , but I admire the 

111vestlgatory energies . the tireless spade- work (not cal/Ing one one), the fu ll commit
ment to the reestablishment of a valid language by which to discuss art , and the 
occasional humor in their writ ings. The chaos Inherent In their reason fascinates me, 
t,ut It is also i rritating to be unequipped to evaluate their work . I don't know how ft fs 
or 11 ,t Is evaluated by adepts In philosophy as philosophy , but I find It Infuriat ing to 
have to take them on fa ith. I agree with their goal of clearing the air around the 
"pseudo mystique .. of art and artists . their demand that observers stop being "good 
cathollcs." If only they could exorcise the Jesui t In themselves at the same time. In the 
land of Oufne and Rroses inhabited by A-L . "direct experience " doesn 't exist until It 
has been made indirect . often in loco parentheses . If the air were cleared, what would 
they use to make art ? For all their distaste for formal or "es the tic " or "reactive " art , i t 
,eems to me that A-L 's work in itself constitutes a kind of formalism, Inasmuch as i t 
approaches given conditions analytically (wha t is more "esthet ic" than "an inquiry 
111to the nature of art " or into the nature of "natural sculpture "?); as well as reactively , 
1118S/11uch as words , thought , tortuous systems are their material , and they emphasize 
this material and its Inherent properties as much as, say. Carl Andre emphas izes his . 
lly main questions are: Why must art as language be considered the replacement for 
Ill other art intentions? Are A-L 's own intentions pr imarily to function critically? Does 
1ft fundamentally opposed to A-L ·s ideas have to "stand up to an analys is" on A-L 's 
grounds? ls A-L j ustified in raking anyone else over the coals for lack of clarity? They 
hawi set up a situation within which the obsessive beauty of their abstractions can 
only continue to be Interesting, but their position is considerably weakened when they 
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leave their semantically-sustained and self-imposed Isolation for the aren 
era/ art world (as opposed to art) issues, and Just when they seemed to be 11 01 

of " the art ist's dependence on the critic or writer on art to cultiv ate the our ol 
implications of his propos itions and argue their explication ." A-L is at Its~ 
is self-referential , when it operates within Its own hypothet ical domain 01 
when it sticks to its own refection of "all outside experience," Its characte 
i ts "typed material'" as "nothing over and above theoretical consideration: .. 
arrived early (1966) and radically at that stage. the danger now Is not that A·-L 
surpassed at their own game, so much as that they may become the cr,t,ca 

1
,-.. 

trying to make obsolete. (From an unpublish ed review by LR .L. of Idea St~-, 
June , 1970.) 

Rosemar ie Castoro. Excerpt from Love '• Time, February 26, 1970, 6:15 P.M.-Marcti 
1 3:30 P.M.: ' 

Minutes 

0-22 /7 
0-42 / 14 

0- 13 

0-34 /241/ , 

0-20/7 
0-135 / 15 

0-31 /28 
0-165 / 53 
0-12 /50 

0-54/ 5 

0-27 /28 
0-9 1/,/ 57 
0-63 /20 

0-5 /26 

0-55 

Act ivity 

From history thinking to over compensation 
From leaving stoned out of my mind to look for 

someone to buy me a whip 
From the search for a whip to the finding of 

a frie nd 
From an unorgan ized sense of order to putting 

something there 
From breathtaking to slander ing and curs ing 
From start ing to make t ime at St. Adr ian 's to 

arous ing Into the day and somehow being carried 
From an uplift to the start of work 
From vacuuming to sp litt ing 
From entering and exiting to the arrival of 

the IRT local 
From leaving in taxi after seeing likenesses of 

draw ings or mine in hai r of movie 
From onward to no answer 
From need ing to go away to still being here 
From leaving through frippery of musical comedy 

war movie to sitt ing in St. Adrian 's 
From ordering wh ite wine to reading over " Love's 

Time" and Improving the legibility of my quick 
handwr iting 

From clarity and legibility to what kind or 
poetry do you write 

A receiver In which the Incoming algnal I• mixed with a locally generated signal to prr,tluoe• 
Intermedi ate frequency that Is then ampll"ed and detected a st1COnd tinHt to produce .. 
aud io frequency , University of British Columb ia, Vancouver , Flne AJts Gallery (director : AMI 
Balk lnd}, February 25-March 14, 1970. Audio and vlsual potenUalltle-a, sound compoeltloae. 
display situations of tape recorders as objecta . Organized and Installed by the studenta el 
Flne Arts 438. 
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,. . Tom su"owa , Duane Lunden, Jeff Wall, Ian Wallace . Flne Arts Gallery, University 
,-,.,: c~umb la. Vancouver , February 3-18 . 

,J I s " Notes Towards Art Work .• " Studio Internat ional, February , 1970. 
Ill'"'°"' Cltlt e • 

28. The four member s of the OHO group (Andras Salamun , David Ne:i, Mlle nko 
,-.,,ruarY 2-M~rco Pogacnlk) , two of them In Ljubl jana , Yugoslav ia, and two In New York, 
...."°v lc.ously looked at the sun and dropped from the height of 10 cm. one matchs tick on a 
....-, 111ne r" and made a piece combining the resu lts. In Apr ll- May, they worked between 
~ 01 i::: Museum of Modern Art 's Information show and the 4th Jugoslavansk l Trlenale 
... .,.. de The group Is pr imarily conce rned with sys tems rela ll onsh lps between locations , 
la IIIO:~ct~res . In May, 1970, they did projects along the Zarlca Valley of the River Sava al 
_. , s In relation to histori cal loca.tions (Neolllh lc settlement , Celtic mounds , Slovan lc 
~~edleval church). A piece by David Nez deal s with " draw ings documenting vibrations 
~I during the artis t's tr ip from Ljublfana to Washington , D.C.: (1) draw ing begins with 
"pve f fell pen In the center of the paper ; (2) artist's control ls llmlted to confinin g the pen =:~:. boundary of the page ." (Rep.) 

M ilenko Matanovic (OHO group ). String Bending Wheat. 1970. 

... . . "" - ~ 
=~ . '.,.. ' 

.. -r --



.......... 
I I .. 
..... 1 

r,:;!,' 

fa ,l t 

o. c,a, '-" .................. . 

• . , 
I 

I 
I 

I 
I 

I 
I 

~ 

{ __,,, ', 

..., "1111 • ..... . ,..., , .. .,. .... ,, ....... ,. 

I r \ / l . J , 

/ V ........ -·-- ~ ' 

I 

/ \ 
// \ "~\ ., 

I ~~ 
I 

I 
I 

'··---
\ 

\ 
' -- -

Marko Pogaco ilc (OHO group ). Page from Medial Systems . April , 1!110.. " 
A piece concerning the time and space relations betwee n "Even Pomll 

(photograph of the lyn1t pare/el/u s from the book Die Tiere der Erde ; sip al 
the lynx based on medial systems; rock on the Sava River with engraved 
medial s ign; cat s itting on the rock with the engraved medial sign of the lym) 
and "Odd Points" (Albin Pogacnik , 1890- 1933, 6rst owne r of the book Die 
Tiere der Erde; the lynx: alive at the momen t of taking photograph f• lhe 
book; ph ysical process of engraving the sign; geographicaJ location of lhe 
rock); all based on a sp herical grid. 

uary-Aprll : Art & ProJect of Amsterdam moves Its activities to Tokyo. Since the "gallery " 
~uallY th• Bulfetln, they functJon as easny In Japan as In Holland • 

nl•Y erouwn . La Paz. Book published on occasion of show at the Stedelljk Museum, =led•'"• February 14-March 16, 1970. 

,.a,,uary- May: Ian Mlll lss sends " malling pieces " from Sydney , Australia . 

u,e Angeles: " Society for the Preservation and Prevention ol Art" founded by Allen 
11_.,.1,e,g . 

Aft#1#ay. Lawrence . " Arakawa Annexed : Interview ." Arts, February , 1970. 

ttonn•' • Klaus. "Jan Dlbbets ." Das Kunstwerk , February , 1970. 

Robbin, Anthony. " Peter Hutchinson 's Ecologlcal Art. " Art International , February , 1970. 

Arato, o. " Arte povera e rlvolu:rlone ." StlCOlo XIX, February 25, 1970. 

llfllclus , Eugen. " Happening~ In Prague." Studio International , February , 1970. In part icular : 
zo,tia Saglova'• " Hommage a Gustav Obermann ." 

9umham .• Jack. " AIiee's Head: Reflections on Conceptual Art. " Artforum , February , 1970 . 

aongart:r, Roy. " It's Called Earth Art-and Boulderduh ." New York nm .. Magazine, Febru
ary 1, 1970. 

lllcNay, M. " Art Povera : Conceptual , Actual or Impossible Art ?" DHlgn , February , 1970. 

11 ... l, Catherine. " Conceptual Art. " Opus lnternatlonale , February , 1970. 

'IH-1lN, Paris, no. 1, March , 1970. Editors : Otto Hahn and Fran~olse Eue lller . Includes Daniel 
9u,.n , " Mlse en Garde No. 3". 

llarch 8, WBAI-FM, New York. Symposium moderated by Lucy R. Lippard with Douglas 
Huebler, Dan Graham , Carl Andre, Jan Dlbbets ; program Initiated by Jeanne Siegel , Art 
Programs Director, WBAJ. Excerpts follow: 

LL: I want to talk abou t the word in relationship to the physical object , the physical 
sensation, and physical experience. These are four visual artists who have used words 
one way or another . 

CA: I'm a disciple of Brancusl and I don 't know what I'm doing here. 
LL: He's here because he Is a sculptor who also writes poetry. Dan, you've been 

called a poet and a critic and a photographer . Are you an art is1 now? 
OG: I don' t define myself , but whatever I do , I think, is defined by the medium. I did 

printed matter about three or four years ago. Things in print , things for magazines, 
things that use photography . I've done things In all the areas that other people have 
worked In and I think they define themselves. 

LL: I suppose one thing we'll have to talk about is the lack of distinction between 
the various media . • .. 

CA: I distinguish among media as severely as anyone. I think the so-called art object 
has always been part of an open system. 

DG: I agree one hundred per cent. Something is defined by the reader and the 
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context it Is placed in . The art ist is defined by the ~ro~uct_ he makes, but not 
necessarily by himself . I was interested In a system that 1s tied into a medium rather 
than in my saying I am an artist. 

LL: A sort of giver and receiver situation . 
DG: That's very important. The recipient effect is as important as the giver part. The 

object is just a cause. . 
CA: 1 th ink the object is just a locus , embodying some sort of tr~nsact1on Which la 

between all those things we are talk ing about-the reader, the recip ient , the sender, 
the social situat ion . the art. whatever . 

LL : But the experience ls different. When you experience an object it tends to be, If 
not necessarily a static experience , at least more physically Involved than when you 
exper ience words . Or does it? , . 

DH: I just came In on an airplane and I was thinking about what we were g~ing to do. 
While I was look ing out the window , it hit me that l was measuring off things, that t 
could see where I had been. I saw the last place I'd stayed, in Brooklyn , and the Statue 
of Liberty for the first time in all these years, and an area where I thought Lucy lives. 
Anyway I real ized that I was measuring sense Impressions against conceptual 
knowledge . the conceptua l knowledge being maps. I knew that th is physical reality 
could be translated into language or into words that were very much like the words on 
a map. so as Dan and Carl , I think, are point ing out , there is much more flexlblllty 
between what is an object and what registers In the head as the experience of the 
object than the kind of separation that we all seem to be objecting to. 

LL: But maybe words are a better vehicle for a certain kind of experience ... . 
DH: No. not necessarily . Just a recogn ition that they are perhaps more a part thin 

an embarrassed byproduct , wh ich is what art historians have always made of them. 
CA: 1 want to give you the three phases of art as I know ii. Ther_e was a time when 

people were interested in the bronze sheath of the Statue of Liberty , modeled In 
the stud io. And then there came a t ime when artists were not really concerned with 
the bronze sheath but were Interested in Eiffel 's iron Interior structure . supporting the 
statue . Now art ists are Interested in Bedloe ·s Island. 

DG: I'd like to question the use of the terms " words " as opposed to "objects." I 
think what Doug was talk ing about has more to do with someth ing reduced IO 
schematic Information . Just perceiving an object-the way the eye works , the way our 
senses work-in terms of schematic Information . It Is not a word-object dichotom,. 
but really what 1s the nature of Information , i.e., how we perceive things . This is awr, 
complicated process and In part that Is what the art, or whatever you call it. ls ab0U1. 
I'm also Interested In the reading process that is so relevant to the reader rather than 
to the Impetus of the object. , . 

LL : Isn't ft also for capturing something that has hitherto been cons idered un~ 
turable by art because of the time-space factors? Jan, when you did your territorlll 
piece with the rob in [see p. 139), why did that have to be called a "drawinQ-
sculptu re" ? I 

JO: It doesn 't matter to me what I'm called . I just use the work, what Is there. I thlnll 
did it because people call me an artist and so I had to call_ it_ sculptu re and drawint

CA· 1 have spent part of my life working as a poet and I d1stmgu1sh between poellfi 
which is hard work , and sculpture . wh ich Is hard work . 1 don 't really know 
conceptions are. 1 don 't have any Ideas about art and poetry . I have desires. 

LL : You acknowledge that when you call yourselves art ists. You are P 
someth ing. making some art that didn ' t exist before , someth ing you want to exllt. 
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oH: 1 am having It make itself , in a sense, or having other people make it. I want to 
put it in a situat ion or context where it will be happening not only now but later . I just 

start It. 
CA: People in Halifax kept bugging me because I refused to say that I had ideas for 

rnY work , and finally I said. look : I have very few Ideas but I have some strong desires. I 
want what Is not yet In the world . Ideas are a dime a dozen. I agree with Or. Guillotine 
that all Ideas are the same except in execution . You can 't cut off desires except 
painfully. George M. Cohan once said that anybody who believed they had thought of 
something new was either a liar or a fool. 

oG: I agree about conception . 1 don 't think I am do ing concep tual art . 
LL: Whether you like It or not , Carl. you have an idea-whether or not It is 

articulated. You are talking about people who wr ite down their ideas as their art , but 
you can't make a dis! inct ion between Idea an~ doing something . 

cA· I can make a distinction between Lucy Lippard as an idea and Lucy Lippard as 
a desire. believe me ... . I have a great anger against so-called conceptual art be
cause the great beauty of art, of the physical arts now, and even many kinds of poetry , 
is the simple fact that art is close to nature , and the trouble with conceptual art 

15 that It Is not close to nature. If abstract art is art as its own content , then conceptual 
art Is pure content without art . Follow ing Reinhardt . I desire art-as-art . not art-as
idea 

LL: I don't know how you can say that , but let's not get Into defin ing conceptual art , 
t,ecause it seems like an awful dead end. Certainly there are at least twenty people 
using either words or wr itten things as vehicles for the ir art , but there is a dist inction 
t,etween concrete poetry , where the words are made to look like someth ing, an Image, 
and so-called conceptual art, where the words are used only to avoid look ing like 
something, where it doesn't make any d ifference how the words look on the page or 
anything. Maybe Larry Weiner bridges some of that. ... 

CA: Larry Is a good poet. 
LL: Or else as an artist he's taken poetry further than poetry can ever take itself . 
CA. Not at all. He Is Just into something wh ich in the English language has not been 

done much before , a more intense poem. Larry Welner doesn' t say " take a ball to 
Niagara Falls and throw the ball into Niagara Falls ." Larry Welner does a thing that 
doesn't even exist- " a ball thrown into Niagara Falls." Now that is a suddenness that 
we don't know in the Western language . except in a very few poets . I must also say 
that the few language works which Larry Weiner has actually executed have also been 
good, so I think there is a poet there and some fragment of an artist. Actually he says 
he has no desire to see a ball thrown In Niagara Falls. He says he doesn 't care whether 
1t 1s done by him or by somebody else, or not done at all. 

LL: I think it's nonsense to say there's no desire there . He's probably just as much a 
physical, or visual, art ist as Doug and you .... His pieces can be done a million times 
and never be done. I think the difference between poetry and something like Larry 's 
pieces, or those by any of you who use words primarily , is the isolation of a single 
vtSual experience. In poetry the words form cont inuing relat ionships . Anyway, one 
thing I like about a lot of so-called conceptual art Is that while it communicates itself , 
or else It doesn't, j ust as objects do or don ' t, It gets transmitted much more rapidly . 
Print. Photos, documents get out faster and more people see them. Then critics 
become_ unnecessary because the primary experience is their audience 's own . The 
re&ponstbilily lies with the audience Instead of an intermediary . Maybe that's what 
people don't like about It. The public likes everything explained for it, sorted out for it, 
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value judgments made, which is why all this quality bullshit is dominant. They 
Gee, I don't have much time to look at or think about or enjoy art, so you just tell 
ten things I should see, the ten masterpeices this year. Art transferrable by WOrrJ,_ 
forcing people to do some work on their own. 

DG: I think art has to have some kind or content. II can't be program med a la .i-. 
Burnham into everybody's consciousness as adult education . ~ 

LL: Doug, is it any part of your work that it can reach more people, or Is that ;11 .. 

by•product? -• 
DH: I think objects probably reach more people than art that uses words, becau. 

such work still has to be either published or seen. II has to exist somewhere . 
JD:_Well, I don't see so mu~h difference between a wr itten work and any other kind 

of obJ~ct. When I do something It has to do with something which Is feasible WIiia 
what 1s there. When you have an idea or write something down it has no ph~ 
body; then there rs nothing. 

LL: When you taped a car ride , so what is heard are the miles marked off by Yoica, 
and the miles marked off in real space on a map and imaginary head space, and Ill 
time, Is the visible map more important than the other imagined or heard part? 

JD: I don 't see so much difference between a car driving a certain length and 8eelnt 
a map. 

DH: They are saying now that noise itself is a pollutant. They are giving It a matarfll 
aspect. Jan's linear recording of noise might be seen as much as a "desire 1a 

substance." ,.. 
LL: Once you communicate a physical sensation to anybody, you have gotten it lnlo 

the world , and Ju~t. as physically as If y~u had put a timber piece or a turd on 1111 
ground . You are g1vmg somebody a physical sensation of an experience of an object 
There i~ a very weird dividing lin_e. Like I have a piece of Carl's that is eighty somethinl 
smaJI _pink paper sq_uares; that 1s pretty damn dematerialized . People tend not to ... 
over 1t, not to notice It, and so on. Now, Jan's tape.recorder piece, Doug's • 
photographs and statement that I have are far more visible In the house than ,,_, 
sculp ture. And they both have to do with physical experience. Doug's piece hastodD 
with sound ; It Involves birds singing In each photograph . Yours has to do with beill 
there in that place on the floor , but I'm not sure there Is any tremendous degrae 
difference . 

CA: I'm not sure there Is a difference, but I'm sure that I know what I want to do 
a lot of the pieces that I'm doing now are ephemeral and car .. 1ot be r ' 
because they return to the state of nature. Salvation In art has always been a stru 
between grace and good works . 

DG: I think I'm interested in fusing something in the present without docu 
tion . I was never interested in words or syntax m poetry, but more in information.I 
wanted the things I did to occupy a part icular place and be read in a particular p 
time. The context is very important. I wanted my pieces to be about place 
in-formation which Is present. 

DH: For me. my whole sense of minimal or primary art has to do with the exnari-• 
of the percipient m the situation I was work ing with. I always felt that the work 
meant to launch the person viewing into a " real-life " experience. The first thing 
did differently from those works was a spontaneous act. •.. I took a road map: It 
almost like. " Christ, why not this I" I just drew random trips with a magic marker• 
an AAA map, and I wrote on those things and gave a number of them out. I 
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mething like, " Take the trip or don 't take the trip, but If you do take the trip , you 
:uer take my trip , but it doesn't really matter," and so forth . What you get , then, In 
that work, Is everything you see. 

LL: Jan, with the photographic perspective-correct ion pieces--where you stretched 

8 
rope out on the ground in a shape that was not a square. but when II was 

holographed became a square-you had replaced the seen perspective with the 
:hotographecl perspective . Did the works themselves have any Importance to you or 
Just the photographs? 

JD: Only the photographs . In fact , only the negatives. 

Evk#nce on the Flight of S/11 Fugitives. Museum of Contemporary Art, Chicago, March 27-May 

10• 1970. Photographic records of proJects by Helzer, Oppenheim, de Marla, Hutchinson, 
Smithson, Long. 

Art eonc•pts from Europ41. Bonino Gallery , New York , March , 1970. Organized by Pierre 
Resta11y. " The gallery not as exh lbiUon hall but 81 bank of lde81"; contributions were flied In 
c1rawers and avallable on request. Disc ussed by Restany In Oomus 487, June , 1970. 

World works . March 31, 1970, noon . " Art ists and people everywhe re are Invited to do a street 
work In a street of their choice . A street work does not harm any person or thing ." Documenla • 
tlon sent lo H. Welner , J. Perreault , M. Strider for a book , as yet unpublished . 

March 18: Founding by Tom Marion i (Allan Fish) of the Museum ol Conceptual Art , San 
Francisco. At the open ing, buckets ol white paint were given to visitors with which to paint the 
walls. On Aprll 30, Sound Sculpture As, an exhibition of ten sound events , described In 
A111l1nche, no. 1. 

March 11, 18, 25: Hannah Welner at Har Job, A. H. Schrieber Co., Inc .• New York . " My llfe Is my 
art. I am my obJect, a product ol the process ol self awareness ." 

Buren. Daniel . " Beware !" Studio International , March , 1970. Written July , 1969, and January , 
1970; published 81 ·'Mlse en Garde" In catalogue of Leverkusen Concept An show ; see 
above, November , 1969. Also, " Comment (on Buren 's Text)," by Michel Claura . 

Burgy, Donald. " Checkup ." Art In America , March- April , 1970. Self, a piece executed In 
January, 1969, In which data of all kinds on the artist 's body and body processes were tested 
over several days in the hospital devoted lo the making of thi s work. 

March 10, 1970: Don Celender , from Prellmlna ry Statement St. Paul, Minnesota : 
Realizing that art, as It Is experienced currently , reaches only a small port ion of the 

public, my conceptual movements were Initiated to explore the realm of the impos
sible m order to stimulate innovative and creative approaches to bring ing art to the 
masses. Synectics and brainstorming , two techniques which expand normal thought 
processes, were basic to formulation of the movements. In addition to the concept of 
art dissemination , these movements were motivated by the desire to survey the 
attitudes about art held by individuals and organizations occupying key positions Ir, 
American socie ty. 

About 1wenty-five chief executive officers of major organizat ions were contacted in 
each of the four movements listed below . The organ izational head received. in 
addition to his own proposal , copies of proposals sent to the other principals inclu ded 
In the movements so that each would be aware of the scope of the concept. 
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A brief comment about the Intent of the individual movements follows : 

Corporate Art Movement 
This movement. launched on December 18, 1969, was Initiated with business 

corporations. whose practical orientation was challenged by art concepts which 
proposed impractical extensions of the products or services of these companies. 

Cultural Art Movement 
This movement, launched on January 12, 1970, was d irected at the museum 

profession in order to encourage museum officials to disseminate art more widely 
than at present using unorthodox Innovative techniques. 

Mass Media Art Movement 
This movement, launched on February 18, 1970, was conceived lo involve masa 

media In the process of developing art awareness by bring ing art to the masses 
through their respective media. 

Organizationa l Art Movement 
This movement, launched on March 4, 1970, was designed to explore the reactions 

of divergent groups such as the Ku Klux Klan and Black Panthers to concept ual art 
proposals. Furthermore , the organizational character of th is movement permits art 
interact ion on a grass-roots level mvolving people from all segments of society. 

Calender 's "Movements" have since been followed by the Political Art Mov•ment(Aptl 1, 
1971) and the Rellg lou• Art Movement (July 1, 1971) with the Head• of State Mov•m•nt, a.. 
Affluent Art Movttmttnt , and the Militant Art Movttmttnt projected . 

Mr. Sherman E. Lee, Director 
Cleveland Museum of Art 
1150 East Boulevard 

January 12, 1970 

Cleveland, Ohio 

Dear Mr. Lee: 

Your museum has been selected for inclusion in my 
Cultural Art Movement. I would like you to execute, 
to the best of your ability, the following proposal : 

Assemble 1,000 of the best Far Eastern 
artifacts from your permanent collection 
and place them into a weather balloon. 
Fly the balloon across the state of 
Alabama releasing a work of art (attached 
to a parachute) every thirty seconds until 
the supply has been exhausted. 

Please reply at your earliest convenience and describe 
the method you intend to use to expedite my proposal. 
Thank you. 
Enclosures. 

Sincerely, 
Don Calender 
Cultural Art Movement 
Saint Paul, Minnesota 55110 
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Mr. Don Calender 
15 Duck Pass Road 
St. Paul, Minn. 55110 

Dear Mr. Calender: 

1 have your letter of January 12 with Its enclosures relating to the 
Cultural Art Movement and the Corporate Art Movement. 

May I rirst congratulate you on the amount of time, research, Imagi
nation. and wit which has been so tell ingly combined to produce the 
letters included In the Cultural Art Movement portfolio . 

Since all art is in the mind of the beholder, I am told , then this 
obviously is the means I propose to use in expediting your proposal. 
I have mentally performed the proposal for Cleveland and despite the 
exhaustion attendant upon unaccustomed rigorous use of my imagination , 
I can report that the mission has been accomplished. How fortunate 
for Alabama! 

Sincerely yours, 
Sherman E. Lee 
Directo r, The Cleveland Museum of Art 

J•n Olbbllts. Gegenverkehr , Aachen, Zentrum fur aktuelle Kunst. Kal 3no , March 12- Aprll 4, 
1970. Photo-documentation of a Ude piece , text by Klaus Honnef, bl~raphy , bibliography . 

Gl/bllrt and Gtt0rge. Art •nd Project Bullttlln 20, March , 1970. Two drawings : " George by 
GIibert" and ·'GIibert by George." 

''Nineteen Slllls from the Work of Richard Long." Studio tntttrn•tJon•I , March , 1970. 

11•,.uzawa , Yutalul. Art and Project Bulletin 21, March, 1970 , Tokyo : " You! flll the frame of the 
diamond-world mandala wlt .h water and drink to satisfy your thirst " 

Alphons Schllll ng. Richard Felgen Gallery , New York, March 7- 28, 1970. Catal~ue Is book of 
photographic portraits ("my mailman ," "my grocer ," " my neighbor to the left, " " my love ,'' 
tic .). 

Sharp, WIiioughby . " Nauman Interview "; Cales, Nicolas , " Wit and Pedantry of Robert Morr is"; 
A.noway, Lawrence , " Amer ican Stock Exchange Transact ions" (Berner Venet) ; and von Bonin , 
Wlbke, " Germany: The American Presence ," Am, March , 1970. 

Burnham, Jack. "Robert Morris: Retrospective In Detroit '' Art/orum, March, 1970. 

Lawrence W•lnttr . Yvon Lambert, Paris, March 1&-26, 1970: 
1 Something old something new something borrowed something blue 
2. Lead tin and mercury roasted till ready 
3. Earth to earth ashes to ashes dust to dust 
4. A stone left unturned 
5. The peace of the Pyrenees over and out 

11 Parts IV. 70. Exhibition selected and catal~ue written by Mlchel Claura , organized by Seth 
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Slegelaub at 66 rue Mouffetard, Parl1, April, 1970. WIison, Welner, Toronl, Ryman, Ruscha, 
Lon, LeWltt, LamelH , Kawara, Huebler, Gulnocllet. GIibert and George, DIian, Dlbbet■, Buren, 
Brouwn, Broodthaer■ , Barry. Catalogue Include■ an Introduction and a postface by Claura, 
explaining the concept and outcome of the ■how's organt:iallon: "On November 20th, 
twenty-two artist■ were Invited to participate In the exhibit.Ion .... On January 2nd, all the 
prolects rece ived were ■ent to each of the Invited artists, who were Hked to send back, up lo 
February 111, what would be their definitive participation In the exhibition (that 11 to say, lflelr 
flr■t project aga in, or with modifications, or something completely different, etc.)." 

11 Parl• IV. 70 reviewed or dlscu11ed by Cl aura and Ren, Denlzot, "La llmlte du concept, .. 
Opu• International , no. 17, April, 1970, and translated In Studio International; Fran~ 
Pluchart, " Journlac le11lve le■ conceptuall1te1," Combat, Aprll 13; George■ Boudallle, "11 
Paris IV. 70: l 'avant-garde • la Mouffe," plus reply by Claura, Lettre• FrancalH• , •II 22, 
1970; G■-slot-Talabot, "Concept non Concept," La Qufnza/ne Uttira fre, May 1- 15, 1111. 
Three of the catalogue entrle■ follow: 

Ian WIison: 
I. My pro1ect will be to visit you in Pans, Apnl , 1970, and there make clear the idea 

of oral communication as artform . 
II. Ian Wilson came to Paris in January 1970 and talked about the Idea of oral 

communication as artform . 

Sol LeWltt: 
I On a wall (smooth and white 1f possible) a draftsman draws 500 yellow , 500 gray, 

500 red and 500 blue lines , with in an area of 1 square meter . All lines must be 
between 10 cm . and 20 cm . long and stra ight. 

II. Delete the first project. 

On Kawara : 
I. rTexts of telegrams) : I am not going to commit su icide-Don 't worry . 5 December 

1969. On Kawara 
I am not going to commit suic ide-Worry . 8 December 1969. On Kawara. 
I am go ing to sleep- Forget It. 11 December 1969. On Kawara . 

II. One postcard sent each day since January 1st 1970. (Sample : Jan . 4 1970 I got up 
at 2.47 p.m.) 

Conceptual Art and Conceptual A.,,.ct• . New York Cultural Center, New York, April 1~ 
gust 25, 1970. Organized by Donald Kar■han. Art-Language, Barthelme, Barry , 8ullf 
(NETCo.), Bochner. Buren, Burgy, Burn, Byars, Cutforth, Dlbbet■, HHcke , Huebler, -. 
tenbach, Kawara, Kozlov, Society for Theoretical Art & Analyse■ ; quotations by artists•• 
not In the exhibition; blographle■ , blbllographle■, text by Kar1han, "The Seventies : ,_.. 
Object Art." Reviewed by Peter Schjeldahl, New York TlmH , August 9, 1970. 

Art fn the Mind. Oberlin Collage, Oberlin, Ohio, Aprll 17- May 12, 1970. Organized by AIIINI 
Tacha Spear. Acconcl, Armajanl, Asher, Balde11arl, Barry, Barthelme, Beckley, Bodllllr, 
Borofsky, Brecht, Burgin, Burgy, Burton, ByarI , Camnltzer, Castoro, Calender, Cone, c.11. 
Costa, Cummings, Dandier, Dunlap, Eisler, Feke, Ferrer, Gladstone, Graham, Haber, J-
Kawara, Kirby, Kos, Kosuth, Lau, Le Va, Levine, Lewi■, leW llt, Maloney, Mclean , N
NETCo., Oldenburg, Ostrow, Pechler, Perreault, Piper, Rea, Rupper■berg, Shannon, locllllf 
for Theorellcal Art & Analyses (Burn, Cutforth, Ramsden), Strider, Van Saun, Venet. WII, 
Wegman, H. Welner, L Welner. From the catalogue : 

Bruce Nauman: 
Drill a hole Into the heart of a large lree and msert a microphone . Mount 
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amplifier and speaker in an empty room and adjust the volume to make audible an 
sound thal might come from the tree. (September 1969) Y 

Drill a hole about a mile in to the earth and drop a' microphone to w ithin a few feel of 
the bottom . Mount lhe ~mpllfler and speaker in a very large empty room and 
the volume lo make audible any sounds that might come from the cavity (S t adbjust 
t969) . ep em er , 

Eduardo Costa: 

A piece that is essenltally lhe same as a piece made by any of the first conce tual 
artists, dated two years earlier than the origmal and signed by so b d p 

1 (January, 1970) me o Y e se. 

Robert Barry : 

Oea~.Athen.a. S~ar-1 recommend lhe follow ing artist for inclusion rn the Art of the 
Mind exhibilton : James Umland 1139 Calhoun Ave. Bronx . New York 10465 
212-TA9-5672. You may consider this my contnbution Robert Barry 27 Mar. 70 
eemar Venet: Against Leisure : For the durat ion of the exhibition at the Allen Memor ial 
An Museuf m. any extra effort• by lhe students of Oberlin College In all disciplines will 
be part o my proposition . ' • 

•Didactic function Is a part of my work . The power to create is not different from the 
ability to analyze. 

Slah Armajanl: 

A FAIRLY LARGE NUMBER 
OR A 350,000 (Computer , 1969) DIGIT NUMBER ' 

Total number of atoms in the universe 1s 3 x 101• or a 75 digit number . 
Total number of protons and electrons is N =- 3/2 x 136 x 21s. = 2 5 x 

10
.,. 

Total number of sand grains to fill up lhe universe' Is 10100 or 1 and 100 101 digit number . zeros or 

2. The visible un iverse (as far as the telescope can penetrate) . 

eonc.,,tual Art Protetch-Rlvkln, Washington, D.C., Aprll, 1970. 

K~;TV , Seattle , transmits TV Gallery, directed by Anne Focke; art works made for the 
PfOI m by Bauer, Garner, Manollde1 , Scott, Teeple, etc, April, 1970. 

~~k , Gregory. "Documentallon In Conceptual Art." Art• Aprll 1970 w k b 
........ ner, leWltt , Welner. • , • or s y Buren, 

lwen , Daniel, " It Rains, II Snows, It Paints." Aru, Aprrt, 1970. 

James Byars speaks at Ille No s ti Coll 
I was invited on a va co a age ol Art and_ DHlgn , Halifax, April 21, 1970: 

which involved the ~~:=fu~ G~a~t out to the Un1vers1ty of Cali forn ia to do a pro1ect 
lpec1fica11 to . o ne arts In all commun ications . My project was 
ctrcumsta~ce. i:~ m~:~ ·~ ··f1c. They offered for me to g_o and simply experience lhe 
lhe areas of hypoti ' ~ example , ~ut of 1,500 people '" the university , gather all of 

eses 1n general mtellectual talk that would be intellig ible to an 
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eighteen-year-old student? ... That was the beginning of a serious interest in the 
idea of question . I wondered if there was such a thing as a chronology of a person's 
feelings. And then I began to wonder, well , maybe we instantly arrive at some 
understanding intuitively, or somehow In quanta , of how someone feels about ua. 
Why do you like certain people? Finally the reasons are incredible , and they seem to 
be Instantaneous, so maybe time really doesn't matter. Then I started thinking things 
like , maybe there's something like ubiquity rather than simultaneity . and then I 
thought maybe it doesn't take 100 sentences. Maybe you do It in one. So I started 
th inking things like, can you write a single-sentence autob iography? Or maybe if it 
isn't even verbal. So I set up things llke mile-long situations where two people look at 
each other on Fifth Avenue not knowing who's at the other end, or Just the proposition 
that you know somebody's at the other end looking at you .... 

So then I began to wonder if I asked someone for a question that was pertinent to 
them in regard to the evolution of their knowledge of their own discipline . if that 
would be a sensible sort of synthesis of that personality , So I started the Worl(I 
Question Center on that premise. I had an interview by the Rand Corporation and 
places like that In regard to the possibility of total informational synthesis .... I went 
up to the Hudson Institute and the first th ing that Herman Kahn said in an introductory 
seminar was "What Is the question?," which was Gertrude Stein's death sentence 
•••• 1 thought , I'm really in the right place. So I asked for a world telephone and for 
Who's Who and for a little room, and I started . I called up more than 2,500 people 
around the world . To establish my credentials, I would say " I'm James Byars, Hudson 
Institute , running The World Question Center, and I wonder if you'd be interested In 
trying to offer the hypotheses In regard to your discipline, for the evolution of your 
own knowledge of that. In general intellectual language?" 

Some of the individual experiences were extraord lnarily intere.stlng. For example, It 
is not unfeasible to think of science as publicly verifiable information . But I was 
getting from people in all of the sciences and certainly In the arts things like, " I hM 
questions but why give them away?" or " My questions are not intended for uninitiated 
ears." Or "This is an absolute menace to the idea of both art and technology." I 
became increasingly ditticult for me to understand why it was so difficult to try IO 
collect questions ..•. So I took two months off from my project and I went to thl 
public library, where I thought I would do research on the history of question. And thl 
greatest surpr ise came when I looked in the Index of the Encyclopaedia Britannica 
and found to my amazement that there's no mention of question m the Encyclopaedil 
Britann ica, and there's no book listed as question. 

I found then that my pursuit had to take even more exotic levels of calling and going 
to places like the Princeton Institute for Advanced Studies •... And I called Alvin 
Weinberg, the director of American Atomic Energy. And I said, " What questions n 
you asking yourself ?" And he said, " Can you invent an axiology for all of sciencer 
And I said, wow I don' t know what axiology means. He said he just learned it last WIik. 
himself and It means the study of all value systems. And I said that's incredible. Thlta 
such an elegant question. Can you ask me another? And he said, sure, " Can you on• 
priori terms assess all technology ?" 

But that's very rare, believe me. There was usually the general blush- '' I don't ha 
any questions and that 's embarrassing," or "What do you mean, questions?" I 
that from some very famous people ...• Then I began to wonder can you ask a di 
question? Why ls lt so hard to make questions? I started wondering about 
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prejudice against quest ion in schools. What does a question mean? We're dis
couraged generally by schools. I mean, there are questions where you're taught the 
answer before the question, and then you' re asked the question and you raise your 
hand and the teacher th inks that's a big deal. That kind of question is defeating . And 
50 1 wondered-ls all speech interrogative? 

oougl•• Hueb/er, Art and Proje ct Bulletin 22. " Locatlon Piece No. 8, Amsterdam , Holland ," 
~ rll 25-May 8, 1970. 

PoPPY Johnson. Earth Day, April 18, 1970. Yearly planting of garden and 1111 of previous yield 
11 Greenwich and Duane Streets, New York; slmllarly "ephemeral garden site•· by James 
Turrell and Choyash l Kawai In Venice, Calif ., spring, 1970. 

l(otlllh , Joseph . "A Short Note : Art, Education, and Lingu istic Change ," The Utterer(S chool of 
visual Arts), April, 1970 . 

April 7: Jeanne Siegel, Interview with Joseph Kosuth , WBAI , New York, unpublishe d. 

Jouffroy, Alaln. " Da-vld Lamelas." Opu• lnternatlonal , April , 1970. (Same l11ue, Claura and 
0en1tot on 18 Paris IV. 70 exhibit ion.) 

R~of Louw. X-One, Antwerp , Apr il 9, 1971. A tape- recorde r piece. 

Morris, Robert. " Some Notes on the Phenomenology of Making: The Search for the Motivat
ed," Artforum, Aprll, 1970. 

April, Sall Lake, Utah: Robert Smithson makes his earthwork The Spira/Jetty and a 35-mlnute 
cc,IOr mm on the subject , shown at the Dwan Gallery October 31- November 25, 1970. 

O? (Byars.) 

Townsend, Charlotte . " N. E. Thing Co. and Les Levine." Studio International , April, 1970. 

Tokyo Blennale 70: Between Man and Matter . Tokyo Metropolita n Art Gallery , May 1~0 . 
Two-volume catalog ue, anonymou s text and, In vol. 2, photograph s of the works and " After 
the Exhibition " text. Albrecht , Andre, Boezem, Buren, Christo, Dlbbets, van Elk, Enokura , 
Fabro, Flanagan, Haacke, Horlkawa , lnumake , Kaltenbach , Kawaguchi, Kawara , Kolke , 
Koflb1I, Koshlmlzu , Kounallls , Krasinski , LeWltt, louw , MatsuH wa, Merz, Narlta , Nauman, 
Nomura, Panamarenko, Panone , Raetz, Rinke, Ruthenbeck, Schnyder , Serra , Shoji , Sonnier, 
T1um1t su, Tanaka, Zorfo. Reviewed by Joseph Love, An International , summer, 1970; 
Yoshlukl Tono, Art and Artist• , June, 1970. 

