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CHARLOTTE MOORMAN, cello
with
DAVID TUDOR, piano

and

JACOB GLICK, viola MAX NEUHAUS, percussion
JOSEPH BYRD, piano PHILIP CORNER, piano

in a program of works by
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PROGRAM NOTES FOR A CONCERT AT

PHILADELPHIA COLLEGE OF ART, Friday, February 26, 1965

CHARLOTTE MOORMAN - Cellist assisted by NAM JUNE PAIK

1. ENTRANCE MUSIC - George Brecht, realized by James Tenney (Tape)

Brecht's "Entrance Music'', which is due to be played before the
performance, but not before the concert, is a unique tape music
which begins with a single sine wave (the simplest form of a sound)
and widens its spectrum very gradually in sound and ends up with the
white noise, which covers all the audible frequency range, that is -
20 ¢/s - - 20,000 ¢/s.

2. 26'1,1499" For A String Player - John Cage, Cello Solo with chains, tape,
whistle, balloon, etc.

John Cage indicates in his graphic notation a line for each of the four
cello strings plus an additional line which is an interpretive atmosphere
instantly supplied by the performer. The cello which is usually thought
of as a lyrical string instrument becomes also a percussive instrument
and a creator of sound effects as well. The notation is in space, the
amount equalling a second given at the top of the page. Vibrato, con-
ventional symbols for up and down bowing, harmonics, arco, 4 types

of pizz are all indicated graphically. The additional line on the graph
is devoted to noises on the box, sounds other than those produced on the
strings, and sounds from entirely other sources.

You will hear a cymbal, garbage can top, guero, contact mike, sand,
chains, shoes with sand paper glued to the soles, aluminum sheets, pie
pans, hammer, drum sticks, snare drum brush, rubber band, glass
chimes, wood chimes, balloons, straight pin, oriental bells, cow bells,
antique cymbals, wood block, sleigh bells, beer cans, door bells, door
chimes, door buzzer, pistol, light bulbs, waste basket filled with bricks,
whistles: police whistle, gym whistle, toy whistle, halloween whistle and
siren whistle; animal calls: duck call, crow call, squirrel call, and
predator call; tape recorders, mixer, amplifiers, speakers, taped
sounds (Queen Mary departure blast, Big Ben chimes, ocean waves, cat
in heat, tug boat, wasps, and a bomb exploding); fire engine siren and a
plate of glass (which is broken during performance) ETC - plus many new
cello sounds all of which Miss Moorman plays in tandem.
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Program Notes For A Concert - Charlotte Moorman/ Page 2

3. SYNERGY - Earle Brown, Cello Solo & 2 prerecorded cello realizations

In "Synergy" the composer, Earle Brown, has opened up a vast new
world for the performer. His own words, 'the function of non-control
and the finding of aspects of the work within the process of making the
work", best describe this composition. The non-specific note symbols
suggest sound rather than concrete performance requirements thus
enabling the performer to explore all the many possibilities that the
cello is and might be able to play.

The 34 notes are to be performed in any direction from any point in
the defined space. . tempo - as fast as possible to as slow as possible. . .
inconclusive. Attacks may be interpreted as completely separated by
infinite space; collectively in blocks of any shape and defined exactly
within that space; lines and cpaces may be thought of as tracks moving
in either direction. .. .this indicates the theoretical possibility of all the
attacks occurring at the same inotant or any other expression of simul-
taneity. Clef signs to be considered floating - performer must set this
all in motion, which is to say, reclize that it is in motion and steps into
it. Either sit and let it move or move through it at all speeds. The form
is open in that it is never the same twice and is the result of the sponta-
neity at the moment of performance.

This performance of "Synergy' was a superposition of three
separate realizations - Miss Moorman playes one live realization with
two prerecorded reslizations.

INTERMISSION

4. PER ARCO - Giuseppi Chiari, Tape of War noises & Reaction with Cello
to these noises

The second half opens with "Per Arco'' by Giuseppi Chiari, a representa-
tive of the gestural school which deals with visual and oral elements and
concrete events.

The composition opens with 5' tape of noises of war. Then there is
1' 40" of silence in which,

"The executant lays his hands on the cello as if they rested on
some object, forgetting every position and motion of playing.

The hands are inert

Finger and pulse are relaxed as if the man had no thoughts
of using them & his mird v:oe occupied in other thoughts.

The executant must enter into a state of inertia.

(MORE)
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Program Notes For A Concert - Charlotte Moorman/ Page 3

But not of resignation or indifference. Hidden in him there
is nervous force.

The fact that he has previously suffered has disheartened him
but he is conscious of having judged it negatively.

And even suffering from complete lack of will he endeavors to
gain a minimum - a monent - of strength in order to express this
negative judgement

He no longer believes in sound
He does not remember the taut positions of an instrumentalist.

He is a man who, after a destruction, finds himself with two
objects. Cello & bow - survivors like him - and touches them
almost unconsciously. "

Miss Moorman reacts to the noises with her cello and bow by stroking
her strings and rubbing the cello. She seizes her bow, it wavers and
is put down (without playing a note). Suddenly both hands fly over the
cello and fall disconsolately on the sides. In a sudden violent out-
burst of chaotic sounds of knocking, she throws her bow on the cello
and crushes it on the strings and sides of her instrument in complete
disarticulation. Her hands rub, touch, grope over the whole cello and
pegs, ending with both hands stretched out on the cello top. After a
long pause, she picks up the bow again, moves the instrument with a
jerk, drops the bow, and with great tension clutches the strings in her
fist only to drop them. The forearm rests on the fingerboard and drags
down as if too heavy.

5. PLUS-MINUS - by Karlheinz Stockhausen, realized by Nam June Paik
Cello Solo

This composition shows Stockhausen's recent struggle to confront the
American artistic tendency (contribution) of freedom, indeterminism,
ambiguity, etc., without losing European spiritual tradition. He achieved
in this "Plus-Minus'', a highly complicated "spiel" (play) of intellect
which neighbors on the esoteric coincidence of mathematics and phantasy
as is often seen in middle age mystics. The Music Graph of "Plus-Minus"
can demand a unique place in its integrity and originality in todays music
graphic rush-hours. NAM JUNE PAIK realized Stockhausen's complicated
geometrical symbols into a composition for cello. His realization for
Miss Moorman resulted in pizzacatos and glissandos of every vanity and
velocity.

(MORE)
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Program Notes For A Concert - Charlotte Moorman / Page 4.

6. DUET II - by Toshi Ichiyanagi , Cello and Piano

The next composition ''Duet II' by the leading young Japanese composer,
Toshi Ichiyanagi will be performed by CHARLOTTE MOORMAN, Cello,
and NAM JUNE PAIK, Piano, Its graphic notation allowed the performers
much freedom in duration, rhythm and dynamics; and restricts only their
pitches (low, middle, high) and the type of sound or noise they produce.
The choice of sound or noise by the pianist dictates the type to be played
by the cellist - if the pianist plays a sound on the keyboard, the cellist
plays a traditional cello sound and if the pianist plays a sound /noise on
the frame, or on the inside of the piano, the cellist produces a sound/
noise on the body of the cello; other than a traditional sound. Thus,
following the composor's instructions, Miss Moorman and Mr. Paik

play every kind of beautiful and grotesque sound.

7. VARIATIONS ON A THEME BY SAINT SAENS,by Nam June Paik (Cello Solo)

8., EXIT MUSIC - Brecht-Tenney (Tape)

"Exit Music" is The Reversed Process of ""Entrance Music'!, said

Dick Higgins in his Postface about George Brecht. '"For hours in class
he would talk with Cage about the need for spiritual virtuosity and
ahdication from technical virtuosity, both of which were very attractive

to Cage. Brecht picked up from Cage an understanding of his love of
complete anonymity , simplicity, and non-involvement with what he does."
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Charlotte Moorman, Cellist

Charlcite Moormen, born in Little Rock, Arkansas, began to study the cello at the age of
10. She received a Bachelor of Music and @ Master of Music degree majoring in cello and
came to i East to study with Leonard Rose at Meadowmount and Juilliard Schools of
Music. She also studied cello with Horace Britt and Luigi Silva and chamber music with

Herace Britt, Claus Adam, and Lillian Fuchs.

Miss Moorman, a foremost interpreter of Avant Garde Music, has won eritical acclaim for
her premieres of works by John Cage, Earle Brown, Virgil Thomson and Karlheinz Stock-
housen. In recent years her New Music recitals include performances in Town Hall,
Carnegie Recital Hall, Judson Hall, New School, on WBAI FM, WNEW TV, NBC TV
and on a 20th Century Fox International News Short. For her pioneer work in performing
new works, Edgard Varese calls her "Jean d'Arc of New Music."

Miss Moorman also plays under Leopold Stokowski in his American Symphony Orchestra
and is @ member of the Boccherini Players.

This Spring she has been invited to appear as cello soloist in Iceland, Sweden, Norway,
Denmark and Germany playing modern music.
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PROGRAMM
Dienstag, 15. Juni 1965, 21.00 Uhr

Counting Song Williams
Violin Solo Paik
Per Arco Chiari
December 52 Brown

Intermission:
Touch poem

26'1.1499" for a
string player Cage
Simple Paik

Intermission:
Touch poem Ono

China town (Urauffiithrung) Vostell
Solo with Corner

A piece of Sari Dienes Mac Low
[lluminations

from "Fantastic Gardens 64" Goldstein

Lullaby of Karl May Rot
Cello sonata I Paik
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permarkts mit ihren uniber-
schaubaren Reihen von Lebens-
mitteln, Geraten und Haushalts-
gegenstanden. 4. Zeichen und
Beschilderungen, die uns um-
geben, Verkehrsschilder, Fahr-
plane, Geldscheine, Aufklebe-
zettel, Nummern auf Bahnhdfen
usw., die uns tagtaglich in die
Augen springen. 5. Ebenso un-
erschopflich ist das Thema der
Modellwohnung, wie sie in den
Schaufenstern billiger Mdobel-
lager zu finden ist.

Diese von der Pop-Art gezeigten
Bilder sind die krasse Wirklich-
keit der Konsumgiter, von de-
nen wir umstellt, bedrangt und
unterdrickt werden. Es zeigt das
ganze AusmaB einer Gleich-
schaltung des Lebens in der
Massengesellschaft. POP macht
sie bewuBt. Der Pop-Kiinstler
bespottelt oder ironisiert diese
Herrschaft der Konsumgiiter-
industrie, oder er gibt sich leicht
romantischen Erinnerungen hin
an andere Zeiten oder beharrt
darauf, ein Teil der Masse zu
sein. So sagt der bekannte ame-
rikanische Pop-Kinstler Andy
Warhol: ,lch glaube, daB jeder
eine Maschine sein sollte. Ich
glaube, daB jedermann wie je-
dermann handeln solite. Darum
geht es der Pop-Art. Es bedeu-
tet, die Dinge zu mbgen, und
das ist wie eine Maschine sein,
weil man jedesmal dasselbe tut.
Man tut es immer wieder. Jeder-
mann sieht gleich aus und han-
delt gleich, und wir machen im-
mer weitere Fortschritte auf die-
sem Weg. Die am meisten von
Individualitdt reden, sind eben
diejenigen, die am meisten ge-
gen Abweichungen protestieren.
In ein paar Jahren mag es um-
gekehrt sein. Eines Tages wird
jeder einfach das denken, was
er denken mdchte, und dann
wird wahrscheinlich jeder
Mensch dasselbe denken. Dies
scheint es mir zu sein, was kom-
men wird."

Die Bedeutung der Pop-Art liegt
nicht nur darin, daB sie uns die
Moglichkeit sehen 1aBt: Eine von
uns selbst geschaffene Flasche
Coca-Cola und alles, was sich
damit verbindet, kénnte um vie-
les mehr geheimnisvoll sein, als
wir dachten. Oder auch, daB die
Werbung auf ihre Weise ebenso
groBartig und nachhaltig die
Vorstellungskraft und den Sehn-
suchtstraum nach einem Auto-
typ wecken kann, wie die Kirche
einst das Wunschbild Gottes
bildete.

Die eigentliche Bedeutung der
Pop-Art liegt wohl darin, daB sie
die Kunst erneuert. Sie hat uns
veranlaBt, unsere Vorstellungen
zu Uberpriifen, was Kunst
eigentlich sein sollte. Sie hat
Unruhe gestiftet dariiber, was
Kunst alles sein kann. Und
Allan Kaprow sagte dazu:, Kunst
kann all das sein, was zu hassen
uns beigebracht worden ist."

RUTH KADALIE

Zunachst einmal: Happening ist
eine Summe von Geschehnissen,
die einfach zustande kommen.

Kinstler handeln. Wie und wo-
mit? Mit allem Erdenkbaren und
Unmdglichem. Rohes Fleisch
wird mit Nadeln bespickt, Was-
ser von Eimer zu Eimer gegos-
sen, bis es verdunstet oder ver-
schuttet ist. Eine weiBe Lein-
wand wird mit toten Fischen,
Hiithnerleber und Lunge behangt,
Gegenstande mit Farbe bespriiht,
Glas zerbrochen, ein Klavier mit
Steinen zertrimmert, auf Wasch-
maschinen werden Blinklichter
montiert, eine Schaukel, mit Blu-
men bekrénzt, in quietschende
Bewegung versetzt. Gardinen
werden in immer dinnere Strei-
fen zerrissen, bis der Raum mit
spinnwebeartigen Faden be-
deckt ist, mehrere Staubsauger
im Wechsel an- und abgestellt.

Ein Madchen, eingehiilit in eine
tbergroBe Plastiktiite, spielt
Cello. In einer Ecke sitzt jemand,
den Kopf mit einer Aktentasche
bedeckt, wahrend neben ihm ein
anderer sein Gesicht mit Toma-
tenmark bestreicht. Eindriicke,
die ich aus einem Happening
mitnahm. Ereignisse, die sich in
mehreren Raumen zur selben
Zeit abspielten.

Was soll das? Ist Happening ein
Karneval oder Kunst? Ist es ein
Gewirr von Gerduschen, Farben
und Rhythmen? Eine Anhaufung
von Widersinnigkeiten und Zu-
mutungen, die nur absurd sind,
nichts weiter? Ein solches Urteil
ware vorschnell, woh! zu ver-
einfacht, um den Kinstlern in
allen Landern der Welt, die
Happenings machen, gerecht zu
werden,

Also, was wollt ihr denn mit

euren Happenings? ,Die Ver-
nichtung der herkémmlichen
Form als Verstandigungsmittel”,
sagen sie. Und weiter:  Wert-
loses Geschehen zu bewerten,
um dadurch versteckte und un-
erwartete Ergebnisse herbeizu-
fuhren.” Nichts ist unmoglich,
und mit dem Unméalichen drin-
gen sie in den Bereich der spon-
tanen Handlung vor. Es ist eine
Flucht in die Wirklichkeit hinein.

Sie selbst wird zu einem Mittel
kinstlerischer Erkenntnisse.

Deshalb werden auch die Be-
reiche der Dingwelt bei einem
Happening miteinander zugehd-
rig, ausgetauscht oder in eins
verschmolzen. Alle sind Zeichen
des Daseins, neue Mdglichkei-
ten, die bislang nicht vorstellbar
waren.

Halten wir demnach fest: Ein
Wesensmerkmal des Happening
ist die Auflésung (iberlieferter
Formbegriffe. Uber viele Jahr-
hunderte hinweg wurde in der
Kunst die Form als etwas Stand-
haftes gesehen. Zu jeder Zeit
haben die Kinstler nach einer
Festigung der Form gesucht. Es
war der einzige Weg, ihren Wer-
ken Dauerhaftes zu geben. Der
Maler nahm Olfarbe, der Bild-
hauer benutzte Marmor oder
Bronze und der Komponist
schrieb seine Musik in Noten
nieder. Aber der geschichtliche
Ablauf der Zeit hat gezeigt, daB
Bestandigkeit nur eine Vorspie-
gelung falscher Tatsachen ist.

Das Material eines Kunstwerkes
ist empfindlich. Bilder dunkeln
nach, Marmor wird gelb, Musik-
instrumente sind nicht immer
gleich gestimmt. Aber auch die
Art und Weise, wie die Men-

schen Kunstwerke betrachten,
hat sich im Laufe der verschie-
denen Zeitepochen geandert.

Eine griechische Statue wird mit
anderen Augen gesehen als ein
Bild der Romantik und die Musik
nicht nur anders gehort, son-
dern auch die Musiker deuten
und spielen sie jeweils anders.

Die Auffassung, daB eine ein-
mal gegebene Form unveréander-
lich sei, schien nunmehr falsch
ZU sein.

Deshalb begannen die Kinstler
nach Mdaglichkeiten zu suchen,
die Grenzen der Form zu Uber-
schreiten. Wie ging das vor
sich?

Die Maler versuchten zuerst Bil-
der zu schaffen, deren ,Form"
zuféllig oder wenigstens nicht in
Einzelheiten im voraus zu be-
rechnen war. Sie bespritzten
eine Leinwand mit Farbe, sie
malten mit geschlossenen Augen,
sie tauchten ihre Hande in Farbe
und lieBen sie in willkiirlichen
Bewegungen (ber die Leinwand
streichen, s.e wversenkten die
Kérper von Vieren in Farbtopfe
und lieBen sie sich dann iber
die Leinwand wiélzen. Die Bild-
hauer suchten nach einer be-
friedigenden Lésung, indem sie
die Kinetik schufen, vorzugs-
weise Werke aus Metall, geformt
aus lose miteinander verbunde-
nen Einzelteilen und in einer
Weise aufgegliedert, daB sie
durch einen Luftzug oder eine
sonstige Beriihrung ihre Gestalt
zu @ndern vermochten. In der
Musik war eine &hnliche Bewe-
gung im Gange.

Die Verneinung der stabilen, be-
harrenden Form fiihrt dann un-
weigerlich dazu, die Welt etwa
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Die Leinwand und die toten Fische

Was ist
Happening?

