
Dora Maurer 

Tom Marioni 

Per Kirkeby 

Jaroslaw Kozlowski 

Endre Tot 

Nam June Paik 

Peter Donath 

Janos Major 

Stanley Lunetta 

Ken Friedman 

Tony Gnazzo 

Jiri Valoch 

Maria Michalowska 

Eva Lurati 

Eugen Brikcius 

Dietrich Albrecht 

Wolf Vostell 

Jock Reynolds 

Fluxus 

Zdzislaw Jurkiewicz 

Stu Horn 

John Paul Rhinehart 

Stanley Marsh 3 

Milan Knizak 

Christo 

Gyula Gulyas 

Eric Andersen 

Max Neuhaus 

Victor Grauer 

Image Bank 

Allan Kaprow 

Charles Amirkhanian 

Zorka Saglova 

Dick Higgins 

Olaf Hanel 

Joseph Beuys 

Nicolas Slonimsky 

Robert Filliou 





EDITORIAL 

We first began planning this issue of SOURCE MAGAZINE, 
" International Sources", in the summer of 1971. 

I met Stan Lunetta in the Musical Basement of his rambling 
Sacramento home. Full of computers, hummers, buzzers, 
tweeters, telephones that play sonatas, all kinds of musical 
instruments both old and Lunetta-originated. 

Stan serenaded me - and, on another visit, sculptor­
performer Jock Reynolds - with his machines that play 
themselves. And every time I visit him, he brings forth 
a new musical device. One of my favorites is his telephone, 
hooked up to a box (De Daddle Dee) that substitutes 
everything from Dixieland to Baroque Fugue-forms in the 
place of a bell ringing calls in. Stanley taught it to com­
pose, of course. De Daddle Dee and the Sound Hat are 
two of his Moosack Machines featured in this issue. 

Our principles of editorship were manifold. We sought 
to gather together in this issue the most interesting sources 
bridging the gaps between the many arts. This issue is 
called International Sources because we tried to gather 
artists of the many arts who are seminal in the new ways 
of being and thinking that burst forth as musical and visual 
and tactile arts in our time. 

As first gatherer of materials and guest editor, I began 
seeking material with a certain rationale. From the past 
masters of new music come the complete symphonies of 
Nam June Paik, never before printed in one complete opus 
and work by Nicholas Slonimsky, the grand old man of 
avant garde music. 

Long on the intermedia scene, Dick Higgins might be 
called a past master of the new music, but as easily a poet, 
happener or essayist. His contributions here speak for one 
side of this complex and seminal mind of the new men­
a/ity in America. Max Neuhaus, introduced to readers of 
SOURCE in Issue #5, returns with Water Whistle. 

Fluxus is represented not only by its own concert sheet 
from a 1966 printing, but by Fluxus members Paik and 
Higgins, Per Kirkeby (spokesman for Copenhagen Fluxus 
North), Dietrich Albrecht (editor of Reflection Press and 
Co-Director of Fluxus West in Germany), Milan Knizak 
(founder of the Aktual movement and major spokesman 
for Fluxus in Eastern Europe), Eric Andersen (Denmark's 
most notorious Fluxus-fellow), Wolf Vostell (Fluxus hap­
pener in Germany and frequent Fluxus activist-promoter), 
and Jock Reynolds (sculptor, farmer, founder of ECBS, and 
my companion as the only other California Fluxus-bruder). 
Robert Filliou (one of the early fathers of conceptual art, 
jolly asker of questions, and one of the first artists to move 

into telepathy) and Joseph Beuys of Fluxus Zone West 

whose life has so melded with his art that we include his 
reasons for not creating a new work for "International 
Sources" as his participation . My own work as a Fluxus 

member and a Director of Fluxus West naturally flavors my 
work with this issue of SOURCE, and the multiple-use 
arrangements we planned for it, but my actual contribu­
tion is that of the New York Correspondence Weekly 

Breeder, Volume One, prompted by continuing requests 
from NYCS members and current Breeder Editors for a 
reprint of that hard-to-find first series. 

The Correspondence School of Art is here represented by 
its long-time advocate, "The Cleanest Man in Philadelphia", 

Stu Horn, often called The Northwest Mounted Valise. Tot 
Endre, Hungary's leading correspondent, represents Eu­
rope's Postal Systems of Art. 

Northern California, long an international source both 
through this magazine and through concerts, radio, and 
publications of all sorts, is represented by the aforemen­
tioned Lunetta, by the work of tonal terrorist Tony Gnazzo, 
and by Charles Amirkhanian - now coming to recognition 
as a genius not only of muscianship but of musical leader­
ship as Music Director of Pacifica Radio KPFA in Berkeley. 

Stanley Marsh the Ill is an eccentric. His Tree Harp is 
available for you here. His other activities are classified Top 
Secret, and despite attempts to present them, they will so 
remain until some future date. 

Allan Kaprow, the gentleman and scholar who f irst named 
happenings, but now just makes " activities" is much too 
well known to discuss here. Tom Marioni is one ·of the 
better known conceptual sculptors of the San Francisco Bay 
Area. Founder of the Museum of Conceptual Art, he is 
one of those California artists whose work has begun to 
circulate around the world in the last year or two. 

In this issue, we bring to the United States - and much 
of the rest of the world - the work of a number of 
tremendously vital Eastern European artists. These are 
people whom I feel deserve a much greater amount of 
recognition than they have yet received. They include 
Hungarian artists Dora Maurer, philosopher of time; Peter 
Donath, personality sculptor; Janos Major, theologian of 
the Inevitable; Gyula Gulyas, physician of geology; and 
the previously discussed Endre Tot. If there were a Fluxus 
in Hungary, these would be among its strongest members. 

From Poland we have the work of calendarist Maria Micha­
lowska and Linguistic Gymnast, Jarowslaw Kozlowsky. 
Zdzislaw Jurkiewicz joins us as well. 

From Czechoslovakia, we have Milan Knizak, well-known 
in the West, as is his compatriot, Jiri Valoch. 

Destined to become known are Eugen Brikcius who re­
discovers an ancient principle into new aesthetics ; Zorka 
Sag/ova, Whose performances constituted one of the most 
virtuous exhibitions recently presented by Fluxus West ; 
and Olaf Hanel, another activist from the East. 

It is my feeling that Knizak's influence is very powerful in 
the Eastern European countries, but that the generation of 
artists now coming to light is making unique and original 
contributions of their own. I feel that there is an almost 
national and regional emphasis and vitality in the work of 
Eastern European artists - Polish art tending toward the 
discreet, the intellectual, the graphically vivid ; Hungarian 
art tending toward the spiritual, refined, well-bred, born 
of some inner well of being; Czech art very physical, 
action-oriented, most resembling that powerful sensibility 
epitomized by the early Aktual and Fluxus works in Czech­
oslovakia. Through correspondence with many artists in 
those lands, I have come to feel that Fluxus philosophy 
has merged with a tough, regional viability to produce 
valuable explorations in the arts of the new sensibility. 

Canada's Image Bank is a high energy grid-system of inter­
linkage and activity that bursts forth in performance, 
archiving, documents, jokes, and gourmet cooking. Their 

work may well be the gem of th is issue, in terms of an 
emerging view of the world-at-90-degrees. 

Christo is the artist whose work we selected for the cover, 
not only because of the resemblance of his Valley Curtain 

cables to the musical staff, but because of the resonance 
of his work in the world. Christo stands out as an artist 
whose objects and the gestalt that forms about them is 
musical of itself. He rings the world like a gong, and as 
a major international source in the arts, we fe lt it appro­
priate that this unique man - part of no group, partisan 
to no theory of aesthetics - would best represen t our 
issue on its cover. 

I wanted to use these pages to make a quick introduction 
of the participants of this book/magazine/exhibition/ con­
cert to you. If it seems as though I went out of my way 
to say something nice about everyone, it's because I have. 
Serving as chief editor for hundreds of Fluxus West publi­
cations, editoral staff member to a score of journals and 
magazines and organizer/archivist fo r several major exh ibi­
tions and research projects, I've seen the work of about 
3,000 artists over the last 9 years. For a variety of reasons, 
there are works I should very much like to have included 
in this publication which were not possible to include. 
But beyond the sad omissions, I must say that I have 
rarely enjoyed so much a series of works for a project, 
nor brought together in so compact a space such a diverse 
and rich set of works. 

It has been a great privilege to work with these musicians, 
artists, composers, performers . people. And a great 
delight to join Stan Lunetta as an editor of SOURCE 
Magazine. 

KEN FRIEDMAN 

* * * 
This issue of SOURCE is by far the least typica l of what the 
magazine has come to be abou t. When Ken Friedman 
said that he wanted to collaborate on an issue I said, " Su re, 
why not? Some new input would help." I did not, at that 
time, realize that the issue wou ld have such a clear point 
of view. 

The purely " musical " reader may, at first, be dismayed at 
the contents of Issue # 11, in that it contains few " notes" . 
However, if one looks at the p receding ten issues, the 
content of #11 is almost inevitable. 

As guest editor, Ken was responsible for gathering most 
of the material for SOURCE # 11. The contributors to this 
issue, with a few exceptions, are al l new acquaintances 
to SOURCE readers. All of them are accompl ished artists, 
but few of them could be called " composers". Their 
various solutions and approaches to musical expression 
are fascinating, and I f ind the works contained in this 
issue to be provocative, informative, and unique. 

" lntermedia", " mixed media", " happen ings" and all other 
crossings from o ne art form to another have been an 
integral part o f Avant Garde music. Two of the composers 
in this issue are presenting technological works. Artists 
are presenting musical works. Time, long the exclusive 
territory of music, is dealt with by visua l artists. The def ini­
tion of music which has been stretched (as seen in earlier 

issues of SOURCE) to extreme length fina lly snaps. The 
works in SOURCE # 11 make this point quite clearly. 

STAN LUNETTA 



INTERNATIONAL SOURCES: Notes on the Exhibition 

International Sources is more than an issue of SOURCE Magazine. 

It was planned to be read and used as both a catalogue to an exhibi­
tion and as an exhibition itself. 

There has been a crying need among many exhibition spaces and 

institutions to be able to present a good show of seminal minds in 

the new arts. Unfortunately, it costs a good deal to mount an exhibi­

tion, and beyond the cost of an exhibition itself, a great deal of 

specialized knowledge, time, and money are required just to lay the 
groundwork for such an undertaking. 

It has been for many who would like to do so, therefore, nearly 

impossible to bring together a show which makes available the work 

of a good number of major contemporary artists from around the 

world, particularly artists as divergent in media and far-spread geo­

graphically as we present here. Nonetheless, an intellectual and 

spiritual cohesiveness appears among divergent artists of the new 
aesthetic, and it is this cohesiveness that makes such a presentation as 

desirable as it is difficult. 

Since 1966, the work of Fluxus West has been to undertake a coordin­

ated series of experimental projects in researching, interchanging, 

transmitting, archiving and presenting international activities in the arts, 

music, the dance, and allied fields of human creative behavior and 
philosophy. These projects have included our International Contact 

List of the Arts, begun in 1966 as a sharing of our mailing list and 

networks of interchange, moving through the large Canadian edition 

which served as the origin for FILE Magazine's International Artists 

Directory. It has been used with great success by many projects, and 

will hopefully appear soon in an enlarged, revised format with over 

2,000 names and addresses. Another major project is the Fluxus West 

Archives, which together with my own collections, comprise over 
20,000 documents, books, photographs, artworks, scores, publications, 

periodicals, etc., in the new arts and the areas of our interest. During 

the years between the beginning of our work and now, we have 

also tried dozens of formats for exhibitions and festivals, publications 

or any way at all to help make information and activity accessible to 

interested individuals. 

When invited, therefore, to edit this issue of SOURCE Magazine, 

specifically with the understanding that we w ere to prepare an issue 

as viable in art as in music, and comprised of many as well known 

in visual arts as in aural arts, it seemed natural to prepare this to be 

an exhibition as well as a magazine. It is a lovely play on the usual 

nature of SOURCE, designed as a magazine of the avant-garde music, 

and as often as not used by visual artists. But it is a valid step for­
ward both for SOURCE, and in formats of exhibition that work 

visually as well as intellectually, the one step too few " paper" exhibi­

tions have been able to accomplish. 

Since the early '60's, the Fluxus group has been a vital source of new 

ideas in the arts, not only of formats for thought and presentation, but 

of entire new media and philosophies. Conceptual art was first named 

and developed, for example, by Henry Flynt in his essays of the late 

'50's and early '60's entitled Concept Art. Dick Higgins, known as the 

namer and prime philosopher of intermedia, carried on a great deal 

of pioneer work, both his own and that of others, through the work 

of Something Else Press. In the mid-'60's, Fluxus West came into 

being, and perceived its work as that of applying in social contexts the 

earlier work of the Fluxus members, as well as carrying on its own 

research and representing the Fluxus group in the U.S. outside the 

general Mid-Atlantic region and in other areas of the world, particularly 
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England where Fluxus West in England (a.k.a. FluxENGLANDWest) has 

blossomed into a major branch of contemporary Fluxus activism. 

There has been a good deal of overlap between the membersh ips and 

constituencies of all these groups, the three of which are possibly 

now the longest-lived such groups in the world, as a free-form arts 
cooperative, as an avant-garde publ ishing house, as an active research 

and information/action network, and all three as focal points for 

interchange and flow. All have been through changes, and it is 

interesting that all play a part in the formation of this exhibition 

joined together by SOURCE Magazine, grand-daddy of the current 

avant-garde music journals. 

By way of a research note, you will find further investigation into 

these three sources of deep interest if you wish a better historical 

background on the material presented here, and on contemporary 

activity in the arts and music. FLUXUS, P.O. 180, Canal Street 

Station, New York City, N.Y. 10013 still provides publications, including 

the earliest conceptual publications of events, pocket-sized exhib itions, 

performance pieces, etc. SOMETHING ELSE PRESS, P.O. Box 26, West 

Glover, Vermont 05875 maintains a large stock of well-made books 

from 1964 to the present, as well as imported materials, all containing 

the most basic work of the arts of the new mentality which are so 

strongly changing the scene around us today. FLUXUS WEST, 6361 

Elmhurst Drive, San Diego, Calfornia 92120, continues to wo rk in 

archiving and research, but now devotes its major initiative to providing 

lecturers, exhibitions and programs of activitiy for others, in keeping 

with its continual concern for outreach and application of aesthetic 
discoveries to the real world. 

Rather than try to trace down every individual and activity presented 

in this exhibition, we offer you the three sources listed, and obviously 

SOURCE itself, where some research and investigation will w ithout 

fail bring the curious into contact with all presented here and with 

much more. 

This exhibition is not intended as a definitive presentation either of 
the arts developed in the '60's, nor of what is happening today. 
While some amounts of definitive material are presented here­

including the first full publication of the completed symphonic work 
of Nam June Paik and the first major publication o f collected pieces 
by Stu Horn-other materials are simply introductions to tremendously 
exciting areas of the arts that need further careful research. You will , 
of course, find certain key pieces in the work of several artists: pre­
viously unpublished photographs of Christo's Valley Curtain, of Dora 
Maurer's Time Pieces, of Milan Knizak's later work all appear here. 
The complete text of Wolf Vostell's T.O.T. is made available for the 
first time, and one of the Fluxus performance sheets which obviously 

has had so much influence on arts activity since its publication is 
reprinted to to meet the growing demand for such materia l. My own 
New York Correspondence School Weekly Breeder began as a lark in 
1971, and went through several changes of editorship and format to 

survive as a living entity since that time. Frequent requests for the 
long-unavailable first edition led me to select it, rather than another 
project more reflective of my day-to-day interests, as my own contri­

bution here. 

You can see, therefore, that while this issue is by no means a defini­
tive exhibition, it is a carefully prepared project making available 
material that is either new, historic and long unavailable or seminal, a 

true gathering of In terna tional Sources. 

This is not the place to try to sum up what has happened in the 
arts during that vital period of the '60's, culminating now in what 

some call the dematerialization of art, the disappearance of the object, 
or earth art, process art, concept art, art povera, etc. No one has yet 

been able to make an accurate history, and-with the notable excep­

t ion of Germano Celant's ART POVERA, and Lucy Lippard's SIX YEARS 

-even anthologies of certa in phases of this activi ty have not received 

wide circulation. Many prematu re statements have been made and ill­

informed books written w hich only serve to con fuse the situation . In 

the last three years I have heard or seen about 10 or so statements or 

claims that this or that individual first named or developed concept 

art . . . in 1968, 1969, or perhaps in 1967. A bit of research will of 

course bring to light Henry Flunt's work of the late '50's and early 

'60's, documented and verifiab le, and-at this moment-the earl iest 

known use of the term concept art. One source gives credit to an 

individual for preparing the f irst conceptual exhibi tions . . . almost 

a decade after it was first done. Despite the fine work of the indi­

viduals o f ten mis-cited, and the spurious claims lodged in their names, 

these situations make understanding what really happened more d iffi­

cult than the complex problem it already is. It's become so confusing 

that one major art journal goes to great lengths to publish accurate 

material in its news and articles section whi le allowing its own 

writers and editors to suffer contradiction by inept reviewers in the 

book section who quote and present the worst, rather than the best 

sources! 

As things go, these situations w ill balance out as more source materi al 
and early work comes to light in the hands o f careful critics and 

scholars. Rather than belabor the point, my one wish is that those 
who present and seek to " make" art hi story do so with an eye to 
tru th and accurate reporting rather than the circles of profit and 
friendship which too often obscure clear facts. It is our purpose here 
to present work both new and old which we felt seminal and interest­
ing, obviously somew hat affected by our taste and judgement, and 

sadly marred by a few missing works which we could not present in 
this format for technical reasons. 

In terms of the product you hold in your hands or see before you, we 
faced some technical problems in creating a magazine that was also to 
be both catalogue and exhibi tion. Our designers did their best to 
overcome this problem, so that you may read i t either way. 

When deciding on the best fo rmat for exhibit ing, we felt that the work 

should simply be prepared to allow page-for-page mounting on a 
wall su rface. Th is was the simplest and most economical method 
of making International Sources available as a completed, ready-to­
install exhibition. 

Fluxus W est has helped make it possible to make the exhibition Inter­
national Sources available to . interested institutions at little or no cost, 
according to the situation. If you or anyone you know is interested in 

presenting the exhibition, please feel free to contact SOURCE Maga­
zine, Fluxus West or one of the arts organ izatio ns which wi ll be 
handli ng the exhibition program. The exhibition is avai lable in a simple 
variation on the format of the magazine and can be easily installed 
in a matter of hours. 

I would like to thank the art ists for their cooperation and participation. 
Special thanks are due to D ick Higgins, Klaus Groh, and Hanns-Werner 

Kalkmann, continual sources of information and advice. SOURCE Ed itor 
Stan Lunetta, and his staff, Kurt Bischoff and Ham Stevenson, were 
obviously indispensable to th is exhibition. My thanks go to Kerry 

Marshall and Hanns Sohm for information, friendsh ip, and encourage­
ment, and special thanks to Diane Berendt for her support and 
enthusiasm. 

KEN FRIEDMAN 

Executive Director 
Fluxus West 

January 1974 
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INTERNATIONAL SOURCES: Notes on the Exhibition 

International Sources is more than an issue of SOURCE Magazine. 

It was planned to be read and used as both a catalogue to an exhibi­
tion and as an exhibition itself. 

There has been a crying need among many exhibition spaces and 

institutions to be able to present a good show of seminal minds in 

the new arts. Unfortunately, it costs a good deal to mount an exhibi­

tion, and beyond the cost of an exhibition itself, a great deal of 

specialized knowledge, time, and money are required just to lay the 
groundwork for such an undertaking. 

It has been for many who would like to do so, therefore, nearly 

impossible to bring together a show which makes available the work 

of a good number of major contemporary artists from around the 

world, particularly artists as divergent in media and far-spread geo­

graphically as we present here. Nonetheless, an intellectual and 

spiritual cohesiveness appears among divergent artists of the new 

aesthetic, and it is this cohesiveness that makes such a presentation as 
desirable as it is difficult. 

Since 1966, the work of Fluxus West has been to undertake a coordin­

ated series of experimental projects in researching, interchanging, 

transmitting, archiving and presenting international activities in the arts, 

music, the dance, and allied fields of human creative behavior and 

philosophy. These projects have included our International Contact 

List of the Arts, begun in 1966 as a sharing of our mailing list and 

networks of interchange, moving through the large Canadian edition 

which served as the origin for Fl LE Magazine's International Artists 

Directory. It has been used with great success by many projects, and 

will hopefully appear soon in an enlarged, revised format with over 

2,000 names and addresses. Another major project is the Fluxus West 

Archives, which together with my own collectiohs, comprise over 

20,000 documents, books, photographs, artworks, scores, publications, 

periodicals, etc., in the new arts and the areas of our interest. During 

the years between the beginning of our work and now, we have 

also tried dozens of formats for exhibitions and festivals, publications 

or any way at all to help make information and activity accessible to 
interested individuals. 

When invited, therefore, to edit this issue of SOURCE Magazine, 

specifically with the understanding that we were to prepare an issue 

as viable in art as in music, and comprised of many as well known 

in visual arts as in aural arts, it seemed natural to prepare this to be 

an exhibition as well as a magazine. It is a lovely play on the usual 

nature of SOURCE, designed as a magazine of the avant-garde music, 

and as often as not used by visual artists. But it is a valid step for­

ward both for SOURCE, and in formats of exhibition that work 

visually as well as intellectually, the one step too few "paper" exhibi­
tions have been able to accomplish. 

Since the early '60's, the Fluxus group has been a vital source of new 

ideas in the arts, not only of formats for thought and presentation, but 

of entire new media and philosophies. Conceptual art was first named 

and developed, for example, by Henry Flynt in his essays of the late 
'50's and early '60's entitled Concept Art. Dick Higgins, known as the 

namer and prime philosopher of intermedia, carried on a great deal 

of pioneer work, both his own and that of others, through the work 

of Something Else Press. In the mid-'60's, Fluxus West came into 

being, and perceived its work as that of applying in social contexts the 

earlier work of the Fluxus members, as well as carrying on its own 

research and representing the Fluxus group in the U.S. outside the 

general Mid-Atlantic region and in other areas of the world, particularly 
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CHRISTO 

Valley Curtain Corporation Christo 
48 Howard Street 
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Christo completes Valley Curtain. 

New York. New York 10013 
Ph. 212 966 4437 

P.O. Box 1148 
Rifle, Colorado 81650 
Ph. 303 625 2220 

303 625 1750 

On August I 0, 1972, in Rifle , Colorado, at 11 am, a group of 35 

construction workers and 64 temporary helpers, art school, college 

students, and itinerant art workers tied down the last of 27 ropes that 

secured a 200,000 square foot orange curtain to its moorings at Rifle 

Gap, seven miles north of Rifle on Highway 325. 

The project, by New York artist Christo, took 28 months to complete. 

Some had said "ir cannot be done," however it was realized in perfect 

team work by hardhats and longhairs . On completion Christo was 

carried on the shoulders of construction workers and traditionally 

dunked into Rifle Creek while a Denver skydiving group came sailing 

down the Gap on colored parachutes, cars and horses competed for the 

honor of first passing through the 24 foot arched opening in the curtain. 

On October 10, 1971, when the ill-fated Curtain hung in shreds, Christo 

vowed to finish his project, and 10 months later he made good on this 

promise. The 1972 Valley Curtain was designed by Unipolycon, Lynn, 

Mass. , and the Ken R. White Company of Denver. Ir was built by A and H 

Builders of Boulder and Thornton, Colo., under the site supervision of 

Henry B. Leininger, with Universal Steel Erectors of Denver, as sub-

contractors. Dr. Ernest Harris, senior staff engineer, and Delbert Sutton, 

field engineer for Ken R. White, redesigned the Curtain's suspension 

system, slope anchors were reinforced, some were added and others were 

abandoned. 

Co-Sponsors. 

Kaiser Wilhelm Museum-Sammlung 
Lauffs, Krefeld 

Kestner-Gesellschaft, Hannover 

Museum Boymans-van Beuningen, 
Rotterdam 

Staatsgalerie, Stuttgart 

Stedelijk Museum, Amsterdam 

The Museum of Fine Arts, Houston 

Vereniging voor het Museum van 
Hedendaagse Kunst, Gent 

Von der Heydt-Museum, Wuppertal 

Peppino Agra ti, Milan 

Mr. Mrs. Th. Ahrenberg, Chexbres 

Mr. Mrs. Rolf Becker, Munich 

Annibale Berlingieri, Milan 

Serge De Bloe, Bruxelles 

Jeanette Bonnier, New York 

Giovanni Camuffo, Venice 

Atti)io Codognato, Venice 

Mr. Mrs. Philippe Durand-Ruel, Paris 

Mrs. Sabina Fontana-Camuffo, Venice 

Lewis Kaplan, London 

Dr. Mrs. P. de Laage, Antibes 

Guido Le Noci, Milan 

Mr. Mrs. N. Lieb, Philadelphia 

Mr. Mrs. Victor Loeb, Bern 

Dominique and John de Menil, Houston 

Henning Rasner, Cologne 

Mr. Mrs. Tage Rettby, Lausane 

Meshulam Riklis, New York 

Mr. Mrs. Dieter Rosenkranz, Wuppertal 

Mr. Mrs. Gunther Rovekamp, Zurich 

Mr. Mrs. Horace Solomon, New York 

Mr. Mrs. Jorgan Span berg, Stockholm 

Mr. Mrs. Jan Sydow, Stockholm 

Daniel Varenne, Paris 

Mia and Martin Visser, Bergeyk 

Christoph, Andreas Vowinckel, Cologne 

Aronowitsch Gallery, Stockholm 

Art in Progress, Zurich 

Galerie Henri Creuzevault, Paris 

Galerie Mathias Fels-Rosa FaUre, Paris 

Fischer Fine Art Ltd., London 

Allan Frumkin Gallery, New York 

Galerie Semiha Huber, Zurich 

Annely Juda Fine Art, London 

Galerie Kriwin, Bruxelles 

Galerie Yvon Lambert, Paris-Milan 

Landfall Press, Chicago 

Galleria del Leone, Venice 

Galleri Loenadler, Stockholm 

Manus Presse, Stuttgart 

Multicentro Press, Milan 

Petschek Arts, London 

Sonnabend Gallery, Paris-New York 

Galleria Gian Enzo Sperone, Turin 

Galerie der Spiegel, Cologne 

Tanglewood Press, New York 

Wide White Space Gallery, Antwerp 

Ken R. White, Denver and Unipolycon, 
Lynn, Mass., Consulting Engineers 

A. and H. Builders, Inc. Thornton, 
Colorado, General Contractors 

Jan van der Marek, Project Director 

Scott Hodes, Legal Counsel, Chicago 

Photo Documentation Shunk-Kender, 
New York 

Film by Maysels Brothers, New York 

Publication Verlag Gerd Hatje, 
Stuttgart 

The main anchorages and the 4 supporting cables were used as planned and completed 

last year. The number of connections between the 4 main and the upper secondary cable, 

to which the Curtain was laced, had been expanded from seven to eleven. Design 

failures prevented the completion of the Curtain in 1971. To avoid a recurrence of 

ripping and snagging the bottom and excessive billowing in the wind, the 1972 Curtain 

was designed by Unipolycon partners D. Zagoroff and J. Thomson, and also made of 

woven ·polyamide made by J. P. Stevens and fabricated by Pioneer Systems of Columbia, 

Miss., with a tighter fit and tailored to the Valley's contour. By suspending it at a width 

of 1, 31 3 feet and a height curving from 365 feet at each end to 180 feet at the center, 

the Curtain remained clear of the slopes and the Valley bottom. Instead of using a 

steel cable running through a channel in the slope and bottom anchors, the present 

Curtain had been laced to a three inch dacron rope from which control and tie-down 

lines, three-eighth, one-half and three-quarter inches in diameter, run to the 27 anchors. 

A ten foot skirt attached to the Curtain visually completes the area between the 

thimbles and the ground. An outer cocoon was put around the fully fitted Curtain for 

protection in transit and at the time of its raising into position. An inner cocoon, 

integral to the Curtain, provided added insurance against a premature unfurling. Both 

cocoons caused delays in the Curtain's release but added suspense to an event watched 

by hundreds. 

On August 11, 28 hours after the successful completion of the Valley Curtain project, 

a gale estimated in excess of 60 mph. made it necessary to start the removal procedure. 

Rifle, Colorado, August 16, 1972. 

For further information: Christo, Rifle 303-625-2220, and 625-1750 

New York 212-966-4437 
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TOM MARIONI 
using my body to control sound feedback 
Whitchapel Gallery London June 1972 
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CONSTELLATIONS FOR THE THEATER 
1. enacted not acted. 
2. Problem : getting events to happen objectively and me­
chanically (more or less together) - very involved cuing 
system - fit piece to piece - "when you hear" cues along 
with objective situation cues (such as time, stage situation, 
color of stage lighting, etc.) 
3. integration of events in and off performance to get sound 
events to jell in. 
4. making changing relationship of event to environment. 

i - Constellation for 
Five Performers (Constellation ~1) 

Five performers, three radios, and two grand pianos are re­
quired for performance. One performer works with each 
instrument. The five performers select one of themselves to 
begin the performance. Two of the radios are placed inside 
the pianos (i.e., on the strings or on the harp). The third is 
placed elsewhere in the performance area. The performer 
who was selected to begin does so by switching on a radio. 
Immediately all other radios are switched on. As soon as 
each radio warms up enough to produce a sound, it is 
switched off. As soon as each piano performer hears the 
nearest radio produce a sound, he produces a sound on or in 
the piano, with or without the aid of a mechanical device 
such as a mallet or a typewriter. When each performer has 
produced one sound, the composition is over. In the case of 
repeated performances, the sound produced by each per­
former should be as different as possible from the sound he 
produced in the previous performance. 

ii - Constellation ~2 

Any number of performers elect a leader. Each performer 
selects a set of possible sounds wh ich will contribute to the 
environment of the particular performance (i .e., they will 
neither oppose nor be directly derived from or associated 
with the environment) . The leader gives each performer one 
die. Each performer throws his die. The number thrown is 
the number of sounds he will produce throught the perfor­
mance of his part. Each performer notates, by making marks 
in a straight row on a piece of paper, the points in the per­
fo rmance where he thinks his sounds should be produced, 
taking the horizontal as the duration of his part. Next the 
leader selects the order in which each performer will begin 
his part. He may direct any number of performers to begin 
together or at any point. Each performer throws his die 
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again. The number thrown is the duration of his part in min­
utes. This can be related to the markings on the paper by 
folding the paper into the number of minutes thrown (i.e., 
if a five is thrown, the paper is divided into five equal sec­
tions, representing five minutes, and the marks within each 
section fall proportionally within the minute as the section 
is divided). 
The leader begins the performance by standing before the 
performers and moving his arms, starting with the left arm 
held over his head, down and around and up with his right 
hand, so that his arms move through a complete clockwise 
circle, half a circle for each arm, at a steady rate, and so that 
the performers can judge the passing of time by watching 
the leader's arms and reading them as the second hand of a 
clock. Each circle requires exactly one minute to describe. 
Each performer begins his part as soon as the leader has 
begun to conduct. Each second performer begins his part 
as soon as he hears the performer ahead of him - i.e., the 
last first performer - produces a sound. He takes the point 
where the leader's arm is at that moment as his zero. In like 
procedure each performer begins his part. The performer 
ends when the leader becomes certain that the last sound 
which is going to be produced has been produced. (New 
York City, August 1959) 

iii - Big Constellation (Conste llation #3) 

Big Constellation is the set of stereophonic magnetic record­
ing tapes which are constructed acording to the following 
procedure : 
1. Required for construction : two tape recorders, one of 
them with a stereophonic playback, and a mixer: or three 
tape recorders. One reel o f magnetic recording tape, and a 
supply of empty reels and spli cing tape and leader tape. A 
splicing block, a demagnetized razor blade, and a stop­
watch. A reel of magnetic recording tape, preferably not 
empty, lasting 5'40". 

(NUMBERX) 

Dick Higgins 

2. Construct tape A by recording from the timed reel , here­
after called " x," at double speed, the f irst half of x, hereaf­
ter called " a2x." Record the second half of x, hereafter cal led 
" b2x," in reverse, " R," so that when the completed A is 
played in stereo, a2x and b2xR will sound together. 

3. Construct tape B by recording x at half speed. In sequence 
after it, record x at quarter speed, then at quarter speed re­
versed. Tape B can be represented by " x + x + xR." 

- - -
2 4 4 

4. Superimpose A and B to get AB, which has a duration of 
5'40". 

5. Construct tape C by recording b2x on one track and a2x 
on the other, so that b2x and a2xR will sound together when 
C is played stereophonically. Construct C at double speed. 

6. Construct tape D by recording x at quarter speed, for­
ward and backward in sequence in that order, to make 
" x + xR." 
4 4 
Add in sequence the reverse of x recorded at half speed, xR. 

2 

7. Superimpose C and D to get CD, both tracks of equal 
du ration, lasti ng 5'40" . 

8. Record AB on one track of the f inal tape, and record CDR 
in reverse on th'e other, so that CD comes out forward when 
ABCD is played in stereo. 

9. Confirm that ABCD lasts precisely 5'50" . If it lasts mo re, 
delete the extra. If it lasts less, destroy ABCD and start again. 

10. If a monaural version is to be made, delete the final 
thirty-seven seconds in order to avo id confusion with the 
definitive version . 



11. Confirm that the structure which has been made follows 
the theoretical scheme indicated in the figure below: 

A. a2x 
b2xR 

iv- Constellation #4 
Any number of per.formers may participate in Constellation 

Number Four. Each performer chooses a sound to be pro­
duced on any instrument available to him, including the 
voice. The sound is to have a clearly-defined percussive at­
tack and a decay which is longer than a second. Words, 
crackling, and rustling sounds, for example, are excluded, 
because they have multiple attacks and decays. The per­
formers begin at any time when they agree they are ready. 
Each performer produces his sound as efficiently as possible, 
almost simultaneously with the other performers' sounds. 
As soon as the last decay has died away the piece is over. 

New York City 
July, 1960 

v - Constellation for Orchestra 
(Constellation #5) 

This constellation is to be performed by not less than twenty 
performers with conventional musical instruments. Each 
performer selects one sound on his instrument. Then he 
figures which other performer is listed just before him when 
all the members of the ensemble's names are listed alpha­
betically. When everyone is ready, the signal is given to 
begin. The performer whose name is listed first produces 
his sound, at any pitch, dynamic, or duration, but not more 
than one sound or figuration of more than two pitches, 
dynamics, or durations is to be produced. As soon as the 
performer has produced his sound, the second performer 
may produce his sound at any time, i.e., he may, but does 
not have to, introduce a pause. As soon as the second 
performer has produced his sound, the third may produce 
his, and so the process continues through the alphabet. 
When the last performer has produced his sound, the per­
formance is over. (Sloatsberg, N. Y., August 1960) 

vi - Generalized Constellation 
(Constellation #6) 

Anybody produces a predetermined number of sounds ac­
cording to any predetermined system such that variety in 
the order and nature of each sound is implicit from per­
formance to performance, and such that all the particulars 
of any performance will vary from performance to perform­
ance with changes in the performers and the environment. 
(Denver, Colorado, October 1960) 

vii - New Constellation 
(Constellation #7) 

Any number of performers agree on a sound, preferably 
vocal, which they will produce. When they are ready to 
begin to perform, they all produce the sound simultaneously, 
rapidly, and efficiently, so that the composition lasts as short 
a time as possible. (Boulder, Colorado, October 1960) 

viii - Two Contributions 
I (Contribution #1) 

The performers elect a leader. Each performer selects a 
sound to produce which in some way contributes to the 
environment of the performance, but which neither opposes 
nor is directly derived from it. At a signal from the leader 
each performer produces his sound as efficiently as possible. 
When each performer has produced his sound the piece 
is over. 

II (Contribution #2) 
The performers elect a leader. Each performer observes 
the sounds already present in the environment of the per­
formance and he selects one which is likely to recur within 
the maximum amount of time which he feels the perform­
ance should last. At a signal from the leader, each per­
former listens for his sound. When he hears it, he sits down 
as quietly as possible. When each performer has heard his 
sound and has seated himself, the performance is over. 
(November, 1959) 
(Contributions #3 and #4 are reworkings for the theater and 
generalizations of Contributions #1 and #2.) 

ix - Final Contribution 
(Contribution #5) 

Any number of performers may execute Final Contribution. 

Each performer selects something he feels should happen in 
a performance situation, simultaneous with any other per­
formers' situations. Each performer then makes it possible 
for his selection to happen. The events selected happen 
as soon as all the performers are ready for them. The events 
begin and end almost at the same time. When the last event 
is completed the performance is ended. (Boulder, Colorado, 
October 1960) 

x - A Winter Carol 
(Contribution #6) 

Any number of people may perform this composition. They 
do so by agreeing in advance on a duration for the compo­
sition, then by going out to listen in the falling snow. 