~tfon• : Antl -msterfsllsm. La Jolla Museum of Art. May 15-July 5, 1970. Introduction by 
Lawrence Urrutia ; foreword by Buckmlnlster Fulle r. Barry , Deutsch, Emerson, Le Va, (see =-), LeWltt, Thompson. Rev iewed In Art lnternatlonaf , January , 1971. E.xcerpt from Fuller 

More than 99.9 percent of all the physical and metaphysical events which are 
evolullonarlly scheduled to effect the further regeneration of life aboard our space
at-up earth transpire with in the vast non-sensor lal reaches of the electromagnetic 
lpectrum. The main difference between all our yesterdays and today is that man Is 
now lnt~lle~t~ally apprehending and usefully employ ing a large number of those 99.9 
percent inv1s1ble energetic events. Humanity has therefore created for itself a new set 
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of responsibilities requir ing a ninety-nine fold step-up In its vision and comprehen. 
slon. This calls for an intu itive revision of humanity 's aesthetical criteria , ph1IOS0pht.. 
cal orientation , conscious action, cooperation and initiative in accommOdatlng 
evolut ion's Inexorable drive to have mmd comprehend and surmount every PhYlical 
eventuality . Intuition and aesthetics automatedly trigger us into consciousn ess of the 
existence of opportunities to consider and selectively initi ate alternative acta or 
position-tak ing regarding oncoming events, potential realizations or unprecedenlld 
breakthroughs ,n art , technology and other human productivity . 

Today's epochal aesthetic is concerned almost exclusively with the invisible. 
intellectual Integrity manifest by the explorers and formulators operating within the 
sensorially unreachable , yet vast, ranges of the electro , chemical and mathemat1ca1 
realms of the physical and metaphysical realities . Their Invisible discoveries 8"d 
developments will eventuate as sensible Instruments , tools, machines and autorna,. 
tion , in general. 

Barry le Va ( Velocity Piece # 1 was executed at Ohio State University , fall , 1969 , and laalld t 
hour 43 minutes) : 

Velocity Piece #2 
(Impact Run) 

Movable Ob1ect Against Immovable Interior Boundary 

In this case: 
Object 1-170 pound&-human body 
Interior Boundary-2 walls (opposite) 
Distance-SO feet wall to wall 
Action-Runn ing 
Speed-Fast as possible 
Duration-As long as physically possible 

Using Wall• (lndoo,.J. Jewish Museum , New York, May 13--June 21, 1970. lntroductloll-, 
Susan Tumarkln Goodman, bibliograph ies, statements by the artists : Artachwager , lhc:lln-. 
Bolllnger , Buren , Olao, Gour1aln, LeWltt, Morris a.nd Kauffman, Rothblatt , Ryman, T.-, 
Welner , Yrlsarry , Zucker . 

Keith Arnatt . Art and Pro}flct Bulletin 23: 1220400-0000000. May , 1970: 
An exhibition of the duration of the exhibition by the follow ing means: A dlgltll 

countdown system (time related to Amsterdam time) will count down the duration al 
the exhibition in seconds ... exhib ition time may be purchased at $1.00 per unit .• 

Bochner , Mel. " Elements from Speculation (1967-1970) ." Artforum , May , 1970 ; aiu:erpta: 
A fundamental assumption in much recent past art was that things have 

propert ies, i.e., boundaries . This seemingly simple premise became the basis for 
spiraling series of conclusions . Boundaries, however, are only the fabricati on ofOIII 
desire to detect them ... a trade off between seeing something and wanting • 
enclose it. . . . The problem Is that surrendering the stability of objects lmmed 
subverts any control we think we have over situations. Consider the possibility 
the heed to Identify art with objects is probably the outgrowth of the need to 
our feelings to the things that prompt them .... 
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The line above Is rotating on its axis at a speed of one revolution each day 

Ooug)os Huebl er. 1970. 

The root word " Image" need not be used only to mean representat ion (in the sense 
of one thing referri~g to something other than Itself). To re-present can be defined as 
the shift In refer~nt1al frames of th~ viewer from the space of events to the space of 
statements ?r vice v~rs~. lm_agimng _(as opposed to imaging) is not a pictorial 
pre-occupation. Imagination 1s a pro1ection, the exteriorizing of Ideas about the 
nature of things_ seen. It re-produces that which is initially without product. ... My 
disagreement with [the term) dematerialization goes beyond a squabble with term 
There is n~ art which ~oes not bear some burden of physicality . To deny It Is t~ 
descend to irony .... It_ 1s misleading to the intentions of artists finding different ways 
for art to come Into being . .• and both how and how long it stays there. 

t::#lmfopher Cook. Bradford Junior College , laura Knott Gallery , May 1- 18 1970 "Autob l· 
ographlc Compression Serles # 1"- "a kind of 'Information profile ' of the col lege.'; 

~rt
1
~~ ~org

1
e
2
. '

2
'Ahrt Notes and Thoughts ." Ar1 and Project (unnumbered Bulletin) May 

, • ay : ours of " living sculpture ." ' 

llornlh1n , Michael, " GIibert and George ," Studio International , May , 1970 . 

Graham, Dan. " Eleven Sugar Cubes.'' Art In Ame.rice , May-June , 1970 . 

::::.:-• Hueb/er . The Addison Gallery of American Art, Andove r, Mau ., May 8-June 14, 1970. 
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THE WORK ORIGINALLY INTENDED FOR THIS SPACE HAS BEEN WITHDRA~ 

THE DECISION TO WITHDRAW HAS BEEN TAKEN AS A PROTECTIVE 

MEASURE AGAINST THE INCREASINGLY PERVASIVE CONDITIONS OF FEAR. 
RATHER THAN SUBMIT THE WORK TO THE DEADLY AND POISONING INFLUENce 

OF THESE CONDITIONS , I SUBMIT ITS ABSENCE AS EVIDENCE OF THE 

INABILITY OF ART EXPRESSION TO HAVE MEANINGFUL EXISTENCE UNDER 

CONDITIONS OTHER THAN THOSE OF PEACE, EQUALITY , TRUTH, TRUST 

AND FREEDOM . 

(Adrian Piper, May. 1970) 

Wllllam Wegman. 3 Speeds, 3 Temperatures, performed In the faculty men's room II Ille 
University of WIsconsIn, Madison, May, 1970 Three faucets running progressively warmer-.. 
harder . 

Lawrence Welner. Gegenverkehr , Aachen , Zentrum fur Ak1uelle Kunst , Ka. sno., May 1111, 
Text by Klaus Honnef, biography, 10 pieces In English and German: 

to the sea 
on the sea 
from the sea 
at the sea 
bordering the sea 
to the lake 
on the lake 
from the lake 
at the lake 
bordering the lake 

Cales, Nicoles , "Documentl2Jng"; MOiier, Gregoire, "The Scale or Man"; and Sha,p, WIi
ioughby , " Elemental Gestures : Terry Fox." Art, , May , 1970. 

What's to all thought? (Byars.) 

Camnltzer , Luis, " Contemporary Colonlal Art. " In March• (Uruguay) , mld-1970; &11cerpt: 
It Is strange that the phrase "Colon ial Art" is filled with only positive conno tations 

and that it only refers to the pa.st. In reality II happens in the present , and with 
benevolence It is called "i nternational style" ..•. As with Commerce , Art is above 
stingy pol i tical games: " it helps the communication and understanding of the 
people ," "i t is a common denom inator for understand ing ," " The world is small• 
every day," and under the rug of this phrase is swept the constantly growing 
difference between the cultural needs of economically developed coun tr ies and thoee 
underdeveloped or develop ing .... 

I believe the possib ilities for change are two : 
The first one, moderate , is to continue to use the system of reference pertaining to 

certain forms capable of being related to art, not to produce cultural products, but 
rather to inform about data toward a cultu re . ... We can call it perceptual alphabe-
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tization. II implies economical underdevelopment as cultural stimulus , withou t 
relative value judgments . What may be negative in econom ic terms Is only factual In 
cultural terms. At this moment , a huge percentage of Inhab itants of the un
derdeveloped areas are starving to death. But art ists continue to produce full-belly 

art. 
The second possibility Is to affect cultural structures through social and political 

ones, applying the same creativity usually used for art . If we analyze the act ivities of 
certain guerrilla groups, especially the Tupamaros and some other urban groups, we 
can see that something l ike th is is already happen ing . The system of reference is 
decidedly alien to the trad itional art reference systems. However, they are funct ioning 
tor expressions which at the same time as they contr ibute to a total structure change 
also have a high density of aesthetic content. For the first time the aesthetic message 
15 understandable as such , without the help of the " art context " g iven by the museum, 
the gallery, etc. 

The urban guerrilla functions In conditions very similar to those with which the 
traditiona l art ist is confronted when he is about to produce a work . There is a 
common goal : to com municate a message and at the same time to change with the 
process the condit ions in which the public finds itself . There is a similar search to find 
the exact amount of or iginality wh ich. using the known as a background , allows the 
message to be stressed toward notoriety tor its effectiveness , sometimes signaling the 
unknown. But by going from the object to the situation , from the elitist legality to 
subversion, new elements there appear . The public , a passive consumer , by suddenly 
passing from object to situation , has to participate actively to be part of the situation . 
Passing from legality to subversion, the need appears to find a minimum stimulus with 
a maximum effect-an effect that through Its Impact justi fi es the risk taken, and pays 
for It . During certain historical per iods. at the level of the object , th is meant dealing 
with and creating mysteries. At the level of situations , and in this case, it means the 
change of the social structure . 

It's too and both? (Byars.) 

C. lant, Germano. "Conceptual art." C. •• bella, May, 1970 . 

Stembera, Petr. "Events, Happenings, Land-Art, etc ., In Czechoalovalda ," May-J une 1970 
(written for Re11/sta de Arte, Puerto Rico). Excerpts follow: 

"Thanks " to the unpropit ious cultural politics of the country In the S0's, Czecho
slovak modern art lagged behind world development for many years. One of the few 
personalities of Czech artistic life In these years unafraid to make exper iments was 
indubitably Vladimir Boudn lk .... In the early years after World War II, Boudnik 
walked the pavements of Prague In search of crumbling walls , on wh ich he made 
drawings of fantasti c and abstra ct shapes before the eyes of passers-by .. . . In 
1949-50 Boudnlk only framed the damaged walls with empty frames. He issued 
endless numbers of manifestations ... but remained purposely misunderstood by the 
cultural institutions and was even procla imed mentally retarded . . .. 

A number of years later news trickled Into Czechoslovakia about the work of . .. 
Allan Kaprow and the Fluxus group . Now, after a period of ten years the Influence 
of A. Kaprow seems of basic importance in the work of Milan Knrzak, the leader of 
Czech happening art (who traveled to America In 1968). The Aktual group-MIian 
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group-MIian Knl!ak , Sona Sveceva, the Mach brothers . Robert Wittman 
Trtilek-entered the public eye in 1964. at a time when non-socialist-realist art 8~ 

was permitted officially In Czechoslovakia .... In early 1966 they realized a "T~ 
Event for One House" In Prague-Dejvice. They sent the inhabitants of this h 
chosen quite at random, large numbers of bulky parcels ... and secretly decorat=: 
various floors of the apartment build ing .. .. Robert Wittman 's best-known prOiect 
was the '' Exhibition of Street Reality" in which a little street in Prague was hung 
empty picture frames In such a way as lo present scenes from life Itself .... A s1W: 
atmosphere was achieved In his " Panel," where he placed a panel with a vlew-sqUIII 
cut out on the busy crossroads on Jungmann Square in Prague, through which 
spectators were able lo view the life of the city. Also well known are his "Land=: 
Frames" from the same period. (In 1964 Mel Ramsden, in Australia, constructec1

1 huge open rectangular " frame" outdoors , as a sculptural viewing framework; Rlchan1 
Long, unacquainted with the former , made a similar piece in England some years,_ 
as did Jan Oibbets in Holland : Marjorie Strider did a series of street and slide worq In 
New York in 1969, utilizing empty frames. (Seep . 91.)) 

Eugen Brikcius founded the Presentologlca l Society with Rudolph Nimec In , _ 
The first public meeting of this society was realized on a town square In Prague Ill 
May, 1968, and dur ing this event Nimec outlined the shadows of the participants onto 
an enormous roll of paper that was spread over the whole area of the square. Eva 
Kmentova arranged a one-day exhibition In April 1970 In the Prague Spilowa 
gallery-an event called '' Footpr ints." There was a trail of the artist 's footprints 1h11 
led from the entrance of the gallery onto the first floor-plaster casts-followed by II 
exhibition participants. In the evening the art ist gave the footprints away. Zo,tia 
Saglova arranged her first event in the summer of 1969-wlth a group of friendslht 
threw a great number of balls onto the water of the Pruhonice pond near Prague . .•• 
In the autumn of 1969 Sagi ova placed mounds of hay and straw in the Spalova gallery, 
with which the spectators could play according to their own wishes. Her third larga 
event was " Hommage a Gustav Obermann" near Humpolec in Bohemia, where lhl 
llghted 19 great bonfires on a snow-bound plain .... Petr Stembera stretches out 
sheets of polyethylene between trees In a snow-covered landscape, stretches textile 
ribbons In a single color . paints rocks, etc." (Rep.) 

Petr Stem bera. 
Daily Activities, 
1971- 72. 

structure•. Camden Arts Centre and Centr al Library, Swiss Cottage, London, June 
#dd 1 19 or ganized by Charles Han lson. Catalogue contains full pieces by each artist : Art 
~~n gu.age, Arnatt, Burg in, Ed Hen lng, Kosuth. The follow ing works ■.re fro m the show. The 
•nd ized notes are part of an unpubllshed review by L.R.L., summer, 1970. 
tcallC 
~ tor Burgin: 

lu Substantial Things Which Constitute This Room 

!11 The Duration Of 1 

3 
The Present Moment And Only The Present Momeni 

!11 Appearances or 1 Directly Experienced By You At 3 

5 
All Of Your Recollection At 3 Of Appearances Of 1 Directly Experienced By You At 
Any Moment Previous To 3 

:11 Criteria By Which You Might Distingu ish Between Members Of 5 And Members 

Of4 
7 
All Of Your Recollection At 3 Other Than 5 

!11 Bodily Acts Performed By You At 3 Which You Know To Be Dlrectly Experienced 
By Persons Other Than Yourself 
9 
All Bodily Acts Directly Experienced By You At 3 Performed By Persons Other Than 
Yourself 
10 
All Members Of 9 And All Members Of 8 Which Are Directed Towards Members Of 1 

11 
All Of Your Bodily Acts At 3 Other Than 8 
12 
All Of Your Bodily Sensations At 3 Which You Consider Contingent Upon Your 
Bodily Contact With Any Member Of 1 
13 
All Of Your Bodily Sensations At 3 Which You Consider Contingent Upon Any 
Emotion Directly Experienced By You 
14 
All Criteria By Which You Might Distinguish Between Members Of 13 And Members 
Of 12 
15 
All Of Your Bodily Sensations At 3 Other Than 13 And 12 
16 
All Of Your Inferences From 9 Concerning The Inner Experiences Of Any Person 
Other Than Yourself 
17 
Any Member Of 16 Which You Consider In Whole Or In Part Analogous With Any 
Member Of 13 

171 



18 
Any Member or 16 Which You Consider In Whole Or In Part Analogo us w· 
Member Of 12 •th 

The vehicles for Burgin ·s systems are linguistic . whlfe their implicatlo 
percep tual and behavioural . One's recognition of the system remains the sa na .. 
one 's experience of it afters when the work fs exhibited in different spa:..,,_ 
Camden and Swiss Cottage, and as printed In the catalogue. That expe, · 

8
' • If 

however, very abstract, In the sense that it Is constan tly referred back ,::"'» ,-, 
processes by the physical conditions it imposes. Burgin has posited esthetlc ,,,__ 
that are "located partly in real space and partly in psychological space·• with th 

0bltaat 
that ··~n Immaterial ~b/ect Is creat?d which Is solely a function of pe/,.... 
behaviour but yet which ind~cts attflbu tes of physicality from its material -~ 
Thus at Camden, where the piece appeared as sheets of paper on the walls of 8 ,._ 

empty room, with several yards between each page. these "situatio nal cues"e ~ 
In an "extended present" were converted into Invisible structures between "-• 
areas and certain (anonymous. accidental) people and their though ts, which 1111:':: 
place. The behaviouristic energy is regulated by internal cross-re ferences Wlllalt 
provide the time-f rame (subsequent to X and previous to XL. etc). Taken slngli ,,__ 
would escape into the less specific energies of generaliza tion (as do, /ntentio-,;;;;;. 
those of Robert Barry, whose language but not intent is recalled by Burgm·s ,._ 
work) ; together. they form their own context 

The c~t~logu~ piece In this show referred to abstrac t elements ("cri teria'"} w,
the exhibited piece referred to physical and mental experience of the relationahlpe 
betw!en th_e space,. the people and the objects In it, and the viewer. thus taking lnt> 
cons1derat1on the different forms of presentation. In the latter case the artist's demand 
that the gaps (whi te paper, space. and in ter- thought time) be filled by the viewer fool' 
on a fiteralfy physical cast, In terms of the energy released by the cross-refereno, 
struc ture: I found the references to what other people in the room might be thinldnf 
and fee/mg when confronted by the piece and by my own Invisible unnoticed 
experience the real core of the work. Rick Barthe/me and Jon Borofsky come to mind 
as American proponents of this branch of so-called "conceptual art, .. in which /og#ofl 
complex systems are imposed on loose illogical situa tions. 

• • • 
Keith Arnett . ·•11 It Possib le for Me to Do Noth ing as My ContrlbuUon to Thia Exhlbltlonr : 

To put forward the idea " I have done nothing ," as my contribution to this exhlbltlan 
would appear to be slightly unreasonable . Moreover . the request to uti lize a certain 
amount of gallery space in which " to do nothing" seems to compou nd this unreason
ableness. Nevenheless . in putting forward the above Idea as my contri bution to 1h11 
exhibition , it becomes necessary to examine the implications of such a dectston. 

The questions that come immediately to mind are: In the context of this exhlbltlan 
am I simply putting forward the idea " I have done nothing " as an idea (abstraction). 
or. am I claim ing to have fulfilled what is asserted by the statement , namely, that I hlW9 
done not hing (here Implying , that I have done nothing as my cont ribution to 1h11 
exhibition) . If the latter is the case. what do I mean by " I have done no thing " ? 

Leaving aside a more general semantic issue, I.e., does the statemen t " I have donl 
nothing" make any kind of sense (any sentence con tammg the wo rd "nothi ng" S88ffll 
to raise difficu lties), how is this statement likely to be taken in the context of 1h11 
exhibition? 
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hi be taken to mean that I have done no special work of which there is 
11 ""~e (of one kmd or another ) in the exhibition . But such an interpretation would 

evtd8~
0 

exclude the means whereby the idea " I have done nothing " Is communicated . 
111ve ritten material itself is evidence of having done someth ing. 
fh15 wus suppose then that this written informat ion does not ex ist. This simply raises 

Lel1.1eslion, How would it be known that I put forward the idea " I have done noth ing" 
,ne Q contr ibution to this exhibition? 
as :rhe absence of this wr itten Information , supposing the question were put lo me, 
~hat have you done as your contr ibution to th is exh ibit ion ?" Would the reply, " I 
ve done noth ing" be meaningful? 

118 TM question would not have been asked In the first place unless the questioner had 
umed that I was making a contribu tion. This would presuppose some prior 

~wledge on the part of the questioner which must refer back to an initial agreement 
kn my part to contr ibute to this exhib ition . Could such an agreement (the evidence of 
0~ich might be only my name, printed in the catalogue , with no other information) be 
~nstrued as having done someth ing (if only to agree to having my name printed)? 

The 1nlerpretation put opon the statement ··1 have done nothing ," wh ich might be 
taken to mean that I have done no special work for this exh ibition , might well include 
the making of decisions that in any way relate to the exhibition as part of a defin ition 
of •special work ." 

It would seem then , as a contributor to th is exh ibition , I can put forward the idea " I 
have done nothing " as my contribution to the exhibition . as an idea only . My interest , 
however. 1s in Implementing any possibility of doing nothing (meaning ·•no special 
work'') as my contr ibution to this exh ibition . 

What it I change the statement ·•1 have done noth ing" to " I will do noth ing" ? Is it 

Keith onnicr . Dis-Play. Video tnpe with Sony. L969. 



possible to fulfill the claim made by the modi fied S1atement which could bo 1._ 
mean " I wlll do no special work for this exhibition"? 

Does the claim " I will do nothing" necessarily imply that I have done nothin 1 
context of this exhibition? Any claim to have done nothing for this exhlblt~n" !'!! 
already been shown to be false. .,.. 

One might object to the claim " I will do nothing " on the grounds that it calls f 
decision that has to be effective throughout the duration of the exhibition and is Cira 
dec ision, a special case of doing something for the exhibitio n. The difference._:: 
that there Is and can be no conc rete evidence that would make any kind of 8enlt 
relation to the claim. The statement " I will do nothing ," at any given time, . ~ 
refers to the future . - ...,. 

To sum up: The claim " I have done nothing ," made at any time throughout ltla 
duration of the exhibition would be false for the reasons already given. The clal,ft '1 
will do noth ing," made at any time throughout the duration of the exhibition. lmP111e 
intention only and as such would further Imply temporal and spatial consideration&, 

If, as a contributor to this exhibition , my Intention is to do no special work for ltla 
exhibition (as my contribution). I must. during the period of the exhibition, be doing 
something else. 

If I'm doing something else I must be doing It somewhere. 
Somewhere might be anywhere. 
Anywhere might Include the location of this exhibition . 
The location of this exhibition might include this gallery . 
If I do something In this gallery (meaning In the future course of this exhibition) It 

does not necessarily follow that whatever I do is to be taken as having done -
" special work " tor this exhibition . 

Arnatt comes to "Idea art " via process or behavioral land art (a consistent interert In 
hermeticism and holes) and a something-to-nothing development. In Camden, to, 
instance, a little machine on the wall clicked away the number of seconds In the ent1f9 
exhibition : 2188800-0000000, as an "exhibition of the duration of the exhibition," 1 
pretty simple idea that has a mesmerizing physical effect, a terrifying assoclatlonll 
effect. and a dramatic ending . When the row of zeros is about to strike. one ha, 111t 
feeling of teetering on the brink of time Itself; what happens when there are no"'°" 
seconds? 

The Nothing piece Is an exercise in mental gymnastics. The idea of doing nothktf 
has a long art-historical pedigree by now, running from Picabla and Duchamp to YwN 
Klein, Buren, Barry, and the N. E. Thing Co. and Christine Kozlov, a specialist In lllt 
reductio n of complex Intentions to rejection . Arnatt answers his unanswerable 
question with a (double} negative by doing something and covering himself In the,_, 
sentence, an Instance of the provocative tension In which he works between lllt 
countdo wn and a reverse generosity of both ends and means. {A related ll'Olt 
appeared In the catalogue of the Lisson Wall Show, January, 1971, entitled "Did I 
Intend to do This Work?"; see also p. 225 for a third omission piece by Arnett/. 

• • • 

Joseph Kosuth . "Special lnveatlgatlon ": 
1. A LOGICIAN, WHO EA TS PORK-CHOPS FOR SUPPER, WILL PROBABLY LOSE 

MONEY: 
2. A GAMBLER. WHOSE APPETITE IS NOT RAVENOUS. WILL PROBABLY LOSE 

MONEY: 
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A MAN WHO IS DEPRESSED, HAVING LOST MONEY AND BEING LIKELY TO LOSE 
3- MORE, ALWAYS RISES AT 5 A.M.; 
• A MAN. WHO NEITHER GAMBLES NOR EATS PORK-CHOPS FOR SUPPER, IS SURE 

TO HAVE A RAVENOUS APPETITE: 

5 
A LIVELY MAN. WHO GOES TO BED BEFORE 4 A.M., HAO BETTER TAKE TO CAB-
DRIVING: 

6 
A MAN WITH A RAVENOUS APPETITE, WHO HAS NOT LOST MONEY ANO DOES 

. NOT RISE AT 5 A.M .. ALWAYS EATS PORK-CHOPS FOR SUPPER: 

7 
A LOGICIAN, WHO IS IN DANGER OF LOSING MONEY, HAD BETTER TAKE TO 
CAB-DRIVING; 

8 
AN EARNEST GAMBLER, WHO IS DEPRESSED THOUGH HE HAS NOT LOST 
MONEY, IS IN NO DANGER OF LOSING ANY; 

g A MAN, WHO DOES NOT GAMBLE, AND WHOSE APPETITE IS NOT RAVENOUS, IS 
ALWAYS LIVELY: 

lO A LIVEL V LOGICIAN. WHO IS REALLY IN EARNEST, IS IN NO DANGER OF LOSING 
MONEY, 

11 A MAN WITH A RAVENOUS APPETITE HAS NO NEED TO TAKE TO CAB-DRIVING, IF 
HE IS REALLY IN EARNEST; 

12 A GAMBLER, WHO IS DEPRESSED THOUGH IN NO DANGER OF LOSING MONEY, 
SITS UP TILL 4 A.M.: 

13. A MAN, WHO HAS LOST MONEY AND DOES NOT EAT PORK-CHOPS FOR SUPPER. 
HAD BETTER TAKE TO CAB·OAIVING, UNLESS HE GETS UP AT 5 A.M.: 

14 A GAMBLER. WHO GOES TO BED BEFORE 4 A.M., NEED NOT TAKE TO CAB
DRIVING UNLESS HE HAS A RAVENOUS APPETITE; 

COMPLETE CONTENTS OF ADVERTISEMENT 

(SECTION TWO)-FRENCH 
(SECTION TWO)- AS IS 
(SECTION TWO)-GERMAN 
(SECTION TWO)-ITALIAN 

INTO FRENCH 

UNIVERSAL " MEN"; A-EAR NEST: 8-
EATING PORK-CHOPS FOR SUPPER: C-
GAMBLERS; D-GETTING UP AT S: E
HAVING LOST MONEY , H--HAVING A 
RAVENOUS APPETITE , K-LIKEL Y TO 
LOSE MONEY . L-LIVEL Y . M-LO
GICIANS: N-MEN WHO HAO BETTER 
TAKE TO CAB-DRIVING, R-SITTING UP 
TILL 4 

INTO GERMAN 

UNIVERSAL '" MEN .. : A-EARNEST , B
EATING PORK-C HOPS FOR SUPPER : 
C--GAMBLERS; D-GETTING UP AT 5, 
E-HAVING LOST MONEY; H--HAVING A 
RAVENOUS APPETITE , K-LIKELY TO 
LOSE MONEY , L-LIVELY , M--LO· 
GICIANS. N-MEN WHO HAD BETTER 
TAKE TO CAB-DRIVING: R--SITTING UP 
TILL 4. 
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ENGLISH AS IS 

UNIVERSAL "' MEN", A-EARNEST , B
EATING PORK-CHOPS FOR SUPPER . 
C--GAMBLERS: D-GETTING UP AT S: 
E-HAVING LOST MONEY; H-HAVING A 
RAVENOUS APPETITE: K-LIKEL Y TO 
LOSE MONEY ; L-LIVEL Y: M--LOGI• 
CIANS; N-MEN WHO HAD BETTER TAKE 
TO CAB-DRIVING; R--SITT ING UP TILL 4. 

INTO ITALIAN 

UNIVERSAL " MEN"'; A-EARNEST ; 8-
EATING PORK-CHOPS FOR SUPPER ; 
C--GA MBLERS: D-GETTING UP AT S: 
E--HAVING LOST MONEY. H--HAVING A 
RAVENOUS APPETITE : K-LIKEL Y TO 
LOSE MONEY ; L-LIVEL Y· M--LOGI· 
CIANS: N-MEN WHO HAO BETTER TAKE 
TO CAB-DRIVING; R--SITTING UP TILL 4 . 



The "Investigations " are more Interesting In themselves than anything Kosur,, 
done so far. unless you count his life and Interaction with _other people and sit,,,~ 
as his art, which of course he would Just as soon you d1dn 't, or his Ideas, and··-• 
writings, as his art, rather than their materializat ions, about which he seems ,::::: 
more ambivalent (his "entry " in the Oberlin Art of the Mind show is a reprint of 
article from Art-Language). And he seems flnal/y to have come to terms with his .. ,0: 
of presentation" problems . An earlier investigation was typed on small gun,rntd 
labels and stuck across a 20-foot wall. The Thesaurus classification series see Pit 
72-73) has, over a period of 2 years, moved from newspaper ads to blllboafdt 
bus-posters to such Improbable manifestations as the "powerhouse" In Nova Seo,: 
(subheads of "Power " on the roof of a barn) or the recent piece in Tu,;,._. 
white-on-black banner across the street. &fore that, the dictionary definitions ser1te 
was presented as 4' x 4' negative pho tostatic blow -ups, which although not strictty 
paintings, lacking paint. remain large flat depletive surfaces hung on the wall. The 
reason given for this potentially gimmicky distribution of one Idea over so many media 
has been to assure no undue emphasis on presentation per se, or as formal "style"· 
medium nevertheless does become confused with pure idea when it is so varied. Wltlt 
the xeroxed "Investigations " in booklet form, Kosuth has finally made the cruclel 
decision to let the work stand or fall on the internal lingu istic-art istic relatlonshiPt. 
The "Investigations " in this show refer to Wittgenstein more interestingly than 
previous work and the Introduction of proper names changes one 's expectations, 8ltd 
therefore the context , prov iding witty pseudo-narrative feedback most certainly not 
intended by the artist to be as provocative as it is. Kosuth 's ideas have been important 
since t966, but this seems to me the first time that he has produced a conceptual art 
that Is, in his own words. "an inquiry by art ists who understand that art istic activity 11 
not solely limited to the framing of art propositions . but furthers the Investigation ot 
the /unct ion. meaning. and use of any and all fart} propositions and their consldera. 
tlon within the concept of the general term 'art."' (See pp. 146-49.) The •·1nvest1g1-
tions" are not "original" any more than his previous material has been, but they a,e 
orig inal art, whoever made up the riddles and then collec ted and printed them. 

Conceptual Art, Arte Po'l/era, Land Art. Gallerla CMca d'Arte Moderna, Turin, Jun.-.July, 1171. 
Organized by Germano Celanl " Texts" by Celant , Lippard , Malle , Pasaonl; statements bf 
some of the art ists, blbllography . Andre, Anselmo , BaJdeua rl, Barry , Beuy1, Bochner , 8oelll, 
Calzolarl , Christo , Darboven, de Marla, Dlbbels , Fabro, Flavin, Fulton, GIibert and George, 
Haacke, Helzer, Huebler, Kall .enbach , Kawara , Klein, Kosulh , Kounellls , LeWltt, Manzoal, 
Men , Morri s, Nauman , Oppenheim , Paolini , Paacall , Penone, Plsloletto , Prlnl, Ryman, Sand
back, Serra , Smithson , Sonnier , Venet. Welner, Zorlo. 

June 20. Washington, D.C.: Lookout , an event organized by Douglas Davis and Fred Pitta, Ill 
which Inhabit ants of the city were asked to scrullnla the ir environments and report their 
findings by phone or In person to the Corcoran Gallery ol Art. 

Fox, Christopher. " Interv iew with Edward Ruscha." Studio International , June , 1970. 

Mlchael Snow/ Canada. xxve Biennial Exhibi tion ot Art, Venice, June 24-0ctober 31, 1171. 
Texts by Brydon Smith and the artist Reviewed by Barry Lord, Art and Artist• , June, 1970. 

Tuchman , Phyl111. " An Interview with Carl Andre." Artforum , June, 1970. 

James Colllns . Postals, June , 1970-Apr ll, 1971. #1: " Introduction Pieces," June, 1970; #2. 
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Thll II to .-iity ttwt ....,_ Colhnt II a mm

... rtnngll' IO ma and dlal t. app'mc:fwd 

me : 4" P. 
Loc:a11on - ~ - - ~ --- -
Tune ___ , :._~~ •• , :..~ .:.. __ _ 

oat.-· ·- .1'14!_1"1111 '1o 
11111 I •• 10 pstoopll18 In an J< warll 

...... I'm W!voduCld by Jama Colhfll IO t 

mmpift•IVWIIII' · 

Thill ~ wwld be doa,manted by • photo · 

graph __,ng ch ,_..., IMl"I pla,c,a. 

Sltrwd 

James Collins. introdu ction Piece , o. S. 1970. 
1n 

Thh K IOcwtifyttwt..,_Colhntlll•Q)ffl-o 

plttfl n......, lo me and !hat he IOPl'oechad ~JJJ,._r .. , __ 
Tu,w _ :.l.:.._.&. C> -,. - ·- · 
O.ta _.i., t ,,,~ _ .,. 
and I 1191W ID iar\,c:,l)a19 111 Wt art WOftl 

..... l'ml,l,:rodumdby ....... COlttMtol 

~~-
Thi, pilCI would b9 doculTWlted by I ~ 

~.,_,,.dltl~tak•"ls-a. 

$q,ed 1r'111uJ. 

No 8 of '"Snnfn" -~---~-----' 



.. J I . 13• " Delegation PropoHI 1," August; #4, " lntera 
"lnt1oductlon PlecH Pr~•• • .; Yt' Pie. 3 .. October· #IS• "Semiotic Aspects ,'' February ; 
Travel PropoHI," September; #5, • • -~26) '· #8 "Con'texts 2," April. (Rep.) 
11, "Contu.tl," March (H• below, PP· - • ' 

'. •- "Ge---k met Sol LeWltt." MuHum}oum••' • June, 1970. Wljers, ... ouwr ... n. ..... -
.. ks· Robert Morris." Art In Ame~ . May-June, 1970. 

Eugene GoosNn. The Artist Spee · 
le RI Drolt• Paris June 11..July 20, 1970. Teat bJ 

Gin• P•ne : Acqu• AltvP•IWenezJ. 1• · Galer t· covnecernlnn' the rl~lng waters of Venlce'1. 
Plene Restany <• "conceptual env ronmen • • 

N w York July i--september 20, 1970. Organized bJ 
lnform•tlon . MuHum of Moder~. Art, • nded ·, .. ding" blbllography; page for HCh •rtlet: 
Kynaston McShlne; text by him, recomme Art 1, Protect, Artachwager, Aakevold, 
Acconcl, Andre, Armal■nl, Am•f •:~I LaBn:~:~arry Berthelme, H. 1, B. Becher, Beu,-, 
Atkinson, Bainbridge, Belde1u, • a B~~uwn Buren, Burgin, Burgy, Burn end R■fMCIN, 
Bochner, Bo1llnger, Brecht, Br~l~Hlo De~ven de Marie, Dlbbeta, Ferguson, Fener, 
Byars, C.rballa , Cook, Cutfort • GIibert • 'GeoJge Gl~rno Poetry Systems, Graham, Heeclle, 
Aanegan, Group Frontera, Fulton, H~tchlnson Jarden, Kaltenbach, K...., 
Heber, Hardy, Helzer, Holleln, ~u::: •L::~d , Long, McLean, MelrellH , Mlnulln, Monte, 
Koauth, Kozlov, Latham, Le Va, • hie Workshop, Newspaper, Group OHO, Oltlclca, Ono, 
NETCo., Nauman, New vor; :~r Pechter, Penone, Piper, Platoletto, Prlnl, Puente, RNII., 
Oppenheim, Panamarenko, la nnd, Sladden Smithson, Sonnier, Sottsaas, ThygeHn , Y■II 
Rainer, Rinke, Ruacha, Sane oua , , 
Saun, Vaz, Venet. Wall, Welner, :' !)~~atlve Exhibition at the MOMA," Arts, summe,, 1111; 

Reviewed by Gregory Battcoc ' n th Co ceptacle .. Art News, September, 1970. 
David Shapiro, "Mr. Proceulonary at e n ' 

Works In the exhibition: 

David Askevold: 

SHOOT 

DON'T 
SHOOT 

SHOOT 

DEATH FOR 
BOTH 

DEATH FOR ONE 

DON'T SHOOT 

DEATH FOR ONE 

LIFE FOR 
BOTH 

Robert Barry. Art Work, 1970: d It doesn 't have a specific place . Its boundarlel 
It 1s always chang ing . It has ~r er . access ible but go unnoticed . Part of II 

are not fixed . It affects other _things . It ;ay b:f It ls familiar . Some of It Is strange. 
may also be part of something else. ome 
Knowing of it changes it. 

Yoko Ono. IA_•P Piece: p oal mark on the map where you want to go. Go 
Draw an imaginary map . ut a g II there Is no street where It should 

walk ing on an actual street accord lngbto yot~;nmg~~~ obstacles aside . When you reach 
be according to the map. make one Y pu • ou meet The 
the goal , ask the name of the

1 
city ~~d ~::en:l~:se;~ ~e t~~o~:::~:;erher . Ask .your 

map must be followed exact Y, or e 962 l friends to write maps . Give your friends maps . (Summer. 1 . 

N E Thing Co Nomencl•ture (1966-67) : 1 t d f " art") 
. VSI-Vlsu~I Sensitivity Information (term . NETCo . uses ns ea o 

SI-Sens itivity Information (all cultural ,_nformatio{n) d) singing oratory, etc .} 
SSI-Sound Sensitiv ity Information {music , poetry rea ' , 
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MSI-Mov lng Sensitivity Information (movies , dance , mounta in climbing , track , 
etc .) 

ESI-Exper imental Sensitivity Information (theatre , etc .) 
•-It shoul d be recognized that there are categor ies where certa in types of 

sensitiv i ty informat ion are combined with others to provide the ir form , but for 
the most part the categor ies above have been established because the " arts " 
tend lo have a part icular emphasis on one kind of Informatio n character istic . 

-We find that by setting up a new set of defin itions like th is that people are 
better able to see the cross-relationship between the " arts " and In do ing so 
can become much more Involved and supportive of the new types of " arts 
activlty " -Sens itivlty Information-SI-that are going on . 

-The Idea of comprehend ing " all arts as Information handled sensitively " 
breaks the histor ical chains that keep them apart from each other and grossly 
misunderstood . 

All questions are ub iqu itous? (Byars ) 

July/ Augu•t Exhibition . Special edition of Studio lntem•tJonal , July-August, 1970, edited by 
Seth Slegelaub. Also published Ha hardcover book without advertising, backmattar, etc. All 
texts In English, French, German. A magazine exhlblUon In which six critics were Hked to fill 
an eight-page Hctlon without writing anything themNlve1 ; each critic choae any number of 
artists to JIii their space: David Antin (Graham, Cohen, Belde1url , Sena, EIHnor Antin, 
Lonldler, NlcolaldH , Sonnier); Germano Celani (AnHlmo , BoettJ, Calzolarl, Men, Penone, 
Print, Plstoletto, Zorlo); Mlchel Claura (Buren); Charle1 Harrlaon (Arnall, Art-Language, 
Burgin, Flanagan, Koauth, Latham, Louw): Lucy R. Uppard (Barry, Kaltenbach, Welner, 
Kawara (Rep.), LeWltt, Huebler, NETCo., Barthelme; Hch artist was aaked to paH on to the 
next a situation within which to worlc); Hana Strelow (Dlbbets, Darboven). 

1/llloM, P,.ct. , Propo .. ,. . Nottingham FHtlval , July 11-Auguat 2, 1970; organized by the 
Midland Group Gallery. Text by Tim Tureltall. Askevold, Dee, Dlbbell , Hall, Herring, LeWltt, 
Long, Monls , Smithson, among others. 

John BaldeasarL July 24, 1970, San Diego: " Notice 11 hereby given that all works of art done 
by the undersigned between May , 1953, end March, 1966, In his po11e11lon as of July 24, 1970, 
were ctemated on July 24, 1970, In San Diego, CalHornla." Notarized document published In 
die newspaper Ha general affldavlL Photo album and plaque shown In Sottw•re(He p. 191). 

Summer, 1970: Gerald Ferguson, Relational Sculpture: 
(1) a point In Halifax , Nova Scotia , 44°38'47.41" north latitude , 63"34'48.21" west 

longitude . (2) a po lnl on Gerald Ferguson . tattoo , left forearm . (3) a po int as yet to be 
determined. " Upon in itiation the sculpture exists as an in determ inate relations hip ; 
upon the artist 's death the sculpture exists as a determ ina te relationship ." 