M,
en, wie ein Bilderratsel auszulegen.
rie- Und damit sind wir bei der Rolle
ert. des Publikums. Zum ersten Mal
) in der Geschichte der Kinste
mit wird der Zuschauer ein aktiv
ein Ausfiihrender. Er tragt jetzt die
isik ' Mitverantwortung fiir das Kunst-
on-= werk. Wieder wurde hier eine
ten Grenze Uberschritten und bietet
ars. ungeahnte Moglichkeiten an. In
5 der Malerei wurde der Versuch
e unternommen — so in Barcelona
i 1962 — eine Décollage auszu-
stellen. An das Publikum erging
die Einladung, darauf zu schrei-
tler ben, zu kratzen, zu radieren oder
en, zu malen. Einige Satze standen
er- dann da: , Es lebe meine Tante",
vor oder ,Nach mir die Sintflut”
oder ,Dies ist das ausdrucks-
vollste Bild der ganzen Ausstel-
Bil- lung. Das Gericht, das so etwas
m erlaubt, miiBte eingesperrt wer-
L“" den und der Kinstler erhédngt."
e
ten Am letzten Tag der Ausstellung
sie nahm ein Besucher einen Pinsel
len, und iibermalte das ganze Bild
rbe mit schwarzer Farbe. Das war
1en das Ende. Ein Ergebnis mit einem
and einmaligen Symbolgehalt. Das
die Werk hatte sich vollig verdndert,
pfe weil mehrere Personen daran
!?gf y beteiligt waren.
ild-
be- Und gerade das ist ein anderes
sie ) Wesensmerkmal des Happening.
o Der in Kéin lebende Walf Vostell,
de- neben dem amerikanischen
ner Hochschuldozenten Allan Kap-
sie row und Lebel in Paris, der in-
\ine ternational anerkannte Meister
talt des Happening, sagte einmal:
der .Meine Happenings sind Ideen,
Wi die vom Publikum gelebt werden
miissen” oder, Jedes Happening
be- ist die Summe von Ja-Nein-Ent-
un- scheidungen, auch fir den Zu- :
twa schauer." Charlotte Moorman mit ihrem Cello
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Narrheiten und groteske Einfalle
sind fast allen Happenisten zu
eigen. Ob sie nun ein Happening
in Dusseldorf, Wiesbaden, Ko-
penhagen, Paris oder New York
veranstalten. Wenn einer von
ihnen Gedichte nur im Kopf-
stand vortragt, so scheint dieses
Sich-auf-den-Kopf-Stellen eines
ihrer Prinzipien {berhaupt zu
sein. Wenn ein anderer, auf der
ersten Versammlung dieser Art
in Kdin 1961, sich eine Tite mit
Mehl uber den Kopf stiiipt, an-
schlieBend in eine Wanne mit
Wasser plumpst und dann
klitschenaB das ,Gebet einer
Jungfrau” spielte, so schien das
einer jener Verriickheiten, die

The Museum of Modern Art Archives, NY

man auf einem Happening immer
wieder antrifft.

Oft hért man auch die land-
laufige Meinung, Décollage sei
eine Lebensauffassung der Zer-
storung. Doch der Papst des
Happenings, Wolf Vostell, sagt
dazu: ,Die so denken, reden
beispielsweise nicht von den
taglichen Verkehrsunfallen (tag-
lich sterben 1000 Menschen in
der Weit den Verkehrstod), Flug-
zeugabstirzen und Naturkata-
strophen. Ohne daB der Mensch
es will, stellen sie die Zersto-
rung dar. Diese Ereignisse zu
vermehren, ware allerdings sinn-
los. Vielmehr interessiert mich
die Aufklarung des Publikums
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durch das Prinzip der Décollage;
namlich die Zumutbarkeiten und
Absurditaten ins Gesprach zu
bringen, indem tagliche Vor-
génge aus fhrem Zusammen-
hang genommen und dadurch
neue Verhaltensweisen herge-
stellt werden, die das Publikum
zum Nachdenken (und zu
Schocks, die spater wirken), zum
Reagieren bringen, Die Erschei-
nungen der uns bescherten Ak-
tionen und Ereignisse die Wwir
um uns haben, zwingen uns zu
einer Stellungnahme. Der Wide_r—
spruch besteht darin, daB wir
einen Gegenstand, beispiels-
weise das Auto, als angenehm
und brauchbar empfinden, zwel

BILD-ZeIIung
schwarzem P
Zeltung aul die Bl b

Ein Mann umzdunt fir
nach auBen?

von diesem Tag wird in drel Starmix
effer und Blumensamen (Marke: Morni

sich ein kieines Plitzchen;

Sekunden spater jedoch das
Gegenteil erleben, namlich djq
Unbrauchbarkeit und Unannehm.
lichkeiten, die sich wie Ketten.
reaktionen auf andere tégliche
Handlungen ausdehnen. Darays
folgernd sehe ich im Auto nicht
nur das schone Fortbewegungs,
mittel. sondern ich sehe im Auto
den Unfall mit vorbeifahren. |
meinen  Verwischungen wund
Happenings ist dieser Bestand-
teil wichtig. Erst so kann sich
der Mensch von der ldee Auto
einen Begriff machen; im Ge-
gensatz zur Schonmalerei oder
zum schongeistigen Theater,
das beides dem Publikum die
wahren und wirklichen Seiten

erm gemahlen, mit Eau de Cologne,

ng Glory). Alsd i inte
zwischen dem Publikum au,g‘;]gn‘!,:nf"“ wird die gemix

wVolk chne Raum* oder Abkapselung

gines Ge
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eines Gegenstandes vorenthalt.
Im Happening dagegen ist alles
urspriingliches Geschehen, es
gibt nichts, was dem Publikum
vorenthalten wiirde.

Hier liegt ein anderes Wesens-
merkmal des Happening, der
Versuch, der Wirklichkeit mit
ihren eigenen Mitteln zu Leibe
zu ricken. Und dies auf eine
richtungweisende Zukunft der
Kunst dbertragen, wiirde viel-
leicht bedeuten, wie es Allan
Kaprow, ein bedeutender Hap-
penist, ausgedriickt hat: , Die
Handlungen Gottes, mensch-

liches Tun und menschliche
Kunstwerke sind fiir mich bei
weitem mehr etwas Zusammen-

bringendes als etwas Getrenn-
tes. Kunst von diesen anderen
Bereichen unseres Lebens ge-
maB einer einengenden Vor-
schrift von Reinheit oder Schén-
heit zu trennen, bedeutet die
Verfalschung der Wahrheit der
Kunst. Es macht uns unféhig,
empfindsam auf etwas zu re-
agieren, das nicht eindeutig als
Kunstwerk eingestuft ist. Wie
ich es sehe, wird ein Kunstwerk
kinftig ein Handschlag sein
zwischen dem Kinstler und der
Natur — zumindest in irgend-
einem seiner Teile."

Autos ein alles Betigeslell

Happening aul elnem Aul : vor

hlech bekleld der  Held des

mit zerrissenem Inlett. Mit Sturzhelm und

Tages*, der r

In der Mitte: Emest Martin

Interview mit Ernest Martin

Frage: Mr. Martin, Sie sind ein junger und
sehr begabter Regisseur, Das sagen die
amarikanischen und deutschen Theater-

Frage: Ich méchte Ihnen d g
widersprechen, aber was (st mit Shake-
speara? Er_!lhaltall seine ?DrBI'hCI'! nicht

kritiker, die Ihre | ungen g
haben. AuBerdem Ist bekannt, daB Sie am
liebsten mit jungen Menschen arbeiten,
die sich in Laienschausplelgruppen zu-
sammenfinden. Warum?

Antwort: Die besonders Art von Theater-
arbeit, die ich mache, lieBe sich nur
schwer an einem richiigen Theater ver-
wirklichen. Vor allem hétte ich es mit
Berufsschausplelern zu tun, die ihrer Aus-
bildung nach aul elwss ganz anderes
ausgerichlet sind, als was ich ihnen ab-
verlangen milBte. Laienschauspieler da-
gegen verfiigen meist iiber keine Schau-
spleltechnik. Deshalb haben sie auch
kelne vorgelaBlen Meinungen und Urtelle,
an die sie sich halten, ,,weil sie es so
gelernt haben® oder ,well es immer so
und nicht anders gemacht wird". Meine

sehr d

Antwert: Oh, doch, Shakespeare ist ohne
Zweilel ein sehr dynamischer Dramen-
schrelber gewesen. Aber selne Auffassung
von Dynamik stammte aus dem Elisabetha-
nischen Zeitalter. ich aber lebe In der
Gegenwart, hier und jetzt, und filhle mich
deshalb verpllichtet, die dr!lunilﬁln..:

fle Z g
Zelt, in der wir leben, ist vdllig anders
als die Jahrhunderte vor uns. Deshalb
sind auch die herkdmmlichen Theater-
methoden nicht dazu geeignet, unsere
Wirklichkelt zu zeigen.

Frage: Und wie sind Ihre Methoden? Wie
sieht das Theater aus, das Sie machen?

Antworl: Wle gesagl: Ich versuche die
Kriifte

Laienspieler sind also nicht mit
den traditionellen Regeln der Sch
kunst. Bel ihnen habe ich d eine

y Zelt einzu-
fangen. Aul meiner gphm‘ sehen _m im

weilaus bessere Chance, daB sie neuen
Theaterideen iib fgesch
und aufnahmebereiter sind als Berufs-
schauspieler.

Frage: Weliche Auffassung haben Sie vom
Theater? Oder anders geiragt: Welches
Theater machen Sie?

Antwort: Die Antwort darauf st nicht ganz
leicht In einer Kurzfassung zu geben. Ich
will es versuchen, wenn Sie mir gestatten,
auch das ,Warum" zu erklfren, Schau'n
Sle, Ich arbeite mit , Erfahrungen', und
ich sehe sie als ein tolales Ganzes. Un-
ziihllg wviele Dinge ereignen sich zur
selben Zeit. Zum Beispiel [etzt gerade,
ich spreche mit thnen, wiihrend ich dabei
rauche, Oberlege ich mir, wie Ich den
niichsten Satz am besten formulieren
kann. Und wiederum bin ich mir in dem-
selben Augenblick bewuBt, daB die Stihle,
aul denen wir uns gegenibersitzen, hart
und unbequem sind. All diese verschie-
denen Erflh‘r'ungen mache ich Iﬂs.iln? und
7 Vareto o

Frage: Ja, schon, aber was hat das mit
Theater zu tun, insbesondere mit der Art
Theater, die Sie machen?

ledlicher und Wichtig
ket finden statt. Das kiassische Thealer
Ist da anders. Sein Prinzip beruht nach
Aristoteles daraut, daB z. B. das Drama
nur elne Handlung haben soll, die sich
aneinem Ort und In @ | n e m Zeitraum
ereignet. Nun hat sich das Theater schon
um einl von dieser Forderung forl-
entwickell. Das wird kiar, wenn ich fol-
gendes frage: MuB das Drama eine Ge-
schichte erzBhlen? MuB es unbedingt zu
einem Hbhepunkt kommen? Kénnte Thea-

stattiinden, die kelne Beziehung zuein-
ander haben. Es gibt bel mir keine Ge-
schichte, keinen einheitlichen Handl

ablauf mit dem berlihmien ,roten Faden',
der sich durch das ganze Stiick hinzieht.
lch versuche Eindrlicke zu vermitteln
oder auch Gegenwirkungen herauszufor-
dern. Ein Kinoflim oder ein Femseh-
programm knnen in einer Szene gezeigt
werden, unter Umstinden wird auch auf
gut Glick das Radlo angedreht. Die Wir-
kung soll nicht eine logische Verbindung
der jewelligen Handlung darstellen, son-
dern ein Vielerlel an Eindriicken, eine Art
Bihnen-Collage. Einige Schauspieler sit-
zen méglicherweise unler den Zuschauern
und missen ihre Rollen da splelen, so
daB die Zuschauer oft nicht wissen, ob
sle nicht selber zu einem Teil der Vor-

?Inga
st keiner sicher, wer wer ist.

Frage: Wenn ich Sie richtig verstanden
habe, gehdren Sie zu jenem Kreis junger
Regisseure, deren prominenter Vertreter
Peter Brook ist, der erst kurzlich die
englische Theaterwalt mit seiner Inszenie-
rung von ,US" schockierte?

Antwort: Ja, diesem Kreis fOhle lch mich
zugehdrig. Pmrvamls ist einer der her-

vorragendsten erireler des , tolalen
Theaters”. Das Stlck ,,US" handelt vom
ar\‘«gB in  Vietnam lmdl wurde won
v Bn . s

ter nicht glg von der
fihne 7 MuB uns ein
e davon

b gen, da er

) 5 s
stellt, als er selber ist? Dia N

namlich den Zuschauer aufrustdren. Was
waollen Sie damit bezwecken?

en der drel berGhmien Einheiten der
andlung, des Ortes und der Zeil von
Arisioteles ebenso wie die noch stark tra-
ditionel| q;:;lum Formen des

alers nelgen dazu, das
sch zu machen, es in einem
Zustand der Beharrung zu belassen.

Wir
Theater dem Zuschauer
wm; I M@E“lhm Eine
s 7
vol
|nnw m&-‘*

Theat otwas was
cinen " nachdemich  stmmt oty s
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GOINGS ON ABOUT TOWN

A CONSCIENTIOUS CALENDAR OF EVENTS OF INTEREST

Seully, with Ken How

THE THEATRE =T e Seully, with Ken H
L] L] . F . Call directed. \ presen

% PLAYS AND MUSICALS S M T v T 5 Shakespeare Festival a

ard. Edward Payson
tion of the New
Lincoln Center, Fre-
6. Opens offi-

ws through Tuesd:

Assuro Pemton Singuiar—Three neatly linked J0 1 2 3 — 1y on Wednesday (Vivian DBean-
and extremely funny comedies by the English ;I,;I,“? "::n W. 6sth St. 3
playwrigh Ayckbourn. With Larry 4 3 (53 7 8 9 10 through Saturdays at 8; openi

Blyden, C

role Shelley, Fritz Weaver, Ger-
aldine Pa

Matinces \\'mln'oqsl.'n.\\_ Saturdays, and

at 7.

ge, Sandy Dennis, and Tony Rob- ) 35,
erts, ( Music Box, 230 W. g5th 51, 246-4636. St, 757-2626. Nightly, except Sundays, at 8. VIR R _F : :
Nightly, except Sunday Matinces Matintes Wednesdays and Saturdays at 2.) A Marren o Time—A pitiful little musical about
Wednesdays and Saturdays at 2.) In Praise oF Love—Rex Harrison, Julie Harris, Heaven and ]rle" _-u:'t:_‘hc iikes of T (F : 3
Action—A play by Sam Shepard, together with and Martin Gabel all give exquisite lessons in hoitat, 3% Wi h— S o
his “Killer's Head," a short monologue, the art of actin i ; through Saturd

thede ‘(I":l‘h days and Saturda
Tue MisanTHROPE—A strange rendering of Mo-
liére's great play, with Alee MeCowen and
1ding to be Parisians of the
(5t. James, 246 W, 4th
Nightly, except Sundays,
Wednesdays and Saturday

Season subscribers only. (American Place,
t11 W, qfith 5t 247-0393. Wednesday and
Thursday at 7:30, and and Saturday

f \{;lunéc Saturday at 2. Closes Saturday,

sth St 246-6230. 2
8. Matinées Wednesdays

THE Past Is THE Past and Tre Breaxour—A double
bill of one-act plays by black playwrights, the
first Iy Richard Wesley and the second by

(Manhattan Theatre Club, 321 E

288-2500, Nightly, except Monday

. Keeper.”" (Rour
Devere :nyl Robert Christian, and directed by 23rd St. o24-7160.

George C. Scott. (Circle in the Square, days at 8. Matinées Wednesdays, S
1I1rn:nhln1-:z;.- at sr,ith St s581-0720. Tuesdays and Sundays at 2. Closes Sunday,
throug Saturdays at  7i30 Matinées  Limie Buac er—A = by Anthony
Wednesdays and Saturdays ::l 2, and Sundays Lerl S S SRS hARY
at 3. Closes Sunday, May 4.)

Town—A failed farce by Murray (S E)
: i-_i:w:ri doors in a !:.-1 alrc witty, but

itty enough, Directed by Dustin Hofi-

man, (Booth, 222 W. gsth 5t 246-5060 TABLE OF CONTENTS
Tuesdays through Saturdays at 8. Matindes

\l\'rdnc.-ul;u's and Saturdays at 2, and Sun- THE TALK OF THE TOWN' .. .« s & v 5 o s 8 % s s e ms = s x & = .= & &4 24
days at 3.)
Bt Mioter's CLams ol THE Hatr Suelt Revui— MGOME FISSION' . . o v woo o v s s sv = = s s &« » o Ralph Schoenstewn 33

Bette Midler is more voleanic than clamlike,

B e Semar,  7THE LISTS OFTHE PASI VI, (0l (s Sis Gl wim o wes xSk Hayden 37

ing. (Minskoff, 45th St, west of Broadway " " 5 ,
K0o-0sso. Mondays through Fridays a5, nd IN LIMBO'" (POEM) . D Gl S e N Rl R
Saturdays at 7 and ro:30.) “OTHER INSTRUMENTS" . . . . . . 5 ria,

Tie Constant Wirs—Ingrid Bergman can do no SRRl e e s s ROt
wrong, but Maugham's old drawing-room PROFILES (NAM JUNE PAIK) . . . . « « s = = o v+ = « o = « « . Calvin Tomking 44

comedy is wrong for her, and so is most of . =
the cast w\i'{‘rh whmugsht is surrounded. (Shu- THE BECKETT KIT'* (POEM) . . . . . .. . ... ... ... .. Linda Grogg b
bert, 225 W. 44th 5t. 246-5000. Nightly

cept Sundays, at 8. Ma!i?n'—q Wedn THE THEATRE (OFF BROADWAY) . . . . . v v v v v o« o« o o . Edith Oliver 81
and Satordays at 2. Closes Saturday, May THE RACE TRACK

Andar Miner 82

et s pe moyage il oy, N PSR
Dance with ME—A musical mingling of real AROUND CIY HALL . . . . o ui & o a & . )
life and fantasy at a subway step in Man- 3§ e e ke logi S
hattan, Written by and starring Greg An- THE SPORTING. SCENE (GOLF) . & . s & s s o a e Herbert Warren IWind o7
tonacei, aided by members of a young anid : i
lively group that calls itsclf the La Mama  THE CURRENT CINEMA . . . . . s e s wan s s s . Penclope Gilliatt 111

Plexus Company. (Mayfair, 235 W. 16th
St. 301-0063. Wednesdays through Saturdays MUSICAL EVENTS .
at &, Matinces Wednesdays and Saturdays at THE AIR
2 and Sundays at zand 5.)