Copyright 1961 by 
Richard C. Higgins 
423 Broadway 
New York 13, N.Y. 
All Rights Reserved 

LONG CONSTELLATION (Number 10) 
(for my father) 

1. Any number of performers from three up may participate. 
Each uses a votary candle and either a trumpet or a pitched 
chime and lightweight, unpadded wooden mallet. 
2. The performers enter a darkened area with their candles 
lit, and move slowly enough that their candles do not go out, 
together and apart, ad libitum, in improvisatory groupings 
and dispersions. Each trumpet performer produces one very 
low, clear, soft note every ten seconds. Only the bottom 
eight or nine notes of the instrumental are used in this piece, 
and these as softly as possible without losing rich tone, and 
without any special tone-effect, such as muting, flutter­
tonguing, etc. Each chime performer strikes his chime softly 
once every ten seconds with the ball, not the stick, of the 
mallet, so that the sound is as standardized as possible. 
3. A sound may be placed anywhere in the ten second unit, 
so that it is possible, for example, for a performer to wait 
nine seconds, do a sound in his tenth second, wait a sec­
ond, produce a sound in his second second, then wait eight 
seconds. Since this is intended as a piece with long and mod­
erately long sounds, very short ones are avoided. 
4. It is recommended that a pendulum with a flashlight af­
fixed to it be used as a conductor by hanging it in a way 
that it takes ten seconds to swing from side to side. 
5. The performers continue to perform for about twenty 
minutes, after which they leave one by one or group by 
group until they are all gone. 

Copyright© 1965, by Richard C. Higgins, 
238 West 22nd Street, New York 1001-1 
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FLUXFEST INFORMATION lgH,?~~;~,;",;,;n~\ehind 2 pianos 

FLUX F" EST S, P.O. BOX 18 Q opposile each other clash them to­
N E W YORK, N, Y. 1OO1 3 gether several times with depressed 

pedals. 

~~:;:tsa~i;~e~;I~ ~~i~h~l~~~:~;~;;:,~ CHOICE 8, 1966 
Lory.Most descriptions of pieces are Performer e~te~s with a violin case, 
abbreviated. Some pieces not fully removes a v1ol1n and a saw from the 

described list the availability of a case, saws ~he_ v1o_lin in half, re-. 
score.By score is meantanydescrip- places the v1ol1n pieces and. saw 1n 

tion of a piece fuller than one given. the case, bows down and ex1ts. 

Any of the pieces can be performed CHOICE 9, 1966 

anytime, anyplace and by anyone, Two performers fight among them­
without any payment to fluxus provi- selves with two violins as if they 
ded the following conditions are met; were swords, axes or bats. 
l. if fluxus compositions outnumber I 
numerical ly or exceed in duration CHOICE 10, 196_6 _ . Score. 
other compositions in any concert, 4 performers are d1v1ded into two ----------
the whole concert must be called teams. They draw lots for one violin. 
and advertised as FLUXCONCERT. The winning team plays the violin 
A series of such concerts and while the other team tries to get 

SPANISH CARO PIECE FOR 
OBJECTS, 1959 
Score. 

events must becalledaFLUXFEST. hold of it. DRIP MUSIC(DRIP EVENT>,1959 

2. if fluxus composition~ _do not ex- CHOICE 12, 1966 For single or 1'.1u!~ipl e performance. 

ceed non-fluxus compos1t1ons,each Two teams of performers compete A source of dripping water and an 
such fluxus composition must be against each other by pushing a empty vessel ar.e arranged so that 

~~cn~i~ir:~i~: ~o~~u~~:~Ea;Ebe omit- piano from opposite ends. ~h:c::~e:efr:\l:n'.nt~r~~~i~~~sel. 
ted at a cost of $50 for each piece FL~XVARIATION I . . FLUXVERSION I 

announced or performed. A piano o_r an_y other musical in- First erformer on a tall ladder ours 
Fluxconcerts, street fluxevents,. . strument 1 s hitched to tw~ ho~s~s, water ~rom a pitcher very slow I: 
fluxsport tournaments,fluxtelev1s1on eleph~nts ?r tr~ctors p~ll~ng · it in down into the bell of a french horn 
programs or entire fluxfests malyl be ?P~os1te directions until it breaks or tuba held in playing position by 
a.I so arranged by the fluxus co ec- in wo. the second performer at floor level. 

Live for a fee of Sl? _per performer CHOICE 15, 1966 COMB MUSIC <COMB EVENT>, 

ier day ~nd on c~~1ition: f () Performer performs in succes$ion 1959. Score . 
. t~ave costs o u~usp_er ormer s the following: 1-----------

or smgle supervi_sor 1s reimbursed l. nails down great cover of a piano; TIME- TABLE MUSIC, 1959 

beN 
OST 
l3ST 
on 

i·-- _______ ______ 

1 k1I~ ~I 
SNOWSTORM N0.1 

PAPER PIECE 
Improvisation with paper. 

OVERTURE 
Many containers within each other 
are opened until a noise maker in 
final container is unpacked. 

Paper gliders are distributed to an 
idle and waiting audience. 

SEPTET (FROM "LEMONS"! SNOWSTORM N0.2 
i-·· - -, ·--·-· --- A great quantity of paper flakes or 7 kettles, each equipped with dif-

FLUXUS PIECE F?R G.M. . crushed expanded white polystyrene ferent whistle.in nozzle is fitted 
2 events are advertised at 2 nergh- is dumped from a rooftop during a over ~ozzle with balloon. As water 
boring locations. Audience is windy summer day. is boiled balloons inflate while 
brought ln by two separated entries -- whistles play. Three performers 
into same hall, each audience CONFRONTATION NO.l shoot at balloons with pistols or 
separated by a curtain. Each participant wearing a paper darts or bows and arrows. 

_Fo_,_P•_•_fo_•m_'"_'_' _'"_rt_a_in_i_s _"_is_ed_. _ ~:: !~~~d t~h:n~;: i:fa~~~~e~~~il: SOLO DANCE {FROM "LEMONS"l 

defending himself with own sword Dancer lays down and secures leg 
against same allempts of his op- or legs to rope from a pulley, then 
ponenls. hoists self by free end of rope. 

PIECE FOR BEN PATTERSON 

----------1 CONFRONTATION N0.2 TRAFFIC LIGHT 

Take a train ride without buying a 
ticket. 

Performer(s) wait on red light.cross 
street or stage on green light. and lodging ~rovided, . 2. plays a very extended low note; 1.5_'_°'_'·---------

2. large equi~ment s~ch as pianos, 3. strikes the keys with his fists al- MOTOR VEHICLE SUNDOWN e5is~.dm'c:teb~' 1===:::11,1,,,r•'l'!'"<PC"tf?'#s'P ~ ... _ ... ,, ·~ ... ~ v•v· .. ~~ .... ·~ w ·-.. --~ CONFRONTATION NO 3 VARIATIONS FOR DOUBLE BASS 
~adders, sporting eq~·'pdment,tubas, ternaling 4 low note strikes with 4 (EVENT), 1960 "'W ~ ~ I •• ..,._ - obJeCts in street. Keep silent all day Ion~. l 7variations are performed such as: 

3~xl~~=ltcp.e~;:r~~~~ /~a~ be inexpe- high ~ole strikes; Score CONCERTO FOR SOLO PIANO locating pin of bass over loc~lion of 

rienced,but with instruments for 4 · ".ails down the keybo_ard co~er; TIME-TABLE EVENT, 1961 DIRECTION SYMPHONY N0.1, 1962 AND PERFORMER . ~or performa~ce on a 1'.1ap, allachin~ 
orchestral pieces)mobilized. 5· lifts the end_of the piano with low To occur in a railway station. Arrange to observe a sign indicating Through a hole. Performer removes a different item clothesp~ns _on stri_ngs an.d ratlling 
Additional costs: note_s and lets it drop_; . A lime-table is obtained. A tabled direction of travel. from himself for each of the 88 them, agitating strings with comb, 
1 .. Joe Jones auto-orchestra rental 6: kic~s at the opposite end of piano time indication is inte.rpreted in Travel in the indicated direction. FLUXVERSlO~ .1. notes (top hat. tie, shoelaces, pen, corr_ugated_ board.' feather duster or 
charges are - $5 per instrument or with high notes; . minutes and seconds ( 7:16 equal- Trave l in another direction. Per~ormers pos_ition themselves hankerchief, elc.) • chai~, eating edibles from peg box, 

SlOO f . h t f 25 7. opens both covers of the piano 1. f 1 7 . t d 16 behind a-full size photo of another ~ posting a letter through the f hole, 
or entire ore .es ra 0 with claws of a hammer. mg, or exa1'.1p e, minu es an INSTRUCTION orchestra and insert arms through ICE CREAM PIECE, 1966 l. etc.,etc.,elc. 

instrumen~s per evening. . . s_econds).This determines the dura- Turn on a radio. At the first sound, holes cut in photo at shoulders of Performer buys an ice cream cone m ----------
2. F~ux-film packa_ge containing CH~ICE.16.' 1966 lion of the event. turn it off. photographic musicians. Performers and then (a) eats it himself, or POND, for 4.' 8 or 12. ~erformers. 
24 films, lhr.40min. $60 per show. A_p1ano 1s ltfted by means of a MALLARD MILK, 1961 may hold instruments in conven- (b) gives it to a stranger,or Perform_er voices repetr.t1ve sounds 
3. S_cores - 25cents each except: windlass at .le~st 2 metres an_d then Score, NO SMOKING EVENT tionaJ way and attempt to pta an (cl waits till it completely melts, m s after a iurnping mechanical frog 
Music for everyman - $5 dropped. This is repeated until the Arrange to observe a NO SMOKING Id f .t 1 f . d ~ t then eats the cone or (dl on finish- enters his zone on a charted floor. 

Piece for Fluxo~chestra - $4 piano or floor is destroyed. INCIDENTAL MUSIC, 1961 sign.. ~ent::~~I:~ ~u~~s~e ocu7 1;t ~:~~~- ing the piece,buys' another. Score. 
Fluxfest supervisors or performers CHOICE 18 1966 Five Piano Pieces, smoking f h t h 

are located at the foll_owing cities: Performers s'how the audience to any number playable successively or no smoking i~ 0 -'_ 0 _ 0 _ 9 '_'P_"_m_"_"_"_an_s_. __ LEE MUSIC FOR EVERYMAN, 1961 
New York, San Francisco, Los An- th 1 b f . simultaneously, in any order and FIVE EVENTS SYMPHONY NO 2, 1962 {Methodology rather than a score) 
geles, Boulder {Col.), Nice (France) emse ves Y way 0 mirrors. combination, with one another and t" "th {turning) Various marking techniques such as 

Prague (Czechoslovakia), Copen- CONC~RTO NO. 3, 1966 with other pieces. ~:t;;e~ 1 two breaths FLUXVERSION 1 animal footprints, scores of other 
hagen (Denmark), Okayama & Tokyo Upon signal from the conductor, 1. 1 k k composers,ra1n drops etc may be 

(Japan). Travel costs may be cal - each orchestra section performs in The piano seat is tilted on its base see~ d Thie scor~ boo fs are rosit~oned on HT~ used on a grid of two coordinates 
culated from one of these cities, unison one of the following actions: and brought to rest agalnst a part of wet a~ rd musi~ sta1 sin ront 0 ~c estra time scale and sound categories 
nearest to the city having a fluxfest turn their heads from side to side, the piano. severa wo s ~em ers s so~n as con ~~tor b k systematized into inanimate sounds 

performance. sta~d up or sit down, open or close 2. . . PIANO PIECE, 1962 . 0 ~i~~:t~~ ~;~~e~/: 1 ~~ t~rn/~ 00 ' (9aseous,hqu1d,semt\1qu1d,sol1dl 
their mouths, turn around, move Wooden blocks. A single block is a vase of flowers on {lo) a piano th Th b k 1 f d 9th L and animate sounds (about 160 

~ 
theirarmsorlegs,blowtheirnoses, placedinsidethepiano.Ablockis 962 tr~ff e ootsare eae tr categories) Schematrcscore 

look at their "."'atches,scratch them- placed upon this block, then a third ORGAN PIECE, 1 : :ed'. b:~e~~~:: ~~ ~~;~::t e: e. T 0 FOR S SOR DUNE OLD 

l
selvesatvariousspots. uponthesecond,andsoforth, organ P Y pg RI BAS ' 

CHOICE l, 1966 singly, until at least one block falls SOLO FOR WIND INSTRUMENT, SYMPHONY NO 3, 1964 ~;~:.E,MOUTH & ETUIS, 1962 

Upon signal from the conductor, from the column. 1962 at three o 
each orchestra section performs in 3. . . . . C putting it down l from .the tree FIRST PERFORMANCE . SOLO FOR SICK MAN, 1962 90 ANGLES, 1966 
unison one of the following actions: Photographing the piano situation. FLUTE SO 1962 all night Pe~fo~mer enters, bows then exits. Specified sounds of various medi- STREET OR FIELD VERSION . 
tie or untie their neckties, unbutton 4. . . .LO, at home This 1s repeated once for every one cations after a score. 8 perfor~ers (4 mal~,4 female) in 

butt th . h"rt 1 Three dried peas or beans are drop- disassemblmg on the floor present in the audience. sweat suits and tennis_ shoes; each 
~II u o~r ~~II de~~~ t'hei~ :f:::~s, ped, one after another, onto.t~e key- assembling the yellow ball RlC SOLO F~R IMPORTANT MAN carrying one sports o_bJect (a basket 

comb ~heir hair, brush their clothes. ~~:~;Y~~~~s~:t~:~~::~: 1 t~ 1 ;t:; SAXO~HONE SOLO, 1962 in the water ~Ca~sTone ~und piece of ice among ~~~~~~~t~~s s:vn;ntt~ the place per- ~:~\'n awf:,~\~~ll~rt~~:~~n~a~~~tn;t~~-
~ach movement should accelerate or keys nearest it with a single trumpe FLUXVERSION I (on the floor) audience until it melts while playing sired speed from one location, tur-
in tempo and stop suddenly. piece of pressure-sensitive tape. FLUXVERSION I Orchestra members sit down .on the a r~cording of fire sounds or actually DUET FOR FULL BOTTLE AND ning left or right at right angles 
IN MEMORIAM TO 5 The piece is announced. Performer very forward edge of the chair ~nd a fire on stage. Wl~E GLAS?~ 1962 . . when hearing "left" or "right" in-

RAINBOW NO.l FOR ORCHESTRA GEORGE MACIUNAS NO.l 1966 The piano seat is suitably arranged enters stage with an instrument hold in~truments in ready position. FALL Vario_us s~cif_ied s~un.dsCdrtpfmg, structions given by alternated male 

Soap bubbles are blown out from Performer wearing bowler hal seats and the performer seats himself, ' case, places it on a stand, opens Upon sign~! from the conductor all Throw things that are difficult to garf'ingd s~ping, nnsrng etc. are or female voice over loudspeaker or 
various wind instruments,while con- himself behind a table on which a it and pulls out a trum~t, reali zes pla~ers s_l1d~ fo~ard and fall off throw because of their light weight. per orme · core. megaphone, Female performers res-
ductor breakes the escaping bubbles metronome (set to Andante or 60) W~RD EVENT' 1961 the mistake, puts it qutckly back their chair!> in uni so~ and smoothly. HOMAGE TO LA MONTE YOUNG pond only to female voice, male 
with his baton. Variation: conductor and a nebulizer is placed.Following Exit in the case and exits. FLUXVERSION 11. (in_ the water) ~ lines previously drawn as perform- performers to male voice. Event 

RAINBOW NO 2 FOR ORCHESTRA salutes with .bowler h?t and sprays Audience is instructed to leave the CELLO OR CONTRABASS,' 1962 players seat themselves 0.pposite ~ Monte Young are erased, scraped to origin~l locati.on or move beyond 
. • . own throat with nebulizer. theatre . . each other. A large pan with water W: -.i and washed. 1962 reach of instructions. 

cuts bubbles with samurai sword. the metronome beat he alternately FLUXVERSION I SOLO FOR VIOLIN VIOLA Equal number of wind instrume~t •• ance of Compositions 1961 by L.a ends either when performers return 

A totally inexperi~nced orches~ra · polishing is placed between the two groups II Score for gym version. 
play~ a 7 note maier scale vari- lN MEMORIAM TO TEA EVENT STRING QUARTET, 1962 and a toy sail boat is placed on the HOMAGE TO RICHARD M~~FIELD ------
ous instruments. GEORGE MACIUNAS N0.2, 1966 preparing h k" h d water.Performers blow their wind ~ Master tape of any compos1t1on by 

Performers position themselves in a empty vessel s a mg an s instruments, preferably playing a • Richard Maxfield is erased as it is 
E~! NO.l .b 1 h th semicircle. First performer operates 3 PIANO PIECES, 1962 popular tune, towards the sail of a being rewound after its performance. ~ ~ 
~ ience p~sse.~hvesti udf t a_ as a perfume nebulizer, second-throat F.LU_XVER?ION r_ standing the sail boat pushing it to the op- ~ HOMAGE TO WALTER DE MARIA 

tr~~n~o~:~ls :txce~~~~ /f:~o areas nebulize~, thir~ -. fertilizer sprayer, 01strll tea in a still. sitti~g posing group which tries to blow ft ~ All the large constructions of Walter SANITAS NO 2 

in the shape ~f footprints. ~:e~ho~~~:t:c~~~ 1 i~ee~~~~~~~t toward TWO DURATIONS walking :~=~ ~i: ~~:~~:!v:;·:~~ct~:n~~. de Maria are b~o~ght to per~ormance Performe.rs t_hr~w small objects ;_nto 
EXIT N0.2 . the audience after a score or pre- red PIANO PIECE g P ar.ea by mo~t difficult rou_te. through dark auditorium and then try to find 
Vestibule filled with streched rope d t . d tt green Center SYMPHONY NO 4 1964 • windows, fire escapes, via crowded those objects with flashlights 
at knee height. e ermine pa ern. TWO ELIMINATION EVENTS Record. · ' subway, bus etc. and then returned • 
EXIT N0.3 FLUXVERSION I 1961 ' DANCE MUSIC HOTEL EVENT to him by same route.1962 SANITAS N.0.13 . . . 

Vestib~le floor cover~d with foam Equal number of performers wearing empty vessel gunshot rv~:f~~eNh~:r~n·g5, 1966 A hotel room is set up as a clinic JN MEMORIAM ~:l:~~:~,~~~,s;;~~~r1s relaid to 

~~f~r ~~:~egnated with soap suds. ::~hm:t~:~.sza~atl~~~:~~v~~a~~~o~~~e empty vessel ~Oa~;ERT FOR CLARINET, 1962 11 hearing where V.arious ~e~surments are taken TO ADRIANO OLIVETTI · 

Vestibule floor covered with mirrors. tween the tw.o groups. Perform~rs ~~VEHICLE EVENTS, 1961 F:U:VERSION 1 Ill a~er hearing ~~~~~:: ~~~~hv~:~t: 1 ~:~~h~~: ;;dad ~~h :~~f;~ma~rd~~:::h~:: ;~~~er ~:r~~::e; r~~ds 2 ;loud an entire 

VEXl:bN01 •
5
11 d 'th d opp;rate v:i~us sp~a~rs.suc as: st Cl . t. ded b a stt' g SYMPHONY NO. 6, 1966 foot difference, finger strength, roll. Performer performs whenever newspaper, advertisements and all. 

esti u e o?r covere WI woo ~r.ume ne u .1zer, .e. oriz:r, sop . anne. is suspen Y. in the music of dreams saliva production, extended tongue his number appears in a row. Each 
blocks of various shapes. d1smfectant, inse~t1c1de,pa~nt or THREE TELEPHONE EVENTS tie~ to its cen~e.r so that 1t ~olds a dream music len th inflated cheek width etc. row indicates beat of metronome. SA NIT AS NO. 35 
EXI: N0.6 . . . any other sprayer 1~ pressurized or 1961 ' horizontal pos1t1on about 6 inches . Vis~to;s to event must also ~r- Possible actions to perform on B.lank sh~ets are handed to ~he au-
Vest1bule ce1 lmg lowered to a height hand pumped containers. Sprayers When the telephone rings, it is a~ove perf?rmer.s mouth. Performer Second version: dream form various feats before comming each appearance of the number: d1en_ce w1tho~ .any explanations. 

~fx~/~e~ f;om the floor. =~i~~~:~~d ~~:ar:h~hu~db~:lot~n, ush ~!lowed to continue ringing, until ;:;~~~ ~; 1 ; 1 ~: 1 : ;~:~sH:h~~~duld EVENT SC~RE to the room. l. bowler h.ats lifted or lowered, 5 minutes waiting. 

Vestibule. floor sloped upward and away from t~em!tves. Pie~e e~ds ~topt~· t 1 h . th do this either by swinging the reed ~rrange ~r t~iscover.an ~tvent. STREET CLEANING EVENT ;· rnout~, lip,lto~gue sobunf 1 ~· etc SANITAS NO. 79 

downward about 30°. when balloon reaches one group. rec:~vereis eli~e;,n~~~gr~' la;ed. end d?wn or jumpin~ up to it and core an en rea ize 1 · . ~erformers dressed i~ "."'hite coats ·opening, c osmg um re s, • 

EXIT N0.8 A PIECE FOR CHIEKO SHIOMI Wh the t I h . P.t . catching the reed with hrs mouth. FOR A DRUMMER {for Eric} 1966 like laboratory techmcians clean a 1962 PIANO PIECES 

A bus carries the audience a good 
distance, deposits them in a deso­
late location and returns empty. Vestibule floor co~ered with infla- 1966 ' ans:'ered. e ep one rings, 1 is FLUX~AR~ATIO~ . 11 . Orum on something you have never designated area of sidewalk very 1. piano is moved to performing area 

ted balloons bursting on contact. Performer lets the fol lowing ob'ects A clarinet is pos1t1on~ upr~gh~ on drumm~ on be for~. thoroughly wi~h various devi.ces not 2. pi.ano is ~uned SANITAS NO. 151 
fall from his hand in successio~: THREE LAMP EVENTS, 1961 the flo~r. _Performer_ with a fishing Drum with ~ometh1ng you have never usually used in ~treet cleaning, 3. with a strck of keyboard length, 250 nails are hammered. 

1 . tl f h . t II t on. off. pole, s1tt1n9 at a distance of a few drummed wtth before. such as dental picks, toothbrushes, all keys are sounded together 
·a crgare e rom ?rizon a Y _ou - lamp feet should attempt to hook up, lift steel wool, cotton balls with al- 4. a dog or cat (or both) are placed FLUXVARIATION l 

stretched arm, stahndr.ng posture, _ off. on. and bring to his mouth the reed end FLUXVERSION 1 . . cohol, etc. inside piano and an old classic All piano keys of a chromatic scale 
2. an erasor from onzontally out of the clarinet. Performer drums wrth drum sticks or la ed are nailed down. 
stretched arm, standing posture; THREE AQUEOUS EVENTS,1961 drum brushes over the surface of wet STREET CAR EVENT 5 fh y h. h t t . t t hed -----------
3. a hat fr~m vertically outstretched ice CONCERT FOR ORCHESTRA, mud or thick glue until brushes or A continuou~ string with vari~us • wi~~etu~~n~skes rtii~f~h~: ~u;~tc SA~ITAS .NO. 165 . 
arm, standing posture; water 1962 sticks get stuck and can't be lifted. everyday Objects attached to It at 6 . . r d t f Audience tS seated on mis-numbered 
4. a glass of water from horizon- steam (exchanging) FLUXVERSION 11 ! intervals is laid out on street from ·one ~iano rs P ace on op 0 seats, then are as_ked to correct the 
tally outstretched arm,standing on a Performer drums with sticks over a moving street car. 7 a~ot e.r 1 d .d d d mistake by switching about, (first 

stool or. ste~ ladder; . !H~~nE :~~~~:w~d~TS, FLUXVERSION I . leaking feather pillow_ making the · ~ 1 :~~e 1 ~jff~~er~p;l'aceedo;:,a~t 1_,_ow_to_l_as-'t,_e_tc_._I ____ _ 

5. an lurmad envelope from v~rt.1- ciosin: an open window ~rchestra members exchange their feathers escape the pd low. .. 8. picture of piano is drawn PIANO PIECE NO.l, 1962 
cally outstretched arm, standing on instruments. FLUXVERSION 111 9 " ·an · c 9" ·s wr'tten and Performer places various objects 
a stool or top of a step ladder. THREE BROOM EVENTS FLUXVERSION It . Performer .d rums over. a drum with 2 · si~n s~i~~ ~o n:~ientce 1 such as: large chess pieces, or 

CHOICE l, 1966 FLUXVERSION I broom Orchestra members exchange their ends of slightly leaking water hoses. lO. piano is whitewashed squeecking rubber toys, or rubber 

sweeping scores. FLUXVERSION IV . ~ ~ 11. piano is washed and waxed. balls, ping-pong balls,glass vases, Performer enters the stage with a Performer lets the following fall: 
tied parcel, places it on a table, 1. spittle from prostrate position; 
opens it and takes out a whipped 2. ear wax from supine position; 
cream cake with 10 candles. He 3. mouthful I of water from kneeling 
lights the candles, blows them out, position; 
removes the candles, picks up the 4. hat worn on the head from back-
cake, shows it to the audience and wardly inclined standing position; 
flings it into his own face. 5. dandruff from forwardly inclined 

CHOICE 3, 1966 . ~t.a~r: 1 ;~e~:~~~~n~tanding position. 
Performer enters stage with a crash 1-------''-'---­
helmet and positions himself at the 
furthest distance from a piano. He 
then dashes with lowered head to­
ward the pfano crashing into it with 
his helmeted head. 

MUSIC PIECE FOR 
ERIC OIETMAN, 1966 
Orchestra members cover their in­
struments with bandage or adhesive 
tape. 

broom sweepings FLUXVERSIO~ II~ . . Performer drums over~ drum with 12. piano is removed. or wood blocks,concrete blocks, 
I The Ofchestra is d1v1ded into two rolled newspapers until the rolls br·cks arrangin them all ·n ver 
THREE YELLOW EVENTS,1961 teams~ winds and. stri_ngs, silting in disintegrate. SOLD FOR VIOLIN, 1962 pr~cis~ manner.9When lid i1s fullyor 
I yellow yellow yellow opposing rows. Wmd instruments FLUXVERSION V Old classic is performed on a violin, satisfactorily arranged.performer 

11 yellow must be prep.ared to be able to.shoot Performer dribbles a ping pong ball ne Where pauses are called, violin is opens the lid sharply letting the 
loud out .peas'. This can be accompt.s.hed be~ween a hand held racket and drum mistreated by scratching the floor objects slide down to the audience. 

111 ~ b~ in~erting a long n~rro~ tube into skin. with it, dropping pebbles through f 
wind instruments.String instruments FLUXVERSION VI 7,,. hole, pulling out pegs etc.Score. ZYKLUS FOR WATER PAILS 

FLUXVERSION I are strung with rubber bands which PerfOfmer drums with mallets or '-" ~ Water pails or bottles are placed 
3 yellow slides are projected on a are used lo shoot out paper missiles. hammers ona helmet worn by another PIECE FOR CONDUCTOR, 1965 along perimeter of a circle. Perform-
screen. Pause. One yellow slide is Performers must hit a performer of perfonner. DUET FOR BRASS INSTRUMENTS Conductor steps over podium and er inside circle picks the only filled 
projected and then the projector opposite team with a missile. A per- FLUXVERSION VII Rubber glove is placed over bell and takes a conventional bow. He re- vessel and pours into one on right, 
falls down on the floor as the slide former hit 3 times must exit. Mis- PerfOfmer drums with drum brushes tucked inside. Air is blowed until mains bowed while tying shoelaces, then picks one just filled and pours 
is removed. Alter the projector is siles are exchanged until all are ins ide a vessel filled with cream glove emerges from bell and is in- scratching ankles,rolling and un- into next one on right, etc. till all 
placed back a red slide is projected. gone. ConductOf acts as referee. until cream is thick. flated. Variation: with inflatable leg. rolllng legs of his trousers, etc.etc. water is spilled Of evaporated. 
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FALLING EVENT , 1963 
1. Let something fall from a hight. 

POLICE. 1961 
Performers disguised as police 
push audience lo stage. 

SMILE , 1961 
5 performers walk about smiling, 

1st performer positions a table on The diagram on the right categorizes 

a suitcase on the table. 3rd perfor- :::::::::= === development of various "Expanded 

GESTURES, 1964 ~ INTROOUCTION TO OIAGRAM 

« ""'· '" w<o- •"''°"' t1· and describes planomet rically the 

STR1KE, 1962 the stage. ~ = vidual s and therefore should not be 

:~.t:ekr~~r~~r ~~~ l ~:~~ e o;:~~: ~~Ibl e . c 1 ~ ~ ~;ir~~~m~:~ea::~~~~;t~ :; ~~: · n l ~~~~ -

After audience is admilled and = ~ taken as a catalogue of names. 
seated, a member of actors' union C ~ O I C~, 19~4 ':,&' '-:-,,M ~ M Except for the Fluxus group, none 

gives a 5 minute t alk on low wages 4 1dent1cal objects are placed on t~e w ~ ts others are complete. By the next 
and announces a 3 hour strike. stage. 3 performers enter, choose in edition it is hoped this diagram can 