Robert Barry Presents a Work Dy Ian Wilson , July, 1970. The worlc: 0 len Wllaon." 

Ian WIison and Robert Barry on Oral Communication , July, 1970, Bronx, N.Y.: 
{Note: Ian Wilson has been concerned with Oral Communica tion as a way of making 

art for the past four years. This part of a discussion between him and Robert Barry was 
recorded in July, 1970. The intervie w grew out of the compatibility of the artists ' 
positions at that time and can be considered a part of Robert Barry 's "presentation of 
artists" series.) 

RB· This question will be based on my observations of your use of oral communica 
tion over the last couple of years , from the fir st time you came to my old studio and 
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On Knwara. O,nfl nn olion. Telegram sent to ol LeWitt , February , 1970. 
Weiner 's " iostruction " lo Kownra were: "Dear On Kawa ra, I must apo logize but the 

only llualion I can brin g myse lf lo impo se upon rou wou ld be my hopes for your 
h?v io~ a good do)•. Fond R~gar'!s , Lawrence Weine r." Kaw~m's te leg ram con tilutecl 
lu s piece us we ll as the s1tuahon po ~cd on to ol Le W,11, who in turn made 74 
permutation on the telegram' me age for bi piece. 

said that oral communicat ion was your art . It seemed to me at that time and shortly 
thereafter, whenever we met, you said to me that you were using oral communication 
as an art form , then you would stop it; there would be a period where oral communi
cation wasn' t your art , and so forth. In other words , later on it seemed to me that the 
concept of oral communication became the art rather than oral communication being 
the means of making individual works of art. Is that accurate? 

IW: Well, first of all I had to take the object or the idea of oral communIcatIon out of 
its natural context , put it into an art context . And I had to speak It to do that, right? h 
was more logical for me to speak 11, but having done that ii became a concept, 
naturally . 

RB: I think when you say concept , you mean somethmg you know that no longer 
needs to be said. It seems lo me that you changed your use of oral commun ication so 
that everything embodied In that term became art rather than using i t as a material, 
using the actual periods of time when you were using oral communicat ion as your art 

IW: Do you mean that my means of presenting my Idea became less rigid. that the 
use of oral commun ication generally as art began at the " Time Panel," when it was 
recorded and put Into print? That sort of contrad icted the essential Intention which 
was oral commun ication ? 
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. No What I'm thinking about is periods of time earlier on. when you were 
RB · · · · with certain periods of time set aside when your oral communIcallon was your 

dea~~n later, time was no longer an element. In fact I noted that you don 't really say 
art-1 50 much any more, that " oral communication is my art." II seemed to me that~• 
th8 that phrase keyed the beginn ing of a work of art, whereas that phrase doesn t 
first the same function any more . Rather we are dealing with the idea of oral 
ha:rnun lcallon rather than individual Instances. 
cotW· That's interesting. I never thought of that. 
RB: You know, m the past this discussion might have sta~ed out by your saying 

"oral communicat ion Is my art.' ' But It d idn't. We are Just talking about it now, about 
ow you have used it, what it means. 

h rw: would you say the difference also is that now I don' t ref~r the Ide.a of oral 
munlcatlon to myself? That now It's abstracted from myself? It Is Just an idea, part ~f ~e community now, an idea which can be used to Illuminate a certain aspect of art. 

RB: Partly, but what I really mean Is that we were thinking about oral communica
tion as a thing in itself, rather than specific examples. times . when you used oral 
communication. 

1W: 1 see. There has been a change from a particular first lns~ance at the intr?du~
n to the less " original " situation . The atmosphere of the origma l presentation Is 

~~ne. In a way I often think of oraJ communication as existing really In that first day. 
Before that I was using time. . . . . . . 

RB: My fir st impression when you said oral commun1catIon was your art form was 
that you had discovered something very Important in one way. It was like makln? art 

·th an extension of yourself , which Is essentially what oral commun ication ls. It Is an 
=~tension of ourselves out into the world , and ii Is like a painter d_iscovering that he 
can make his art using vision rather than havmg to mess around with paint and other 
stuff .... 

IW: What struck me as important with oral commun ication was that when a PE:rson 
makes something that he is attached to. and he wants to call It art, he has to call It art . 
To call anything anything, you have to either speak It or print it or use sign language, ii 
you're deaf and dumb. These are the three alternatives. 

RB: Well . you could put it in a certam place so it would be designated as art-an art 
gallery an art museum, an art magazine. 

IW: But that place would have to have been called too .... I am still tryin_g to figure 
out why the hell I chose oral language Instead of printed language and I think It must 
have been a very unconsc ious sort of ... well , perhaps I was reacting to the static 
siluallon of the gallery , but I don 't think that is justified because nothing is static, or 
everything is static , one way or another . Oral commun icat ion is perhaps a response~? 
the antic ipated question asked artists-What are you do ing? I ~as a~le to a~swe~ I 
am speakmg to you." rt was at the time an attempt to come to grips with the situation 
in which a person wants to be an artist and wants to present something as representa
tive of his thinking .... 

RB: How do you feel about putt ing all this Into print? , 
IW: That's a big quest ion. It makes a difference between now and what I ~1d two 

years ago. Before , I would not cons ider print. Now, some two years later, I fmd the 
dichotomy, the dualism. extremely interesting. , 

RB: Would you say the art exists In the differences between oral communicallon 
and written commun ication? 

181 



IW: 1 would say that it was possible to disassociate myself from pr int. I don 't accept 
the respons lbllity for pr int. But obviously I'd be naive to say that. The ambiguity of the 
word spoken and then printed is not dlspleas_ing .... But _the protect !on of saying 
something is having it dissolve into an emotion , a security you don t have When 
something is printed . 

RB: But if you take the quality of the medium that you had_ at the beginning, when 
you were first using oral commun ication .... 1 thought of It in terms of what I knew 
about art about mater ials that art ists use. I myself was using radio carrie r wavea 
which dl~o lve when I first heard about oral co mmunication . I thought of it in thoae 
terms, or like the gas I was releasing into the atmosphere then, something that w11 
gone, and you didn 't have a chance to do anything with it. _Som?~hing released. 

IW: About the ambiguity of pr inting oral communicat1on-1t s possible to l>Ut 
something through a process not Ind igenous to itselr and still be attached to the 
outcome . Even as we were releasing things-gas or spoken words or sound-some-
thing is still released from the printed page. . 

RB: There is a question of control there . Yours is a kind of situational art. When you 
said " oral communication is my art" you didn't consciously plan what you were going 
to talk about ; you didn't have a program ; you just continued the flow of conversation 
as It was going, although your statemen t may have influenced what was said after you 
said It. 

IW: I was aware of that. I li ked that. I st ill do. 
RB: So that part of your art would have been conversation about somethl~g that 

wasn 't oral commun ication, where later the art was only about oral comm unication. 
lW: Maybe at the very beginn ing of oral communication I might have said that I WIii 

involved with timelessness and spacelessness. Bui later on I th ink perhaps I became 
more aware of the lmplled conscious ness of the art situation in oral commu nication. 
That made It more specific . 1 don't know . I don't think I ever really made that difference 
very clear . 1 just wanted to say someth ing else. Because I say s~meth ing and know 
that It w ill be prin ted eventually doesn't mean that 1 hav~ given up the Id~ of 
speaking . What It means is that I don 't find this metamorphos is from oral Into print• 
disturb ing as I used to think It would be. 

RB: It's no longer a problem ? 
IW: Beauti ful. It's no longer a problem ! ... 
RB: Is oral communication Just language ? 
IW: No. Obviously not just language . 
RB: Is it action? 
IW: Language could be action , I suppose. Language is the grammar of behavior. 
RB: You talked about a certain situation that arises when somebody asks what• 

you doing . This seemed to be very important. . 
IW: Oral co mmunication is about language. Well I suppose 1t Is. Perhaps not• 

directly as some artists are involved in language. I don't really know what oral 
commun ication ls. Some kind of attempt to grapple with the problems of comr:nuni. 
tion. Maybe having realized the artist is not a mystic but the opposit? of a mystic In 1111 
sense that the art ist by his nature commun icates, whereas the mysllc ls someo~•who 
experiences and does not place importance on his exper ience being commun1calld. 
... Maybe a reason for this concentration on language as art is a more ecull 
co nsciousness on the artist's part that he is really a part of the world .• so the artllt 
Is talk ing about his ambiguous pos ition. Dualism. Which Is why Joyce is a good.,._ 
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RB: I would also add to that a slight qualifi cation , whi ch is that he Is also talking 
about possibilities . 11 goes back to Sol LeWitt 's idea, where he says that all good art Is 
a very simple Idea. They are basically simple ideas, but the th ing about them Is that the 
potential impl ied in each Idea Is the possibility of each idea tor those people who are 
willing to involve themselves with that idea. 

oanlel Buren, July , 1970, Los Angeles : " There are visible alternate vertical stripes, white and 
blue, f rom July 15 to July 31st day and night on 50 bus benches '" (plus 11st of locations) . 

euren, Daniel ; Claura , Michel; Denlzot , Rene. MTL Art/Crit ique. Booklet printed but never 
distributed , with cover by Buren Illustrating a show of his In Bruuels (rue Armand Campen
houl, June 1~uly 1); texts by the two crlUcs. 

H•nne Oarbo11en: Oas Jahr 1910. Konrad As cher , D0saeldorf , July 3-30. 

GIibert and George . The Sadness In Our Art. July 4, 1970, London . Artl flcl ally aged leaflet with 
two drawings ; text of " Underneath the Arche s.•· 

Nirvana. Kyoto Muaeum of Art , August, 1970. 

Sol LeWltt Gemeentemuseum, The Hague, July 25-Augu st 30, 1970. Texts by the art ist and by 
Andre, AtJclnson, Bochner , Chandler , Devell ng, Flavin, Graham, Kapteyn-van Bruggen , Hene , 
Kirby, Krauss , Ira Licht , Lippard , Van der Net, Reise, Strelow , Welner . 

Rlch•r d Long Skulptures , England Germany Africa Amer ica 1~1970 . Slid llsche Museum , 
Monchengladbach , July 16- August 30, 1970. Book of photos of work , boxed ; br ief text by Long 
snd one by Johannes Cladders . 

Baker, Elizabeth , "Traveling ldaas : Germany , England " ; and Gendel , MIiton , " Avant-Garde 
MIianese." Art News, summer , 1970. 

Ratcliff, Carter . "New York Letter ." Art Internat ional, summer , 1970. 

Sharp, WIiioughby . " Outsiders : Baldessar l, Jackson , O'Shea, Rupperaberg ." Art• , summer 
1970. ' 

The likely real? (Byars.) 

Burgin. Victor . " Thanks for the Memory." Architectural OesJgn, August, 1970. 

Burnham, Jack . " Dennis Oppenhei m: Catalyst 1967-1970." Art•~nada , August, 1970. 

A11aJanche, no. 1, New York, fall , 1970. Lisa Bila, and WIiioughby Sharp , eds . Contents : 
Interviews with Carl Andre and Jan Dlbbets ; " Pace and Process " (docum enting a horseback • 
riding photographic piece by Robert Morr is, September , 1969); " Body Works" by Sharp ; a 
photo essay by Shunk-Kender on Beuys; documentation of pieces by Long; dlscusalons with 
Heller, Smithson, and Oppenhe im are excerpted below : 

Oppenheim : Gradually I found myself trying to get below ground level. Because I 
wasn't very excited about objects wh ich protrude from the ground . I felt this implied 
an embellishment o f external space. To me a piece of sculpture inside a room is a 
dlsrupti~n of Interior space. It's a protrusion , an unnecessary addition to what could 
be a suff1c1ent space In itself . My trans ition to earth mater ials took place In Oakland a 
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few summers ago. when I cut a wedge from the side of a mountain . I wa5, more 
concerned with the negative process of excavating that shape from the mountamside 
than with making an earthwork as such. II was Just a coincidence that I did this with 
earth .... Andre at one point began to question very seriously the validity of the 
object. He began to talk about sculpture as place. And Sol LeWitt 's concern with 
systems. as opposed to the manual making and placing of object art . can also be seen 
as a move against the object. These two artists have made an Impact on me. They built 
such damn good stuff that I realized an impasse had been reached. Morr is also got to 
the point where if he'd made hts pieces a little better , he wou ldn't have had to make 
them al all . I felt that very strongly and I knew there must be another direc tion In which 
lo work .... The earth movement has derived some stimulus from mini mal art, but 1 
think that now it's moved away from their main preoccupa tions .... A good deal of 
my preliminary thinking is done by viewing topographical maps and aerial maps and 
then collec ting various data on weather Information . Then I carry this with me to the 
terrestrial studio. For instance, my frozen lake project in Maine involves plott ing an 
enlarged version of the International Date Line onto a frozen lake and truncating an 
Island In the middle. I call this island a time-pocket because I'm stopping the IDL 
there. So this 1s an application of a theoretical framework to a physic-al situation-I'm 
actually cutting this strip out with chain saws. Some interesting things happen durmg 
this process: you lend to get grandiose ideas when you look at large areas on maps, 
then you f ind they're difficult to reach so you develop a strenuous relationship with 
the land. If I were asked by a gallery to show my Maine piece [see p. 66) , obviously 1 
wouldn 't be able to. So I wou ld make a model of 1t ... or a photograph . I'm not really 
that attuned to photos to the extent whic h Mike (Heizer] is. I don't really show photos 
as such. At the moment I'm quite lackadaisical abou t the presentation of my work; it's 
almost like a scientiflc convention . 

Sharp : What wou ld you say about the relationship between your work and photo
graphs of It? 

Smithson : Photograp hs steal away the spi rit of the work .... 
Oppenheim: One day the photograph is going to become even more important than 

it is now-there 'll be a heightened respect for photographers . Let's assume that art 
has moved away from Its manual phase and that now It's concerned with the location 
of material and with speculation . So the work of art now has to be visited or 
abstracted from a photogra ph, rather than made. I don 't think the photograph could 
have had the same richness of meaning in the past as it has now. But I'm not 
partic ularly an advocate of the photog raph. 

Sharp : It's someti mes cla imed that the photo is a distort ion of sensory perception. 
Heizer : Well, the experience of looking is constantly altered by physical factors. I 

think certain pho tographs otter a precise way of seeing works . You can take a 
photograph Into a clean white room, with no sound , no noise. You c-an wait until you 
feel so inclined before you look at it and possibly experience to a greater depth 
whatever view you have been presented with. 

Oppenheim has said, conc erning one of his transfer-overlay p ieces: 
Alt itude l ines on contou r maps serve to translate measurement of existing to

pography to a two-dimensional surface .... I create contours which oppose lhl 
reality of the existin g land, and impose their measurements onto the actual site, thUI 
creatin g a kind of conce ptual mountainous structure on a swamp grid. 
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Dennis Opp en heim . Ann & Wire. till from 16-mm. Alm b)' Bob Fiore. Opp e nheim 
rcpeotcdl) rolled the undersi de of his right om1 over some wires. 1969. 

wmoughby Sharp on Oppenheim, In "Body Works ": 
In several works Oppenheim 's body Is created as a place. Generally the body as 

place acts as a ground which Is marked In ways quite similar to those employed in 
earthworks. In Wound 1 (1970) he transferred the con figuration of his healing skin 
onto a small piece of land. In Arm and Asphalt , a ntm of 1969. he rolled his underarm 
over sharp bits of asphalt . lntercuts of a landmass related the action back to the 
original site of the earth material. II is not surprising then to find that Oppenheim 's 
"concern for the body came from constant physical contac t with large bod ies of 
land." He also feels that work ing with land "demands an echo from the art ist's body." 
This echo can literally be perceived in his Reading Position for Second Degree Burn 
(1970). Oppenheim went to a Long Island beach and exposed his body to the sun. He 
placed a large leather-bound book entitled Tactics over his chesl In this work, 
represented by two photos , one color shot shows the artist lying on the beach before 
the burn and the other after , without the book. An unburned rectangle occupies the 
place where the book was. A related work Is Hair Piece (1970), in wh ich Oppenhe im 
exposed parts of his scalp to a video camera In Material Interchange (1970). Op
penheim is concerned with Intimate transactions between his body and the environ
ment. Th_e work consists of four pho tographs , two of which show the artist wedging a 
lln~erna1I between floorboards , and the others the same finger into which a long 
splinter from the same floorboard has been introduced . 

VH•101, no. 3. fall, 1970. lu ue on Conceplual Art. Contents: Catherine MIiiet "L'art concep
lu.11 comma semlollque de l'art"; Alaln Klrlll, "Passage du concept com~ e forme d'art 
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aux travaux d'analyae "; Otto Hahn, " Notes 1ur l'avant garde"; and works and 1tatementa a., 
Barry, Bochner , Burg in, Huebler , Kosuth , Lamela1, Welner. 

" Four Pages-Joseph Beuy1 ." Studio Internation al, September , 1970. Stateme nts by the •11111 
and Per Kirkeby. 

Mel Bochner. Ar1 and Project Bulle tin 27. " Excerpts from Specul ation (1967-1970)," 'C>Ugh 
draft. 

His product is fame? (Byars.) 

Lamelas , David. Publle11tlon. Nlgel Greenwood , London , September , 1970. Responses to three 
statements : "1. Use of oral and written language II an Art Form. 2. Language can 119 
considered as an Art Form, 3. Language cannot be considered as an Art Form"-publlshed • 
Lamela■'• exhibition . Contributors : Arna«. Barry, Brouwn , Buren , Burg in, Latham, MaloneJ, 
Reise, Welner, WIison, and (below) Claura , Lippard , GIibert 6 George. 
Michel Claura . Outline of• Detour : 

Art is a kind of language . At least, this is what can be deduced from its adhesion to 
d iverse means of communication . It 1s useless to ask questions about the value of this 
language, a.specially if it must be used to compare , or compete with , other forms of 
language . On the contrary , the central issue is to analyse this form of language called 
" art," In Its function ; a specific calling Into question of a particular field . 

Nevertheless, this preoccupation will not be ours in the present context, or rather 
will not be dealt with in th is form . 

The desire to approach the problem of spoken or written language in art, means the 
formulation of a given fact , namely : language (written or spoken) as an art form which 
is also a form of camouflage . 

The mere fact that we should be obliged to specify that the language under 
discussion Is spoken or written shows very well that confusion is recognised as such. 
Confusion between art as a form of language, and language (written or spoken) as an 
art form . We shall see later on that this fear of confusion is not justified . 

In so far as it exists as a form of language differ ing from others , art must possess Its 
own means of existence , a techn ique, a vocabulary , a " syntax ," a " gramma r'' which 
characterises It. 

As a means of commun icallon, we find that art Is false because Its language Is one 
of diss imula tio n, obedience to a basic law wh ich requires one to " speak of something 
else." Communication is false because i t is put forward as a screen with which it 
becomes merged . 

As far as language is concerned (the group ing together of its productive elements), 
art can appear to pursue a certain truth which is the reality of its histor ic existence. It 
Is precisely this which constitutes the mask of art. This mask is Its form . Its form Is Its 
language . 

Art 1s perpetuated under a diversity of formal adventures which always happen in 
such a way that the ir succession alters every approach to its calling into question. The 
use of spoken or wr itten language as an art form can therefore be applied in the same 
way as the use of a painti ng or a hammer. The use of spoken or written language as an 
art form will be accepted as a necessity . The mere fact that It is present "i n" art-and 
is therefore accepted-because it fulfills a function differing from an art form, a 
different art form which differs the moment the question of art appears as a necessity. 

Nevertheless, as an art form , the use of spoken or wri tten language runs the risk of 
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becoming more quickly exhausted than anot her for m . In d eed, ii implies obedience to 
absolute laws co nstituting the written o r spoken language to which obedience to the 
laws of art is added. This double yoke inevitab ly lead s fa i rl y soon to the observation of 
what is called an " academlsm ." This is only a deta i I . 

The artist is habituated to art. Art as a habit merges w ith the renewal of solutions 
which constitutes it. The habit of offering solutions mean s the avoidance of art as a 
question . It is In lhese cond itions and for these reasons that the use of a spoken or 
written language as an art form will be judged as sa tis fa ctory . 

Al a given moment , it 1s the mask required for the pe rp etuation of diss imulat ion . 
• • • 

Lucy Lippard : 
David Lamelas has asked me (presumably as part of his own art work ) to 

"co mment ," along w ith other critics and artists . on three statements : 1) Use of oral 
and written language as an Art Form ; 2) Language can b e considered as an Art Form; 
3) Language cannot be co nsidered as an Art Form. 

Douglas Huebler has sent me a piece of his (a rt) and asked me to send him 
something (implied art) In exchange. 

I don 't make art . But now and then I write about artis t s or use their work in such a 
way that I'm accused of making art. Accused becau se it 's not necessarily a compli
menl since I'm a writer and not dissatisfied with bein g ca l l ed a writer since I use words 
as a conventional Art Form called lite rature or critic is m, A rt in th is case being used as 
a broad term meaning any sort of not necessarily vi sua l framework imposed on or 
around real or imagined experience. I don 't make pictures . I don 't use p ictures . I don 't 
make patterns on the page with the words (or if I do , they 're conventional , random , 
non-hierarch ical patte rns and only Incidental to the intention of writing something) . 
The only object I have any urge to make Is a pile of p ape r covered with words , or the 
ordinary paperback book . (Hard covers are pretentious and usually too big to be 
carried in the pocket and will therefore be read pr etent iously In a pipe-smok ing 
rocking chair situation . Now I Will Read a Book ; inste ad of an ongo ing fragmented ln 
and out of life and in and out of the book situation .} 

Later I talked to Doug and he (mistakenly) told m e h e was going to publish the 
pieces he received in ex change as part of his exchange p iece. I had thought of doing 
an Artificial Word Series from a book I'm writing or Just a r andomly chosen page of the 
(unreadable) first draft of the manuscript of the book I'm writing . But now I guess I'll 
give him a statement of some kind to this effect : 

Conventional " literature " (dictionary definition : "T he p rofession and production of 
an author " ) unlike conventional visual art (first dictio n ary definit ion : " human ab ilit y to 
make things ") is worth nothing per se before It is a lboo .k, and when It Is a book it Is 
worth maybe two bucks and is available to everybody wit h two bucks , or w ith a library , 
or a fr iend who has the book . Art can be traded and so can books , but if I trade a copy 
of my book for a painting or a sculptu re or even for a p r int , the receiver of lhe book 
will probably feel chea ted . My book should be traded , w hen and if it is pr inted , for a 
reproduction of a wor k of art Maybe Doug 's p iece, exlst i ng in an " editio n" of 50, is a 
reproduction ? If so, what Is it a reproduction of? Maybe D oug 's piece is tradeable for 
a book pr inted in an edit ion of 50 co pies and therefo re " w orth" two hundred instead 
of two bucks? Or is my book , published or unpublis h ed , and Doug's piece, unique or 
mult iple , "worth " whate ver we can gel for it? Or is it " wo rth " whatever iS'traded for It 
since that kind of open situation obviously has to do w ith the kind of piece he is 
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--
making ; and once our exchanges are Incorporated into the p iece, is it " worth' m 
as the sum of the parts lhan each part separately , or is It still worth two hundred bu:: 
or a grand or whatever these things are •·worth " on the market? 

It's all gett ing distasteful. Obviousl y D?ug doesn 't care if it's an " equal " trade, only 
that the trade 1s accomp lished . The pomt 1s not the monetary wort h or the Presti 
worth of eit her Doug 's piece or whatever I produce m return (I would like to maker 
direct response to his piece rather than someth ing that exists independently or -.! 
around before I got the request for an exchange ). The point . anyway , lies in the 
di fferenc.es between the media and their manipu lability . 

It's almost an oil-water problem . Can you trade art for literatu re? Or for cauhfl~ 
ers? Are languages as a (visual ) Art Form and language as a (wr itten) Art Form i.e 
literature , interchangeable ? If written (visual) art is a viable (visual ) Art Form h~ ~ 
you distingu ish It from literature ? Is the only difference that one is made by an Artist 
and one by an Author ? If an Artist makes up a story and tells It In book form is It Art? If 
an Author paints a pretty p icture Is It Literature? If I borrow (plagia rize, which 
or iginally meant to kidnap ) a piece (Special Investigation , 1969/70) from J<>Seph 
Kosuth , who has presented it as (visual) Art afte r borrowing It from a riddle book by 
another " author ," and use ,t 1n my book of " fiction ," does 11 become Liter ature again? 
(And was it Literature in the r iddle book? ) Is It therefo re no more a plagiarism than 
Joseph 's or iginal act of borrow ing It was plagiar ism? What price the ransom? If I put 
my book of fiction Into an art show . then have I plag iarized Joseph 's piece? A similar 
question came up several years ago when Erle Loran wante d to sue Roy Lic htenstein 
for making paintings after Loran 's pedagogic diagrams after Cezanne. No conclu
sions were drawn . Does it make a difference if I add a footnote to my use of Joseph's 
piece that says " I would like to thank Joseph Kosuth for br inging this material to my 
attention "? Wou ld It have changed Joseph 's piece if he had ack nowledged his 
source? 

If that 's confusing , consider this one . Is a cura tor an art ist because he uses a group 
of paintings and sculp tures In a theme show to prove a point of his own ? Is Seth 
Siegelaub an art ist when he formu lates a new framework w ithin which art ists can 
show their work without reference to theme , gallery, institution . even place or time? Is 
he an author because his framework is books? Am I an artist when I ask art ists to work 
wllhln or respond to a given situation , lhen publish the results as a related group? Is 
Bob Barry an artist when he " presents " the work o f Ian WIison within a work of his 
own , the process of the presentation being his work and Ian's work remaining Ian's? If 
the cr itic is a vehicle for the art , does an art ist who makes himself a vehicle for the art 
of another art ist become a critic? 

It's all just a matter of what to call it? Does that matter? It has to if Joseph Kosuth, 
for Instance , Is making "art as Idea as Idea" and not just idea as Idea. if the Art and 
Language group are making language about art and calling It art . Clearly what It's 
called does matter , maybe more than what ii is? As long as there are Art Shows and 
Books as Art Shows as distinguished from Books as Literature , and until it is possible 
to pick up a book-as-object and neither know nor care whether it 's called art or 
literatu re or fiction or non~fict ion , It matters. Art ists want to be called artists . Writers 
want to be called writers . Even If It doesn 't matter . 

It's not the medium that counts , and it's not the message that counts , It's how either 
or both are presented , m what context , that counts . And art ists who claim they are 
making non-art or anti-art should have the grace to stay out of art ga lleri es and art 
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useums and art magazines until those names have been obliterated . No art , no 
:auer how much i i resembles life . or literature . can ca ll Itself anything but art as long 

85 
ti has been, is, or ever will be shown in an art context. 

And wr iters who claim they are write rs should stay in book s and magazines and 
catalogues? But the catalogue part gets confus ing now that there Is art that may 
appear only in the catalogue of a show . When I wrote a cri ti cal text (not wholly 
recognizable as such) for the Museum of Modern Art 's Informat ion catalog ue, it was 
ut Into the body of the book with the artist' s cont ributions and I was listed with the 

~rusts. This confuses matters and I didn 't know about It until too late. I rather like its 
confusing matters but I don 't li ke to be listed as an art ist. Public self -identity becomes 
important. Privately one tends not to bother . One of the few th ings I'm sure of is that I 
deal with words as a writer . I like them in long relat ively sequential passages and I like 
words that refer to other words . I can't th ink of any (visual ) art ist who does this 
without calling It art (whi ch makes It art) . Or who does It w ll hout referr ing to Its 

51,uctural framewo rk. No, that's not qu ite r ight. Kosuth's Investigations when they are 
on the page (not on wall labels) , Ian Wilson 's oral commun ication, Lamelas · Interview 
with Duras. and the Art and Language group , and its sidek icks , all prove that language 
1s an art medium but has to be trapped firm ly m the bo unds of Art the conta iner to be 
an Art Form. Is it habit that makes an art ist keep his language within the bounds of 
Art' Or discipline? Is It possible that once language is not called art (or literature , 
whatever that Is). it Is no longer significant ? Is it sign ificant as art pr imarily because its 
isolation as art , its separation from life , makes people aware of language In an 
unexpected and therefore more powerful context ? Just as painting and sculpture 
separate themselves from commercial art , decoration , and industr ial design by that 
same act of self-upgrading ? Are artists making their work significant as art because of 
a reluctance to part icipate (and compete ) in the larger literary -academ ic world of 
language-usage? What difference is there between "Th is sentence has five words " 
and " this whole has five parts " ? 

Or is it all a synthetic dualism . a synthet ic dilemma leading back simply to the 
problems of one 's intent ions to affect the world or not ? And how ? If I'm all In favor of a 
future in which the d istinctions are confused and effaced , why , m the meantime , am I 
so concerned to retain my public identity as a wr iter? I'd like to do that mainly 
because confusing cri ticism with art dilutes the art still further than Its third to 
twenty-n inth str ing does . At the same time I' ll do as much as I can to confuse the 
distinction between wr i ting and art writ ing , maybe eventually between art and art 
writings , and to generate circums tances in which these dis tinctions are obliterated . It 
probably ls a synthet ic dilemma , but what 1s lhere about art that isn 't synthetic . when 
you come down to It, or writing either ? 

Everyth ing wr itten by me above and all rights to It belong to Douglas Huebler In 
exchange for his Duration Piece # 8, Global ; only with the written perm ission of 
Douglas Hueb ler may it be printed in David Lamelas ' book . which is also his 
exhibition . 

Lucy R. Lippard , New York . 25 Septembe r 1970. 
• • • 

GIibert & George: 
Oh Art , what are you? You are so strong and powerful , so beautiful and moving. You 

make us walk around and around , pacing the city at all hours , in and out of our Art for 

189 



All room. We really do love you and we really do hate you. Why do you have 50 ,,._ 
faces and voices? You make us thirst for you and then lo run from you esc -., 
completely into a normal life- : getting up, having breakfast , going to the work::: 
and being sure of putting our mind and energy into the making of a door or maybe 
simple table and chair. The whole life would surely be so ease-ful, so drunk With U: 
normality of work and the simple pleasures of loving and hanging around for OUr 
lifetime . Oh Art where did you come from , who mothered such a strange being. " 
what kind of people are you- : are you for the feeble-of-m ind, are you for or 
poor-at-heart , are you lor those with no soul. Are you a branch of nature's fan~ 
network or are you an Invention of some ambitious man? Do you come of a long line 
of arts? For every artist is born in the usual way and we have never seen a young 8rtill 
Is to become an artist to be reborn , or is It a condition of life? Coming slowly over a 
person like the daybreak. It brings the art-ability to do this funny thing and shows you 
new possib ilities for feeling and scratching at oneself and surroundi ngs, setting 
standards. making you go into every scene and every contact, every touching ne,_ 
and all your senses. And Art we are dr iven by you al incredible speed, Ignorant of the 
danger you are pushing and dragging us mto. And yet Art , there is no going back, 111 
roads go only on and on. We are happy for the good times that you give us and wt 
work and wait only for these titb its from your table. If you only knew how much theel 
mean lo us. transporting us from the depths of tragedy and black despair to a 
beautiful life of happiness, taking us where the good times are. When th is happens wt 
are able to walk again with our heads held high. We artists need only to see 8 little 
light through the trees of the forest , to be happy and work ing and back Into gear 
again. And yet, we don 't forget you, Art , we continue to dedicate our artists-art to you 
alone, for you and your pleasure, for Art 's-sake. We would honestly like to say to you, 
Art , how happy we are to be your sculptors . We th ink about you all the time and feel 
very sentimental about you. We do realise that you are what we really crave for, and 
many times we meet you In our dreams. We have glimpsed you throug h the abstract 
world and have tasted of your reality. One day we thought we saw you In a crOWded 
street , you were dressed in a light brown suit , white shirt and a curious blue tie, you 
looked very smart but there was about your dress a curious wornness and dryn911. 
You were walking alone, light of step and In a very controlled sense. We W8f9 
fascinated by the lightness of your face, your almost colourless eyes and your 
dusty-blonde hair. We approached you nervously and then just as we neared you you 
went out of sight for a second and then we could not find you again. We felt sad and 
unlucky and at the same time happy and hopeful to have seen your reality. We now 
feel very familiar with you, Art . We have learned from you many of the ways of life. In 
our work of drawings , sculptures . living-pieces. photo-messages , written and spoken 
pieces we are always 10 be seen, frozen Into a gazing for you. You will never find us 
working physically or with our nerves and yet we shall not cease to pose for you, Art. 
Many times we would like to know what you would like of us, your messages to us are 
not always easily understood . We realize that It cannot be too simple because of your 
great-complex ity and all-meaning. If at times we do not measure up or fulfil your 
wishes you must believe that it is not because we are unserious but on ly because we 
are artists . We ask always for your help, Art , for we need much strength in this modem 
time, to be only art ists of a life-time . We know that you are above the people of our 
artist-world but we feel we should tell you of the ordinariness and strugglin g that 
abounds and we ask you if this must be. Is It right that artists shou ld only be able to 
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ork tor you for only the days when they are new, fresh and crisp . Why can't you let 
;em pay homage to you for all their days, growing strong in your company and 
coming to know you better. Oh Art , please let us all relax with you . Recently Art. we 
thought to set ourselves the task of painting a large set of narrative views descriptive 
of our looking for you. We like very much to look forward to doing It and we are sure 
itiat theY are really right for you. 

To be with Art Is all we ask. 

Ho Ho Ho Is the same in all languages? (Byars.) 

September 18, New York : Adr ian Piper performs C.talys l• I In the third car of the first D train 

10 pass the Grand Street Station alter 5:15 p.m.; September 19, In Marboro Book Store , 8th 
street, between 9 and 10 p.m. (see below , p. 235). 

R~o rdlld Acll"lltle • . Moore College of Art. Phlladelphla , October 1►November 19, 1970. 
Organized by Diane Vanderlip ; " text " by Lucy Uppard . Statements or works by the artis ts : 
Acconcl, Baldesaarl , Bochner , Flndlay , Graham, Hutchinson, Johnson , Kosuth , Levine , Tele
thon, Nauman, Oppenheim , Snow, Van Saun, Venet, Smithson . 

October 18, Breen 's Bar, San Francisco : First Ihowlng of Body Works, a video exhibition 
(Acconcl, Fox, Nauman, Oppenheim, Sonnier, Wegman). Coordinated by the Museum of 
Conceptual Ar1 and WIiioughby Sharp. 

()c:tober, 1970: Presa release announces the opening of the "Jean Freeman Gallery ," 26 W. 
57th Street, New York; releans continue to announce one-man and one-woman show-I of 
"process art " through March , 1971. Seep. 223. 

Network 70: NETCo. Fine Arts Gallery , University of Brl tlIh Columbia, Vancouver , October 
7-24. 1970. " A tranIconllnental telex-telecop ler hook-up" to gallerles and mu1euma In New 
York, Los Angeles , Tacoma, Seattle , Halifax , North Vancouver , Vancouver . Vl1ual Sensitivity 
Information . 

October 5-6 , Halifax, Nova Scotia : Halifax. Conference organized by Seth Slegelaub at the 
Nova Scolla College of An and Design. Among part ici pants : Andre , Beuys, Buren , Dlbbet1, 
Men , Morris, NETCo., Serra , Smithson, Snow, Welner. 

Carl Andre . Solomon Guggenheim Mu1eum, New York, September-October , 1970. Bfb• 
llography, biography . poetry by the artlIt . text by Diane Waldman. 

Software. Jewish Museum, New York, September 1►Novernber 8, 1970. Organized by Jack 
Burnham. Text, by him, Kart Katz, Theodor Nelson. Among partic ipants : Acconcl, Antin , 
Baldesaarl, Barry, Burgy, Dene, , Giorno, Goodyear, Haacke, Huebler, Kosulh, Kaprow, 
Levine, Welner. Reviewed by Bltlte Vlnklers, Arts, September-October , 1970 ; Dore A1hlon, 
Studio International, November. 

Paul Pechler, fall, 1970 : PropoNJ for Oe"llc• entitled "Discrimination• ": Thi• de"lce 11 
composed of many lndlvldual works; the one prese nted here la Intended tor Insertion In a 
magazine: 

Take a 10-page section of page numbers and randomize thetr order. Example : pgs. 
23-33; change order to : 26, 31, 29, 27, 24, 23, 32, 28, 33, 30. list in table of contents 
as follows : " Discrim inations" by Paul Pechter ... pgs. 23-33. 
Device Intended to Function as an Art Device: Sheet of paper. One hundred and fifty 
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of these devices total one pound Sheet of paper : One hundred and sixty se11en 
these devi ces total one pound . Sheet of paper : One hundred and twenty-six or th of 
devices total one pound . ese 

BIiiy Apple, VACUUMING : 
Second floor front and rear space . land ing, 
stairs . and entran ce at 161 West 23rd Street (New York]. 
Beginn ing October 1, 1970 a con ti nuous work 
still in progress . 

vacuum Bags 

Thursday , October 1, 1970 12:44 P .M. 
Tuesday, October 20, 1970 1:15 P.M. 
Monda y. December 21. 1970 1:10 P.M. 
Sunday , February 21, 1971 2:49 P.M. 
Saturday , March 20, 1971 12·10 P.M. 
Friday , Apr il 2, 1971 4 :39 P.M. 
Saturda y, May 1. 1971 1 ·33 P.M. 
Saturday , June 5, 1971 12:07 P.M. 
Thursday , September 9. 1971 3:32 P.M. 
Thursda y, November 4, 1971 3:58 P.M. 
Saturday , December 11, 1971 5:54 P.M. 

Danie/ Buren. Bradford Jun ior College , Mass., October 11-29, 1970: " The thing to ... II 
alternat e whit e and gray vertical stripes of 8.7 cm . each what soe ver may be their place, 
numb er, author •• , " Artist In res idence, October 11- 16. 

YOU ARE INVITED TO READ THIS AS A GUIDE 
TO WHAT CAN BE SEEN 

MATERIAL 

PLACES 

DIMENSIONS 
COLOR ., . , .... 
LOCATION . , 
DATES 
P£RSON RESPONSIBLE 

INDI CATIO NS 

8.7 cm wioe col« and wh11a veruc■ay 
1tr11>11d paper 
1111ck on wall, ■1ore-fronui, blRboard■ 
outdoor■ ■nd 1ndoo,■ tn New York C,ty. 
V11riab1a IICCOfdlng to the day 
arbitrary 1ec0tdln9 to tile ~y 
different every day 
from Octoti.r t. I to Octoti.r 3 I , 1970. 
Daniel Buren 

IN ORDER TO SEE 

call lhe f0Pow1119 numti.r whieh will g!Ve you an 1nforme1,on 
et ■ny hour of the day or nigh t 

75 1 2747 

Don Graham. Roll. 2 uper Films on Loop . 1970. 
Mute upe r-8 camera is placed jus t nbove, base pomllel to the ground . After lookin g 

through vie wfinder to determ ine le ft and right frame , I pos ition my body at lin e ( cen 
through viewfinder) on right frnmc--m ) feel facing the cumeru 's view. s ing a eco nd 
super-8 cumera as :m extens ion of my eye , I roll lowl>• towurd the left framin g lin e 
tryin,: lo continu ously orien t m)' cyc-cameru view centerin g on the 6rst pluced 
camera' pos ition . My legs-body extensions are in the foreground of the held camera' s 
(m) eye 's) view and I observe their shiftin g olignmenl o.s ncce s:,ry• fcedbr,ck to 
11cliieving m,, on"ent:1tio11 (image ) . 

lo the past tense , the two fllms made are proj ected for viewi ng on oppo ite wall . 
One image the speclnlorsees is m)' view from inside m)' feedback loop extending from 
eye/cnmera to muscular udjusbJJent (eye to brain to muscles lo kines thetic fee ling of 
change of grovitulional and pos tural orien tation ) lo what my e ye secs e tc .... as I 
move: a continuo us learning process to achieve-s tobili2C-Lh e imuge which is the 
premise of the work. On the other end , the oppo ite image s imullaneous ly show the 
out ide , objec tive view of the mut e, ploced camera : the performer' s body as on object 
moving ncross the frnme . Both view ure mirror paril y purallel and imultaneou sly 
deAne the other' eye leve l (and ground level ) p icture plane . 