Diamono Stuos—A  country-and-\Western ver- DANCING .
sion of a life of Jesse James; the life docsn't

. dAndrew Porter 118
Michael J. Arlen 122

« « o« o Arlene Croce 134

bear close examination but is great f BOOKS - o N - -
listen to. In a cabaret setting. (Westside, BRIEFLY NOTED . <« % o« Naomi Bliven 139
07 W, g3rd St, 41-8304. Wednesdays and N wA I Wy RIS e wew e moe o SR e i v e
Thursdays at 8; Fridays and Saturdays at 7

and ro: and Sundays at 8. Matinées Sundays

) COVER: Edward Koven

EnpeaME—A two-week return cl;g:li?tm‘l.-ul nf
André Gregory's production of the Beckelt ’ N R x e !
play. (Public, 425 Lafayette St. 677-6350. DRAWINGS: }'."m"‘ Stevenson, Robert Weber, George Price, Warren Miller, Stan Hust
Twesdays through Saturdays at 7:30. Closes Charles Addams, Arnic Levin, Charles Saxon. Lee Lorens Gln:lr '3 me-
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45th St. 246-0156, Nightly, except Sundays,
at 8. Matinées Wednesdays and Saturday
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PR R O T

HE video-art movement,

which has been in high

gear for more than three
years now, can have come as a
surprise to practically no one.
Most of the people who are try-
ing to turn the cathode-ray tube
into an art medium belong t
the under-thirty, or TV, gener-
ation—which means, according
to current esumates, that each
of them has spent, on the aver-
age, about fifteen thousand hours
watching television. Television
has been their landscape, in a
way, and it would appear in-
evitable that they should want to
make use of it. Until quite re-
cently, the huge costs of work-
ing with television equipment
made it all but impossible for
anyone outside the commercial-
‘T'V studios to tap into the medi-
um, but with the marketing in
the mid-sixties of relatively in-
expensive, portable videotape re-
corders the territory suddenly
opened up, and the artsts, who
had been toeing the line in an-
ticipation, lit out for the new electronic
frontier.

More than a dozen New York art
galleries are currenty handling “per-
sonal” videotapes by artsts. Leo Cas-
telli’s downtown gallery, at 420 West
Broadway, which last season merged
its video and film operations with the
Sonnabend Gallery, in the same build-
ing, shows and distributes videotapes
by twenty-four artists, while Howard
Wise, who gave up lis Fifty-seventh
Street gallery in 1970 to concentrate
on helping video art get started, han-
dles the distribution of work by thirty-
cight more, through his Electronic
Arts Intermix. Artists’ videotapes,
most of which are available on cas-
scttes that can be viewed on special
monitor-receivers equipped for the pur-
pose, are leased, as a rule; to museums
and to university and college art de-
partments, but requests also come in
from high schools and community
groups throughout the country, and
there are even a few early-hird pri-
vate collectors who buy them outright.
Publications with names like Radical
Software have sprung up, devoted 1o
the “alternative TV" movement. The
Museum of Modern Art's Open Cir-
cuits conference on video art in Janu-
ary of 1974 drew participants from as

VIDEO VISIONARY

e F. M,

Nam June Paik

far away as Argentina and Japan, and
both the Modern and the Whitney
Museums now include videotapes in
their over-all program. Concurrently
with the action in galleries and muse-
ums, moreover, three of the most ac-
tive public-television stations in the
country—IWGBH, in Boston, KQED,
in San Francisco, and WNET, in New
York—have established experimental
workshops where artists are invited to
work with the complex and sophisti-
cated hardware of broadcast TV, The
results. might startle regular viewers
of the “Lawrence Welk Shnw,” but
they If:m: met  with generally en-
couraging reactions from the critics
and funding for the workshops—Iarg, ’]\:
by the Rockefeller Foundation—seems
reasonably well assured. In th
meanwhile, lies the glittering and often
Ei:c:l\'t)r c‘}l[::;nl::—:.t r;:t(:lfblt telcvision: or
. use of as many as sixty
new channels, with hundreds of thoy-
sands of viewing hours to he filled
somehow—a  vast empty canvas not
yet smeared and scumbled over by the
Sponsor. As far back as 1965, N
June Paik saw it as 2 e
sity”

¢ wings,

s “historical neces-
y" that “someday artists il work
with capacitors, resistors, and semi-
conductors as they work today with
brushes, violins, and junk.”

L E S5

Nam June Paik is slightly em.
IJnrr.'iSSl."d about [‘!cing knnwn'aﬁ lhc
George Washington of video ar,
A smallish, rather self-effaciy
Korean whose English is still, after
ten years in this country, so nearly
impervious to the definite and in-
definite articles that it is hard o
understand him on first, or even
second, meeting, he shunned the
spotlight at the Museum of Mod-
ern Art’s Open Circuits confer-
ence, which took its title from a
statement he had published in
1966. When Paik, with nervously
oscillating eyebrows and a woollen
stomach warmer, came up to the
front of the room to speak, he
praised other artists in the move-
ment and then showed portions of
his videotape “Global Groove.”
No doctrinal statements, no mani-
festos, no fuss., It 15 a fact, how-
ever, that Paik began thinking
about video as an art form back in
1959, when he mentioned it in a
letter to John Cage, and that his
1963 exhibition at the Galerie
Parnass, in Wuppertal, Germany,
was the first show of video art any-
ral years before
the advent of lightweight video equip-
ment, but in those days Paik was not
thinking in terms of cameras or re-
corders; he was thinking solely in
terms of the image on the home screen.
He went in through the back of the set
and played around with that image,
ch:mging voltages and c)'cIus, warping
and distorting the picture and reintro-
ducing a lot of the technical flaws that
television engineers had spent years
trying to climinate. “It was Paik who
saw that the way the signal is created
on the monitor presented all sorts ?‘
opportunities for new images,” D:mfl
_[-f‘-‘il‘"h the director of WNETS
I'elevision Laboratory, said recently-
“That vision abviously made everyone
stop and think. You could really make

just by manipulating signals elec
tronically, without all this insane tWo-
thousand-dollars-a-minute business ©
studio production.”

Many of the gallery artists now
working in video are not interested 1
signal manipulation at all—they use ¢
cquipment simply to record activities
processes, or environments in much the
Same way that a movie camera would-
I'he range of possibilities for sign
manipulation is virtaally limitless, how=
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ever, thanks in part to an electronic
device called  the videosynthesizer,
which Paik and a Japanese collabora-
tor, Shuya Abe, designed and built, and
sgnal manipulation is one of the areas
that make video an infinitely more
flexible medium than cinema, In the
hands of Paik, Ron Hays, Ed Em-
shwiller, and other practitioners, the
synthesizer can produce a ceaseless ka-
leidoscope of shapes and colors on the
5|.‘T't‘1:l1—si1.‘lpl:s and colors unlike any-
thing anyone has ever seen before. It
can superimpose as many as seven dif-
ferent images; cause the features of
announcers and other unsuspecting sub-
jeets to vibrate, melt, change color, and
spread laterally; and generally turn the
familiar screen into an electronic can-
vas for an artist whose brush consists
of light. Watching television is not the
same experience as watching a movie.
Instead of $r:clll'|g Iigh[ I'L'ﬂL'L“(l.'i[ from a
screen, the video viewer looks directly
into the light source, and that is why
the colors in calor TV are so luminous,
“Film i35 chemicals, TV is electronics,”
Paik points out. “There are something
like four million phosphor dots on a
twenty-one-inch color television screen
second; it is just like Seurat—
you mix them in your eyve. In film,
you take from reality; in TV, you pro-
duce reality—real electronic color.™

Psychological differences exist as
well. As  Marshall McLuhan  has
pointed out, a new medium usually
begins by imitating the content of
the medium that preceded it: the first
automobiles looked like horse-drawn
broughams; the first motion pictures
were filmed stage plays. For more than
thirty years, most of the dramatic enter-
tainment on television has been hittle
more than shrunken cinema, movies
squeezed down to the dimensions and
the commercially dictated time struc-
tures of the home screen, and this is one
reason that even the movies made for
television seem so drained of life and so
blatantly artificial. The cinematic model
simply won’t work on the tube. But as
art in our time becomes more and more
a question of information, of dealing
with our incredible public reality, the
validity of TV as an art medium grows
increasingly evident. “The big differ-
ence between film and video is that you
need darkness for film and you have to
stop other activities,” Paik observed last
spring, “but with video you can do
everything and sull watch—it’s a con-
tinuation of your life.”

The nature of the medium and the
fact that videotape, which can be
erased and reused, is a great deal cheap-
er to work with than film have lured

filmmakers as well as artists to cxpcr[-
ment with it, Shirley Clarke, who used
to make film documentaries (the 1967
“Portrait of Jason,” for instance, about
a black male prostitute ), now presides
over a studio for |:k[)t:ri||11-|1t,|| video,
Ed Emshwiller, considered the finest
technician among the so-called under-
ground group of filmmakers, has been
working mostly in television of late.
Although it has become modish for
art critics to state that the video move-
ment has Vet to F\I'Uilllt'l‘ ::I1\1hing re-
'~'1'1'I1f‘|in‘_: a major work of art, the TV
review have vesponded enthusisn-
cally to Emshwiller’s work on WNET
and  to Paik’s “Global Groove”—a
high-velocity collage of images ranging
from Japanese Pepsi-Cola  commer-
cials, through tap-dancers, to views of

the Living Theatre performing “Para-
dise Now,” most of which are sub-
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jected to surreal distortions and over-
I by the light-painting techniques of
the Patk-Abe videosynthesizer.

Paik himself uses the videosynthe-
days. He 15
pleased that others are using it, and he
says, typically, that they do it much
better than he does. Paik has always
been far more interested in processes
wl at the moment,
as an artist-in-residence at WNETs
Television Laboratory and a consultant
on television to the Rockefeller Foun-
dation, he is concerned with a great
many different processes, nov all of
which even involve television, But video
remains the basis of his wide-ranging
and somewhat visionary cast of thought.
“T believe in timing,” he said last
spring, “Somehow, you have to he at a
certain point at a certain time. You
have to ‘meet the time,” as they say

sizer less and less these

than in results, s

“Forget I’'m King Henry I1l. Pm talking to you
now as plain Henry Plantagener.”
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in Chinese history. I start in 1960,
first time television sets become cheap,
become secondhand, like junk. T buy
thirteen secondhand sets in 1962, 1
didn’t have any preconceived idea, No-
body had put two frequencies into one
place, so T just do that, horizontal and
vertical, and this absolutely new thing
comes out, I make mistake after mis-
take, and it comes out positive, That is
story of my whole life.”

NE explanation for Paik’s success

as a video pioneer may he that
he came to television by way of music.
Visual artists—painters and sculptors—
are accustomed to filling up space;
they do not always understand how
to use ume, as a great many of their
“performance pieces” in recent years
have made painfully evident. Paik was
trained as a musician, however, and, no
matter what else may be said of his per-
formance pieces and his videotapes,
hardly anyone finds them tedious, “My
experimental TV is not always in-
teresting but not always uninterest-
ing,” he observed on the occasion of his
1963 show in Wuppertal. It was, he
went on, “like nature, which is beauti-

THE BECKETT KIT

I finally found a way of using the tree.

Tf the man is lying down with the sheep
while the dog stands, then the wooden tree
can also stand, in the back, next to the dog.

They show their widest parts

(.Ihc. dog sideways, the tree frontal)
so that being next to each other
they function as a landscape.

I tried for nearly two months to use the tree,

I tried using it by putting the man,

standing, of course, very far from the sheep

but in more or less the same plane.

At one point I had the man almost off the table
and still couldn’t gee the wree to work,

It was only just now I thought of a way.

I dropped the wooden sheep from a few inches

above the table so they wouldn’t hounce.

Some are on their backs but they serve

the same as the ones standing.

What I can’t get over is their coming right
inadvertently when I'd be content with any solution.

Ah, world, I love you with all my heart.
Outside the open window, down the street near the Hudson,
I can hear a policeman talking to another

ful not bhecause it changes beautifully
but simply because it changes,”

Paik’s musical education, though it
was tharough, took place largely on the
sly. In Korea, he has explained, pro-
fessional artists and musicians have no
status at all. “We have expression
‘man of letters,” same as here, and if
a man of letters writes music or does
painting, that’s O.K, But professional
musician is nothing.” Paik's family,
which was middle-class and periodical-
Iy well-to-do, would not have looked
with favor on his musical studies, but
the family did not learn about them
untl it was too late. “We are really
one of the most corrupted families in
Korea,” says Paik, who was born in
Seoul in 1932. “My grandfather made
first modern factory there—textiles.
Then, in Depression, we became very
poor. Later, we have two steel factorics
in North Korea, but in 1945 they be-
come ‘people’s factories.” Tt was all Tuck
and unluck. Sometimes 1 felt I was on
wrong side, because T had such radical
thoughts, In 1950, we were on refugee
train and bombing started. We get
out and I really don’t know which
sile T am on. Then I thought, Well—
enlightenment! —I will just look at
everything from now on like baseball.
You know, nothing serious. [ became
quite cynical.” Paik and hig family
did manage 1o escape the country in
1950, and, because of South Korea’s
stringent military-conscription law, he

through the car radio. It’s eleven stories down

s0 1t must be pretty loud.

The sheep, the tree, the dog, and the man

are perfectly at peace. And my peace is at peace,
Fime and the earch lie down wonderfully together,

I'he blacks probably do rape the whites in jail
as Bill said in the coffee shop watching the game

hf‘l\\'[.‘(‘n Oakland and Cincinnati. And
Karl was right that we should h

no doubt
ave volunteered

as victims under the bombing of Hanoi

j'\ guy said to Mishkin, “T¢ you'yv
10W Cin you go on saying you're

could technically be arrested a5 a draft
dodger if he ever returned.
The family went first to Hyq
v : ng
Kong, where Paik’s father dabbled iﬁ

the ginseng-root business, and then 1o

Tokyo. Paik, the youngest of five chil-
dren, entered the Uni\'crsiq- of Tokyo
took courses in philosophy and hiqt{m.-
and aesthetics, secretly studied \V:‘.;zurﬁ
in Oriental
nd graduat-
a degree in aestherics,

music (only one course
music was being taught), a
ed in 1956 with

e seen all chat,
py
—Linpa GrEGG

Paik’s two older brothers were husi-
nessmen by then, but their father al-
lowed Paik 1o go off to Germany,
ostensibly to work for his doctorate in
philosophy: “He liked the idea that one
son gets Pl'n.l).n G]’ﬂdkl.‘itl.' work at the
University of Munich and the Con-
servatory in Freiburg gave him a thot=
ough grounding in music history an
theory and in piano technique, 4
though, as Paik tells it, he was so shy
s a student that he never even €of
sidered the possibility of [wrfnrmin:_: n
public, “I wus always very serious
straight-A student, but so timid that
“"h‘\'" I played in front of my teachefs
Chopin or Bach, my tempo would g9
up and down, up and down.”

J What interested Paik far more thaft
(.Impin or Bach even then was the
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“I think that's the last of his peremptory challenges.”

music of the twenticth century, As a
high-school student in Scoul, he had
tried for three years to find any record-
ing of Arnold Schoenberg's works, and
finally found “Verklirte Nacht,”
which he had read about in Ttme. He
also managed, through great diligence,
to find a recording of Stravinsky's
“Firebird” (“I will never forget the
red label, with Stokowski conducting
Philadelphia Orchestra™) but not of
“The Rite of Spring.” “T'hen, when
I gnt | (3] 'Iluk\ 0y, ] Ilr:.':l"{i on r:n|=}- s0me
music with girl weeping, and [ said,
‘Oh, must be Schoenberg. It was
*Pierror Lunaire,” first time I hear it
Such a big event for me.”

Germany in the fifties was a center
of the newest developments in music,
most of which had to do with elec-
tronic means of composition. Karlheinz
Stockhausen, Gyorgy Ligetd, Mauricio
Kagel, and other avant-garde compos-
ers were working at the Seudio for
Electronic :\IIN'L', which had been es-
tabl shed by Radio Cologne, and one of
Paik’s teachers at the Conservatory in
Freiburg, Walfgang Fortner, strongly
urged him to go there. He took Fore-
ner's advice and enrolled ar the Uni-
versity of Cologne, but for the first
year there he was too shy to approwch

any of the other voung ¢ompeosers. He
wis writing music, but not confidently.

In Munich, he had composed a string
quartet, which, he says, “started out
Bartik, became Schoenberg, and ended
Woebern.” While at F reiburg, he wrote
a composition based on a ninth-century
Korean poem, in which he included
certain '-li‘(."r('\llrii('li "tn”.‘lgn'., ele-
ments, such as water sounds, a baby's
i\;l!lhffn;__r, and snatches of Tchatkovsky.
[,.1!1-\', he L'tI:_:l"l further into the clec-
tromic field with I:lpr=| l'flT“pﬂM-ll.lll'l\ of

himself chanong or ﬁ!nnlmng. And ae
abenit this juncture, in 1958, he met
John Cage—the event that he consid-
ers the turning point in lis life.