1 succession one of the objects and be expanded to include more artists 
DR!NK t, 19~2 . then exil. The last object remains. Any commenls,suggested additions 

~~~~I~ o~~:r :~r~~~~e~r~n b:1;;r::;~f TA~GO' ~ 9~4 . ~~~~~~~:a;~:~/~~;i~;a~t : ~r7~~1s be 
stage gets himself drunk and starts Audience is inv ited to dance a tango artists was determined in most 

being a nuisance. ORDERS, 1964 WASHROOM 1962 cases from statements of the artists 

DRINK II, 1962 One performer seated at a table on Local national anthem_or other a~- themselves. When such statements 

EXPANDED ARTS DIAGRAM ... 
I ~ ~ I ~ 1 ;!i:~ I - C h _ ; _oe _se -Re_d _G_ u _ a. - ds ~ I 

' ~ 

-~ .... ~ -= 

~~ 

POLITICAL-DI DACTIC 
ANTI-BOURGEOIS 
POPULAR ART 
Henry F lynt 

Performer{sl drinks as much and as stage gives orders such as "get up" propriate tune, supervised by uni- were unobtainable, their work was _ 
quickly as possible. "run", "jump" etc. to 20 performers ~ormed attendant is sung or played studied to provide clues. Some Vl ~ <t I c ,.. ,,u ... v 

Concert programs are flown down as sitting among the audience. in washroom. controversial sub1ects such as sen- => Q 9 r Eric Andersen 
gliders or thro n as paper balls SHO.WER II, 1962. Aud ience is free to JOin performers. EVENT. 10 1962 . sat ional ism or pseudotechnology ~ t; r- ...., ~ Ayo 
F LUXVERSIO~ II , A performer seals h1r:iself on stage One performer on a dark stage, wit~ were based on careful observations :::> ~ ~ ~ Lawrence Baldwin 

. holdinganendofaf1rehoseand EXPEDITION, 1964 h" b k . . 10 ofmanyperformancesratherthan l'.aLL..., > G1anfranc0Baruchello 

2. Let yourself fall ~ 
FLUXVERSION I 

Parachute or very l~rge sheet is does nothing, Upon hearing the au- Vary 'IO luminous but light package is ac to au.d 1 enc~ strikes hearsay. Disrobing in public or ~ Jeff Berner 
suspended over a~d1ence,Perfo r mers dience make its fi rst complaint he or packages are carried by perfor- matches at uniform _intervals. lowering own pants to expose own g Robert Bozzi 
cut all supports s1mu!taneous!y, shouts "GOI" and soaks the audi- mers from stage through audience lo Another perfo.rmer rings bell 10 b. b . . . . .· b.1 · - B h 

MUSIC FOR TWO PLAYERS I, TE LEPHONE, 1962 street cars, etc. EV~NT: 13 1~62 dictionary definit ion exh1bition1slic. 1 Albert M Fine 

1963 . With a telephone placed on stage SUPPER, 1965 Behind curta1.n sl1'. on left release T~ r owing oneself into water or cov- ,;. II Bob Gri mes 

letting the sheet fall over audience. ence with w~ter from the hose. ex it or through crowded streets, times at same or different intervals. a~~e su~t~o:,t:ra~;1:~~1; i ~~~~uby1~~Y ~ I ~:~ri~re;:~nl 

2 performers stand at precise dis- and monitored to a loudspeaker: Curtain is rai sed and a large table 13 ?lack _hel1u~ filled balloons: ering sel f with cream etc .,e.tc,,can ~ I Lee Heflin 
lances from each other for precise 1) call the police and talk as long set wilh food, drink and flowers is Behind slit on right drop 13 while be considered as masochistic acts. "':JI H1 Red Center 
durations. Score. as possible displayed on the stage, 10 well balls (or eggsL Examples of preoccupati on w~th sex ti [ Joe Jones 

BOUNDARY MUSIC, 1963 21 call the president of the country dressed performers carrying instru- EVENT FOR SWIMMING POO L and pe':-'ers ion are too numenous JS £ Per Krrkeb} 
Performers make the faintest pos- 3) call the local newspaper with ments enter, bow down, seat them- Score. ~o mention. Al f these s tr atage~s are o Milan Kn1zak 

sible sounds. false news. ~~;:~h~~~\~~tr~~~~~~~ ~n~~~t~ r s SUBWAY EVENT 1962 ~~~~~d n :~ tf~o% 0 t~ ~e a~~~;:c:~~~~~~~ ~ ~ ~:~;:~oM~~~~~:s 
STAR PIECE, 1963 THE OTHERS, 1962 begin to serve food and wine. Per - Performer enters station with token tention from the press of course), E ~ Mosset 

reflect it in water etc. gars.' t~amps, bums, _drunkards,etc. After a few minutes audience can stde, leaves by nearest exit and such stratagems. Psei;dotechnology ~ Chieko Shiomi 
Obscure star with cigarette smoke, Various people such as b!ind beg- formers begin to eat,drinkand talk. an.d quarter. He uses token _for turn- which ma.y be a main motivation for ?-11 ILJames Ridd le 

11 variations. Score. are invited to a meeting they know also be offered food and drink buys one token at booth. or "engineer ing " (in quotes) has E Pau l Sharits 

nothing about, and led to stage by · STREET CAR VARIATION been de11ved from the fact that ar- ~ Greg Sharits 
E~~NT F~ i R THE MIDNIGHT,1963 way of back entrance. ~he . n all_ are PIANO CONCERTO FOR PAIK Any number of erformers In a queue lists at best can acquire technical _; David E. Thompson 
0.0 one ght assebled on stage curtain is raised. N0.2, 1965 b : f . knowledge or understanding com- · B ht >< Ben Vautier 
0:04 fiv~ tones 1962 Orchestra members seat themselves ~nterd_us fne Y o~ e '. pay a r ~I' ex~t parable to that of a technician <TV via rec ~ Robert M. Watts 
0:05 smile THEY: . . and wait for the pianist. Pianist ar- imme iate Y and re j~in the tai en repairman or the like) rather than 

EVENT FOR THE ~~t: ; ~~nls~u~u~:~ r ;;:;ul~1~~~:~~ rives, bows an~ wal.ks to the.piano, ~: ~~ ~~~~~i~~.continue performance that of an engineer or scientist who 

LATE AFTERNOON, 1963 to live im~rison e d in a cage for 4B but upon reaching piano, he JUmp_s spends ma~y years studying his 
Suspend a violin with a long rope. hours on stage for audience to watch from the stage and runs to the e_xit. CASUAL E~EN T 196~ . specialty (just l ike artists spending e? 
~===--------1:====~::__:====::::10rchestra members must try their Performer drives a car to filling sta- many years on producing art). Such OZ! 

FLUXVERSlON 1 MAKE FACES, 1962 best to run after him, catch and lion to in flate right front ti re. He knowledge among these art ists at ,:e: 
~iolin ~s suspended with rope or 20 performers grimase and make drag him back to the piano. Pianist continues to inflate until tire blows best represent understanding wiring La Monte Young, ~ 

and secured to floor. Performer rn presses protest. the piano. When pianist is finally 1f car is a newer model he drives tronic components, mechanism of oz: 

Stanley Brouwn 
'----+----Walter De Maria 

Bic i Hendricks 
Geoff Hendricks 
Juan Hidalgo 

ribbon inserted through pulley a~ top vulgar gestures until! audience ex- must _try his bes.t l_o k_eep_ aw_ay from out.He changes ti re and drives home. diagrams, function of basic elec- ~== 

samurai armor posi_lio.ns himself . WET 1962 brought to the piano, lights are home on blown out lire. electric motors, simple engines,de - . ,~, ..,~ -

~~o~~ ~~~p~:~:~h: 1 ~~ , ;~ ~~af~:n~ 1 ;f Perfo1rmers throw wet objects lo the turned off. TWO INCHES 1962 terminate structures and the like. ;;.-V~ , " 
him releasing violin which falls on audience. ORCHESTRA PIECE N0.4, 1965 2 inch ribbon is stretched across Unfortunate. ly t.he techn.olo.gy among >~~ ~ ~

Ray J ohnson 

Arthur K,6pcke 
Takehisa Kosugi 
Robert Morris 
Yoko Ono 

to his helmeted head, · On the stage are displayed only stage or street and then cut. most _of the art i st~ employin~ that . ..,~ 
---------- NOTHING, 1962 instruments.stands and empty seats. term is of the radio shop variety, '4..e? 
EVENT FOR THE MIDDAY IN Performers do nothing. Performers appear, one by one, very DUET. FOR TUBA 1.963 Co.llaborat1on with engineers ~an a- 0 ~ 0 
THE SUNLIGHT, 1963 SALE, 1962 slowly and silently. Performers en- Tuba is pre~ared to dispense coffee ch1eve on ly a level of s~phi s _t1cation 0 

Performer o~ens and shuts eyes Performers sell the theatre. tering from left should go to far from one spi t valve and cream from compre_he~ded by the arti st since 
at very precise intervals. Score. right and vice versa. Conductor en- another. (1) art 1st s new ideas or concepts 

MIRROR PIECE NO. l, 1963 
RUN, 1963 ters last and just as slowly. The C/S TRACE, 1963 wil l be affected or rather limited by 
A performer runs about, around and whole entry should last 10 minutes. A canon is fired at symbol. his own past and recent technical-

Stand on sandy beach with back to 
the sea. Hold a mirror in front of 
face and look into it. Step back to 
the sea and enter into the water. 

through the audience till completely Upon completion of the entry the scient ific know ledge rather than the 
exhausted. lights are turned off. C/ S TRACE , 1963 uncommunicated knowledge of the 

A canon l s f ired at cymbal. eng ineer. 
MYSTERY FOOD, 1963 CONCERTO FOR AUDIENCE (2) the co llaborating engineer mean-

MIRROR PIECE NO. 2, 1966 
Orchestra members spread their in ­
struments on the floor. Each walks 
backwards through instruments 
trying not to step on them, guiding 
themselves by hand held mirror. 

Pe r _form~r . eats a meal that can not BY AUDI ENCE, 1965 C/ T ~RA~E, .1963 while,can't very well communicate 
be ident1f1ed by anyone. Aud ience is invited lo enter the An object is fired from canon and h" . d h . l d . 

I APPLES, 1963 stage, take an instrument provided cought in bell of tuba. ~ if ~~Pk~~~fea~~e ~~cth:1~~ t i:~ w~t~·:~t-
4 performers eat 4 apples, for them, seat themselves on or- F/H TRACE, 1-963 giving him a four year university 
---------- chestra seats and play for three French horn is fil led in advance with course on related subjects. 
MONOCHROME FOR Y. KLEIN , 
1963 

minutes, If aud ience does not res- smal l objects or fluid (rice, bearing 
pond to the invitation, instruments balls, ping-pong balls, mud, water, 

MIRROR PIECE NO. 3, 1966 Performer paints a very large white 1
should be distributed to them. small animals,etc.l, Performer then 

enters stage , and bows to audience 
tipping the bel l so the objects cas­
cade out toward the audience. 

panel· · · Performers seat themselves around panel 01ack. 3 PIECES FOR AUDIENCE, 1964 

a large mirror o~ the fl.oor of a dark FLUXVERSION 1 l, change places 

stage. ~ess . e l filled ~1th water Performer paints a movie screen 2. talk together 

~~ r :d:t~~;~~~l~i~fa7•;;~~ · 0 ~et~~;;_ with no _ nreflec~iv~ bla~k paint whi le 3. give something to your neighbour EVENT FOR GUGGENHEIM, 1963 

vals with flashlight pointing to the a favorite movie is being shown, AUDIENCE PIECE NO. 1, 1964 (Foucault Pendulum) 

mirror. Water can be drunk. FLUXVERSlON II Aud ience is locked up in theatre. A very hea_vy pendulur:i, suspen?ed 

SHADOW PIECE N0 . 1, 1963 An orche.stra, _a quartet or soloi.st , Piece ends when they find a way out. ~;r~ti~~~dwt i~ es:~~g ~:~;: ~~~~aivse 
Make shadows. dress~d in _white'. play~ a favorite AUDIENCE PIECE NO. 2, 1964 layer of f ine sand on the floor, in-
-----------lclassic wh il~ a f1~e mist of black Curtain remains closed. At the exit scribing thus rotat ion of swing 
SHADOW PIECE NO. 2, 1964 washable paint rains down over per- leaflets are distri buted saying: according to rotation of the earth. 
Score. form.ers,their inst r um e nts~scores & "Ben hopes you enjoyed the play. " 
SH DOW PIECE NO 3 1966 music stands,slowly turning al l TRACE FOR ORCHE STRA, 1965 

Af . ' f . b h. d from white into black. AUDIENCE PIECE NO. 3, 1964 Scores made from flash paper are 
Per ~rme r s eat vari?us r ui~s e in An announcer asks audience to burned on music stands. 
a white screen. A light projects MEETING, 1963 follow a guide who leads them to 
thei_r shadows on the sc r e e ~ , . 4 people who have never met are another theater to watch an ordinary 
Eatmg sounds may be ampl1f1ed. invited on stage to Lalk to each play or movie, 

WIND MUSIC, 1963 Raise wind, other for 20 minutes or more, ,_A_U_O-IE_N_C_E_P-IE_C_E_N_0_.4_,_1_9_6_4_ 

WIND MUSIC, FLUXVERSION I VERBS, 1963 . After audience seats themselves, 
Scores are blown away from stands Performers enact various verbs from performers proceed to clean theater 

by wind from a strong fan in wings a book of verbs. ver~ thoroughly: _wash floor, vacuum 

as orchestra tries to hold them. BATHTUB, 1963 chairs and curta.m, white wash the 
- - - -------1As many performers as possible jam stage, change light bulbs etc. 

Several performers operate fans themselves into a bathtub. A~DIENCE PIECE NO. 5, 1964 

towards suspended objects such as PUSH, 1963 Tickets are to be sold between_B & 
bottles , radios, bells, etc. making 10 to 20 performers try yo push 9 PM. At 9 PMI announcement ts 
them swing. each other from stage nonviolently made that the.pay has already 

DISAPPEARING MUSIC until I 2 are left. :~an:~i~:dw~1 1 1 11 t~;~~~i;n~~~ ~~~ 

WINO MUSIC NO. 2, 1966 

em 
meT 
Wi~ 

jams 
FOR FACE, 1964 HENS, 1963 milted. 
Change gradually from smile to no 3 hens are released and then cought.1- - - --------rSONG OF UNCERTAIN LENGTH 
smile. AUDI E NC ~ PIECE N0.6: 1964 Performer balances bottle on own 
----------- LESSON, 1963 The stage is transformed into a re- head and walks about singing or 
FLASH PIECE, 1966 Like a classroom teacher, with a freshment area. After curtain is speaking until bottle falls. 1960 
A record player on dark stage turns blackboard, performer gives a lesson raised , the audience is invited to 
with a stuffed bird on it, while other to other performers or audience on come on stage to eat and dance. DUET FOR PERFORMER AND 
performers blow soap bubbles and subjects such as: geography, latin, AUDIENCE, 1961 
another flashes on photo flashlights grammar etc. AUDIENCE PIECE NO. 7, 1965 Performer waits for audible reaction 

or flashes on stage lights. CURTAIN I, 1963 ~~e s~~~~e~~: ~~ r:n~:~~e~it;n e;ter from audience which he immitates. 

After the usual 3 rings or knocks, large book placed on the table, FOR LA MONTE YOUNG, 1962 
Audience writes on cards of various the curtain does not go up, Rings or afler which they are led away one Performer asks i f La Monte Young 
size provided to them an objecl or k.nocks are repeated ~O limes, 20 by one into the street. This is con- is in the aud ience. 1962 I 
material and its quantity,(2 gallons times, 100, 1~00 times for 2 tinued til l all have left the theatre. 10 ARRANGEMENTS FOR 
of wine, 4 elephants etc,) On stage hours, but curtain never goes up. Those led outside should not be 5 PERFORMERS 

cards of equal weight are balanced CURTAIN II , 1963 permitted to return. Leader rings bel l, performers move, 

and their contents announced A noisy performance takes place be- AUDIENCE PIECE N0.8, 1965 leader rings bell second time, all 

hind a closed curtain. Curtatn is The audience i s told that the next freeze saying a single word 1962 

BALANCE POEM, 1966 

I WILL BE BACK IN 10 MINUTES area They are led away in smal l Phonetic poem group performance 
1963 groups by ushers through back exits 1962, score 

Categories are ordered on the verti ­
cal scale to some degree within a 
spectrum of art ificiality. Thus most 
"artistic" or cultural or serious are 
at the bottom and least so at the top 
ending with anli -art at the very top, 
The horizontal scale is chronologi ­
cal. Influences upon various move­
ments is indicated by the source of 
influence and the strength of this 
influence (varying thicknesses of 
connecting links). Another vertical 
column indicates outlets, or major 
organizat ions, events,publ ications 
or institutions associated with the 
particular movement or group. L ines 
leading in and out of each persons 
name indicate vari ous changes in 
the persons associations or chrono­
logical continui ty of his work within 
any particular movement or group, 
Thus within F luxus group there are 
4 such categories: ll indiv idual s 
active in simi lar act ivities prior to 
formation of F luxus collective, then 
becoming active within f luxus and 
stil l active up to the present day, 
(on ly George Brecht and Ben Vautier 
fill this category), 2) indiv iduals 
active since the formation of Fluxus 
and stil l active within Fluxus, 
3) ind ividuals active independently 
of Fl uxus but presently associated 
with Fluxus. 41 individuals active 
within Fluxus since the formation 
of the col lective but having since 
then detached themselves. (Higgins, 
Patterson ,Paik, Schmil, Wil l iams, 
Flynt etcJ Some of them have even 
published own statements confi rming 
their exodus. 
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Tomas Schmit 
Emmett Williams 

---- La Monte Young 

John Cage 
Giuseppe Chiari 
Phil ip Corner 
Lucia Dlugozewsk i 
Toshi lchiyanag i 
Pierre Mercure 
Terry Riley 
James Tenney 
David Tudor 

---- La Monte Young 
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Lucinda Childs 

Tri sha Brown 
Dav id Gordon 
Alex Hay 
Deborah Hay 
Kenneth King 
Aileen Passloff 
Steve Paxton 
Yvonne Rainer 
Pobert Rauschenberg 
Elaine Summers 
J immy Waring 
Robert Whitman 

Richard Aldcroft 
Victor Alonso 
Cassen & Stern 
Dan Clark 
Louis Brigante 
Ed Emshwiller 
Bil l Gamble 
Bob Goldstein 
Michael Hirsh 
Piero Heliczer 
Takahiro l imura 
Ken Jacobs 
No Group 
Once Group 
Christ ian Sidenius 
Don Snyder 

•o, .. , Aldo Tambel l ini 
Thompson & Hammid 
USCO Group J''-6. 

;,;"<'IC' ... Ben Van Meter 
Stan Vanderbeek 
Andy Warhol 
Weegee 
Robert Whitman 

B~ 
raised only for a bow piece is presented 1n a special B SONG FOR 5 PERFORMERS 

Performer pos1t1ons on stage a pos - to the street and left there. ,_T_A_G_ l _9-62--- - ---1 

• 
ter announc~ 1 ng " I wtll be back in AUDIENC E PIECE NO 9, 1965 Grou~ piece Score 

I "' Ken Dewey 

~ ~ -- --+ - - ~ ~ - gfc'~n~i::i~l:trom 
~ a.-Michael Kirby 10 minutes and goes across the Each member of the audience i s led 1-----------

street to have a cup of coffee individually into an antechamber COUNTING SONGS, NOS. l TO 6 

~ 
LOOK 1964 where they are asked to undress Audience is countedby various 

Perfor~er looks at an object (prano and then led 1nd1v1dually into a 1m __ et_h_od_s_l_9_6_2 _____ _ 

for mstance) in as many drfferent ~ark t~atre Those who ~e~~e can LITANY AND RESPO tlSE 1 & 2 

ways as possible. a~v~h~ a~d:~:~Y 1 :e~~;t:d nak:~ in F;r ~:1cte\~~~1ce~:;~ accom-

BEN'S STRIP TEASE, 1964 the auditorium, a huge pile of their P 111 n' ' 
A naked performer enters an entirely clothing is Illuminated on the stage. A GERMAN CHAMBER OPERA 

RADIO , 1961 darkened stage. Light turns on for AUDIENCE PIECE O 9 FOR 38 MARlAS 
Performers and a~dien ce listen to a a fraction of a section. An announcer well h~d~}n fro~ v~;w Opera for 38. performers in the style 

play over the radio, HOLD UP, 1964 of the audience observes with bin - of a church litany. 1962• score. 

THEFT, 1961 A real hold up is enacted in the oculars all who enter the theatre AN OPERA 
Theft is announced and audience theatre. As much loot as possible and describes minutely each through Opera for voices and percussion, 
searched. is stolen and taken away by thieves. public address system, 1962, score. mixed media nee-baroque happening 

ti Ii 
:E!I Ro_bert Fil.lieu 
ac~ Brion Gysm 

i ~ ~ Dick Higgins 
Jackson Mac Low 
Emmett Wi lliams 

=~ 1; - Bengt af Klintberg 

~ ~=~:eJ~~~u~aik 
,;; ~ ~ Carolee Schneemann 
~ ~ ~-Wo lf Vostell 
<t ~ Vl Andy Warhol 

Robert Blossom 
Gerard Malanga 
Angus Mac Use 
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(Planetarium) 

Olaf Hanel 





View from Bad Salzdetfurth, Germany. 

Eric Andersen 

Biography No. 208, 
(a limited number of No. 207 is still available through Edition 
Howeg, CH 8340 Hinwil, Leimgrubstrasse 3), 

written by Eric Andersen the 30th of January born in Copen­
hagen 1943 doing such matter since 1961 more than 200 
times everywhere but never in Algier sometimes in persona 
and sometimes in absentia many times in print preparing 
himself for his biography No. 209 to be forgotten more 
quickly than the rest of those from this source. 

View from Bad Salzdetfurth, Germany. View from Bad Salzdetfurth, Germany. 

By a careful processing and guiding of the below mentioned 
substance you will be capable of transforming any health 
resort into any potash mine and any potash mine into any 
old style dwellings. 

You will as well be capable of transforming any phenomena, 
element or unit concerning the site BAD SALZDETFURTH 
(or any other occurrence) into any other organization or 
the same. 

Whether you choose to do this by moving bricks or by 
leaving bricks where they are is not important. 

One possibility among others (and although it might be a 
good suggestion it should have no preference) is to transfer 
LONDON to BAD SALZDETFURTH. 

Land mass translocation : Information sheet no. 1. 
(London, 8. Sept. 1969) 

" ... recent scientific studies have shown that England 
is being tilted, through movements in the earth's mantle, 
upward in the northwest and downward in the southeast, 
about a line runing from Devon to northern Yorkshire, at 
a rate such that areas of London 15 metres above sea 
level or less will be submerged in 1500 years time. Con­
sidering that London has been an inhabited place for at 
least 2000 years, this is not as remote an event as it may 
seem." 



N 
CP 

The substance is cyclic AMP, or cyclic-3',5 '-adenosine 
monophosphate. ("Cyclic" refers to the fact that the atoms 
of the phosphate group form a ring.) The relatives of cyclic 
AMP are, among others, the more familiar, noncyclic ADP 
(adenosine diphosphate), and ATP (adenosine triphosphate), 
substances that play key roles in plant and animal metab­
olism. 
(Figure 1.) 
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Cyclic AMP (b) is formed from the more fam iliar adenosine 
triphosphate, or ATP (a) , in a one-step reaction catalyzed 
by the enzyme adenyl cyclase. The word "cycl ic' refers 
to the ring shape of the molecu le's phosphate group (color) . 
The substance is converted into 5' AMP (c) by a phospho­
diesterase that is specifi c for the reaction. 



The hormone first showed to be involved with cyclic AMP 
was adrenalin, or epinephrine. One is taught in elementary 
biology that the stress of anger, pain or fear produces a great 
surge of epinephrine in the blood, with a resulting quick 
rise in the amount of blood sugar available as energy for 

emergency action. Inevi tably one develops the simple­
minded notion that the epinephrine directly splits glycogen, 
or animal starch, into its subunits of glucose, or blood sugar. 
This is far from being the case. Cyclic AMP is implicated in 
a much more complex process. 

} ADENYL CYCLASt I 

(Figu re 2.) 

C /I PILLAR'( tJLOO"l> 1-LOW ---7 

C.'(CLIC AMP 

+-- C.AfllLLAR'( ~OU flOW 

Action of several hormones in mammals utilizes cycl ic AMP 
as a chemical messenger; illustrated here is the role of the 
substance in production of blood sugar by a liver cell 
following stimulation by the presence of epinephrine in the 
bloodstream. The enzyme adenyl cyclase, attached to the 
cell membrane, is stimulated by epi nephrine and changes 
ATP inside the cell in to cyclic AMP. The messenger sub­
stance activates a second enzyme, beginning a five-step 
sequence that yields glucose. 

Gl'tC.OGHl 
AND lt-.IORGA\J\C. 

P»OSPr!ATES 

GLUCO~~ 
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At the moment more than a dozen mammalian hormones 
are known to use cyclic AMP as a kind of " second messen­
ger". Prominent among them are glucagon and insulin, 
both of which are involved in blood-sugar levels, three 
hormones of the anterior pituitary and one of the posterior 
pituitary. In addition large amounts of the substance are 
present in brain tissue. It has been known for some time 
that the synaptic gaps between nerves are bridged by neuro­
hormones such as acetylcholine. Bruce Mel. Breckenridge 
has recently put forward the hypothesis that cyclic AMP is 
somehow involved in the bridging sequence. 
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In appearance and size the social amoebae, Dictyostelium 
disco ideum, are similar to human leukocytes, the white 
blood cells, and like leukocytes they engulf bacteria by 
surrounding them with protoplasm. After they clear an 
area of food and enter a period of starvation, the individual 
amoebae stream together into central collection points: In 
a reasonably well-populated area an aggregate may number 
100,000 or more cells, although if food is scarce, the number 
will be fewer. 

The assembled amoebae gather into a cartridge-shaped mass, 
one or two millimetres long, w hich has a distinct front and 
hind end. The mass crawls thro ugh the cavities in the soil 
like a slug and shows an ability to orient toward li ght and 
heat, an ability that is completely lacking in the separate 
amoebae before they aggregate. 

After a period of migration the sl ug upends itself until it 
points at a right angle to the surface. Some of its cells will 
now form a stalk, while others will go to make up a spheri­
cal mass of spores. The stalk cells swell , become hollow 
like the pith of a plant and die. The result is a slender, 
tapering hollow rod that rises a few millimetres into the 
air and is filled with dead cells that serve as internal trusses. 
As the stalk grows the spore mass is carried aloft wi th it so 
that ultimately the delicate stalk bea rs a sphere of spores 
at its tip. Any one of the spores is capable of starting a new 

generation. 

When the amoebae pass throu gh the aggregation phase 
there is at least a hundredfold increase in their secretion 
of cyclic AMP. Simultaneously there is a hundredfold in­
crease in the amoebae's sensitivity to it. This means that 
the whole mechanism of chemi ca l attraction is at least 
10,000 times more effective du ring aggregation than during 
the earli er stages of the amoebae's development. 

At the same time the amoebae produces large amou nts of 
a phosphodiesterase that has many (although not all) of 
the properties of " Butcher' s" enzyme. The main sim ilarity 
is that, like the mammalian enzyme, the slime mold enzyme 
breaks down cyclic AMP. The main difference is that the 
mammalian enzyme is found within the cell but the slime 
mold enzyme is almost entirely extracellular. 

This mechanism of simultaneous produ ction and destruc­
tion evidently se rves an importan t purpose in the amoebae's 
life cycle. If the individual amoebae's output of attractant 
w ere not steadily eliminated, the attractant would keep 
accu mu la ting u nti I the gradient in the attractant concen­
ration that guides the individual during aggregation would 

be drowned out. 
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RIBOSOMES 

In Dictyostelium cyclic AMP appears to be the main hor­
mone responsible for the amoebae's soci al existence. 

Like the principal mammalian hormones, it is extracell ular 
and provides communication between cells that are .sepa­
rated from one another in space. In mammals, on the other 
hand, cyclic AMP is tri ggered by the extracellular hormones 
and acts inside the cell s. It may possibly act externally as 
well , but such actions have not yet been elucidated. 

That the chain of chem ical events involving cycl ic AMP in 
mammals is lo nger and more complex than it is in social 
amoebae is something that is to be expected of more com­
plicated organisms. 







Incredible bllt rrae 

James Michener, one of the most 
5uccessful and popular novelists of 
our times, interviewed a mother 
flho lived near the Kent State cam­
pus for his book, "Kent State: What 
Happened And Why,'' published 
this year by Random House. 

In it Michener records the follow­
ing dialogue: 

Mother: Anyone who appears on 
the streets of a city like Kent with 
long hair, dirty clothes or bare feet 
deserves to be shot .. . it would have 
been a lot better if the guards had 
shot the whole lot of them. 

Michener: But you had three sons 
there. 

Mother: If they didn't do what the 
guards told them they should have 
been mowed down. 

Professor of psychology: Is long 
hair a justification for shooting 
someone? 

Mother: Yes. We have got to 
clean up this nation. And we11 start 
with the long-hairs. 

~: Would you permit one 
bf YnW· iio.!15 to be shot simply be­
t"~! · went barefooted? 
· MOO.er: Yes. 

JAMES A. MICHENER 

Professor: Where do you get such 
ideas? 

Mother: I teach at the local high 
school. 

Professor: Do yo1,1 mean that you 
are teaching your students such 
things? 

Mother: Yes. I teach them the 
truth. That the lazy, the dirty, the 

ones you see walking the streets a.;.t 
doing nothing ought all to · ~ shot. 
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What You Should 
Know About Yourself 
Based on the opinions of expert pS'fcho/ogists, the following 

quiz was devised to help you know your own securitr with your­

. ielf. Answer the questionf fran& ly. 
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Although handwriting, .;,.,.iy,<is. c,annot be called a precise science, 
''l"rious expei:ts have agreed that certain types ol wril!1lg indicate 
,definite personal characteristics. Take this test yourself and !hell Ir)'._ 
ii on your friends, 

; Write several sentences, one ljllder the other, trying to include most 
of the letters of the alphabet. Be sure to write with the same style and 
speed as you usually do. 
. Make an X mark If your writing has the following chara<:JerMlcs: 

---- 1. You are prone to dashes. 
---- 2. You make letters, having loops such asp, g. etc., 

with lo:iger loops below the line than above the line. 
---- 3. You tend to make letters with loops below the line 

with a single line rather than a full loop. · 
---- 4. You generally make the loops of letters below the 

line with a heavy stroke. 
---- 5. You make extremely large capital letters. 
_ _ __ . 6. Your writing is ornate and filled with curlicues, or 

~ ~ 
perhaps you make circles to dot the letter i or a wavy 
line to cross your t. 

---- 7. Your capital letters are generally made with 
sharp, angular strokes. 

CL 
ft) 

~ 
Ji) 

""" ,s-.... 
0 

---- 8. The bottom loop of your letters is quite rounded. 
---- 9. In making letters with double loops, the loop is. 

longer above the line than below it. · 

) ~--...... 

____ 10. Your capital letters are embellished with 
flourishes. 

__ . __ 11. When you make· a capital M, the second or third 
stroke is higher than the leading stroke. 

__ • __ 12. Your letters vary in size. .... 
V\ ..., 

____ 13. Generally speaking, your capital letters are plain, 
· angular, and a bit awkward: ' :\\~ 

~ 
r\/C) 
Co 

____ 14. Tend to write too large for the space. 
____ 15. All letters in your words are connec!<d, al" 

proximately the same size, and neat. 
----16. The last letters of your words have long strokes. 
____ 17. You tend to leave letters such as a, o, or g open at 

the top. 
~ 

~ "' ~~ 
~~ 

~~ 

____ ts. Your writing tends to be abnormally large and 
angular, with many peaks. 

____ 19. Generally speaking, your writing is heavy, large, 
and done In a s!0ppy style. 

1i1nl -· 
I§ OI 

2. 
--· __ 20. The lower and upper loops of letlers often reach 

into the line above or below. 

1 ~ 
a;g 

~ 
____ 21, The last letters of your words are a trifle larger 

than the first. 
For answers and how to score yourself, ttJtD to page 18. 
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Here Are The Answers To 'What You 

Should Know About Yourself' Quiz 

ANALYSIS: 
1. The constant use of dashes, particularly those of varying length, 

tends to indicate an aggressive i>ersonality. 
2. If you make your loops longer below the line than above, you are 

businesslike and materialistic. 
3. If you do not finish your loops below the line, but use only a single 

straight stroke, you are conservative. 
4. If your loops below the line are heavy, you are a determined and 

sturdy soul. 
5. Extremely large capital letters indicate an egotistical per-

sonality. · 
6. Ornate writing with embellishments ls a sign of a fussy, 

meticulous person who is a bit self-centered. 
7. If your capital letters are bold and angular, you are blessed with a 

keen and searching mind. 
8. Fully-rounded loops of letters such as f and g indicate a full­

living, fun-loving, out-going personality. 
9. If you tend to make your loops above the line longer than below 

the line, chances are that you are idealistic. 
10. Capital letters that are extravaganUy elaborate probably mean 

that you are also extravagant. 
11. If the second or third stroke is higher than the first, look out for 

yoiir nervous and erratic characteristics. 
12. If your letters vary in size, you are very likely inattentive and 

careless in other aspects of your life. 
13. If your capital letters are plain and a bit awkward, you are a 

cahn, placid, and satisfied person. 
14. Overly large writing tends to indicate a lack of adjustment, a 

desire to extend over certain boundaries, a conflict between the inner 
and outer self. 
15. An even flow of letters of approximately the same size shows you 

have a logical, well-arranged personality and life. 
16. Long ending strokes on the end of words indicate ahnost as much 

of an extravagant personality as elaborate capital letters . 
17. To leave letters open very likely means that your mouth is also 

open much of theiime. You are chatty and have difficulty in keeping 
secrets. 
18. Large, angular writing tends to show an excited, enthusiastic 

person. 
19, If your writing ls heavy and sloppy, you are. likely earthy, 

unimaginative and plodding. 
20. If your letters climb into lines above and ~low, you are,..very 

likely, both resUess and romantic. 
21. It ls .an honest man who will finish each word with letters that 

grow In size. 

(Scoring for questions 
in test on page 6) 

1. (A - 10 points, B - 5 
points, C - 0 points.) Persons 
who were aware of the signs 
of a difficult person selected 
A as probably being the least 
difficult type because of the 
protective quality that appears 
to· be lacking in the figures 
that are portrayed in drawings 
Band C. · 

2. Yes - 10, No - O; 3. 
Yes - 10, No - O; 4. Yes -
10, No - O; 5. Yes - 10, No 
- O; 6. Yes - 10, No - O; 7. 
Yes - 10, No - O; 8. Yes -
10, No - O; 9. Yes - 10, No 
- O; 10. Yes - 10, No - O; 11. 

- .... ....... - \ 

I 

' -Vl 
-I .. 
V' 

Yes - 10, No - O; 12. Yes -
10, No - 0. 

YOUR SCORE __ 
0-45: Those people in this I 

bracket avoid many scars 
because they can evaluate 
people with r elative accu­
racy, They are fine parents, 
excellent teachers, top-notch 
·counselors. 

50-85: This is an average 
score. Most of us are out­