Dan Graham: 7 PerformancH. 16 Presentations . Obverae. Nova Scotia College of Art and 
Design, Halifax , October 8-15 , 1970; March 10-22 , 1971. (Rep.) 
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Bruce McLean. Pi!1"1p/e 
Who Make Art in Clan 
Houses. 1970. 

Bruce Mclean . King for a Day plus 99 other~ • Incorporating "The PlflCff a Mlnufe...,. 
and "The World'• F .. test Piece In the World" plec.-worlt thing. Nova Scotia College of All 
and De■lgn, Halifax, October, 1970. Excerpt (full 1,000 piece , published In A11elenche, no. z. 
winter , 1971) (Rep.): 

109. Ma1or breakthrough (piece) study. 
110. Breakthrough 1. 
111. Breakthrough 2. 
112. Breakthrough 3. 
113. Small art (study piece). 
114. Small piece (for specific environment) . 
115. 1 0 part installation work for heads (speciflc) . 
116. 25 part installation work for hands (unfinished) . 
117. Work of the Decade thing . 
118. Last piece of the decade (1970). 
119. First piece of the Decade. 
120. Memory piece. 
121. Remember Alan Davie with his Poddle piece. 
122. Remember Anthony Caro (piece work) . 
123. Portrait of artists ' pub at lunchtime piece. 
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124. Collectors piece. 
125. Song and dance action and piece work 4th version. 
126. Eat work. 
127. Laugh work . 
128. Smoke work . 
129. Wink work. 
130. Talk (piece). 
131. Fun art work. 
132. Subterranean floataway piece. 
133. Puddle piece. Wet and dry, work . 
134. 150 ft. seascape (Largibeg). 
135. Define a space with you (piece). 
136. Define a space with friends . Piece. 
137. Define a space with sticks . poles anything (stuff). 
138. Getting Into the gallery scene. Work . 
139. Getting out of the Gallery scene piece. 
140. Meeting people piece (friends of the Tale). 
141. Mingle work/piece . Mult imedia. 
142. Multimedia thing/ piece/work . 
143. Revived 25 piece. From way back last month Piece. 
144. People say I'm the life of the party. work . 
145. Cloudscape, Nos. 1-24. 
146. Shadow pieces (a selection) . 
147. Stepping into reality. Piece. 
148. Working my way back to you piece. 
149. Installation Barnes Pond Area. 
150. Song/dance/ Joke/action Piece. work . 5th version. 
150a. Piece with yellow chair , feather and Firework (work). 
151. Gouache work paper/ cut outs etc .• piece. 
152. Large studio piece. 
153. Studio In the country work . 
154. The artist and his wife work . 
155. The artist and his model (second version) 1st state. 
156. The green cupboard Installation piece, for rooms. 
157 Boy with a dustpan and brush. Art work . Transition (piece). 
158. Transition . (piece). 
159. Dancing girl piece. 
160. Walking glrl piece. 
161. Portrait of the artist as a young man piece. 
162. Documentation project piece, 20 photos of walls, archway. st. 
163 Sand-pile revisited. 
164. Pond at Barnes Reappraisal, work. 
165. Glass on grass piece. 
166. 4 part Installation for 2 armchairs 1 sofa 1 room. 
167. Wall/ floor piece. 
168. Guy Fawkes piece (smoke) etc. 
169. Two part Kickaround . 
170. Paint In your gutter piece. 
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171. Hoax art work fo r specific audience . 
172. 3 part Lakescape for Lake Washington . 
173. 10 part disposable piece Barnes pond area. 
174. 2 hour walk and stand piece (speclflc location) . 
175. Song kick joke smile laugh, artwork 6th version. 
176. Installation for specific part of the body, 1 underarm. 
1 n . Installation for specific part of the body, 2 crutch . 
178. Installation for specific part of the body, 3 mouth . 
179. Installation for specific part of the body, 4 ear. 
180. Installation for specific part of the body, 5 nose. 
181. Installation for specific part of the body, 6 arse. 
182. Installation for specific part of the body, 7 hair. (public?) . 
183. Installation for specific part of the body, 8 eyes. 
184. Edible art work . 
185. Drinkable art work . 
186. Poem piece (rhyming). 
187. Super duper star at work . 2nd version. 
188. Dance piece for Ballrooms (spotlights) . 
189. Instruction piece for Ballrooms (AF forward and across in PP). 
190. Participation piece. 
191. Latest offer ing piece, art work . 
192. McLean In the boys' Gym. 
193. Touch piece, grip grope grab art work . 
194. An evergreen memory piece. Art work . 
195. " There Grassy Places" art work . 
196. Erotic porno piece. art work . 
197. Hopscotch (Anthony Caro) executed (art work) . 
198. Etching (a day in the life of an etcher) piece. 
199. Acquis ition piece. thing . 
200. Song/ dance joke laugh cough . Art piece/work etc. 7th version. 
201. Fresh look at the last 200 pieces (piece). 
202. Think piece. 
203. installation for super duper markets. (work) . 
204. Retrospective art piece. 
205. Art as ob1ect (work). 
206. Climb every mountain (piece). 
207. Walk every highway (piece). 
208. Climb every rainbow (piece). 
209. Mickey Mouse cultpiece . 
210. Jimmy Young (edible piece). 
211. My love sculpture grows where my Rosemary goes (piece). 
212. Heavy rock/ jazz (sound Installation work) . 
213. Moving around the Tate (art work) . 
214. Everybody's talking about II (oral piece). 
215. Dig your garden (work). 
216. Mow your lawn (work). 
217. Cut your grass (work). 
218. Edge your lawn (work). 
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219. Dig that crazy rhythm, piece. 
220. The artist as a baker (work). 
221. The artist as a bricklayer (work). 
222. The artist as an artist (piece). 

~cl ean , Bruce . " Not Even Crlmble•Crumble ." Studio International, October , 1970. 

NETCo. North American Time Zone Phot~V .S.I. Simultaneity, October 18, 1970. West Van
couver, B.C., West Coast Publlahlng Lid . Folio ol 18 prints ol 14 subjects (Time , Nude , Stlll Life . 
Cityscape , Earth , Air , Fire, Water , North , South, East , West , Shadow , Self-Portrait) photo • 
graphed slmultaneoualy In Vancouver , Edmonton , Winn ipeg, London (Onl), Halifax , Mt. 
Carmel (Newfoundland ), each of which 11 In a separate lime zone (PDT, MDT, EDT, ADT, NOT}. 
Message from the prealdents-lngrld and laln Baxter . (Rep.) 

[ INFORMATION I 

-
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Michae l Asher. An environmenta l proje ct. Pomona College. February , 1970. 

Cameron , Eric, .. Drawing Lines In the Desert : A Study of North American Art ,'' and Munger, 
Barbara , .. Michael Asher : An Environmental Project .. (excerpts below). Studio lnt.m•tton.1, 
October , 1970 (Rep.): 

One large irregular-shaped area appears to be two adjoining rooms ; the rooms, one 
much larger than the other . are In the form of right triangles ; the triangular rooms 
converge and flow into one another at their narrowest point , beginning a short 
passageway connecting the two rooms. One wall of each room has a corresponding 
parallel wall and corre.spond ing angle in the other room. and both rooms are 
positioned so they are the reverse of each other . This interior architecture is Michael 
Asher's project that was constructed February, 1970. over a period of a month of 
development. It was one in a series of one-man exhibitions organized by Hal Glickl
man for the Pomona College Art Gallery .. . . 

Sound of traffic , of people walking past the gallery-sounds of vibrations of the day 
that vary from minute to minute, hour to hour-all enter the project. Being exposed to 
outdoor conditions , the 11rst small room transmits sounds through the pathway Into 
the back room. They are amplified as they pass Into lhe first room. but are further 
Intensified as they enter the second larger room. High-frequency sounds are greatly 
intensified to a degree where they are louder In the back room than at their places of 
origin . Sound ls considered to be acoustically thin (rather than acoustically thick) In 
the areas where it Is more reverberant-in the passageway and along the back wall. 
For example, a visually dark area appears to be more dense, more weighty than a 
visually light area; a darkly Ill room appears to be almost impenetrable as one gropel 
his way through It. In the same way, the acoustically thick areas seem to be men 
dense. allowing for noise absorption , while the thin areas seem to act as a vacuum 
that draws In and intensifies sound . These thick and thin areas form a spatial pattern 
perceived as one exper iences it. 

Light fills and saturates the first small room which , in turn , generates much 1111 
light into the second. All interior surfaces, except the inner back wall , are exposed toa 
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subtle gradation of light , from bright to dark, becoming darker towards the back wall. 
softl y glowing , the back wall itself reflects the most amount of ligh t. 

Light entering the project will vary, depend ing upon the sun's location In the sky. 
Since the project is open twenty-four hours a day, night light, as well as daylight, 
enters. At night, the moon Is the main source of illumination for the two rooms. 
However, the shadows upon the walls of the first room are softened by a blend ing 
together of two other light sources: a seventy-five watt light covered with clear and 
blue Plexiglas. having two fibreglass diffusers In between (flushed up to the port ico 
celltng), and the street lights . As a result, dark blue coloring Is mixed into lhe night 
light of the project. ... 

A spatial phenomenon Is created and defined by light and sound as objects of 
perception, rather than by the bordering Interior architecture of walls, floor , and 
celling. Light gives the space a brllllant yellowish color during the day and a deep, 
dense blue at night. 

Sound is responsible for the acoustically thick and thin areas with in the space, that , 
although not visual. can be sensed as one passes through them. All surfaces appear 
to dissolve, as they are overwhelmed by the space. They evade detecl ion of their 
1ocation. For example, the celling is so ambiguous that few ever know its proper 
height (6 ft 4 in.); it Is so low that it can be touched if one were to lift one's arms above 
one's head. As the space exists independently from the existing architecture , It 
becomes a boundless space extending toward Infin ity. 

5,.tem flnl• , no. 2, November, 1970. Contributors : Pllklngton, Rlchlngs, Wlllsmore, Rushton, 
Dove, 

Concept-Theorltt. Galerle Dentel Templon , Paris , November 3-21. 

Ctirl•to, Barry Flanagan. CAYC, Buenos Aires. Folio catalogue , biographies , texts by Aana
gan, Jorge Glusberg In English and Spanish . 

November 24, 1970. Kunstakademie , Dllssel dorf : laolatlon Unit executed by Joseph Beuys 
and Terry Fox, " after spending four hours alone together In the cellar of the school ." A 
phonograph record of the last 13 minutes Is part of the catalogue Fox, Fish, Ka. (see p. 222). 

llacK lnlosh , Alastair . " Beuys In Edinburgh ." Art and Art ists , November , 1970. 

1Hntlflc11tlons, a telev lslon exhi bition organized by Gerry Schum for Sudwestfunk , Germany . 
Anselmo, Beuys , Boett i, Calzolarl , de Dominici , Dlbbets, GIibert and George , Merz, Rll ckrlem , 
Rultlenbeck, Welner , Zorlo . 

November, Sydney , Australia : Founding of lnh lbodreu , an artist 's loft cooperative gallery , by 
Peter Kennedy, Tim Johnson, Mike Parr. Early shows Incl ude Kennedy 's sound piece But the 
FJ.rce Blackman , John son's lnstal/a llon •• Concttptual Thttme, Parr's Word Slt1111tlons. 

E=mc,, next? (Byars.) 

El .. nor Antin , Four New York Women. Shown at the Hotel Chelsea , New York, November , 
1970. Object biograph ies , for which the texts alone follow ; when exhibited the work consis ts of 
Ille objects alone , or photographs and texts , or texts alone , depending on the circumstances: 
Naom; Dash: Ruth Moss used to live in an old house on Cornella Street. There were 

still slave quarters rotting in the backyard. Whenever she heard the fire engines 
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(usually In the middle o f the night) she would grab Rasputin with one hand her 
of sterling with the other and still dressed In her night clothes rush do~ 
flights to the street. " ltle I 

Margaret Mead: She is a great Optimist. Once she put a scarf over her 8Y8I 
walked around her house for a week tapping with a cane. She reported ahe~ 
that being blind wasn 't so bad. One got used to it. · ··-119 

Yvonne Rainer: Rochelle said Yvonne was plump and bosomy in the old days_ She 
and Al used to scream and throw things at each other like Anna Magnant. She 
from a family o f Italian anarchists . Carlo Tresca was a relative. Another = 
attended a Bund rally in Yorkville and got so angry he had a heart attack and died, 

Carolee Schneemann : Carolee told Rochelle that she always took whatever Ille 
wanted from department stores and never got caugh t. The first time Rochelle tr1ec1

11 she was stopped at the door of Bloom lngdales but demanded , " How dare W'Ola 
handle me, you German. My husband Is a college professor! " 

APG (Artists Placement Group) . " INN10 ." Studio International , November , 1970. Arn-.... 
collage of printed Information from various sources . 

David Askevold : Videotape , Him and ampllfled tuning fork ln•tallatlon• . Nova Scotia C-.. 
of Art and Design , Halifax , November 16-30. 

Hanne Dsrboven . Art and Project Bulletin 28, November 10-December 11, 1970: 
00/366 - 1. 
99/365 - ~00. On exhibition : 100 Book 00--99. 

Gerald Ferguson : Provincial Illustration . Art Gallery , Dalhousie University , Hallfu, Note 
Scolla , November 17- December 17, 1970. 

Sol LeWltt. Pasadena Art Museum , November 17, 1970-January 3, 1911: 
The draftsman and the wall enter a dialogue . The draftsman becomes bored but 

later through th is meaningless activity finds peace or misery . The lines on the wall.,. 
the residue of th is process. Each line Is as important as each other line . All of the linea 
become one th ing. The viewer of the lines can see only lines on a wall . They .,. 
meaningless . That 1s art. (From Pasadena catalogue .) 

The artist conce ives and plans the wall drawing . It 1s realized by draftsmen . (The 
artis t can act as his own draftsman .) The plan , written , spoken or a drawing, it 
Interpreted by the draftsman . 

There are decisions which the draf1sman makes. within the plan, as part of the plan. 
Each individual , being unique , given the same Instructions would carry them out 
differently . He would understand them differently . 

The artist must allow various interpretations of his plan . The draftsman perceives 
the artist's plan. then reorders it to his own experience and unders tanding. 

The draftsman 's contributions are unforeseen by the artist , even if he, the artist. ls 
the draftsman . Even If the same draftsman followed the same plan twice , there would 
be two different works of art . No one can do the same thing twice . 

The art ist and the draftsma n become collaborators in making the art. 
Each person draws a line diffe rently and each person unders tands wor ds different• 

ly. 
Neithe r lines nor words are Ideas. They are the means by which Ideas are conveyed. 
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ol LcWill . Wnll Drnwing, Lines not Touching. Close-up of pencil on wa ll at l 38 
Prince trect , ew York. 197 1. 

The wall drawing is the artist's art , as long as the plan is not violated . If 11 1s, then the 
draftsman becomes the artist and the drawing would be his work of art . but art that ls 
a parody of the or iginal concept. 

The draftsman may make errors in following the plan without compromis ing the 
plan. All wall draw ings co ntain errors . They are part of the work . 

The plan exists as an idea but needs to be put into Its optimum form . Ideas of wall 
drawings alone are contradict ions of· the idea of wall drawings. 

The explicit plans should accompany the fin ished wall draw ing. They are of 
importance. (from Art Now. vol 3, no. 2, 1971.) 

Line. , not ahort , not atrs lght , cro•slng and touch ing, drawn st random, usfng four colofS 
(yellow, black, red and blue), uniformly dl1persed with maximum dena/ty covering the entire 
•urface ol the wall (plan for LeWltt wall drawing at the Guggenhe im International Exhibition, 
1971; executed by David Schulman , whose notes on the process are quoted below) : . 

Started Jan. 26 , having no idea how long it would take to reach a point of maximum 
density (a very ambiguous point al that). Being paid S3.00 per hour. trying to let my 
llnancial needs have little effect on the amount of time I worked .... I was exhausted 
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after 3 days of working without the slightest Intimation of density. Having only one 
mechanical pencil , even the energy expended chang ing leads had an accumulative 
tiring effect. •.. I pushed to get the lines down faster while keeping them as not short 
as not stra ight and as cross ing, touch ing and random as possible . I decided to 1111 
one color at a time, and use that color untll it reached a point I considered one quarter 
" Maximum Density." ... Signals of discomfort became an uncons cious time clOCk 
determining when I would stop and step back from the drawing . Walking up the ranip 
to look at the drawing from a distance provided momentary rellef from the physical 
strain of the drawing . From a distance, each color had a swarming effect as it slowty 
worked its way across a port ion of the wall . . • The drawing in ways was paradoxical 
The even density and dispersement of the lines took on a very systematic effect. Onc» 
the indlvldual dlfflcultles of each color were determined , any thought as to how the 
lines were go ing down In relation to lines previously drawn gradually diminished until 
there was no consc ious thought given to the lines being drawn. Doing the drawing I 
realized that totally relaxing my body was only one way of reaching a deep level of 
concentration . Another was in the mindless activity of doing the drawing . Keeping my 
body totally act ive in an almost Involuntary way- In a sense. totally relaxed my mind. 
When my mind became relaxed, thoughts would flow at a smoother and faster pace . 

John Latham : Least Event, One Second Draw ing, Blind Worlr, 24 Second Painting. U... 
Gallery , London , November 11-December 6, 1970. Documentation of past and pr8Hn1 WQ111a. 
Invitation to show (In toto ): 

' 'John Latham/ The Lisson Gallery does not exist for 100 years/ Time Sculptul'9/ 
ADMIT ONE." 

" During the third week of the exhibit ion the gallery will be at places other than Bell 
Street, for short periods , probably not much more than a minute at any place, and the 
show there will be recorded on video or film . The places and times indicated below 
are likely to be chosen-che ck with Lisson 262-1539 ." Places listed : The Insect 
House, Regent's Park; The Tate Gallery; The Stock Exchange; Fiona's Shoe; Junk 
Farm, Winkfield; Inside Encycloped ia Britann ica. See also Latham's " Least Event asa 
habit . . . how basic is physics? " Studio Interna tional , December, 1970. 

Ulrich Riickrlem : Ste ine und EIHn . Museum Haus Lange , Krefeld , November 11. 
1970-January 10, 1971. Text by Paul Wember , biography . 

Lawrence Welner : Beached . Femse hgalerl e Gerry Schum , Baden- Bade n, November 30, 1111. 
"On 16 August 1970 In Holland Lawrence Welner bunt 5 examples ol Beached." 

Ian Wll• on. Art and Projact Bulletin 30, November 30, 1970. (Completely blank.) 

Nemser, Cindy. "An Interview with Stephen Kaltenbach ." Artforum, November , 1970. 

"WIiioughby Sharp Interviews Jack Burnham." Art• . November , 1970: 
WS: So you think art Is at an impasse? 
JB: Yes, in terms of breaking rules ... 
WS: Do you see art dissolving into nothingness in the near futu re? 
JB: No, it 's dissolving into comprehension . The reason art exists In the first place ii 

lhat it's a mystery. 

Antin , David . " Lead Klndly Bllghl " Art News, November , 1970. 
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Peter Hutcbi nsoo. Dis solving Clouds. Aspen , Colorado. 1970. 
Using Hat ha yoga technique of intcn e concentrat ion and pm nic energ y it is claimed 

1hal clouds cnn be di olvcd. I tried ii on cloud (in square ) in ph otogra ph s. Thi s is what 
happe ned. "T h is piece happ ens almost entire ly in the mfod ." 

Oevellng , Enno. " Sculpture as Place ." Art and Ari f•,- , Novemb er, 1970. 

Harrison. Charles . " A Very Ab stract Conlexl " Studio International , November , 1970. 

2.112.453. CAYC, Buen os Aires , November, 1970. Organ ized by Lucy R. Lippard as an 
unofflclal continuation ol 557,087Sealtl e (1969) and 955,000Van couver (1970) 1how1; none of 
the a.rtl1l 1 were In the prev ious shows ; catalogue on forty -three 4" x 6"' Index c~irda mispr inted 
by the CAYC In defiance of the organ izer 's and arti sts' wishes ; English and Spanish. Text by 
Lucy R. Lippard, not.e by Jorge Gluaberg. Antin, ArmaJanl, Aakevold, Brouwn, Burgin, 
C.lzolarl, Calender , Colllna, Cook, GIibert & George, Haber, Jarden . Some works In the show 
loltow: 

C.lzolarl: 

1 e 2 glorno come gll orienti sono due 
3 The Picaro's day 
Fourth day as 4 long months of absence 
5 Contra naturam 
6th day of reality 
7-Seventh-w ith usura-contra naturam. 

• • • 
203 



Slah ArmaJanl. A number between 2 and 3, computer , 1970: 
A number between two numbers or there are Inf inite numbers between any two 

numbers. The infin ity of all numbers ls as large as the infinity of eve~ numbers. 
Or there are as many points on a llne one inch long as there are points In the entire 

universe. An infinite class has the unique property that the whole ls not larger than 
some of its parts. 

l 

i 
2 

2 

i 
4 

4 

i 
8 

5 ......... . 

i 
l O .. ..... .. . 

Or what 1s obvious for the finite is false for the Infin ite 

Three works by David Askevold : d 
Let A a and c be the three alternatives, and 1. 2. and 3 the three In lvlduata. 

Suppos~ i~dlvidual 1 prefers A to B and B to C (therefore A to C), individual 2 prefers B 
to c and c to A (and therefore B to A), and Individual 3 ~re~ers C to A and A to ~ (and 
therefore c 10 B). Then a majority prefer A to B. and a ma1onty prefer B to C. But 1n fact 
a majority of the community prefer C to A. 

• • • 

a, 

/ I 
/ I 

/ I 
/ I 

"' I\ 

\ 
\ 
\ 
\ 

,o 

l. 11&11 r~ud tbat o f fku Villi• Md 1ona throu&h Pl.._,nt 

urller 111 th• nctas -•· J1&■t • fev ■1nutu before the dlauH 

bTOU Ollt --b. Ila MIi ·- tbrouah vtd,o..t 1toppin1 2. •nd bad sona 

aad later on ....,._ connac:Hon l --,. be _.,ff_., -.. then ■J1ht be. 

l. c:.tt el nlJ. M cou 14 ,roe ■-,q olallar-Hiu -• 11U1la bad en uJ.cer. 

-a. had uku u,l'la and -o. had .... antuallf, c-1 tted oulclda. 

David Askevold. 
19i0 . 

But there hq$. to be a connect---~-----,1---...J,.--'f there Is that 1 ion bet ween .,11 the Banbrock connectio n. thfn-
death and (3hhe Banbrock d is- I broke off. al 
appeara nce . There was a connect- 1, fuU of Ideas . 
Ion - (2) In a Pawnshof - between, , 
the (2aJ Banbrock and 2b)Correll ' I , 
actions before these th ings. 

D,wid kevo ld. 1970. 

Robert Barry. Galler ia Sperone , Turin ; Galler ia San Fedele, MIian ; Art and ProJect, Amsterdam 
{April 10, 1971); Yvon Lambert. Paris; Paul Maenz, Cologne (December- April , 1971): 

Some places to which we can come, and for a while " be rree to think about what we 
are going to do" (Marcuse). 
Buren, Daniel. Umltes / Crlt/ques. Yvon Lambert, Paris , December , 1970. Book let plus colored 
lllustrallons . 

Cook, Christopher C. A P""m System . Andover , Mass ., Decem ber , 1970. 114 3• x s· Index 
cards. 

Graham, Dan. Performance f . John Gibson , New York, 1970. " Perfor mance 1 .. was presented 
live at New York University, December 14, 1970. Booklet conta ins severa l pieces and 
commentaries as well as four articles on (and as) "enterta lnmenL" 

Haber, Ira Joel . FT/ms, no. 1, December , 1970. " A fist of some of my favori te films (1947- 1970) 
and the New York Theatres where they premiered ." 

Alain Kiri//. Cotes de Flnlande . Galerle de la Salle, Vence, December 19--January 10, 1971. Text 
In French and English . 

LeWltt, Sol . " Ruth Vollmer : Mathematlcal Forms ... Studio International , December, 1970. 

SantiJouand, Plans d 'organlzatlons d 'espaces , Galerle Mathias Fats, Paris , December 3, 
1970-January 10, 1971. 
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Lawrence Welner. Galleria Sperone, Tur in, December 14, 1970: 
1. over the edge 
2. around the bend 
3. beside Itself 
4. under the line 
5. over the hill 
6. beside the point 

He said yes before I asked? (Byars) 

December 1, 1970, Paris: Ian WIison presents his work (" Oral Communicat ion") at the Ca1' de 
la Monnale ; also December 12 al the Albergo Rou , MIian. Organized by Michel Claura. 
Tucker, Marcia. "PheNAUMANology .'' Artlorm, December , 1970. Excerpt below: 
Bruce Nauman , work and notes, early 1970: 

Dance Piece 
You might hire a dancer to perform the following exercise each day of the 

exhibition for 20 minutes or 40 minutes at about the same time each day. The dancer, 
dressed in simple street or exercise clothes, will enter a large room of the gallery. The 
guards will clear the room, only allowing people to observe through the doors. 
Dancer, eyes front , avoiding audience contact, hands clasped behind his neck, 
elbows forward , walks about the room in a sligh t crouch . as though the ceil ing were& 
inches or a fool lower than his normal height , placing one fool In front of the other, 
heel touching toe, very slowly and deliberately. 

II is necessary to have a dancer or person of some professional anonymous 
presence. 

At the end of the time period , the dancer leaves and the guards again allow people 
into the room. 

If i t 1s not possible to finance a dancer for the whole of the exhibition period a week 
will be satisfactory , but no less. 

My five pages of the book [exhibition catalogue) will be publicity photographs of the 
dancer hired to do my piece, with his name affixed. 

Manipulation of information that has lo do with how we perceive rather than what 
Manipulation or functional (functioning) mechanism of an (organism) (system) 

person. 
Lack of Information Input (sensory deprivation)-breakdown of responsible systems 

Do you hallucinate under these circumstances? If so, Is it an attempt to complete a 
dr ive (or instance) (or mechanism)? 

• • • 
Pieces of information which are In "skew" rather than clearly contradictory, i.e., 

kinds of information which come from and go to unrelated response mechanism. 
Skew lines can be very close or far apart. (Skew lines never meet and are never 
parallel. How close seems of more interest than how far apart. How far apart
Surreallsm? 

With drawal as an Art Form 
activities 

phenomena 
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Sensory Manipulation 
amplification 
deprivation 

Sensory Overload (Fatigue) 
Denial or confusion of a Gestalt invocation of physiological defense mechanism 
(voluntary or involuntary ). Examination of physical and psychological response to 
simple or even oversimplified situations which can yield clearly exper ienceable 
phenomena (phenomena and experience are the same or undlfferentiable). 

Recording Phenomena 
Presentation of record ings of phenomena as opposed to stimulation of 
phenomena. Manipulat ion or observation of self in extreme or controlled 
situations. 
• Observation of manipulations . 
• Manipulat ion of observations. 
• Information gathering . 
• Information dispersal (or display). 

Graham, Dan, ed. A•PBn, December , 1970-January , 1971. Includes contributions by Graham 
LaMonte Young, St.eve Reich, Yvonne Rainer, Ruscha. Antin, Serra , Maclow , Oppenheim: 
Smithson, Morris, and Jo Baer . 

MIiiet, Catherine . "Berner Ve net: La Foncllon Dldactlque de l'art conceptuel .'' Art /nternat lon•I. December , 1970. 
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1971 
BOOKS 

Ackerman , Cara. " Post-EstheUc Art .'' Unpublished paper wr itten for the Whitney Muaeum 
Study Program and Vassar College , 197~71 . 

Aue, Walter . P.C.A.: Projects , Conc-epte, und Actlonen . Cologne , DuMont Schauberg , 1971. A 
huge unpaged collectlon of reprinted works and reproductions , primarily European and 
German ; brtef lexl 

Aycock . All ee. An Incomplete E1t11mlnatlon of the Highway Network/ User/Perceiver Sys. 
tem{s). Unpubllshed Master 's thesis for Hunter College , New York, 1971, under Robert Moma. 
Also the basis for a work consisting of " approximately 180 transactions conducted wHh 
various agenc ies In obtaining maps of network systems .'' 

Barry , Robert . One Bl/lion Dots 1969. Published In an edition of one , 25 volumes, Sperone, 
Turin , 1971. 

-- . 30 Pieces a. of 14 June 1971. Gard de Vries In assoc iation with Paul Maenz, COiogne, 
1971. 

Mel Bochner . MIian , Edltore Toselll , 1971. 

Bowles , Gerry G., and Russell , Tony , eds. This Book Is a Movie. New York, Dell (Delta), 1971. 
Anthology . Includes among others : Acconcl, Arakawa , Barry, Bochner , LeWltt , Lippard, 
Welner. 

Brouwn, Stanley . 1000 thls-wsy-brouwn problems for computer I.B.M. 360 MatMI 15. Gebr. 
K6nlg , Cologne-New York , 1971. Drawings collected February 25-26 on Dam Place, Am
sterdam , from passers-by giving Brouwn directions . " I have become dire ctio n?" (S.B.) 

-- . Steps . Stedelljk Museum , Amsterdam , March 18-Aprll 18, 1971. 

-- . Steps (IX- 100X). Gallery MTL, Brussels , 1971. 

Burgy , Donald . Contexts, Completions , Ideas (Idea, para comp/eta, c-ontextos). CAYC. 
Buenos Aires , 1971. Spantsh and English . Revised edition , Context, Completion, ,._ 
publishe d by Schuring Galerle , Kreleld , 1971. 

Burn , Ian, and Ramsden, Mel . Unlimited Edition : 1ubscrlptlon (per annum). New York, 1971. A 
record of their works from 1964; 10 be continued . 

Burnham , Jack. The Structure of Art. New York, George Brulller , 1971. 

Jan Dlbbets . Art and Project Bulletin 36. " A While Wall : 12 numbered photographs wlll 
different shutter speeds .'' (Rep .) 

208 

In 1963, Dibbets 's Amsterdam mailbox was labeled "Jan Dibbets Dematerial
isateur." In 1970-71 he concentrated increasingly on film, slides . light: " That demater
fa/ization you are speaking about 1s going to be for me (in contrast to many other 
artists) more and more visual " (letter to L.R.L., September , 1911). 

Ferguson, Gerald . The Standard Corpus of Present Day English Language Usage arranged by 
word length and alphabetized within word length . Nova Scotia College of Art and Design, 
Halifax , 1971, Excerpt : 

KEIWC~I.\ KE TNER KETCHES KETCHUP KETOSI KEYHOLE 
KEY~OTE KEZZJAll KICKh C KlCKOFF KIDDING KIDNEY KIEFFER 
KIKIYUS KlLHO R KJLLER KILU C KILOTO KIMBALL KIMNELL 
Kl}.IPTOJ\ Kl. DEST KINDLED IONDRED Kl ETIC Kl, CDOM Kl GPIN 
Kl~ ELL KIN HIP KIPLLNC KISSI C KITCHEN KITClll KITTENS 
KITTLER Kl\\'.\NI Kw\ BER KLEE1 EX KLEIBER KLINICO K 'E ECAP 
K'-EELED KXICIIT K:'\ITIED K."OCK.ED KNOTTED K~OWETH 
K.'IJO\\'lNC K. CKLE KOEHLEH KOFA E KOLKIIOZ KO~ILEV 
KO~I HI KOO~J. C KOREA ' KO HARE KRAEMEH KRAS 11K 
KRE~ILI~ KR! HNA KROCERS KYO-ZA LABELED Lt\BORED 
LABORER LABOTHE L CKEYS LACKI C LACQ ER LACTATE 
LADGII \M LACOOI\" LA~IBERT LAMBETII LM,IMI C L 1P00 1 
L.\'.\CERT LA:\'DIXC LANCUJO LANTERN LAO-TSE LAOTIA1 LAPLACE 
LAPPET LAPPll\:C L-\P I. C LARAMTE LARCENY LARGELY LARGEST 
L.\RIMER LARKli Le\ HI, C Lt\ TI C LASWICK LATCHED LATCHES 
LATER·\L L TER.\;>; LATTICE LAUCHLI LAUGHED LAU ' DRY 
L \llREL LA RITZ LAWFORD LAWLES LAW IT LAWYER LAXNESS 
LA YE BED LA YETIE LAYOFFS LAZARUS LAZZERI LB-PLU LEACHE 
LE.\DER LE DING LEAFLET LEAGUES LEAGUER LEAGUE 
LEAKACE LEA -TO LEA. 11 C LEAPT 1C LEARNED LEASHES LE SI C 
LE.\ L'RE LEATll EH LE VJ G LEAVITT LECTURE LEDFORD 
LEDGER LEDYARD LEER! C LEE O IA LEFTIST LEGALLY 
LEGATEE LECENO LECCETI LJPPMA LIQUER LIQUrDS LISTI C 
LITER \L LITTER . LIVABLE LIZARDS LOADER LO:\Ol G LOATHED 
LOBBIED LOBBIE LOB TER LOBULAR LOBULES LOCALE LOCALLY 
LOC TED LOCATI LOCKI 1 L0Ck.1ES LOCKJ C LODCI 1G LOE SER 
LOC-JAM LOCCI 'C LOGICAL LOH !ANS LOLLI C LOLOTTE 
LOMB RD LONGE T LO Cl C LO Cl II LO GRU LOOKh C 
LOOKOUT LOO~IING LOOSELY LOO E1 LOO E T LOOTl1 C 
LORELEI LOIUlAIN LOTI0 1 S LOTTERY LOUDE T LOU, CEO 
LOU 'CE LOU ER LO\'ABLE LECIO 1S LEH IA1 LEI URE 

Harvey, Michael . White Paper• . New York, 1971. Seventy -one 5" x 8" Index cards. The 
following cards are random selections : 

GRANICUS, strategy-Alexander 
all the fighting Persians form a line . 
lhe strength of a line is Its continuity . 
therefore the Persians are weak when 
the line ls broken . 

ekg reteflectmenwritei nplacel i te; th ' enten teisal ,andna tthelett resspace 
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the practice comma art comma method comma or system 
of inserting points or open single quote periods closed 
single quote to aid the sense comma in writing or 
printing semicolon division Into sentences comma 
clauses comma etc period by means of points or periods 
period other punctuation marks comma e period g period 
exclamation marks comma queslion marks comma refer 
to the tone or struc ture or what precedes them period 
a sentence can contain any of these symbols comma 
lls termination marked by a period period 

you can lead a horse 
a horse you can lead 
can you lead a horse 
lead a horse can you 
a horse can lead you 
can a horse lead you 

this zeugma is written In black and white 

still l ife; relative proxim ity 

book eraser ruler pen pencil 
eraser book pen ruler pencil 
pen eraser pencil ruler book 
pencil ruler pen book eraser 
ruler penci l book eraser pen 

Jan .Dibbel s. White Wall. 12 num bere d photogrnphs taken at differen t shutter speeds, 
1971. Cour tesy Art & Proj ect, Amsterdam . 

0 1 2 3 

4 I 

Jacks, Rober1. An Unfinished Work 1966-1971. New York, 1971. Related work shown al the 
Haw York Cultural Center , winter, 1970-71. 

f(atz, Leandro. N (a 'nyay). New York, 1971. 

f(awara. On. One MIi/ion Years. Konrad Fischer, DOueldorf , 1971. 

Kennedy, G. N. Oedlcat/ons. Nova Scotia College o1 Art and Design, Halifax, 1971. "This 
collection ol 100 dedication pages was chosen at random lrom the hold ings of the library •· at 
the NSCAD. Examples : 

To my husband whose many breakfasts included a rook at the glass that had cooled 
in the night. 

For SMUDGE, my silent one--eyed critic, who helped more than he can say. 
To all those Artists and Laymen of the past and the present who have done their 

best to hold high the creative ideal of the true, the good , and the beautiful , This 
Volume Is Dedicated. 

La Rocca, Ketty . In Prlncfpfo Erat. Centro di, Florence , 1971 . " Thia volume was published for 
the exhibitions of Ketty La Rocca during 1971"; preface by Glllo Dorfles ; brief texts and 
photographs of hands . 

LeWltt, Sol. Four Basic Colours and Their Combinations , 1911. London , Usson Publlcatlons , 
1971. 

- . Art and Project Bulletin 32, 1971 . Sol LeWltt/Ten Thousand Lines/S ix Thousand Two 
Hundred and Flfty-Fl11e Unes . 

Lippard, Lucy R. Changing : Enays In Art CrltlcJam. New York, E. P. Dutton , 1971. Includes 
''The Dematerlallzatlon of Art .'' " Art In Iha Arctic Circle, " "Abaentee Information ." 

Rfchard Long. Art and Project Bulletin 35. " Reflections In the Little Pigeon River, Great Smoky 
Mountains , Tenne11ee (1970)." 

Paul Maenz KiJln Jahresberlcht, 1971. Documenll shows by Barry, Boyle, Burgin , Haacke , 
Knoebel , Kosuth , Louw, Maloney , Paollnl , Roehr, RUckrlem, Salvo , Vl11er. 

Maloney , Martin . Reject objects . Paul Maenz, Cologne , 1971. 

Murray, Ian. Twenty Waves In a Row. Strawbooka, "Canada ," 1971. 

Metz, Michael. Blueprints for Performance . Two booklets, Providence , R. I., 1971, and untitled 
book, 1971, containing "Notes" and sections from several earlier booklet, . 

Parr, Mike. One Hundred Page Book, Sydney, Australla, 1971; Seff-ClrclH , Sydney, 1971, 17 
pages: 

In an area of bush . .. sit on the ground among bushes. Draw a " self-circle " about 
yourself on the ground . Stay sitting in the circ le (qulelly) unt il the birds are back busy 
in the bushes about you. 

Above a pool .•. allow your body to fall feet f irst into the pool so that a ripple moves 
out in circ les from the point where your body enters the water. 

A dream seems to be a result of one " imagining " without inhibition ... without 
control. Before going to sleep ... daydream and think consciously about your ambi-
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lions . Do this every night . . for a number of nights . . before going to sleep 
with the intent ion and the hope that these thoughts just prior to sleep will recur in 

your dreams. 

P L Is· Puppo Hector · and Gutierrez, Jorge de Lujan. ExperlenciH . CAYC, Buenos 
1201 , u , , • b N ber 1971) 

Aires , 1971 (In conjunctlon with the VII Blennale de Paris, Septem er- ovem , • 

Ruppersberg , Allan . 25 Pieces. 1971, unpubllshed . (Rep.) 

Rusche, Edward . A Few Palm Trees. Los Angeles , 1971. 

-- . Records. Heavy Industry Publlcatlons , Hollywood , 1971. 

Salcedo , Bernardo . What f• tt ?/Oue Es? CAYC, Buenos Aires , 1971. ''Manual for the new 

avant -garde October 1971." 

vazan , WIiiiam . Worfdlln• 1969-11. Montreal , 1971. Documentation of a work consisting of 
taped lines on the floors of locations around the world . The tapes are envisaged H vlslb le 
martters of an Invisible llne determined by time and calculated angled space . Executed 
simultaneously March s, 1971. In January , 1970, Vazan had made a similar piece that "crosnd 

Canada ." 

--
. \ . 

lien Ruppersberg . 2 
poges rrom 25 Piettt 
I971. 