Cage, the irrepressible  American
avant-gardist, whom Schoenberg once
described as “not a composer but an
inventor of genius,” had decided by
then that electronic music was ““dead
as a doornail.” Cage had noticed that
the audiences at concerts of all-elec-
tronic music invariably went to sleep.
He believed that the healthier tend-
encics in all the arts then were moving
in the direction of theatre, and bhe
made sure that hizs own compositions
gave audiences something to look at as
well as listen to; most of these visual
activines were dictated, ke his music,
by chance operatons, and the results
were often halanows, Pak was sull hv-
g i Tokyo when le first heard about
\-"i:'-" amd shorthy afterward he had

been both astounded and pleased to
hear Professor Yoshio Nomura, wha
taught music history at the Universiry
of T'okyo, and whose special area was
the Gregorian chant, name Cage's
“String Quartet in Four Parts” among
the ten best musical warks of the :“en:
tieth century,

When Cage came to Darmstadt on 2
concert and lecture tour in 1958, Paik
took in the performance and later went
to call on the composer at his hotel.
He was rather shocked to find Cage
washing his shirts. It seemed o Pk
that someone with Cage's attitude to-
warnl music should not waste any time
on ||-.'I.HI\ (1} [n'tulu,l' appearance; nor
did Paik approve of the fact that Cage
]-.ul waorn a tl.ﬂk-h

we suit and a neckoe

when he performed. They got along
well enough in spite of ths, however,
and discovered that they were both
in Mallarmé’s wri-
ings on chance, Paik asked Cage
whether he meant 1o be funny when
he dud things bke blowing whstles or
ragtli ;

plied th

engrossed just ther

g cggbeaters onstage. Cage re-
be did mt sct out deliberates
Iy to be funny—for example, the whs-
thes 1 the .n']_.;_;; peeve called “Musik
Walk” had amply been s mesns of
makmg soumds while b hands were
owcnpeed in makmg othor somnds—ut
mang turmed ot to be fun-
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DOW JONES
INDUSTRIALS

“Buy they don’t say plus or minus, yow'll notice. Y ou
caw’t get more fiendish than that”

ny in performance, as the whistles had,
then he could accept that without diffi-
culty. In general, he said, he preferred
laughter to tears.

For Paik, all this was hugely liberat-
ing. Cage, who is not always comfort-
ed by the work of people he has inspired,
tends now to belittle his influence on
Paik. “I don’t believe in this business
of people influencing other people,” he
said recently. “Maybe Nam June's
meeting me made it possible for him to
go on and do the things he was going
to do sooner or later anyway, but only
because it was already in him to do
them. The fact is that he took my
ideas into areas where T would never
have gone.” In the pieces that Paik be-
gan to compose after 1958, there was
often an clement of vin]vm‘c, which
was entirely foreign to anything in
Cage. Paik, the timid student who
could not conceive of playing the piano

L ]

in public, now found it within his pow-
er to compose and perform a work
called "H-nmm;:gr a _]uhrl Cage,” in
which he caused an upright ]H‘.‘il‘l‘n to tip
over and fall on the stage with a crash,
(Stockhausen, watching from the front
row, leaped up and started to lifr it
back up again, until he was dissuaded
by Paik; they have been close friends
ever since.) In “One for Violin » Paik
stood facing the audience, hnl;iinw hy
llw. neck a violin with both h.':‘mla
which he raised slowly—sq slowly (h-|;
the movement was all byt il‘npcrtr:pt.{-
ble; when the violin was abave his
h}‘.’tfl, he would bring it down ({.,r:
tissimo ) on a table in front of him
smashing it to smithereens, He :
formed these and other pie
galleries around Cologne
atelier of Mary Bauermeister, 3 painter
friend, and later in museums i
cert halls in Oslo,

|H_"|"
ces in small
and in the

and con-
openhagen, and

Stm'khn]m. ]]:ifk :l]Sn per-
formed works by Cage and
others, and he was engr.
mously encouraged when a
German  music  critic
ferred to him in pring

Te-
as
“the world’s most famoys
bad pianist.”

In 1960, when Cage re-
turned to Europe for g
series of lectures and per-
formances, Paik was ready
with a new piece, entitled
“Erude for Pianoforte,”
L_'.l_\__ru recalls its first per=
formance vividly, “It is

hard to describe why lis
performances
rifying,” he said not long
Ago. “You get the F\'R‘lili;?
very clearly that anything
can ||.1]1]n-n. even ;1]1\:&1'1::1!-
” In

“Ltude for Pianoforte,”

50 ter-

ly dangerous things.
the “F
W i!l".l.‘ F] re 111] i' re was !‘ﬂ
Mary

dio,

Bauermeister’s stu-
Paik

l_‘hupin on the piano, broke

E]]:l\'t"i some
off, weeping, and got up
and threw himself upon the
of another, evis-
cerated piano that lay scat-
tered about the floor, then
!\i\ ked up a w ickedly ]ullg
pair of scissors and leaped
down to where (...,'l‘ﬂl.‘, the
pianist David Tudor, and
Karlheinz Stockhausen
were :s!"[linl__r, in the front
row. He removed Cage's
suit jacket and started to
slash away at his shirt with

innards

the scissors. Later, he ex-
plained that he had in-
tended to cut off the shirteail but when
he saw that Cage was not wearing an
undershirt he took pity on him and
decided instead to cut off his neckte at
}l“' knot. After doing so, he pnl.l.l'r.'ll a
bottle of shampoo over Cage’s head
and also over David Tudors. (As
S!*:L'kh.msrn edged nervously away,
Paik shouted, “Not for you!”) When
the bottle was empty and both Ci
'I.m‘[ Tudor were fully lathered, Paik
forced his way lI'm\n;;h the crowdet
room to the door and ran out. Every~
one sat as though stunned, Cage res
calls, for several minutes. Finally, the
telephone rang; it was Paik, calling ©
say that the concert was over.
Performances of this sort, with theif
"‘!‘-'i'r echoes of the Dadaist manifestds
uons of the nineteen-twenties, had
good deal in common with the events
"-lnf'il “happenings” which were going
onin New York about this same tmé
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in small galleries and artists’ lofts. The
“happenings” were in one sense an
uutgrn“.'[h of the pl'lu.'l.‘sq-nr‘iq:ntcd‘ ges-
tural Action painting of Jackson Pol-
lock and other artists of the New York
School, and the most prominent “hap-
peners” were visual artists, such as Claes
Oldenburg, Jim Dine, Red Grooms,
Robert Whitman, and Allan Kaprow
( who coined the term “hnppr.-ning" ).
It was generally acknowledged, how-
ever, that the first true “h‘:’tppt’ni]l;{“
had been a collaborative event organ-
ized by John Cage and Merce Cun-
ningham, the choreographer, at Black
Mountain College in 1952, and Cage’s
influence on the whole phenomenon
was strong and pervasive. A number
of young New York musicians, danc-
and artists, many of whom had
attended Cage’s classes in experimen-
tal music at the New School (so had
Kaprow himself), had also become in-
terested in doing performance picces
that could be described as Action music,
but they lacked the gallery facilivies of
the better-known artists and had a hard
time finding performance space. Then,
ill ]96', (_;Utll'gc ;\'!;l‘:[l“l”s t(]”k llp
their cause. Maciunas, a Lithuanian-
born graphic designer who seemed to
have a hand in any number of mon-
ions, was then a part
owner of a Madison Avenue art gallery
called the AG G:l”ul'_\, and early that
year he sponsored there a series of
about a dozen events by Dick Hig-
gins, Richard Maxfield, Jackson Mac
Low, La Monte Young, and other
friends of his, Maciunas and Mac Low
also took over the (ln'hig[! and pl‘i[ll]ln-:[
of a publication called “An Antholo-
gy,” edited by the composer La Monte
Young, which included “scripts” for
i |1;1ppl-||i11:._!"~t\ pe events by twenty-five
contributors; among them was Nam
June Paik, whose European perform-
ances .\1;|L'il|'|'|"i.‘; h.'l(] ]lL‘i(rd ;lhml(’.
When the AG Gallery folded, in
the summer of 1961, Maciunas went
to Europe with the idea of founding a
devated to what he consid-

ey-losing ope

prr'iru“ .
ered the rapidly changing directions
in all the arts. The ;\r_'l'im[it‘.'l] was ‘o
be called Fluxus (for work “in flux”),
but 1t never got off the g!'mind. In-
stead, M:
Fluxus

nized a series of
ind Europe—in
Wiesbaden, Copenhagen, Pars, Diis-
""M"l'i‘ Stockholm, Nicr, and Lon-
don—with a fluct
usually included George Brecht, Ben
Vautier, Tomas Stim\‘it, Bob Watts,
Emmete Williams, and various other

unas or

Festivals a

ing troupe that

unfettered spirits, who, along with
Paik, Dick Higgins, and his wife, Ali-
san Kni'\\']t'.‘. formed the core of the

Fluxus group. Fluxus events tended to
be more Dada in spirit than “happen-
ings,” which were primarily visual. La
Monte Young’s “Composition, 1960,
#77 called for a singer and an ac-
companist to sound the same two nates
(B and F sharp) continuously for one
hour. Wolf Vostell, a blond giant from
Cologne, did a piece in which he ham-
mered toys to pieces, tried to erase
pages of a magazine, broke light bulbs
against a piece of glass, and then threw
cake at the broken bulbs. Higgins'
“Danger Music No. 3" had Alison
Knowles shave Higgins' head and fling
political pamphlets at the audience, The
acsthetic behind all this was somewhat
elusive. George Brecht tried to explain
it at one point by stating that Fluxus
was against the exclusiveness and ¢lit-
ism of art. Anything can be art and
anyone can do it, Brecht wrote, and
“therefore, must be
simple, amusing, unpretentious, con-
cerned with insignificances, require no
skill or countless rehearsals, have no
commodity or institutional value.” It
could be said that Brecht was speaking
only for himself, inasmuch as the
Fluxus ])cnplc denied that LhL'_\' were
part of a movement, and even that they
had similar ideas and goals, but the
anti-art, neo-Dada bias of the mem-
bers was never in much doubt,

Paik’s performances differed from
those of the other Fluxus "Ja:up]r. n
that they were hardly ever boring, in-
tentionally or otherwise. Ewverything
that he did or 2
excruciating and highly theatrical in-

art-amusement

Stage was done with an

tensity, and there was often that sense
of physical danger which had fright-
ened Cage. Allan Kaprow described
Paik as a “cultural terrorist,” and Hf'__’-
gins went so far as to criticize his “joy

in the perverse.” Paik hammered nails
into pianos, or attacked them with a
carpenter’s plane. (“People have idea
that piano is very expensive, very sa-
cred,” he explained. “T was not think-
ing about destruction at all”) He
crawled underneath the instrument
and licked the dust from the pedals.
He also composed works that would
now qualify as Conceptual art,
-'llr(!ing a score for a 5_\'mphnn}' “to
last one million years,” and a long
series of correspondence events that in-
volved mailing pennies to people in
various parts of the world. His return
address at this point was the University
for Avant-Garde Hinduism, which he
had founded, and of which he was the
member. (“I like Hinduism,”
Paik once said. “Is not so restricted as
other ]ikL‘ SEX,
too.”) Most people had trouble un-
derstanding him. He spoke five lan-
guages besides Korean, all of them
badly. Something that nobody knew
was that he had a studio on the out-
skirts of Cologne, where he and an en-
gineer friend spent endless hours taking
apart and rewiring thirteen secondhand
black-and-white television sets.

in-

sale

religions, and they

ELEVISION pictures are pro-

duced by a flow of electrons mov-
ing in straight lines across the phosphor-
coated surface of a cathode-ray tube.
Paik and his friend interfered with
this flow of electrons in a variety of
ways. They altered the horizontal in-
put to make the image stretch laterally
across the screen. They used sound
waves to warp the image, and they re-
versed the black and white contrals to
make negative images. Odd, distorted
shapes floated unfixed through fields
of electronic static. Paik hooked up
one set to a microphone so that when
you talked into the mike the image
would jump around on the screen. It
was all quite complicated electronical-
ly—nothing as simple as the blurring
or tumbling effects that you get in-
advertently by fiddling with the hori-
zontal vertical controls. Paik
lL‘:l!‘ﬂl'lI television circuitry backward
and forward. “I sull did not comsider
myself a visual artist,” he has said of
that period. “But I knew there was
something to be done in television and
nobody else was doing it, so I said
why not make it my job?* If it had
not been for television, Paik said, he
might still be breaking up pianos.

Paik’s thirtecen doctored TV sets
were presented o the public in the
spring of 1963, at the Galerie Par-
nass, in Wuppertal. Nobody bought
one; Paik had suspended the head of a
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freshly slaughtered ox over the door to

the gallery, and that :tttl';u‘t_t‘d POLS
attention than the electronics. Soon
afterward, Paik closed his Cologne
studio and went back to Tokyo. He
wanted to experiment with mlt)‘r 1u.l =
vision, which was not available in Eu-
rope then. In Tokyo, he met a man
named Hideo Uchida—an electronics
wizard, who was interested in using
I'M radio to test for extrasensory per-
ception. Uchida intrn(iuu_-nl Paik to a
young Japanese electronics engineer,
Shuya Abe, and Abe soon be-
came Paik’s principal collabo-
rator. Together they inter-
fered with electron flows in
color sets, and Paik discov-
cred, to his delight, that it
was impossible to control the
results, because each set worked a
litle differently. A true disciple of
Cage, Paik did not want to make any-
thing that would be a mere reflection
of his own personality. What he was
after was indeterminacy—the image
created by chance—and he found that
the behavior of electrons in a color
television set was truly indeterminate.
Paik and Abe also built an electroni-
cally controlled bisexual six-foot robot
that walked, talked, moved its arms,
and excreted white beans. In his spare
moments, Paik tried to learn some-
thing about Oriental music and Ori-
ental religion, neither of which had
interested him at all until he mer Cage.
He spent three days in a Zen monastery
near Kamakura, where he was beaten
repeatedly by the head monk, “There
were twenty or thirty people there, all
sitting facing walls,” Paik recalls, “In
charge was monk with a lone stick.
We were not supposed to move, even
if 2 mosquito bit. Every so often, monk
would hit somebody with his stick,
usually me. Why me? It made big
noise but didn’t really hurt. Anyway,
that was slightly unhappy three days.”
Paik was planning to return o Ger-
many after his year in Tokvo, but
he decided to spend six months in
the United States first. America had
leld no interest for him before; he
had once been offered o scholarship ta
Dartmouth, but Germany seemed to
h."' the place for new music, and, be-
sides, as he put it, “T knew that Dart-
mouth was' not Yale.” Tn 1964,
though, he wanted o investigate what
had struck him, from afar, as the curi-
ous “ﬂm!u-ss” of American culture. He
arrived in Nuw York City in June,
and the noise and the summer hent
astonished him. “New York was as
”‘!“'h. as Diisseldorf,” he said, “and as
dirty as Paris,” He was met by Dick

Higgins, who took him to stay at the
Broadway Central (the hotel that eql.
lapsed in 1973 ), where the carpet in
his room was so filthy that he had to
cover it with newspapers before he
could 5I|:ep. Paik hated New York at
first. He hated the dirt, and he alsg
hated the glamour ."f the uptown ap
galleries and the spirit ‘.’f commerial-
ijsm that seemed to dominate the whole
art scene. Lven the New York artiss
seemed standoffish to him, “The key
to Fluxus was that artists were killing
individual egos,” Paik said re-
cently. “At least, that was how
I interpreted it. But in New
York artists have very big egos.
I was never really anti-art, but
I was anti-ego. Post-industrial
society will be a kind of egoles
society is what I think. Many people
now are giving up acquisitiveness in
terms of money and material comfort;
next stage is to give up acquisitiveness
in fame. Of course, Fluxus people, in-
cluding myself, are vain and do have
ego, I know that. Is very, very hard.”
Within two months of his arrival,
Paik made his presence felt in a typical-
ly disturbing fashion. As the center-
picce of a festival of avant-garde music
at Judson Hall the festival’s organizer,
a twenty-four-year-old cellist named
Charlotte Moorman, had scheduled
five performances of Karlheinz Stock-
hausen’s “Originale”—a theatre event
in which Paik had appeared promi-
nently when it was done in Europe.
Stockhausen had told Miss Moorman
that she could do the piece only on the
condition that Nam June Paik’s part
was played by Nam June Paik, and
Miss Moorman, who had never heard
of Paik and was told he was in Eu-
Tape, was wondering how to reach
him there when Paik called her. He
had arrived a few days before, had
heard about the production, and would
be happy to re-create his role and assist
in the rehearsals. Paik’s role consisted
of covering his head with shaving
cream and rice, slowly unrolling long
Chinese scroll, plunging his head int@
A pail of water, screaming, and play-
Ing the piano; for the New York pro-
duction he added his electronic robof
}"hich had come over with him from
I'okyo, and which walked about t}'l‘
stage, waving its left arm, twirling 18
left breast, and playing a tape recording
of President John F, Kennedy's 1961
Inaugural Address, On the fourth
night, just as Paik was starting b8
performance, three well-dressed young
men rose from the front row of the
tudience, came up onstage, h;m.ﬁlt.'l.lffc
Patik 1o a metal scaffolding there, an
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then disappeared out the back of qfe
set. The audience thought that it wys
part of the performance. Paik made
plaintive sounds, and Miss Moormap,
terrified, called the police. Told by
their producer that they were break-
ing a number of municipal ordinances
 for one thing, the cast included a live
chimpanzee without a leash ), she called
the police station back to tell the police
not to bother coming, but they were
already on their way. They arrived
a few minutes later, freed Paik, found
the perpetrators, whom nobody in the
cast had ever seen before, and asked
whether Paik wanted to press ‘_'il.'u'_-_gl-&,
Paik said no. A good many people in
l]'lk' ;]lillil_'l]L'l' Ti‘“l]_’_{]][ [h:]T :l” r?lf‘\ was
|:\|'n]'l:;|=|\ part of the show, too.