going and fail to recognize 
the characteristics of diffi­
cult people, or, if we do, we 
try to help them. People in 
this bracket may sometimes 
be disappointed but on the 
whole they are satisfied with 
their appraisal of friends. 

90-120: Those who rate this 
score are often disappoint­
ed with others because of 
their inability to foresee 
problems. By failing to spot 
the difficult people they are 
making their own lives more 
troublesome. Reviewing this 
test and the answers will 
help them to evaluate peo­
ple more accurately. 
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Happy 37th Birthday, Donald Duck!, 
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HARD WORKER: Wearing an apron and a babushka, Mrs. 
Anna Piorkowski pumps gos at· her service station in Detroit. 

~r.eec(ev 1 ~ 

Mvs1c •• 

'I hated it at first' ... 

Slim, sophisticated San Franciscans smile when they see 

' their city's newest big beef trust. 

RECYCLING FAT 
You better hope Leo Rossi and soulmate of the flesh, Davey, is his 

Davey Goldberg have good brakes close friend and bartender. 
on their bicycle when Utey come They have both decided that they 
wheeling toward you. TogeUter, need some shaping up, so they took 
they're almost a half ton of beefy up serious cycling to firm up their 
manhood careering down the flesh. 
streets of San Francisco. . . But w~ile they're shaping up, the 

Leo, a 470-pound moWltam of a bicycle 1s shaping down-it's the 

man owns a restaurant in the city only sway·backed two-seater in 
of high hills, and his 37G-pound San Francisco. 

J:°LV)(OLYMr'IC~ ._, E' PT. 
,,..,,----- - -

HOWARD HUGHES WRITES HIS 

LIFE STORY: 400 BLANK PAGES 
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Our schedule for t he coming month,q includes the preparation 
of fl_ rnunher 0f c:;h'11·rJ al reo..dy rie~.rnJrir-<:.~do AP1onc t-, !:em are 

Archit-ectur.11 vernacular and the art of ~d Ruscha, 
:Oruce Nauman Sound Piece Numb Two. 
Mark Prent, Montrer;..l Sculptor 

Toronto SculptureShow 
Video (Radicl Software) Show 

Claude Touisigaant (montrP.al. Artist:vive le '.luehec 1ibre!) 
etc S"i i'·.""t;,v. •..I) ~ . -~ ....... c~ 

e.. do-or: 
IU!i1! W!Rl~Hl&\00 

THE REGENTS OF THE UNIV:BRSITY OF CALIFORNIA 

ON THE NOMINATION 01' THE FACULT'l OF nm 
CCU.EGE OP LETI'ERS AND SCIENCJ! 

HAVE CONfERlU!D U?ON 

rHILir EMMONS ISAAC I!ONEWITS 

THE DEGllEE OF BACHELOR OF ARTS 

WlTII A MAJOR IN MAGIC 

WITH Al:L THE RIGHTS AND rP..lVILEGES TI£ERE'l'O ?ERTAINING 

GIVEN AT BERKELEY THIS SIXTEENTii DAY OF JUNE 
IN THE YEAR NI~EN HUNDRED. AND SEVENTY 

DIPLOMA: Bachelor of Arts degree awarded to 
Bonewits was signed by Gov. Ronald Reagan. 

Degree in Magic 
,,., - - - -- ._. ~ - - - . 
House Trailers Parked 

In Her Living Room 

' 
' I 
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When Mrs. Anderson steps outside hP-r three trailers for a breath of fresh air, 
she's in spacious living room of Anderson home:. 

By ALEX TURNER 

' 

Housecleaning chores take a little derson retired from the British 
longer for Mrs. Mary Anderson, a· army, the couple built their home in 
chipper 84-year-old widow - but it's Dollar, Scotland, with one huge 
worth the extra trouble. . room big enough to accommodate 

Aside from defrosting the fridge the trailers, which they'd been using 
and scrubbing ·the front stoop, she for holidays for years. 
also takes time to check the tires on ' 
the guest room, dust the tongue on Aside from being cmy on wint.er 
the store room, and dust off the nights, the trailers, each with its 
bedroom roof. 1 own kitchen, allow Mrs. Anderson to 

The three rooms are trailers, and make tea wherever she happens to 
they've been parked inside t.he be at the moment. 
spacious "living room" of the trim She likes it inside the trailers so 
And~rson bu~ow since 1956: much, in fact, that she seldom steps 

There's plenty of room for the out into the living room for air, 
three trailers_ After Col. John An- ·· "eicel)1' to watch TV or entertairi. · 
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motto : 
"Die Welt ist alles, was der Fall ist" 

L. Wittgenstein 
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1. 

W hat is it ? 
Qll' est qlle c' est? 

Was isl das? 

Co to jest? 

It is a roo m . 
C' est 1me chambre. 

Das ist eill Zimmer. 

To jest pokbj. 

Is i t a roo m ? 
Est-ce 1me chambre? 

!st das ei11 Zimmer? 

Czy to jest po kb j? 

2. 

What is it? 
Q11'est ql!e c'est? 

IVc1s ist das? 

Co to jest? 

It is a fl oo r. 
C'est !Ill pla11cher. 

Das isl ei!l Fmsbobe11. 

To jest podtoga? 

Is it a fl oo r? 
Est-ce 1111 pla11cher? 

!st das ei11 fmsbode!l? 

Czy to jest pod-toga? 

3. 

Wh at is it? 
Q1t' est q11e c' est? 

If/ as ist das? 

Co to jest? 

It is a chair. 
C' est 1111e chaise . 

Das isl ei11 St11hl. 

To jest krzesto? 

Is it a ch air? 
Est-ce 1111e chaise? 

! st das eill S f11hl? 

Czy to jest krzesfo? 

4 . 
What is it? 
Q11' est q11e c' est? 

Was ist das? 

Co to jest? 

It is a tabl e. 
C' est 1111e table. 

Das ist eill Tisch. 

To jest st61. 

Is it a tabl e? 
Est-ce 1111e table? 

!st das eill Tisch? 

Czy to jest stirt? 

5. 

Wh at is it? 
Q11' est que c' est? 

If/ as ist das? 

Co to jest? 

I t is a tabl e-clo th . 
C' est 1111e 11appe. 

Das ist ei11 Tischt11ch. 

To jest obms. 

Is it a tabl e-cl o th ? 
Est-ce 1111e nappe? 

I st das ein Tischt11ch? 

Czy to jest obms? 

6. 
Wh at is i t? 
Q11' est q11e c' est? 

If/ as ist das? 

Co to jest? 

It is a fl ow er-po t 
C' est !Ill pot a fle11rs. 

Das isl ei11e Blmnenvase. 

To jest wazon. 

Is it a fl ow er-po t? 
Est-ce 1m pot a fle11rs? 

!st das eine Blmnenvase? 

Czy to jest wazon? 

7. 

Wh at is it? 
Q11' est q11e c' est? 

If/ as ist das? 

Co to jest? 

Th ey are fl ow ers. 
Ces so111 des flmrs . 

Das sind Bl111nen. 

T o sa ktl'iaty. 

Are th ey fl ow ers ? 
Soni ces des fle11rs? 

Si11d das Bl111nen? 

Czy to sa kwiaty? 

8. 

Wh at is it? 
Q1t'est qlle c'est? 

lf'/' as ist das? 

Co to jest? 

It is an ash-tray. 
C' est 11n ce11drier. 

Das isl ein Asche11becher. 

To jest popielniczka. 

Is it an ash-tray? 
Est-ce 1111 ce11drier? 

! st das ei11 Aschenbecher? 

Czy to jest popielniczka? 

9. 

W hat is it? 
Q11' est q11e c' est? 

If/ as ist das? 

Co to jest? 

Th ey are ciga rettes . 
Ces sont des cigarel/es . 

Das sind Zigarel/en. 

To sa papierosy. 

Are th ey cigare ttes ? 
So11t ces des cigarettes? 

Si11d das Ziggarel/en? 

Czy to sa papierosy? 

10. 
Wh at is it? 
Qu'est q11e c'est? 

lVas ist das? 

Co to jest? 

Th ey are keys. 
Ces sont des clefs . 

Das silld Schliissel . 

To sa kfttcze. 

Are they keys? 
Sont ces des clefs? 

Si!7d das Schliissel? 

Czy to sa klucze? 

11 . 
What is it? 
Qu' est que c' est? 

If/ as ist das? 

Co to jest? 

It is a ches t. 
Cest tme armoire. 

Das ist ei11 Schrank. 

To jest szaf a. 

Is it a chest? 
Est-ce tme armoire? 

!st das ei11 Schrank? 

Czy to jest szafa? 

12. 

What is it? 
Q1t'est q11e c'est? 

If/ as ist das? 

Co to jest? 

It is a mirro r. 
C' est 1111 miroir. 

Das ist eill Spiegel. 

To jest lmtro. 

Is it a mirror? 
Est-ce 1m miroir? 

!st das ein Spiegel ? 

Czy to jest lmtro? 

13. 
Wh at is it? 
Qu' est que c' est ? 

If/as ist das? 

Co to jest? 

It is a tabo ret. 
C' est 1m tabouret . 

Das ist eill H ocker. 

To jest T aboret. 

Is it a taboret? 
Est-ce tm tabom·et? 

!st das ein H ocker? 

Czy to jest taboret? 

14. 

Wh at is it? 
Qtt' est q11e c' est? 

Was ist das? 

Co to jest? 

Th ey are beds ? 
Ces sont des lits. 

Das sind Bet/ell . 

To s4 -fbzka. 

Are th ey beds? 
So11t ces des lits? 

Sind das Bellen? 

Czy to sa,_ -fozka? 

15. 

What is it? 
Q1t' est q11e c' est? 

W asistdas? 

Co to jest? 

It is a te levisor. 
C' est 1me lelevision. 

D as ist eill Femsehapparat. 

To jest telewizor. 

Is it a televisor? 
Est-ce 1me lelevision ? 

!st das ein Femsehapparat? 

Czy to jest /elewizor? 

16. 

What is it ? 
Qu' est q1te c' est? 

Was ist das? 

Co to jest? 

It is a littl e table. 
C' est 1me petite table . 

D as ist ei11 Tischchen. 

T o jest stolik . 

Is it a littl e tabl e? 
Est-ce 1111e petite table? 

!st das eill Tischchen? 

Czy lo jest stolik? 

17. 

Wh at is it ? 
Q11'es/ q11e c' est? 

Wasistdas? 

Co lo jest? 

Th ey are boo ks. 
Ces SOil! des livres. 

Das sind Biicher. 

To st{ ksiqzki . 

A re th ey books? 
Soni ces des livres? 

Si11d das Biicher? 

Czy to sq ksiqiki? 

18. 

Wh at is it? 
Q1t' es/ ql!e c' est? 

Wasistdas? 

Co to jest? 

It is a desk lamp. 
C' est tme pe!ite lampe. 

Das ist ein Lampchen. 

To jest lampka. 

Is it a desk lamp ? 
Est-ce tme pe!ite lampe? 

! st das eill La111pchen? 

Czy to je.rt lampka? 

19. 

What is it? 
Qu' est q11e c' est? 

Was ist das? 

Co to jest? 

It is a window. 
C' est 1m e fe11et re. 

D as ist ein Fewter. 

T o jes/ okno. 

Is it a window? 
Est- ce 1me f elletre? 

!st das ein Femter ? 

Czy to jest okno? 

20. 

What is it? 
Q 11' est q11e c' est? 

W as ist das? 

Co to jest? 

It is a curtain . 
C' est 1111 ridea11. 

Das ist eine Femtergardine. 

To jest f irana. 

Is it curtain ? 
Est-ce 1111 rideau? 

!st das eine Fenstergardine? 

Czy to jest firana? 

21. 

W hat is i t? 
Q11'esl qlle c'es/? 

Was isl das? 

Co to jest? 

Th ey are wa ll s. 
Ces so11t des parois. 

Das sind IVii11de. 

To SC( fcia11y. 

Are th ey w alls ? 
Soni ces des parois? 

Si11d das Wande? 

Czy to sq sciany? 

22. 

Wh at is it? 
Q11'est q11e c'es/? 

Was ist das? 

Co to jesl? 

Th ey are pi ctures. 
Ces so11t des tableam. 

Das si11d Bilder. 

To sa, obrazy. 

Are th ey pi ctures? 
So11t ces des tableam? 

Sind das Bilder? 

Czy to sq obrazy? 

23. 

What is it? 
Q11' est q11e c' est? 

Wasistdas? 

Co lo jest? 

It is a lamp. 
C' est 1me lampe . 

Das isl eine Lampe. 

To jest lampa. 

Is it a lam p? 
Est-ce 1111e lamp? 

!st das ei11e La111pe? 

Czy lo jest lam pa? 

24. 

Wh at is it? 
Q11' est q11e c' est? 

Was ist das? 

Co to jest? 

It is a ce iling. 
C' est 1111 plafond. 

D as isl ei11e D ecke. 

To jest s11fit. 

Is it a ce iling ? 
Esl-ce 1m plafond? 

!st das eine D ecke? 

Czy to jest s11fit? 

25. 

Wh at is it? 
Q1t' est q11e c' est? 

JI!' as ist das? 

Co to jest? 

It is a metaph ys ics. 
C' est 1111e 111etaphysiq11e. 

Das ist ei11e i\1etaphysik. 

To jest 111etaf izyka. 

Is it a m etaphys ics? 
Est-ce 1111ie mhaphysique? 

! st das ei11e Metaphysik? 

Czy to jest 111etafizyka? 
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MOOSACK 

MACHINES 

. The moosack machines are a series of self-altering digital 
sound generators. Each of them is meant to respond to a 
specific set of externa l stimu li . The origina l moosack 
machi ne (see SOURCE Issue 8) responded to the envi ro n­
ment provided by an art gallery. The moosack mach ines 
in this presentation respond to smaller, more specific, 
stimu li. 

The Sound Hat is one portion of the eq uipment which 
comprises the SOUND MAN wardrobe (see illustration). 
It is designed to provide a mobile, cons tantly varying source 
of audio enter.tainment. The remainder of the outfit is st ill 
in the planning stage, the pa lm-pods and lasercane being 
next on the construction li st. 

De Daddle Dee is a replacement for the universally annoy­
ing telephone bell. Its circuit is enabled by the ring-signal 
vo ltage that normall y goes to the bell (which is removed 
from the telephone). The aud io output is the variable 
resu lt ach ieved by the manipu lation o f four toggle switches, 
one nine-position switch, and four slide potentiometers. 
Thus, each ring of the te lephone equals a min i-composition. 

Future moosack machines wi ll include the Oblisk - an 8-
foot scu lpture which wi ll produce an audio portrait of its 
environment ; the Morthtar-Mat - a mobile sound environ­
ment to be bu il t into pr ivate automobiles ; and, in collabora­
tion with Betty-j ean Thiebaud, the Screen Matrix (in terfaced 
with the Oblisk) which provides self -actuated sound tracks 
for films. 

Stanley Lunetta 
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FIRE AND WIND 

1 

fire and wind 
first variant of the poem " fire and wind" (fire = feu french) 
was realized by me - the others are interpretations 
caused by the wind 
j i ri valoch, 1971 

5 

2 3 4 

6 7 

Jiri Valoch 



L 2 

fourth plastic interpretation of the poem 11merde11 

1 = /ml, 2 = /el, 3 = Ir/, 4 = Id!, 5 = /'I 
j i ri valoch, 1972 

by day 

music for one instrument (score) 
j i ri valoch, 1972 

in the field 

in the meadow 

music for one instrument (score) 
jiri va loch, 1972 

by night 

in the forest 

in the town 



SMALL WHISTLES, UNDERWATER, MOUNTED ON THE ENDS OF 
FLEXIBLE TUBES. WATER UNDER PRESSURE FLOWING IN THE TUBES 
AND OUT THROUGH THE WHISTLES MAKES THE WHISTLES SOUND 
AND THE TUBES FLEX. EACH WHISTLE IS MOUNTED WITHIN A CONE­
SHAPED REFLECTOR WHICH SERVES TO FOCUS THE SOUND OF ITS 
WHISTLE IN A CERTAIN DIRECTION. AS THE TUBES FLEX THEY 
CONSTANTLY REORIENTATE THEIR RESPECTIVE REFLECTORS AND 
WHISTLES, CHANGING THE COMPOSITE SOUND WHICH A LISTENER 
AT ONE PARTICULAR PLACE HEARS. 

MAX NEUHAUS 
MAY 1971 



Photo Credit/Tom Bennet 



By ~IJ(HAEL :\IARZELL.\ 

Suspended, alone, ears just 1m,lcr the 
pool's surface, sound laves you from all 

;..::des. 
It's delightfully sensual; water a l 92 

degrees so there's little feel of heat 01· 

cold. Loi1 there. arms floating loosely , 

while Max Neuhaus washes your ears 

with sound. 
With a device resenibling a mutated 

sprinkler system, Neuhaus, 32, creates 
underwater music. He dunked his con­
cert in the L:niversity of South Florida 

pool Saturday from noon to midnight.: 
Some who listened were disappointed; 

most were surprised. 

HIS "WATER WHISTLE" is a home­

spm1. no nonsense instrument. Long, 
bl;~ck rubber hoses, about an inch in 

d1am.ete1. stretch across the swimming 
pool. S11a;.;r, like, clear plastic tu hes 
tipped with tir; y shining police-type whis· 
tle d;rngle from OC(:asional valves. 

When Neuhaus runs water through 

the main hose, the whistles howl. But 

you can only hear it underwal"'r. 
Fifteen whistles, shrieking softly at 

discordant pitches are soothing, pa.ci­
fying. It's hard to listen long er.ough 

though. Pounding ears and breath 
sucked through a snorkel interfere with 

the music. Just rest and listen, holding 

air tight in your lungs. 
It's a conglomerate sound. Television 

test patterns have a companion hum 
that's similar, but the aquatic whistles 

have something more. There are bits of 

jet engine whine and eerie science fiction 

movie soundtrack. 
"What really prompted me to do it is 

that there is a new presence of sound un­
derwater, and I wanted to work with 

that," Neuhaus says. His first water 

50 

THE IDEA of the water 
whistle was conceived by Neu· 
haus at his home - a cabin 
cruiser w1Uch putt~rs up and 
down the Inter-Coastal Water­
way between New York City 
and Florida. 

"I did the piece after I'd 
heen Jiving on the water a 
year," he said. 

Neuhaus' piece as it 
stands, simple and serene, 
defies sober analysis as ea­
sily as it innocently resists 
wis~cracking banter. It is 
\vha: it is. and what lt is is 
nice. 

"I've been involved in music 
all my Iif e, and I began to 
t h i n k • about sound under 
water, and giving a concert 
unHer water. 

Sharp and clear 

is devoting a good deal of 
Jlis energy at the 1no1nent 
to the proliferation around 
the countr, , ~ of fi\Vater 

<' 

\Vhistle," \vhi<-h he de-
s c r i b e s a~ "very sat is­
fying." 

To hear the music, listeners had to sub­
merge their ears in the 92-degree water­
not so unpleasant a chore on a suhny Cali­
fornia day. The sounds, completely inaudi· 
ble from above the surface, came through 
the water sharply and clearly; sometimes 
the constantly droning high pitch was joined 
by one or two others in an interval or a 
chord. Swimming along, one felt somehow 
hermetically sealed from the outside world, 
enveloped on all sides by the warm water 
and the friendly, subtly-changing sounds. 

Surely, "Water Whistle" takes its lis­
teners a bit of the way back to the womb. 
But blessed by the friendly, innocent, free 
spirit that currently characterizes the 

is amplified in intensity when 
you listen from a corner of the 
pool. Too bad you can "t stay 
under for hours. 

"Musicians have been inti­

midating people with electron­
ic music for too long," Neu­
haus s C1 ys. "This is just whCJt 
it is - not pretentious." He 

balks at the suggestion of add­
ing a keyboa rd for v;.dving the 

whistles int o t u1 :es. "l li ke it 
just as. it i.~ , " 

A 1'.:'.-hour concert isn·t un­
usual for Neuhi1us. "People 

ha\·e a chance to leave and 

come back, have some change 
of enviornment between lis­
tening sessions .. , During the 

concert, Neuhaus continually 
checks and adjusts whistle 
pitches. "It keeps me in 
touch." 

SO~E LISTE:\'ERS hooked 
feet in the gutters, floating on 

their backs, penetrated by the 
reedy tones. They ducked be­

neath the surface and curled, 
fetal position, to listen silently 

for a few minutes. Most lis­
teners were young, in their 
early 20s. A few brought 
babies clinging to inflated 
plastic rings. 



-" cr1NDAY .~ 'l\ll 
-~~~~ Whistles for iuore 
N .Y .U. Concert "" ets 

Photo Credit/Bill Seaman 



To all the members of the Eternal Network in canadada 
and in the United States: G·reetings. Sound. Manluck • 
womanluck. Weatherluck. Tod.ay after years of .Practicing 
ana reflecting upon the subject I propose to you all the 
composing and performing of telepathic music to 
co~plement, butress, and - if need be - replace all 
other marvelous loving correspond.ences. - Day or night, 
day and night, send waves of greetings sound. 
manluck womanluck weatherluck to members 
of the eternal network all over the world_. ~To proof of 
reaching and. benef itting is necessary - knowing oneself 
~xpecting others to be a performer of telepathic day and 
night music is sufficient. 

Your Rober·t Filliou 
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IMAGE BANK 

NEW YORK 
CORRES - SPONGE DANCE 
SCHOOL OF VANCOUVER 

CONTENTS 

Image Bank presents some of the musical concerns of the 
members of the New York Corres Sponge Dance School of 
Vancouver including: 

1. Documentation of Dr. Brute's Saxes from the event 
Anthropomorphs in Art City featuring Mr. Peanut, Kan­
d-man, Art Rat, Mr. Blunt - photos taken by Taki Blues 
Singer. 

2. Dr. Brute's Saxes attend the F. Scott Fitzgerald Salon 
organized by the Fine Arts Students, University of British 
Columbia - photos by Taki Blues Singer. 

3. Episode # 1625 from Mondo Artie, a scenario by E. E. 
Clair; incidental accompaniment to the mural for the 
National Research Library, Ottawa, of the same name. 

4. Images from the archives of the New Era Inda Arabian 
Nipponese Calypso Space Symphony Orchestra con­
ducted by Taki Blues Singer, selected by Marcel Idea. 

5. " Lines from Chuang-Tzu", the score of a new composi­
tion by Canadian composer Martin Bartlett. 

6. Two post cards 
(a) New Era Inda Arabian Nipponese 

Calypso Space Symphony Orches­
tra 1984. 

(b) From the collection of Grin. 











MONDE ARTIE 

Episode # 1625 

CAST: DR. BRUTE, ART RAT, TAKI BLUES SINGER, TEX 
WRITTER, SHUZO, FLAKEY, JOHN JACK FANZINI, 
SALLY PEANUT, MR. PEANUT, GERTRUDE STEIN 
PLAYED BY TERESE, ERICA PLAYED THE PART 
OF ZELDA, 5 EGYPTIAN DANCERS, A THIRTIES 
PHOTOGRAPHER, 2 OLD PIANISTS, A SUP­
PORTING CAST OF THIRTY, INCLUDING LADY 
BRUTE, MISS PEACH, GORDON KIDD, JACKIE 
EVELYN ROTH. 

1 EXT. OF CABLEVISION STUDIO - DAY 
FLAKEY has just come out of the Cablevision studios 
and is walking along the sidewalk. Lots of traffic on the 
street and people on the sidewalk. Traffic sounds. He 
walks to the parking lot and gets in the flakemobile, 
starts it up and pulls out into traffic. 

NARRATION 

Flakey is wondering about the quality of the 
Japanese food demonstrations but his thoughts 
quickly return to the F. Scott Fitzgerald Salon 
held the day before. 

FADE OUT 

2 FADE IN TO INT. OF CECIL GREEN PARK MANSION -
AFTERNOON 
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Everyone is in Thirties costumes, tea and dainty sand­
wiches are being served. They are all talking quietly. A 
few people are still arriving. Sounds of Duke Ellington's 
'Flaming Youth' and other thirties music. 

NARRATION 

The guests are all awaiting the arrival of Fitzgerald . 
DR. BRUTE is playing the part of jazz band leader 
and Mr. PEANUT, ART RAT and TEX WRITTER are 
playing the parts of jazz musicians with their 
wooden, simulated saxopohnes. Flakey is playing 
the part of the butler. Taki is playing the part of 
Fu Sham Poo, trusted advisor to the mysterious 
East. Erica is playing the part of Zelda. Terese is 
playing the part of Gertrude Stein. 

The BUTLER is pouring tea from an old Chinese teapot. 
Fu Sham Poo is quietly taking photos from unobtrusive 
places. Zelda is parading up and down. DR. BRUTE'S 
band is assembling in the drawing room. The guests are 
talking in small groups, some have gone out the french 
doors to walk in the gardens. Sounds of snatches of 
conversation, going on for awhile. DR. BRUTE'S band 
strikes up it's first number. Many of the guests wander 
in to listen. The BUTLER goes up to two young men 
standing by the fireplace, who are dressed in blue jeans 
and sweaters. 

BUTLER 

Where are you two from? 

ONE OF THE YOUNG MEN 

We're from the creative writing department. 

BUTLER 

OH, ha ha ha, excuse me, I thought you were the 
gardeners. Would you like some tea? 

YOUNG MEN 

Yes, thank you. 

The BUTLER pours two cups of tea for them. He then 
goes into the drawing room and peeks through the door 
into the conservatory where the Egyptian Dancers are 
waiting. He talks to them and then walks over to DR. 
BRUTE and gives him the high sign. When the number 
they are playing is finished the BUTLER moves to the 
centre of the room. 

BUTLER 

May I have your attention, Ladies and Gentlemen. 
We are very pleased to present to you this after­
noon, the exotic Egyptian dance group, 'L'EGYPTA'. 

The group files into the room and takes up their posi­
tions. Egyptian movie music begins and they do their 
dance. The guests applaud when it is finished. Dance 
troupe files out. Guests talk excitedly about the dance. 

The BUTLER goes back into the Dining room and pours 
more tea. 

DR. BRUTE'S band strikes up another number. 

NARRATION 

Fitzgerald has not arrived yet. The guests are be­
ginning to think that he will not show up. 

Butler serving tea. 
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The BUTLER comes into the middle reception room to 
make an announcement. 

BUTLER 

Miss Stein will read selections from her poetry. 

Gertrude stands beside the grand piano and reads two 
of her poems. The guests applaud when she is finished. 
The salon continues. The Butler pours more tea. The 
jazz band plays. Zelda has been sipping on a wh iskey 
flask and is beginning to act a little O.D. Some of the 
other guests have also been nipping on thei r flasks. 
Zelda is annoyed that Scott has not turned up. 

Zelda talking to the butler. 

Dr. Brute's jazz band playing. 

A glimpse of Fu Sham Pao, trusted 

advisor to the Mysterious East. 

~ .. ~. 

~ ! };~ ~ 

ZELDA is becoming frustrated and drunk, Scott has not 
shown up and tea is almost over. She doesn' t li ke Ger­
trude and keeps giving her dirty looks. D R. BRUTE'S 
band begi ns another number. ZELDA walks over to the 
BUTLE R. Guests begi n to dance. 

Z ELDA 
I want to dance. 

BUTLER 
W ith me? 

ZELDA 
Yes, w hy no t, come on. 

BUTLER 
O h, that wou ldn' t be ri ght. I must pour the tea. 

Z ELDA 
I insist. 

ZELDA takes him by the hand and leads him on to the 
dance floor in front of the band. They dance a peculiar 
ragtime - charleston routine. 



The BUTLER goes up to two old gentlemen and talks to 
them briefly. The jazz band stops. 

BUTLER 

Ladies and Gentlemen, we are pleased to have 
two eminent pianists here this afternoon - Mr. 
Emmet Webster and Mr. Lloyd Grand. 

Mr. Webster announces the pieces he will play - two 
selections by Debussy. He plays. When he is finished, 
Mr. Grand, who is quite aged and shakey, announces 
the pieces he will play. He plays. Applause at the end. 

Gertrude Stein lighting a candle. 

Zelda dancing with the butler. 

The band f inishes playing and the BUTLER rushes back 
to the teapot. The photographer who has been taking 
photo portraits of some of the guests now makes an 
announcement. 

PHOTOGRAPHER 

Excuse me, ladies and gentlemen, I wish to take 
a group portrait of everyone outside in the garden. 
Would you all mind stepping outside. 

Everyone slowly strolls out through the french doors 
chatting with one another. The BUTLER goes around to 
tell the stragglers about the photographs. The band 
goes outside. 

3 EXT. CECIL GREEN PA RK - GARDEN, BRIGHT SUN­
SHINE. 
The photographer is assembling everyone on the steps 
in order to fi t the margins of his frame. Finally every­
thing is ready. 

PHOTOGRAPHER 

Hold it. Don' t move, p lease. 
He takes a picture, and repeats the process two more 
times. He then asks the band to assemble around the 
pool and takes their picture several times. 
FADE OUT 

Photographer taking pictures of the band. 







FROM NOWHERE COMES A VOICE THAT TERRIFIES THE SIMPLE NATIVES Photograph by Raymond Stockwell 

Tuning in on Manila for the Negritos' first radio concert, the author produces an effect on his audience that combines pleasure, fear, and fascination, registered by clasped ears and covered faces. 

"Kitchen Concert" 
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Gyula Gulyas 

the stonepit ne~r Villany/ 
Stitching of a 15m rock-c~~~ ~~om a mountainsl1de. 
South-Hungary/ as preven 

I Oktober 1971. I 



a 7 chair~ 

Zdzislaw Jurkiewicz 

72 



a chair. 

a ·'chair?...chair -----......... \ ........................... ---+---------



Eugen 

THE SUN DIAL 

/an exercise/ 
Before the expected sunrise go with your friends to the 
place of the exercise / any flat terrain such as square, park, 

meadow etc.I. 

In the middle of the place erect a three yard pole as a cen­
tral point of the planned sun dial, sit down close to the 
pole and wait for the first full hour after sunrise. Then unroll 
a white stripe /about four inches wide/ along the shadow 
cast by the pole, go back to the others and wait again for 
the next fu II hour. 

Repeat this procedure every full hour until sunset when the 
sun dial has been accomplished and then leave the place. 
A "dial" of the sun dial is not limited by circle. Stripes indi­

cating single full hours correspond to the length of the sha­
dows. 

In case the weather gets permanently cloudy, put off the 
exercise until the next day. 

In the winter you can reconstruct a "moon dial" with the 
same method. Only instead of white stripes on the dark 
base, unroll black stripes on the white snow. 

/Every full hour the action of the stripe-unrolling is being 
filmed, during the intervals between single full hours the 
sitting participants are to be filmed for one minute. The re­
sulting film, in which shots of the stripe-unrolling are cross­
cut by one minute shots of the sitting group, is called like 
the exercise itself.I 

/Performed 2.-3. 7. 1970, Roztoky at Prague/ 

Brikcius 

EUGEN )3RIKCIUS 
Lucemburska 30 
Praha 3 

Czechoslovakia 
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MY SYMPHONIES 
nam june paik 

Anton Webern wrote sinfonie but neither Cage nor Stock­
hausen wrote any ... 

I wrote al ready 5 si nfon ies. 

No. 1 is Young Penis Sinfonie ... which was published in 
the Decollage No. 2 in Cologne and later re-printed 
in the New Bohemian by John Gruen (Shorecrest). 

No. 2 is Sinfonie for 20 rooms. It was written in 1961 
spring. Introduction was printed in Anthology 
(edited by Maclow and Young) (1963). The finished 
score was lost in complicated transaction be­
tween Cologne-New York-Tokyo-Cologne involving 
Lamonte Young-Gergoe Maciunas-Toshi*-Yoko- Aki­
yama-Paik. Present version is the english translation 
of the one-before the last version, which is written 
in German and somehow survived for 12 years in my 
permanent exile. 

No. 4 is the instruction to be printed in the Decollage No. 
4, which tells "Please, look for the Symphony No. 4, 
which is printed somewhere in this magazine:". but 
somehow Vostell did not print it. (1963) 

No. 5 was printed in the Vostell-Becker Happening book 
from Rohwolt.Verkag. 

What about my symphony No. 3? 

I forgot to write ... simple, like that - therefore recently, 
I commissioned Ken Friedman to write my Symphony No. 3. 

nam june paik 
1973 

Feb. New York 

the third synfonie of nam june paik 

in the winter of 1970/71, nam june paik commissioned me 
to write his missing third synfonie. i did so, accordingly, 
write the synfonie, which he signed, and made arrangements 
for a concert-hall for the premier in late february or early 
march, 1971. 

equipped with many instruments which were purchased 
for the occasion, a series of rehearsals took place in the 
fluxus-west-house in saugus, california. 

at the very end of the first full rehearsal, the famous february 
earthquake broke loose. 

the instruments were destroyed, portions of the house, and 
i beat a hasty withdrawal. 

in the ensuing pandemonium, the concert hall was neces­
sarily cancelled, being a church needed for other purposes, 
and the only surviving copy of nam june's third synfonie 
is apparently somewhere in germany, missing again. 

the commemoration of that rehearsal can be found at the 
end of nam june paik's biography in baker's biographical 
dictionary of music and musicians, in the most recent sup­
plement, edited by nicolas slonimsky. 

it is the only tangible trace - until the original score is 
found - of nam june paik's third synfonie, which was 
signed by nam june with the comment, "ken friedman is 
the greatest composer since stammitz." 

ken friedman 

this page is a substitute version of the third synfonie of 
nam june paik for the section of international sources 

"the complete synfonies of nam june paik" 

YOUNG PENIS SYMPHONY 

... curtain up ... 

The audience sees only a huge piece of white paper 
stretched across the whole stage mouth, from the ceiling 
to the floor and from the left to the right wing. Behind 
this paper, on the stage, stand ten young men ...... ready . 

. . . after a while ... 

The first sticks his penis out through the paper 
to the audience ... 

The second sticks his penis out through the paper 
to the audience ... 

The third sticks his penis out through the paper 
to the audience ... 

The fourth sticks his penis out through the paper 
to the audience ... 

The fifth sticks his penis out through the paper 
to the audience ... 

The sixth sticks his penis out through the paper 
to the audience ... 

The seventh sticks his penis out through the paper 
to the audience ... 

The eighth sticks his penis out through the paper 
to the audience ... 

The ninth sticks his penis out through the paper 
to the audience ... 

The tenth sticks his penis out through the paper 
to the audience ... 

Expected world premier about 1984 A.O. 

Nam June Paik 
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the monthly review of the university for avant­
garde hinduism, 1 s. (31 x 22), FLUXUS a. 
publication, o.d. (1963) 
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Postmusic 
The Monthly Review of the University.for Avant-garde Hinduism. 
edited by N. J. PAIK 
FLUXUS a. publication 
- an essay for the new ontology of music -

New ontology of music CPAIKl 

I am tired of renewing the form of music. 
- serial or aleatoric, graphic or five l ines, instrumental or bellcanto, screaming or action, tape or live ... -
I~ must renew the ontoiogical form of music. 
In the normal concert, 
the sounds move, the audience sit down. 
In my sosaid action music, · 
the sounds, etc., move, the audience is attacked by me. 
In the "Symphony for 20 rooms", 
the sounds, etc., move, the audience moves also. 
In my "Omnibus music No.l "(1961), 
the sounds sit down, the audience visits them. 
In the Music Exposition, 
the sounds sit, the audience plays or attacks them. 
In the "Moving theatre" In the street, 
the sounds move in the street, the audience meets or encounters them "unexpectedly" in the street. 
The beauty of moving theatre lies in this "surprise a priori", because almost all of the audience Is uninvited, 
not knowing what it is, why it is, who is the composer, the player, organizer - or better speaking- organizer, 
composer, player. 
"Music for the long road" - and without audience, 
"Music for the large place" - and without audience 
are more platonic. 
Alison Knowles notifying no one escaped secretly from the hotel and saying nothing unrolled 1000 meter sound tape 
in a street of Copenhagen. · 
There was not one invited "audience" , not one photographer; only the program was due to be printed, 
announcing "Time indeterminate, date indetenninate~ place somewhere in Copenhagen and Paris." 
"The music for high tower and without audience" is more platonic. Alison Knowles "ascended" to the top of the 
"Eiffel tower" and cut her beautiful long hair in the winter wind. No one noticed, no programm was printed, 
no journalist was there. Sorry, Dick Higgins saw it. It is just the unavoidable evil. He is her husband. 
The most platonic music was xxxxx with 00000 , which no one in the world knows about, except us two. 
Preci sely speaking, only this xxxxx can be called a "happening". "Happening is j ust one thing in this world, 
one thing through which you cannot become "famous ". If you make the publ icity in advance, invite the critics, sel l 
tickets to snobs, and buy many copies of newspapers having written about it, - then it is no more a "happening ". 
It i s j ust a concert. I never use therefore this holy word "happening" for my "concerts", which are equally snobbish 
as those of Franz Liszt. I am just more self-conscious or less hypocritical than my anti-artist friends. I am the same 
clown as Goethe and Beethoven. 
The Post music "The Monthly Review of the University of Avant-garde Hinduism" comes in succession from my search 