Wall, Jeff. Cine Text (Excerpt) 1971. Vancouver , London , 1971; accompan ied by Ian Walla ce's 
photographs. EJ1cerpt: 

The building was constructed as fol - Move, see. touch, hear-lift , hoist , 
1ows: In a large high factory lit with twist, pour . stack. lean. cut. balance
streams of flourescent lighting . fibreg las clip , nail , boll , glue, rivet. mold. saw, 
sections covered in heavy corrugated melt , measure-build (In the hot sun tight 
cardboard wrapping are stacked in sup- a trailer stands in front of the Safeway 
ply bays There are separate supp ly bays The bright light slickers over its surfaces , 
for wall sections with window and door the aluminium and plastic , rubber , glass 
openings. floor and ceiling sections , and and steel, across the vacu-formed S of 
for window and door units and for electri - Safeway In complex o ily arcs. penetrates 
cal components The factory floor 1s d1- throughout the rancho grande rockwork , 
vlded Into five assembly fines of flatbed flows onto the slzzhng asphalt flesh and 
frames. large steel rectangles on wheels. glare off heavy latex painted Imes on the 
Each frame is attached to small electric parking lot. Nearby a radio station is hav
servIce cars which pull them from bay to Ing a booth built beside another long 
bay along the hne. The assembly bays silver and glass trailer .) Allan Kaprow did 
connect to the supply bays via overhead a happening called " Work" In which 
conveyor delivery systems. Foremen with some workmen painted a plywood room 
walkie-talkies relay orders between as- several times a week-as an Event. El 
sembly and supply The conveyor system Lissitzky mentioned that the 1917 revolu-
1s operated by a man at each terminal tion in USSR introduced the concept of 
one manipulates the units from the racks, art as a form of cultura l labour (Russia: 
raises them aloft . and directs them along An Architecture for World Revolution , 
the gleaming tracks 45 feet above the 1930). Labour incorporates In a deter
floor. At a point midway along the con- minale complex elemental , invisible acts 
veyor a switch transfers control to a man Cultural labour has as one of its cri11cal 
1n a yellow booth above the assembly factors its mode of relation with such 
bay. He brings the unit , swaying slightly , acts. By its own logic. the process may 
and speckled with small glittering strokes become relatively demateria lized. as
from tubes on the ceiling, into position peels of Information , etc. What is signi fi
over the base frame standing In the bay cant Is not the engagement of macro
and the assembly crew waiting below. 1 physical material at a low-density level, 
Bay four men Jockey floor sections into but the necessary congruence of limita
place as they are lowered by the crane. lions of material and of bodiless informs
They lock them together and affix alum1• tion (physical velocity l imit of universe
mum brackets secur ing the whole floor nonphysical hm1t of immediacy of in
to the foundation frame. formation , time function etc.) Dematerl-

The crew men wear heavy rubber-soled alization 1s the truth of materialism , 
shoes, bright blue overalls and white whether naive (" do ing more with less") 
caps with numbers stenciled on lhem or philosoph ical Furthermore , mass pro
Their faces and hands, multiply ing in duct1on of physical results is the neces
gestures, are released into prominence, sary and minimum condit ion for the de
as in sudden close-u p, by the clar ity and matenahzahon of effect , d issolution of 
evenness of the ligh ting. There Is no physical uniqueness through technique 
glare and almost no shadow In the facto- • • • 
ry, the light is not hard and does not cul In the largeness of the terms used in its 
off sharply. It permeates hollows under descript ion and analysis. the landscape 
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machinery, the moving frames, scaffold• 
Ing, between the components stacked to
gether In the racks. Inside the building 1t 
Is always a lovely morning . The sun can 

Is the portra it of a crlt1cal terrain, It is na 
physical reality and its metaphor. At s1t11 
in this landscape are constructed events 
which are vast and pure as sense1911 

Welner, Lawrence. 10 Works. Yvon Lambert, Perla. English and French ; 1110 In Spanlah anc1 
English . CAYC, Buenos Aires, July , 1971. 

- - . Broken Ot,. A pub lic freeho ld piece shown In Los Angeles , EHi Berl in, Franktust, 
dur ing 1971 (not a book). 

-- . CauHllty : At,ected and/or Et,ected . Leo Ca1telll , New York, 1971. Excerpt : 
AFFECTED AS TO PRESSURE ANO/OR PULL 
EFFECTED AS TO PRESSURE ANO/OR PULL 

AFFECTED AS TO HEAT AND/OR COLD 
EFFECTED AS TO HEAT AND/OR COLO 

AFFECTED AS TO EXPLOSION ANO/OR IMPLOSION 
EFFECTED AS TO EXPLOSION AND/ OR IMPLOSION 

AFFECTED AS TO CORROSION AND/OR VACUUM 
EFFECTED AS TO CORROSION AND/OR VACUUM 

AFFECTED AS TO NOISE ANO/OR SILENCE 
EFFECTED AS TO NOISE AND/OR SILENCE 

Avalanche, no. 2
1 

January , 1971. Interv iews with Saret and Lew, Nauman , Fox, Acconcl , ud 
Oppenhe im. Photo essays on or work.I by Acconl , Wegman , Rinke, McLean , Klein , Naumaa, 
Serra , Oppenhe im, van Saun, 112 Greene Street group . Excerpt s from Fox folloa 
("Avalanche" 11 Liza Bear and WIiioughby Sharp): 

AV· What do you see as your earliest body work? 
TF: The Push Wall piece. II was like having a dialogue with the wall , exchanging 

energy with it. I pushed as hard as I could for about eight or nine minutes. until I was 
too tired to push any more. I used to park my car every day in that alley and I always 
looked at those walls but never touched them. Then one day I touched one or the 
walls. fell Its solidity , Its belly I realized we were both the same but we had had no 
dialogue , in a sense. We normally Just walk by these things , not feeling connected to 
them. 

AV: You could say that a lot or the new art Is about looking at aspects or reality and 
realizing the unexpected energy they possess. 

TF: Oh. sure. For me, in a performance , all the elements have exactly the same 
weight , includ ing myself. Exactly. And dialogues can take place between the_m, 
psychically and physically . When I was pushing the wall , I felt 11 was somehow ahve 
like a person. 

AV: What other work came out of that realization ? 
TF: Pushing myself into a corner al Reese Palley in San Francisco. That was the 

negative of the Push Wall piece. A corner Is the opposite of a wall That was a shoft 
piece, 11 was hard to do. I was trying to push as much of my body as I could into the 
corner . My feet got ,n the way, I tried to stand on my toes, but it didn 't work. You 1018 
your balance. 
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AV· How do you see your works relating to body works by other artists? 
TF· You know, I'm not sure what bodyworks are, exactly . Everyone Is doing them In 

8 different way . For me the most important aspect of 11 is treating the body as an 
element in its own right rather than as an initiator of some act. Instead of d isregarding 
11 In the making of sculpture , using It d irectly as a tool. The body is an element l ike any 
other, only a lot more flexible. 

AV. You mentioned before that you saw Nauman's Palley show in 1969. What was it 
like? 

TF He had a half-hour film loop of himself painting his body all over m four different 
colors, one color at a time. II was really beaullfu l. Then at the back of the gallery there 
were two television monitors and a detective video camera. When you entered the 
space you could see yourself on the monitor , upside down and from the back. The 
hrst t ime I saw 11 I was put off. II seemed too s,mple and obvious. But then I realized 
that was the beauty of 1t in that space. There was nothing else .... What the Nauman 
show confirmed for me was the realization that I was an element equivalent to the 
others. that I could work with them without fear of interfering with their processes. 

U1.1on Wall Show. Ll11on Gallery, London, January, 1971. Arnatt, Arrowsmith, Edmond,, 
Flanagan, Gln1borg, Hemsworth, HIiiiard, Latham, Lew, LeWltt, Louw, Munro, Newman, 
Palermo, Rinke, Sins , Stezaker , Treml ett , Welner , Wentworth ; catalogue ol project, . Included : 

Sue Anowsmlth: 
a white frame 

a white frame being painted black 

a white frame being painted black 
a black frame being painted while 

a black frame being painted white 

a black frame 

Formutatlon, . Addison Gallery ol American Art, Andover , Ma■1 ., January a-February 14, 1971. 
Exhibiti on organize d, or "s uggested by," Konrad Fischer and Glanenzo Sperone . AUcln1on, 
Boettl , Brouwn , Buren , Darboven , Dlbbet1 , Fulton , Paolin i, Penone , Salvo. 

T11e Nature of Thing, . Harku1 -Krakow Gallery , Boston . One-man 1how1 by Sonf11l, Hutchln 
aon, and Oppenheim ; January , February , March. 

January , Toronto : Founding of A Space, "a non-profit corporation conce rned with the flow of 
people and Information relevant to vl1ual art. " Beginning May, 1971, an "I nformation pack
age" or newsletter 11 published approx imately monthly , open to contributions from anyone . 
The locus 10 lar la on video and performance pieces (Acconcl , Oppenhe im, NSCAD group , 
etc.). Co-directors : Stephan Crulae, Robert Bowers , John McEwen . 

Op111 International , no. 2.2, January 1971. Includes art icles on LeWltt. Byars, Klrlll, Ben. 

January .26, New York : Public exhibition of the wall s of BMT Subway Station at Times Square ; 
photo, of the wall, had been unofficially hung In Iha MOMA Information 1how on August 25 
(Lowell Zack). 
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Hnnne Dnrboven. O11e Century in one Year. 365 volumes of 100 pnge each. Jnslalla
lion: Konrad Fischer Callery, Dils eldorf. 1971. 

Joseph Beuys. Aktfoner Aklfonen . Moderns Museet , Slockholm , January 1&-February 21, 
1971. Biography , Bibliography , Interview with the artist. 

0an fel Buren. Stiidllsches Museum , M6nchengladbach , January 28-March 7, 1971. "Vertical 
Colored and White Stripes Seen al the Same Time at ••• :" Locations In Aachen , Dortmund. 
Essen, Hamburg , Hannover , Cologne , Krefeld , Leverkusen , M6nchengledbach , MIJnsler, 
Saarbrucken , Stuttgart. Text In catalogue by Buren, " Positions / Proposals ,'' published H 
" Reperes" In VH-101, no. 5, Spring , 1971, and as " Standpoints " In Stud io International , Aprl, 
1971. 

Hanne Darboven : One Century In One Year. January 1- Oecember 31, 1971. Exhibit ion chang
ing dally . Konrad Fischer, DOsseldorf. (Rep .) 

Darboven says she hates to read and loves to write. Despite the apparently 
impersonal "conceptuafism " of her drawings, they are In fact the in tentionaflyv lsual 
results of a process . not accidental traces of mental procedures . She prefers to show 
them on film, or framed and hung, than In notebooks . Permutation- the basis al 
Darboven 's work since 1966-prov ides the armature for her obsession much as the 
grid does for other artists . That obsession Is not so much numbers as the physically 
(visually) experienced time span. As she fills page after page, book after book with her 
distinctive handwri ting, with precisely rhythmic " waves." or with typed words and 
numbers. her personal calendar is synchronized with that of her work, as well as with 
that of the real world . For all the detachment Implied by the use of systems, Darboven 
is closer to her art than almost any artist I can think of. The work comes from inside. 
from the artist's own needs and compulsions . which explains ,ts mesmeric sincerity 
and vigor. 

Lee Lozano : fnfaflctlon , Nova Scotia College of Art and Design, Halifax , January 27-febnlafJ 
13, 1971. (For works Included , aee pp. 96-97, 98, 101-2) 
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Lee Lozano: Form and Content," July 19, 1971: 

co11tent ~ 
' What happens If ... 

I can't be interested in form for form 's sake. Form is like mathematics · a model 
which might be applied to various sets of data. · 

Form ,s seductive ; form can be perfect 
But there's no Just,fication for form (In the Experiments & Investigations) unless it's 

used _10 expose content which has meanmg. The result of an experiment Is the 
rneanmgful content 

Information is content. Content is fiction . 
Content Is messy Like the universe it's unfinished and, furthermore . ,1 becomes 

obsolete so qu_1c~ly when mulliplied by time. Form Is redupllcable , content 1s not 
reduphcable. F1c11on has meaning. but only in a given instant of time. 

Morris, Robert. "The Art of Existence . 3 Extra-Visua l Arflsls : Work In Process. " Artforum 
January, 1971. " Marv in Blaine," "Jason Taub ,'' and '"Robert Dayton," ' 

N, E. Thing Co., Ltd. University ol Alberta Ar1 Gallery , Edmonton, January 15-February 10, 
1971. Rece nt project• tor radio and television; Interview. 

Sondheim, Alan. Resonances , Providence, R. I. (public domai n), Ja nuary- March, 1971. 

Ger van Elk, "Paul Klee -um den Fisch, 1926." Art and Projec t Bullet ln 33, January 9-23 , 1971. 

Ger van Elk. Paul Klee-um den 
Isch. 1926. L970. Courie y rt & 
Projecl, ms terdam . 



William Wegman. Crow/Parrot. October , 1970. 

WI/flam Wegman: Vldeolllpes , Photographic Works, Arrangements . Pomona College Alt 
Gallery , January 7-31 , 1971. Biography, Introduction by Helene Winer: 

The photographic works are either single or In series or two or more, and fall Into 
several categories. In the works that explore sameness vs. difference, Wegman 
compares superfic ially identical Items, or twins to emphasize the enormous subtle 
differences that are naturally present. His works that deal with sameness vs. change 
concentrate on manipulated differences. The changes are such that the composition 
as a whole appears the same in all the photographs of a series. This is most surprising 
in one set of photographs . using objects in the artist's studio . where the altered 
details are extensive. Almost every item In the scene Is In duplicate in one of the two 
photographs . The comparison of " big and little " in Wegman's terms, involves the use 
of objects whose only essenllal difference is size. One such work is a photograph of 
the artist, posed with various tools . He is standing next to a larger man of some 
resemblance who is holding the same but larger tools in a similar arrangement. The 
shadow of a duck that appears to be cast on the wall by a crow, in another work, 
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represents the Incongru ities present In many of Wegman's single photographic 
pieces. (Rep.) 

Lawrence Welner. "Untitled." Art and Project Bulletln, January , 1971. 20 works; also published 
In Spanish end English by CAYC, Buenos Aires, 1971: 
perhaps when removed 
perhaps when replaced 
perhaps when recharged 
perhaps when rebounded 
perhaps when reproduced 
perhaps when reimposed 
perhaps when reinserted 
perhaps when redone 
perhaps when readjusted 
perhaps when relloated 
perhaps when received 
perhaps when repainted 
perhaps when retranslated 
perhaps when returned 
perhaps when rebutted 
perhaps when related 
perhaps when reshaped 
perhaps when rehung 
perhaps when retransferred 
perhaps when recanted 

~-fichael Snow. Of a Ladder. U " x 14• 
black-nnd-white photograph . 1971. 
Courte y B>•kcrl Ga llery , ew York. 



E.xcerpts from Mlerle Laderman Ukeles 's Maintenance Ar1 • .. proposal for an Exhibition 
" Care," © 1969, as cited In Jack Burnham , " Problems of Criticism, IX," Artforum , January, 
1971: 

In a prospectus for an exhib ition of " Maintenance Art"-a most elegant and 
philosophically timely proposal--Mierle Laderman Ukeles explains art in a super 
patriarchal society. It begins with the heading " Ideas" and 1s worth quoting at length. 
A. The Death Instinct and The Life Instinct. 

The Death Instinc t: separation, individuality , Avant-Garde par excellence ; to follow 
one's own part to death-do your own thing , dynamic change. 

The Lile Instinct : unification , the eternal return , the perpetuation and maintenance 
of the species. survival systems and operation . equilibrium . 
B. Two basic systems: Development and Maintenance . 

The sourball of every revolut ion : af1er the revolution who's going to pick up the 
garbage on Monday morning? 

Development : pure individual creation ; the new; change ; progress ; advance; ex
citement ; flight or fleeing 

Maintenance : Keep the dust off the pure individual creation; preserve the new: 
sustain the change; protect progress ; defend and prolong the advance: renew the 
excitement ; repeat the flrght. 

Show your work-show It again 
Keep the contemporary art museum groovy 
Keep the home fires burning 
Development systems are partial feedback systems with major room for change. 
Maintenance systems are direct feedback systems with li ttle room for alteration . 

C. Maintenance is a drag; It takes all the fucking time, literally; the mind boggles and 
chafes at the boredom : the culture confers lousy status and minimum wages on 
maintenance jobs; housewives = no pay. 

Clean your desk, wash the dishes , clean the floor , wash your clothes. wash your 
toes. change the baby's diaper. finish the report. correct the typos, mend the fence, 
keep the customer happy. throw out the stinking garbage, watch out-don't put 
things In your nose, what shall I wear, I have no sox, pay your bills, don 't litter, save 
string , wash your hair, change the sheets, go to the store . I'm out of perfume, say II 
again-he doesn't understand , seal ii again-it leaks. go to work. this art 1s dusty, 
clear the table, call him again. flush the toilet , stay young. 
D.Art: 

Everything I say Is Art is Art. Everything I do 1s Art is Art . " We have no Art, we try to 
do everything well." (Balinese saying a la McLuhan and Fuller .) 

Avant-garde art , which claims utter development, is infected by strains of mainte
nance Ideas, maintenance activities . and maintenance materials. 

Conceptual and Process Art especially claim pure development and change, yet 
employ almost purely maintenance processes. 
E. The exhibition of Maintenance Art . " CARE," would zero In on maintenance, exhibit 
ii. and yield , by utter opposition . a clari ty or Issues. 

Mierle Ukeles then proceeds to explain her three-part exhibition . " I am an artist ... 
woman . wife . . mother (random order). I do a hell of a lot of washing, cleaning, 
cooking, renewing, supporting, preserving , etc." Up to now she's also " done '' art, but 
now Mlerle Ukeles 1s will ing to do all that drudgery in a museum on an exhibition 
basis. " I will sweep and wax the floors . dust everything , wash the walls (I.e., floor 
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palntmgs, dust works , soap sculpture, wall paintings, etc.). cook , invite people lo eat, 
clean up, put away, change light bulbs .... My working will be the work ." Second, 
typed interviews with various people from maintenance professions and museum
goers concerning their views on the piddling but essential tasks of life would be 
presented. Finally, " Earth Maintenance," the last part , Involves delivering refuse to 
the museum where It Is " purified, depolluted , rehabilitated , recycled," and conserved 
bY various technical (and/or pseudo-techn ical) procedures .... " Incidentally, this 1s 
an offer which Mlerle Ukeles hopes some enterprising museum curator will consider ; 
the offer Is real. 

Mrs. Ukeles is Implying that avant-gardism amounts to running around In tighter 
and tighter circles, do ing the same thing over and over again but trying to make II look 
and sound different; It seems that the mythic drive behtnd high art has run its course. 
n,e sudden transference of some avant-garde artists to pohl1cs stems from a desire to 
find a viable revolution , one providing the needed psychological surrogate . Presently 
avant-gardism can only mean revival, unacceptable iconoclasm , or the deliberate 
presentation of nonart . 

Forge, Andrew. "Forces Against Object-Based Art;" Harrison, Charles , "Art on TV" (re: Gerry 
Schum Gallery) . Studio International , January , 1971. 

Thwaites, John Anthony. "Street Art: One-Hanover ; Two-M innesota ; Three -Holland." Ar1 and 
Artists. January , 1971. 

Earth, A ir, Fire, Water : Elements of Art. Museum ol Fine Arts, Boston, February 4- Aprll 4, 1971. 
Organized by Virginia Gunter. Two-vol. catalogue : (1) Introduction by Gunter , text by Da.vld 
Antin, selec1ed bibliography ; (2) errata , addenda , photographs (published later). Bas-Cohaln, 
Bollinger, Brain, Budells, Burgess, Burgy, Christo, Dallegret , Dlgnac, Franklin, Goodyear , 
Graham, Grist, Haacke , Harrison, Hayes , Helzer , Huebler , Hutchinson . Jenney , Kaprow, 
Koslce, Neusteln and Baute and Marx, Oppenheim , Plane , Puusemp , Rleveschl , Ross, Serra , 
Simons, Smithson, Sonflst, Sproat and Clark, Torflle ld, Urlburu , van Saun, Warhol, Wegman , 
Wixon. Reviewed by Kenneth Baker , Artforum , March , 1971. 

Situation Concepts . Galerle Im Taxlspalals , Innsbruck , February 9-March 4. Organized by 
Peter Welermalr . Texts by Bochner , Kosuth , LeWltt , Welermalr , and Ricky Coml. Arakawa , Arts 
Agency . Baldessarl , Bochner , Buren , de Dominic i. Ernst, Fabro, Fazlon , GIibert & George . 
Germana , Gen, Haacke , Helzer, Holleln , Hoelkawa, Huebler , Kawagach l, Kosuth , Krlesche , 
Jascl , LeWltt , Lindow, Matsu.zawa , Nlcolalde s, Oberhuber , Ohmyla , Oppenheim , Paolini , 
Pisani, Raetz, Schult , Serra, Smithson , Tanaka , Ulrlchs , Welner . 

Sixth Guggenheim International . Solomon R. Guggenheim Museum , New York, February 
12- Aprll 11, 1971. Organl2<ed by Diane Waldman and Edward Fry. Boxed catalogue with 
Indivi dual booklets , bibliography, texts by Messer , Fry, and Waldman . Andre , Burgin, de 
Marla, Buren , Darboven , Dias, Olbbel s, Flavin , Helzer , LeWltt , Long , Judd , Kawara , Kosuth , 
Merz, Morri s, Nauman , Ryman, Serra, Takamat .su, Welner . Reviewed by Barbara Rose, New 
York, March 8, 1971; Jame.a Monte, Artforum , March , 1971. Buren 's work was withdrawn from 
the show, follow ing protests by other artists ; see below , pp. 245. 

45"30'N-73 "36' W + ln11entory. Organized by Arthur Bardo and Zoe Notkln at the Saldye 
Bronfman Center and by Gary Coward and BIii Vazan at the Sir George Will iams Univers ity, 
Montreal , spring , 1971. Catalogue consists of c. 175 slips of paper with works , quotations , and 
miscellany . Reviewed by Normand Ther lault , " de Chica go a Montreal ," La Presse, Montreal , 
February 6, 1971. 
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Kaprow, Allan . "The Education of the Un-Artist, Part I." Art New•, February , 1971: " To escape 
from the traps of art, 1111 not enough to be against museums or to stop producing marketable 
objects ; the artist of the future must learn how to evade his profe ssion .'' 

Japp , Georg. " Interv iew with Konrad Fischer." Studio Internet /one/, February, 1971. 

F/1h, Fox, Ko• . De Salaset Museum of Art, Univers ity of Santa Clara , Calif ., February 2-28, 
1971. Catalogue Includes vl1ual , verbal , and recorded mater ial. 

February 19, New York: Video works from NSCAO by Aakevold , Jarden , Robertson , Waterman , 
Zuck. Shown by W. Sharp at 93 Grand Streel 

February , 1971, postcard from Protet ch-Rlvkln , Washington, D.C.: " Irby Ben)amln Roy, former 
ly Lawrence Stephen Orlean , formerly Alva Isaiah Foat, formerly Ed McGowln." 

Pier 18. New York, February- March, 1971. Organized by WIiioughby Sharp and photographed 
by Shunk-Kander . Photos exhibited at the MOMA, June-August, 1971. Works were executed 
at an abandoned pier on the Hudson River , New York, by Acconcl , A1kevold, Baldesaart , 
Barry , Beckley , Bochner , Buren, Dlbbet1, Fox, Graham, Huebler, Jaffe, Jarden , Matta , Merz, 
Morris , Oppenhe im, Rupperaberg , Scanga, Serra , Snow, Sonnier, Stoerchle , Traka1, van 
Saun , Wegman , Welner , and documented by photographs . Reviewed by Robert Plncua
Wltten , "Anglo-Amer ican Standard Reference Works : Acute Conceptuall1m ," Artforum , Octo
ber, 1971. 

Vito Acconci , Untitled (project for Pier 18), 
1971. Activity : deserted area, night , meet
ings, secrets. Pier 18, an abandoned pier at 
West Street and Park Place, New York. 
Twenty-nine nights; one hour each night: 

- From March 27 to April 24, 1971, I will be at Pier 18 at 1 a .. m. each night : I will be 
alone, and will wait at lhe far end of the pier for one hour . 

-To anyone coming to meet me, I will attempt to reveal something I would normally 
keep concealed : censurable occurences and habits, fears, jealousies-so mething 
that has not been exposed before and that would be disturb ing for me to make 
public . 

-My intention is to meet each person Individually, so that he alone will have 
possession of the information g iven. 

-I will document none of the meetings. Each visitor , then, can make any documenta
tion he wishes, for any purpose: the result should be that he bring home material 
whose revelation could work to my disadvantage-mater ial for blackmail. 

February 9, San Diego : Eleanor Antin sends out the fi rst postcard of a photographic mallftl 
piece , 100 Boot• F•clng the See ; I.he continuing " 100 Boots " series to be published In Att• 
Amer ica, accompanied by an Interview with the artist by " Anna English.'' (Rep.) 

Ruben• Gerchm•n . Jack Ml1rachl Gallery , New York, February 9-March 6, 1971. Catalogue 
Includes statement by the artist , biography. 

EntwiJrle, P•rtlturen , Pro/ekte : Zelchnungen . Galer le Ren6 Block, Bertin, March 5-31, 1171, 
Among others : Beuy1 , Darboven , Dlbbet.s, Graham , LeWltt, Vostell . 

Al the Moment. March-Aprll , 1971. Poster-ca talogue for "conceptual art show" at "Ooot•• 
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Eleonor Antin . 100 Boots on the Way to Church Solana Beach Californi a February 9 
1971, 11:30 a.m. Moiling dote , April 5, 1971. ' ' ' ' 

Hall," Zagreb, Yugoslavia . Anselmo , Barry, Brouwn , Buren , Burgin, Dlbbeta, Dlmllrl)evlc 
Aanagan , Event1tructure, Huebler, Klrlll , Kounelll1 , Latham , LeWltt, Matanovlc , Nez, Pognaf : 
nlk, Salamun (Oho group), Trbuljak , Welner, WIison. 

For the People In Pe•■dena Exhibition, opened March 7 1971 ' 'never offlclally closed " 
Organized by "Whoever ·• (Frank Brown). Extensive catal~ue re~ordlng all work and doc~
ments received In reply to posters sent out nationwide to artlats , collages , radio stations, etc. 
and. posted, for this open and tree exhibition . ' 

Opu• lnlernatlonel , no. 23, March 11, 1971. Includes articles on Arte Povera and Land Art. 

Baker, Ellz.abeth. " Crmc·a Choice: Daniel Buren." Art New•, March , 1971 

~ugate-Wllcox, Terry . " Force Art : A New Direction. " Am, March, 1971: Press release from the 
Jean Freeman Gallery " via Terry Fugate -Wilcox : "2.6 West 57th SL does not exlal " Nor did 

the gallery , which was Fugate-Wil cox's own work. 

Beginning March 11, 1971, eight signed booklets malted out by GIibert & George (Art tor All 
London); each one consists of a scratchy pen and Ink drawing on the cover (after photO.: 
graphs) and a brief text In couplets ; each ends with "Goodbye tor Now": 

Lost D~y 11 March 1971. (G & Glean ing against the wall along the Thames, a lamppost 
lo the right.] There were two young men who were tired/ They were tired and a little bit 
lost. They thought they were kings or their best/ and found out they were just like the 
res_t. On~ day they went out for a day/ Though they risked falling down a drain. They 
sm,led hke two babies without fear/ As you will all be happy to hear. 

Shyness 29 March 1971. (G & G sitting and learning against a large log in a quite 
densely drawn woodland setti ng.) There were two young men who were crooked/ 
i"ey were ~rooked in the way you feel best. They gave lhem the answers to live/ And 
811 

them wrth heads full of fizz. But their fr iends they all left behind/ They became 
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lonely , artistic and shy Be aware of these sllly old heads/Or you'll always look over 

the hedge 

Experience 2nd Apr,I 1971 (G & G facing each other , leaning against a railin g 
overlooking a river : George 's foot Is raised onto the stone base of the railing ; Gilbert 's 
arms are crossed , a castle of sorts ,n the background ; paving stones in the for?
ground) There were two young men who did laugh/They laughed at the peoples 
unrest They stuck their sticks in the air / And turned them aroun~ with the best Then 
with time they began to feel strange/ For no longe r It swung In their way. So to capture 
again that old thrill/They started to take the life-pill . 

Worldliness t3th April 1971. [George standing just behind Gilbert : they both look to 
the left from under a 1ree In a sylvan setting over a small pond I There were tw~ young 
men from afar/Who travelled and met with no bar . They went up and down in their 
way/ And attempted to make the world pay. There was no on~ at all they cou ld 
blame / Because ,t 1ust goes this way . They"ve had a few pokes in the eye/ But hke 

everyone else they ' re not bllnd . 

Idiot Ambition 
Z4lh April, 111'71 

Art for All. 12 Fournier Sr. London E.1 Tel 247 0161 

Th ere " ere two )Oung men \O polill 
Polite in lhe wo> tha t the) mo,ed 

TI,eir mothers hod told them to wail 
But thei r chnnccs. the bo) felt. wa 

grea t 

Cood- morn ing dc:ir dad it i~ now alt 
rise 

Th e two \\ \ CClic a, ,ail ,our ,urprilt 

\\/hill.I the bird , whi lie tunefully• 
·ide on the fence 

Th e , oun g men sleep on" ithoul...., 

Normal Boredom 1st May 1971. [G & G sitting under a stone archway on the ground ; 
Gilbert leans over to look at a plant , rocks in the foreground , an unldent1flable band of 
water (?) at the top .) There were two young men with no heart and no peace/They 
thought to be free lying under a tree And so they lay there from the dawn till 
dusk / Enjoying the air and the chickens and ducks They thought to be nice and wave 
with their hands/ And so day after day they are under that tree Counting the leaves 
and waiting for tea/They are as happy as can be . 

Manliness 15th May 1971. (G & G seen as tiny figures in the distance on a country road 
with stlppled foreground : house at the right , trees in the side-backgrounds .] There 
were two young men who were covered with blood/They are wounded and slashed 
and smeared with mud . They battle along singing a song/st raining to be Jolly though 
the journey 's long . They think nothing of health or worry or care/Because their 10b 1s 
to do their share So left leg oul and away It goes / And where they go to nobody 
knows 

Artist's Cul ture 19th May 1971. [G & G sining in close foreground on a tiled roo f(?), 
they are smiling ; George wears a striped Ile .) There were two young men who were 
charming as sweets/They turned the heads of all in the streets . They looked at their 
ties and laughed and were pleased/Looking down to their socks they began to 
sneeze. The boys didn't mind as much as they might / For they were artists and that 
was their phght. The funny thing ls they ·re really quite normal/ It's 1ust that they seem 
of another order . 

Proposition for New York, Beograd and Amsterdam . (Anonymous), three cards asking reclpl• 
ents In New York " lo think of Amsterdam 12- 2 p.m. March 3";I n Beogred " lo think of New York 
18--20 hrs. March 3": In Amsterdam " lo think of Beogred 6-8 p.m. March 3." Executed for en 
exhibition al the Museum of Modem Art, Belgrade. 

Keith Arnall , ··Art as an Act of Omission," Postcard received March, 1971 : 
A person Is said to have omitted X 1f, and only if , (1) he did not do 

X, and (2) X was In some way expected of him.· 
although II Is the note of " being expected " which seems to 

mark off om1ss1ons from other not-doings. some not-doing state
ments refer to actions so completely unexpected that they would not 
coun t as not-doings in any but the most artiflclal sense · 

•Eric D'Arcy , " Human Acts- An Essay m their Moral Evaluation .. 

If art 1s what we do and culture Is what 1s done to us (Andre)-what 
could cultu re do to us ,f art Is what we didn ' t do? 

Collins, James. Contexts , Postal 7 , New York, March 1971 : 

AN ARTIST WILL INTRODUCE TWO STRANGERS AS AN ART WORK 
It Is a relatio nal statemen t, and It could be said the relationship could be represen ted 
by R, and three people by a. b, and c This gives R abc, and 11 doesn 't essentially 
matter what replaces a. b, and c or who a, b, and care replaced by. 

AN ARTIST WILL INTRODUCE TWO STRANGERS AS AN ART WORK 
the elemen ts of the sentence are broughl together as a result of the rules of 

language, and not because they are in any way connected themselves . 
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AN ARTIST WILL INTRODUCE TWO STRANGERS AS AN ART WORK 
Variat io ns in the order and con text of these signals corres pond to a change of 
meaning in the behavior . 

AN ARTIST WILL INTRODUCE TWO smANGERS AS AN ART WORK 
The progressive info rmation context , acts as a cultural re-locating device. the In
formation is increased , and the message shif ts Its context. 

AN ARTIST WILL INTRODUCE TWO smANGERS AS AN ART WORK 
Questions of Intent, and these notes, themselves a " metalanguage ," change the 
status or semiotics , as an unstated and implic it support language in previous works. 
rrom that of predicate. to that of subject. 

AN ART IST WILL INTRODUCE TWO STRANGERS AS AN ART WORK 
That the message functioned disjuncti vely culturally was employed as a device to 
re-alig n the recipients ' relationship to the message, as a theoretical construc t .. 

(All quotations are from Semiotic Aspects by the artist , Postal 6, February , 1971.) 

Haber , Ira Joel . FIim• No. 2, New York , March , 1971. "The following la a random Hlectlon Of 
fllma and the theatrH and the location, I aaw them al The mm, are Hated alphabetically alld 
the dates denote the years the fltma were releaaed and the years I aaw them ." 

Jarden , Richards : " A 16mm continuous alngle surface 100p (moblu1 1tr lp) made fNMII a 
segment of film ol the art ist walking from the center of the room to the wall on the camen •1 
left and back again . The ends of the ntm are joined with a half twist which clnematlcally ■Iowa 
the con ti nuation of the act ivity of the opposite wall (November , 1970)," NSCAD, HallfH , M■NIII 
1-8, 1971. 

Johnson , Tim. lnsUJllatlon H Conc•ptual Sch•me . 15-page IHI for exhibition , at lnhlbodreea, 
Sydney , Australia , March , 1971. 

Peter Kennedy- Tape No. 1 (8 ): Piece of ten-minute duration also executed at lnhlbodrele : 
... Video and Audio lndefln lt lon Transference : 

The video microphone Is to be heavily bound with a number of pieces of transparent 
adhesive tape of varying lengths . 

The binding is to occur around the most sound -sens111ve area of the micro phone A 
perfo rmer, in front of the camera. should commence to remove the pieces of adhesive 
tape one by one. 

Each piece. as It Is removed , should be placed by the performer across the lens of 
the camera 

It is Intended that , as the work proceeds , the audio-definition should increase In 
direct proport ion to the decreasing video definition . 

Nemaer , Cindy. "An Interv iew with Vito Acconct." Alts , March , 1971. 

Bob Klnmont, Sculpture Ph0IOIJraph• FIims. Reese Palley , San Francisco, March 17-Aprl 11. 
1971 (booklet). 

" Klaus Rinke: Between Spring and Ocean ." Studio International , March , 1971. 

Lovell , Anthony . " Lawrence Welner ." Studio International , March , 1971. Also a page of .... 
by Welner. 
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Martha WIison. Chauvinist PlecH ; HallfH , March , 1971: 
Determined Piece: A woman determines her h ·1d • 
system (a row of sperm bottles marked w ith c I I on t~e basis of some arbitrary 
numbers) according to what color, letter or nu~~~;~,!a~~:~ of the alphabel, 
Astrological Piece · Couple with u t d · 
couples whose children were bornn~xpec e offspr ing are permitted to trade with 
own. i a more sympathetic astrologlcal sign to their 

Color Piece: A dark -skinn ed couple (perh N . 
(perhaps Chinese) and a light skinned ap,5 egro), a medium-co lored couple 
sexually . The resultant nine chi;d,en mayci~ ~let (iber,hadps Anglo-Sa~on ) permutate 
able manner. s ' u e rn any emotionally comfort-

Unknown Piece. A woman under ether has a child • . 
comes to, she Is permitted to select the child she lh 'n t !a,hge ho, sp1tal. Whe~ she 
the nursery. rn s IS ers rom the babies In 

Chsuvmlst Piece· A man ,s injec ted th h 
motherhood . · w, a ormone that produces the symptoms of 

Celant, Germano . " Information documentation arch ive, 
Italian and Engllsh . • unUUed." Domu• , March, 1971. 

Oavl1, Douglaa. "Man of Parta " (Nauman). N•w•w•ek , March 1, 1971. 

April 1, New York: Thomas Me11er , director of the G 
show by Hana Haacke (to have opened Aprll SO) t~ggenhe lm Museum , cancels projected 
Included ~Hit with " spec ific aocJal 1lluatlon1 •· n:i" co~1ftund1 that the documentary works 

Haacke • publlc itatement follows · It ered art . 
booklet of Information handed out ~n ::• publ :ahed, among olher plecH , In the 9-page 
demon1tratlon Inside the museum on May 1 occata on, of th• Art Workers' Coalltlon '1 maaa 

, pro eat ng art cen10111hlp· 
Hans Haneke. Bu.sine Of'Gce of · 
S/JJlpol IQ, et al .. Manha/Ian Real 
Estate Holdings- A Real Time 
Sotial Sy lem, tJS of Oct. 1, 197 1. 

8Jlli E II t Block 393 Lot 1J 

!S' 1 9-f 1-~lor,• tore Buildin g 
O..ned b)' 194 Ave. Rea li) 
C'.orp., 60J E lJ t. N. Y.C. 
Coolracts igned by 

am hopo ls ky, Pre idcnt 
('58) 

" ~•~) hnpo lsky, Pres ident 

-'1[.~~ Fo)'er , Vice-Pre ident 

Prind pal- ll arT)• hapo l k> 
~ u!red 3/27/ 1963 from Surenko 

alhe • ln c., 608 E 11 I. 1 • Y.C. 
Ban, hopo l k)', Pres iden t 

~ \fort goge (1971) 
~ ed Land Value 500 
•atal \'alue 24,000. ' · 



H• n• H•• ck• '• VISITORS' PROfl l l 

• • o•' In p•oa• • ·· dw•l ng "Ol•• c t lona , , [l ght A•t l &t1" . Hll •e wk•• A•t C•nt••· 
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- - - - - - - - - - - - - - - - -

4re you•• ••• ••••••? 
Oo you n• • • c h l ldr •n J 

ytt 

..r. 
ytt 

no 

no 

.. o 

Wh•t l a you • •tnnlc Dackrou nd, • •9• Pol l 1n, G•r•• n , et c.J 
- - - - - - - - - - - - - - - - . - - - - - - - - - - - - - - -
Aasu al ng you wer• tn dochln e s e, wovto you 
1y■pet hl 1• wit h tn• S• lgon r•g l ■•I - - - . - - - - - - - - - - - - - . - - - -

tn yo• r opini on , er• t h• Int••••'• of prot l t-orl• n•• O 
ou1 l n••• usual l y comp•tlDI• with th• co•• on goo d t - - - - - - - - - - - - - - - - - - - - - - -
What Is your e11nue l l nco•• ID•to•• ta•••IJ 

. - - - - - - - - - - - - - - - - - - - - - - -
Oo yo u th lft ~ t h♦ Mixon AG~ lftl atratl o n 11 Mal n t y 
r••• ons l DI• t o r our •cono■lc ollt 1c ul t 1••l -

ytt no 

no 

v•• no 
- - . -

I l l Wh•r• oo you 11•• 1 cl ty/1 uDu•• co u~ ly ;-m. 

18 1 

19 1 

201 

- - - - - - - - - - - -
Oo you con s l d•• t h• O•l••t o f t h• • u• ••1 onlc ••• n, po• • 
ISSTI a 1t•D In t n• r l gnt Olr • c t lo n1 

Are you • nrot •eo t n or ftev• 9ra dvete d fr o• co11 eqe l - - - - - - - - - - - - - - - - - - - - - - - - -
' " you r opl~l o n, ,~ou l d t h• q•"•r• I orlent•tl o " o t t~• 
covn1ry be aore con1ervatl ve o r • ••• co n1er vet!v~ J _ _ _ - - - - . - - - - - - - - - - - - - - - - - - -

ytt no 

ytt no 
- - . -
iiori , ... 

Your •~•••r~ • I l l be ••~ ~ late d t eter t od ay to Qetre r wlt ft t fte •"•••r• ot a l t 
o ther vl • l tor So t tfte e•f\lbltl on . Thank y ou . 

Han Haacke. \ 'isilor$' Profile . 10 demographi c, 10 opinion que lions on current 
ocio-political is ue po ed to museum visi tor . Answers tabul ated , correla!ed , 

end posted regu larly throu ghout exhibi tion. :filwaukee Art Center ver ,on. 
1969-70. 