The meeting between Paik and Mis
Moorman was auspicious for bath
parties. Although they have never been
romantically involved with one anoth-
er—Miss Moorman is happily married,
and Paik now lives with a prety
Japanese video artist named Shigeko
Kubota—virtually all of Paik’s per-
formance pieces since 1964 have been
written for Miss Moorman, whose in-
defatigable dedication to his work and
to the work of other advanced com-
posers once led Edgard Varése to refer
to her as “the _f:'.‘tnrk' d’Arc of New
Music.” In her service to the new,
Miss Moorman has travelled rather a
long distance from her musical origins,
in Little }(nfk‘ Arkansas, where she

‘gan studying the cello at the age of
ten. She took her bachelor’s degree in
music at Centenary College, in Shreve-
port; went on to get her n];{n‘.h:!"i at
the L-Iﬂ-\'('l'ﬁill\ of 'rr\n_ﬁ-' and prnl\'l’ll‘
ed to Juilliard, in New York, where
she studied with Leonard Rose. She
spent the ]-rcn-dil‘lg summer at [van
Galamian’s Meadowmount School of
Music, near Elizabethtown, New York,
considered the best in the world for
string players, After she left Juilliard,
she became a regular member of the
American Symphony Orchestra, under
Leopold Stokowski, and also of the
Boccherini Players, a chamhber-music

group. To gain concert experiencs
'\]_i“'“ Moorman performed as a solost
with any number of lesser 5Y |‘nllh|llli\,’
groups, and in 1961, during one such
concert, in darkest New Jersey, while
Miss Moorman W.l:\l‘&']’fllr.lni:ﬂg the Ka-
halevsky Cello Concerto for the thirty-
fifth time in public, she caught herself
wondering whether she had locked the
door to her apartment and turned off
.”“- gas stove, This led her to wonder,
i turn, whether a career in traditiona!
Music was precisely what she wanted
About this time, Miss Moorman and
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Yoko Ono, who had just left Sara}y

& Y, Lawrence CU”&':__{L'. moved ]'11!” an

DIANE . apartment together on West End Ave-
nue. Both of them had recently beey

WITH A . separated from their first husbands—iy
Miss Moorman’s case, a double-hass

. player whao had been her L'u”ugu SWeet-
heart in Texas, Yoko Ono was the

T daughter of a wealthy Tokyo banking
i ' family. She and her estranged husband,

The Diane, Von Furstenberg_ ; a Japanese music student named Tosh
Making this summer’s uniform Je Ichivanagi, had been thoroughly in-
the little knit tank you'll volved with the musical avant-garde in
slip over your hair, then Rk New York, and it was not long before
feel the delicious surprise g II Miss Moorman found herself |1|:(t|l11iu-:r
of yards and yards of twirl. 4 ‘41 thoroughly involved with it, too. A year
Close at the top, then J before, Miss Moorman had managed
curving out. White pebbly R to arrange for the Town Hall début of
print on black or /N g the young Japanese violinist Kenji Ko-
green cotton/rayon. 0 ] hayashi, a friend of Yoko’s; she had
6-14. 980!1 Americana 3 Sl ) done this by persuading an impresario
Dresses, third floor, ; A ) named Norman Seaman to sponsor the

Fifth Avenue, branches. | R cvent and then going around to Isamu
: / b \ _\'n_t___[llfh!' and other well-known _l:\i.\:l-

( . \ nese Americans and persuading them
, X to put up the money. In the fall of
¢ U ! Rty : \ 1961, Miss Moorman got Seaman to

sponsor a rather different sort of con-

361 Fifth Avenue L ' 3 b cert, by Yoko and her friends—a

group of musicians, poets, and dancers
Mail or phone (212) MU 9:7000 P that included La Monte Ymmg. P!rII;[[I
Corner, Joseph Byrd, Jackson Mac
Low, Yvonne Rainer, Jonas Mekas,
Ay-0, and George Brecht. Seated on a
toilet on the stage at Carnegie Recital
Hall that evening, with her back to

IDNGINES: he audience, and making “non-cello

SO n her cello, as the score indi-
Because you'll never be satisfied | imiriaia:
% : 4 to wonder ‘.\'hﬁh.vr her long 11111'5.1(-1]
with anything less. cducation was being properly applic

But she felt that the event was inter-

esting somehow, and she did not think
about the gas stove while she was per-
forming. She went on to perform in
other avant-garde events, and then, in
1963, without realizing what she was

getung into, she put her formidable

and persuasiveness to work or-
iZing a one-week festival of new
music, which the steely-nerved Nor-

man Seaman again agreed to sponsor,
at _[ln]\nn Hall, -1‘]11'.\.\\'-1" the start o
what has ever since been an annua
New York event.

The 1963 festival was all music
or what was so described in avant:
:;:.u'd" circles—hy Cage, La Monte
Young, Morton Feldman, Frederk
Rzewski, and others. The dividing line
between music and other forms was
undey heavy assault, however, and
when Miss Moorman put the second
festival together, in August and Sep-
tember of .lﬁi.J“_ she was only too hap-

Three from the Serge Manzon Collection. All Solid Silver. Genuine b

rown elen I ade O % ]
Buckie $395, Clasp Case $250, Cublst $350, Avallable af authorize ‘|'.'-,’.‘.",-"..',"‘-'," aps Py to broaden its scope. Stockhausen
! INes-wWiltng 3 L Kok 1 . bat
’ . Originale,” the main feature of thi
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A e e S T ) ik | capivs  was more  “happening” thap
music, and the annual avant-garde
festival has since become a catchall, ac-
| commodating just about every far-ou
! activity that anyone involved can think
watcrford P]alds up. Some iu_anL fil.] that \Ilﬁ'\ \1||ur.
man has found her true vocation as the
A suit of many facets. organizer of these events. According
Clarity of color with a 1.,1,1"‘, who usually vows not to take
play of light plaids. The part in the festival but then succumbs
clean-cut shaping of rl» Miss Moorman’s relentless urging,
i e et
3 (?umbc:rland model. The § | pride in the festival, but she beliees
; linen-like look of the weave o | that her work as Paik’s leading inter- A
—actually a blend of y | preter is of equal importance.
polyester and finespun 3 Paik made Miss Moorman a star, in &1
§ wool. Cool and light as 4 a sense, and she made possible a long-
A an Irish mist. postponed desire of Paik’s—to bring sex
to music. “Sex has been a main theme h‘
in art and literature,” Paik said not
‘@ long ago. “Why not in music? Why
should music be fifty years behind? Son
GRAHAM & GUNN, LTD.* In Cologne, I had idea for a concert big and
where ‘Moonlight” Sonata is played by the tacid
woman nude. I thought it would be The
: very tw;umtul‘m do this in bmn:m:\'. signers |
F pIER | But I couldn’t find anyone to do it Sarde|
| Piano players are very middle-class, it Withia b
Graham & Gunn suits $165 1o $275, sport coats §135 10 $225 at these and ather fing stores: ABRAXAS, seems. In my “Em‘lll‘ oK ]’1:|unf:!l‘t(',‘[ squecza
Chicsgo ® CAPPER & CAPPER. Chicago. Detroit ¢ THE VOYAGER, Midlind ® JACK HENRY, wanted to have girl who would take one by
Kansas City ® F. R. TRIPLER, New York ¢ PEER GORDON, LTD., Cleveland ® LITTLER, Seattlc. : S A :
iors wan seraces i X | off many pairs of panties. T even tried becartie
NP & Lo get prostitutes, but none of them The
would :|!_'r1:r,"' Miss Maorman had ent. It
some difficulty at first with Paik’s ideas, the insic
: but she got over it. Soon after their famous
e meeting, he composed his “Cello Sona- the 504
Unmlslakdhlv-- A o, | fay Adules Ouly, il had alry
Moorman performed at the New tire insit
t _ School in January of 1965. In this
0 Ilb (-)I~l : work, Miss Moorman, a rather small
girl with a full figure and a totally O
@Murph\f serious manner of performing, starts passeng
. T out fully gowned and plays a few how mu
: measures of the Prelude to B1Ch5 ride in
The ultimate in style and 3 Third Cello Suite; she stops, Temoves well as
comfort for Spring. an article of Linlhlng and resumes offers p
J&M's Marshall slip-oi Tk e, S el )
dlse, and continues alternately playing 1 size ca
of lu‘"‘_},‘fmu”l"' soft and removing until she is down to smaller
glove leather. nothing at all, Paik’s next composition car.)
In dark brown for her was “Variations on a Theme by In
or black. Saint-Saéns,” which had its premiére at ! headro
the third avant-garde festival. In this than yo
$52;¢50- oane \[I\\ ‘\Iu‘" man }1]1‘.; the first h'llf cxcepl_
of "mm Saéns’s “The Swan,” gets up | only ciy
4 and submerges herself in an ofl drum roon i
: filled with water, then returns dripping perial.
r Wet to finish the piece. Sometimes she | An
Y performs the “Variations” in an eve luxury
t ning gown, and sometimes she wears ffca_“ B
- nathing but a covering of clear pk 1stic. Just ai
Miss Moorman said rutnlf\. that she
enjoys per forming this pln.u, because
Juhraton & Murphy, A Divisan of Gengsco (6% The Apjirel Gifipany, NashyilleTennuse she is a 'ﬁmT}m; and her sign is water:
Paik says she invariably plays much hets
ter after her immersion, Both Paik and
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Miss Moorman claim that the piece is
not meant to secem comic, although
Paik, who laughs a lot, is inclined ro
laugh when discussing it. “In Korea,
being artist is bad enough,” Paik has
said. “T'o be comedian is even worse.”

Paik and Miss Moorman took their
vepertoire abroad in the summer of
1965, and presented it to variously ap-
preciative audiences in Revkjavik, Par-
15, Cn]ugm'. Frankfurt, Aachen, Ber-
lin, and Florence. The excitable Flor-
entines rioted when Miss Moorman
made her entrance in clear plastic, and
the police had to be called to restore or-
der. At the Galerie P.l]'ll'_l‘-.\" in \\'up-
pertal, scene of his pioneer 1963 video
show, Paik and Miss Moorman teamed
with Joseph Beuys, Bazon Brock,
Tomas Schmit, and other European
artists in a marathon event called “24
Stunden,” which lasted twenty-four
hours, In Berlin, they came close to he-
ing arrested for performing  Paik’s
“Robot Opera” in front of the Bran-
denburg Gate, In the opera, Miss
Moorman sits on the back of a crouch-
ing artist (any artist will do) and plays
the cello while another artist lies on the
ground at her feet with the cello’s fer-
rule held in his mouth and Paik’s robot
marches to and fro. The armed guards
near the Berlin Wall had not been
warned ahead of time, and rifles were
cocked in nervous anticipation. Miss
Moorman also performed waorks by
Cage and by Yoke Ono (one of the
crowd-pleasers was Yoko Ono’s “Cut
Piece,” in which mem-
bers of the audience are
invited to come up and
cut sections out of Miss
Moorman’s dress with a
pair of scissors ), and she
and Paik took part in
variety of events in and
around Cologne. The
tour was a great suc-
cess, from their point of
view. “The Germans
love Charlotte,” Paik said afterward.
“They think she is what American girl
ought to be.”

Paik and Miss Moorman returned to
New York in time for Miss Moormin
to put together the 1965 annual Fes-
tival of the Avant-Garde, which was
Also the last to be held in Judson Hall.
The management there hecame upset
over Allan  Kaprow’s “Push-Pull”
event, which enjoined the audience to
go out and search in trash bins and va-
cant lots for discarded objects with
which to furnish two empty rooms on-=
stage. Once again the police appeared,
largely out of curiosity to see what was
going on, but the Judson Hall manage-
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ment did not get into the spirit of the
thing.

HEN Paik was not composing or

performing, he invoked the muse
of TV. He had hrnught over from
Tokyo a number of large secondhand
television sets, with which he experi-
mented continually at a studio he had
settled inta, on Canal Street, Visitors to
the studio, over whose entrance Dick
Higgins had posted a sign reading “I
Am Nor VEry Eroguent,” had to
crawl over and through a maze of ex-
posed clectrical wires, tubes, and dis-
continuous circuitry to find Paik. At
home, he usually had on a pair of rub-
ber boots, which were suppnscll to pre-
vent his electrocution. He had also tak-
en to wearing a woollen scarf around
his middle, even in warm weather, to
ward off stomach pains that several
doctors had been unable to diagnose.
There was no furniture to speak of.
Three old R.C. A. black-and-white sets,
pushed together and covered with a
mattress, served as his bed. Paik had
found that he could get magnificent
distortions of TV pictures by using
magnets and degaussing coils (devices
emploved in the earliest TV sets to
correct for natural magnetic distor-
tion). “Every night, ten million peo-
ple were watching the same Johnny
Carson,” he recalls. “Only I was watch-
ing a differeng one.” He experiment-
ed with video feedback, in which the
camera is pointed at the receiver pick-
ing up that camera’s
signal and goes slight-
ly crazy, producing un-
predictable and more or
less uncontrollable im-
agery. In 1966, he dis-
covered the “dancing-
wave pattern,” a grace-
ful, wavelike, looping
image produced on a
color TV screen by
modulating three audio
input signals. Paik’s electrical engineer-
ing was not exactly clrg:lm, but it
scemed to work. Many of his connec-
tions were achieved with Scotch Tape.
“For me,” he once said, “Scotch Tape
is tao.”

Paik’s television experiments did not
pass unnoticed. He had exhibited his
manipulated TVs at the New Schoeol
in January of 1965—along with his
“Sonata for Adults Only” and other
works. One critic said the TVs re-
minded him of upset stomachs in com-
mercials, but others were more im-
pressed. Porter McCray, the director
of the Asian Cultural Program of the
JDR 3rd Fund, was impressed enough
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to recommend a  six-thousand-dollar
grant o further Paik’s television ey
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Showrooms: New York, Boston, Ph |1‘|del11hi«.W.Jshingmh,Mmml. perform ed that summer at Lincoln
Chicago, Grand Rapids. Dallas and San Francisco. Center. In the fall of 1965, the Galeria

Mo so eth. i i " = || Bonino, on Fifty-seventh Street, gave
lla. m Ins a llttlc blt dl 'crcnt Paik a one-man show, largely on the
bett recommendation of his Cologne friend

‘m“_ s &= .\Ik.-nr'_\ Bauermeister, who was then liv-

ing in New York. The roomful of doc-
tored TVs drew exceptionally large
crowds for three weeks; it also drew
a relatively kindly review by the Times
art critic, John Canaday, who said the
show “has unquestioned fascination and
a probable potential for expansion.”’

A month before the Bonino show,
moreover, Paik personally ushered in
the new era of alternative, or under-
ground, TV. As early as 1961, in

Cologne, he had spent a good deal of It

time and money trying to construct a C)‘

portable, lightweight television camera

and videotape recorder, but without your
seas

success. “I was very naive,” Paik re-
calls. “I thought the first man to own

videotape recorder could become best the

painter of the age.” In Tokyo two fore

% . . 3 & || vears later, he had learned that Sony tain
Send £1 foryour 63 page cotalog M wias l]‘_.‘.t.]“]“'“g j“-'“ the sort of L'q“ip' TL
ment he had in mind. He had kept bacl

himself posted on all the latest industry ofhe

advances, and the day Sony’s first echc

reasonably portable video camera-re- thec

corder reached the Liberty Music Ye

hf‘:-p: in New York—it was October 4, blas

1965—Paik bought it, using the un- upy

spent portion of the grant from the
JDR 3rd Fund. Within moments, he
hl"”! begun videotaping Pope Pauls ar-
rival at St. Patrick’s Cathedral, and 2
number of other scenes around town,
which he showed that same evening t©
a regular Monday-night gathering of
vangua rd artists and filmmakers at the
Café 2 Go-Go, in Greenwich Village.

. Paik was feeling a lot better about
'-\‘L'I“' Yo The exclusiveness of the
artists, which had bothered him so
much at first, he now saw as i neces-
sary defense against the “information
overload” to which everyone was con-
stantly subjected. “I l,g;g;l|1 to under-
.‘»l-'l.lld New York from the New York
S of view, and I felt more at home.
I.“ funn_\—-\'uming to Istanbul onee
trom Germany, I say to myself, ‘Ah,
beginning of Asin.” And then when |
go back to Tokyo in 1963 1 say, ‘B
fﬁlnck,l‘h“:m':h:&%ili?:lnctoo:wg?;;:::r?ﬁmE push button opening. I_‘“gmi'h‘g of America.” That kimi' ‘:t
37 or 5 widths, 7 fashionable colors, deﬂ;xzﬂolw?'.ul!raslim chaotic energy—you  know?” Paik’s
From $60.00. Ventura, Long Island City, N.Y.?lqlclg;"me ihterior. | 0wn cnergy was unflagging, He oured b

ﬁhﬂuﬁ l'-'"‘”pr again with Miss Moorman in

€
1966, and they performed a g,mduiu
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version of the Saint-Saéns piece in Viey.
ice, with Miss Moorman dm‘clllling
into the Grand Canal and subsequently
being rushed to the hospital for g py.
plml':l shot, which they had Rmm‘h‘-,'“-
overlooked. Paik helped out faithfully
with ;;” aspects of most of the _\'l'.'!r“'
_-u'.'mL-i_:.'ll'dc festivals—the 1966 fg-s[i-
val took place in Central Park, and
subsequent sites have included a Staten
Island ferryboat, the 69th Regiment
,-\rmnr‘\. Gr‘;i|1|| L‘rntl';ll ’[‘('rmin:l]‘
and, most recently, Shea Stadium, In
1967, he figured prominently in two
jmpm‘l.‘lnt group shows of kinetic-and-
light art at the Howard Wise Gallery.
If not yet wholly egoless, he was al-
ways \'..'1'“1'11':{ to assist others and to
participate in group efforts.