for the new ontology of music, and simultaneously is 
The first "Journalisme pour la Journal isme" in the sense of "I' art pour l'art", or 
"La paste pour la poste " in the sense of "I' art pour l'art". 

Every revo lution of musical form was due to, or had something to do with the new ontological form of music. 
for example in the gregorian chant the time when it was to be played was of main importance. 
Imagine how matin services in the early mornings sound completely different from vesper services in the evenings, 
although melody is almost same for the outsider. 
This WHEN (time of day and day of year, a very interesting measure, which shal l be intensely developped & exploited 
in my post music "The Monthly Review of the University of Aaant-garde H i nduis m'~di sappeared in 18th century 
when that music escaped from the church. 
Pre-classical symphony (mood music a la MANTOVANll came into life to entertain the hal f-intellectual nobles 
in their dining rooms, grew up to the Ninth Symphony to satisfy the heroism of romantic free-bourgeois and then 
fell down to the Schubertlieder to be sung in a Vienna "gasse ''. 
Bach' s Goldberg Variations should be so long as to make the "lord" fal l asleep. 
KARAJAN's show business and 
CALLAS' i diotolog~ are 
unthinkable without the record industry. 
New American style boring music is probably a reaction and resistance against the too thril ling Hollywood movies. 
Post music is as calm, as cold, as dry, as non-expressionistic as my television experiments. 
You get something in a year. 
When you are about to forget the last one you received you get something again. 
This has a fixed form, and th is is like the large ocean ...... 
calm sunny calm calm 
rainy calm windy calm sunny 
calm sunny sunny sunny calm 
stormy calm stormy stormy 
stormy calm stormy rainy calm calm calm etc .... . .. •. ..•... ... 
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· aaw a pein. 
unc the t'irat 
'llurn lllM aaoaNI 
••ci•e the t'ate 
paeple' a oaurt 

inta three 
pert U.lce 
pert like 

•1' the thi.N 
with pz-.aecuter 

J'lllllUI Chaaioal CA, annaunoaa, 
D19 Stur Spar.., 

part a. 
MuaaaU.ni. 
Bitler 
pert in a 
witllaut attarna7, 

wben 19u take a pink pill, 
J9W' aper.a •111 'Ila pink-c•l•~. 
when 190 take • Yialatte pill, 
J9W' eparu will 'Ila Yialet-oala~. 
)!ban J9U teka a Pill X, 
19ur aper.a will •• apiz-.1 .. noa 
inaUe her -" t'ar '8 ainutaa, 

--·------ ------
zen rains,''' 

-------
.Oft a 1k»1wr.ay, · •111:: With i rw!Wl" iiiiim'i~ ,' - .. ~ 
on a rainy lla7, walk with a Wlbrella, with onl7 bonea, ~th - ~~ 

a!MI withOut coverina on it, 

~~a 
. ,..,..~-----·--. 

oloee e7es 
open win.ow 
open eyes 
it' •a7l1&hts h 
an• try another 

not satiat'actory, oloae window again, 
w1Nlow. (Arthur :ttoepke) 

In the t'ormer Nazi para•e atalliwa 1n Nilrunberg, 
on e snowing early morning, 
run alone very t'ast,, 

screelling in Tahitian,,,, 
" "SHUARENltlXUXIF':: 3UAlt~BUR$IDR$BIRtKUAitKilf OPRSDIC3URAIC 3URA1t" , 

•••••• aeening nullit'ying null ot' history ;Martin Heiaeggar) 

Oere 

ONler three hors' ll'hoevre en• t'our dessert.onl7. 
try it in love, 

Deer Maciunas. 

an old cleenina wo11111n is cleanina a piano very caret'ully. 
You are watching it Yery caret'ully. 

Play t'our great piano sonatas ot' BeethoYen, Liberate 11 hen in the cpncert 
in the concert hall , in steal& ot' playing the last aouNI. 
in the cea 

Tw• aen atarul up. 
anll keep saying "I",, 

! ( ;, 
"I",, "YOU",, t'or three daya and nigh ta 

(t'or Gerhardt R!lhm) 

MAM JUN! PAIK. .De '9 mutJque nant toute d'°9e ... •, 
hat dM nldlt Y.rtalne e-agt? Allo: nur nod'I llu.lk. 

nkttts andern rnehr al• Muelk. a.tbsh'er9tlndlicft hette 
dLeiMr aufl.INlge Symbotlat und Freound Almbaude • 
and9rs ~L !r woUte den zltiertan Satz In ... ,.. 
lyrt:edl• Poettk alnbauen; d .. y.,... tollten .kl&ngen•, 

dM 89"\antlac:he .ollta :r.urik*g.drlngt werden. 8chQc:h.. 

tern nrsuchta Varlalna, wu Malla""' w.n~ lplter ala 
RnoluUon wlrklk:h und ..,dgDltlg durc:hgefDhrt Mt: 
nlmllc::h die Abachtlttung der Oranzen, d'9 Authebung 
der UntarKhled9 zwtecnen Ponie, MusJk und Tanz. 

MallamM arstrebta alna Art Tot.91kunstwttt1l. Du geht 
aue Min.., theoratltc:hen Sdvtften, aber aucti eut ,.Un 
Coup da D"" und aua elem frqment.riec:tMn ,.La Ltvr." 
alnct.uUg hervor. Den Tlt-4 ,.La Uvra" k6nnta man 

Qb.,..tz.., ai. .Du Buch an akft•, .Ou Buch Ober· 
hllupt", odef' .Du totaie Buch". In d-.m ZuNmrnen­
hang mue 9f'Wlhnt werdan., da8 Mals.nn. wie aucti 
Baudelaire bege .. tarta WagnarLener waren. QewMS, M 

konntan, ait • belm r.nnhlYMr-Skandal In Part. 
applaiudiert9ft, au1 lhr9f' zett~ OpUk herau., 
abet' ala wltterten bel dleHm teutonlechen Qanla atw-. 
d• z:um ,.GaNmtlu.1rwtwerk" hlnatritbte, zur Authebung 

def Ylelen klelnen l<:hubladen In der Kunat. 

Hem June P•lk. elem KorHIMI', mt " gelungen, cS.. zu 

rHllsleren, wu W•gner •uf tolP1teddg deutec:h-genitlll-­

ec:he Wets• •ngntritbl hit. Er achuf nk:ht dH .o ... mt­

kunatwertl", litter er durc:hsetrt• du ganz• UniYeraum 

mil Mualk. N•chdem er die oata.lltlac:he und di• euro­

pllec:he Mu.lk bla In Un• l•tzt.n Sctilupfwlnk•I durch­

aucht h•H• (•r war .ogar elnm•I zwel Mlnul.n lang 

SchOler YOn Fortner und zerKhmll eln El In elnem Gang 

der Frelburger Mualkhoctlachule), nlC:hdem er ZM und 

die Dodekaphonlk. al.o den ge911mten Sct.o.nb•g- und 

Webem-NllChla8 zerpftOdd hatte, •tld er notgedn.in­

gen auf die •l•ktronlec:he Mu1lk, QM •k:h mlt lhr lb 

Bekanntlk:h publlzlert Prof. K. 0. GOtz Hit langem Ober 

die klnetltche Malerel und Programmlerung des elektr~ 
nlachan FarnHhen1. Main Inter .... tor du Fem1ehen 

lat waMnUlch YOn Ihm •ngeregt worden. Dator bedanke 

k:h mk:h mlt groSem Aespelrt. Auch m6c:hta lch Yo1tall1 
Idea (D~ollage-FemHhen) und die BemOhungen Yon 

Knud Wiggen (malna ,,Konkurrenz" der ,.Mu1lkmaachl· 

na"), du alaktronl.cha FarnMh1tudk) In Stockholm •uf· 

zubauan, hler antohren. 

K. 0. OOtz ugte a In ma I: k:h haba Ylele EJ:perLmanta mlt 

Braun1cften ROhren In Norwegen (Yor 17 J•hren} ge­

machL Toll• Bilder alnd entatandan. Aber lakSer klnn 

man H wader kontrolllaran noc:h l"tlegen. FESTLE­

GEN I . . . di"" Wort traf mlch wle aln Blitz. J• - d•nn 

muB H dH Sffflgnatata Mlttel Min, um 1k:h mil dem 

lndetermlnlamue auHln•ndenuHtzan (dem Zentr•l­

probl9m Yon hau .. In Ethlk und A••th•Uk. wlellelcht auch 

In der Phyalk und In der Wlrtac:haft [1lehe kDn:lk:he Po­
lemlk zwladlen Erh•rd und Hall1talnD. Hlerln llegt dH 

Grundkonzapt m.lnar FernMhexperlmente. Xhnllc:h wla 

bal K. 0 . GOtz, der ac:hon 1151 zu d9m Ergebnl1 gekom· 

men 1st, d.S aln elaktronlachu lllld, walc:hn produktiY 

(nlchl reprodukttv} an:eugt werden aoll, gewl ... rmllen 

lndetermlnl1Uach deflniert werden muB. Obwohl QOtz 

lndukttY und k:h mil Vo1tell dedukttv dank•, k•nn m•n 

Ngen, d•B elaktroniM:hff FernMhen nlc:hl aln• blo8e 

AnW9ndung und Auaweltung der elaktronlacften Mualk 

aul dam Qitblet der Optlk 1lnd, aondam 11• 1tellen Ylel­

mehr alnan Kontrut zur alektronlachen Mu1lk (zumln­

da1t In lhrar enten Stufa) dar, die aowohl In lhrer .. r1. 

ellen kompoaltorladlen Methoda, alt auch In lhrer onto­
loglechen Form (zur Wlederholung dfftlnlerter Autzelc:h­

nung auf Tonb•nd) elna IHtgelegte, determlnl•rt• Ten­

denz aufwelaL NatOrlk:h hat .olc:h• 1tlllatlac:he Elgen­

ad\lft wedar etwH mll hoher oder nledrlger Bewertung 

elnzelner StOc:k• zu tun (wann " Obarhlupt aolc:he 
Olnge auBettl•lb der Kun1l8uktk)n gtbt}, noc:h betrltft 

dH die lmmer noc:h Junge Zukuntt ct.r alektronlachert 

Mu1lk (wla 1la sk:h wleder Im ~tzten Konzert .Mualk 

dar Zell" In KOln demon1trlerte). 

lch h•b• nlc:ht nur dH zu bah•nd•lncM Materl•I Yon 

20 Khz zu 4 Mhz erweltert, aondem k:h haba aher di• 

phyalk•llach• E19a'nach•ft dee Elektron benutzt (lndeter­

mlnlsmu•, Doppeh::har•kler yon Korpuakel (Tellc:hen) und 
Wallen (Zu1tand). DI• klelnale Elnhett, die menadllk:her 

Varstand gegenwlrtlg denken und nachwelMn kann, 1st 

elne 1c:h0n• 'Ohrtelge fOr dan klaNlld'len Duallsmus In 

<Mr Phllo.ophie .. 11 Platon •. . w ... n UND Ersc:helnung, 

.... nll• UNO Hl1tantia. lelm Elektron Jedoc:h ... 
EXllTENTIA I 8 T ESSENTIA 

(lnter .... nt• Parallal• mlt Nrtrffd'l•r Spekula· 

tlon Obar die menKhllc:M Freiheit) 

und verwarf ale. Wahrec:Mtnllc:tl glng • Ihm dab4M ao ..._ p..,,. loulez. der mlr "9gW, er hlU. elnt.c:ft nlc:ht 

die z.n, um mn der KomplbJertheft der Apper•turen 

lertlg zu werden. Boulu Nftredtte vor elem Zeltvertust 

IUrOck, .. Ihm .. rein Technlsdte •ufbOrdet•. P•lk 

atOm. Mdl YOll ww:t pn.z in dlla Tec:hn!Khe und tolhe 

Min Ale!.., mn Qeneratoren und alr.n nur erdenldkften 

Qarllen an. o.r.n lemte .,. John c-oa kennen und 

Dada (du )edoc:h •uf Min ostalaUec:hee Gehlm anders 
wlrkta ala auf une) und benutzte dleM balden Faktwl 

zu alnet' neu.n htrelung. Palk 1tallt Cage Montaigne 

gegenOber und ztttert letzteren folgenderm.aBen: .Eln 

PhUoaoph lpM:lt mH elner Katza; apltllt der Phlloaoph 

mH elner K•tz• oder aplelt die Katz• mlt dem Ph~ 

sophen?• D•I auch Baudelaire und M.U.""' gro&e 

Katzenllebhlb9r waran, spleU hler hlne Rolle. Durch 

du ganze 11. Jahrhundert haben aldl die grolen fr•n-
10.lacften Dlchter AbkOmmllng• der barOhmten Katz• 

wermacttt, und k::h bin gewll , dal " heuta noch In Part. 

Nadlt•hren Yon laudelalr" Katz• glbl 

Zunlc:het elnmal fOhrt• Palk die Agr ... tvltlt In die 

Mualk eln, lndem ar ot>.r du .prapared pleno" yon 

Cage hlnaue glng und Klavlera oder Oelgen Yor cler 

Offenttk:ftkalt zerdgte oder zera.c:hmetterte. Wu .oll 

man nllCh Chopin und Utzt zu alnem Plano achon an<Mn 

Ngen, ala da1, w• Cag1 wor kun:em In def Bertlner 

Kongr.ehllle (,.Mualk Lrn tachnlec:hen Zallaltar•) Mgle, 

llfa StuckanKtlmldt lhn lragte, WH er Yon dlnem In­

strument denn hl•ll•. Die Anhfort w•r: .1 think It Is 

Htrem.ty useful". Und dlmlt war •II•• g ... gt. 

P8lk atOn:te 11c:h In dla mocMmen Wl ... nadlahen. A• 

lattvlsmue und lndetermlnlsmus, •uch di• Yon C•ge In 

die Mualk elngetohrt• AIHtorlk bffc:hlhigten lhn. Auch 

.. tzte er 11c:h mlt den von K. 0 . QOtz entwk:talten Th«>­

rien Dber die klnetlec:he Malerel und du elaktronlac:he 
Fern~ auffln•nder. Der Syatematlk won QOtz, 

Dia elektronlacfte lewegung lnUegen, Ill b9ralta eln 

WldeNpruc:ft kl alc:h Mlb•L Man ltann z. I . acnon mil 

10,- DM alnen llnu1tongen•r•tor bauan - will man 

lhn eber zlemlk:h gan•u 11tallaran, d. h. Hin• Frequen­

zen fHUegen {abtolut .gen1u" glbt " In der Technlk 
nldrt und In der Phyalk kaum), so ban6tlgt man mehr 

•I• 10 000,- OM. Uber dine natOrllc:he Un1tabllltlt 

hln•u• ttatH.n wlr heut• noc:h aln• andere Dimension 

Yon lndetermlnl1mu1 dH Elaktron, nlmllch llf•Mndun· 

gen won FernMhen, Rldk), Poll.J:eltunk, Amateurfunk, 

Kaffaem•achlnen, Elektrobohrer, lc:hwaruender, Pro­

pagandaMndar, Funktaxl, SOS-Funk, Splonagelunk uew. 
blll zu <Mn Auaalrahlungen yon Satelllten. DH Elektron 

111 Oberall. Durch dH YorObarlahren alnH Autos ent­

ateht ed\On elna naue lawegung und Konatellatk)n, 

" Es glbt - grob geaegt - zwel oder zwalelnhalb Typen 

von NICHTI: 

1. •) die abaur<M Geworlanhelt dH menachllchan Da­

Mln1 In dlH• Walt (Faktb:ltlt). 

.,Warum tOtan SI• mlch?• 

.,Well SI• aul d«n •nderan Ular wom FluB leban!' 

(PHcal Ober Justice; G ... tz und GerechtlgkalL} 

Jed• wOlkarrec:htllche Qerec:htlgkalt 9ust1ce) und 

jedar Grana.trait ben.ift alc:h •uf dl•H .traglllty". 

b) .,Nlc:hta" alt dl•l•ktlacfter Moment dH Sprung• zur 

Fralhalt, zum Glauben an Gott, zur Aktlon der Aevo­

lutk)n und/oder zur Yargew•ltlgung und End'll.eung . 

ballebtH Tham• yon S•rtre • Camus etc. 

DH Nlc:hta a) b) Isl humanlstlK:h, dynamlach, appH· 
alonato, oft grau .. m. (Mein• blaherlga Tltlgkelt [Actk)n 

mu1k: etc.] geh6rt eher [Ylellalcht) In dlHe K•legorle). 

2. Andera Artan dH Nlchta alnd atatlach, ko1molo­

gl.ch, tran1hum•nl1ll.ch, ontologl.ch. ,. etc. 

Nlchta •I• Vollkommenh•ll = vorwelllk:hH Ch110a (l•o­

taa, Chen-Chu)-Tran1hum•nl1tllche Mysterle (.Ding •n 

ak::tl" bal Kant) -

NICHTS •I• prlmlrer Gegen1tand der Metaphyalk ala 

S.lnatrage (Heldeggar) -

JanHltl dar Slc:htwalte d•• Palom•r-TalHkopsi -

optlmlstladler N•turkult Yon Montaigne- C•g• (u lat 

markwOrdlg, da8 nodt nlem•nd Ober die verblottand• 
Xhnllchkalt Yon Cage und Montaigne gnc:hrleben hat) 

LB. 

.Eln Phllosoph 1plen mlt der Katze. 

Spl.tt <Mr Phllo.oph mlt der Katz•? 

oder 
Splatt die K•tza mil dem Phllosoph?• 

(Montalgna) 

weld'M ~ kl ekMm z.ttraum von 17 JafvM .uf. 
geb•ut hit, nrdankt P•lk Mhr riel. D~ KonMq\MNan. 
die .,. de:rMdl, .... auc:h Miii der M~ YOn Cage zoa. 
w•ren .Olllg unarwartet. Ee ...... mnd etwu won ONMI 

auf N...,.._ Nlmlk:h lolgend9 T8tMc:fM: u,...... UniYer· 

sum, unaer o ... 1n.ort wtrd durc:h und durc:h zu Mualk, 

zu Klang, zu Laut. Dazu btldlrf " k•kMI' k°"""ld«ten 

ApparaturM, obwohl •'- auch rnH: elngeb•ut werden 

kOnnen. Denn "'- wlrd nk:tl.. mehr •uagHdtlouen. 
ellmlnlert. D•nk Palk entcMcken wtr, dal uneere ganza 

Welt zu Klang werden ltann oder ganz elnfad'I Kl•ng 

•t. Er befrelt un• von der to.rchterllc:hen Begrenzthelt 

<Mr konventionellen Mualklnatrumente, abet' •uc:h won 
den unabMhbaren Potentlalttlten der elektronlilchen 

Mu1lk.. EndgOIUg werden hlar alle 8trukturen llbgnc:ha:fft. 

Wlr erleben die dlalakti.che AuftO.Ung atlet' ld'Mlnb• 
unautlOallchen Qagenaltze: Polyphonle, HomomphonMi, 

Tonalltlt, Dodekaphonle, elektronlecha Mu1lk. Aul aln9" 

Schlag relmt 11c:h allH zuummen. In unaeren kQhneten 

Trlumen hltten wlr una dH nlc:ht trlumen laMen. Pytha. 

gorH hat umaonat gelitbt mll Miner Elntohrung OM 

Zahlenbegrlf'll oder cMr Zahlenmyatlk In d'9 Mualk. Auch 
die orlenlallacfte Pentatonlk Hr111tt hler zu nlc:tlta. 

M ... 1 .. n mil Mlnen Wlederttelebungayersuct.n •m 

Mod•l lemue odar mil ffinen krampthaften BemOhungen, 

lndlac:ha Mualk oder VOgelgenrltac::her ~ den europll­

acften Konzertual zu brlngan, kann P•lk ~Ober 

kaum nocti elna guta a .. tatt abgeban. Sdtoenbarg war 

und lat aln grolartlger Petrllrch Im atttHtamentan.d\en 

Slnne. l!r beglng den Freudachen V•termord an der 

T onalltlL D• werden wtr Ihm ••19 zu cMnken wt.Mn. 
Palk befralt uni yon d.r Atonllttlt, und von }eglkfter 

SystemeUk. w .. .,. UM glbt, lat def r•kte Klang; •Ir 
hatten lhn nle Yorher gehOrt. Nun wlaMn wlr, dill dee 

Scheppem won eln pur KonMt'YenbOchMn auf elnem 
Aaphaltpft .. tar mehr wart Isl ala die Neunte lymphonle. 

JMn-P'-rre Wiiheim 

,, lch haba getrluml, da8 lc:h eln Schmetterllng geworden 

bin. Bin lc:h der trlumend• lchrnettertlng, der 1lc:tl alt 

Manadl denkl? 

oder 
Bin lc:h der trlumande Men.c::h, der 1k:h al1 Sctvnatter­

llng d•nkt7" (Cege • Chen-Chu) 

ko1mlac:h• Langew•il• -
H•rmonle qu11l Cheoa -

Ch•o• quasi Humonie -

Mein• neua Arbalt (AuMlellung dar Mualk. •ktronl­

•c:h•a Fernaehen} at.t.I der letzten Art d .. NICHTI 

nlher. Ylallelc:hl kann man hlermlt d~ Dlrnenalon von 

lief• ar.chlldan, die zw•r emplunden werden kann, 
die aber nur Khwer nac:tu:uwelaeri ._L 

lry II 

Anfangs w lrd " IOr SI• (wahr'Khelnllc:tl) lnter .. unt 

H in - eplter wlrd " l•ngw•lllg -
auahlltenl 
•• wlrd (wahrac:halnllc:h) wleder lnter ... ant -

d•nn wlrd •• wledar langwelllg -

au1haftenl 
H wlrd (wahr.chelnllch) wleder lntere ... nt -

dann wlrd H wleder langwell!i -

eu1haltenl 

Wenn dieM Wella (elne dar waltvarbreltataten Phlnomene 

In der physlk• llac:Mn, b lologladlen, menachllc:han Welt} 

akkumullart, dann gelangat Du Yl•ll•lc:ht JenH lta dee 
Sc:hOnen und Unach6nen. 

Ob \ch Sia Oban:eugen kann oder nlcht -

Ob man Oberhaupt In .olcften S.chen andara Ob9n:eu­

gen d•rl oder nlc:ht (H glbt kelna Qranze zwltchen 

Oberuugen und Zwlngen), da1 lat alne ancMra Frage. 

Jedenl•ll• uga lch game mil Dk* H~gln1 zum MU9lk­

krltlker oder beuer geHgt, zum Mu1lkraporter, Im 

Slnl)• Sportreporter: man kann •In Pferd bla zum Flul 

brlngan, •bar man kann " nk::ht zwlngan zu trlnkan. 

NAM JUNE PAIK 

(Deutec:h Yon C. CASPARI) 

P. S. Au8erdem larnte lch Yon M•ry B•uarmel1ter <Mn 

lntenalYan Gebrauc:h tec:hnlscn.r Elamenta, YOn All.on 
Knowl1 ,.cooking party", won J. Cage .,prepared piano" 

etc. etc. etc. . , °"• Yon Klandar di• Varwendung Yon 
Splegallollen, won Klein .,Monoduomlty", yon Kopke 

.. shutting event• , yon Macluna1 ,.Parachute", Yon Patter­

son ., Taremlnac:haltung und AnMtz zur Elektronlk•, won 

Vostell d ie Varwandung won Stac:haldraht und von 

TomH Cc:hmltt und Fr•nk Trowbridge Ylele verac:hledene 

Sachen bal unMr•r ZuHmmenarbalL 

beiblatt zur einladung, •expoaition oL •waic', galerie 
parnaaa, wuppertal, ll.o3.1963 



NAM JUNE PAIK 
SYMPHONIE NR. 5 

the eternity-cult is the longest disease of mankind. 

dcr ewigkeitskult ist die iiltestc krankheit der menschheit. 

WANN gcspielt wird ist ebcnso wichtig wic 

WAS gcspiclt wird. 

DAS ERSTE JAHR 

AM ERSTEN JANUAR: 

um 1 uhr nachts 

spielc 

2 uhr nachts 

spiele 

_o ____ _ 

(5frfSSrvo .. t 

•co.~-lc.b;\c 

~~===~==~= - =~ ~- ~~=- - - -==~~ 

J uhr nachts 

spide 

~ ~-~ 

9: PO 
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5 uhr .::3 minutcn fri.iha morgen 

--------------

~ ~; ~, ·. 
12 uhr mittags 

9: 
17-45 nachmittags 

Obe rs<'l7ung: Torn JS Sdimit • 

M- C. CAS~RI 

spiele sehr rnctaphysisch sch\age dabei die mittleren tOnc dcr tastatur mit deincm kopf an. 

vicle male. frei. 

11 o .r~ ,,_,~ 

~·;...~- ; .~i. -- -,-ti .. -n; - ~ - - b,;_ - -~ - -~- - n..-- - - --- -- · ,-· 

R Kr§ '\@ •iii w ¥ ® ~_,~u!l,:; ::tb 
1' 00 \~ •. I ... pl11f''d, f"'~ 11... .., ;J~\.._ ... t;;~+er 1«•p ..,,_.L, -r~•r ~ .. ...,J 

1'-4,V'l' Tl l'U ~ FfU.. E L 'r . 

DRITTER JANUAR: 

schlage an mit steifem penis 

~ 
-H-f'-f 
ti 

111Jt.es-to so ~! 

DRITTER MARZ: 

singe moderato pasrorale 

28STER MARZ 15 UHR 15: 

hi.ipfe auf einem bein. 

stell dir nur var, zu spielen. 

AM DRITTEN SONNTAG IM OKTOBER GEGEN 16 UHR 45 NACHMITTAGS: 

verbrenne welke bliitter im garten, 

und wahrend sie brennen, 

lies dein altes tagebuch. 

DAS ZWEITE JAHR 

iiberleg, das, ganze, jahr, lang, 

ob, 

du, ein, mann, hist, 

oder, 

cine, frau, . 

DAS DRITTE JAHR 

ERSTER MAI 18 UHR 43: 

fahr in einem taxi 

und blicke 

NUR auf die zahluhr. 

AN EINEM SCHONEN FROHLINGSMORGEN: 

zi:ihll' die pfcilcr' dcr langsten briicke deiner stadt 

in dn fremdsprache, Jie du am wrnigstcn kennst. 
l 'i r a ili n,o-== 

;3TER JULI 23 UHR 34f=: , , _ 1 __ _ 
---- __ _a 

- -- --

~~i =_-= 
s 

AN EINEM SEHR HEISS EN UNO SONNI GEN SOMMERTAG: 

ztihle J1e pfei]cr der !angstcn bri.icke Jeincr Stadt 

in dcr frcmdsprachc, die du am wenigsten kennst. 

DAS FONFTE JAHR 

das Pfeiler 
= l 'l rrille 

AN El'.\ER SEHR KALTEN UNO WINDIGEN UNO SCHNEEIGEN MITTERNACI-IT: 

zi:ihle die pfeilcr der liings:cn bri.icke deiner stadt 

in dcr frcmdsprache, die Ju am wcnigsten krnnst. 

und brich cinen «PORTILLOl\' AUTOl\1ATIQUE» ciner pariser untergrundbahn auf. 

oder krnee nieder in einer christlichen kirche 

und fUhlc den schmerz im knie. 

ODER spiel eine platte des traucrm.:nschs der ERO I CA (bcethoven) 

mit hal_ber geschwindigkeit, sch.:i!te verstiirker und lautsprecher 

giinzlich ab und hOre 

direkt an der nadel 

...... ein sieb 7 mit beiden hiinden schlagend. 7) colander ~ 

das Sieb 
l a passoire. 

h for 

~r 

31STER DEZ EMBER 23 UHR 35 : 

----'-'-fy-­

' lb bis ins ni:ichste jahr anhalten! 

DAS ZEHNTE JAHR 

ERSTER JANUAR: 

hOre beethovens erste sinfonie 

und sofort anschliessend 

mach liebe! 

(in standardposition) 

und sofort anschlicssend 

h6re beethovens zweite sinfonie 

und sofort anschliessend 

mach liebe! 

(die positionen vertausdu) 

und sofort anschliessend 

hare beethovens dritte sinfonie 

und sofort anschliessend 

mach liebe! 

(in sozialdemokratischer x demokratsozialistischer position) 

und sofort anschliessend 

hOre beethovens vierte sinfonie 

und sofort ansddiessend 

mach liebe! 

(in hundeposition - 99 -) 

und sofort anschliessend 

hare beethovens fii.nfte sinfonie (<las schicksal) 
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und sofort .:inschliessend 

mach liebe! 

(beide stehend, face a face) 

und sofort anschliesscnd 

hare beethovens sechste sinfonic (pastorale) 

und sofort anschliessend 

mach liebe! 

(in avantgarde-HINDU-position, das hei!St . 

mann stein wie baum, 

frau sitzt dran wie specht 

und 

und sofort anschliessend 

hare beethovens siebte sinfonie 

und sofort anschliesscnd 

mach licbc! 

(hi.ifte an hi.ifte. . . cs ist maglich, versuchs !) 

und sofort anschliessend 

hOre beethovens achte sinfonie 

und sofort anschliessend 

rnach liebe! 

(triole (stereo) 

eins liegt 

zwei sitzt auf gesicht 

drei sitzt auf lende.) 

und sofort anschliessend 

h6re beethovens ncunte sinfonie 

und sofort anschliessend 

mach liebe! 

(rnit. . ... ) 



du magst von ma! zu mal 

nach gewissen regeln 

den partner wechseln, 

z. b. 

jedesmal eincn fiinf jahre alteren . 

oder 

jcdesmal andere rasse, 

haut wird clunkier und clunkier. 

wenn du, wie ich, angst hast, 

K.0. oder T.K.O. zu gehen, 

ehe die neun runden vorbei sind, 

bitte unterbrich ... ehe .. , kommt, 

(clinch) 

und hOre die niichste sinfonie .. und los . 

(n. b.: ref: RAINER: 

1o1:sexual pleasure in marriage», 

1o1:liebe in der ehe»} 

VON 12 UHR 01 MINUTE JO SEKUNDEN AM ZWEITEN JANUAR BIS 12 UHR 01 

MINUTE JO SEKUNDEN 055 MIKROSEKUNDEN AM DRITTEN JANUAR: 

spiele den ganzen tag fortissimomusik {BACH! BACH! BACH!}, 

ohne unterbrechung, essen, schlafen oder trinken ! ! ! 

DRITTER JANUAR, 14.68 BIS 21.00' 08" Uhr: 

lies sieben stunden lang Baudelaires gesammelte werke, 

auf dem 1o1:priiparierten WC» sitzend wie dieser genius. 

oder beginne auf dem WC 

t:die briider karamasow» 

{Oostojewskij) zu lesen, 

und komm erst wieder raus, 

wenn du sie aus hast!! 

7777 tage vollstiindige pause! 

lUNSl l{QMMI ¥On lo.w..n,• " l<t>I 
voM MOuen, ••ltl•t w....., mon ole 
o"fclle T0He11e verl991, Mffltle•.,.. 
n e,.,,.enetdleelnen.el,.•G~ 

lo. lg~•l1 ell• ar>d•••n 

herr 

peter BROTZMANN 

(Bundesrepublik Deutsdiland) 

vergiss, dass du dabei hist, die symphonic nr. 5 von N. J. PAIK aufzufiihren! 

(der ewigkeitskult ist die alteste kra,nkheit der menschheit}. 

was ist die alteste krankheit der frau? 

liebell 

was ist der iilteste beruf der frau17 

prostitution???? 

was ist der iilteste beruf der mensc:hheit??????? 

fol ter?? 1111? II 11111? I? 111111 

1? 1??1?11?1?1?11111111!711 

singe gregorianische ge~nge in folgender reihenfolge. 

7778ster tag 72ste seite des UBER USUALIS 

496ster tag 18ste seite des UBER USUALIS 

596ster tag 81Ste seite des UBER USUALIS 

- 3891ster tag - 45ste seite des UBER USUALIS 

45ster tag 54ste seite des UBER USUALIS 

- 101 0 x 9ter tag 9oste seite des LIBER USUALIS 

2JO 

522stes jahr 

± 9999stes jahr 

--'-- tes Jahr 
i "'Vi:C 

+ tes Jahr 

ol )(."LC 

487ste seite des UBER USUAUS 

l'99ste seite des UBER USU ALIS 

2 Tc fLC te seite des UBER USUAUS 

.., S.¥ 
l= E '.rX: 

x:~ I .,.. J 

ol7C \/L:C: te ~eite des UBER USUALIS 

0-

SJ L ~ = x_ C= 
X.:o \ '!> 

s . .;:. 

J~ J 
~ L 

X= I 'lo" 

+ tcs Jahr z --x te seite des UBER USUALIS 
-1.JC h<:_ .t'.=1 

c = z: 
L~ I 

HUNDERTSTES JAHR - JUBILAUM! 

'f. s--

mach hochzeitsreise in den WELTRAUM, UNO 

versuche den geschlechtsakt in schw.ereloser situation, 

und untersuche, welche aller 48 positionen die angenehmste ist beim 

•SCHWERELOSEN KOITUS•. 

(stell dir vor, wie schwierig es ist). 

133 STES JA HR 

fiihre die Grosse Fuge (op 133) von L. V. BEETHOVEN auf: 

erste violine: auf der erde 

zweite violine: auf dem mond 

viola: auf der venus 

violoncello: auf dem mars. 

s 3 
+.S-

lass exakt am 1. juli 12.10 uhr (greenwid12eit der erde) mittags beginnen. 

(vergl: Music Nr. i) 

2J1 

202TES JAHR 

IM JAHRE 2111 A. D . (ODER 149 N. K. ( = nadikennedy) 

feiern alle den 200. geburtstag von uncle john. 

1o1:wer war Mr. Arnold Schonberg?» 

1o:er warder lehrer von John Cage Le Grand. 

John Cage lernte bei Schonberg 

wie L V. BEETHOVEN bei Clementi lemte.» 

{auszug aus der venus-allgemeinen 2111 A. 0.) 

das kosmosmuseum des pl ~ meten venus kaufte drei 1o1:piano integral» 

von N. J. Paik fiir 3 rnillionen dollar. 

(kosten des transports von bensberg-refrath zur venus: 301 mio dollar). 

(auszug aus der mars-allgemeinen 2111 A. D.} 

230STES JAHR 

ERSTER SEPTEMBER!!!: 

frage einen chinesen 

{falls es noch chinesen auf der welt gibt), 

ob der atomkrieg 

NUR 400 millionen chinesen oder 6oo rnillionen chinesen 

tOtete. 

und £rage die 1o1:deutsche soldaten zeitung», 

ob Hitler 

NUR 4 millionen juden oder 6 millionen juden 

t6tete. 

2J2 

SIEBTER DEZEMBER (honoluluzeit) 

ACHTER DEZEMBER Qapanzeit): 

LARGO 

I 1 : zahle die wellen des rheins : J j 

J65STES JAHR 

wiederhole alles, was du bisher gespielt hast, 

in einem jahr 

in gleicher ;eihenfolge und zeitproportion. 

ein jahr ist verkiirzt 

ein monat ist 

ein tag. 

eine minute 

eine sekunde 

eine mikrosekunde 

eine picosekunde 

400STES JAHR 

ENDLICH 

zu einem tag. 

eine stunde. 

eine minute. 

eine sekunde. 

eine mikrosekunde. 

eine picosekunde. 

eine nanosekunde. 

ist Wolf Vostell beriihmter als Pablo Picasso. 

ist George Maciunas beriilunter als J. S. Bach. 

ist Christine Keeler beriihmter als J. R. VALENTINA TERESHKOWA !I! 

2JJ 

401STES JAHR 

AN EINEM FREITAG DEM DREIZEHNTEN: 

2J4 

:11 

81 



spiele 

lP lb .. 

~ 
~ 
--- ~ = 
rrP 1 l _ . 

und bewege dich drei tage und drei niichte lang nicht. 

singe dabei 

r 

§1 i Si I f f i I #¥ 

(h~ "1 - 1r '"l'• "~r·"' '· "" r .. ,rJ 

(aus meinen frU.hen liedem, komponiert 1948, seoul) 

444stes jahr, 4ter april, 4 uhr, 4 minuten, 44 sekunden, 444444 mikrosekunden: 

tu etwas sehr ruhiges. 

555stes jahr, 5ter mai, 5 minuten, 55 sekunden, 555555 mikrosekunden: 

tu etwas sehr ruhiges. 

666stes jahr, 6ter juni, 6 uhr, 6 minuten, 66 sekunden, 666666 mikrosekunden: 

tu etwas sehr ruhiges. 

235 

1000STES JAHR, WINTER 

in einem sonntagsgottesdienst cincr christlichen kirche 

(falls es christlichc kirchen noch gibt). 

warte, bis der gottesdienst vorU.ber ist. 

die gemeinde erhcbt sich, schreitet seitw.lrts zum mittelgang. 

gehe langsam hinaus, 

........ hustend. 

horche genau auf alle ger.lusche um dich herum.,, 

.... schritte, husten, fliistern, 

kleiderknistern, glocke . 

etc.,.,.,.,., 

LARGO 

l\: ziihle die we lien des rheins 

{falls es den rhein noch gibt.) 

L= [~] 
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2357STES JA HR 

13TER MONAT, JsTER TAG, 25.5 UHR: 

schreibe einen trauermarsch for deinen urururenkel. 

9999,99STES JAHR 

AN EINEM SCH0NEN OKTOBERSONNTAG: 

sieh am gotischen turm hinauf 

und betrachte die weissen wolken, 

die an ihm vorU.berziehen . 

SCHLAFE JO JAHRE LANG!!! 

10003TES JAHR 

nimm deinen alten impotenten penis in die hand 

und spiele mit ihm auf einer klaviertastatur 

(allein, oder in einem Offentlichen konzert) 

die erste der Czerny-etuden (30): 

Mp 'Y),,..,.. 1.Q..rA,..-to 

f ltiw~~~1ultti ~ -= -
(und so weiter bis zum schluss) 

for ein mittsommernachtpromcnadenkonzert: 

for ein sehr schOnes miidchen: 

bitte, nimm den bogen des cello 

in deine schCme vagina 

und spicle mit diesem schOnen bogen 

in einem Offemlichen Konzert 

auf dem cello 

eine attraktive musik 

(vorzugsweise Saint Saens' schwanentod). 

237 

IN DER KRISTALLNACHT (9. NOVEMBER) 

UNO/ODER DER SPIEGELNACHT (23. NOVEMBER): 

singe grcgorianisches (liber usualis )73-399) 

oder/und /,(ffiorgen die ganze welt» (nazimarsch). 

522,1TES JAHR 

iss jeden morgen an geraden kalendertagen 

einc schwarze klaviertaste, 

iss jeden morgen an ungeraden kalendertagen 

eine weisse klaviertaste. 

99997999STES JAHR 

11111111 

109 x 1010 x 3o.J1 TES JAHR 

1111111 

100010 x 1099 x 1111, 1 TES JAHR 

?????????? 

± 00 < 
spiele diese klange 1964 jahre Jang ohne pause: 

238 

+ 

elle est retrouvee ! 

quoi ? . . .... l'eternite. 

c'est la mer 

allee avec le soleil. 

(A. Rimbaud) 

1212121212121212121212121212 . .. .. .••.....•. 

an einem schOnen sonntagmorgen 

hOre einen mozart im bett . 

sieh, wie ein winziger kiesel 

anwiichst 

zu einem gebirgsFELSEN ! ! 

spiele weiter ..... . 

239 

spicle weiter 

... 12TES JAHR 







"One Week Event at Demarco Gallery" 

Edinburgh International Festival 

20th - 26th August, 1972. 

AUGUST 
AUGUST " 

20 21 
AUGUST 

22 SUNDAY 
MOH DAY 

TUESOAY 

I 
23 A.UGI/ST 

24 
WEDIHSOAY 

t , , .. -..... ......... 
• ,~ '. I 

. A 

::iilll 

~ 
·,. 

Plan of action 
-Chronicle of One Week at Demarco Gallery/ Exhibition of 

Polish Artists/ 

- Recording of the place and time - photographic registra­
tion and remarks/ notices/ made by some people visiting 
the Gallery 

-Every day, from Sunday 20.8 to Saturday 26.8 at Demarco 
Gallery - at the place of exhibition of my works - one 
poster in the form of a Calendar - sheet will be shown. 

- Every day different hour will be marked on the ca lendar 
- sheet. 

-The first poster: Su nday 20.8.72, 2 p.m. - the day open-
ing the Exh ibi.tion. 

Attention: Exhibition opening time /10 a.m. to 9 p.m./ 
was divided into 6 equal time-sections, duration of each 
is 1 hour 50 min. So every day the following poster 
appears 1 hour 50 min. later. /Monday 10 a. m., Tuesday 
11.50 a.m., Wednesday 1.40 p.m., Thursday 3.30 p.m., 
Friday 5.20 p.m., Saturday 7.10 p.m./ 

-Besides the defining of the date and time on the calendar­
poster there is marked out a place for writing some 
notices by everybody. The notices may be of any kind 
but they shou ld concern the definite day. 

Every day at the time assigned by the poster 4 photo­
graphs will be taken at the Gallery: 

1/situation the operation of writing the hour on 
the poster 

2/situation the operation of writing some notices 
by somebody 

3/,4/situations - two arbitrary snapshots taken by 
the photographer by his own 
choice in the Gallery. 

This work is with reference to the Event ca lled " One 
Week - Osieki '70" made at the Open A ir Symposium at 
Osieki on the Baltic Coast. This took place two years 
ago during the same week: 20.8.70 - 26.8.72 . 

It is a kind of Time - Continuum binding together those 
two event in time. 

AUGUST 

SUNDAY 
5?° 

20 

1972 

AUGUST 

20 
SUWOAY 



1972 1972 1972 
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MONDAY TUESDAY WEDNESDAY 
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Janos Major 

religion in cemeteries at Budapest. 

1933 -1940 
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If ~r 0>11 '1ntr.ist10 'buk. 
It is an i11t<'resung book • 

. - ...,,, 

• - • • 
'
1
z .1L ,}n 'mtristi9 'huk? 

I.< it an interest;n11 book? 

L 

1 

Wh · ;>tu 
0 

is.··· .. hat is ... ? 

FIRST LESSoN 

Question 

I.flow shou/d an 

avantgardist make 
his living? 

2·CouJ<l I lllake my 
living in .New York b 
teaching Hungarian? Y 

Answer 

'·Maree/ Duchamp 
lllade his living in 

.New York by teaching 
French. 
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Jock Reynolds 

I wish I could spend more time in Tuolumne Meadows 
There are times I don't want to hear any man-made sounds, 

no music on the radio. Forget the quality, be it good or bad 
music, street noise, or whatever. I'm talking about getting 

the hell out to the mountains where I can hear and enjoy 
sounds that carry no pretense, sounds that are ongoing and 

have no regard for me and my presence. 

There is just so much plain noise nowadays, confusing pre­
tentious noise, be it goading salestalk, bad music, inhuman 
machines, idle gossip, or just plain ignorant babble, that the 
ideas of personal sanctuary is of critical importance. 

If we lose the ability to seek out solitude in nature, to be 
alone to hear a cloud of mosquitos buzz, a creek begin, a 
rockfall run its course downhill, a tree fall in the forest, then 
we will have lost our ability to sense the ultimate humility of 

our existence, a sense from which any true and meaningful 
creative expression arises. If we do not take the time to hear 
in this way, then the sounds we produce will be sheer ego­
tistical shouts into our own echo chambers. To learn to 
listen this way, is at best a difficult task, for the whole thrust 
of our society, and the values it so often rewards, oppose 
such learning. We are constantly being urged to use to full 
advantage, to improve, to progress, to diversify, without 

pause. 

We must pause and listen, listen to the mosquitos buzzing 
without first thinking of how to kill them, listen to the creek 
begin without first thinking of damming it, listen to a rock­
fall run its course without first thinking of a quarry site, listen 
to a tree fall in the forest without first thinking of building 

more tract houses. 

This is not too much to ask. 89 



· '.,1J 4 f)OTIO V1 0-=f= A 

/A8!tAJ Do AJt;lJ ~le - <R v 4 R.R Y 
fSTVNE C(f2._Cl-e_5 Aet Cq.tP/L!; 

/

1 EVEr<_Y8opy Wo~~s ()N+ttS 

(()\NI\/ Ct~CL'2. 

;A;f'TER.__ :PINI~ /f!N Gj OF 11' 

Pcof~- ~€T !Alm THEtR Cf 12-CLES 
AA/~ 5 I Lt NTL-'( 317\1\/ D 77-tE 12--C-

SIT lHER.f;: AND FINALLY DQ_AW / 

OA.J ittt: . GJ f<.ov Al D INSt DE Tri£! R_ 
MAG]tC ~l~HNS. 

41="TER THA:T THEY L£Avt;; SnAJE: 
C/R.CLES -A.IV]) WITH A MoAJOll-toAiV 

J3U 2. Z IN Gl C,,l-/ fvJ f3 UP TV THE 

Reck Clt-P-F: A J3oV£ TffE QUA-f<-R..-y 

(< PR-00 vVftER.6 THEY WArcH-

\,T/-tE11Z 9/oAJE" CtkCCLtS LEFJ A '7 
\~N OIV THE J!cn--;~~ / 

~---------:::::::----' 

Milan Knizak 





SELFSEEKING 1 

Peter 

Donath 



SELFSEEKING 2 SELFSEEKING 3 



ACTIVITY 

Allan Kap row 

BAGGAGE 

driving to the airport 

with suitcases of package sand 

(tagged with owner's name) 

loading them 

on airport underground train 

waiting 

until train returns 

removing suitcases 

stacking them together 

taking them at random 

driving to the shore 

there emptying the sand 

refilling suitcases with beach sand 

driving them to city United Parcel Service 

for delivery to owners 



Notes: 

Baggage would have been called a Happening some years 
ago but too many misleading associations have gathered 
around that word, and so I've adopted Michael Kirby's term 
"Activity". It has the neutral sense of doing something that 
I prefer. 

The Activity was commissioned by Rice University in Hous­
ton, Texas and took place (April 21 and 22, 1972), in suc­