Two of the three works are presentations of large Manhattan real estate hold ings 
(photographs of the facades of the properties and documentary 1nformat1on collected 
from the pubhc records of the County Clerk's office) . The works contain no evaluative 
comment. One set of holdings are mainly slum-located propert ies owned by a group 
of people related by family and business ttes The other system Is the extensive real 
estate Interests, largely in commercial properties. held by two partners . The third work 
1s a poll of the Guggenheim Museum's visitors consisting of ten demographic 
questions (age, sex. education , etc .) and ten op inion questions on current socio
pohtical issues ranging from " Do you sympathize with Women's Lib ?" to " In your 
opinion, should the general orientation of the country be more or less conservative?" 
The answers are to be tabulated and posted daily as part of the piece. Follow lng 
standard polling practices, I tr ied to frame the questions so that they do not assert a 
politi cal stance, are not Inflammatory , and do not prejudge the answers .. 
These pieces are examples of the '' real time systems" which have constituted my 
work for many years ..•. 

If I wanted to remain true to my ph1losoph1ca1 premises, I could not comply with Mr. 
Messer's insistent demands to essentially modify or eliminate the three works . 
Venflabillty is a major ingredient of the social. b1olog1cal and physical systems which I 
consider as mutually complementary parts of an encompass ing whole . . Mr. Mes• 
ser 1s wrong on two counts : First In his confus ion of the politlcal stand which an 
artist's work may assert with a po litical stand taken by the museum that shows this 
work . secondly , in his assumption that my pieces advocate any polit ical cause. They 
do not. Mr. Messer has taken a stand which puts him completely at variance with the 
professed attitudes of all the world 's ma1or museums. except for those located in 
countries under totalitar ian dom1nat1on, a stand which must put him In potential 
conflict with every artist who accepts an invitation to show his work al the Gug
genheim Museum 

The affair received wide coverage by, among others, Jack Burnham, "Hans Haacke 's 
Cancelled Show at the Guggenhe im," Artforum , June, 1971; Edward Fry (curator In charge of 
the Haacke show who was fired peremptorily for his actions In favor of the artist), "Hans 
Haacke, the Guggenheim : The lssue1," Arts, May, 1971: New York nmes , Aprll 17 and 27, May, 
July 4; New York Post, April 18, 24, 27; Newsday, Aprll 19; Der Spiegel , Aprll 26; Betsy Baker, 
" Artists vs. Museums ," Art News , May (plus letters , September) ; CBS radlo and telev ision 
Interviews (April 25, May 2, April 27), etc.; Barbara Reise, " Which Is In fact what happened : 
Thomas M. Messer In an Interview," "A tale of two exhibitions : The aborted Haacke and 
Robert Morris shows," both Stud io lnternallonal , summer , 1971; " Gurgles Around the Gug• 
genhelm : Statements and Comments by Daniel Buren , Diane Waldman , Thomas Messer , 
Hans Haacke ," Studio lnternallonal , June , 1971; Lawrence Alloway, The Nellon , August 2. 

In Another Moment. Studentskl Kullurn l Center , Belgrade, 1971. Documentation of a three• 
hour exhibition held In the entry hall of an apartment building, April 23, 1971; organized by 
Braco and Nena Dlmilr lfevlc. Partlclpana : Anselmo, Barry, Beu-ys, Brouwn, Buren , Burgin, 
Dlbbets, Dlmllr l)evlc:, Flanagan , Grupa/ E KOO, Grupa OHO, Huebler , Klrlll , Kounellls , Lamelas , 
Latham, LeWIII , Trbuljak , Welner, WIison. 

Summer, 1971. Agnes Denes, Psychographlc . From her continuing " Dlalecllc Triangulation " 
project : 

Psychograph ls a truth approximation It 1s a triangulation 1n search of truth My 
1n11tal probe (a quesllonnalre . which follows] prompting others to react plus their 
answers in various degrees of truth creates interactive triangulations such as ln-
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VJ( ~, Alyson 

Eleonor Antin . "Lighth._fa 
der" from Librar, , Sc~
wo mnn exhi bili on at S. ... 
Stale Library. 1971. 

1012 
Rl 

"On e ' piec e of 1Jl!ormat1 on was a quotation 
from k ,D. laing , ' who 1:1s e-very bocly lcnove 
is a beaco n of li gh t to a vho_e generation 
of young r omantics . I categ orized t hut one 1:11 

VK 1012 , Lighthouse Tend ere . •" . 

terdependent or progressive ideas become effective through successive stages of 
advancement, threefold theories forming argumentative conclus ions or pure tdel 
groups activated by cont roversy. An ever deepening network of people and meanings 
is lormed. (Results of the questionnaire are subjected to analyses on some twelve 
different levels and points of view to arr ive at the final work.): 
DREAMS ARE , MY MINO , I ENJOY ; I SUFFER ..• MY ART ; I FAILED • 
I AM OBSESSED BY .. I WANT TO KNOW , I MUST .. , MY PASSION .. • I WONDER 
WHY . . • I SUFFER . : MY WORK . . , IT PAINS ME WHEN ; IT IS A JOY TO , 
LOVE ...• HOME . · IT IS SAO THAT . : CREA TING , MY LOVER . . , WOMEN ARE 
• . : MEN ARE . , THE FUTURE • MONEY : I CAN'T • ; I FEEL . : MY GREATEST 
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oREAM IS THAT ; ARTISTS CREATE BECAUSE , THE FUTURE OF ART IS .. , THE 
TRUE MEANING OF LIFE . • • GREATNESS CONSISTS OF . • I SECRETLY . . ; MY 
CHILDHOOD ; IN THE VEAR 2050 ART Will , IT WILL BE CREATED , MY GREAT-
EST LOVE , IT WOULD KILL ME IF , WHAT PEOPLE REALLY NEED IS ... : WHAT 
REALLY HANGS PEOPLE UP IS : WHAT REALLY MAKES PEOPLE STRONG • THE 
DESTINY OF THE HUMAN RACE ON THIS PLANET IS .. 

Vito Acconc l. Pull. 19n (Aprll 9). Per1ormance (eyes , movement , " hypnotic force " ); videotape 
record of the performance . Elsner and Lubin Audi torium, New York University. Thirty Minutes : 

An area ten feet square marked off with masking tape. One 500-watt bulb lights the 
area; the rest of the auditoriu m is dark. An activity for two performers , one female and 
one male. 

1 The female perfo rmer. Kathy Dillon . funct ions as a center point ; I walk in a circ le 
around her; she rotates In the center-she follows my direction . or starts a di rection of 
her own, which I follow (or refuse to follow) . 

2. The goal of each of us Is to keep staring at the other , to keep his eyes bound to 
the other 's eyes (to keep the other 's eyes bound to his). 

3. At any time, either of us can shift direction , change speed, etc.: either of us can 
control , exert pull on, the other . (Each decides whether he wants to contro l or be 
controlled ; each Ines to determine if he is controlling or being cont rolled .) 

-Pr ivate circle: closed circle (the action combines the performers and separates 
them from the audience) : performance as withdrawa l. 

-Pnvate circle : circle of unity-sub ject ive performance (one perfo rmer Is sub
sumed In the other) : performance as Identification . 

Eleanor Antin , Library Sc lenctt, April , 1971. First shown at the San Diego State College Ubrary , 
AprU--May , 1971, and later at NSCAO , Halifa x.. February , 1972: 

Each partic ipant in the exhibition of women artists was asked to provide me with a 
"piece of information " of any form that described or represented her self, her life, her 
work, or any aspect of herself that she felt appropriate at this time. Twenty-six 
participants responded . Each " piece of information" (object or document) was 
classified for subject as a book In accordance with the class1ficational system of the 
Library of Congress .... All of the " pieces of information " were exhibited beside their 
"sub1ect catalog cards." (See article on Antin in The American Ubra rlan. February. 
1972) (Rep.) 

April 9. Berkeley , California : David Askevold '1 Tuning Fork Show, transm itted on KPFA Radio 
FM, 11 :00-11 :17 p.m. (a 17-mlnute rad io apot-5 tuning forks , 4 no tea) . 

Robert Barry Pr1t11tnt• ThrH Show• and a Review by Lucy R. Lippard. Yvon Lambert , Paris , 
April, 1971. The " review " follows : 

Robert Barry's current show at the Yvon Lambert Gallery In Pans Is announced by a 
mailer that reads: " ROBERT BARAY presents three shows and a review by LUCY A. 
LIPPARD." Ms. Lippard Is an American art critic . The show itself consists of this 
review and of a box of some 150 4 x 6 index cards which consti tuted the catalogues of 
three exh1bit1ons organized by Ms. Lippard from 1969 to 1971, each titled according to 
the populat ion of the city In which it was held 557,087, Seattle U.S.A.; 955,000, 
Vancouver, Canada; 2,972.453, Buenos Aires, Argentina (several cards from the latter 
have been vehemently canceled because Instructions were not followed In thei r 
printing). 
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Vi to Acconci. Zone. 30-minutc perfo nnance. Eisne r and Lubin Audi torium , New York 
nh •ersity. Apri l 9, 197 I. . 0 son t t lb r ht th 

11 area ten foci (tUurc marked off with masking lope. nc v-wnt t° •~ e 
.. the.r est of the oudil orium is dork. n acti vity for one cat, one mn c per onner. area, . 

l The cat functions a a center poin t. h 
2: I wulk around the cat. fonning the periphery of n ci rcle th.at encloses I e c~t. 
3 Whe n the cal moves and tries to break away , 1 hift my cir cular movement. my 
• · onl is to keep the c~I cnclo ·ed wi thin the circle . .• • . " 
-icnonnnnce as point (the pcrfo nmmcc i!. a ~ utter of keep mg to the point, 

revcn li ng the cat from getting awn) from the poin t). . rmed 
~ The goal of the perfonnnnc e_ i 10 crentc a still point (unmoving cal): lull : cha 
circle: pcrfonnnncc ns hypnos is. 

From 1968, Barry has worked in almost invisible nylon cord , invisible but extant 
radiation magnetic fields , radio carrier waves, telepathy , suppressed knowledge. 
non-spe~iftc qualifications defining undefined conditions . This exhtbit1on ls t~e th1r! 
In a series of presentation pieces by Barry , the first two Involving the _work o art1s 
James Umland and Ian Wilson . It 1s also part of another gr?up , dating from 1~. 

hlch comments on the use of gallery space and the lnternat,onal gallery system or 
:n art so dematerialized that it has no fundamental nee~ of either one. T~e firs~ o~~ 

roup was a piece that announced · " During the exh1b1tton the gallery will be co t 
~n January 1971 Yvon Lambert showed a Barry piece that read: " Some pla~esd:. 
which we ~an co'me. and for a while , ' be free to think about V.:hat we ar.e gom~~ un1• 
(Marcuse)." " Read" Is the wrong term ; Barry does not work with words , he co n art 
cates conditions . The newer work Indicates an overlap rather than a gap betwee 
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and life , m the sense that it attempts to define (again by circling around something) 
the place of the artist in the world , not socially (though social impact is 1mphed), but 
as an art-maker rather than as a person . Perhaps the most important of the many 
questions raised by Barry's work are : Does the artist have a place in the world . and, if 
so. Is it changing? Is he/she simply a questioner or is he/she the Imposer of 
condil lons upon the esthetic capacity of everyone else, without whi ch the world 
would be quite a different place? 

And I have some questions of my own . Is a review which is not published In a journal 
but constitutes part of an exhlbltlon In itself a fake review? Can it view Itself 
obJect111ely? Or is It valid anyhow because people read it , because it does comment 
directly upon the show ii is part of? Is the writer of such a review an artist even if 
he/ she has not made art ? If a wr iter calls what he/she does " criticism .'' can anyone 
else call II " art"'? Is the art ist who " presents " a wr iter 's work as a minor part of his 
piece (the major part being the presentation per se) a critic himself? ts an artist ever 
not an artis t if he/she says he or she Is an artist? Does an artist have to make art? And, 
finally , it doesn't matter what this review says. Its potential is confirmed by lts 
existence rather than by Its contents . 

Special Issue on Ben Vautier, Flash Art, no. 23, Aprll , 1971. 
AlthOugh Vautler ·s attitude and presentat ions have much more In common with the 

F/uxus group (with which he has long been associated}, some of the Ideas he has 
dealt with superficially or poet ically relate to others in this book . For instance: In 1960 
he signed (or claimed) money (rubles, dollars , francs , and marks) as art ; he signed the 
deaths of Yves Klein and Piero Manzom, also tombs, catacombs, mummies and "MY 
DEA TH": he made holes or removals. stating that "the hole Is by essence an 
extraordinary thing." In 1961: "Destruction of my works of art as a work of art "; in 
1962, he made two ldentlca/ works and dated one 1952, the other 1966. In 1967: " To 
ask somebody for ideas and then sign the ideas with someone else 's name"; in 1968, 
"to decide what is bad in art and do it, " etc. Ben 's ma1or influence was clearly that of 
Yves Klein, whose mystical approach to non-object art affected all European "con
cept art " as well as most Fluxus actions and gestures. In 1960, Klein "signed the 
world." 

Mel Bochner/ Note. on Theory. University of Rhode Island, Kingston, April 26-May 14, 1971. 
Handwrilten text and phot.os. 

Stanley Brouwn. Art and Proje ct Bullelln 38, Aprll, 1971. "The total number of my steps." 

Calender, Don. Artba/1. Five boxes containing one piece of sugarless bubble gum and 20 
baseball cards with artists as players. Shown at OK Harr is, New York, Aprll 10-May 1. 

Boston, April 9, 1971: " The Trustees of the Institute of Contemporary Art are pleased to 
a.nnounce the acquisition of a new work by Chrlst .opher C. Cook : Information Compression 
Serles #4: LIAP 1": 

l will become director of the I.C.A. for one year. During that period I will have the 
same responsibilities and opportunities as a regular director . I will energize the 
Institute In all possible ways, carry out a varied program and attempt to establish 
(workable) real communication between Boston cultural institutions . Any and all 
acliv1tles may/ will be recorded for use In a comprehensive exhibition wh ich will be the 
result of this year's activity . (C. Cook .) 
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April 15: Chrl1topher Cook. Tt1II Your Ufe In 25 Word• , Autobfognphlcal Co,n,,,.._,. _,_ 
no. 2. 

Chrllllne Kozlov. One page from Nt1urologlcal Compilation : The Phy•lc•I Mind Since 1.., 
(Pro}tlct 1: The Blblfognphy ). Shown al " Twenty-1111 Contempora .ry Women Artllta''. Larr, 
Aldrich Museum , Rldgetleld , Conn., April , 1971 : 
ELECTROENCEPHALOGRAMS FROM NEOCORTEX ANO LIMBIC SYSTEM DURING 
TEMPERATURE REGULATING RESPONSES OF THE RABBIT 
BLOCKADE OF THALAMOCORTICAL AND PYRAMIDAL PATHWAYS BY STRIATAL 
SPREADING DEPRESSION IN RATS 
THE RELATIONSHIP OF OLFACTORY RECEPTOR STIMULATION TO STIMULUS 
-ENVIRONMENTAL TEMPERATURE 
MUSCLE POTENTIALS IN REACTION TIME 
STUDIES ON THE ROLE OF NERVE IMPULSES AND ACETYLCHOLINE RELEASE 
IN THE REGULATION OF THE CHOLINESTERASE ACTIVITY OF MUSCLE 
THE SPINAL PATHWAY FOR SHIVERING 
RESPONSE OF THE UNRESTRAINED CAT FOLLOWING ELECTRICAL STIMULATION 
OF THE CINGULATE THALAMUS AND MESENCEPHALON 
MUSCLE SENSE IN MAN 
ELECTROTONIC POTENTIALS AT THE THORACIC LEVEL OF THE SPINAL CORD 
THE EFFECT OF PREFRONTAL LESIONS AND FOOD DEPRIVATION ON RESPONSE 

FOR STIMULUS CHANGE 
EFFECTS OF DRUGS ON THE SPIKE COMPLICATION OF HIPPOCAMPAL FIELD 

POTENTIALS 
RETICULAR AND THALAMIC MULTIPLE UNIT ACTIVITY DURING WAKEFULNESS 

SLEEP AND ANESTHESIA 
EFFECT OF GLIAL-EPENDYMAL SCAR AND TEFLON ARREST ON THE REGENERATIVE 
CAPACITY OF GOLDFISH SPINAL CORD 
THERMAL RESPONSE PATTERNS OF SEPTAL AND PREOPTIC NEURONS IN CATS 
PHYSIOLOGICAL AND HISTOLOGICAL CLASSIFICATION OF CEREBELLAR 
NEURONS IN CHLORALOSE-ANESTHETIZED CATS 
PATTERNS OF RESPONSE OF NEURONS IN THE CEREBRAL GANGLION OF 
APL YSIA CALIFORNICA 
THE ACQUISITION OF CONDITIONAL DISCRIMINATIONS IN BABOONS FOLLOWING 
TEMPORAL AND FRONTAL LESIONS 
NEURAL REGULATION OF ENZVMES IN MUSCLE FIBERS OF RED ANO WHITE 

MUSCLE 
THE HYPEREXCITABLE NEURON: MICROELECTROOE STUDIES OF THE CHRONIC 
EPILEPTIC FOCUS IN THE INTACT AWAKE MONKEY 
EXCHANGE OF Y-GLOBULIN BETWEEN BLOOD CEREBROSPINAL FLUID AND BRAIN 

IN THE CAT 

Adr ian Piper , section of an ongo ing ea1ay, January 1971 ; from 26 Contt1mponry Wontea 
Art l1hl , Aldrich Museum , Aprll, 1971: . , 

some ideas I've been working around: (1) I can no longer see discrete forms 1n art 
as viable reflections or expressions of what seems to be going on in this socle~ . They 
refer back to conditions of separateness. order, exclusivity, and the stability of 
easily-accepted functional identities which no longer exlsl For what a posteriori 
seems to be this reason. I'm interested in the elimination of the discrete form as _art 
object (Including communications media objects), with Its isolate inter~al !elation 
ships and self-determin ing esthetlc standards. I've been doing pieces the significance 
and experience of which is defined as completely as possible by the viewer's reaction 

234 

and interpretation . Ideally the work has no meaning or independent existence outside 
of its function as a medium of change: it exists only as a catalyti c agent between 
myself and the viewer. E.g. Catalys is VIII, which Is a recorded talk inducing hypnosis. 
(2) Making artificial and nonfunclional alterations In my own bodil y presence of the 
same kind as those I formerly made on non-art materials. Here the entire art making 
process and end product has the immediacy of being in the same time and space 
continuum as the viewer. This process/ product is in a sense Internalized In me. since I 
exist simultaneously as the artist and the work. This is not to be confused with life as 
art or my personalit y and tastes as art . The artifice of the work temporarily replaces or 
supersedes those characteristics which define me as a private individual. I define the 
work as the viewer's reaction lo it: to me the strongest , most complex . and most 
interesting catalysis is the one that occurs in undefined and non-pragmat ic human 
confrontation . The Immediacy of a human presence as artwor k/catalysis has greater 
1mpact: It confronts the viewer with a more powerful and more ambiguous sltuation 
than discrete forms or objects . E.g. Catalysis IX, In which I covered my face. neck and 
arms with feathers and attended the opening of the " Women Artists" show as an 
otherwise conservatively dressed spectator , and accompanied by a number of other 
people similarly altered. (3) Preserving the power and uncategorized nature of the 
confrontation. Not overtly defining myself to viewers as artwork by perform ing any 
unusual or theatrical actions of any kind . Actions tend to define the situation in terms 
of pre-established theatrical categories, e.g. " guerrilla theatre," " streetwork ," etc . 
making viewer disor ientation and catalysis more difficu lt. E.g. catalys is V, in which I 
recorded loud belches made at five-minute intervals, then concealed the tape 
recorder on myself and replayed it at full volume while reading, doing research, and 
taking out some books and records at Donnell Library. For the same reason I don' t 
announce most of these works . since this immediately produces an audience vs. 
performer separation. (4) Art contexts (galleries, performances) are becoming unten
able for me. They are being overwhelmed and Infiltrated by pieces of other dis
Integrating structures : political , social, economic. They preserve the illusion of an 
identifiable , isolable situation , much as discrete forms do, and thus a prestandardized 
set of responses. Because of their established funct ional identities , they prepare the 
viewer to be catalyzed, thus making actual catalysis impossible. Alternate contexts 
I've been using: public transportation , parks, Macy's, the Empire State Building 
Elevator, the Metropolitan Museum (as a spectator in Catalysis VII, in which I went lo 
" Before Cortes" show while chewing wads of bubble gum, blowing large bubbles, 
and allowing the gum to adhere to my face and clothes). The exceptions to this are 
where the pieces depend only on their diffuse and unobtrus ive presences regardless 
of context. E.g. Catalysis VIII (see 1, above) at the " Women Artists" show. (5) 
Eliminating as many decision-making criteria as possible. This has a psychological 
funct ion for me. It decreases the separation between or iginal conception and the final 
form of an idea; the Immediacy of conception Is retained in the process/product as 
much as possible. For this reason I have no way of accounting for the final form which 
an idea takes. It may be objected that all the ideas described above constitute 
decision-making criter ia, but in fact just about everything I've written occurred to me 
a poster ior i. includ ing the idea expressed In this paragraph, Which may mean It's lime 
to start doing something else. 

Aprll 29, New York: Guerrilla Art Action Group (Jon Hendricks, Jean Toche ) sends letters to 
Ni.J:on, Agnew , Hoover , Mitchell , Laird, Kissinger . To Nixon : 
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Guerrilla Art Action , to be performed every day, from May 1 through May 6, 1971 b 
Richard M. Nixon, President of the United States of America: · Y 

EAT WHAT YOU KILL 

To Laird : Guerrilla Art Action , to be performed every day, from May 1 through May 
6 1971, by Melvin Laird , Secretary of Defense: • 

QUOTATIONS FROM THE WASHINGTON MEAT MARKET: 
BRAINS: 79¢ per pound 
TONGUES:. . ..... . ......... 81~ per pound 
BLOOD: $2.50 per gallon 
HEADS· . . . . . . . . . . . • • . . . . so~ each 
CAN YOU DO BETTER? 

To Mitchell : Guerrilla Art Action , to be performed every day. from May 1 through May 
6, 1971, by John B. Mitchell , Attorney General of the United States of America: 

Sing "America lhe Beautiful " to the Iune of " Dixie." 

Benthall , Jonathan . " Bochner and Photogr aphy." Studio International, Aprll , 1971. Excerpea 
from the lecture given by Mel Bochner al the ICA, London , Apr ll, follow . '' Problematic A1pee1a 
of Critical / Mathematic Constructs In My Art": 

Any sort of info rmation or re-fo rmation can be divided by a set of externally 
maintained constants. Concentration on these constants, rather than on the informa
tion , results in the surfacing of the micro-struc ture. This forces a shi ft in considera
tion from formation as structure to struc ture as format ion. 

Thought Is order. 
When order is focused upon ii , It reveals lhe inherent necessities of fixed proce

dures for realizatio n. This mode of thinking immediately links one to certain areas of 
mathematical thought. Mathemall cal think ing is generally considered the antithesis 
of artistic thinking . This is one of the things that has led even art-lovers of good faith 
to resist certain works . Al this point I want lo underline the point that in my work there 
is no pretense to mathemati cs. That would lead to the conclusion that the work 1s 
about " something." At lhe same time, however, I am not " making" art. In the sense 
that it Is an endeavor, I prefer to say that I am " doing" art .... 

In what I am doing the synthesis is in the contradiction of the visible and the mental. 
This con trad ictio n is central to any examination of recent art. Whal is the function of 
the visible element if the initial concen tration is on the ldeational aspect? Particularly 
If lhe artist is aware that art is not the Illustration of ideas. I might add that this 
contrad ictio n has not been resolved by artists who have abandoned the visible 
altogether . In fact , It remains specifically impossible to abandon vislblllty ; to speak, as 
ii were, only with the mental voice . I do maintain, however, that one can significantly 
alter the conventions of visuality to demonstrate entirely different modes of thinking. 
What I want my art to do is operate on the level of a propos ition abou t the nature of 
things both thought and seen ..• to refrain from imperative. This work , or this, Is not 
' 'how It must be," but rather, for these conditions . " how it might be" ... situatio nal, 
provisional , non-hierarchical. 

Gopnlk , lrwln , and Gopntk, Myma . ' 'The Semantics of Concept Art " Art•c•nad• , Aprll-llay, 
1971. 

Polnsot, Jean-Marc. " Beuys apropos de quelquas obJets." Opu• lnt•rn•tlon•I , May, 1m . 
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VH-t01, no. 5, Spring, 1971: Michel Claura , " Actuallle " (on Buren, Mosset, Parmentier , and 
T ,onl): " L'ar1 dldactlque de Donald Karshan ": Phlll lppe Sollers, " Alain Kirill : Texte Aphorts
u:ue ''; " Beme r Venet"; " Entrellen de Lawrence Welner avec Michel Claura :· 

The Briti sh Avant -Garde. New York Cultural Center , New York, May 19-August 29, 1971. 
organ ized by Charles Harrison : catalogue In collaboraUon with Studio International (May 
issue). Texts by Harrison (''Virgin Solis and Old Land") and Karshan . Arnall , Arrowsmith, Art• 
Language, Burgin, Crumplln , Dipper, Dye, Flanagan , GIibert & George (Rep.), Long, Louw, 
"'clean , Newman, TremletL Reviewed by Pincus-Witten . Artforum , October , 1971. 

Art-Language (Terry Atkinson, Michael Baldwin). Excerpt from "De Legfbus Nalurae ," In 
catalogue: 

supposing that one of the quasi-syntactic individuals Is a member of the ap-
propriate ontologica lly provisional set-in a historical way, not Just an a priori way 
(I.e .• is historical) ; then a concatenation of the nominal individual and the ontological
ly provisional set Is Theories of Ethics (according to the "defin ition "). But this ls a bit 
odd: it suggests that the subjects of the unit relation in question are. respectively. the 
quasi-syntactic md1v1dual and the ontolog1cally provis ional set. This also suggests 
that one has a unit relation swanning around independent of ,ts being part of (i.e., 
theorized about) the context it is said to be, I.e., Theories of Ethics. This is plainly silly . 
The declaration is a unity : the " unit relation " etc. are in that unity . 

There Is no ontologica l commitment to a unit relation referred to. Neither is there 
any to any individual or conge ries of them. or to any ontologically provisiona l se1. One 

Cilber l & George. lill from the Rim Tl,e , nture of Our Looking. 1971. 

' Here in the country's heart whe re the grass is gree n life is the 
same sweet life as it ere hath been.· Gilben & George 
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is talking about the " expressions" which " go into" a theory, ordered in some way. 
One does not either have to say that one has an Illusion of " reference"-one has a 
way of speaking. 

Because the " expressions" do refer a priori to the "I ndividuals.'' one is only one 
remove from the " individuals." But one is two removes from them when one talks 
quasi-syntactically of an ontologically provisional set. The ontolog ically provisional 
set 1s one " individual.'' the expression which refers. a priori. to it Is another, and in the 
end. the " order ing" on some " theoret ical" basis (of the unit relation) Is another. 
These are all ontological , and non-naturalistic . " provisions." One cannot say one's 
" obiect of ·reference'" is a unit relation : the order is sunk in the context which 
includes the declaration that the "expression" " is" it. One could , for example. think of 
the ordered pair (unit relation) obta ined by concatenat ing the quasi-syntactic or 
nominal "i ndividual " and the ontologically provisional set as actually having an 
"i ndividual" as Its first-order constituent. But this is wrong , because when one says 
that that unit relation is Theories of Ethics. one is talk ing quasi-syntactically. In actual 
fact one would be here talking about expression of the " object" theory (language) 
which designates them a priori Instead. 

In the context where one has the declaration as a part . it can be said that one is no 
more committed than to say that he talks about an " ontolog ically provis ional (quasi) 
Individual," an " ontolog ically provisional , ontologically provisional (quasi) set.'' and 
an " ontologically prov,s,onal (quasi). ontolog ically provisional unit relation" of that 
(those) " ontologically provisional individual " with that ontolog ically provisional 
(quasi), ontologically provisional set. 

Theories of Ethics can now sustain a sort of "epoche ." 
One area in which one might well need a change is in the context where someone 

wants to make a distinction between " observations" (that sort of history) and 
theoretical predicates. One might want Theories of Ethics to be thought of solely in 

Klaus Rinke and ..... 
BaumgartJ. Primlll')' ,,,,.,,. 
stration. 1971. 

terms of the former . Accordin I one w 
course on Theories of Ethics-} Y . ould have to restrict one's theoretical dis-
of Ethics this way satisfies mos~·:; ~:e ~:pr-:s l_ons for It Now introduc ing Theories 
as " ethical " makes It more than Just a e _esrderata. _The point about the " thing " 
make of the " pieces of paper .. Th semantic mechanism: the problem ,s what to 
intention of avoiding the gratulious :e,a~ov~ ,s afddress~ to this problem with the 

e ra ,on o semantic (I.e., Russell's) paradox. 

l<lau1 Rinke and Monika Baumgart! Prl 
Kunathalle , Baden-Baden. May, 1971. (Re;' t ry Demon• tr• tlon• (Tlme-Space- BOdy-Actlon1). 

Time Measuremme Position/ bod ih ' 
right left/ arms elbows hands flnger~/ c~adt/~esk ears nose mouth/ neck/shoulder 
thighs knees calves feet toesl. es ac / spine/ crotch /sex/legs right lefU 

to lie to run/to stand to sit/ to go lo lie/ 
standing turned away/ standin t 

other/to look away/to overlook/~o urned towards/stand ing sidewards/ to look at each 
auto look through/to look behind see each other not at all/ to look on/ to look round 

wall / floor / space. · 
distance/diagonals/ center 
horizontal -vertical. · 
actions /gestures. 
masculine-feminine: 

1 you 
we 

you I 
aggr~ ion/defensiveness/situat ion 
trans1Ufrom starting point/to starting point 
pasUpresenUfuture : · 

0

1 you he she ii we you they/will be are were 
ne moment of the future . · 

To put a situation of today Into the I b . . 
from the spring to the ocean. pas • Y which rt becomes present in the future. 

to go for water/ to fill / to bring/ to spouUto spill / to d 
begm raw. 

To walk a given path at different speeds 
one day lived-experienced . . 

past 
I will be 
I will be 
I will be 
I will be 
I am 
lam 
I am 
lam 
I was 
lwas 
lwas 
past 

present 
I will be 
I will be 
lam 
I will be 
I will be 
lam 
lam 
lwas 
lam 
I was 
lwas 
present 
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future 
I will be 
lam 
lam 
I will be 
I will be 
I am 
I was 
lwas 
I was 
lam 
lwas 
future 

end. 



Arte como Idea en /nglaterra . CAYC, Buenos Aires , May, 1971. Organized by Charles Harrison . 
Follo catalogue In English and Spanish . Arnall , Arrowsm ith, Art -Language , Burgin , Dye, 

Woodrow . 

Flash Art (Milan), no. 24, May, 1971. Works and texts by Accon ci, Christo , Fabro, Graham, 
Griff a, Guarneri , Marriacl , Nagasawa . Oppenhe im. Flash Artwas founded In 1967 and Is edited 
by Giancarlo Politi . 

" Notebook : Vito Acconcl on Act ivity and Performance ." Art and Artists , May, 1971. 

Ferguson , Gerald . Four. NSCAD, May, 1971. One-hour cassette record ing from the Standard 
Corpus of Present Day Englfsh Language Usage (sea p. 209) arranged by word length and 
alphabetized with in word length . "A four letter word every 4 seconds tor one hour • 900 foura. 
A 4-second tape loop-the same FOUR with the same Interval Is perceived as a different 
FOUR at different Intervals , which Is lo say the viewer or listener cycle -needs Is the Issue." 

Jeanne Siegel . "An Interv iew wllh Hans Haacke ." Arts, May, 1971: . 
Information presented at the right time and in the righl place can potentially be very 

powerful. It can aflecl the general social fabric . Such things go beyond established 
high cultu re as it has been perpetrated by a taste-d irected art industry . Of course I 
don' t believe that art ists really wield any significant power . At best, one can focus 
attention . But every little bit helps . In concert with other people 's activ ities outside the 
art scene, maybe the social cl imate of society can be chang~d . Anyway, when you 
work wit h the " real stuff " you have lo think about potential consequences . ... 
Real-time systems are double agents . They might run under the heading " art," but 
this culturization does not prevent them from operating as normal. (H.H.) 

Douglas Huebler . Art and Project Bulletin 39, May 22-June 11, 1971. " Variable Piece I 
(January , 1971)." Executed In the Netherlands , U.S .. Italy , France ,and Germany : 

Eight people were photographed at the instant exactly after each had been told : 
" you have a beautiful face " o r "you have a very special face," or " you have a 
remarkable face." or in one inslance , nothing at all . The artist knew only one person 
among the eight ; il ls not likely that he will ever again have a personal contact w ith any 
ot the others . The eight photograph s join with this statemen t to constltu le the fo rm of 
this piece. 

Leandro (Katz) begins The .21 Columns of Language , May, 1971, New York . (Spanish and 
English) . 

Al'• Grand Hotel . 7175 Sunset Blvd ., Hollywood , Calif ., May 7-June 12, 1971. Twelve-page 
catalogue of Allan Ruppersberg 'a hotel-show In which variously decorated and named rooms 
(The " B" Room, the Al Room, the Jesus Room, the Bridal Suite, elc .) were vlsllable or rentable 
for six weeks . Brochure and twelve -page catalogue . 

Ruacha, Edward . Dutch Details. Octopus Foundation with Sonsbeek (see below) ; e1ecuted 
May , 1971. 

Taylor , Thoss W. Consider Your Connne. NSCAD, May 2- 13, 1971. Also "shown " al alxtffn 
other locaUona In the U.S. In April , May, and June , Includ ing the Eugenia Butler Gallery , Los 
Angeles , which represents the artist. " # 17 from an edition of 100 (photographic) piece• each 
approaching a definition of the concept of confine ." 
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Waldman , Diane, '' Holes Without History " (On Helzer); Bowles , Jerry G., " Can Epistemology 
Be Entertain ing?'' (on Arakawa) . Art News , May, 1971 . 

Tlm Johnson . Erotic Observation (2). July 28 , 1971: 3:50 p.m. Fisher Library , Sydney University , 
Australia : 

A girl wearing a very short red, blue, and white striped dress is leaning with her 
elbows on a table . Because of the table 's heigh t (about 4 feet) her dress is part ly 
pulled up over her bottom . There is a flight of stairs coming out just behind her so I go 
down these, then climb slowly back up. I do th is six times observ ing the follo wing : 

(1) Legs held together nrmly. Cream coloured pants with wide lace. Fairly loose ; (2) 
Legs relaxed , left hip pushed up causing bottom to stick out a little more and stretch 
pants off-center ; (3) Rubbing legs together and opening and clos ing them a little ; (4) 
Legs t igh tly crossed . pants pulled in and creased; (5) as for (4); (6) Not there. 

Act/ 11/ty: Sonsbeek '71. Sonsbeek Park , Holland , June HJ-August 15, 1971. Organized by a 
"Working Committee " headed by W. A. L Beeren . Two-volume cata.logue Including texts by 
Beeren , e1ten1lve documentation on the show, which was placed all over Holland , In the park 
Itself , and In publications and fllms, Ltst of related group exhlb1Uon1, bibliography , biogra
phies. Reviewed In Arts , September - October , 1971 ; Artforum , October , 1971 : Studio lnterna
tlonal, September , 1971. Partlclpanls : Acconc l, Ader , Andre , Armagnac , Arschwager , Balllle , 
Bakker , Beuys , Bladen, Boezem , Brouwn, Buren , Christo , Conrad , Darboven , de Marla , 
Dekkera , Dlbbeta , van Elk, Engels , Enschede , E.R.G., Eykelboom , Flanagan , Fluxus, Frampt.on, 
Gehr , Graham , Grosvenor , Helzer , Huebler , I.C.W., Jacobs , Joepat , Judd , Kawara , Knoebel , 
Koets ler, Kraan , Kubeika , Landow , Lawder , LeWltt , Long, Mass , Matsuzawa , Merz, Moore, 
Morris , Nauman , Nelson , Noord-Brabant , Oldenburg , Oppenheim , Palk, Panamarenko , 
Phlllps, Prlnl , Rinke, Roehr , R0ckrlem , Ruscha , Sandback , SaneJouand, Schippers, Serra , 
Sharits , Siegel , Smith, Smithson , Snelson, Snow, Stuyf, TaJlrl, Ten lo and Yokoyama , Visser , 
Vollen , Vries , Wechgelaar , Welner , Wieland . 

Buren, Danlel . Lettre ou1111rte A la revue Robho 11t A son comlte de redaction , June 25, 1971 . 
Two-page mlmeo . 

Collins, James . Revision and Prescr iption. New York, June , 1971 : 
The " fixi ty" of art frameworks con tinue ... on the " analyti c" front , lhough sup

posedly agai nst the mindless retinal activations of much " visual work ." Philosophi
cally it ls suspect because it presupposes the need of a new art to have the same 
parallel physical appendages as previous art- for every obJect cancelled there has to 
be " something" in its place-the move becomes merely syntacti c, from one sort of 
objec t lo anot her~anvas and wood to paper, for example . That argument woul d 
mean that this essay 1s an art object, to be related formally to prior "ar t objects." The 
" art work " of this essay is conta ined in Its semant ic function . This essay Is func tiona l 
rather than formal. It 's what it means that counls , not whether it challenges notions of 
what " art work " shou ld look like . 

Reading and Walking are not the most soph ist icated ways to receive in for mation 
anyway (the same might be said of walking around objects ). The indignity often 
compounded by " work " behind visual barr iers with strong status quo Implications 
like glass cases placed at ergonom ically unhappy reading levels. Stooped and moving 
crabwise around a roo m, reading , 1s not good pragmatics (an undeniable aspect of 
any semiotic sit uation ). But pragmati cs aside, many artists aware of the paradox use 
the gallery system merely as a form of advertise ment. To others, the placing of their 
work In situations with cultural and aesthetic implications as strong as the most 
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vaunted of art objects has meant a sort of conceptual stunting of its growth . The 
reason is obvious , for the feedback from the situa tion is physical and visual and 
expla ins the " conceptual exhibition ism" of spreading " reading matter " around Walla 
and tables. The " handsomeness " of these works on the one hand relates them to 
" visual perusal " works , they " hold their own ." but has an adverse effect on the other 
of making " the concept " labored . The "concept " Is " dressed up," or stretched to flt~ 
visual form . so that its conceptual growth is always subservient to its container . The 
notion of displaying an essay on a wall , or series of " instruct ions for perception,'' or 
whatever , in a linear sequence , relates it directly to the form of prior art-serial 
sculpture-and perhaps explains its " opt ical philosophical " mannerism . The new 
work can never find its own identity when it uses " presentational forms" which have 
cultural and functional " fixations " of artists as diverse as Noland, whose paintings 
invite a retinal " journey " down the ir length , or Morris , where the spectator Is "Invited" 
to walk around the work . 

Possibly It is a parano ia that stepping too far oul of tine with the existing rules of the 
game will make the work meaningless. This panders to the idea that the rules are 
unchang ing and necessary : it is the old formalist argument In a different guiae. 
Sticking to the rules (if the game analogy is even applicable) is only meaning ful if the 
game is meaningful. What is being asked Is, " Is the game worth playing?" not "How 
far do we tamper with the rules?" My contention is that the game has changed, it la 
not a predictable internal syntactic move like the one from football to rugby, that's a 
formalist example . Picking up the ball and running with it is the same kind of formalist 
strategy as, for example , the change from painting a stripe , to " walking" a stripe 
(Long) . There is no significant difference between the two. There are richer more 
multi-layered " games" to play. If words are used as strategy and as antidote, it seems 
necessary to follow through the implications fully , and not seek cover in the status 
and warmth of familiar sustainers ... . 