The only time anyone has ever seen
Paik seriously depressed was in Febru-
ary of 1967, when the police stopped
the performance of his new “Opera
Sextronique.” Paik had been a litde
nervous about doing this piece in New
York. He and Miss Moorman had per-
formed it without incident in Aachen
the preceding July, and then in Janu-
ary at the }’hﬂ:ulul[\]]i:: L‘n]l;—gc of Art,
but New York was at that time in
the grip of one of its rare public-
morality seizures, and the police were
abnormally alert to vice. “()p\'r:l Sex-
I='1I!'|t'trur" has four “:ll'i;ls,“ or acts.
In the Til'-\r‘ Miss .\]n:u'm.‘\n, wear-
ing a bikini consisting of small elec-
tric light bulbs, plays the cello on
a darkened stage; in the second, she

Wears i '[l!PIq_'_. L-\'cning gown, p]:l.\'s
the cello, and puts on and takes off a
suceession of grotesque masks; the third
aria has her nude from the waist down
and clothed in a football uniform and
helmet above; in the fourth, she s to-
tally nude, playing, in lieu of her cello,
a large, upright aerial bomb. The New
York performance, at the Film-Mak-
er’s Cinémathéque, on West Forty-
first Street, was interrupted by a police
squadron at the end of the second
(topless) aria, and Miss Moorman and
Paik were carted off to jail. Miss
Moorman retains a vivid memory of
Paik siltil‘lg for his pnliu’ pln:lugﬁl[‘h
with a number hung around his neck
and saying mournfully, “Oh, Char=
lotte, T never think it come to this.”
Later that night, in jail, Paik res
members, he felt very calm—"like the
last scene in Stendhal’s ‘Rouge ©f
Noir,” when Julien Sorel is so much af
peace,” he says. “I thought that when
I gor kicked out of United States
would be hero in Germany. 1 was hap-
py things were ending here—all this
complicated life. Well, we were re=

leased on parole next day, and a gu¥
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called from San Francisco offering ug
five thousand dollars to do our *act’ jn
a night club. We had many offers like
that.” They accepted none of the of-
fers, and Paik was hard pressed to raise
money for their defense. His lawyer
was Ernst Rosenberger, who had r;:I‘-
resented Lenny Bruce and other prom-
inent |n-rfm'r‘m'l'ﬁ. When the case came
to court, in April of 1967, Rosenberger
had no difficulty persuading the court
that under no law could a composer of
music be arrested for obscenity, but
Miss Moorman was less fortunate. Al-
though the flower of New York's
avant-garde came to testify on her be-
half—and in spite of the fact that nudity
was rapidly becoming the obligatory
scene in the New York theatre—she
was convicted on a charge of indecent
exposure and given a suspended sen-
tence.

The conviction, according to Miss
Moorman, caused her grandmother in
Little Rock to suffer a heart attack,
and ended her own career with the
American Symphony and as a musician
for TV commercials, which had until
then been her main means of support.
Lucrative offers to repeat the “act” in
Las Vegas and elsewhere only made
her fcr] worse .'li'mul it ;11]. P:!Ek, oo,
was at a low ebb. He had been receiv-
ing small amounts of money from his
family in Tokyo, but now they ceased
to arrive; the family, he says, “had just
lost another fortune.” He owed a rath-
er large bill to Consolidated Edison,
which he couldn’t pay, and he was
having visa problems. It was with some
relief, then, that he accepted a post as
artist-in-residence at the State Uni=
versity of New York at Stony Brook,
Lmlg Island. Allan Kaprow, who was
trying to establish a sort of avant-garde
institute at Stony Brook with funds
from the Rockefeller Foundation, had
been instrumental in getting the assist-
ant director of the Foundation’s arts
program, Howard Klein, to visit Paik’s
studio, and Klein and his boss, Norman
Lloyd, had subsequently arranged #
one-year appointment to Stony Brook
for Paik. Nobody bothered him there,
s0 he spent his time do ing video experi=
ments and writing a long report on the
uses of television in the “instant global
university” of the future, One of his
recommendations was that television
stop  being  exclusively nationalstic.
‘_'\'nu simply cannot escape Camus oF
Sartre in a bookstore,” he wrote, “But
do you remember secing a production
of French TV recently?” Paik has fol-
!"“‘."'d his own advice—his recent

Global Groove”  contains  excerpts
from French, German, Japanese, Aus-
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trian, and African TV—and he feels
strongly that if we were to see more
examples of Asian TV we might not
misunderstand the Asian mind as dis-
astrously as we have done in the past.
Paik’s report went unnoticed at Stony
Brook, but it has been reprinted many
times since he left there, and is looked
upon within the alternative-video move-
ment as a prophetic document.

The Rockefeller Foundation (which
has no connection with the JDR 3rd
Fund) has shown a surprising interest
in experimental TV, While its grants
to. public television have been small
compared to the Ford Foundation’s,
Rockefeller Foundation money sup-
ports the experimental workshops at
San Francisco’s KQED, Boston’s
WGBH, and New York’s \WWNET, all
three of which cater primarily to artists
working in video. From the artists’
point of view, the best of these work-
shops has been the one at WWGBH,
largely because of a young producer-
director there named Fred Barazyk. As
Barzyk saw it television had begun to
develop its unique properties in onc
field only—the spot-commercial mes-
sage, which compresses huge quantities
of informaton into a few seconds; in
its  reg programming, TV
stll imitating the motion picture. In
1964, Barzyk was able to persuade the
management at WGBH to let him
play around with his own and other
people’s ideas for opening things up a
bit, and one of the early results was
“What’s Happening, Mr. Silver?”—a
youth-oriented, technically innovative
weekly program whose host, a British-
born and unpredictable man named
David Silver, once conducted an on-
camera interview with a young woman
while they both reclined on a large bed.
The fast cuts and visual juxtapositions
in “What's Happening, Mr. Silver?”
reminded some viewers of the vintage
output of the late Ernie Kovacs, who
is now considered a sort of pioncer
in the effort to shake video loose from
its moorings in cinema. Barzyk wanted
to go a lot further along these lines,
and in 1968, when the recently estab-
lished Public Broadcast Laboratory
{sect up by the Ford Foundation to
improve the level of noncommercial-
television programming ) asked him to
work with a sclected group of artists,
cach of whom would be invited to
come and make videotapes in the
WGBH studio, he readily agreed. This
project led, in 1969, to a one-hour
program called “The Medium Is the
Medium,” the frst national showing
of video art on the home sereen, with
contributions by Aldo  “Tambellini,

was

67

The proud Basque peasant wears ashoe

that’sasrugged as the countryhelivesin.

Now Clarks brings this shoe to America,

formen and women. It’s so tough we call it
the Rhino.

e Clarks’ Rhino is an ineredibly tough-skinned
| canvas boot—almost as strong and sturdy as
the hardy Basques themselves,

They must wear tough shoes like the Rhino,
since they wrest their living from
someof the  Tmge
most difficult ter- 2%
rain in Europe—the
jagged, primitive Western
Pyrenees that are criss-crossed
with narrow defiles and high foot-
& paths. So, the Basques must scale steep
trails that often wind high beyond where even
their sure-footed burros can go.

el : ! J For a country like this, the Rhino is perfect.
Its heavy two-ply canvas is welded to thick, vulcanized rubber soles that have
treads as deep as a truck tire's,

If Rhinos can cling to the stone paths of the Pyrenees, they can hold their
ground anywhere.

v ‘ Incidentally, since the peaks of the Pyrenees catch every storm

from the North, they ave often drenched with moisture.

So a day spent climbing there would usually mean wet feet,
except that the Rhino has a removable inner sole of natural
hemp which, when wet, the Basques take
out and dry over their campfires.
You could do the same, with
vour Rhinos.

You can wear
your Rhinos any- -
where, To town, Lo school, to work.

You can even wear them out to the harn—

OF ENGLAND

which may be the only way you can wear  Made by skilled hands the world over.

them out.

[NTRO]ﬁG CLARKS

Clarks Rhino, available in Basque brown, blue denim and navy blue. Rugged low
and high cut styles, an exceplional value at about $25.00. For the store nearest you
write to Clarks, Box 161, FDR Station, N.Y., N.Y. 10022, Dept. RE
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Thomas Tadlock, Allan Kaprow,
James Seawright, Otto Piene, and
Paik. Paik’s segment, the i‘un(lu:iilng
one on the program, lasted seven min-
utes and was called “Electronic Opera
No. 1.” While an offscreen pianist
played Becthoven’s “Moonlight” So-
nata and an offscreen Paik periodical-
ly advised viewers to close one eye or
both eyes (“This is audience-partici-
pation T'V?), the screen showed dou-
ble and triple images of a nude go-go
girl, President Nixon’s face stretching
puttylike as he talked about “the bril-
liant manager of my campaign for the
Presidency,” three hirsute hippies mug-
ging for the camera, and the dancing-
wave pattern looping and rolling and
changing color. At the end, Paik’s
laconic voice was again heard, telling
the viewers, “Please follow instruc-
tions. Turn off your television set.”
The people at WGBH were a litile
surprised by the go-go dancer, but ev-
1¢e there was delighted with Paik.
Barzyk, of course, was naturally sym-
pathetic to Paik’s ideas about “low-fi-
delity ‘TV”: instead of trying always
to reproduce images as accurately as
possible, Paik said, one could also work
to produce original TV images that no-
body had ever seen before. Barzyk
and Michael Rice, the station’s vice-
president and program manager, were
eager to have Pak return and work at
the studio, so when Paik went to them
AMN .il’i\'i'\&.‘l]'d .Il1l1 '_\hl.l! he !!C('{I\'l[ ten

thousand dallars to build a videosyn-
thesizer Barzyk and his associates got
it for him. Nobody- Bar-
2vk—understood clearly what it was
that Paik had in mind. Paik wanted to
make 2 that would let him
create TV images directly—without
involving hordes of technicians and
batteries of costly equipment, He had
drawn up a rough proposal that un-
folded to a length of about fifteen feet,
but it made litele sense to the WGBH
engineers. “Nobody could really tell
whether the thing would work n-r not,
partly because nobody really under-
stood Paik’s |".11;_:|I'5h very well then,”
Barzyk recalls. “But Nam June breeds
a certain kind of energy and strength.
You just can’t deny Nam June,” i
Paik spent the next year at the
WGBH studios, in Cambridge, work-
ing with Shuya Abe, whom he had
managed to bring to this country. Paik
gives Abe full credit for the engineer-
ing of the Paik-Abe videosynthesizer:
“Without him I could never have done
it.” It was, and is, a somewhat ram-
shackle mec

not even

machine

amism  (“Is sloppy ma-
ine. like ¥ Pad 1 4 1

chine, like me,” Paik explains ), which

is continually being added to and im-

Exclusively ours. Pure long

LY staple cotton in medium blue
candy stripe. Collar and French cuffs of
lustrous white broadcloth. Single needle
stitching, Hand cut, hand ironed, hand
folded. The way great shirts used to be
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Our motif tie in navy blue with red/white
money bags 3%'or 4" wide of silky poly-
ester, prudently priced at $7.50. Write
for free color brochure of clothing and
turnishings for the “natural shoulder man”
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You'll enjoy every course
at The Cloister.
Gracious amenities make for mem-
orable, ever-enchanting holidays at
The Cloister. Our large staff attends
your every need., The superb din-
ing is always full-course. You'll
enjoy as well 56 distinctive holes
of golf, 14 perfectly-kept tennis
courts, skeet, riding, beach club,
dancing to our orchestra, 5 miles of
matchless beach. Write or call The

Cloister, Sea Island, Ga. 31561
(912-638-3611).0ut state call

)

toll free 800-841-3223.

Alro luxnrions island hawes for rental

proved by Paik and others. (Paik and
Abe have made five models all told,
one of which is at WNET’s Studio 40,
in New York.) What it does is to take
the images relayed by black k-and-white
or color video cameras, sound-sign: al
generators, and other
and convert them into an infinite 1
ber of color patterns and configura-
tions. It is manually operated by means
nf a console with knobs, switches, and
als to control the various inputs and
the changes that take place in the r
sulting images. With practice, one can
often ]\l'l\tllu‘r the pi ‘ticular
configurations

SOUTCES

num-

video

images  and
one wants, but it is also pos-

sible to let the machine gen-

erate images randomly, and

Paik, who prefers process to

results, and who likes to be
surprised, is usually inclined o let it
take that course. The videosynthesizer
can be used by itself to ereate live pro-
gramming or videotapes, and it can
also be
corded
measureless to man.

Actually, the Paik-Abe vide

sizer 15 not the only one

or even necessarily the first—>Stephen
Beck, in California, and Eric Siegel, in
New York, each made a similar device
but the Paik-
Abe model was the first to be used far
broadecast television. In the summer of
1970, Pak used it to produce a four-
hour |I\ ¢ show far \\(:B“ \'.l”&'l]
“Video Commune,”  whose sound
track was the entire recorded awgre of
IEIL ];L |T|l\ |”|[ |'|'”|”(|\ Wias
prov ided h\ P I1]\ I)'I\|l{ \T_\\nrni. [Ih!l
studio associates, and a large number of

used to transmogrify
material in that are

|'I!'L'|'\"

wavs

at about the same time

whose

perfect strangers whom Paik invited in
off the street to play with the controls
or to have their
stretched on camera,
was broadcast over the

features melted or
The program
UHF band,
rather than the stronger VHF hand,
and at one point the visual pyrotechnics
succeeded in blowing out a transmit-

Viewer response w the program
was so favorable that WGBH repeated
it in an edited, one-hour version, as a
New Year's Eve present o its view-
ers—fortunately, without insult 1o the
transmitters.

HE video-art movement was

visibly gathering steam by 1970
Dozens of artists had started to work
in the medium, several universitics had
established courses in video, and art
galleries and museums were duly tak-
ing notice. Howard Wise, the dealer,
wheose interest was shifting from kinet-

ic~ani- llghl art to art by video, had put

on an extremely influential group show
in the spring of 1969 called TV as
4 Creative Medium, with works by
welve artists. Paik’s main contribution
to this show was “TV Bra for Living
Sculpture,” a contraption consisting of
two three=inch television sets that were
worn in lieu of upper clothing by the
[I;mnnlrr'-r‘- Miss Moorman and were
wired to Miss Moorman’s cello so that
her playing gcnumtul images on the
tiny screens. Paik announced that this
was an attempt on his part to “hu-
clectronics.”” Miss Moorman,
who believes that it is Paik’s
greatest work, said recently
that when she }!L‘r‘fnl'ms fll
the TV Bra it is “a
great ff-c.!t;ng—sn pure and
romantic.

The following year, Paik
and Miss Moorman demonstrated the
TV Bra and Paik displayed other
works, old and new, at the Vision and
Television exhibition at the Rose Art
Museum of Brandeis University—an
exhibition that heavily attended
by students and dogs. “Television op-
crates on a very high sound cycle, and
that eycle is very attractive to dogs,”
Paik explained afterward. “We had
nr.if‘f\ a hlmdt'cd .l'\'r sets in the mu-
seum, and every morning many, many
On the last day of

manize

gru;tl‘

e

Wias

dogs would come.”
the Brandeis show, a representative of
the New York State Council on the
Arts dropped in and ed Russell
Connor, the museum’s assistant direc-
tor and the man responsible for the ex-
hibition, to come to New York for an
illl&'l'\.'i\'\\, which led to Connor’s be-
coming the State Council’s expert on
grants to television artists, Paik sensed
that this was a turning point in the de-
velopment of video art, The following
September, he went to spend the year
at the California Institute of the Arts,
teaching video techniques in a program
run by his old friend Allan Kaprow
(who had given up the East Coast fnl’
the West); somewhat to Kaprow’s
distress, Paik decided to leave Cal Arts
at the end of the spring semester and
return to New York, “I say o Allan,
‘Look, every artist has once in their
hife ilu'lr time. You had your time with
"|u||1]1::niugs_" Next \I-l-;“- is  wvideo
time—I hiave to be in New York.”’
As it turned out, Paik divided his
tme in 1971 between New York and
Boston. Soon after his four-hour “Vid-
co Commune” show at WGBH, he
and seven ather artists had been com-
missioned by the Boston Symphony to
!"_"'\'iill visual ;n'mm|=.'|||i1.m-m for &
IV program of symphonic highlighl!‘--
Ohnge Paik’s sequence came Jast




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

_ Collection: | Series.Folder:
The Museum of Modern Art Archives, NY Silverman Fluxus ArchWESL .9493

MAY 5,975 THE !