cessive phases on the campus, at the Houston International 
Airport, at the Galveston beach, and at Houston's United 
Parcel Service depot. Taking into account delivery time by 
this service, the Activity extended a few more days. Includ­
ing myself, about 30 persons participated. Prior to the 
event, there was a customary briefing to discuss the practi­
calities of executing the program (printed on Pg. XX) and 
some of its larger implications. 

I suggested that in one important sense it was a recreational 
activity; it could be enjoyed as a trip, an outing. It mimicked 
or re-created the motions and emotions of the traveler-tour­
ist-vacationer. As it finally turned out, the activity included 
car caravans, an amusing entanglement with the airport 
police, a cook-out at night on a windy beach, and a long 
diplomatic session with a reluctant official at the United 

Parcel Service offices where everyone had to repack their 
bags (see the photos). Given this direct experience, the less 
obvious references of the piece could act as peripheral 
vision: they were there but not in focus. Altogether, they 
functioned as its formal structure. 

Among them, Baggage could be viewed as a transportation 
event by foot, car, train, and truck (with the proximity of 
airplanes and boats) . 

From another angle, it was a recycle event (and joyous to 
seasonal or life cycles), in which sand was packaged, sent 
out into the world, and returned. 

Baggage was also about the self: "baggage" (one's " bag" ) 
is often understood as a personal burden, uncomfortable 
memories, indelible early beliefs, responsibilities one would 
like to be rid of, etc. Hence, in this Activity one got rid of 
his or her baggage by random distribution among friends 
and acquaintances. But, according to the saying, the chick­
ens (i.e. the bags) come home to roost anyway; changed, of 
course, because they contain different sand than when they 
were sent off, but substantially as heavy. 

The word " sand" has overtones that apply here, associated 
with dreams and aspirations built, li ke castles, "on shifting 
sand." The beach is made up of sand particles that cons­
tantly wash up and are sucked back down into the sea; in 
fact, as well as in effect, the " sands of time" - the sea's 
baggage. It was clear from the texture and color of the sand 
from the campus that it was different from that of the beach. 
Where did it come from? Would the beach sand rep lacing 
it in the suitcase fi nd its way back to its point of departure 
on the campus, to the original sand pit, or would it be dis­
persed elsewhere? If the latter, wouldn' t that be like the 
eventuality of the campus sand on the beach, spread about 
by wind and water? 

In various ways it was a trip away and back, repeated again 
and again. By a similar path, the airport train took the bags 
away and came back with them fu ll circle, as did the auto­
mobile with their human cargoes and misaligned su itcases. 
Finally, it seemed appropriate that the United Parcel Serv ic~ 

should be involved in helping to bring a bit of the self 
home after its travels. The monogram, UPS when pro­
nounced out loud (oops!) might be a moment of light truth 
when all that weight comes back to the front door in the 
arms of a bonded delivery man. 

Photo Credit/Bob Covington 
Jim Caldwell 
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ALBREcHtD. 
ALBREcHtD. 

BETWEEN 1967 - 1969 I HAVE l~RITTEN A LOT OF SUCH NOTATIONS 
FOR MY OWN MUSICAL THOUGHTS AND DOINGS - SINCE 1969 I'M 
PLAYING THIS WITH OWN/SELF-BUILT INSTRUMENTS AND TABLAS 
AND OTHER INSTRUMENTS - 1970 the south-west-redio have broad-
cast 7 minutes of this music - now let's hear more •••••••••• 
A L B R E C H T D. january 1973 STUTTGART I GERMANY 

ALBREcHtD. 
THE SIGN AND NOTATION OF 1 ::;. t~ ' , ..,.. __ _...zr 
DEATH - MUSIC: i Glft~i 
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Charles Amirkhanian 



Charles Amirkhanian 
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Charles Amirkhanian 



Charles Amirkhanian 
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Wolf Vostell 



Vostell's T. 0. T. 

Newhall, California is a wiggly wagging 
tongue of the Mohave Desert sticking into the 
huge suburban slum called Los Angeles. My 
ambition drafted me and stationed me there, 
teaching at a madcap mausoleum sponsored 
by the Disneys, the California Institute of the 
Arts. In desperation I wrote to Vostell from 
Newhall, asking him - the most urban and 
engage of artists-to do a piece using nature, 
and specifically offering him the use of one 
of the rather handsome live oaks on my land . 
So the T.O.T. began to come about . in the 
winter of 1970, a Technological Oak Tree . 

Of course my relationship with Vostell 
goes back a lot farther than 1970. Nearly ten 
years ago we were active together in the 
founding of the Fluxus movement, and after 
that in the Yam Festival, various happenings, 
etc. We collaborated together on a turn-on 
book for architecture. Fantastic Architecture, 
a collection of fantastic ideas about space 
and building and physical environment by 
artists of all kinds, which was done in Ger­
many by Droste Verlag , and in the USA by 
Something Else Press, with which I work , and 
which also published Vostell 's De-coll/age 
Happenings, a collection of Vostell 's sce­
narios up through 1966. Over the years we'd 
laughed together about how artificial most 
technological art seemed, as if its sole rea­
son for being were to use as many grants and 
expensive equipment as possible. We were 
more impressed by the artists' fund-raising 
abilty than by any of the individual works. 

by Dick Higgins 

They seemed thin . 
So Vostell dreamed , when I wrote him, 

and planned, and came up with the concept 
of a monitoring tree. But when we came to 
estimate its cost , we were staggered. And 
in any case , just after that , I became a refu­
gee from Charles Manson-ville. 

I ran as far as possible, to Vermont -
gentle , quiet but lacking oaks for the most 
part. In the meantime Vostell was still dream­
ing of the T.O.T., and working over the project 
with Peter Saage, a brilliant engineer who 
has worked with Vostell frequently in recent 
years, the project became feasible again. 
Vostell wrote me an exhilerated letter, I said 
marvelous, and so in the early spring of 1972 
Vostell and Saage came to Vermont and the 
work began-in a maple tree, for which Ver­
mont is famous because of the syrup made 
from the sap of the tree. 

The meaning is different here from in 
Newhall. There it was an imposition , techno­
logically, of nature onto the hideous and nerv­
ous plastic that defines the local life style. 
Here it is a monitoring tool , an information 
poem, controlling nothing but proposing a 
great deal. One takes note of it among other 
natural phenomena. And the particular 
maple, in front of my farmhouse, can provide 
data to be sent all over the world, not only 
for Vostell's own particular work, but for 
other artists' conceptions as well. 

Barton, Vermont 
June 14th, 1972 

T. 0. T. (Technological Oak Tree) 

An environment: consciousness= art 

Inauguration: August 19, 1972, 12:00 A.M. to 
11 :59 P.M. 

Place: Old Cisco Farm, West Glover, 
Vermont (U.S.A.) 

Project and Designing Engineer: 
Peter Saage, Ph.D. 

Sponsor: Something Else Gallery, 
P.O. Box 26, W. Glover, Vt. 05875 

Telephone: 802 /525-6211 

The Idea and Function of the T.O.T. 

''T.O.T. is the abbreviation for the 'Tech­
nological Oak Tree' because I started my 
project with an oak tree in the Los Angeles 
area in 1969. It is now a 20 meter high maple 
tree in Vermont, on which various physical 
elements (natural events) 1. are measured , 
2. are transported to the house, and 3. are 
indicated on an idea console, where each 
measuring instrument is related to an idea 
file. The user or observer finds for 31 O meas­
ured readings 310 corresponding ideas: he 
is free to perform each one after another. 
Human behavior is triggered by the physical 
behavior of nature." Wolf Vostell 

T.O.T. Idea Console 

a) The evaluation of the physical elements 
happens by the translation of physical con­
ditions into direct current readings: 

1. 21 wind velocities (21 ideas) 
2. 90 temperatures (90 ideas) 
3. 5 sound groups (5 ideas) 
4. 41 barometric pressure readings 

(41 ideas) 
5. 11 humidity readings (11 ideas) 
6. 41 light changes (41 ideas) 
7. 100 time readings (100 ideas) 
8. Indications of tappable sap in tree 

(1 idea) 

b) The electronic sensor readings in the tree 
are transmitted by cable to the console. 
These values are shown on meters. 

c) The T.O.T. console measures approxi­
mately 120 x 100 x 160 cm. Under the instru­
ment panel , which holds the meters , is the 
idea file with 310 cards . To its left and right 
are identical card files , the one filled with 
water and the other with earth, to which 
the tree relates . Interactions between the 
310 ideas are possible , so there are 11 .520.-
000,000 (eleven trillion , five hundred twenty 
billion) potential combinations . Th e 31 O 
ideas are divided into thought events, visual 
events, touch events, driving events, smell 
events, telephone events, noticing events, 
gift events , destruction events and construc­
tion events. 

Examples 

1. Destruction event (temperature +25° F) 
Destroy the biggest piece of glass in the 

house. Have the glazier come and measure 
the pieces . Set a price and date. Have the 
glass reinstalled. 
2. Touch event (temperature +26° F) 

Hold your hands 10 cm above the run ­
ning water of a stream for one hour : after­
wards, go back to the house as slowly as 
possible. 
3. Noticing event (temperature +27° F) 

On the idea cards is a photo of a familiar 
landscape. 

Try to photograph the picture in the 
same landscape. 

Expose the film so that no image will 
register. 

Attach the developed blank film to the 
idea card . 
4. Travel event (temperature +28° F) 

Climb into your car. Buy forty loaves of 
bread. Drive forty miles to the south . Give 
away the forty loaves after those forty miles . 
Go back home again. 
5. Construction event (temperature +29°F, 
time 1 :00 P.M.) 

Wrap barbed wire around the T.O.T. 
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The Something Else Gallery invites you to 

attend 

The inauguration of Wolf Vostell's T.O.T., 
to begin at midnight on the night of Au­
gust 20/21st, 1972, and to end at mid­
night twenty four hours later. The T.O.T., 
is in Barton, Vermont, almost at West 
Glover (see map). 

Please make your own reservations for ac­
commodations: 

Motels: Aime's Motel (St. Johnsbury), 
Bayview Motel (Newport), Bear Creek Farms 
Lodge (Westfield), Border Motel (Derby), 
Crystal Lake Lodge (Barton), Dari on Inn (Lyn­
donville) , Holiday Motel (St. Johnsbury) , 
Inglenook Lodge (North Troy), Jay Peak 
Lodging Association (Jay Peak), Kelley's 
(Derby Line), Lynburke Motel (Lyndonville), 
Lyndon Motel (Lyndon), Maple Center Motel 
(Saint Johnsbury), Pepin's.Motel (Newport) , 
Redwood Motel Inn (Lyndon) , Riverside Mo­
tor Court (Saint Johnsbury), Sonnenhof Inn 
(Jay), Starr's Village Motel (North Troy), Top 
o' the Hill Inn (Newport), Village Motel (Hard­
wick) , Yankee Traveler Motel (Saint Johns­
bury). 

Hotels: Hotel Newport (Newport), Hotel 
Reba (North Troy), New Avenue Hotel (Saint 
Johnsbury) , Valley House Hotel (Orleans). 

For further information, call 802 I 525-

6211. 

108 

• 

[ I 2J~R+""TN ;: 1l~A02 M !N 

Monrne t:~'.1 "" Found out by chance 

u· tochis, tuchis, t.o.t. (abbreviation): Yiddish 
The " CH" is a gutteral , as in the com­

poser " Bach." You can say it to rhyme with 
"duck hiss" or with " caucus." It means " be­
neath" or " under." For instance, a "potch 
in tochis" is a swat down yonder, and a good 
threat for children. 

" Tochis afn tish" doesn 't mean "fanny 
on the table, " its literal meaning. It means, 
more, " put your cards on the table, put up 
or shut up." A bit rude. 

So one says, "Now let's talk seriously. 
T.O.T. please. " 



SCHLUESSEL ZUR T.O .T. - IDEENKARTEI 

LESE EINEN DER 7 MESS-ANZEIGER AB. 
ZEIGT EIN ZEIGER Z.B. WINDt 1 AN, DANN 
SUCHE AUS DER T.O.T.-IDE NKARTEI DIE 
KARTE WIND + 1 HERA US. 

STIMMEN DIE ANGABEN DER MESSGERAETE 
MIT DENEN DER IDEENKARTE GENAU UEBER­
EIN, KANN DIE IDEE REALISERT WERDEN. 

SINO FUER MESSANGABEN KEINE IDEENKARTEN 
VORHANDEN, DANN SOLL MAN WARTEN -
ODER LESE EINEN. ANDEREN MESSTNZEIGER 
AB. 

JEDER BENUTZER DER IDEENKARTEI DES T.O.T. 
SOLLTE AUF DER RUECKSEITE DER KARTE, 
NAME, DATUM, ZEIT DES LESENS DER IDEE 
MANIFESTIEREN UNO DADURCH DIE BENUT­
ZUNG DOKUMENTIEREN. 

FOTOS DER REALISIERTEN IDEE SOLLTEN DER 
IDEENKARTE BEIGEFUEGT WERDEN. 

VOSTELL, 21. SEPT. 1972 

1 T.0 .T./FUELLEN/NR. 191 
WIND 0 

FUELLE EINEN TAG DEIN AUTO MIT KAR­
TOFFEL 

T.O.T./FOTO GRA FI EREN/NR. 103 
WIND 5 

FOTOGRAFIERE JEDE MINUTE 3 STUNDEN 
LANG 1 FOTO VOM H IMMEL. JEDESMAL IN 
DERSELBEN RICHTUNG 

3 T.O .T./ARBEITEN/NR. 124 
WIND 10 

FAHR ZUM NAECHSTEN DRUGSTORE. 
KAUFE EINE POSTKARTE. BRINGE D IESE 
NACH HAUSE HOLE W IEDER EINE NEUE 
KARTE U.S.W. 8 STUNDEN LANG 

4 T.0 .T./ARBEITEN/NR. 126 
WIND 15 

FAHR ZUR NAECHSTEN TANKSTELLE. LASSE 
1/4 DEN TANK FUELLEN. FAHRE SOLANGE 
BIS DAS DAS BENZIN ZU ENDE IST. N IMM 
EIN TAXI. FAH RE ZUR SELBEN TANKSTELLE 
ZURUECK UNO HOLE SOVIEL BENZIN W IE 
DU VORH ER GETANKT HAST 

5 T.O.T./LAUFEN/ NR. 284 
WIND 20 

UMLAUFE 3 MAL DEN NAECHSTEN SEE 

T.O .T./TELEFO NI EREN/NR. 94 
WIND 25 

FAHR ZUM NEW AVENUE HOTEL IN ST. 
JOHNSBURY UNO TELEFONIERE M IT DEM 
REBA HOTEL IN NORTH TROY 

7 T.O.T./ARBEITEN/NR. 127 
WIND 30 

FAHR ZUR NAECHSTEN TANKSTELLE. LASSE 
'h DEN TANK FUELLEN. FAHRE SOLANGE 
BIS BENZIN ZU ENDE IST. NIMM EIN TAXI 
TAXI UNO HOLE SOVIEL ZENZIN W IE DU 
VORHER GETANKT HAST 

8 T.O.T./ARBEITEN/NR 128 
WIND 35 

FUELLE DEN TANK DEINES WAGENS % 
VOLL. FAHRE SOLANGE BIS DAS BENZIN 
ZU ENDE IST. KEH RE M IT EINEM TAXI 
ZUR SELBEN TANKSTELLE ZURUECK UNO 
HOLE SOVIEL BENZIN WIE DU VORHER 
GETANKT HAST 

9 T.O .T./FOTOGRAFIEREN/NR. 111 
WIND 40 

FOTOGRAFIERE DIE AUGEN EINES KINDES 
JEDE S M INUTEN WAEHREND EINS TAGES. 
LASSE ALLE FILME ENTWICKELN HOLE SIE 

ABER N ICHT AB. 

10 T.0.T./TELEFONIEREN /NR. 93 
W IND 45 

FAHR ZUM HOTEL REBA IN ORTHTROY 
U D TELEFONIERE MIT DEM NEW AVENUE 
llOTEL IN ST. JOHNSBURY 

11 T.0.T./AR8EITEN/NR. 129 
WI ND 50 

SA M M L E 8 STUNDEN MITTELGROSSE 
STEI E. KE NZEICHNE SIE UNO AM 
NAECHSTEN TAG BRI G SIE DORT HI ' 
WO DU SIE GEHOLT HAST 

12 T.O.T./AUTOFAHREN/NR. 310 
WIND 55 

LEGE EINEN KOFFER 100 MAL HINTER­
EINANDER IN DE KOFFERRAUM DEINES 
WAG ENS 

13 T.O.T./AR8EITEN/NR. 130 
W IND 60 

BRINGE El E BRIEF ZUR POST. KEHRE 
NACI! HAUSE ZURUECK. HOLE EINEN 
NEUEN BRIEF. BRINGE lllN ZUR POST. 
U.S.W. 8 STUNDEN LANG 

14 T.O.T./ARBEITEN/NR. 131 
WIND 65 

WASCHE DEINEN WAGEN 8 STU DEN 
STUNDEN LANG OHNE UNTERBRECHUNG 

15 T.O .T./BETONI EREN/NR. 27 
WIND 70 

BETON IERE 1 TISCH EIN 

16 T.O.T./SPRECH EN/NR. 251 
WIND 75 

SPRECHE NICHT FUER 2 STUNDEN 

17 T.0.T./SPRECH EN/NR. 252 
WIND 80 

SPRECHE NIGHT FUER 3 STUNDEN 

18 T.O .T./SPRECH EN/NR. 253 
WIND 85 

SPRECHE NICHT FUER 5 STUNDEN 

19 T.O.T./BEOBACHTEN/NR. 50 
WIND 90 

BEOBACHTE LIEGEND UNO SCHWEIGEND 
2 STUNDEN WIE MENSCHLICHE HANDLUN­
GEN EINANDER ENTSPRECHEN 

20 T.O.T./AUTOFAHREN/NR. 309 
WIND 95 

LEGE EINEN KOFFER SOO MAL HINTER­
EINANDER IN DEN KOFFERRAUM DEINES 
WA GENS 

21 T.O .T./AUTOFAHREN/NR. 286 
WIND 100 

OEFFNE UND SCHLAGE 450 MAL HINTER­
EINDER DIE LINKE TUER DEINES WAGENS 
zu 

22 T.O .T./KAUFEN/NR. 70 
TEMP 5 

FAHRE IN EINEN ORT IN BELIEBIGER RICH­
TUNG VON WEST GLOVER CA 70 MEILEN 
NUR UM EINE TAGESZEITUNG ZU KAUFEN 

23 T.O.T./KAUFEN/NR. 69 
TEMP 10 

FAHRE VON WEST GLOVER CA 60 MEILEN 
IN EINE BELIEBIGE RICHTUNG UNO KAUFE 
DORT EINE TAGESZEITUNG 

24 T.O.T./LAUFEN/NR. 283 
TEMP 15 

UMLAUFE DEN SCHATTEN EINES lSO X 
GROSSEN BAUMES 

25 T.O.T./PO LSTERN/NR. 188 
TEMP 20 

POLSTERE EINEN QUADRATMETER DEINER 
WOHNUNG MIT BESTEM LEDER 

26 T.O.T./KAUFEN/NR. 68 
+TEMP 25 

FAHRE VON \VEST GLOVER CA 60 MEILEN 
IN EINE BELIEBIGE RICHTUNG UNO KAUFE 
DORT EINE TAGE5ZEITUNG 

27 T.O.T./KAUFEN/NR. 67 
TEM P 30 

FAHRE VON WEST GLOVER CA 45 MEILEN 
IN EINE BELIEBIGE RICHTU G U D KAUFE 
DORT EINE TAGESZEITUNG 

28 T.O.T./SPRECHEN/NR. 261 
TEMP 35 

SPRECHE 1 STUNDE LANG ACH )EDER 
MINUTE DAS WORT: HU D 

29 T.O.T./FUELLEN/NR. 196 
TEM P 40 

FUELLE DEIN AUTO MIT TELLERN (WEISS 
RUND) 

30 T.O.T./BETONIEREN/NR. 158 
TEMP 45 

FERTIGE VOM SCHATTEN EINES HUNDES 
EINE 10 CM DICKE BETON IERUNG AN. 
ORT UNO ZEIT NACH EIGNER WAHL 

31 T.O.T./ARB EITEN/NR. 121 
TEMP 50 

FAHRE ZUM NAECHSTEN SUPERMARKT 
UNO KAUFE 1 FLASCHE MILCH. BRINGE 
SIE NACH HAUSE. FAHRE ZURUECK UNO 
HOLE EINE NEUE U.S.W. 8 STUNDEN 

32 T.0.T./TELEFONIEREN/NR. 92 
TEMP 55 

FAHR ZUM NEW PORT IN NEWPORT UNO 
TELEFONIERE MIT DEM YANKEE TRAVELER 
MOTEL IN ST. )OHNSBURRY 

33 T.O.T./LAUFEN/NR. 282 
TEMP 60 

UMLAUFE DEN SCHATTEN EINES HAUSES 
2 STUNDEN 

34 T.O.T./AUTOFAHREN/NR. 308 
TEMP 65 

LEGE EINEN KOFFER 400 MAL HINTER­
EINANDER IN DEN KOFFERRAUM DEINES 
WAGE S 

35 T.0 .T./FOTOGRAFIEREN/NR. 105 
TEMP 70 

FOTOGRAFIERE AN IRGENDEINER STRASSE 
WAEHREND 5 STUNDEN ALLE VORBEl­
FAHRNDEN AUTOS. LASSE DEN FILM ENT­
WICKELN. HOLE IHN ABER NIE AB 

36 T.O.T./A RB EITEN/NR. 122 
TEM P 75 

FAHRE ZUM NAECHSTEN SUPERMARKT. 
KAUFE 1 BROT UND FAHRE NACH HAUSE. 
FAHR WIEDER ZUM SUPERMARKT UNO 
WIEDERHOLE DIE AKTION 8 STUNDEN 
LANG 

37 T.O.T./KAUFEN/NR. 66 
TEMP 80 

FAHR ZU DARION IN LYNDONVILLE UNO 
TELEFONIER ZUR CRYSTAL LAKE LODGE IN 
BARTON 

38 T.O.T./KAUFEN/NR. 66 
TEMP 85 

FAHR E VON WEST GLOVER CA 40 MEILEN 
IN BELIEBIGE RICHTUNG UNO KAUFE 
DORT EINE TAGESZE ITUNG 

39 T.0.T./FOTOGRAFIEREN/NR. 108 
TEMPO 90 

FOTOGRAFI ERE EINEN MENSCHEN WAEHR 
END 24 STUNDEN. WENN IMMER DAS 
WORT NEIN IN DER UNTERREDUNG SAGT 
MACHE EINE DOKUMENTATION FUER 
T.O.T. 

40 T.O.T./DENKEN/NR. 173 
TEMP 95 

DE.'-KE AN DEN RUECKE EINES VIET A-
MESEN 25 Ml UTEN 

41 T.0.T./SEHEN/NR. 220 
TEMP 100 

SEHE 3 STUNDE DE ZWISCHE RAUM 
ZWISCHEN EINEM ME SCHE UNO EINEM 
AUTO 

42 T.0.T./SEHEN/NR. 221 
TEMP 0 

SEHE 3 STUDEN DEN ZWISCHENRAUM 
ZWISCHEN EINEM MENSCHEN UNO EINEM 
TIER 

43 T.O.T./BETO IEREN/NR. 151 
TEMP 90/SOUND 55 

FERTIGE VOM SCHATTEN EINES HUNDES 
El E BETONIERUNG AN (HOHE VON 
DIR). ORT UNO ZEIT NACH EJGENER 
WAHL 

44 T.O.T./TELEFONIER EN/Nr. 77 
TEMP-5 

FAHR ZUM HOLIDY MOTEL IN ST. JOH S­
BURY UND TELEFONIERE MIT DER I G-
LENOAK LODGE I NORTH TROY 

45 T.O.T./SEHEN/NR. 222 
TEMP-10 

SEHE 3 STUNDE DEN ZWISCHE RAUM 
ZWISCHE PARKENDEN AUTOS 

46 T.O.T./SEHEN/NR. 223 
TEMP-15 

SEHE 3 STUNDEN DEN ZWISCHENRAUM 
ZWISCHEN SITZENDEN MENSCHEN 

47 T.O.T./AUTOFAHR EN/NR. 293 
TEMP-20 

OEFFNE UNO SCHLIESSE 740 MAL HI TER­
EINANDER DIE RECHTE TUER DEINES 
WAG ENS 

48 T.0.T./SEHEN/ NR. 224 
TEMP - 25 

LAUFE 3 MAL 100 METER SCHREIEND IN 
SEHE 3 STUNDEN AN EINER STRASSE D EN 
ZWISCHENRAUM VON VORBEIFAHRENDEN 
AUTOS 

49 T.0.T./POLSTERN/NR. 181 
TEMP - 30 

POLSTERE 1 QUADRATMETER EINER STRAS­
SE MIT BESTEM LEDER 

50 T.O.T./SEHEN/NR. 226 
TEMP - 45 

BEOBACHTE 3 STUNDEN DEN ZWISCHEN­
RAUM VON VORBEIZIEHENDEN WOLKEN 

51 T.O .T./TELEFONIEREN/NR. 74 
TEMP-40 

FAHR ZUM BORDER MOTEL IN DERBY UND 
TELEFONIERE BEAR CREEK FARMS LODGE 
IN WESTFIELD 

52 T.O.T./SEHEN/NR. 225 
TEMP - 35 

SEHE 3 STUNDEN AN EINER STRASSE DEN 
ZWISCHENRAUM VON VORBEIGEHENDEN 
MENSCH EN 

53 T.O.T./LAUFEN/NR. 281 
TEM P +50/TIME 12 PM 

UMLAUFE DEN SCHATTEN EINES HUNDES 
1 STUNDE 

54 T.0.T./REICHEN/NR. 205 
TEMP+ 55.TIME 15-16 PM 
HALTE DEINE '-/>\SE 30 Ml"-IUTEN UEBER 
NASSE lRDE '- .\Cll DE.\1 REGE"-1 

55 T.0.T./RIECHEN/NR. 207 
TEMP +60/TIME 13-15PM 
llALTE DE INE NASE 30 MINUH UEBER 
DIE NASSEN llAARE l!NES MENSCllEN 
NACH DE.\\ REGE 

56 T.0.T./LAUFEN/NR. 280 
TEMP +5/SOUND 85 
UMLAUF[ DEN SCllATTEN EINES AUTO 1 
STUNDE 

57 T.0.T./AUTOFAHREN/NR. 307 
TEMP +10/SOUND 80 
LEGE EINEN KOrFER 300 MAL HINTEREIN­
ANDER I DE KOFFERRAUM DEINES WA­
GENS 

58 T.O.T./TELEFONIEREN/NR. 80 
TEMP +15/SOUND 60 
FAHR ZU KELLEYS IN DERBY LI E UNO 
TELErON IERE MIT JAY PEAK LODGING AS-
SOSIATIO IN JAY PEAK 

59 T.O .T./BETONIEREN/NR. 153 
TEMP +20/SOUND 50 
FERTIGE VON EINEM MENSCllEN-SCllAT­
TEN El E 10 CM DICKE BETONIERUNG AN. 
ZEIT UND ORT NACH WAllL 

60 T.0.T./SEHEN/NR. 227 
TEMP +25/SOUND 95 
SEl!E3 STUNDEN NUR DIE BEWEGUNGEN 
EINER PERSON 

61 T.O.T./FOTOGRAFIEREN/NR. 110 
TEMP +30/SOUND 5 
FOTOGRAFIERE DIE HAND EINES MEN­
SCHEN )EDE MINUTE VON DER SELBEN 
STELLE 1 MINUTE !ST LANG. ZERSTOER 
DIE NEGATIVE 

62 T.O.T./SEHEN/NR. 228 
TEMP +30/SOUND 45 
SEHE 3 STUNDEN NUR DIE BEWEGUNG 
EINES TIERES 

63 T.O.T./BETONIEREN/NR. 159 
TEMP +40/SOUND 50 
FERTIGE VOM SCHATTEN EINER WOLKE 
EINE 20 INCH. DICKE BETON IERUNG AN. 
ORT UNO ZEIT NACH EIGENER WAHD. 

64 T.0.T./AUTOFAHREN/NR. 288 
TEMP +45/SOUND 35 
OEFFNE UNO SCHLAGE 70 MAL HJNTER­
EINANDER DIE RECHTE TUERE DEINES 
WAGENS ZU 

65 T.O.T./SEHEN/NR. 229 
TEMP +50/SOUND 95 
SEHE 3 STUNDEN NUR DIE VERAENDER­
UNG DES LICHTES AN EINEM OBJEKT 

66 T.O.T./POISTERN/NR. 183 
TEMP +55/SOUND 100 
POLSTERE EINEN BAUMSTAMM MIT BES­
TEM LEDER 

67 T.0.T./LAUFEN/NR. 279 
TEMP +60/SOUND 60 
LAUFE 20 METER. LEGE DICH 1 MINUTE 
HIN. LAUFE 20 METER U.S.W. 1 STUNDE 

68 T.O.T./TELEFONIER/NR. 90 
TEMP +65/SOUND 105 
FAHR ZUM VILLAGE MOTEL IN HARDWICK 
UNO TELEFONIERE ZUM TOP O ' THE HILL 
INN IN NEWPORT 

69 T.O.T./SEHEN/NR. 216 
TEMP +70/SOUND 45 
FAHRE CA 60 MEILEN UNO SCHAUE IN 
DAS AUGE EINES FISCHES 
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70 T.O.T./POLSTERN/NR. 186 
TEMP +75/SOUND 50 
POLSTERE 1 QUADRATMETER IN EINEM 
WALDWEG MIT BESTEM LEDER 

71 T.0.T./SEHEN/NR. 217 
TEMP +80/SOUND 5 
FAHRE 5 MEILEN CA UNO SCHAUE 1 
STUNDE IN DAS AUGE EINES VOGELS 

72 T.0.T./RIECHEN/NR. 208 
TEMP +85/SOUND 55 
HALTE DEINE NASE 30 MINUTEN UEBER 
DAS GUMMI VON AUTOREIFEN NACH 
DEM REGEN 

73 T.0.T./AUTOFAHREN/NR. 306 
TEMP +95/SOUND 5 
LEGE EINEN KOFFER 250 MAL HINTEREIN­
ANDER IN DEN KOFFERRAUM DEINES 
WAG ENS 

74 T.O.T./BETONIEREN/NR. 30 
TEMP +100/SOUND 0 
BETONIERE 1 FISCH EIN 

75 T.O.T./LAUFEN/NR. 278 
TEMP -5/SOUND 50 
LAUFE 20 METER BLEIBE 5 MINUTEN STE­
HEN LAUFE WIEDER 20 METER U.S.W. 1 
STUN DE 

76 T.O.T./SEHEN/NR. 218 
TEMP -10/SOUND 50 
FAHRE CA 90 MEILEN UNO SCHAUE IN 
DAS AUGE VON SCHULKINDERN 

77 T.O.T./DENKEN/NR. 174 
TEMP -15/SOUND 50 

DENKE AN DEN FUSS EINES VIETNAMESEN 
20 MINUTEN 

78 T.0.T./SEHEN/NR 219 
TEMP -20/SOUND 50 
SEHE 3 STUNDEN DIE DISTANZ ZWISCHEN 
EINEM AUTO UNO EINEM BAUM 

79 T.O.T./TELEFONIEREN/NR 91 
TEMP -25/SOUND 50 
FAHR ZUM YANKEE TRAVELER MOTEL IN 
ST. JOHNSBURY UNO TELEFONIERE MIT 
DEM HOTEL NEWPORT 

80 T.0.T./DENKEN/NR 175 
TEMP -30/SOUND 45-60 
DENKE AN DAS GEHIRN EINES FREUNDES 
7 MINUTEN LANG 

81 T.O.T./DENKEN/NR. 176 
TEMP - 30/SOUND 45-60 
DENKE AN DAS AUGE EINES FREUNDES 
24 MINUTEN LANG 

82 T.0.T./DENKEN/NR. 177 
TEMP -35/SOUND 20-30 
DENKE AN DIE HAND EINES FREUNDES 9 
MINUTEN LANG 

83 T.0.T./AUTOFAHREN/NR. 287 
TEMP -40/SOUND 20-30 
OEFNE UNO SCHLAGE 60 MAL HINTEREIN­
ANDER DIE LINKE TUER DEINES WAGENS 
zu 

84 T.0.T./TELEFONIEREN/NR. 78 
TEMP -45/SOUND 10 
FAHR ZUR INGLENOAK LODGE IN NORTH 
TROY UNO TELEFONIERE MIT DEM HOLI­
DAY MOTEL IN ST. JOHNSBURY 

85 T.0.T/DENKEN/NR. 178 
TEMP -50/SOUND 10 
DENKE AN DEN RUECKEN EINES FREUN­
DES 7 MINUTEN LANG 

86 T.O.T./AUTOFRHREN/NR. 305 
TEMP - 55/SOUND 0 
LEGE EINEN KOFFER 200 MAL HINTERIN­
ANDER IN DEN KOFFERRAUM DEINES WA­
GENS 
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87 T.O.T./DENKEN/NR. 179 
TEMP - 60/SOUND 60 
DENKE AN DEN FUSS EINES FREUNDES 11 
MINUTEN LANG 

88 T.0.T./LAUFEN/NR. 277 
TEMP - 65/SOUND 30 
LAUFE BIS ZU DEINER ERSCHOEPFUNG 

89 T.0.T./DENKEN/NR. 180 
TEMP - 70/SOUND - 5 
DENKE AN DEN ARM EINES FREUNDES 
AUSSCHLIESSLICH 17 MINUTEN LANG 

90 T.0.T./KAUFEN/NR. 51 
TEMP 0/LIGHT 5 
FAHR IN EINEN ORT S MEILEN VON WEST 
GLOVER UNO KAUFE 50 GRAMM FETT 

91 T.0.T./SCHENKEN/NR. 132 
TEMP +5/LIGHT 10 
FAHRE 3 MEILEN UNO SCHENKE JEMAN­
DEM 3 BROTE 

92 T.O.T./FUELLEN/NR. 192 
TEMP +10/LIGHT 15 
FUELLE EINEN TAG DEIN AUTO MIT STEl­
NEN 

93 T.O.T./TELEFONIEREN/NR. 89 
TEMP +20/LIGHT 20 
FAHR ZUM TOP O' THE HILL INN IN NEW­
PORT UNO TELEFONIERE MIT DEM VILL­
AGE MOTEL IN HARDWICK 

94 T.O.T./FUELLEN/NR. 193 
TEMP +25/LIGHT +25 
FUELLE EINEN TAG DEIN AUTO MIT KNO­
CHEN 

95 T.O.T./FOTOGRAFIEREN/NR. 113 
TEMP +30/LIGHT +35 
FOTOGRAFIERE JEDEN TAG WAEHREND 
EINES JAHRES DIE WINDSCHUTZSCHEIBE 
DEINES WAGENS. FERTIGE EINE DOKU­
MENTATION AN. IM NAECHSTEN JAHR 
SCHAUE DIR JEDEN TAG EIN FOTO AN 

96 T.O.T/FUELLEN/NR. 194 
TEMP +35/LIGHT 40 
FUELLE EINEN TAG DEIN AUTO MIT ALLEN 
SCHUHEN DIE DU FINDEST 

97 T.0.T./STEHEN/NR. 239 
TEMP +40/LIGHT 45 
STEHE ALLEINE 10 5TUNDEN AN EINER 
WAND 

98 T.0.T./FUELLEN/NR. 195 
TEMP +45/LIGHT 60 
FUELLE DEIN AUTO EINEN TAG MIT ALLEN 
KLEIDERN UNO MAENTELN DIE DU HAST 

99 T.O.T./POLSTERN/NR. 184 
TEMP + 50/LIGHT 70 

POLSTERE EINEN TELEFONMAST MIT BES­
TEM LEDER 

100 T.O.T./FOTOGRAFIEREN/NR. 109 
TEMP + 55/LIGHT 80 
FOTOGRAFIERE EINEN MENSCHEN WAEHR­
END 24 STUNDEN. WENN IMMER ER DAS 
WORT JA IN DER UNTERHALTUNG SAGT 
MACHE EINE DOKUMENTATION FUER 
T.O.T. 

101 T.O.T./FOTOGRAFIEREN/NR. 104 
TEMP +60/LIGHT 85 
FOTOGRAFIERE WAEHREND 3 STUNDEN 
JEDE MINUTE 1 BILD VOM MUNDE DER­
SELBEN PERSON.LASSE DEN FILM ENTWIC­
KELN. HOLE IHN ABER NIE AB 

102 T.O. T./KAUFEN/NR. 58 
TEMP +65/LIGHT 90 
FAHRE IN EINEN ORT CA 10 MEILEN VON 
WEST GLOVER UNO KAUFE 100 GRAMM 
MEHL 

103 T.O.T./TELEFONIEREN/NR. 85 
TEMP + 70/LIGHT 120 
FAHR ZUM REDWOOD MOTEL INN IN 
LYNDON UNO TELEFONIERE MIT DEM 
RIVERSIDE MOTOR COURT IN ST. JOHNS­
BURY 

104 T.0.T./AUTOFAHREN/NR. 304 
TEMP + 75/LIGHT 150 
LEGE EINEN KOFFER 100 MAL HINTEREIN­
ANDER IN DEN KOFFERRAUM DEINES 
WAG ENS 

105 T.O.T./KAUFEN/NR. 57 
TEMP +80/LIGHT 160 
FAHRE IN EINEN ORT CA 40 MEILEN VON 
WEST GLOVER UNO KAUFE 2SO GRAMM 
FLEISCH 

106 T.O.T./KAUFEN/NR. 56 
TEMP +85/LIGHT 180 
FAHRE IN EINEN ORT CA 30 MEILEN VON 
WEST GLOVER UNO KAUFE 200 GRAMM 
FLEISCH 

107 T.O.T./KAUFEN/NR. 55 
TEMP +90/LIGHT 180 
FAHRE IN EINEN ORT CA 25 MEILEN VON 
WEST GLOVER UNO KAUFE 150 GRAMM 
FLEISCH 

108 T.0.T./RIESHEN/NR. 210 
TEMP +90/LIGHT 200 
HALTE DEINE NASE 30 MINUTEN GANZ 
DICHT UEBER NASSES BROT 

109 T.O.T./KAUFEN/NR. 54 
TEMP +95/LIGHT 180 
FAHRE IN EINEN ORT CA 20 MEILEN VON 
WEST GLOVER UNO KAUFE 100 GRAMM 
FLEISCH 

110 T.O.T./KAUFEN/NR. 53 
TEMP +100/LIGHT 200 
FAHRE IN EINEN ORT 15 MEILEN VON 
WEST GLOVER UNO KAUFE 150 GRAMM 
FETT 

111 T.O.T./KAUFEN/NR. 52 
TEM +100/LIGHT 180 
FAHRE IN EINEN ORT 10 MEILEN VON 
WEST GLOVER UNO KAUFE 100 GRAMM 
FETT 

GERAEUSCH 

112 T.0.T./STEHEN/NR. 240 
SOUND 1-25 
STEHE ALLEINE 8 STUNDEN AN EINER 
WAND 

113 T.O.T/STEHEN/NR. 241 
SOUND 25-50 

STEHE ALLEINE 5 STUNDEN AN EINER 
WAND 

114 T.O.T./STEHEN/NR. 242 
SOUND 50-75 

STEHE ALLEINE 5 STUNDEN AN EINER 
WAND 

115 T.O.T./AUTOFAHREN/NR. 303 
SOUND 75-100 

LEGE EINEN KOFFER 50 MAL IN DEN KOF­
FERRAUM DEINES WAGENS 

116 T.O.T./STEHEN/NR. 243 
SOUND 100-125 

STEHE ALLEINE 3 STUNDEN AN EINER 
WAND ODER MAUER 

BAROMETER 
117 T.0.T./STEHEN/NR. 244 

BARO +5 
STEHE MIT JEMANDEM 12 STUNDEN AN 
EINER WAND 

118 T.0.T./STEHEN/NR. 245 
BARO +10 
STEHE MIT JEMANDEM 15 STUNDEN AN 
EINER WAND 

119 T.O.T./SEHEN/NR. 215 
BARO +15 
FAHRE CA 50 MEILEN UNO SCHAUE 14 
MINUTEN IN DAS AUGE EINER KUH 

120 T.0.T./SCHENKEN/ R. 147 
BARO +20 
VERSCHICKE 2000 MEILEN WESTLICH VON 
WEST GLOVER (LUFTLINIE 1 BUCH AN 
EINEN UNBEKANNTEN 

121 T.O.T./BETONIEREN/NR. 20 
BARO +25 
BETONIERE 1 QUADRATMETER IM T.O.T. 
EIN 

122 T.0.T./POLSTERN/NR. 190 
BARO +30 
POLSTERE 10 METER BORDSTEIN MIT 
BESTEM LEDER 

123 T.O.T./FOTOGRAFIEREN/NR. 115 
BARO -15 

FOTOGRAFIERE JEDEN TAG EINES JAHRES 
1 QUADRATMETER EINES TROTTETOIRS. 
LASS ALLE FILME ENTWICKELN. HOLE SIE 
ABER NIE AB 

124 T.0.T./LAUFEN/NR. 276 
BARO -10 

LAUFE 5 MAL JE 100 METER LACHEND IN 
DIE LANDSCHAFT 

125 T.0.T./STEHEN/NR. 238 
BARO -15 

STEHE ZUSAMMEN MIT JEMANDEM 
STUNDEN IN EINEM FELD 

126 T.0.T./LAUFEN/NR. 269 
BARO -20 

LAUF AUF EINER BRUECKE 230 MAL HIN 
UNO HER 

127 T.O.T./LAUFEN/NR. 268 
BARO +25/SOUND 40 
UMLAUFE DEN UMFANG EINES SCHATTENS 
EINER WOLKE 

128 T.O.T./SCHENKEN/NR. 149 
BARO -25 

VERSCHICKE 3000 MEI LEN LUFTLINIE WEST­
LICH VON WEST GLOVER 1 BUCH AN 
EINEN UNBEKANNTEN 

129 T.0.T./SCHENKEN/NR. 148 
BARO 30 

VERSCHICKE 2500 MEILEN LUFTLINIE WEST­
LICH VON WEST GLOVER 1 BUCH AN 
EINEN UNBEKANNTEN 

130 T.0.T./ARBEITEN/NR. 118 
BARO + 5/LIGHT 110 

PUTZE DIE WINDSCHUTZSCHEIBE DEINES 
WAGENS 8 STUNDEN LANG KEINE PAUSE 

131 T.O.T./SCHENKEN/NR. 150 
BARO + 5/LIGHT 120 
VERSCHICKE AN EINEN ORT AN DER 
WESTKUESTS AMERIKAS LUFTLINIE WEST­
LICH VON WEST GLOVER 1 BUCH AN 
EINEN UNBEKANNTEN 

132 T.O.T./AUTOFAHREN/NR. 302 
BARO +15/LIGHT 125 
FAHRE MIT DEINEM WAGEN 120 MAL AN 
DERSELBEN STELLE 1 METER HIN UNO 
ZURUECK 

133 T.O.T./ZERSTOEREN/NR. 10 
BARO +20/LIGHT 130 
FALLE EINEN BAUM UNO PFLANZE 2 NEUE 

134 T.0.T./ZERSTOEREN/NR. 11 
BARO +25/LIGHT 140 
ZERSTOERE EIN TEil DEINES WAGENS 
UNO LASSE ES REPARIEREN 

135 T.O.T./FUELLEN/NR. 198 
BARO + 30/LIGHT 160 
FUELLE DEIN AUTO MIT HOLZBALKEN 

136 T.0.T./RIECHEN/NR. 203 
BARO -5/LIGHT 140 
HALTE DEINE NASE 30 MINUTEN UEBER 
EIN HUNDEFELL 
NACH DEM REGEN 

137 T.O.T./AUTOFAHREN/NR. 296 
BARO -5/LIGHT ·-160 
OEFFNE UNO SCHLIESSE 200 MAL HINTER­
EINANDER DIE RECHTE TUERE DEINES 
WAG ENS 

138 T.0.T./TELEFONIEREN/NR. 84 
BARO -10/LIGHT -120 
FAHR ZU PEPINS MOTEL IN NEWPORT 
UNO TELEFONIERE MIT DEM MAPLE CEN­
TER MOTEL IN ST. JOHNSBURY 

139 T.0.T./ZERSTOEREN/NR. 12 
BARO -10/LIGHT -130 
ZERSTOERE DIE GROESSTE SCHEIBE IM 
HAUSE UNO LASSE SIE VOM GLASER 
WIEDER EINSETZEN 

140 T.O.T./ZERSTOEREN/NR. 14 
BARO -10/LIGHT 140 
ZERSTOERE DEINE SCHUHE UNO KAUFE 
DIR NEUE 

141 T.0.T./ZERSTOEREN/NR. 13 
BARO -15/LIGHT 145 
ZERSTOERE DEINE KLEIDER UNO KAUFE 
DIR NEUE 

142 T.O.T./FOTOGRAFIEREN/NR. 114 
BARO -15/LIGHT -100 
FOTOGRAFIERE JEDEN TAG DEIN MITTA­
GESSEN WAEHREND EINES MONATS. IM 
MONAT DARAUF SCHAUE DIR JEDEN TAG 
EIN FOTO AN 

143 T.O.T./ZERSTOEREN/NR. 15 
BARO -20/LIGHT 90 
ZERSTOERE DEINE BETTUECHER UNO 
KAUFE NEUE 

144 T.0.T./ZERSTOEREN/NR. 16 
BARO -25/LIGHT -80 
ZERSTOERE DEINE UHR KAUFE DIR EINE 
NEUE 
BARO -30/LIGHT 75 
SAEGE EINEN AST AB VOM T.O.T. 

146 T.O.T./BEOBACHTEN/NR. 42 
BARO +5/WIND 50 
BEOBACHTE LIEGEND DIE BEWEGUNG DER 
BLAETTER DES BAUMES 2 STUNDEN 

147 T.0.T./BEOBACHTEN/NR. 43 
BARO +10/WIND 45 
BEOBACHTE LIEGEND DIE WANDERNDEN 
SCHATTEN EINES BAUMES 2 STUNDEN 

148 T.O.T./BEOBACHTEN/NR. 44 
BARO +15/WIND 40 
BEOBACHTE LIEGEND DIE AUGEN DER 
HUNDE 2 STUNDEN 

149 T.0.T./BETONIEREN/NR. 26 
BARO +20/WIND 35 
BETONIERE EINE MANCHETTE AUS BETON 
UM EINEN GREYHOUND BUS 

150 T.O.T./LAUFEN/NR. 267 
BARO +25/WIND 30 
UMLAUFE DEN RAND EINER GROSSEN 
WIESE 13 MAL 

151 T.0.T./BETONIEREN/NR. 155 
BARO +30/WIND 25 
FERTIGE VON EINEM SCHATTEN EINES 
STUHLES 1 CM DICKE BETONIERUNG AN. 
ORT UNO ZEIT NACH EIGENER WAHL 



152 T.O .T./AUTOFAHREN/ NR. 297 
BARO +25/WIND 20 
FAHRE MIT DEINEM WAGEN AN DERSEL­
BEN STELLE 10 METER HIN UNO ZURUECK 
10S MAL 

153 T.O .T./BOBACHTEN/NR. 44 
BARO +25/WIND 15 
BEOBACHTE LIEGEND DIE AUGEN DER 
MENSCHEN 2 STUNDEN 

154 T.O.T./RIECHEN/NR. 209 
BARO +25/WIND 10 
HALTE DEINE NASE 30 MINUTEN GANZ 
D ICHT UEBER NASSE KLEIDER NACH DEM 
REGEN 

155 T.O.T./SHEN/NR. 213 
BARO +25/WIND 5 
FAHRE 700 ME I LEN UND SCHAUE 3 MINUT­
EN IN DAS AUGE FINES ELEFANTEN 

156 T.O.T./TELEFONIEREN/ NR. 83 
BARO +25/WIND 0 
FAHR ZUM MAPLE CENTER MOTEL IN ST. 
JOHNSBURY UNO TELEFONIERE MIT PEP­
IN'S MOTEL IN NEWPORT 

157 T.O.T./ARBEITEN/NR. 123 
BARO +25/WIND -10 
FAHRE ZUM NAECHSTEN SUPERMARKT 
UND KAUFE ETWAS. BRING ES NACH 
HAUSE. FAHRE WIEDER ZURUECK. KAUFE 
W IEDER ETWAS. WIEDERHOLE DAS 8 
STUNDEN LANG 

LICHSTAERKE 

158 T.O.T./AUTOFAHREN/NR, 289 
LIGHT 0 
OEFFNE UND SCHLIESSE 80 MAL HINTER­
EINDER D IE RE CHTE TUERE DEINES 
WAGE NS 

159 T.O.T./ARBEITEN/NR. 119 
LIGHT 5 
SAEGE 8 STUNDEN HOLZ UNTERBRECH· 
UNG 

160 T.0.T./TELEFONIEREN/NR. 82 
LIGHT 10 
FAHR ZUM LYNDON MOTEL IN LYNDON 
UNO TELEFONIERE MIT DEM LYNBURKE 
MOTEL IN LYNDONVILLE 

161 T.O.T./RIECHEN/NR. 206 
LIGHT 15 
HALTE DEINE NASE 30 MINUTEN UEBER 
DAS FELL EINES PFERDES NACH DEM 
REGEN 

162 T.O.T./AUTOFAHREN/NR. 294 
OEFFNE UND SCHLIESSE 160 MAL HINTER­
EINANDER DIE RECHTE TUER DEINES 
WAG ENS 

163 T.O.T./POLSTERN/NR. 185 
LIGHT 25 
POLSTER£ 1 QUADRATMETER MIT BESTEM 
LEDER AUF EINEM HI GHWAY 

164 T.O.T./BETONIEREN/NR. 160 
LIGHT 30 
FERTIGE VOM SCHATTEN EINES GREY· 
HOUND BUSSES EINE 10 CM DICKE BE­
TONIERUNG AN. ORT UND ZEil NACH 
WAHL 

165 T.0.T./BEOBACHTEN/ NR. 45 
LIGHT 35 
BEOBACHTE LIEGEND UND SCHWE IGEND 
DIE ABSTAENDE KOMMENDER UND GE­
HENDER MENSCHEN 2 STUNDEN 

166 T.O.T./LAUFEN/NR. 266 
LIGHT 40 
LAUFE 2 STUDEN UM EIN HAUS HERUM 
OHNE UNTERBRECHUNG 

167 T.0.T./SEHEN/NR. 214 
LI GHT 45 
FAHRE 7 MEILEN UNO SCHAUE 1 MINUTE 
IN DAS AUGE El ES HUH S 

168 T.0.T./BETONIEREN/NR. 21 
LIGHT 50 
BETONIERE 1 QUADRATMETER x 0,20 CM 
1SO CM UNTER DER ERDE 

169 T.O.T./FUELLEN/NR. 199 
LIGHT 55 
FUELLE DEIN AUTO MIT LAUB VOM T.O.T. 

170 T.O.T./FOTOGRAFIEREN/NR, 107 
LIGHT 60 
FOTOGRAFIERE EIN PFERD ALLE 5 MIN­
UTEN WAEHREND 12 STUNDE VON DER­
SELBEN STELLE AUS. LASSE DIE Fl LME 
ENTWICKELN. HOLE SIE ABER NIE AB 

171 T.O.T./BEOBACHTEN/NR. 46 
LIGHT 65 
BEOBACHTE LI EGEND UNO SCHWE IGEND 
2 STUNDEN NUR ARME UND DEREN BE­
WEGUNGN 2 STUNDEN 

172 T.O.T./BEOBACHTEN/NR. 47 
LIGHT 70 
BEOBACHTE LIEGEND UND SCHWE IGEND 
2 STUNDEN LANG NUR HAENDE UND 
DEREN BEWEGUNGEN 2 STUNDEN 

173 T.O.T./SCHENKEN/NR. 142 
LIGHT 75 
VERSCHICKE 300 MEILEN WESTLICH VON 
WEST GLOVER EIN BUCH AN EINEN UN­
BEKANNTEN 

174 T.O.T./SCHENKEN/NR. 143 
LIGHT 80 
VERSCHICKE 400 MEILEN WESTLICH VON 
WEST GLOVER (LU FTLI NE) 1 BUCH AN 
EINEN UNBEKANNTEN 

175 T.O .T./SCHENKEN/NR. 144 
LIGHT 85 
VERSCHI CKE 800 MEILEN VON WEST GLOV­
ER/WESTLICH LUFTLINIE 1 BUCH AN EINEN 
UNBEKANNTEN 

176 T.O .T./SCHENKEN/ NR. 145 
LIGHT 90 
VERSCHICKE 1000 MEILEN WESTLICH VON 
WEST GLOVER (LUFTLINIE) 1 BUCH AN 
EINEN UNBEKANNTEN 

177 T.O.T./SCHENKEN/NR. 146 
LIGHT 95 
VERSCHICKE AN JEMANDEN 1500 MEILEN 
WESTLICH VON WEST GLOVER LUFTLINIE 
EIN BUCH AN EINEN UNBEKANNTEN AUS 
DEM TELEFONBUCH 

178 T.O.T./STEHEN/NR. 231 
LIGHT 100 
STEHE ALLE INE IN EINEMFELD 1 STUNDE 