In conc lusion, i f "Art-Language ," Burn , Ramsden and others are at all correct In 
their commonly shared but rarely understood insights regard ing the funda mental task 
of " analytic art" and its methodological demands , then the contention that the 
Investigation into the art semiotic signals a fundamental revision in to the artist's 
traditional mode of operation, may have profound consequences in both revisionary 
and prescriptive spheres. As we can only discover language with language, though, 
the question might be asked, can a system discover itself , or is there a lacuna? 

June 21: Longest day ot the year . Geoff Hendricks exchanges "1ky and 1ky-relamcl pleoN 
with people around the world ." 

Ko1uth , Joseph . The Sixth Jn11estlgatlon (Art as Idea •• Idea) Propo•l tlon II. CAYC, ■-
Aires, 1971, In English and Spanl1h ; Ko1uth lectures at the CAYC June 18, In connec:tloll wlll 
hi• show there ; catalogue with texts , blbllography , In addition to book. 

Levine , Les. " The lnformaUon Fall -OuL" Studio /nternatlona/ ,June , 1971. (Written a1an IIINII 
for the catalogue of Recorded Act/11/tles, October , 1970.) 

LeWltt, Sol . " Doing Wall Drawings ." Art Now, June , 1971 . (He excerpt. pp. 200-201), 

Malloy , Mike. Conference of the Society of Cemetery A••thetlclans , June 1, 1971 at the -
Mutual Savings Bulldlng , Loa Angeles . Sponsored by Eugenia Buller. Tape and ,..... 
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documentation , concerning the arbitrary aubdlvlalon Into twenty -1even parts and aate of 8 
cemetery lot In the Olivet Memorial Park, Loa Angelea . 

Michelson , Annette . "Toward Michael Snow, Pu t 1." Artforum , June , 1971. 

Benthall , Jonathan , " David Bohm and the Rheomode "; Blotkamp , Carel, " Dutch Art l1t1 on 
Televtslon." Studio International , June , 1971. 

Pluchart. Franfo l1. "Lea Agre11tons d'Acconc l." Combat, June 14, 1971. 

Analytlal Art , no. 1 (formerly Statements) . Coventry , July , 1971. Contributors : Pilkington , 
Rushton , Lole, Atkinson, Baldw in, Howard , Bum and Ramsden, Smith, Wlllsmore . 

Chandler , John Noel , and Maldavln , Allri . " Correspondence s." Artsanada , June-July, 1971. 

FIHh Art, no. 2S-26, June-July , 1971 ; work and texts by Kawara , LeWit t, Fulton , Arakawa , de 
Domlnlcls , Agnett l, Tremlett, Zln l, lnnocente . 

Art• de Slstemaa/Art Syatems. Museo de arte moderno , Buenos Aires , July-August 22. 
Organized by Jorge Glusberg . Books published by Burgy, Kosuth , Welner (2), and by Grippo, 
Pellegr ino, and Portlllos ; " telephone book transformation " by Jochen Gen, etc . Special Issue 
Arte Inform• (no. 7, July , 1971) for this exhib ition . Catalogue of the show (folio of loose pages ) 
Issued early 1972. 

Art DlsHler , John BaldHnrl , 19n . Art and Pro}«I Bullelln 41, July 3-15, 1971. 

John Baldenarl , NSCAD, Halifax , summer , 1971 : " I will not make any more boring art. t wlll not 
make any more boring art. I will not make any more boring art. " .. • etc ., In which the students 
became the "whipping boys " for the artist. who was not present ; anyone who wanted to wrote 
on the walls of the gallery , over and over again : " I wlll not make any more boring art "; 
videotape made. Baldeasarl also made a three-minute film In June , 1971, called "The 
Excesses ot Austerity and Minimalism ," a sheet of paper In a typewriter on which the title la 
being typed • • fast aa possib le, over and over , In an attempt to do It with utmost speed and no 
mistakes . 

Richardson , Brenda . " Howard Fried : The Paradox of Approach-Avoidance ." Am summer 
1971. ' • 

Rosenberg , David. " Notes from a Conversation Tape with Vito Acconcl , July 22, 1971." A 
Spae,e Hen (Toronto) , July, 1971. Excerpt : 

Seems most of my pieces set up as kind of learning pieces , as ways to adapt to 
something, kinds of practice sessions for things wh ich might happen . . .. Like lots of 
my stuff last year had to do with setting up regions . . . or people as regions ... In 
ways that one region would intrude upon another region or combine with another 
region , llke the piece where I'm stand ing near a person and intrud ing on his personal 
space, picking out a person look ing at the exhibits and taking over his personal space 
by forc ing him to move because I Intrude on the space he set up for himself to look at 
t~e exhibit in ... or like opening up a private region, o r closed system, llke I do In that 
piece with Kathy where she has her eyes closed shut & I try to force them open .. .. So 
seems lately I've been using mostly other people in my pieces , or animals .. .. Before 
It was mostly me turning on myself, involved with myself •... Now I'm thinki ng a lot 
more about Interaction . ... 
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ate the two the art activity and the daily 
Getting more and more d1ff1cult to sepa~ o separai1on Tho ultimately showing It 

living , and that's what we;ehw~~~~~go~o;~o;~ance tends t~ clarify things for me, as a 
in an art context I hn t a 

I 
toward the work • 

kind of a model experience . work ~guch work as I can, constantly , doing , public" 
My sense now lo be getting out a~II l not so much fin ished pieces but a process 

things . so that what becomes pu c ~ ed m isolation Like them more to 
of working Dislike my pieces co:s1!~n finished pieces . . Like to document 
appear as a kind of working notebo~ . but along with the notes in a notebook I 
them not just m photographs & descr pt1on. ds in the notes can suggest the process 

k. n them The way wor • keep while wor mg o e & ideas outside 11 • Like one reason 
of the pieces unhke photos & lead to i:;;11ful neatness and completeness to each 
Nauman·s work impresses me is that of what I want myself .. Like Oppenheim 
piece. but It's almost the direct opposite m whole sense of an artist today, but going 
perhaps the most Important '",~~ue~c; o~kn!r was the biggest influence of any kind I 
back, I'd say for instance [W1 .'am ;~ish a sentence. his sense to keep on going 
ever had, like his lack of desire ;~llow did I say flow?) , like sentences that go on for 
beyond where you could possibly ( & hesitations g alternatives , his sentences 
pages . with so many recons1derat10~\rying to subvert a fantastically conservattve 
seem to be consciously or unconscious r.ke ·n myself t sense as a kind of Impulse to 
framework . l think they win out ... i I 

·d t e (The orti t hammeri ng a circle around 
lrich Ruckriem. Circle . till rro~~d ~og:l: ri·e Gerry chum , ou~se ldorf. 

him i.clf. ) umm er, 197 l. ourtcsy ' e ' 

overcomplicate things, to mess things up, or thicken the plot , or my daily life. to where 
I almost can't handle it ... & find ing ways to put things back together . . Just how 
far the risk goes: Still feel I've got incredible safety mechanisms built in. but the push 
toward opening things up .. Learning something . . about how it keeps together 

Jasper Johns· sketchbook notes the biggest that happened to me, in '64, '65. when I 
was feeling I'd reached my limils in wr iting poetry .... 

A constant attempt to get to. to bring out , all that might be there ... to get m, like I 
think the push Is really toward content . real content and because you're not con
cerned with perfection , hke m Nauman's pieces. it can be very messy, you can use 
anything . any content , that helps you get there ... Terry Fox & Howard Fried a couple 
of other artists I relate to as working m a similar way . concerned with the mental 
superstructure or process that is applied to everyday things & events ... like Fried's 
moving Into a new loft piece .. 

Andy Warhol ? .• The Incredible examination of veneers. pushing of veneers or 
roles so far ... Bui I'm concerned with acting as if the mask doesn' t exist really. even 
though ii does .. Healthy would be the mask ... that keeps you sale . so that 
acting as if that mask doesn't exist at least lets you get close to try to see what other 
possibilities are there and that's just what messes things up. because you get so 
accustomed to one mask-or one hom~you keep trying as many masks as you can 
... probably the most natural thing would be a combination of many masks, this 
ability 10 combine In yourself . .. wherever you get 100 vulnerable , the art context . as 
you are true to ii . keeps you safe 

Sol LeWltt. Art end Project Bu/fetln 43, July 9--August 2, 1971. Two wall drawing prolects for 
10,000 1tralght tines ; blank brochure folded Into squares 10 It becom es a grid. 

Alan Son"•t. lCA, London. July 29--August 31, 1971. Ten -page catalogu e with statement by the 
artist mention ing a work exhibited In 1968: " Enclosure s In which lnvlslble micro-organ isms 
from the air are picked up by a medium that foster• accelerated growth Into visible pattern• "; 
also worked with 1nalls and schoollng fish In 1969. 

Attitudes Toward Photography. NSCAO, HalHax, August ►18. Organ ized by Ian Murray . 

Daniel Buren. Art and Project Bulletin 40, August, 1971: 
. . one of the characteristics of the proposition is to reveal the "con tainer " m 

which ti Is sheltered .•. Acrylic on cloth visible recto verso cotton cloth (65' 711,• x 
32' 9 3/4j wi th alternating white and blue stripes ( each 3 7181 .. Photographs from 
11 different points of view of a piece installed before the opening of the VI Gug
genheim International Exhibition and censored the same day by the museum at the 
request of some partic ipating artists who felt that their work was compromised and 
endangered by the presence of this piece In the exhibition . (Rep.) 

uJan Olbbets In Conver.,. tlon with Charlotte Townsend ," ArtsCJ1nade, August-September , 
1971. 

Jarden, Richard s. Hand Animation, Leg Animation (August, 1971). FIims shown at NSCAO, 
Halifax, September 12- 19: 

Hand Animation, 16-mm black and while 
A single-frame film loop In which I hold my hand as stlll as possible . and a series of 

still Images is taken at the rate of 2-3 frames per second. 
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Dan ie l Buren. Visible Recto Ver. o Painting. 6 l/2' x 34_ ~/~•. 1971. olomon R. 
Guggenheim \fo seum, ew York. 1971 (removed from exh1b1hon). 

An attempt Is made to eliminate activity within an extended actual period of lime. 
The period of time taken as a whole normally establishes the character of the activity. 
When still images are projected at the same running s~ at which they . were 
recorded the result is a naturalistic re-creation of actual motton . The Interpretation of 
a film im~ge ls one of time and motion as continuous processes. The shaking of my 
hand over a period of time ls not a continuous motion like that of waving , for example. 
Shaking Is the result of scattered muscle spasms or twitches that take place at 
random rather than In muscular order . When the film Is projected at a speed faster 
than th~t used m recording an activity, the result is a distort ion of time. Anlmalion 
techn iques applied to animated subject matter give the clearest example of this. So 
when the film Is projected at normal speed It is In fact s~ed up, but the effect of the 
time compression Is minimized by applying it to a subIect that shows very little 
change. The procedure Is effectively counteracted by holding still. 

Long, Richard . From Along• Rl~erbanlc. Art and Project, Amsterdam , summer , 1971. Twenty
page booklet of leaves . 

Yut•lc• Mar.uzaw•. Art and Project Bulletin 42, August 7-21, 1971. "All human beings! let us 
vanish. let us go. ghate l ghatel the antl-clvllluUon committee ." 

Denni• o,,,,.nheim. CAYC, August 27-September 6, Buenos Aires . Folio catalogue of won 
and the artist 's activities when In Bueno• Aires . 

Tony Sh•frazl , Non-Projection . NSCAO, Halifax , August 23-27. 

Art·L•ngu•11• , no. 3, September . 1971. Contributors : Burn , Cutforth and Ramsden, Howanl. 
Bihari, Baldwin: 
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The practical . theoreltcal and epistemic conditions of the area (domain) of dis
course served by the jou rnal have achieved de facto consolidation . Broadly, the 
editors had been concerned to preserve a specific art-theoretic basis. One of the 
upshots of this Is that the contents of the Journal demonstrate the vacuity (or 
Inadequacy) of categorical restraints In a contex t which may well support fairly high 
epistemic generality . 

Data, no. 1 (MIian), September , 1971. GIiberto Algrantl and Tommeso Trlnl, eds. Content• 
Include " Interview with Ian WIison" by Tommaso Trln l; "Book H Artwork 1960/ 1970" plus 
blbllography by Germano Celant ; "Presenza Asaenza" by Daniel Buren (on the Guggenheim 
affair , previously published In Opu• International , May, 1971, H " Around and About"; In 
Studio International , June, 1971, and Art Info, July, 1971); "Buren, Haacke, chi altro?" by 
Michel Claura and Ren6 Denl1cotl: "Commento 1u Merz" and "Marlo Merz: La Serie di 
Fibonacci" by Renato Barllll (excerpts follow). (Rep.) All texts In English and Italian. 

What is the Fibonacci series? 
It Is the proliferation of numbers. Numbers reprOduce themselves like men, bees or 

rabbits . If they did not reproduce they would cease to exist. The series Is life. The 
numbers 1, 2, 3. 4, 5, 6, 7, 8 and 9 are the enumeration of dead elements. Instead the 
series Is mathematics in expansion . that is to say ltving mathematics . 

How do you apply this mathematical series to the visual activity of art? 
I apply It by attaching numbers to certain " essential" elements in architecture . In 

the Guggenheim Museum I attached them to the balcony In spiral tension The 
numbers increase the tension visually , or rather they make it felt. If numbers are visual 
art. then the Guggenheim balcony, Mies van der Rohe's house, the five windows of 
the Munich hall or the rampant spiral arch of Nuremberg Palace, other places where I 
have worked , are also art. It Is through art. which is a method which has always been 
used to say something or to give birth to something . 

What method did you use In your latest project In Munich ? 
The reason for my interest m the Fibonacci mathematical series is that numbers are 

an abstract invention by man, but become concrete when they are used to count 
ob1ects I am not Interested m a direct physical sense, but rather in all that In an 
environment which Is not physical although It can be counted . 

You used the Fibonacci mathematical series on other architectural structures, as 
for example at the Guggenheim Museum, at Krefeld and at Nuremberg. 

Yes. at Krefeld I first had the idea of using this sanes. which I had already applied to 
the igloo and in other situations , to architecture as well , that is to say to the closed 
space which is expanded by the series. Here I used a spiral which began in the center 
of lhe museum and went toward the exterior Its violence of expansion was directly 
related to the very fast " growth " of the Fibonacci numbers .... 

If you should sum up what you have discovered about the Fibonacci series, putting 
it to use and reflecting on it, what would you say'> 

That there is an enormous volume of mental, and therefore physical, space at our 
disposal . This Is the " political" value of the appltcation of proliferating numbers to the 
areas which we make use of . 

Has this research of yours anything to do with the question of the reiat1onshlp 
between art and life? 

Do you mean the problem of art going out into the streets, etc? This business of art 
and life can also be expressed In other terms. If we can apply this series to art, It 
means that in sociology (from art) we can include the terms of an idea which arises 
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Mario Men. Re/11tinn.,h;,_ 
Crowt/1 Within the D~~ .. ..!! 
men t of II Tree Outlined 'i;6"' 
Unbroken Line Acco rding lo .. 
Fibonacci Series . Neon, ~ 
1970. Courie y onnabend C..: 
lcry, ' cw York. 

from the study of plant and animal proliferation . The change from Roman numbers to 
Arabic numbers Is the indefinable quality which has overturned a system. 

Anonymou s, " Evaporation Piece ," " Slrala Reve rse Study ," " Limestone Wash ." University of 
British Columb ia Fine Art s Gallery , Van couve r, September 13-0 ctober 2. 

September 18, 1971: Card sent by anonymous " Order s & Co." to Sr. Jorge Pacheco Areco , 

then Presi dent of Uruguay , from New York. In Span i sh: 
Dear Dr. Pacheco Areco· 
we have decided to put you under our orders . You will receive orders by mail at 

your duty time . The fulfillment of our orders will not occupy too much of your time or 
energy. We will dispose of certain zones of your time In the future because we 
consider that an ind1v1dual with the accumulation of power that you have can only 
humanize himself by receiving orders . 

In the case of a (efusal , at the moment you receive each order . you must 
communicate it to the press. Copies of our orders will circulate among segments of 
the Uruguayan population . who , with us, will assume that you are fulfilli ng these 
orders unless you publicly express the contrary . . . 

fThe letter accompanying this first card explains that Orders & Co.) is a private 
organization with no economic Interests In Uruguay. Its unique interest ls to Invert • 
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little the relationship between orderers and those ordered , breaking the vIc1ous circle 
of po~er . (Sample orders :] Oct 5: Our next order is for the 15th of October. That day 
you will take special care to button your pants before go ing out into the street. Oct. 
30: The 5th of November you will simulate normal walk ing but you will be conscious 
that for this day Orders & Co. have taken possession of every third step you take. It Is 
not necessary for you to obsess yourself with this. 

Scalar (Rep.). Dorothea Rockburne, New York, Seplember , 1971 (exhibited Bykert Gallery, 
January, 1972). 

Rockburne 's work is based on the axioms of set theory, the surface sheets 
providing the "givens. " the blots and stains the " variables ... The arrangement follows 
an initially logical proposi tion. From the artist's journal : 

Scalar and Sacshuaman 
1) Aggregate those courses and tendencies which produce Its observed character. 
2) Study the circumstances In which both systems attain the freest action . 

Dorothea Rockburn c. calar. Paper , chipboord, crude oil, 
Cour!CS)' Rykert c,, llcr)', 'cw York. 

r 12' (approx ). 1971. 



3) Determine to some extent the causes which are at work , though imperfectly or 

pa~i~~~ ::n~~:;:,i~ :t~ r~~~i~~~rds a presumption not measurable but neverthe-

less real. 

Mlt,.u Prot•lrtlon (Denmartl). September , 1971. Newspaper format ; Includes secUon on Bany 

Bryant's Street Works. 

• I w rk has been and conUnue1 to be relined since 1969 : 
Robert Ba~ ;s'~i,~~; ·d1;:rm~ned, sufflc ient, Individual. known, complete , re

vealed accessible, manifest. effected, effectual , directed, depen?ent . 
dlstinc't planned controlled . unified , delineated , Isolated, confined , 
conflrm'ed. syst~matlc, established, predictable, explainable , ap
prehendable, noticeable , evident, understandable, allowable , n~tural, 
harmonious particular , vaned, interpretable , discovered, pers1ste_nt, 
diverse, co~posed , orderly , flexible , divisible , extendible , lnlluenllal , 

ubllc reasoned repeatable, comprehendable , impractical, findable , 
~ctual' ,nterrelat~ . active. describable, situated, reco,gn1zable, anal-
sable•, lim ited. avoidable, sustained: chang~able, defined , prova~~e. 

~onsistent durable realized, organ ized, unique , complex , specific, 
established , ratlonai , regulated, revealed, cond itioned , uniform , sohta
ry, given, Improvable, involved, maintained, particular. coherent , ar-
ranged, restricted, and presented. 

Taylor, Robert. "Chris Cook's Coming Years: LIie as Pr~eH: :rt.~:::~~::::~~~~ 
Bo•ton GloM, September 26 , 1971 . Cover of the magax ne u1 Y 
piece (a form to be lilted out and sent to the artist) . 

Thi• ,. Not H•r• : Yoko Ono. Everson Museum , Syracuse, New York, September-October , 
1971. Organized by James Harlthas and George Maclunas . 

Smithson , Robert. " A Cinematic Atopla .'' Artforum , September , 1971. 

Jappe , George . "A Joseph Beuys Primer ." Studio International , September , 1971. 

Hickey , Dave. " Earth1eapes , Landmarks and OL " Ari In America , September-October , 1m. 

Conversation between Douglas Huebler and Donald Burgy , Bradford , Mau ., October , 1m 
(excerpt• from recording): . had on my sidewalk In the spring of '68 when I'd 

H: Do you recall a conversation we 

be~~~ r:,:~~;~~t~:i ~;~:~t~~ ~h~~g!:i~l~~=r~,1t~e things: w~ ~k;n~y~~; ~: 
at that point was boundaries . Whal did you conside r in the r~a ~ o k\g down at the 

ded d how were you deciding that. I can remem er oo 1 
=~c~~alk ~~~ the grass tangent to the sidewalk and asking you questions about where 
the art began and where it ended. 1 ber 

H· At that time I began to make those little models, little earth models .. re~e make 
one.in partlcular where I was making the kind of forms that I had been using om 
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minimal sculpture and started to encroach on the Charles River. making a diversion, 
iust a simple channel that would be a simple right angle, straight line, parallel with the 
river and then back out again. Then doing that kind of thing was what really turned my 
head around because I realized that while I didn 't have the hne of concrete, I could 
iust find a bend m the river and make a little canal across. And then I realized that all of 
these things could be very subtle . 

B: That Is very strange. I arrived at a similar but d ifferent position by constantly 
looking at the mirrored plexiglass works I was doing and seeing that the content of 
the art works was all of the surround ing environment that had supposedly been 
excluded from normal art works . 

H: At that time I was trying lo think of new ways of dealing with nature and 
Imposing forms onto nature without being bounded : without having the frame, the 
content : ... hke the earth being flat. The earth being flat put a frame around 1t for 
man, and the earth being round created continuity. And space. Space itself . And a 
recognition of Isolation as well. Continuity means space more than frames do .. The 
little models I was making for the river piece blew the notion of frames. The Issue of 
the frame. the context , preempted my Interest In making the forms go In nature. 

B: One of the important things lies in the fact that both of us were grop ing for a 
recognition that during the time we grew to be makers of art and conscious of art we 
had arr ived al a histor ical state that had Isolated art from other things. Artists were 
supposedly special or different people, who had different views of society. Now it 
becomes apparent that artists , like anyone else, fust arrange the material of the earth, 
reprocess materials of the earth. We have realized that you cannot successfully Isolate 
art from social or cultural or historical processes. that there 1s a constant feedback. 

H: I wonder if there has been any time that art has been a manifestation of a cultu re 
that had no reason to believe it was not going on, and therefore could accomodate the 
forms of art as an adjunct , as something of cultural value alone. The tangible 
impermanence of a lot of things that are being made today may be an extension of a 
great pess1m1sm about biolog ical survival. 

B: The kind of art we do can also be seen in the context of the evolution of the 
Information-to-weight ratio of media, from the stone age hieroglyphs to the present 
h1gh- lnformatlon . lightwe ight media We have been consistent with the recogni tion 
that you no longer have to have tons and tons of copper to convey importance . But 
still the sense of property , and of passing property on to your sons, and all that has 
always been involved when something is conceived of as a luxury item-all that still 
works in the art market. If art is Isolated from culture and becomes a luxury item, It 
functions in very distorted ways. Size and weight become Important factors, 

H· Since our art has turned from making the luxury item and turned to the residue 
or information as the product . It is interesting to make a comparison with what had 
value up to now. Rather than be exhausted or polluted by objects of the world , we may 
become finally exhausted by information In the world . 

B: But we don't part1c1pate In the Information overload. There are two enti rely 
different ethics going on The work I do is highly distilled , highly processed informa
llon- h1ghly abstracted ideas. I'm not recovering those ideas. I'm Introduc ing them 
into the audience. There is a high degree of selection . We pride ourselves as artists 
that we select what we think is necessary for the situat ion we are in. On the other 
hand, the artists who work with redundancy, with accumulat ion, with the 
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collage sensibility . are being wasteful One important criterion to Judge art is the 
artist's capacity to select the one factor that gives the most resonance. 

H· That presumes somebody Is paying attention 
B: If nobody pays attention . 11 isn't art. I believe that one cannot make art in 

isolation . The defln lt1on of art In part is that It Is a relat1onsh1p formed between an 
audience and an artist. . Television programs which are redundant and have an 
audience result in cultural paralysis. 

H· One of the things that holds a culture together Is redundancy of informatio n. 
You say the same prayers over again, the same stories . You go to the same meetings 
and meet people saying the same things That kind of redundancy Is precisely 
what forms the cultural base. 

B: There are two entirely different approaches because the one point of view places 
the responsibility of filling In with the audience and the other places the task of filli ng 
In with the artist One uses art as a vehicle of suggestion and the other as the vehicle 
of presentation . 

H In the work where you say " take that which Is on the outside , bring It to the 
inside. and take the inside and put ii on the outside "-that kind of thing Is more 
ambiguous . more like my secrets, where the content is beyond that. . . 

B: That whole thing, the series of insides and outsides , Is precisely concerned with 
the boundary conditions of Ident1t1es, ego boundary conditions and cultural boundary 
conditions , and they function on several levels. In other words . we send an explorer 
out into the world . He comes back and what he reports to us tells us who we are We 
extend our egos out into the world . We make art works that have to do wi th the world 
and they mirror who we are. On several levels It really has to do with placi ng the 
configuration . the question , In the audience 's mind. It forces him to identi fy where his 
boundaries are. 

H But given that kind of recIprocIty the boundaries constantly shift 
B· They do. They are dynamic boundaries . and that Is why those 1ns1de-outs1de art 

works are so vague. to take account of the fact that boundary cond1t1ons are 
dynamic ... 

H: Buren's article In Studio International this summer talks about Duchamp and 
how he still remained within the art context And here's Buren. writing In the art 
context sttll addressing himself to the art world . and he can never escape ,t. The 
issue of context ,s always there The issue of Information Is only phenomena, the 
posture from which you adjust or manipulate or direct the phenomena you choose to 
use The stance from which the discretionary position Is taken is more important than 
the sub1ect matter There's a misunderstanding that a lot of contemporary art Is 
merely using information as a decorative , a picture-mak ing device, another way of 
adjusting the apples. to paraphrase Buren .... 

B: We were sold a bill of goods about dynamic avant-gardism . about the artist 
having the capacity to thrust cultural forms ahead ol necessity; how the culture would 
suddenly wake up one morning and say we need that because of the problems we are 
In What ,s incredible about the avant-garde posture ,s the behef that the cultural 
forms we have are no longer adequate to solve whatever problems we want to solve. 
What it means to be avant-garde ,s to constantly waste cultural forms , to throw them 
away, an obsolescence not of forms but of contexts as well Now there are people who 
are throwing contexts away at the speed one would throw out a pair of tennis shoes. 
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Alice Aycock. Segme nt of Cloud Piece. 1971. 

Nemser , Cindy. " SubJect-ObJect· Bocfv Art." A,.. s I be 
· , , .., •P em r-October , 1971. 

:::n~:\:~· ~~l~::~•;11!::1~~°."::nt:~!nterv~ewab with David Tremlett, Ulrich Rilckr lem, 
Matta-Clark. • wor • Y BIii Beckley , Joel Fisher, Gordon 

Prospect 71. Kunathalle , Dil aseldorf October 8-17 o 
Strelow . Devoted entirely to proJectl~n, : slldea 111 • rgladnlzed by Konrad Ascher and Han, , m, , v eo. 

Arte conc•ttuafe . Danie! Templon MIi o 
Ramsden, Venet • an, ctober , 1971. Art-Language, Burgin , Burn , Kosuth , 

Allee Aycock , project for Mezzanine Galle r NSC 

di~~;:,~':7.i~I~ pt!~c~ !s ~~~~1e;na~hz ~ct th~ D~~::~a f~l:a! e: ~~: ~~~~ ~lus clouds 

photographic black and white conta~: s~::t ~~e:~ ~~:s~~st of~ series of four 
contact sheet. Each contac t sheet shows a cl~ud o exposures per 
stationary camera position tor a 10- to 15- I t • or clo.uds photographed from a 
was completed Each contact shee m nu e time period and until the roll of film 
transition/change : cloud moveme~t~d~s~~:=t~i~~~~=~oen~o frame in order to detect 
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John Bold e ari. Tl,e Best Way to do Art . 

John Baldeu•rl : lngr .. •nd Other P•r•ble .. Konrad Fischer , DOsseldorf, October 8-22 , 1ffl. 

One parable follow• (Rep.}: 
The Best Way to do Art 

A young artist in art school used to worship the paintings of Cezanne. He looked at 
and studied all the books he could find on Cezanne and copied all of the reproduc
tions of Cezanne's work he found in the books . 

He v1s1ted a museum and for the first time saw a real Cezanne painting . He hated it. 
It was nothing like the Cezannes he had studied in the books. From that li me on, he 
made all of his paintings the sizes of paintings reproduced in ~ooks and he ~alnted 
them in black and white. He also printed captions and explanations on the paintings 
as in books . Often he 1ust used words . 

And one day he realized that very few people went to art galler ies and museums but 
many people looked at books and magazines a.s he did and they got them through the 
mall as he did . 

Moral · It's difficult to put a painting in a mailbox 

Mel Bochner : 3 Id••• .,. l ProcedurH . MuHum of Mode rn Art , New York, September 
28-November 1, 1971. 

Burn, Ian , end Ramsden , Mel. " A Question of Epistemic Adequacy ." Studio Intern•,.,,,_ 

October , 1971. 

Roger Cutforth : Tf8n•po•ltlon• of Pl•c• , Sltu•tlon , Direct ion, Rel•tlon , Clrcummnce . NSCAD, 
Halifax , October 22-30, 1971. 
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H•nne Darbo~en. Westf i llscher Kunstvereln , M0nster , October 16-November 14. Text by 
Klaus Honnef and Johannes Cladders ; thirty -eight -page typewritten piece and Indexe s by the 
artist , biography , blbllogrephy . One page of the catalogue piece follows : 

I 
eins zwei 
eins zwei drel vier IUnf sechs s1eben acht neun zehn elf zwolf 
dreizehn vierzehn fUnfaehn sechzehn siebzehn achtzehn neun 
zehn zwanzig elnundzwanzing zweiundzwanzig dreiundzwanz 1g 
vierundzwanz,g fUnfundzwanzig sechsundzwanz,g s,eben 
undzwanz1g achtundzwanz19 neunundzwanzig dreissig einund 
dre1sslg zweiunddrelss1g dre1unddreiss1g vlerunddreissig tun 
funddreissig sechsunddrelssig s1ebenunddreisslg achtunddre is 
sIg neununddreiss ig viemg einundv1erzig zwe1undv1erzig dre1 
undv1erzig 
ems zwei drel 
elns zwe, dre1 vier IUnf sechs sleben acht neun zehn elf zwolf 
drelzehn vlerzehn fUnfzehn sechzehn siebzehn achtzehn neu 
nzehn zwanzig emundzwanz,g zwe1undzwanz1g dreiundzwanz1g 
v1erundzwansig fUnfundzwanzig sechsundzwanzlg s1eben 
undzwanzlg achtundzwanz lg neunundzwanzig dreiss1g einund 
dre1ssig zweiunddreiss lg drelunddreissig vierunddreissig !Un 
funddre iss1g sechsunddre,ssig siebenunddre1sslg achtunddreis 
sig neununddre1ss1g v1erzig emundv1erzig zwelundv lerzlg drei 
undvierzig vierundv1erzig 
elns zwei drei vier 
eins zwel drel vier fUnf sechs s1eben acht neun zehn elf zwolf 
dre1zehn v1erzehn fUnfzehn sechzehn siebzehn achtzehn neun 
zehn zwanz1g einundzwanz1g zweiundzwanzig drelundzwanzig 
vierundzwanz,g fUnfundzwanzlg sechsundzwanzig siebenun 
dzwanzig achtundzwanzlg neunundzwanzlg dreissig elnund 
dre1ssig zweiunddrelss ig dre1unddre1ssig v1erunddre1sslg IUn 
funddre1ss1g sechSunddrelsslg siebenunddre1ssig achtunddre1s 
s1g neununddretssig vlerzig emundvierzig zweiundviemg drei 
undv1erzig v1erundvierzig fUnfundvlerzlg 
elns zwei dre1 vier fUnf 
eins zwe, drel vier IUnf sechs s1eben acht neun zehn elf zwolf 
dreizehn v1erzehn fUnhehn sechzehn s1ebzehn achtzehn 
neunzehn zwanzig einundzwanz1g zwe,undzwanzig dreiun 
dzwanzig vterundzwanzlg fUnfundzwanzig sechsundzwanztg s1e 
benundzwanz1g achtundzwanz1g neunundzwanz,g dre1ss1g em 
unddre,ssig zwe1unddre1ssig dre1unddreiss1g v1erunddreissig 
fUnfunddre1ss1g sechsunddre1sslg s1ebenunddrelsslg achtund 
dreissig neununddreiss ig vlerzig einundv1erzig zwelundvlerzlg 
dreiundv1erz1g vlerundvlerzig fUnfundv1erz1g sechsundv1erzig 
ems zwei dre1 vier fUnf sechs 
eins zwe, dre1 v,er fUnf sechs sieben acht neun zehn elf zwolf 
dreizehn v1erzehn fUnfzehn sechzehn zlebzehn achtzehn neun 
zehn zwanzig einundzwanzig swelundzwanzig drelundzwanzig 
vierundzwanzig fUnfundzwanzig sechsundzwanz1g s1ebenundzw 
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Honne D urbovc n. Unt11L... 
Ink, on paper. 1971. '"""' 

anzig achtundzwanz1g neunundzwanzig drelssig einunddrelssig 
zwelunddreissig dreiunddreissig vierunddrelsslg funfunddreissig 
sechsunddreisslg siebenunddreissig achtunddrelssig neunund 
drelsslg vierzlg einundvlerzlg zweiundv iemg dreiundv ierzig vier 
undvierzig f0nfundvlerz1g sechsundvierzig siebenundvierz1g 

Preston McLanahan : SIience. Apple , New York, October 2- 10. " A writer , a theologian , an 
anthropolog ist, an Industrial relations expert , a.n artis t, and a publi sher wlll convene In sllence 
for fif teen minutes ; after which they wlll discuss their experien ce." Conversation recorded 
and made avallable . 

Robert Morr is, In conversatio n with L.R.L , October , 1971, New York : 
M: I never thought of myself as a conceptual artist. I always objec ted to being called 

one. I have done certain things that don 't have a physical manifest1ion. but It always 
seemed to me that what I was doing was Initiating some process that had an existence 
other than just a mental one. 
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L: You and lain Baxter seem to me to be the only two artists I've worked with who 
have no style . The proce.ss or the idea behind the work usually outweighs the 
particular look. Do you feel any lack of commitment to a style? 

M: Well. I certainly have thought about it. I guess there are certain attitudes , certain 
themes that may be constant , but the visual manifestations are not. That really never 
bothers me much. From time to time , I've had misgivings about It, wished I could 
develop or run out all the permutations of something which gives one a style. But I 
never had the patience to do that. Often I go back and pick up something related to 
earlier work , but there is frequently so much distance intervening that It doesn' t look 
like anything 1s continuous . I see themes that go through . That is the only continuity I 
have. 

L: Whal would the themes be? Measurement , and process? 
M: Yes, that kind of thing . I am concerned with how things are made. 
L: Is the temporary aspect a theme or a variation? 
M: That has been true of a lot of the work, that It was temporary , and on the other 

hand a lot of those things were temporary only by virtue of the situation . If the 
situation had been different they could have remained: for example , the plywood 
pieces were temporary but at any given time they can be reconstituted . 

L: I wasn 't thinking of those so much as the steam piece, the dirt pieces , the 
changing piece, the money piece, things where afterwards there was nothing left. 

M: But they got documented like everything else. 
L: Everybody 's relat ionship to documentation is di fferent. How do you see the 

documentation of a work and the work itself? Heizer's idea seems to be acceptance of 
the fact that nobody is going to be able to see his pieces except the few people who 
can afford a trip to Nevada. 

M: I feel differently . I don ' t want to do things that are withdrawn to that extent. That 
gives them a connotation I don 't like . It takes a relig ious pilgrimage to get to the art . 
Thal seems to me like putting it 1n a museum, only outside . Like this work I did in 
Velsen, Holland-I was pleased with the site because people could get to it , and 
insofa r as I do something like that that is physical I want it to be experienced for what 
it is. It is Important to me that It Is there , and available . Other things , like the money 
piece, or very early pieces end up as photographs . But the removal of the work Itself 
and a purposeful replacement of its existence with a photograph has never been a 
working method . 

L: I'm not certain about the chronology of those earth pieces of yours . 
M: The Circular Mound was made as a model in 1966. A work leading up to the 

ou tside proposals was North-South Track, whi ch was a plywood piece with a com
pass In it ; its orientation , if not Its placement in the room , was specified by direction . 
The first th ing I proposed for outside was Track, wh ich would be a very long steel bar 
embedded m an earth embankment that supported the bar. That was proposed in 
1965 to a person who had land in Florida . II was never carried out. 

L: What is the relationsh ip of the model? I've always hated sculptural models . 
M: Well , It's very unsatisfactory . I haven't made any I liked . II seems like photo

graphs of models are better than models . It's a problem of working . I don 't want to 
make Just the drawmgs .... The Dutch [Sonsbeek) work is the only thing I've ever 
done on the scale I wanted . It was 230 feet across and related to the 1966 Ring. Both 
involved the perceptual impossibillty of taking m the work all at once . but the Dutch 
work also involves other elements dealing with time . 

L : Why do photograph s make something not real look more real? 
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M: Photographs funct1O0 as a pecul iar kind of sign. There ls a strange relation 
between their reality and arti ficia lity, the slgnlfier -slgnllled relation they set up 1s not 
at all clear or transparent. One of the things they do is to give too much informat ion 
and not enough at the same time. 

L: That lack of informa tion hasn't been used in art .... I've never been able to 
figure what makes an abstract photograph uninteresting If I'm willing to be Interested 
by, say, an abstract painting, or print. 

M: 1 think partly It's the convention of how one sees photographs . They are 
consumable signs, yet something more. There's something inherently ob1ect1onable 
about seeing photographs on a wall. ... In the beginning I used to take all the still 
photographs of my sculpture . I didn 't like others' photographs . But when It comes to 
filming I don 't like to operate the camera. 1 get a cameraman, preferably more than 
one. 1 try to give them a certain amount of instruct ion and if posslbl~ hav_e several 
cameras and then take what I want from other people's look ing at the situation . I can 
then deal with the footage as an Immediate thing, as a photog raph of something ..•. I 
want to see the artifi ciality of the scene and deal with that. . 

L: Once removed. You see a thing day after day for several days and you think you 
know It pretty well . Then you see the photograph and it's so completely different. Y~ur 
memory fails you right at that point where the photograph replaces your memory. Five 
minutes before you have seen the photograph you remember a situation In such and 
such a way. The very second you are shown the photograph , that becomes the 
memory, and everything else, reality , bites the dust. People end up by living through 

• their photographic memories instead of through reality. 
Do you ever have thoughts of not being an artist? Is there a way for an artist not to 

be one? 
M: I'm so involved m trying to gel things done. work ing or trying to move things 

away from the clogged situation that exists now that I'm not really involved with that 
issue. 

Fa ll, 1971. Seven xeroxed leaflets or essays by Ken Friedman , formerly head of Fluxus West, 
San Diego ; among lhem , " Notes on Concept Art": . 

Concept art 1s not so much an art movement or vein as It is a position or wor ld-view, 
a focus for activity : 

One way to understand this world -view, these activities as focused, is to understand 
the doings of lhe first major grou p of concept artists. the Fluxus group .... 

Henry Flynt, the man who named concept art , defined it as " first o~ aU an art ~! 
which the material ls ·concepts ' , as for example the material of music 1s sound. 
Through his exploratory work in the late ·so·s and early '60's In concept art . cullu r?· 
polit 1cs, mathematics and lingu istic philosophy , Flynt developed a phllo~oph1ca! basis 
for what he called concept art. The first known publ icatlon of the term 1s copyrig hted 
in his 1961 essays on concept art (In LaMonte Young and Jackson MacLow. An-
thology , 1963.] . . . . 

A short definit ion of concept art as it came to be practiced might be: A series of 
thoughts or concepts. either complete In themselves as work(s ), or leading to 
documenta tion or to realizat ion through external means. . . 

While there are indeed a great number of art ists m the conceptual field today, there 
1s a relatively small number of individuals who comprise the historical founding circ le. 
These are. most outstand ingly, Henry Flynt, George Maciumas. Yoko Ono. George 
Brecht , Robert Morr is, Bob Watts, Simone Forti , Walter de Maria. Ben Vautier , Dick 
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Joseph Kosulh . The Eighth Inve stigation (AA.JAi), Proposition Three. Inves tigation 
upporte d by Dr. Giuseppe Panza . 1971. 