T4
. : _- on .giu program, ‘.'Illti nfﬂ-rﬁF A fairly LIL‘I'_v" I
\'1\'Itl_ contrast with !I'll. lyrical, pre- ot of ¢t
dunnnnnll]\ abstract 1Irt:|gcn- of the more cl
other .'|1‘!J.~iIF..Hr -:Ium‘- to work with he lets
the Boston 5_\'!]1[!|1n|1}' s recording of =3et0u
the Becethoven Piano Cnm'cr[.. N“_ 4 hfl" o
in G Major, and his visual imagery for louse th
it included quick cuts of a hust of the stuc
Beethoven being punched by a map’ is Paik’
fist and of a pl':mu [a toy |1i:u'su shown AnH-svs
in closeup, so it filled the screen ) catch- Fluxus
ing fire and burning to a crisp. The mining
Boston Symphony was said to be far relevisic
from pleased. Dougla
Paik spent a large part of 197] artist. ¢
working at WGBH on an ambitious as an
hour-long videotape called “A Trib- roughet
ute to John Cage,” to mark the com- up to a
poser’s sixtieth birthday, which *was and the
coming up the following year. Then, a series
carly in 1972, when WNET reor- gnettes
ganized its experimental workshop a York €
the Television Laboratory and asked video al
video artists to come in on a regular seen oy
: basis, Paik was among the first w be prograi
The Flowers of England . L invited. He had a lot to do with the are ch
Beautiful d‘umemnr_epattel_:ns B 3 way the Laboratory was set up under that is
to warm your h_Eaﬂ mdhome - L # . its l{l'l'\'rtnr, David I.nxtnm, He contrib- all sort
from the skilled craftsmen . - = uted 2 steady flow of ideas and sugges- miliar
of Royal Albert. B AP gl tions, and his “Selling of New York” the san
; T was the first TV Lab project to be his Act
broadcast over WNET. Paik had with M
started this opus with the notion that has adi
he wanted to show some of the gmcl person:
ROYALB;:‘&?‘ET things about New York—of which he l:n?k’a |
World’s l"gﬁsl Producer had hecome so fond 11_\ now that !'lL' l1:l' ]‘-'Hk d
Since 1897 longer thought of leaving—but it did Llh.-u'ln
not work out quite that way. The pro- tively |
gram opens with a shot of Miss Moor- work «
man in the TV Bra, and then keeps becaus
cutting rapidly back and forth between aristic
Japanese television commercials and of the
views of a television set on which & a vaguw
commentator ( Russell Connor) # re- televisi
citing facts about New York The middle
television-within-a-television turns up bow 1
near a bathtub in which a girl is taking = e v
a bath; on a night table beside a bed innova
in which = mu};].- are simultancoushy She is
trying to make love and to turn the when
television off; in a deserted living room years |
where, while Connor is announcing her re,
that “the New York P“Ii“. force 18 P-’I!‘k C
now larger than the Army of Den- cighy 4
mark,” a burglar comes in, yanks ot on wh;
: - the cord, and steals the set. When while |
’ : e 0¥ fl't' Program wis shown over WNE lk‘ "11;_ o
I w “ﬁ in 1973, several viewers called 1o a5 Miss )
-y L0 why their sets were suddenly bringing tees |
e——— — n Japanese “T'V; others just wanted 10 TV B
For the Royal Albert color brochure, kindly remit 50¢ 10 know what the hell was going on. doey n
EBELING & REUSS CO. “_P-'IIEE: admirers at WGBH -'1;‘]‘! she jg
Importers of Fine China, Glassware and Giftware Since 1886 s NII-..I look on him as an ;I.i‘J‘:l.IE“\ 'h""u\-;
WEST VALLEY ROAD, DEVON, PA 19333 -n".'\::\f'.m[- whally sngaging periond ~ Sof
: entve genius, and an amazngh Artises
successful promoter of his own ideas. Bap |
“Nam June is the world’s best hus- M
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75
ed . fairly der,” Loxton said not long ago. “A
rical, pre- lot of the time, I feel he knows a lot
Y of the more clearly what he wants to say than
work  with pe lets on—it’s as though he decided
cording of got to let the bureaueracy understand
stto No. 4 pim too clearly or they’d step in and
magery for Jouse things up.” What his friends at
a bust of the studios may not have fully grasped
W a man’s is Paik’s continuing commitment to the
ano shown anti-system, anti-formal energies of his
ten ) catch- Fluxus period. Paik is !'u:df\ under-
crisp. The mining the commercial structure of
to be far television, according to the art critic
Douglas Davis, who is also a video
t of 1971 artist. “The TV people think of him
1 ambitious as an entertainer, but his humor is
“A Trib- tougher than that.” Paik’s videotapes,
k the com- up to and including “Global Groove”
which ~ was and the recently shown “Suite (212),"
ear. Then, a series of three- to eight-minute vi-
VET reor- gnettes of different aspects of New
rorkshop as York City, done in collaboration with
and asked video artist Jud Yalkut and others, and
1 a regular seen over WNET at the close of its
first to be programming every night April,
lo with the are characterized by an ironic wit
it up under that is fairly glacial at times, and by
He contrib- all sorts of subversive assaults on fa "}
and sugges- miliar patterns of TV viewing. It¥*;
New York” the same sort of comedy that pervad®]
nject to be his Action music and his performances
Paik  had with Miss Moorman. Miss Moorman
notion that has admitted that she feels a litde de-
f the good personalized when she is performing
»f which he Paik’s compositions. “Sometimes [ feel
7 that he no Paik doesn’t really think of me as
—but 1t did Charlotte Moorman,” she said reflec-

y. The pro- tively last spring. “He looks on me asa
Miss Moor- work of his.” This doesn’t upset her,
because she has absolute faith in Paik’s
artistic talent. She is extremely proud
of the fact that Paik’s “TV Cello,”

then keeps
rth between
iercials and

on which a a \'H.E'IJUI\' CU]IIJHki' (‘lll‘.l'ill’lu‘t:i“” of three
nor ) is re- television sets with a string down the
York. The middle, on which she uses a regulation
n turns up bow to produce not cello sounds but
zirl is taking “I'V Cello sounds,” is “the first ru;:E
seside a bed innovation in cello design since 1600
: S e fact that
aultaneously She is equally proud of the fact thi
g resh as a summer breeze

to turn the when she underwent Surgery tlmlx Fresh as e
living room years ago and could not perform Her lined pants suit, by Adelaar, in a powder blue/white printed

R R Tt ol for several weeks: voile: Sizes 6-16. $40. Golden stretch belt ts by Mimi di N. Sizes:
announcing ,LI. regular fashion H[ : i ) 6 M-L $15. His guayaberra shirt* is by Lilly Pulitzer. Vertical all-
ice force 18 Paik constructed a TV Bed” out ol over tucked inwhite only. 5-M-L-XL. $34. The lattice design of his
IC nstruc I I « :
ny of Den- ight television sets fastened together, slacks is embroidered in blue, yellow, green and pink against a

anks out on whic 1 ok le sy her cello white background (530% polyester/50% cotton). Even waist sizes:
0 1 which she was able to play : $2.42. 945, Mail orders: MF&S at 1031 East Atlantic Ave., Delray
set. When while Iving down. The totally unsmil- Beach, Fla. 33444, Add $1.50 per order for handling.

ek 2 Ying ! i &

rer WNE i ing concentration and dedication that “65's polyestor 355 conon
called to ask Miss Moorman ]1|'ing_»; to her pvl'fufl'l‘l.-

nly bringing ances with TV Bras, TV Cellos, and !
Iy Bcdsl—thu f:u:tl that she obviously MARK FORE& STRIKE

st wanted to

: | : E e =
angon. does not sce anything funny in what 4
V(GBH ‘:;1{ ":L is doing—contribute quite 4 hit to A world of beautiful resort fashions

an .'nh-ﬂ”]} ¥ ¢ over-all effect. 0 for Ladies and Gentlemen.

S [ - Tex, iy P . . few vide

z persona ?*l far, Paik is one of the few video paLM BEACH - DELRAY BEACH - NABLES & SARASOTA = WINTER PARK
n amazinghy Artists who have managed to bridge the PALM BEACH _ TERVILLE - EAST HAMPTON - BAY HEAD © LOUISVILLE
s own ideas. &p  between  the ;_t:l]IL‘I'-.-—:apnnsnrcd.

Ps best hus- iited-distribution, “fine art” video-
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tapes and the broadcast-oriented work
of the television workshops. He hus
continued to show his doctored TV
and his videotapes at the Galeria Bo-
nino. Though the gallery has yet to sel]
a Paik TV set, one was stolen from
his latest show there, in the winter of
1974, and his “I'V Buddha,” an ay-

Some people
are getfi l;agm §g %th%f

on Bay.
Actually, they do it all summer long,

They know prices at Dragon Bay are much lower

in summer...even though everything else is the came.

Our guests still enjoy private 3 bedroom cottages with

personal housekeepers. We're still situated on the most

/s beautiful hideway cove in Jamaica. The tennis, golf,
fishing, skindiving, and waterskiing are just as
greatas they were in the winter. And the
mountains and Caribbean are as breathmking
! in June as they were in January.
‘Jﬁ' Even the rum punch tastes the same,
- " This summer, come to Dragon Bay

Q{t- -..and take advantage of us
: before everybody else does, -
S

z#‘i}g

S o .--— L i e e .
g Dragon Bay, Port Antonio,

For more information on our dilemma and how vou can capit
Dragon Bay, 345 Park Avenue, New York 1002

Jamaica
alize on it, write

thentic and rather fine eighteenth-cen-
tury Japanese Buddha tig‘nre th“_t sits
contemplating its own image in a
closed-circuit TV set, could l’:isiij' find
a buyer if Paik were willing to sell
it, but he isn’t. Paik’s delicate, cal-
ligraphie ink drawings, which look like
TV screens after the picture has been
lost because of technical slifﬁx‘lllti\:.‘-, are
being snapped up by European and
American dealers, how evers his video-
tapes are in great demand around the
country; and a retrospective exhibition
of his work—the hallmark of an art-
ist’s having arrived—was presented at
the Everson Museum, in Syracuse, in
1973.

The “fine art” video ]!n:plt- tend to
feel that Paik, for all his importance as
a pioneer, is not really a very serious
tist. A great deal of the video art to
~eseen now in galleries is almost un-
ticlievably boring—endless  repetitions
of simple actions such as a hand trying
to grah a falling object, or the artst
lving on the floor of his studio and
talking to himself. Paik’s videotapes, by
contrast, are often dismissed (or ap-
preciated ) as mere entertainment. Paik
understands this, and is not bothered by
it. “I have a theory about American
avant-garde art,” he said last spring.
“Serious avant-garde art here is always
in_ opposition to American mass cul-
ture. In a Wiy, 1mass culture conditions
serious art. For instance, why is it that
only in America such intensely boring
music has been produced? And films?
Because Hollywood is doing too guml
a job, I think, Popular culture is setting
the rules, so you have to define what
vou do ;|g:li:1§it what they are 1|ui|:g,
We want to make more crude if they
are |n'1'ft'('t, we want to ll‘l;lkr maore

boring if they are exciting—you know?
Of course, Oriental music is boring,
too. But Oriental boring music is wet,
Moist—very spiritual. American i very
dry, like baseball. American boring
music is not at all spiritual. La Monte
Young tries his best to imitate Oriental
acsthetic, but the more he tries to be
Oriental the more he becomes Ameri-
can. Another thing—Oriental music
was always for [fls“v:iri'illk‘l':il, was al-
ways rich man’s thing. Now America
has reached stage where most people
are aristocrats, Much richer than Eu-

2 orcall (212) 838-2902

ropeans, anyway, Americans need not
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be entertained every second, because
they are so rich, They think art can be
kind of extension of parties, My first
concert at New School here was really
crowded like hell. I couldn’t do any-
thing. People were just talking to-
gether, there was no stll moment. |
thought it was big mistake, big failure,
but afterward people say it Was very
big success because so many I]L'l'rp]-l'
there, including notables, America |
in a way this very rich attitude that
makes boring, long music possible. But
I’'m not writing boring music that
much. The reason is that I come from
yery poor country and I am poor. ]
have to entertain people every second.”

Paik himself feels that video art still
has a long way to go before its poten-
tial emerges. What is taking place to-
is a widespread exploration of the

5

medium by various groups—visual art-
ists, filmmakers, dancers, musicians
each of which approaches it from a dif-
ferent point of view and often with
quite different expectations and a quite
different goal. Each group tends to feel,
of course, that its approach is the only
valid one. This situation reminds Paik
of an ancient Chinese story abour a
monkey who thought he was dancing
on the top of the world only to find
that he was dancing on the Buddha’s
palm, “Everyone is trying to define
what video is,” Paik has observed. “Art
critics struggle with that a lot. But I
think best thing is not to try to define
video. In New York, every art move-
ment is destined to die in five years, but
I would like to save video from such
quick obsolescence. It is more than
fad.”

In the future, Paik is convinced, all
art will have as its prime function the
movement of information. In his view,
the artist must hecome a “humanizing

agent” within the vast and proliferating
network of information technology,
and he still thinks that the best way for
this to happen is for the artist to give
up his self-serving ego, to become more
like the anonyvmous cathedral builders
of the Middle Ages. Although Paik’s
theories about the future of art and of
video technology are sometimes dis-
missed as so much visionary claptrap,

his theorizing is based on a solid intel-
lectual groundwork. A voracious reader
of technical data, he is also well in-
formed about contemporary thinking in
many different fields, and his studio on
Mercer Street, in SoHo, is adrift in sci-
entific papers, television-industry studies
and reports, clippings from American,
European, and Japanese newspapers
and magazines, and books of all kinds—

not to mention TV sets in various

n Enchantment
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al 8:00 am, arriving Yarmouth, Nova 041071 Tel (800) 341-6709 Toll-tree in New
Scota just after lunch. The return tnip England except Maine. In Maine 772-6131

EAST COAST MARINE AND FERRY SERVICE

depans Yarmouth at 430 pm

~ The controversy is this:
instead of feeling soft
n the skin as traditional
‘towels do, the Rubdown®
‘Towel feels brisk. It's
made of thick, absorbent
terry that has been
ribbed and arranged in
alternating squares. This
parquet pattern gives the
skin a tingling friction rub,
Those who can't start
~ the day without this rub
find the feeling invigorat-
¥ ing and stimulating. Like
amorning swim in a cold lake. The Rubdown Towel (88% cotton,
12% Dacron® polyester) comes in two colors: spanking white and
neutral suede. The cost is considerable, but well worth it.
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stages of decomposition or reconstiti-
tion. When he wants to cite a fact or a
statistic, he can go instantly to the
proper stack of papers and dig it out
(often causing the stack to subside
laterally across the floor). Paik says
that h\'. 1985 the picture telephone will
be in wuse throughout the world,
in color; by making most travel for
business reasons unnecessary, it will
contribute substantially to solving the
energy crisis, (He has proposed top-
less answering services for understim-
ulated executives,) The videotape cas-
sette, which is already here, will make
possible Paik’s “global university”—a
pl;u‘:_- where vast (|lJ;1|1[itin's of up-to-
date information on every conceivable
subject can be stored, with computers
to provide instant rerricval, so that a
student of any age can pursue his own
education at his own pace.

Even more far-reaching effects on
society, Paik believes, will result from
the dl.‘\'L']f\]'IITIL'I'It of cable television. “It
will definitely come,” he said recently.
“Rand Corporation thinks cable is very
good for long-range investment. No-
body really making money in cable
now, but cable lobby in Washington is
very strong—they snap up congress-
men like nothing.” In a recent report
to the Rockefeller Foundation, which

has retained him as a consultant on
communications, he pointed out that in
the late forties and carly fifties, when
the Federal Communications Commis-
sion was offering relatively inexpensive
licenses for television stations on the
strong VHF band, the intellectual and
academic communities looked the other
way; consequently, nearly all the li-
cen

5 went to commercial interests.
With the advent of cable TV, he went
on, approximately sixty new channels
have become ay

3 lable for program-
ming, and, because of the nu]mr}infilt'
of cable transmission, the signal on
cich of these is at least as s{rnn:: as
the signal on VHF. Will the intel-
lectuals continue to ignore this pow-
erful resource? Paik would like to see
at least one new cable channel in each
community set aside for work hy viden
artists. Other channels could be re-
served for municipal or community af-
fairs, for children’s programming, for
theatre or music or dance. "There could
even be all-Mozart stations, as Paik
once suggested, or all-Beethoven, or
all-Cage, But unless somebody acted
rather quickly, he warned, history
would repeat itself and the licenses
would go once again to the commer-
cial interests—the palluters of the vid-
cosphere. “I wish all our consultants
could be as productive as he is,”" How-
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ard Klein said not long ago. “With a]]
his whimsicality, Paik can go straight
to the essentials of complicated matters
with great logic and force.”

Paik, of course, has had his problems
in dealing with the establishment.
“Only reason I survived this long at
WNET is 1 had underground out-
let.” he conceded last month, “I have
a lot of frustraton to work within
system. A lot of frustration. So when
[ ger mad at them I don’t fight—I
yield to them, and then go and do some
stupid thing in small place which satis-
fies me so that I can work with them
again. Underground outlet is my safery
valve. I'like being world’s most famous
had pfnnist. But I also like to do NET
because it is important, is where I can
maybe influence society.”

After 2 moment’s reflection, Paik
went on, “We are now at stage of
ancient Egypt with hieroglyphics. Un-
til recently, TV equipment is so expen-
sive that only the priests can use it
And there is constant effort made by
networks and by “I'V unions o keep
production costs high. That is classical
way of monopoly capital—you know?
I want to find ways to cut costs so it
can be opened up to others—many
others. Now we have color portapak—
cosis three thousand dollar in Tokyo,
six thousand here, but will come down.
And with use of computers cost of edit-
ing videotape will become much cheap-
er. Problem is not really Socialism or
capitalism but technology, you know—
how we manage that. For instance,
technological  forecasting, future-re-
scarch—I am very interested in that.
They need us artists, to make that sort
of information available to public. Even
New York T'imes will not print Rand
Cln'pﬂr:u‘inn ]{cp:)rt, because it is so
boring. Like McLuhan say, we are an-
tenna for changing society. But not
only antenna—we also have output
capacity, capacity to humanize tech-
lllliug}'. My job Is to see how establish-
ment is working and to look for little
holes where I can get my fingers in
and tear away walls. And also try not
0 get too ct.:rfupt."

—CaLviN ToMKINS

. D. Lynch of Burtte,
Mont., and Barbara Bennetts
of Helena were married to-
gether only when the legisla-
ture is in session and during
the summer. Both are Demo-
Cratic  state  representatives
and their districts are |
miles apart.
Cincinnati Post.

Love will find a way.

From the “Children Of
The Word Collection”
by Cybis, we present for
the first time, ‘Running
Deer.' A charming Indian
girl in a traditional single
feather headband. she
stands 10" high. Her
medallion is exquisitely
crafted in beaded por
celain, Just one of the
captivating children of the
Cuybis collection, 175.00.

®
Washington, D.C. 20004
(202) 6287730

And from the same Cybis
collection there’'s ‘Little
Eagle.' Wearing the full-
feather headdress of a
Chieftain, he stands
12 1/2" high. Beautifully
beaded in turquoise
porcelain, 225.00.
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McGrady
 Goes toa

‘Happening

—Continued From Page 2

Miss Moorman, a cellist who once studied at Julli-
ard, seemed ready to begin her number. She drew the
bow dramatically across the instrument—zing, zang,
thrump—and then reached up to remove an earring.