AN DERSELBEN STELLE 

179 T.O .T./FOTOGRAFIEREN/NR. 116 ... . .. . 
LIGHT 105 
FOTOGRAFIERE IM NAECHST GELEGENEN 
ZOO DAS AUGE EINES ELEFANTEN 

180 T.O.T./POLSTERN/NR. 189 
LIGHT 110 
POLSTERE EINEN BORDSTE IN MIT BESTEM 
LEDER 

181 T.O .T./STEHEN/NR. 250 
LIGHT 115 
STEHE 5 STUNDN AL LEI NE AN DEINEN 
WAGEN GELEHNT 

182 T.O.T./POLSTERN/NR. 187 
LIGHT 120 
POLSTER£ DEN MAST EINES VERKEHRS­
SCHILDES MIT BESTEM LEDER 

183 T.O.T./SCHENKEN/NR. 133 
LIGHT 125 
FAHRE S MEILEN UND VE RSCHENKE DORT 
S BROTE 

184 T.O.T.//AUTOFAHREN/NR. 298 
LIGHT 130 
FAHRE MIT DEi EM WAGEN AN DER SEL­
BE STELLE 20 Ml UTEN HIN U D ZUR­
UECK 30 MAL 

185 T.0.T./FUELLEN/NR. 197 
LIGHT 135 
FUELLE DEIN AUTO MIT TASSEN (WEISS) 
24 STUNDEN 

186 T.O.T./BETONIEREN/NR. 25 
LIGHT 140 
BETONIER EINE LINIE 50x50x50 CM 1 
METER UNTER DER ERDE EINER HUEGEL­
SPITZE. LAENGE 20 METER 

187 T.0 .T./SPRECHEN/NR. 264 
LIGHT 145 
SPRECHE 1 STUNDE LANG NACH )EDER 
MINUTE DAS WORT BERG 

188 T.O.T./STEHEN/. 234 
LIGHT 150 
STEHE ALLEINE IN EINEM FELD 5 STUN­
DEN AN DERSELBEN STELLE 

189 T.0.T./STEHEN/NR. 235 
LIGHT 155 
STE HE ALLE INE IN EINEM FELD 7 STUNDEN 
AN DERSELBEN STELLE 

190 T.O.T./REISEN/NR. 31 
LIGHT 160 
FAHRE 40 MEILEN UNO VERTEILE DORT 40 
BROTE 

191 T.O.T./REISEN/NR. 32 
LIGHT 160 
FAHRE 5 MEILEN UNO VERTEILE DORT 5 
BROTE 

192 T.O.T./REISEN/NR. 33 
LIGHT 165 
FAHRE 10 MEILEN UND VERTEILE DORT 10 
BROTE 

193 T.O.T./REISEN/NR. 34 
LIGHT 170 
FAHRE 20 MEILEN UNO VERTE ILE DORT 20 
BROTE 

194 T.O .T./SPRECHEN/NR. 262 
LIGHT 175 
5PRECHE 1 STUNDE LANG NACH )EDER 
MINUTE DAS WORT LICHT 

195 T.O.T./BETONIEREN/NR. 24 
LIGHT 180 
BETONIERE DEINE HAND EIN 

196 T.O.T./BETONIEREN/NR. 23 
LIGHT 185 
BETONIERE DE INEN FU SS EIN 

197 T.O .T./STEHEN/NR. 236 
LIGHT 190 
STEHE MIT JAMANDEM GEGENUEBER 
STUNDEN IN EINEM FELD 

198 T.0 .T./SPRECHEN/NR. 263 
LIGHT 195 
SPRECHE 1 STUNDE LANG NACH )EDER 
MINUTE DAS WORT HALT 

HUMIDITY 

199 T.O.T./REISEN/NR.35 
HUM 5 
FAHR 30 MEILEN UND VERTEI LE DORT 30 
BROTE 

200 T.O .T/TASTEN/NR. 8 
HUM 10 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DIE ERDE VON VERMONT 

201 T.O.T./TASTEN/NR. 9 
HUM 15 
HALTE DEINE HAND 1 STUNDE 10 CM VOR 
DIE RINDE EINES BAUMES 

202 T.0.T./SPRECHEN/NR. 258 
HUM 20 
SPRECHEN 1 STUNDE LA G NACH )EDER 
MINUTE DAS WORT WIND 

203 T.0 .T./ARBEITEN/NR. 125 
HUM 25 
FAHR ZUR NAECHSTE TANKSTELLE MIT l/4 

GEFUELLTEM TA K. TANKE 1 LITER BENZIN 
UND FAHRE NACH HAUSE ZURUECK. WIE­
DERHOLE ALLES 8 STU DEN LA G 

204 T.O.T./SPRECHEN/NR. 259 
HUM 30 
SPRESHE 1 STUNDE LANG NACH )EDER 
MINUTE DAS WORT LUFT 

205 T.O.T./LAUFEN/NR. 275 
HUM 35 
LAUFE 3 MAL JE 100 METER LACHEND IN 
DIE LANDSCHAFT 

206 T.O.T./SPRECHEN/NR. 260 
SPRECHE 1 STUNDE LANG NACH )EDER 
MINUTE DAS WORT MINUTE 

207 T.O.T./DENKEN/NR. 161 
HUM 45 
DENKE AN DEINEN HERZSCHLAG 15 Ml­

UTE 

208 T.O.T./DENKEN/NR. 162 
HUM 50 
DENKE AN DEINE GEHIRNWELLEN 27 M l­
NUTEN 

209 T.O.T./BETONIEREN/NR. 154 
HUM 60 
FERTIGE VOM SCHATTEN DES T.O.T. EINE 
10CM DICKE BETONIERUNG AN. ZEil 
NACH EIGENER WAHL 

ZEil 

210 T.0.T./POLSTERN/NR. 182 
TIME 1.45AM/LIGHT 180 
POLSTER£ 1 GROSSEN STEIN ODER FELS­
BROCKEN IN DER LANDSCHAFT MIT LEDER 

211 T.O .T./AUTOFAHREN/NR. 292 
TIME 1.50 AM/LIGHT 170 
OEFFNE UND SCHLIESSE 120 MAL HINTER­
EINANDER DIE RECHTE TUER DEINES WA­
GENS 

212 T.O.T./TELEFONIEREN/NR. 88 
TIME 2 AM/LIGHT 150 
FAHR ZUM STARS VILLAGE MOTEL IN 
NORTH TROY UND TELEFON IERE M IT DEM 
SONNEN HOF INN IN JAY 

213 T.O.T./DENKEN/NR. 163 
TIME 2.15 AM/LIGHT 140 
DENKE AN DEIN AUGE 21 MINUTEN LANG 

214 T.O.T./DENKEN/NR. 164 
TIME 2.30 AM/LIGHT 140 
DENKE AN DEINE ANDEREN 17 MINUTEN 
LANG 

215 T.O.T./DENKEN/NR. 165 
TIME 3 AM/LIGHT 120 
DENKE AN DEINE HAND 7 M INUTEN 
LANG 

216 T.O.T./DENKEN/NR. 166 
TIME 3.30 AM/LIGHT 120 
DENKE AN DEINE SCHMERZEN IM KOPF 
18 MINUTEN LANG 

217 T.0.T./DENKEN/NR. 167 
TIME 3.35 AM/LIGHT 100 
DENKE AN DEINE SCHMERZEN IM AUGE 
31 MINUTEN LANG 

218 T.O.T./TELEFONIEREN/NR. 96 
TIME 4 PM/LIGHT 120 
FAHR ZU AIMES MOTEL IN ST. JOHNS­
BURY UND TELEFONIERE MIT DEM VAL­
LEY HOUSE HOTEL IN ORLEA S 

219 T.0 .T./RIECHEN/NR. 204 
TIM E 4.15 PM/LIGHT 100 
HALTE DEINE ASE 30 MINUTEN UEBER 
DIE MOTORHAUBE EINES AUTOS ACll 
DEM REGE 

220 T.0.T./BETONI EREN/NR. 157 
TIME 4.45 PM/WIND 5 
FERTIGE VOM SCHATTE EINES PFERDES 
EINE 10 CM DICKE BETO IERU G AN. 
ZEil UND ORT NAOl WAHL 

221 T.0.T./LAUFEN/NR. 274 
TIME 5 PM/WIND 10 
LAUFE 5 MAL JE 100 METER SCHREIE D I 
DIE LA DSCHAFT 

222 T.O.T./BETONIEREN/NR. 152 
TIME 5.15 PM/WIND 15 
FERTIGE VOM SCHATTEN EINES AUTOS 
El E 10 CM DICKE BETONIERUNG AN. 
ORT UNO ZEil ACH EIGENER WAHL 

223 T.O.T./DENKEN/NR. 168 
TIME 5.30 PM/WIND 20 
DENKE AN DE INE SCHMERZEN IM RUEC­
KEN 19 MINUTEN LANG 

224 T.O .T./TELEFONIEREN/NR. 81 
TIME 5.45 PM/LIGHT 75 
FAHR ZUM LYBURKE MOTEL IN LYNDON­
VILLE UNO TELEFONIERE M IT DEM LYN­
DON MOTEL IN LYNDON 

225 T.O .T./DENKEN/NR. 169 
TIME 6 PM/WIND 5 
DENKE AN DEINE SCHMERZEN DER HAND 
12 MINUTEN LANG 

226 T.O.T./FUELLEN/NR. 200 
TIME 6.15 PM/SOUND 150 
FUELLE DE IN WAGEN MIT GRAS ODER 
ZWEIG EN 

227 T.0.T./DENKEN/NR. 170 
TIME 6.30 PM/SOUND 160 
DENKE AN DIE AUGEN EINES VIETNAME­
SEN 15 MINUTEN LANG 

228 T.O.T./AUTOFAHREN/NR. 295 
TIME 7 PM/SOUND 125 
OEFFNE UNO SCHLIESSE 180 MAL HINTER­
EINANDER D IE RECHTE TUER DEINS WA­
GENS 

229 T.0 .T./DENKEN/NR. 171 
TIME 7.15 PM/SOUND 50 
DENKE AN D IE HAENDE EINES VIETNA­
MESEN 16 MINUTEN LANG 

230 T.O .T./DENKEN/NR. 172 
TIME 7.30 PM/SOUND 45 
DENKE AN DIE GEHIRNSTROEME EINES 
VIETNAMESEN 17 MINUTEN LANG 

231 T.O .T./RIEHEN/NR. 202 
TIME 7.45 PM/SOUND 40 
STECKE DEINE NASE 30 MINUTEN IN 
BAUMRINDE NACH DEM REGEN 

232 T.O.T./TELEFONIEREN/NR. 87 
TIME 8 PM/SOUND 30 
FAHR ZUM SONNENHOF INN IN UAY) 
TELEFONIER MIT DEM STARR'S VILLAGE 
M OTEL IN NORTH TROY 

233 T.O.T./BEOBACHTEN/NR. 48 
TIME 8.30 PM/SOUND 10 
BEOBACHTE LIEGEND UND SCHWEIGEND 
2 STUNDEN DIE BEWEGUNGEN VON OB­
ERKOERPERN DER MENSCHEN 2 STUNDEN 

234 T.O.T./BEOBACHTEN/NR. 49 
TIME 9 PM/SOUND 5 
BEOBACHTE LIEGEND UND SCHWEIGEND 
WI E GE DAN KEN VON MENSCH ZU 
MENSCH WECHSELN 2 STUNDEN 
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235 T.O.T./ARBEITEN/NR. 120 
TIME 8.15 PM/SOUND 60 
KOCHE 8 STUNDEN REIS (1 PAKET NACH 
DEM ANDEREN) OHNE UNTERBRECHUNG 

236 T.O.T./KONSTRUIEREN/NR. 36 
TIME 9.30 PM/SOUND 65 
HAENGE 100 AUTOTUERN IN DEN BAUM 
I MONAT 

237 T.O.T./LAUFEN/NR. 237 
TIME 9.45 PM/SOUND 70 
LAUFE 3 MAL 100 METER SCHREIEND IN 

DIE LANDSCHAFT 

238 T.0.T./KONSTRUIEREN/NR. 37 
TIME 10 PM/SOUND 200 
TEMP -35/WIND 10 
UMWICKLE DEN T.0.T. GANZ MIT STA­

CHELDRAHT 

239 T.0.T./FOTOGRAFIEREN/NR. 106 
TIME 11 PM/WIND 5 
FOTOGRAFIERE EIN STUECK WASSER JEDE 
S MINUTEN WAEHREND 10 STUNDEN. 
LASSE DIE FILME ENTWICKEN. HOLE SIE 
JEDOCH NIE AB 

240 T.O.T./KONSTRUIEREN/NR. 38 
TIME 1 AM/WIND 150 
HAENGE 50 BETTUECHER IN DEN BAUM 1 
MONAT 

241 T.O.T./KONSTRUIEREN/NR. 39 
TIME 1.30 AM/WIND 0 
HAENGE 1000 LOEFFEL 1 MONAT LANG AN 
NYLONFAEOEN IN DEN BAUM 

242 T.O.T./FOTOGRAFIEREN/NR. 112 
TIME 1.45 AM/WIND 5 
FOTOGRAFIERE EINEN FLIESSENDEN FLUSS 
(DETAIL) AN DERSELBEN STELL JEOE 30 
SEKUNDEN WAEHREND 1 STUNDE. LASSE 
DIE FILME ENTWICKLEN. HOLE DIE NEGA­
TIVE NIE AB 

243 T.O.T./KONSTRUIEREN/NR. 40 
TIME 2 AM/WIND 10 
UMWICKLE FUER 1 MONAT ALLE STAEMME 
UNO AESTE DES BAUMES MIT ZEITUNGEN 

244 T.O.T./AUTOFAHREN/NR. 299 
TIME 2.30 AM/WIND 20 
FAHRE MIT DEINEM WAGEN 40 MAL AN 
DERSELBEN STELLE 50 METER HIN UNO 
ZURUECK 

245 T.0.T./BETONIEREN/NR. 22 
TIME 3 AM/WIND 25 
BETONIEREE DEIN BEIN EIN 

246 T.O.T./AUTOFAHREN/NR. 291 
TIME 4 AM/WIND 30 
OEFFNE UNO SCHLIESSE 100 MAL HINTER­
EINANDER DIE RECHTE TUER DEINES WA­
GENS 

247 T.O.T./KONSTRUIEREN/NR. 41 
TIME 4.30 AM/WIND 35 
HAENGE 1000 ZEITUNGEN AN SCHNUEREN 
FUER 1 MONAT IN DEN BAUM 

248 T.O.T./TASTEN/NR. 1 
TIME 5 AM/WIND 40 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER EINEN FLIESSENDEN FLUSS 

249 T.O.T./TASTEN/NR. 2 
TIME 5.30 AM/WIND 45 
HALTE DEINE HAND 1 STU NOE 10 CM VOR 
DEINE AUGEN 

250 T.0.T./TASTEN/NR. 3 
TIME 6 AM/WIND 60 
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HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DEN EISSCHRANK 

251 T.O.T./TASTEN/NR. 4 
TIME 6.15 AM/WIND 70 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DEN HOERER EINES TELE­
FONS 

252 T.O.T./TASTEN/NR. 5 
TIME 6.30 AM/WIND 80 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DEN KOERPER EINES TIERES 

253 T.O.T./TASTEN/NR. 6 
TIME 7 AM/SOUND 200 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DAS BLECH EINES WAGENS 

245 T.O.T./TASTEN/NR. 7 
TIME 7.15 AM/SOUND 190 
HALTE DEINE HAND 1 STUNDE 10 CM 
HOCH UEBER DEN ASPHALT EINER STRASSE 

255 T.O.T./SPRESHEN/NR. 254 
TIME 7.30 AM/SOUND 170 
SPRECHE NICHT FUER 7 STUNDEN 

256 T.O.T./SPRECHEN/NR. 255 
TIME 8 AM/SOUND 160 
SPRECHE NICHT FUER 10 STUNDEN 

257 T.O.T./TELEFONIEREN/NR. 71 
TIME 8.30 AM 
FAHR ZU AIME'S MOTEL IN ST. JOHNS­
BURY UNO TELEFONIERE ZUM BAYVIEW 
MOTEL IN NEWPORT 

258 T.0.T/SPRECHEN/NR. 256 
TIME 9 AM 
SPRECHE NICHT FUER 1 TAG 

259 T.O.T./SPRECHEN/NR. 257 
TIME 9.30 AM 
SPRECHE 1 STUNDE LANG NACH JEDER 
MINUTE DAS WORT WASSER 

260 T.O.T./LAUFEN/NR. 272 
TIME 10 AM 
LAUFE 404 MAL EIN 90 METER LANGES 
STUECK AN EINER STRASSE AUF UNO AB 

261 T.O.T./ARBEITEN/NR. 117 
TIME 10.30 AM 
GRABE UM 8 STUNDEN AUF EINEM FELD 
EINE PAUSE 

262 T.0.T./SEHEN/NR. 211 
TIME 11 AM 
FAHR 5 MEILEN UNO SCHAUE 30 MINU­
TEN IN DAS AUGE EINES PFERDES 

263 T.O.T./RIECHEN/NR. 201 
TIME 11.30 
STECKE DEINE NASE 30 MINUTEN IN GRAS 
NACH DEM REGEN 

264 T.O.T./SEHEN/NR. 230 
TIME 12 AM 
SEHE 3 STUNDEN EINEN HUND ATMEN 

265 T.0.T./SPRECHEN/NR. 265 
TIME 1.16 PM 
SPRESHE 1 STUNDE LANG NACH JEDER 
MINUTE DAS WORT VORBEI 

266 T.O.T./SCHENKEN/NR. 134 
TIME 1.47 PM 
FAHRE 10 MEILEN UNO SCHENKE DORT 
10 BROTE 

267 T.0.T./SCHENKEN/NR 135 
TIME 2.46 PM 
FAHRE 15 MEI LEN UNO VERSCHENKE DORT 
15 BROTE 

268 T.O.T./BETONIEREN/NR. 18 
TIME 3.56/WIND 0 
LIGHT 200/BARO +25 
BETONIERE DEN T.0.T. EIN 

269 T.O.T./AUTOFAHREN/NR. 290 
TIME 3.57 PM 
OEFFNE UNO SCHLIESSE 90 MAL HINTER­
EINANDER DIE RECHTE TUERE DEINES 
WAG ENS 

270 T.O.T./SCHENKEN/NR. 136 
TIME 3.59 PM 
FAHRE 20 MEILEN UNO VERSCHENKE DORT 
2 BUECHER 

271 T.O.T./SCHENKEN/NR. 137 
TIME 4.06 PM 
VERSCHICKEN 80 MEILEN WESTLICH 
BUCH AN EINEN UNBEKANNTEN 

272 T.O.T./SCHENKEN/NR. 138 
TIME 4.26 PM 
VERSCHICKE 100 MEILEN WESTLICH 
BUCH AN EINEN UNBEKANNTEN 

273 T.O.T./SCHENKEN/NR. 139 
TIME 5.12 PM 
VERSCHICKE 150 MEILEN WESTLICH VON 
WEST GLOVER EIN BUCH AN EINEN UN­
BEKANNTEN 

274 T.0.T./TELEFONIEREN/NR. 86 
TIME 5.47 PM 
FAHR ZUM RIVERSIDE MOTOR COURT IN 
ST. JOHNSBURY UNO TELEFONIERE MIT 
RED WOOD MOTEL INN IN LYNDON 

275 T.O.T./SCHENKEN/NR. 140 
TIME 5.48 P.M. 
SCHICKE 200 MEI LEN WESTLICH VON WEST 
GLOVER EIN BUCH AN EINEN UNBEKANN­
TEN 

276 T.0.T./LAUFEN/NR. 271 
TIME 5.51 PM 
LAUFE 570 MAL VON EINEM ZIMMER INS 
ANDERE 

277 T.O.T./SEHEN/NR. 212 
TIME 6.07 PM 
FAHRE CA 70 MEILEN UNO SCHAUE 25 
MINUTEN IN DAS AUGE EINES HUNDES 

278 T.O.T./TELEFONIEREN/NR. 79 
TIME 6.08 PM 
FAHR ZUM JAY PEAK LODGING ASSOSl­
ATION IN JAY PEAK UNO TELEFONIERE 
MIT KELLEY'S IN DERBYLINE 

279 T.0.T./STEHEN/NR. 237 
TIME 6.09 PM 
STEHE MIT JEMANDEM GEGENUEBER 
STUNDEN IN EINEM FELD 

280 T.0.T./AUTOFAHREN/NR. 300 
TIME 6.21 PM 
FAHRE MIT DEINEM WAGEN 50 MAL AN 
DER SELBEN STELLE 60 MAL HIN UNO 
ZURUECK 

281 T.O.T./BETONIEREN/NR. 156 
TIME 6.59 PM 
FERTIGE VOM SCHATTEN EINER KUH EINE 
10 CM DICKE BETONIERUNG AN. ORT ZEIT 
NACH EIGENER WAHL 

282 T.O.T./SCHENKEN/NR. 141 
TIME 7.01 PM 
VERSCHICKE EIN BUCH 250 MEILEN WEST­
LICH VON WEST GLOVER AN EINEN UN­
BEKANNTEN AUS DEM TELEFONBUCH 

283 T.O.T./KAUFEN/NR. 65 
TIME 7.21 PM 
FAHRE IN EINEN ORT CA 35 MEILEN VON 
WEST GLOVER UNO KAUFE DORT EINE 
TAGESZEITUNG 

284 T.0.T./KAUFEN/NR. 64 
TIME 7.22 PM 
FAHRE IN EINEN ORT CA 30 MEILEN VON 
WEST GLOVER UND KAUFE DORT EINE 
TAGESZEITUNG 

285 T.O.T./KAUFEN/NR. 63 
TIME 7.23 PM 
FAHRE IN EINEN ORT CA 125 MEILEN VON 
WEST GLOVER UNO KAUFE DORT EINE 
ZEITUNG 

286 T.O.T./TELEFONIEREN/NR. 73 
TIME 7.24 PM 
FAHRE ZU BEAR CREEK FARMS LODGE IN 
WESTFIELD UNO TELEFONIERE ZUM BOR­
DER MOTEL IN DERBY 

287 T.0.T./BETONIEREN/NR. 19 
TIME 8.12 PM/WIND 0 
BETONIERE OREi TAGE EIN AUTOREIFEN 
DEINES WAGENS EIN 

288 T.0.T./KAUFEN/NR. 62 
TIME 8.28 PM 

FAHRE IN EINEN ORT CA 35 MEILEN VON 
WEST GLOVER UNO KAUFE DORT 300 
GRAMM MEHL 

289 T.O.T./TELEFONIEREN/NR. 75 
TIME8.32 PM 

FAHR ZUR CRYSTAL LAKE LODGE IN BAR­
TON UNO TELEFONIERE ZUM DARION INN 
LYNDONVILLE 

290 T.O.T./KAUFEN/NR. 61 
TIME 8.33 PM 
FAHRE IN EINEN ORT CA 25 MEILEN VON 
WEST GLOVER UNO KAUFE 250 GRAMM 
MEHL 

291 T.O.T./KAUFEN/NR. 60 
TIME 8.34 PM 
FAHRE IN EINEN ORT CA 120 MEI LEN VON 
WEST GLOVER UNO KAUFE 200 GRAMM 
MEHL 

292 T.O.T./KAUFEN/NR. 59 
TIME 8.37 PM 

FAHRE IN EINEN ORT CA 15 MEILEN VON 
WEST GLOVER UNO KAUFE 150 GRAMM 
MEHL 

293 T.O.T./STEHEN/NR. 247 
TIME 9.14 PM 

STEHE ALLEINE 3 STUNDEN AN EINER 
STRASSE 

294 T.0.T./STEHEN/NR. 246 
TIME 9.13 PM 

STEHE ALLEINE 1 STUNDE AN EINER 
STRASSE 

295 T.O.T./STEHEN/NR. 248 
TIME 9.14 PM 
STEHE ALLEINE 3 STUNDEN AN EINEN 
BAUM GELEHNT 

296 T.0.T./STEHEN/NR. 249 
TIME 9.26 PM 

STEHE ALLEINE 5 STUNDEN AN EINEN 
BAUM GELEHNT 

297 T.O.T./LAUFEN/NR. 280 
TIME 9.29 PM 

LAUFE 775 MAL AUS DEM HAUS RAUS UNO 
REIN 

298 T.0.T./BETONIEREN/NR. 29 
TIME 9.59 PM/SOUND 195 
BETONIER EINE LEITER EIN DIE AM T.O.T. 

STE HT 

299 T.O.T./BETONIEREN/NR. 28 
TIME 10.01 PM 
BETONIER EINEN STUHL EIN 

300 T.O.T./FOTOGRAFIEREN/NR. 102 
TIME 10.02 PM 
FOTOGRAFIERE 720 MAL DAS AUGE EINES 
HUNDES. LASSE DIE FILME ENTWICKELN. 
HOLE SIE ABER NIE AB. 

301 T.O.T./FOTOGRAFIEREN/NR. 101 
TIME 10.03 PM 
FOTOGRAFI ERE 360 MAL DENSE LB EN 
MUND EINES HUNDES. LASSE DEN FILM 
ENTWICKELN. 360 FOTOS MACHEN UNO 
ZEIGE SIE DEM HUND 

302 T.0.T./FOTOGRAFIEREN/NR. 100 
TIME 10.04 PM 
FOTOGRAFIERE DIE SPITZE EINES HUE­
GELS 36 MAL. LASSE DEN FILM ENTWIC­
KELN. HOLE IHN JEDOCH NIE AB 

303 T.O.T./AUTOFAHREN/NR. 301 
TIME 10.05 PM 
FAHRE MIT DEINEM WAGEN 100 MAL AN 
DER SELBEN STELLE EIN MAL HIN UNO 
ZURUECK 

304 T.O.T./TELEFONIEREN/NR. 95 
TIME 10.06 PM 
FAHR ZUM VALLEY HOUSE HOTEL IN 
ORLEANS UNO TELEFONIERE IT AIME'S 
MOTEL IN ST. JOHNSBURY 

305 T.O.T./FOTOGRAFIEREN/NR. 99 
TIME 10.07 PM 

FOTOGRAFIERE DAS RAD EINES GREY­
HOUND-BUSSES UNO VERNICHTE DAS 
NEGATIV 

306 T.O.T./LAUFEN/NR. 285 
TIME 10.08 PM 
UMLAUFE 170 MAL EIN PFERD ODER EINE 
KUH 

307 T.O.T./FOTOGRAFIEREN/NR. 98 
TIME 10.09 PM 

KAUFE EINE POSTKARTE VON EINER LAND­
SCHAFT. FOTOGRAFIERE GENAU DENSEL­
BEN AUSSCHNITT. BELICHTE SO DASS 
KEIN BILD ENTSTEHT ABER LASSE DEN 
FILM ENTWICKELN. SCHICKE DEN BLANCO­
FILM ZUR T.0.T. IDEENKARTEI 

308 T.O.T./TELEFONIEREN/NR. 72 
TIME 10.15 PM 

FAHR ZUM BAYVIEW MOTEL IN NEWPORT 
UNO TELEFONIERE ZU AIME'S MOTEL IN 
ST. JOHNSBURY 

309 T.O.T./FOTOGRAFIEREN/NR. 97 
TIME 11 PM 

KAUFE EINE POSTKARTE VON EINEM GE­
BAEUDE. FOTOGRAFIERE DENSELBEN AUS­
SCHNITT WIE DIE POSTKARTE. SENDE DAS 
FOTO ZUR T.0.T. IDEENKARTEI 

310 T.O.T./STEHEN/NR. 232 
TIME 11.42 PM 

STEHE ALLEINE IN EINEM FELD 2 STUNDEN 
AN DERSELBEN STELLE 



CHROMATIC TREE HARP 
John Paul Rhinehart 
& Stanley Marsh 3 

CHROMATIC TREE HARP 
The decision to construct the chromatic tree harp at its 
current location in a "hollow" (or vale) of Happy Top 

Mountain in Harlan County, Kentucky, was arrived at only 
after months of travelling and experimentation. Our first 
attempt at building a tree harp took place at the ranch 
house of Stanley Marsh 3 near Amarillo, Texas, but, other 
than gaining a more specific idea of what the physical re­
~uirements of the instrument would likely be, we found the 
first model to be unsatisfactory. Compositions played on 
the first chromatic tree harp were colorless and had almost 
no sustentional attributes. The productions of artist and 
harp were immediately swallowed up in the rush of the 
stiff prairie winds. A number of other models were con­
structed at various sites within a one-hundred mile radius 
of Amarillo, mostly in the shallow gorges of the Canadian 
River. But these locations and harps, too, did not suit us, 
the problems again centering on the climatic character and 
the spatial peculiarities of the region. The search for an 
area more congruous with our design was initiated. 
Our quest for a suitable location for the chromatic tree 
harp led us to the Appalachian mountain regions of south­
eastern Kentucky. We were delighted to find that the 
narrow defi les of this picturesque area were well suited to 
our needs. We chose as the final location for the harp, a 
small hollow known as Grandfather Gulch (Lost Man's 
Ravine) [see map]. Although difficult to reach, this par­
ticu lar location was settled upon for a variety of reasons: 
the ready avai labi l ity of suitable columnar material, favor­
ab le climatic conditions and most importantly, the steep 
wa ll s of the hollow proved an excellent "shell." 

Preparation and Procedure 

The co lumns of the chromatic tree harp are formed by 
four saplings, two saplings per column, of approximately 
equal height (15-25 feet) which are spaced not more than 
one foot apart. 
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To form the columnar harmonic curves of the chromatic 
tree harp, it is necessary to bend the four saplings. We 
found that this is best accomplished by climbing the trees 
to such a point where the sapling is forced to bend under 

your weight. This method is quicker than roping and is in 
no way harmful to the trees. Once the saplings are bent, 
they may, temporarily, be held in position by short ropes 
and stakes until the instrument is ready for stringing. 
The next step is to join the two trees directly opposite 
each other together. This can be done with cord or with 
rubber strips, whichever you prefer. The completed colum­
nar harmonic curves should appear thus: 
After the columnar harmonic curves are formed, it is 
advisable to locate and secure the sounding board directly 
between the bases of the two curves. For the sounding 
board we employed a felled, but still flexible, sapling of 
approximately 25-30 feet in length and 3-4 inches in dia­
meter. 

It is then tied to the bases of the curves by cord or rubber. 
Selection of material for the strings posed a number of 
problems. At first, we used conventional nylon strings, 
but there were found to deliver an aperiodic, abrasive, and 
artificial motion antithetical to the concept and location 
of the chromatic tree harp. We then tried using a variety 
of indigenous vines for strings. But, the rigidity of these 
materials rendered them impractical for use with the harp. 
We finally decided to employ rubber strings. We found 
that the tonal qualities of this material were not as vulner­
able to adverse climatic conditions, particularly drastic 
changes in barometric pressure, temperature, rain, snow, ice 
and drafts, as other substances. 

Stringing the instrument was perhaps the most difficult part 
of the operation. There are 10 strings and the left side of 
the harp [to your left when standing at the base or trunk 
end of the instrument] and 12 strings on the right side. First, 
knots should be tied at both ends of all 22 strings. Then 
the strings should be attached to the sounding board by 
slipping them under the board and then knotting them 
again once or twice. Carefully pull the strings taut until 
you are sure that the knot will prevent further slippage. 
Placement of the strings according to width and thickness 
or other criteria is solely a matter for the harpist to decide. 
When this is done you are ready to attach the strings to the 
columnar harmonic curves. This task can be best completed 
by two or more persons. Stretch the strings to the desired 
tautness, loop them over the curves and knot them securely, 
again making sure that no slippage will occur. When all 22 
strings have been attached, the chromatic tree harp should 
resemble the sketch. 

The chromatic tree harp is now ready to be played. 
It should be emphasized that the technique of the chroma­
tic tree harp is not a specific one and that the individual 
harpist should be allowed to develop his own aprpoach to 
the instrument. 









MIN ITU DES Nicolas Slonimsky 
Everyone who composes music falls at one time or another 
under the spell of Spanish rhythms. In the bloom of my 
retarded maturity, I produced a Hispanic piano suite, en­
titled Silhouettes lberiennes (the most popular composers 
of Spanish music being French, I wanted to pay them a 
titular lip service). It is in three movements. In the first, 
Aromas de Leyenda, I did my best to convey the "scent of 
a legend" of the title in lush sonorities, replete with 
authenticated Phrygian cadences peculiar to Spanish songs. 
In the second movement, Jota , I modernized its rhythm 
to an asymmetric % meter. In the last, Festive Dance, I in­
dulged myself in a sumptuous display of obsolescent 
virtuosity. 

I was lucky in having the master guitarist Laurinda Almeida 
arrange my Iberian silhouettes for his instrument. He did 
doubly so, in fact, for he transcribed my suite for two 
guitars and recorded it, playing a duet with himself. To 
this he added an arrangement of my Modinha Russo­
Brasileira. (The title is explained by the music being a 
blend of Russian and Brazilian melorhythms.) Bravo 
Laurinda! 

When I came to America from darkest Russia in 1923, I 
instantly succumbed to the unique poetry of commercial 
advertisements in the gaudy pages of American magazines. 
Cynicism came much later. I set to music some of the 
most uninhibited outpourings of the advertising Muse. I 
can even claim priority as composer of the first advertising 
songs designed for concert performance. They are: "Make 
This a Day of Pepsodent!" "Utica Sheets and Pillow Cases," 
"Pillsbury Bran Muffins," "Vauv Nose Powder" and " Chil­
dren Cry for Castoria !" The Pepsodent song was on a par 
with the best fourth-rate Italian operas, full of emotional 
bel canto. The sheets of Utica were spread with the artiness 
of a slightly adulterated Schumann, The Bran Muffin ad 
bore a banner headline, "And Then Her Doctor Told 
Her . . . " showing a bearded Germanic physician pointing 
an ominous index finger at a dejected but beautiful female 
sufferer slumped in an armchair. One could expect the 
worst, but the doctor in the ad was concerned only with 
correcting the lady's "faulty elimination." I borrowed 
the theme from Rachmaninoff's C sharp minor Prelude to 
depict her condition in suitably dramatic terms. There 
followed "No More Shiny Nose!" attesting to the durable 
effect of the powder. In the Castoria song, the climax came 
with the cry, "Mother, relieve your constipated child!" A 
parlando recitative against a dissonant tremolo reassured 
the parents that Castoria did not include harmful drugs 
or narcotics. 

My advertising songs enjoyed a gratifying success at friendly 
gatherings. Eventually, I decided to publish them. To my 
surprise, the Pepsodent Company refused to let me use 
their brand name, so I changed it to Plurodent, and revised 

the text accordingly. The nose powder went out of exis­
tence, so I did not have to bother about the copyright. 
Amazingly, the Castoria people gave me unqualified per­
mission to use their name. 

In the present record, these fruits of my early enchantment 
with the advertising ways of American l ife are vocally 
rendered with appropriate dash by Deltra Eamon, who is in 
private life Mrs. Laurinda Almeida. 

In 1947 I published an ambitious compendium, Thesaurus 
of Scales and Melodic Patterns, a sort of pandect of all 
potential progressions of tones and plausible musical 
phrases in all styles and idioms. (When I sent a copy to 
Schoenberg, he wrote me back - and I cherish his letter, 
written in English - " You have certainly accomplished a 
feat of tonal gymnastics and apparently exhausted all 
possible combinations of tones. But I am a composer, and 
I must follow my inspiration." ) Among various modern 
techniques in the Thesaurus I included examples of Pandia­
tonicism, a term I invented to describe free interchangeable 
use of the seven notes of the diatonic scales in melody and 
harmony. (Ever since my childhood I dreamed of inventing 
a word, in any language; now my dream has been fulfilled, 
since Pandiatonicism is included in all music dictionaries.) 
The Thesaurus culminated in the creation of the Grand­
mother Chord, containing all twelve notes of the chromatic 
scale and all eleven intervals from a minor second to a major 
seventh. It came to me in a moment of plenary inspiration, 
in the afternoon of February 13, 1938. 

Bemused by the contemporary trend of miniaturization, I 
composed a number of piano pieces, Minitudes, i.e. mini­
etudes, with just a whiff of a suggestion of minimal infini­
tudes in this porte-manteau word. The intervallic material 
of these Minitudes is derived chiefly from the Thesaurus. 
Each Minitude lasts from 5 to 45 seconds, thus justifying the 
title. The number of Minitudes is undetermined, depending 
on the method of counting individual patterns. The mini­
mum is 34; the maximum is 66. The arithmetical mean of 
34 and 66 is 50, which is a good round fi gure to decide on. 

The introductory Minitude is named Orion ; it is indeed 
of galactic dimensions, for it takes nearly a full siderial 
minute of time to play. Its intervallic structure is that of 
the Grandmother Chord, but despite its atonal consistence, 
the piece is harmonized along consonant contrapuntal 
lines. From stars to Leipzig - Orion is followed by two 
derangements of Bach's C minor fugue from the first 
book of the Well-Tempered Clavier. In the first, the theme 
is subjected to constant modulations by semitones; in the 
second, its intervals are multiplied by two, as a result of 
which the semitones vanish, and the entire fugue assumes 
a quasi-Debussyan atmosphere hung over with whole-tone 
scales. Next comes a surgical operation performed on 
Schoenberg's Klavierstuck op.33a, to which I assigned a 

jaw-boned name " Cryptokrebschoenwagnerbergblatt." 
When decoded the title denotes a hidden crab progression 
resulting in a Schoenbergian Tristanesque evocation. There 
follows a little march, La Tromperie sourdinee . The next 
piece is a broken chromatic scale harmonized by chro­
matically ascending bass lines. Among miscellaneous dode­
caphonic patterns there is a rhythmic Minitude entitled 
Dodecaphilia . It is followed by Triskaidecaphobia, repre­
sented by a chromatic scale spread all over the keyboard 
in major sevenths and minor ninths. (Charles Ives te lls us 
that his father, a bandmaster who entertained futuristic 
notions, taught young Ives to play the chromatic scale in 
minor ninths, with admonition: " If you must play a chro­
matic scale at all, then play it like a man!" ) Dodecaphonic 
derangements of Ach, Due Lieber Augustin and of Happy 
Birthday to You are the next two numbers. Then comes 
an exercise in mutually exclusive major and minor triads. 
Three polyphonic palindromes follow, and then there is 
a self-explanatory Stultifying March. An impressionistic im­
provisation on the scale of six notes, C, E flat, F, F sharp, 
A, B, is followed by a Minitude derived from an eight-note 
scale of alternating whole tones and semi-tones. Next 
comes a Minitude in major scales with changing tonics; 
another Minitude exploits mutually exclusive whole-tone 
scales; then there is a Polytetra-chord, comprising the 
twelve consecutive tetrachords of the cycle of major scales. 
This is followed by a lyric Minitude in a counterpoint of 
octaves and thirds. A bitonal scale of C major and F sharp 
major tetrachords is run off with ninth-chord harmonization. 
Then there is a dodecaphonic Minitude composed of suc­
cessive heptatonic and pentatonic scales. Polytonal poly­
rhythmics is the subject of the following four min itudinal 
exercises, with the right hand playing in one key, and the 
left hand in another, in different rhythms. As a diversion, 
a dodecaphonic pattern consisting of disjointed intervals 
is romantically harmonized in seventh-chords. There fol lows 
a dodecaphonic series of two mutual ly exclusive hexa­
cho rds. Examples of combinational harmonies derived from 
the scale of alternating whole tones and semitones are given 
in the next group of Minitudes. After a spate of pandiatonic 
thematic cadences, the musical landscape changes abruptly, 
descending into the lowest depths of vulgarity. In fact, the 
open ing two pieces of this grouping bear the candid titles 
Vulgar Banality and Banal Vulgarity. The first is a variation 
on a German teaching piece, with a fragment of an Argen­
tinian tango thrown in ; the second is an exercise on the 
tune of a Russian children's song, Sparrow, Sparrow, W here 

Were You?. The last two Minitudes are disarmingly alpha­
betical: Cabbage Waltz and A Bad Egg Polka. The titles are 
spelled in musical notes, forward and backwards, C-A-B­
B-A-G-E (E-G-A-B-B-A-C) and A-B-A - D~E-G-G (G-G-E-D-A­
B-A) in unashamed C major. 

- Nicholas Slonimsky 
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Marche ridicule 
(minitude) 
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KEN FRIEDMAN 

6361 ELMHURST DRIVE 

SAN DIEGO 

CALIFORNIA 92120 

(714) 583-7935 

Lectures, Exhibitions, 

Visitation & Concerts 

INTERNATIONAL SOUND SERVICE 

SALES, RENTALS, AND SERVICE 

of 

JBL - Electro Voice - CT S 

Anvil Cases - Souncraftsmen 

Teac - Used Equipment 

equalizers - amps - speakers 

mies - mixers - systems 

For information write: 

l.S.S. 

P.O. Box 43 

Carmichael, CA 95608 

or call: 

(916) 489-7847 

FOUR NEW RELfASE5 

Willta<1'.. BolCOO\. \2. i:todes(wi\lfa111.Bolconv p1ano) 
FGRS-lq. Philip Winsor M ? ~ (Willl 11m Al\?r(ghr 

q11d Tho1nqs Warburton , duo -piO"lsto.) 

FGR ~ l6 Two new wo~ks by Harold Budd 
\J- Tue Oak ofihe Golden Dream (de.ctmilk 111usk.) 

Coeur 'Orr Charles Ore'i\:a, .soprnl'\o Sal'. 

al\d tape) 

FGR<!·ll Tu Umversliy ofOre.9on Wl ~dq µ tKtet plays 
" 111vs1c by "omer K.ener f. lhotr ~hw ar1'z. , 

W~\(al\\ Sydema11, a~d dories Wh11ten be ~ 

If nor at 1our dealer.5 these rnay be ordered dire& 
(stlil only $5 per record() frotT\ 

~DV A N C E R ECORDI NGS 

PO Box 17072 .. 
fZ(ncon .Stat ion 

Tucson AL 35710 
(Arizona re.sldel\ts udd sales tq¥ please ) 

European Distribution 

of SOURCE is 

Now Being Handled By 

UNIVERSAL EDITIONS 

(LONDON) LTD. 
2-3 Fareham St., Dean St. 

London W1V 4DU 

England 



artscanada 

one of the great 

modern art magazines 

of the world 

There are many magazines in the world, but surprisingly few art 
magazines. 

artscanada is Canada's international art magazine. 
Inter-disciplinary, it provides an authoritative and stimulating 
commentary on the art scene, exercising considerable influence 
upon those who have to keep abreast of what is happening 
in the visual arts. It is almost unique among art magazines in that, 
although completely independent and autonomous, it is the 
art magazine of its nation - a nation whose art makes an increasing 
impact on the rest of the world. 

Each of its 6 issues a year devotes a large part of its content to the 
consideration of one theme, enabling examination of the subject 
to be more comprehensive than is usually possible. In addition, 
there is unrival led coverage of the art happening in Canada (and 
its social and aesthetic corollaries in related fields) as well as 
significant trends in art in other parts of the world .. The artscalendar 
feature provides a valuable diary of shows, exh1b1t1ons and events 
occurring in the ensuing two months throughout Canada and other 
important centres outside. 

artscanada has published a number of issues on different themes 
w hich have made a useful· and acknowledged contribution to 
the body of knowledge in the visual arts. (We hope that our October/ 
November 1971 issue on Eskimo art w il l be one such.) It is copiously 
illustrated and quite beautifully printed on high-quality art paper. It is 
a magazine to be kept, for it constitutes a valuable and permanent 
record of the visual arts and their practitioners. For those interested 
or involved in art, artscanada is vital reading. 

A 1-year subscription costs S 10 (plus 

postage outside Canada)-proportionately 
less for a 2-year or 3 -year subscription. 

For bona fide Canadian and U.S. students 
there is an even cheaper 1-year rate-use 
the Student Sub Card from a copy of the 
magazine. Complete th& Subscription Form 
and mail i t with a cheque for the appropriate 
amount to the a<Jdress on the form. 

y :_ _____________________ _ 

SUBSCRIPTION FORM Please send me artscanada for 1 year ( 6 issues) O $10 + $2 postage outside Canada 

To. The Subscription Department, 
artscanada Magazine, 

129 Adelaide Street West, 
Toronto 1, Ontario, 

Canada. 

I enclose a cheque for $ ... 

2 years (12 issues) 0 $18 + $4 .. .. 
3 years (18 issues) 0 $24 + $6 
( Tick appropr;ate box) 

.. . Name ... 
(CAPITALS PLEASE) 

Address .... 
( CAPITALS PLEASE) 

FOR INFORMATION ON BOOKINGS, WAITE TO AMAA/ARMA, 2101 22nd 

STREET, SACRAMENTO, CALIFORNIA 95818 OR PHONE 916 • 457-3173. 

THE GROUP IS AVAILABLE AT SELECTED PERIODS THROUGHOUT THE 

CALENDAR YEAR. 



THE DEPARTMENT OF MUSIC AND 

THE NEW VALLEY MUSIC PRESS OF SMITH COLLEGE 

announce 

THE ALVIN ETLER MEMORIAL COMPETITION 

A chamber work for any combination, up to five, of the following: 

Flute 

Oboe 

Clarinet 

Horn 

Bassoon 

1 or 2 Violins 

Viola 

Cello 

Piano 

Harpsichord 

Soprano 

Electronic Tape 

The winning work will receive a professional performance at Smith College and will be published by the New Valley Music Press. 

Runners-up will also be considered for performance and publication. Compositions must not have been previously published. 

For competition entry form and further information write: 

ALVIN ETLER MEMORIAL COMPETITION 

Department of Music 

Sage Hall 

Smith College 

Northampton, Massachusetts 01060 

DEADLINE IS DECEMBER 1, 1974 



Scores by Anna Lockwood, Christian Wolff, 
Stanley Lunetta, John Hassell, Arthur Woodbury, 
Andrew Stiller, Max Neuhaus, Barney Childs, 
and The New Percussion Quartet - Articles by 
Dick Higgins, Robert Erickson, and R. Murray 
~~~ ~m 