Higgins, Alison Knowles, Nam June Paik, Ay-o, La Monte Young, Ray Johnson , 
Emmett Williams. Tomas Schmit , and Stanley Brouwn . Others. like myself, had been 
working, and came Into lhe group slightly later follow ing Independent activity , such 
as Milan Knlzak, Eric Andersen, Per Kirkeby, Joseph Beuys, Geoff Hendricks, Biel 
Forbes, Sigeko Kubota, Chieko Shiomi, Jock Reynolds and members of the ZAJ 
group . As well . a few quiet and indescribable ind ividuals whose activity and variety, or 
whose quietude, places them beyond definition , among them Phil Corner , Toshi 
lchiyanagi, Richard Maxfield, Bengt Al Klinberg, Wolf Vostell and Jackson Maclow . 

Artltude• (Paris) , no. 1, Oc1ober, 1971. A month ly newspaper edited by Fran c;ols Pluchart ; 
Includes an article by him on " Body as Art ," with statementa by Acco ncl, Oppenheim , Gina 
Pane, Ben, Sarkis, Journ lac. 

No. 2 (November) discusses Venal , Acco ncl, GIibert & George . 

APG ReHarc:h Umlted : The lndfv fdual and Organfutl on. Prospectus and offer for sale of the 
Art ists Placement Group . London. Twenty-three pagH , fall , 1971. 

Art-Lllnguage , no. 4, November , 1971. Contributors : Stuart Knight , Graham Howard, Terry 
Atkinson , and Michael Baldw ln. 

MIiiet. Catherine. " Notes on Art-Language .'' Flash Art, October- November, 1971. Also a 
doub le spread on Carl Andre . 

November , Paris: Danlel Buren suceeH fully contests the sale of a so-called Buren poster at 
auc1ion. 

Reise, Barbara . " Presenting Gllber1 & George , the Uvlng Sculptures ." Art N•w s, November , 
1971. 

John Goodyear : Earth Curv• (A One-man, One-World-Ten-Fold Exhibition) . Held In ten places , 
all over the world , beginning at MIT and the Quebec Museum In November, 1971. Deals In 
vario us ways with various aspects of Iha curvature of the eer1h. Among them, Postal C.rd 
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TH E PTLG RJM'S WAY 
T HE ~WN PREHlSTOR IC THORO OHFARE 

rN SOUTH-EAST E NGLAND . 

TEN DAYS IN APRIL 
A 165 MILS WALK FR0\1 W1 CHESTER 

CATHED RAL TO CANTERBURY CATHED RAL. 

We should be /owe and /ove/iche, 
and /eel, eche man 10 01her, 
and paciem as pi/grimes for 

pi/grimes am we a/le. 

H ami h Fult on. The Pilgrim ' Way. pril , 197 l. 
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Piece: One Dollar-TI it: A poslcard 1howlng the angle of standing In your city In relation lo 
another clly participating In the exhibition■ (executed In Boston and Quebec). 

Douglas Huebler. variable Piece I 70 (In Proceu ) Global. November, 1971: 
Throughout the remainder of the artist's lifetime he will photographically docu

ment. to the extent of his capacity, the existence of everyone allve In order to produce 
the most authentic and inclusive representation of the human species thal may be 
assembled In thal manner. 

Editions of this work will be periodically Issued in a variety of topical modes: 
"100,000 people," " 1,000,000 people." " 10,000,000 people," " people personally 
known by the artist ," " Look-alikes ," "over-l aps," etc. 

"Dennis Oppenheim Interviewed by WIiioughby Sharp" (documentlon of a work 1hown In 
London under the au1plces of Nlgel Greenwood, October 1- November 6); also, "Notes on a 
Piece by Barry Le Va ; Extended Vertex MHtlng 1: blown: blocked; blown outward.'' Studio 
lnternatlonal, November, 1971 . 

Gina Pane . M. et Mme. Fregnac , 32, rue des ThermopylH , Paris, November 24, 1971 , 18 h. 30: 
" A minimum ol 2% ol your monthly aalary mu1t be depo 1lted In a 1trong -box sltualed at the 
entrance to the place where I wlll perform .'' For an account by Fran~ol1 Pluchart ol thl1 
evening ol " blologlcal aggre■slon1" (body work• lnvolv lng overeating , extreme discomfort , 
and pain}, see Art/tudes , no. 3, December , 1971. 

Smit hson, Robert, and MOiier , Grego ire, " •.• The Earth Subje ct to Catacly1m1 11 a Cruel 
Master .'' Arts , November , 1971 . 

The Five YHrs ol Bernar Venet : A Catalogue Ralaonn4. New York Cultural Center , New York, 
Novembe r 11-.January 3, 1972. Text■ by Venet and Donald Karshan. " The exh ibition com• 
prises the totel 9utput ol the 30-year -old , lnterna tlonally known conceptual art l1t who decided 
earlier th l1 year l o terminate a succes■lul career II an artl1 L" (Press releHe .) 

Group Activities : '' An open -ended situation ol Interact ion between an unknown number of 
people ." At Apple, New York, Novembe r 23-28 (BIiiy Apple). 

Chang ing Terms. Museum School Gallery , Boston Museum of Flne Arts , December 3-Jenuary 
14, 1972 . Looseleaf catalogue : statement■ by artist■, among them : Bochner , Caslo ro, LeWltt , 
Rockburne , Welner. 

20-12- 71 (" Appuntl per una teal 1ul concetto di cltazlone e di sovreppo 1lzlo ne" ). Studio d'arte 
contemporanea, Rome, December, 1971. Catalogue lncludH Ben, Rinke, Beuys, Print, 
Dlmltrljevl c:, and others . 

Jacki Apple and Pamela Kraft. Transfer. Apple, New York, December 21, 1971 : 
There are four people m every relationship between two. Each as we see ourselves. 

and each as the other sees us. 
In order to experience and reveal each other 's view. Pamela and I shall relinquish 

our self-Images and transfer onto each other what we each perceive the other to be 

Bartlett, Jennifer . Cleopatra I-IV. Adventur H In Poetry , (Larry Fagin) New York , December , 
1971. Loo1e pages. Flrst read , or "exh ibited " publicly , November , 1970. Excerpts : 

Cleopatra's brother said to her, after returning from his first ballle , men split blood 
on continents women bleed on rags. He later drowned 1n the Nile. 
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Lamps. Off/On. Two s1ates of existence. One thing or 1he other . Yes or no.A binary 
situation was one which faced Cleopatra being born , giving birth , having her brother 
killed , and dying. 

Pl1Jgs and Sockets . Electric Cleopatra became a socket. a connecting point b~t
ween currents and a vacuum cleaner sucking up Europe and Asia She was a plug in 
her relation to Egypt and other women. a plug and socket for her brothers , a socket 
for Caesar. Plug is a noun describing an object used lo fill a gap or act as a wedge, 
and any natural or morbid concretion acling thus. II is a kind of ~topper for vessels or 
pipe A socket is a natural or artificial hollow for something to fit into , or stand firm In, 
or r~volve in, with an enlarged end to receive another . As ruler , as divine, as woman, 
as mother was Cleopatra art ificial or natural? Plug or socket? In what combination of 
artlflce and nature can we name her as one? Was she a natural hollow fo_r the Roman 
Empire in the persons of Antony and Caesar to stand firm and revolve in, or a plug 
stopping the rush of 3,500 years of history into the Mediterranean? 

GI/IHlrt & George : A Touch of Bfouom (spring, 1971). Art and Project Bulfetln4 7, December 22, 
1971-January 21, 1972. 

Levine Les. Museum of Mott Art , Inc. Protetch-Rlvkln Public Art Hearings, Washington, D.C., 
Decem'ber 4, 1971. Catalogue of the " museum's" servic es. 

Rosenberg , Harold , " On the De-defi niti on of Art"; also , Kim Levin, " A Different Drummer" (on 
Rafael Fener ). Art New• , December, 1971 ("The problem Is not what lo do. II Is where to do It 
and how"- R.F.) 
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POSTFACE 

Hopes that " conceptual art " would be able to avoid the general commerc1ahzation. 
the destructively '' progress ive" approach of modern ism were for the most part 
unfounded . It seemed in 1969 (see Preface) that no one, not even a pub lic greedy for 
novelty. would actually pay money, or much of It, for a xerox sheet referr ing to an 
event past or never directly perceived. a group of photographs documenting an 
ephemeral situation or condition . a project for work never to be completed , words 
spoken but not recorded ; it seemed that these artists would therefore be forcibly freed 
from the tyranny of a commodity status and market-or ientation . Three years later, the 
major conceptualists are selling work for substantial sums here and in Europe ; they 
are represented by (and still more unexpected-show ing in) the world's most prestig
ious galler ies. Clearly, whatever minor revolut ions in communication have been 
achieved by the process of dematerlalizing the object (easily mailed work , catalogues 
and magazine pieces. primarily art that can be shown inexpensively and unobtrusively 
in infinite locations at one time), art and artist in a capitalist society remain luxuries . 

On the other hand, the esthelic contr ibutions of an " idea art " have been consider
able. An Informational , documentary idiom has provided a vehicle for art ideas that 
were encumbered and obscured by formal considerations . It has become obvious that 
there is a place for an art which parallels (rather than replaces or is succeeded by) the 
decorative object , or, perhaps still more important , sets up new critical criteria by 
which to view and vitalize Itself (the function of the Art-Language group and its 
grow ing number of adherents). Such a strategy , If It continues to develop , can only 
have a salutory effect on the way all art is examined and developed in the future. 

Conceptual art has not, however, as yet broken down the real barriers between the 
an context and those external disclplines-soc1al , scientific, and academic-from 
which it draws sustenance. While It has become feasible for artists to deal with 
technical concepts In their own imaginations . rather than having to struggle with 
constructive techniques beyond their capacities and their financ ial means, Interac
tions between mathematics and art. philosophy and art. literature and art . politics and 
art. are still at a very primitive level. There are some exceptions , among them certa in 
works by Haacke. Buren, Piper, the Rosario group, Huebler. But . for the most part , the 
art ists have been confined to a.rt quarters , usually by choice . As yet the " behavioral 
artists" have not held particularly rewarding dialogues with their psychologist count
erparts, and we have had no feedback on the Art-Language group from the linguistic 
philosophers they emulate . " Art use" of elementary knowledge . already accepted and 
exhausted. oversimpli fication , and unsophistication In regard to work accomplished 
in other fields are obvious barriers to such interdisciplinary communication . 
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The general ignorance of the visual arts, especially their theoretical bases. deplor
able even in the so-called intellectual world ; the artist's well-founded despair of ever 
reaching the mythical " masses" with " advanced art", the resulting ghetto mentality 
predominant in the narrow and incestuous art world itself , with 11s resentful reliance 
on a very small group of dealers , curators , critics , editors , and collectors who are all 
too frequently and often unknow ingly bound by inv1s1ble apron strings to the " real 
world 's" power structure-all of these factors may make 11 unlikely that conceptual art 
will be any better equipped to affect the world any differently than. or even as much as, 
its less ephemeral counterparts . Certainly. few of the artists are d irectly concerned 
with this aspect of their art , nor can they be, since art that begins with other than an 
internal , esthetlc goal rarely produces anything more than Illustration or polemic The 
fact remains that the mere survival of something still called Art in a world so intolerant 
of the useless and uning rallating indicates that there 1s some hope for the kind of 
awareness of that world which Is uniquely imposed by esthet1c criteria . no matter how 
bizarre the " visual" manifestations may Initially appear to those unacquainted with 

the art context 
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My Lail Painting, 59 
Robin Aedbrea.11'1 Territory , 138-39, 131 
Sha.dow Piece , 132 
A White Wall : 12 numbered photograph, with 
dlffer■ nl ■hutter speeds , 210 

Oownsbrough, Peter: segment of Stap le on Graph 
Paper Pl8Q , 41 

Duchamp, Marcel : 
dust as medium, 23 
SO cc of Parle Air, 'O 
readymades, 67 

Ferguson, Gerald : 
Rel■llonal Sculpture , 179 
The Standard C011)US ol PreNnl Day E119llah 

l..anguqe Usage, 209 , 240 
Ferrer. Rafael: 

'FRARMRROREEROFIBSEATERLR' (Morrie), 115 
Phlledelph la catalogue statement, 84 
Stalrcue-3 Lendlnge-l.eavea. 114 

Fisher, Joel: Burn lntarvlew , 37 
Flanagan, Barry: 

Berry Flan■gan'a Sculpture (Harrison), 49 
Eye /Jner, tlfld some leaves lrom Barry Flan■• 

r,en'a Notebook , 45 
Hole In lhe Sea, 84 
' 19:45-21 :55,' 30 

Flynt, Hanry: Concept Art, 22, 258 
Fox, Tarry : 

Avalanche Interview, 214-15 
Duet Exchange , 23 

Friedman. Kan: Notes on Concept Art, 258-59 
Fuller. Buc:kminster : 'Projecillona : 

Ant1.materl11llsm' foreword , 165--66 
Fulton , Hamish: The PIigrim'■ Way, 280 

Gllard l, Plero : 
Prlmery Energy and the Mlaroemotl ve Art ist, . 

58 
'Square Pegs In Round Holes' catalogue , 80 

GIibert & George (Gllber1 Proeach & George 
Passmore): 

Art l1t'1 Culture , 225 
Experience , 224 
first singing sculpture, 74 
Idiot Ambition , 224 
Interview Sculpture , 74 
Leverkusen catalogue piece. 119 
Losl Day, 223 
Manllllffa. 225 
A Messar,a from the Soulptora 0/lbert 8.lld 

Georr,e, 139 
The Neture of Our Looking, 237 
Norma l Boredom , 225 
Pubfloatlon (Lamelu) , 18H 1 
Re■dlng1 from a S11ck, U 
Shyness, 223-2• 
Underneath the Arches, 106 
Worldllneaa, 224 

Glnnever, Chuck: Windham College show, 46-48 
Gins, Madelaine : Word Rain , 69 
Glass, Phlllp : Long Buch l■l■nd, Word Location, 

106-7 
Goldin , Amy: Sweet Myalery of Ula , 104 
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Greham , Dan 
The Book a, Ob/ect, 21 
Delume~nce , t9 
End Moment, , 69 
Homa for America , 20 
Lippard WBAI 1ympoS1um, 155-59 
March 31, 1H8 , 14 
Model, end Monument, , 25 
Muyb11dge Moment, , 25 
Roll , 193 
Sd!ema for a Sel or Paga , 32-33 
Two Correl ated Rotallone , 15 
Windham College show and aympo11um, 46-(8 

Greenberg , Clement : Art & Cu/lure 14-111 
Guerrilla An Acllon Group : teu;,. 10 Nixon 

laird, Mitchell 23S-38 ' 

Haacke Hana 
Burnham lnten,1ew In Robho 32 
Bu• ln111 Ofllce of Shapolalry , et el., Men-

haltan RHI &tal e Holdings • • • , 227 
Chic ken, H1l chlng, 122 
Eu1h Ari work and 1yml)Olium, 78 
""' .,.a,er box, 38 
Guggenheim c.ncellauon 11a1emen1, 229 
Hans Haacke Wmd end wa,., Sculpture 

(Burnh1mJ, 21 
Uve Random Airbor ne Sy111m1, 62 
Messer <:•n.:;eta Guggenheim lhow , 227 
1965 nolo11 38 
Siegel lnte,vlew, 240 
1ystem1 1t1temen1, 123 
Vltllora · Pro llle , 228 
Win d In Waler (Mist) 64 
w,.._ G. 11ery show and 1111emen1. 37 

Hebe, itl Joe, Radio Clly Mut lc Hall, 1011 
H1N9y , MlchHI Whll a Pape,- , 209--10 
Harn1on Charlea 

Again,i Precedem, . 81 
Berry Flanegan•, Sculpture ,11 
:!dea Structures organlutl~n. 171-76 

Where Doe, rhe Colll, Jon Happen ? 
(Latham) 411 

Hay, AIIIA. March 1- 31, 11169,' work , 80 
Hal1-er, Mlchaat 

Avalanche Interview , 183-64 
Double Neg1m,1 , ra 
liral earthwork, , 22 

Hesse, Eva Seque l, 57 
Higg ins, Ed Pop A1ch,1ec1ure/ Concep1 

An editor , 611 
Huebler , Dougles · 

An Without Space symp01lum, 127-33 
Burgy conversation, 250-52 
Duration Pl - # 7, 12 
Duration Piece #14 , 120 
42nd P■rallel, 81, 61-62 
'January 5-31 , 1969,' work and statement , 74 
Ila-detector 1111 with Burgy , 51 
The llne ebove la rotating on Ill mils at a 

ape.d ol one revolution Heh day 187 
Uppard WBAI symposium , 15H9 ' 
Location Piece # 1, 128 
New York , 1188, 81 
'November , 1988,' catalogue u show, 6H1 

NSCAO Halifax lecture , 60-61 
Tfme: A Panel Dl,cuul on, 82-83 
Verlable Piece #1 , 81 
Varllble PIIC9 I (January , 1171), 240 
Variable Piece JJ:10 (In PrOCUI) , 261 
The Windham Pl- , 57 
The Xerox Book , tU 

Hurrell, Herold, ■eo Art-Language 
Huo1, Rober 1· 

Upplrd revl- . 17 
Two Blue Walla (Prall end Lambert #5020 

Alkyd ) Sanded Floor Coated wllh Polyure
thane, 92 

Hu1chlnson , Peter: 
Dence Without Movement, 39 
Dluo lvl ng Cloud-. 203 
Eanh In Upheaval 62 
The Ficl1one/1,.11~n of the Pa,/ , 34 
Per lc ulln Vol ceno , 88 
Perception of 11/uafon: Ob/t1ct end Environment 

45 • 

lnhlbodreu, 199 

Jarden, Ric hards 
Faclal Ang le, 15 
Hand Anlm■llon, Leg Anlm■llon, 2CH8 

Johnson, Tim Erotic ObHrnllon 24 , 
Junker , Howard ' 

Idea An , 46 
The Naw An 11·, Way, Wey 0111. 50 
The New Sculpture · Getting Down ro the NIiiy 

Grf11y, 62 

Kallenbach . Stephen · 
Norvell Interview , 114-87 100 
'Simon Fraser Exhlblll~ ' project and letter 

" Sfenl Step Book (Weidman) , 7 t 
Time Capeulea and 1ldewalk pleques , M 

l\aprow , Allan · 
A$nmblege Env,ronment, and Happening, 16 
The Shape ol lh• At1 Environmenr so 

Kawara. On: ' 
begin, I met ..• e.nd I -nt • •• aeries, 49-50 
Conllrmallon (Jul y/August E11hfblllon), 110 
data pafnllnga , 4'1-50 
' 18 Paris IV 70' pr0Jec1, 162 
I 1101 up al •• , , 123-24 , 125 
Lippard review , 49-50 
One MIi ii on YHII book, 49-50 

Kennedy, G. N.: Dedlcellona , 211 
Kennedy , Peter : Video end Audio lndellnltlon MCI 

Transference , 226 
Klenholz. Edward : The Art Show , 15 
K1nmon1, Robert : Eight Natura l Handatandl and 

Mr F■vorlle Dirt Road, 611, 70 
Kirby , Michael : 

photography atatemont , 141-43 
Pont Neuf: The Conetrvct lon of I Tetnhedron 

In Space , 1'3 
Koauth , Joseph : 

Ad Reinhardt · Evolution ,mo Darkneu 1, 
An Without Space symposium , 127-33 ' 
Br:glord College ehow and aemlnar (Morris), 
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Edrtorlel In 27 Pan, , 45 
Th• Eigh th lnv11tlgallon (AAIAI) , 251 
Introductory Note by the Amer ican Editor (Ari• 

Language) , 14&-49 
•Jenuary ~31 1969' work and statement , 7~73 
'Nonanthropomorphlc Ari by Four Young 

Artl111; 2c~25 
'Opening Exhibition : Normal An ,' 30 
Propo9111on ThrH , 251 
'Prospect 1969' lnte,vlew , 113-1 4 
Special lnve■tlptlon ('Idea Structurn '), 174-75 
"Titled " (Art u ldee ea Idea), 31 
The Xerox Book , tu 

Koiloll . Max: Nine In a WarehouH · An Allec/r on 
lhe Stllua of lht1 Ob/te l , tu 

l<otlov , Chrfsllne : 
Ad Relnherdt Evo/urlon lnlo Darkneas , 14 
calendar strips , 22 
Information , No Theory, 60 
Neuro loglcal Compilation : The Phy1lcat Mlnd 

Since 1145, 234 
'Nonanthrop0morphlc Art by Four Young 

Arl lllS', 24 
No 11111, 31 

Kubler . George: ' Actu1t11y la •• " statement , 19 

Llmelas , David : Publication (London . 1970), 111&-
91 

Lathem , John 
Art and Culture , 14-18 , 11, 
Lent Event, One Second Drawing , 8 ll nd Work, 

24 Second Painting , 202 
NOIT Chair or nonentity, 22-23 
NO/T NOW (w1/h APG n1w1, no I) , 11)4 
pieces melled lo Lippard, 93 
" Where Do., the Co/111/on Happen ? 

(Harrleon ), 49 
Lee, David• Serie/ Arts , 31 
Leider . Philip: The Propenl .. of Materiel• · In th• 

Shadow ol Roben Morr l,, fU 
Le Ve, Barry · 

Barry Le Va: Dlatrlbut lon Sculpture Cllvlngaton) , 
n 

Barry L• Va end the Non-Descrlp/ D•acrlp tlon 
(Rosing) , ttlJ-17 

dust u a medium, 23 
Some New I.a. Anger .. An laJ• • Barry I.• Va 

(0a France) , 45 
Strips and Particles , 45 
Veloclly Piece • 1, 168 
Veloclly Piece :2, 168 

Levine, Lu The Dl,po,abl• Trans,ent Environ. 
men/ , 74-75 

LaWltt, Sol · 
air terminal sculp ture, 28 
Drawing, 78 
' 18 Perla IV 70' projec t , 162 
llrat aerlal wall draw ing, 57 
'557 ,087' project . 112-13 
44 3.Part Veriallone on 3 Dlff,,.n t Kind■ of 

Cubee, 42 
Four basfo kinds ol strefght llnea .•. end their 

combination, , 69 
The Hague lhow and calllogua (Oevellng) , 183 

notes on e•eeullon ol wall draw ing (Schulman) , 
201-2 

One Set of Nine Plecea, 25 
Paregraph, on Concep/uel An , 2&-211 
Puadona ahow and catalogue , 200-201 
plan lor 11171 Guggenheim wall drewlng, 201 
Sentence, on Com:eplua/ Art , 7~76 
Sol l.ewltl" Non-Vl11ual Structures (Lippard) , 25 
Wall Drawing , Line, not Tou ching, 201 
The Xerox Book , fU 
Ziggurat, 19 

Lipman , Jean Money for Money', Sek• 148 
Lippard , Lucy R. (L R L ) : 

Arl•l.anguage review. 151-52 
Arnett review ('Idea Structurea') , 174 
Barry review, 231-33 
Burgin re11lew ('Idea Structurea') , 172 
Darbo-.en ,.view , 218 
Th• Dam,terlalltatlon ot At1, 42-43 
Eccentric Abllractlon ' orvanlzallon and te,ct, 

16-17 
557,087' oroanizaUon ■nd catalooua cards , 

110-13 
·Groups· organlza 1lon and r9vfew, 120 
The Hague ' Mlnlr,,al Art' C■lalooue, 43 
Huot review , 17 
Kawar■ review 49-50 
l<osuth review ('Idea Struc1ure1 '1, 176 
Leiter from VancotJVtr, 87 
Lippard WBAI symposium 155-59 
Lozano rev,ew. 98 
Min imal Art 43 
Morr is converullon, 258-58 
Morris review 27, 93, 115 
'1155,000' organization and catalogue card■, 143 
Publlca1lon (Lamelas) , 187-89 
Sot Lew/II Non-v1,ua1 Strucwres, 25 
'Soll and Appa,enlly Solt Sculpture' organlta-

11on, 67 
' 2.972,453' organization and text , 20J.-4 
Vautier (Ben) review 233 
V1alble Alf and lhe lno1lslb/1 Worfd , 27 

Livingston Jane Berry t.. Ve Dl,tr lbutlon 
Scufp ture , 62 

Long, Richa rd : 
cycllng acutpture , 23 
England , 1"8 , 44 
England , 11A , 13 
' 19:45-21 :55' prof eel. 30 
October , 1KI , 111 
Sculpture made for Martin end Mia Vl1Mr , 1• 

LollW, Roelol : 300 Wooden Sia.. Scattered In 
Holland Park at lrr9gular lnlerval1 , 14 

Lozano , Lee · 
Dlalogue Pl- , 98 
Form Vtd Conten l , 217 
Generel Strike Piece , 78 
Grau Piece , 101-2 
I Ching Pl- , 96-97 , 17 
I nfoflc:tl on, 216 
Lippard review , 98 

Mclean . Bruc.e: 
King for • Dey PIUI " other pl-• .•• • 

19+-97 
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Mclaa .n, Bruce (cont .) : 
People Who Me.ke Art In GlaN HOUMS, 194 

MacLow , Jackson : An Anthology , 22, 258 
McShlne , Kynaston : 'Information ' organ ization 

and catlllogue , 178-79 
Maent, Paul : 

•1g:45--21:45' organ ization and catalogue , so 
Sar/el/a Format lonan, 27 

Marla, Walter de : 
Art Yard, 5+-55 
50M' (1,600 Cubic Feet) Level Dirt / The Land 

Show : Pure Dirt / Pure Earth/ Pure Land, 64 
1111..t.ong D,. wtno , 55 
ThrN-Contlnenl Projec t : ••• , 55 
Two Unea ThrH Circle• on the O...rt, 55 
Walier de Mar la: The Singular Experience 

(Bourdon) , 65 
Walter de Marla: Word end Thing (Adr ian), U 

Matenovlc, Mllenko : 
Si ring Bending Whu l, 153 

Merz, Marlo: Merlo Men: La Serie di Fibonacc i 
(Barllll ), 247--48 

Relallonah lpa of Growth Wllh ln th.a Dewelop• 
ment of a TrH •• • , 241 

M11S1er, Thomu : 
cancels H1;acko Guggenhe im ahow , 227 

Mayer, Ureula: 
Beuya conversation , 19 
Interview with Uppard , 6-9 
How lo Explaln Picture, 10 a Dead Hare 

(Beuya), 146 
Slegeleub Interview. 124~26 

Mllllaa , Ian : 
"'malll ng pieces ," 155 

Morrie , Robert: 
air terminal sculpture , 28 
Anti.form , 45-46 
Aluminum, Aaphall, Clay, Copper , Felt • • • , 93 
Boz with the SOVnd of Ila Own Making, 03 
Bradford College ahow and seminar (Ko,uth) . 

93 
C.rd •flle , 27, 29 
' ~RMAROREEROFlBSEATEALR' (Ferrar), 115 
Guggenheim Muaeum lecture , 31 
Lippard converaatlon , 256-M 
Lippard review , 27, 93, 115 
Uta.nlff, 27 
A Method /or Sort ing Cowa, 34 
'Nine at Leo Caslelll Warehoute ' organ lzallon , 

62 
Metered Bulb , 27 
The Propert ies ol Matar/ala: In the Shadow of 

Robert Morri s (Leider), 64 
8tale1Mn t of &the tlc Wllhd raw af, 'l7 
Slaam Cloud , ,. 
UN thla telegram, 'l7 
The Xerox Book , 64 

Muller , Gr&golre : Ouatre non pelntr•• • 32 
Munger . Barbara : MlchHI Alher : An Envi ron 

mental Pro/act , 198-99 

Nauman, Bruce : 
'Art In the Mind' pro/ect , 162-63 
The Art of Bruce Nauman (Danlal O, 34 
Bumlng Small fl, . .. 69 

Castelll Gallery ahow and booklet , 39 
Clea Rally, 69 
Dance Plecie and notes , 206- 7 
dust as e medium, 23 
R ahing for Allan Cerp, 11 
PheNauMANology (Tucker) , 206 
Plc turn of Sculpture In a Room , 11 
Slant Step Book (Weld.man), 71 
Thlghlng, 10 
Unlllled , 10 

N. E. Th ing Co. (la ln and lngr ld Baxler) : 
ACT and ART cert ificates , ~7 
Baned Pl- , 14 
Company alalement , 38 
" IT" manifesto , 12 
Letter from Vancouver (Uppard) , 67 
letter to Uppard , 67 
1970-71 Calendar , /HJ 
Nomenclature (' Information ' ), 176-79 
North American Time Zone , 187 
A Portfoli o of Pllff, 31 
Report on the AcUYIIIN of the N. E. Thing Co. 

of North VancOIR'8r •• • , 1CM-5 
Right 90• Parallel Tum , 15 
Trana VI Connection NSC.AO-NETCO, 115 
von Meler lntroducllon . 3/J 

Nlcola ld ls, George : ' 557 ,087" pro ject , 113 
Norvell , Patricia Ann : 

E/e,e n Interv iew, , M-90 , 100 
Kaltenbach Interv iew. 8+-87 , 100 
Smithson Interview, 67-90 

Olla Group , 153-54 
Oldenburg , Claes : 

gra118dlgger piece, 30 
'March 1-31 , 1969,' pro /ect , 80 

Ono, Yoko : 
Map Piece (' lnforrnellon ') , 178 
Tape Piece I and II. 14 
Yoko Ono at Syracuse : " This la Not H ere" 

(Wasserman), 14, 260 
Oppenheim, Dennis : 

Arm & Wire, 115 
Avalanche Interv iew, 183-64 
Bod'( Worka (Sharp) , 185 
'Square Pegs In Round Holes ' catalogue a tate• 

ment, 80-81 
Time Une, M 

Orders & Co.: card lo Uruguayan Pres ident , 248-
49 

Parinaud, Andre : Interv iew with Daniel Buren, 
41-42 

Parr, Mike : S.11-Clrcl.ea, 211 
Passmore, George, eee GIibert and George 
Poehler , Paul : Proposal for Device entitled " Dla-

crlmlnall ona," 191-92 
Perreault , John : SfrNI Work■ 7, 90-91 

on Smithson, 79 
on Slegalaub January show, 71 
' Tiny Events.' 59 

Piper , Adrian : 
seotlon of an ongo ing euay , ~35 
three untl tled plecet In booklet form , 70 
UnlJUed, 62 
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withdrawal stalemt111I, 168 
Plstoletto , Michelangelo : Le ult/me parole tamose , 

33 
PogKn lk, Mark o: page from Medial Syat.ma , 154 
Polka, Slgmar : The Starry Sky Shows on 24/8 , 

24:00h, the algnature of 8. Polka, 131 
P051non1ke, Charlotta : first Art and Pro/ect 

Bulletin , 60 
Prin l , Emilio : Mll9RII. 119 
Proesch , GIibert , see Gil bert and George 
Pulaa: Conti nuing R ... a, c h Projec t, IS 

Ramsden , Mel : 
Abstract Re/at/on, , 36 
Tho Black Book , 21 
Excerpt■ from "8 l• •Nl98 1lwea" Book, 67 
From the "NOIN on Analyals" Book, 13&-37 
Secret Painting and Secret Pl- , 37 
The Soc iety for Theoretical Art and Analysls, 

37 
Unti tled (nonvlaual a,t) , 32 

Raus.:henberg , Rabon : Portra it of l rlt Clert, 27 
Rinke, Klaus : Primary Demonstra llona , 231 , 239 
Robbin , Anthony : Smlrhson·, Non.Sile Sights, 79 
Rockburne , Dorothea : Scalar, 249 
Rockman . Arno ld : ' Random Sample , N~2 .' organ 

ization and catalogue , 39-40 
Roaarlo group : 

'Exper imental An Cycle .' 49 
organ lnt lon of Cicio de Ane Experimental . 43 
Tucuman. Flrst Stage of lhe Publlc lty Cam• 

palgn, 59 
Rose, Arthu r: Four Interv iew, with /1.tthur Rose 

(Barry , Hueblar , Koauth, Welner), 71- 73 
Rose. Barbare: The Value of Didact ic Art , 27 
Rosenberg, David : Note, lrom a COnveraatlon 

Tape wfth Vtro Acconcl , 243-45 
Rosing, Larry : Barry Le Va and i ha Non-Deacrlpt 

Descript ion, 11 &-17 
Alickrlem , Ulr lch : Cl rclN , 24-' 
Rupperaberg , All en: 

H•r at the Ambllua dor, 110 
two page■ from 25 pl.-. 212 

Auscha, Edward : 
Bualneaa ca rds, 38 
Coplan, Interview, 12 
Crack.era, 70 
Ewery B.ulldlng on SunH I Stri p, 71 
Nine Sw imming Paol a and a Broken Glau, 38 
Royal Road Teat, 22 
V1rl011a Small Fires, H . 12 

Ryman, Robert ; 
Adalph l. 26 
Clau lco painting series. 26 
Standard painting series, 2S-27, 26 
Tuchman Interview , 2.S-27 

Salvo : Letters of taonard o aa Vinet 10 Ludovico 
It Muro, 1969, 70-71 

SChulman, David : notes on execution ol LeWllt 
Guggenh eim wall drawing, 201-2 

SChum, Gerry : 
Land Art , 94 
TV gall ery statement. 94 

Serra , Richard : 

Long Beach lala ncl, Word LocaUon, 106-7 
Slant Step Book (Weidman) , 71 
Spluhl ng, 63 

Sharp, Willoughb y: 
'Air An ' organlza1lon and te•I. 43 
Avatanoht1 edll or. 183-85 
Body Works (Oppenhe im). 185 
Burnham Interv iew , 202 
'Earth Art ' organization and catalogue 78 
An Interv iew wi th Jo:iet Beuya, 121-22 • 
Oppenhe im Interview, 183-M 
' Pier 18' organlullon , 222 
Smithson Interview, 183--34 

Siegel , Jeanne : An Interview Wllh Hens Haacke 
2,0 ' 

Slaoelaub, Seth : 
Art Wfl hout Space symposium, 127-33 
Bradford College &how (Kosulh , Morrie}. 93 
Bradford College show and aympoalum, <4C>-44 
' 18 Paris IV. 70' organ ization , 1/Jf~ 
'January 5-31 , 1969,' organization and talt1 71 
July/ August Exhibition adllor , 179 • 
'Ju ly-Auguat-September . 1969.' organlutlon 

and catalogue , 10/J 
'March 1- 31, 1969." organlutlon, 79-80 
Meyer lniervlew , 12~26 
'November . 1968,' catalogue as show (liuebler) . 

60 
Seven Facsim ile Notebooks of Poetry (Andre) 

68 • 

'Simon Fraser Exhibition' organization , N-100 
Slate1Mnta (Welner) , 37 
Time: A Pana_/ DlacuH lon, 81-M 
Windham College 1how and aympoaium, 4&-48 
The Xeroit Book , 64 

Smith , Tony , 28 
Smithson , Robert : 

Asphalt Rundowrl, II 
Avalanche Interview, 183-iM 
The Domain ol the GrHf S.■r, 1'1 
Map for a Double Nonelte , M 
The Monument, ol Passaic , 34 
A Museum of Lan9uege In the Vicinity ot Art , 

«~5 
Nonsile s Ir, the news (Perrault) . 711 
Norve ll interview , 87-90 
Oun /,/ntlnilfes and the Waning ol Space , 19 
Runway Layout Ultlfflat9 Plan ; Wandering 

Earth Mounds and Grnel ......_ 21 
A Sedlment,tton ol the Mind · E■ntt Pro/eors, 

56 
Smithson •, Non.Site Sight• (Robbins) , 711 
Tar Pool and Grnel Pit, 13 
Tow1rd1 the Development of an Air Terminal 

Site, 27-28 
Snow. Mlchael : 

Cameron Interview . 38 
Fl rat to Lael, 38 
Letter from Mlchael Snow, 34 
New York Er• and Ear Controf , 34 
01 a Ladder, 219 
Poindexter Gallery show and ■tatement. 38 
Wavelength, 3' 

Sonnla.r, Keith : 
Dia-play, 173 
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McLean, Bruce (cont .) : 
People Who Malle Ar1 In Glau Holl9ff , 194 

MacLow, Jackson : An Anth.Ology, 22, 258 
McShlne, Kynuton : ' Information' organization 

and catalogue , 178-79 
Munz, Paul : 

' 19:45-21 :45' organization and catalogue , 30 
Serlel/e Format lonen , 27 

Marla, Walter de : 
A.rt Yard , ~5 
50M1 (1,600 Cubic Feet) Level Dire/ The Land 

Show : Pure Dire/ Pure Earth/ Pure Land, 54 
Mll-.l.Of19 Drawing , SS 
Th,..-conunent ProJec1: • .• , 55 
Two une, ThrN Circle, on the DeMrl, 66 
Walllr de Mart, : The Singular Exper ience 

(Bourdon), 65 
Welter de Merla : Word and Thing (Adr ian), 24 

Matenovlc , Mflenko : 
String Bending Wheat. 153 

Marz, Mari o: Marlo Men : La Serie di Fibonacc i 
(Barllll) , 2-47-48 

Relell0Mhlp1 of Growth Within Ille O.welop. 
ment of a Tr• ••• , 241 

Mauer, Thoma : 
c1nce11 Haacke Guggenheim show, 227 

Meyer, Uraula: 
Beuya conversation , 19 
Interview wi th Lippard , 6-9 
How ta EKplaln Picture, to a Dead Hare 

(Beuya), 1-46 
Slegelaub Interview , 124-26 

Mlll laa, Ian; 
"malling pieces ,'' 155 

Morr is, Robert : 
air tarmlnal sculpture , 28 
Anti-Form , ~ 
Aluminum, Aephall, Clay, Copper , Felt •• • , 93 
Box with Ille sound of Ill Own Malting, 93 
Bradlord College show and seminar (Kosuth), 

93 
Clrd.flle , 27, 29 
' FRARMRROREEAOFIBSEATERLR' (Ferrer) , 115 
Guggenhe im Museum lecture , 31 
Lippard conversation , 256-58 
Lippard review , 27, 93, 115 
Lltanlff , 27 
A Method for Sort ing Cows, 34 
'Nine at Leo CU1elll Warehouse ' organization 

62 • 

Metered Bulb, 27 
The Propert/e, ot Mater /a/a: In the Shadow ol 

Robert Morris (Leider) , fU 
Statement of EetheUc Withdrawal , V 
Steam Cloud , 11 
UH thla telegram, 'Z7 
Th• Xerox Book , tu 

Miiller , Gr6Qolre: Ovatre non pelntres , 32 
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Art History / Cultural Studies / Ph1losopny 

In Six Years Lucy R. Lippard documents the chaotic network of ideas that 
has been labeled conceptual art . The book is arranged as an annotated 
chronology, into which is woven a rich collection of original documents 
including texts by and taped discussions among and with the artists 
involved and by Lippard, who has also provided a new preface for this 
edition. The result is a book with the charac ter of a lively contemp orary 
forum that provides an invaluable record of the thinking of the artists
an histo rical survey and essential reference book for the period . 

"A marvelous book .... Nothing short of a reading of the whole can provide 
even a faint suggestion of its liveliness or the range of ideas it covers ." 

- Alfred Frankenstein , ARTnews 

"Many artists, curators, and cultural critics will be interested in the re
publication of th is anthology since the movement it gives contour to has 
had a tremendous influence on the contemporary art of the last 25 years, 
and on the critical discussion surrounding the concept of postmodernism. " 

-A lexander Alberro , coauthor of Tracing Cultures: 
Art History, Criticism, Critical Fiction 

" It 's a sweet book , full of good humor and packed with information. 
A uniquely valuable reference account, it is used widely in teaching. " 

- David Carrier. author of High Art : Baudelaire and 
the Origins of Modern ist Painting 

Lu cy R. Lippard is a writer, act ivist , and curator , and the author of 17 books Includ ing Eva 
Hesse , Overlay: Contemporary Arl & the Arl of Prehistory. Mixed Blessings : New Art In a 
Multlcultural America , The Pink Glass Swan, and The Lure of the Local : Senses of Place 
In a Mutt/centered Society. 
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