SPECIAL ISSUES 

Special Record Issue including two ten-inch 
stereo LP recordings of works by Robert Ashley, 
Larry Austin, David Berhman, and Allan Bryant 
-Scores by Robert Ashley, Larry Austin, Mario 
Bertoncini, Joey de Oliveira, and Lukas Foss­
Articles by John Cage, Lowell Cross, Lejaren 
Hiller, Ben Johnston, and Udo Kasemets $11.00 

WAAi,(, ot- iitv, ~ q~ 
2101 22nd STREET 
SACRAMENTO, CALIFORNIA 95818 

Scores and articles by Dick Higgins, Phillip 
Corner, Jani Christou, Harold Budd, John Din­
widdie, Alvin Lucier, John Mizelle, Frederic 
Rzewski, Daniel Lentz, David Rosenboom, 
Morton Feldman, Roger Reynolds, and Joel 
Gutsche. $9.00 

Special Double Issue including two ten inch stereo LP 
recordings of works by Larry Austin, Alvin Lucier, Stanley 
Lunetta, Mark Riener, and Arthur Woodbury - Acetate 
Artwork by John Cage and Calvin Sumsion - Scores and 
Articles by John Dinwiddie, Ben Johnston, Ed Kobrin, 
Dick Higgins, Arthur Woodbury, Barry Spinello, Pauline 
Oliveros, Mark Riener, Robert Moran, Keith Muscutt, 
Allen Strange, Alvin Lucier, Joey de Oliveira, Bengt Emil 
Johnson, Sven Hansell, Harvey Matusow, Lowell Cross, 
Carson Jeffries, David Tudor, Morton Feldman, Ken Maue, 
Larry Austin, Alcides Lanza, Kira Gale, Stanley Lunetta, 
Peter Garland, Boudewijn Buckinx, Don Walker-Reports 
on Mewantemooseicday and the Fylkingen Festival. 

$22.00 

BACK ISSUES 

CURRENTLY 

AVAILABLE 

Special Guest Editor Alvin Lucier. Including 
works and artides by Cornel ius Cardew, Steve 
Reich, Gerald Shapiro, Anthony Braxton, Stuart 
Marshall, Pau line Oliveros and the S' Ensemble, 
Alvin Lucier, Naked Software, Gentle Fire, the 
Portsmouth Sinfonia, the Scratch Orchestra, 
Richard Martin, and Mary Lucier. $9.00 

Scores and articles by Lowell Cross, Arrigo Lora­
Totino, Marilyn Wood, Jim .Burns, Manford 
Eaton, Jacques Brodier, Ed Kobrin, A lvin Curran, 
Paul Klerr, Anna Lockwood, Nelson Howe, 
Nicolas Slon imsky and Source Records number 
five and number six. $11.00 

Because of the special nature of these issues (records, acetate art works, color slides, etc.) there are no plans to reprint them in the near future, ORDER NOW. 



We are proud to announce that 

NUMUS-WEST has become agent for 

•• 

~~rgo 
WE RGO has the largest catalog of recordings 
devoted entirely to new music. 

The records are manufactured according to the 

highest standards available in the recording 
industry. For full appreciation of new music, 

such high standards are required. 

GYORGY 
UGETI 

WERGO is a daughter firm of the famous 
German publishing house, Schott and Sons, the 
original publishers of Beethoven's Ninth 
Symphony and Wagner's Ring. 

NUMUS-WEST imports WERGO records 

directly. WERGO has fixed the American retail 
price at $6.95 per record . .. a little extra for a 
lot of quality . 

ReQu1em, 1u• Soprnn· uncl MellOSOl)<<'.ln-Sob lwe1 gemsctilc Chore UOd 

Send your order to NUMUS Records, P. 0. Bo. 
146, Mercer Island, Washington, 98040, and we 
will bill you for $6.95 per record, plus postage. 

Enclose your check and NUMUS Records pays 
the postage. 

Orcnes1er Sontorue-Qrcnes1"'' oes Hess1scnen Rundlunks. Dingf'm Michaelflt; 
G1clen Sho<eaesB;iyenSdlenRund1unks. Le1!ung wo1tgangScr1ut>er1 

Liliana Poli Sopran BarbroEricsoo MeUOSQP<an .' .. ~ 

Lontano,turgrol'lcsOrchester S.ntonoe·OrGhesterdesSvdwesttvoks 
Le11uno Emest6ovr 

Contmuum, !ur CemD<llo solo Solost1n Antomette V1sctier 
For a free catalog with a complete listing of all 

WERGO records, write to NU MUS Records. 

EXAMPLES OF WHAT IS AVAILABLE 

60033 
Allende-Blin, Cage, Kagel, Otte, 
Zacher 

60034 
Yun: Gasa, Loyang, Reak, Tuyaux 
sonores 

60036 
Hindemith - Ligeti ·Pendereck i· 
Webern - Zimmermann · Pal m 

60038 
Nono: Ha venido ·La fabbrica 
illum inata · Ricorda . . 

60039 
Pousseur: Jeu de m iroirs de Votre 
Faust 
Bartholomee: Le Tombeau de Marin 
Marais 

60040 
Foss: Echol · Fragments · 
N on-Improvisa tion 

60041 
Oessau-Eisler: Brecht-Lieder -
Gisela May 

60042 
Halffter: Lineas y p untos -
secuencias - Symposion 

60043 
Kagel : Heterophonie - G ie!en 

6 0044 
Lutoslawski: Symphonien Nr. 1 und 2 

600 45 
Ligeti : Continuum - Lontano -
Requiem 

60046 
Ferrari: Music Promenade -
Und so welter 

60047 
Rabe: Was? ? 
Persson: Pr'oteinimper ialism 

wetQO ----C;&i•" V.>nn t><>M Ill for Vcoce\ ~1>< 1 Pe ~n n>• Or> 
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New Music Ensemble 
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NORTH AMERICA's NEW MUSIC JOURNAL 
Subscribing Institutions and Libraries 

Atlant ic Union College - Azusa Pacific College - Bal l State Universi ty - BMI Canada L imited - Bowdoin Col lege­

Bow ling Green State College - Buffalo-Erie Publ ic Library - Chestnut Hill College (Pa.) - Cleveland Inst itute of Music -

Colgate University - Cornell University - Domin ican Col lege (Cal.) - Eastern Washington State College - Eastman School 

of Music - Electronic Music Studios of Amherst (Mass.) - Electronic Music Stud ios of London (E ngland) - F isk 

U niversity - Harvard University - lnstit uut voor Sonologie (Holland ) - Jyd sk Musikkonservatorium (Denmark) - L ehigh 

University (Pa.) - Memphis State Universi t y - Miami University - National Research Counci l of Canada - Nazareth 

College (N .Y. ) - New York Public Library - Niagara County Community College - Northwestern Universi ty - Oberl in 

Col lege - Ohio University - Ohio University College of Fine Arts - Peabod y Instit u te of the City o f Bal timore -

Princeton Un iversity - Publ ic Library of Cincinnatti and Hamilton Cou nty - Radio Denmark - Radio Sweden -

Richmond Pub l ic Library (Va.) - Roosevelt University (111.) - San Diego Stat e College - Seattle Pacif ic Col lege - Seattle 

University - Shasta College - Simon F raser University (Canada) - Sinergia, Inc. (Hawai i ) - Stanford Un iversi t y - State 

Un iversity of New York at Buffalo - Texarkana College - Universite de Montreal (Canada) - University of British 

Columbia (Canada) - University of Calgary (Canada) - University o f Cal iforn ia at Berke ley - University of Cal iforn ia at 

Davis - University of California at Irvine - University of Cal ifornia at L os Angeles - Universi t y of Cal ifornia at Riverside 

- University of California at San Diego - University of Cal ifornia at Santa Barbara - University of Chicago - Universi ty 

of Hartford - University of Iowa - U niversity of North Caro l ina - University of Toronto (Canada) - U niversity of 

Washington - Villa Schifanoia (Italy ) - V i terbo College - Washington Universi ty - Western Michigan Universi t y - Western 

Wash ington State College - Wilhelm Hansen Publishers (Denmark) - Yale University. 

Correspondents 

Prof. Pauline Oliveros, University of California at San Diego - Or. Edward Applebaum, University of California at Santa 

Barbara - Or. John Chowning, Stanford University - Prof. Wi l liam Maraldo, Mills College - Prof. David B loch, Portland 

State University - Or. David Shrader, University of Washington - Prof. Cortland Hultberg, Universi ty of British Columbia 

- Or. Warner Hutchison, New Mex ico State University - Prof. Conrad De Jong, University of Wisconsin at R iver Falls. 

Representatives 

Prof. Stanworth R. Beckler, University of the Pacific - Mr. Jay G irill, University of Hartford - Or. Greg A. Steinke, 

M ichigan State Un iversity - Mr. Myron B. Myers, Los Angeles. 

NUMUS-WEST is publ ished twice a year, in November and April. Subscript ions fe r the 

1972-73 season are still obtainable. Send $2.00 plus 25 cerits postage and handling t o 

NUMUS-WEST, P. 0 . Box 146, Mercer Island, Washingt on, 98040, and we w ill send you 

issues 2-72 and 3-73. Single issues available at $ 1.25 plus 25 cents postage and handling. 

~---------------------------------------------------~ 
(Please send subscription orders to: NUMUS-WEST, P. 0 . Box 146, Mercer Island, Washington, 98040.) 

Enclosed please find $ _____ for __ su bscription(s) and /or the following single issues : 1.72 

_2.72 

Please mail these issues of NUMUS-WEST to the address printed below: _3.73 

NAME ________ ____________________ _ 

ADDRESS 

CITY, STATE ___________________ ZIP CODE __ _ 

~---------------------------------------------------J 



gene1i1 
of a 
mU/iC 

by 
harry 
partch 

(Second edition) 

"/am not an 
instrument-builder, but a 

philosophic music-man 

seduced into carpentry." 

- Harry Partch 

"Partch's art is in the best sense of the term socially conscious, 
encompassing the role of the musician in his community as well 

as his responsibility to his materials. Whether in his intimate, 
folk-song-like chamber pieces or in his large, and complex dra­

matic works, Partch remains the individualist, glorifying the un­

orthodox, rediscovering the orthodox." 

-Ben Johnston, SOURCE 

Harry Partch, composer, teacher, builder of instruments, has done 

more than any other composer to threaten the institutional rou­
tine of music. In his search for ways to expand the materials of 

music, he has boldly abandoned the conventional scale, adapted a 
43-tone scale, and created new instruments, new forms, new 

media, and a new notation to bring music into a more dynamic 

20th-century perspective. 

Genesis of a Music is Partch's lively and comprehensive explana­

tion of his unique philosophy and musical system. Written to 

expand the musical vocabulary, stimulate creativity, and en­
courage investigation, Genesis is not a didactic guide but a very 

personal and individualistic account of one man's attempts to 

deal with the most crying problems of music. Since its original 

publication in 1949, the major part of Partch's music and theater 

has been created. Thus, a quarter of a century later, Da Capo 

Press is issuing a revised edition that thoroughly surveys Partch's 

recent experiments in musical form, media, and styles, examines 
his major new works, and provides numerous illustrations of his 

extraordinary instruments and notation. 

In all, Genesis of a Music is a fascinating study of a profound 

composer and innovator- and a must for anyone interested in the 

future of music. $15.00 

lfEW2\~bJ;tofil:trf1~1l1' 1 '1l 1 t,~·.·t1'.l,I~ 
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\.61 r~, New York, N.Y. 10011 

Averi 

Man is often best known for his fallibility. AVER! was composed completely 

of the aforementioned beings. AVER! has now been taken over by CYBER­

NAUT SOUND, which , after an incredible amount of book work, is now 

ready to offer the first of a series of AVERl-designed electronic music 

modules. 

Introducing the Programmable Pitch Generator: 

255 discrete programmable pitches, read out by either an internal c lock 
or external inputs. 

Pitch oscillator and clock oscillator are both variable through the use of 
potentiometers and / or switching. 

Unit runs on 5 volts, internally regulated , accepting any de input from 6 to 
20 volts. 

The square-wave output is at approximately 5 volts. 

Panel mounting measures 51/2 by 19 inches. 

Price: $115.00 

The programmable pitch generator generates random or sequential pitch 
patterns and rates ranging from one change per minute, if so desired, to 
10,000 per second. 

Averi/Cybernaut Sound 

4533 Robertson Avenue 

Sacramento, California 95821 



the most experienced printer 

of avant garde music 

THE PRINTER 
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