Miss Moorman, a cellist who has played with the
American Symphony Orchestra under the leadership
of Leopold Stokowski, played another brief refrain,
then removed the other earring. Then a bracelet. Her
high-heeled shoes were next to go.

Miss Moorman, a cellist who has given recitals at
Town Hall, played four more bars of the number and
then delicately stripped off a stocking. And another.
Followed by a garter belt.

She played on, paused, removed a pair of red pant-
ies. A second, pair, pink. Then a blue pair and a
white pair. To.note that her audience was attentive is
10 tell less than half the story. You could have heard a
pin drop. Or a dress. And did.

“Pardon me,” we whispered 10 the gentleman next
to us, “you don’t happen to know the name of the
number?”

The question was whispered 1o eight Happening-
goers. This resulted in eight fairly interesting respons-
es, none of which can be printed. The first pereon to
name the composition was the only girl in the front
row. She said it was a Bach Sonata.

Meanwhile, Charlotte Moorman was heading into a
powerful finale. As promised earlier, she was lying

W Newsday
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Charlotte Moorman, the star of the
Happening, begins her cello sonata be-
fore a serious-faced audience, below.
After a few bars, right, she peels off
stocking and things begin to happen.
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DIE S.A. BEELD, 13 NOVEMBER 1966

Koeikop was deel van
n ,happening" _

DIE  wéreldbe-
roemde Engel-ge-
sin van die Tirol
wat volgende
jaar hierheen
kom, s nis net
sangers nie. Die
pa, ma en sewe
kinders se mu-
siek kom wit hul
eie bodem en
gaan saam met
volksang en dan-
se uitgevoer deur
stryk-, blaas- en
sl agin
strumente. Hier
is die pa en ses
kinders in hul eie
land met tiplese
agtergrond.

HIERDIE  robot
sorg vir ,hap-
penings’ in die
strate van Wup-

perthal. Hy loop
al sidderendse,

praat ses tale en
skiet wit boon-
tjies agter hom
uit — dit alles
tegelyk.

.

Deur ANN STARCKE

'N ,JJAPPENING” is 'n geestelike stoombad, 'n soort groepsterapie. Hierdie nuwe
kunsvorm moet ernstig opgeneem word.

S6 s& Rolf Jahrling, vooraan-
tlhunde ll)uitse bevorderaar van

appenings”, wal nou saam
met sy vrou in die Republiek
reis. anie gryse mnr. Jahrling,
wal sobs n '5S0T_IyK, en sy
En'_l.riﬂjiefﬁml L
agl maande gelede besluit om
alles in hul tuisstad, Wupper-
thal in Duitsland, te los. Hulle
het hul gesamentlike argiteks-
kantoor en kunswinkel gesluit
en met 'n kombi dwarsdeur
Afrika langs die weskus af tot
in die Kaap gery, waar hulle
verlief geraak het op Houtbaai.
Later gaan hulle langs die oos-
kus op terug na Duitsland.

In sy Gallerie Parnass het
mnr. Jahrling reeds talle , hap-
penings” gereél. (Jammer, tot
tyd en wyl is ,happening” on-
vertaalbaar. Ook die Duitsers
praat van ,ein Happening”.)

wDit is 'n  wonderbaarlike
vorm van kunsuiting,” wvertel
hy. ,,Op sy beste kan dit 'n in-
dividu help om 'n nuwe be-
wustheid te kry van dinge wat
hy nooit opgemerk het nie, en
moed gee om teen konvensies
en vooroordele te gaan. WVeral
skeppende mense baat by hap-
penings, omdat dit so lewens-
noodsaaklik vir Hhulle is om
nuwe dimensies te ontdek, Aan
die ‘ander kant, party van ons
geesdriftigste deelnemers was
nle-skeppende mense, sg. dood-
gewone huisvroue en sake-
manne"”.

KOEIKOP

Ons het mnr. Jahrling gevra
om 'n beskrywing van 'n tipiese
happening in hul tienkamer-
woonhuis in Wupperthal;

Die deelnemers was vyftien
uitgenooide gaste, 'n mengsel
van kunstenaars en sakelui. El-
ke vertrek het 'n ander tema of
program gehad.

Om 'n atmosfeer van skok
by hul aankoms te skep, is 'n
bloedige koeikop oor die
voordeur geplaas. (Daar was
n relletjie met die polisie
hiervor).

Binne 15 die deelnemer-toe
skouers in elke vertrek genooi
om 'n geprogrammeerde klavier
te bespeel — klaviere wat ge-
stem en verander is om verras
sings te lewer, Verskillende
toetse Is nl ingestem op radio-

musiek, fabrieksfluite , . . as
fy sekere toetse druk, het Hit-
er se skel stem deur die ver-
trek gedreun, as jy ‘n ander
toets druk, het elektroniese mu-
siek begin speel.

In nog 'n vertrek is beeld-
radio’s opgestapel, die hele ka-
mer vol beeldradio’'s wat die-
selfde program uitsaai. (So iets
kan verskrikking saai).

~BEGRAFNIS"

Daar was ook vertrekke met
bedrogspieéls en met wisselen-
de koue en warm lug.

Hierdie happenin
weke lank elke zw,mlg
begin.

Watter effek het dit? Mnr.
Jahrling  antwoord: ,Deelne-
mers, ook onsself, voel gewoon-
lik besonder ontspanne n4 'n
happening. Ons het 'n vreemde
gevoel van verryking. Ek kry
allerhande nuwe jdees.”

Nog 'n  happening het
plaasgevind toe ?: spelende,
blérende beeldradio eendag
in die openbaar begrawe is,
'n Paar mans het 'n normale
sesvoet-gral gegrawe en toe
is die aangeskakelde beeld-
radio daarin neergelé, en met
grond toegegool. ,,Ons het 'n
opwindende gevoel van be-
vryding ervaar.”

het drie
om agtuur

Mnr. Jahrling was student in
Duitsland tydens die Hitler-tyd-
perk, en hy sidder nog by die
gedag;e aan die Nazi's se ver.

randings van boeke en skilde-
rye. Hy het sy argiktekskantoor
en kunswinkel albei in 1949 ge.
open.

Lank voordat die woord hap.
rening in die kuns vers het,
et soortgeiyke kunshedrywig-
hede — surrealistiese poésie-
voorlesings, surrealistiese jau
en dans-uitvoerings — in “die
Gallerie Parnass plaasgevind.

INDRUK GEMAAK

«Ons het gesmag na kontak
met skeppende mense, veral van
buite Duitsland, na daardie don-
ker jare toe ons heeltemal af-
geshnt was van die wéreld,” sé
hy. Toe genrgniseerda ha‘p;en-
ines in New York posgevat het,
was sy galery die eerste wat

daarmee in Duitsland begin het.

Wat dink die Jahr van
die Suid-Afrikaanse kunstoneel?

s raat," sé hy. , twee
dinge het 'n groot in ons
gemaak. Eerstens, die -

stelling van kinetiese en optiese
kuns in die Nasionale Kunsmu-
seum. Ons het nérens in Afrika
iets gesien wat so heeltemal
kontemponér is nie — wat jam-
mer is, want dis nodig dat kuns-
tenaars in elke land op die hoog-
te moet wees van die allernuut-
ste kuns, anders stagneer hulle.

~Iweedens was dit baie aan-
genaam om 'die kunstenaarsgal-
lery in Kaapstad te besoek, wat
n soort kodperasie van kunste-
naars is. Ons het gedink dit is
besonder blink gedagte.”

Bot*
|

LU




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: : Series.Folder:
The Museum of Modern Art Archives, NY ISiIverman Fluxus Archives| T.993

Charlotte Moorman, the star of the
Happening, begins her cello sonata be-
fore a serious-faced audience, below.
After a fow bars, right, she peels off
stocking and things begin to happen.

McGrady
Goes to a

‘Happening’

—Continued From Page 2

Miss Moorman, a cellist. who once stadied at Julli-
ard, seemed ready to begin ber number. She drew the
bow dramatically across the instroment—zing, zang,
thrump—and then reached up 1o remove an earring.

Miss Moorman, a cellist who has played with the
American Symphony Orchestra under the leadership
of Leopold Stokowski, plaved another brief refrain,
then removed the other earring. Then a bracelet. Her
high-heeled shoes were next 1o go

Mizs Moorman, a cellist who has given recitals at
Town Hall, played four more bars of the number and
then delicately stripped off a stocking. And another.
Followed by a garter belt.

She plaved on, pansed. removed a pair of red pant
ies. A second, pair, pink. Then a blue pair and o
white pair. To note that ber audience was alientive is
to tell less than half the story. You could bave heavd a
pin drop. Or a dress. And did.

“Pardon me,” we whispered 10 the gentleman next
to us, “you don’t happen to know the name of the
number?™

The question was whispered 10 eight Happening.
goers. 1%“8 resulted in cight fairly interesting respons-
es, none of which can be printed. The first persan 1o

Mewiday Phatos by Malvehill

name the composition was the only girl in the fromt v
row. She said it was a Bach Sonata,
Meanwhile, Charl M was hrading into &

powerful finale, As promised carlier, she was lying

W ~ Newsday
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In sy Gallerie Parnass het
mnr. Jahrling reeds talle ,hap-
penings” gereél. (Jammer, tot
tyd en wyl is ,happening” on-
vertaalbaar. Ook die Duitsers
praat van ,ein Happening”.)

+Dit is 'n  wonderbaarlike
vorm van kunsuiting,” vertel
hy. ,Op sy beste kan dit 'n in-
dividu help om 'n  nuwe be-
wustheid te kry van dinge wat
hy nooit opgemerk het nie, en
moed gee om teen konvensies
en vooroordele te gaan. Veral
skeppende mense baat by hap-
penings, omdat dit so lewens-
noodsaaklik vir hulle is om
nuwe dimensies te ontdek. Aan
die ander kant, party van ons
geesdriftigste deelnemers was
nie-skeppende mense, sg. dood-
gewone huisvroue en sake-
manne”.

KOEIKOP

Ons het mnr. Jahrling gevra
om 'n beskrywing van 'n tipiese
happening in hul tienkamer-
woonhuis in Wupperthal:

Die deelnemers was vyftien
uitgenooide gaste, 'n mengsel
vin kunstenaars en sakelui. EJ-
ke vertrek het 'n ander tema of
program gehad.

Om 'n atmoesleer van skok
by hul aankems te skep, is 'n
bloedige koeikop oor die
voordeur geplaas. (Daar was
n relletjie met die polisie
hieroor). .

Binne 15 die deelnemer-toe-
skouers in elke vertrek genooi
om 'n geprogrammeerde klavier
te bespeel — klaviere wat ge.
stem en verander is om verras
sings te lewer. Verskillende
toetse is nl. ingestem op radio-

Hierdie happening het drie
weke lank elke aand om agtuur
begin.

Watter effek het dit? Mnr.
Jahrling  antwoord: , Deelne-
mers, ook onsself, voel gewoon-
lik besonder ontspanne na 'n
happening. Ons het 'n vreemde
gevoel van verryking., Ek kry
allerhande nuwe idees."”

Nog 'n Inpﬁ:nlng het
glnsxe\rlml toe spelende,
lérende beeldradio eendag
in die openbaar begrawe is.
'n Paar m;ns het 'n unrmtala
sesvoet-graf gegrawe en toe
is die aangeskakelde beeld-
radio daarin neergelé, en met
grond toegegooi. ,Ons het 'n
opwindende gevoel van be-
vryding ervaar.”

Mnr. Jahrling was student in
Duitsland tydens die Hitler-tyd-
perk, en hy sidder nog by die
gedagte aan die Nazi's se .ver-
branding; van boeke en skilde-
rye. Hy het sy argiktekskantoor
en kunswinke] albei in 1949 ge-
open.

Lank voordat die woord hap-
pening in die kuns verskyn het,
het soortgelyke kunsbedrywig-
hede — surrealistiese poésie-
voorlesings, surrealistiese jazz
en dans-uitvoerings — in die
Gallerie Parnass plaasgevind,

INDRUK GEMAAK

»~Ons het gesmag na kontak
met skeppende mense, veral van
buite Duitsland, na daardie don-
ker jare toe ons heeltemal af.
geshnit was van die wéreld,” se
hy. Toe georganiseerde happen.
inegs in New York posgevat het,
was sy galery die eerste wat
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Just 15, and though Mr. Meyer is ob-
viously not exactly in love with it—and
points out that it represents only a small
segment of contemporary art—nhe takes
it seriously, and winds up with the
thought that it is a challenge. *“It chal-
lenges us,” he writes, “to discover and
make explicit the grounds for beliefs and
values which we unconsciously take for
granted. . . . Can we do more than sim-
ply assert our beliefs? Can we give em-
pirically verifiable reasons for them?”
Teleological considerations have been
the basis of painting from the cave paint-
ers to Picasso, of music from the Renais-

position n this, but 1 can’t quite figure
it out, )

Following Mr. Young’s piece by
Sammartini, we heard three items for
cello, with and without piano. They
were, successively, Morton Feldman’s
“Projection 1,” Ornette Coleman’s
“City Minds and Country Hearts,” and
Earle Brown’s “Music for Cello and
Piano.” I confess, with some shame, that
I was unable to tell one from another.
They all seemed to be made up of vari-
ous hoots and swoops on the cello, with
disconnected thumpings on the piano
when it was present, and they all

LLIALy LML A S e Sswsen s e =

concert a good deal less boring than
some of the more pretentious examples
of supposedly teleological music that I
have heard in our larger concert halls.
The means—a cello, a souped-up piano,
and a loudspeaker—were modest, and
nearly everything was done with them
that could have been done, including
producing teleological music.
—WINTHROP SARGEANT
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THE NEW YORKER

MUSICAL
EVENTS

1t Just Is—or Is It?

N the summer is-

sue of the Hud-

son Review, Leon-

ard B. Meyer, whose

book “Emotion and

Meaning in Music”

I discussed in these

pages some time ago,

has an article con-

cerning the aesthenc

of those widely publicized artists who
use chance, or random means of ex-
pression, in their work. They include,
of course, the composer John Cage,
littérateurs and playwrights like Jack-
son MacLow, and a great many con-
temporary painters, among them Pol-
lock and Mathieu. In attempting to ex-
plain them, Mr. Meyer is led into some
pretty deep philosophical refiections, and
distinguishes two opposed aesthetic atti-
tudes: the teleological, in which art is
supposed to have goals of one sort or an-
other, including such goals within itself
as are exemplified by cause and effect in
literature, symphonic structure in mu-
sic, and deliberately contrived composi-
tion in painting, and the anti-teleologi-
eal, or radical empiricist, which regards
art as a product of accident and as some-
thing that the onlooker perceives
through fresh observation and experi-
ence, without regard to preconceived
traditions. Mr. Meyer makes out a cer-
tain rationale for the anti-teleological
position, relating it to Existentialism,
quantum mechanics, *and Zen Bud-
dhism, but admits that anti-teleological
art cannot be a form of communication
(since communication depends on an
understood vocabulary and a set of log-
ical expectations on the part of the au-
dience), and also that it cannot be
subjected to criticism (since it involves
no anticipations and no meanings).
Anti-teleological art has no purpose, it
just 15, and though Mr. Meyer is ob-
viously not exactly in love with it—and
points out that it represents only a small
segment of contemporary art—he takes
it seriously, and winds up with the
thought that it is a challenge. “It chal-
lenges us,” he writes, “to discover and
make explicit the grounds for beliefs and
values which we unconsciously take for
granted. . . . Can we do more than sim-
ply assert our beliefs! Can we give em-
pirically verifiable reasons for them?”
Teleological considerations have been
the basis of painting from the cave paint-
ers to Picasso, of music from the Renais-

sance to Stravinsky, of literature from

Homer to the work of most of our mod-'

ern novelists and playwrights. Mr.
Meyer implies that anti-teleological art
has been with us only since around the
time of the Second World War. I am
inclined to trace its origins a little fur-
ther back, and to discern signs of
the breakdown of teleology as early as
Schoenberg and Kandinsky, finding its
first symptoms (in music, at least) in
Schoenberg’s abolition of tonality and in
his invention of serialism—a sort of
arbitrary, or ersatz, teleology not backed
up by musical experience. But let that
pass. Anti-teleological music is, in the
average man’s phrase, music that “is not
going anywhere.” And the average man
might well also ask the question “If art
is the product of accident, why bother
to create it? ”* The answer, of course, is
that “bother” is a teleological concept.
Some people do create it—if the process
can be called creation—and, as I stated
before, it 1.

Armed with Mr. Meyer’s rationale,
and trying to put myself in a radical-
empiricist mood (precluding criticism),
I attended a concert of anti-teleological
music at Judson Hall on T'uesday eve-
ning of last week, To my surprise, the
first number on the program, some-
thing called “Composition 1960 #13,”
by La Monte Young, sounded sus-
piciously like eighteenth-century mu-
sic. “Awfully teleological,” I said to my-
self. But during the intermission I
had a chat with Charlotte Moorman,
the cellist who played it, and found that
Mr. Young’s score had consisted "of the
words “Play anything you like.” Miss
Moorman happened to like Sammartini
(whether it was Giuseppe or Giovanni
Battista, I failed to learn), and we had
been listening to a Sammartini adagio
for solo cello. Thus, it appears that tele-
ological music can form part of an anti-
teleological program, the element of
chance being present in the unpredict-
ableness of the performer’s choice. (It
strikes me that there is something slight-
ly subversive of the anti-teleological
position in this, but I can’t quite figure
it out. )

Following Mr. Young’s piece by
Sammartini, we heard three items for
cello, with and without piano. They
were, successively, Morton Feldman’s
“Projection 1,” Ornette Coleman’s
“City Minds and Country Hearts,”” and
Earle Brown’s “Music for Cello and
Piano.” I confess, with some shame, that
I was unable to tell one from another,
They all seemed to be made up of vari-
ous hoots and swoops on the cello, with
disconnected thumpings on the piano
when it was present, and they all
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sounded like the work of the same crea-
tive mind.

After the intermission, we had a piece
of “visual music” by Philip Corner en-
titled “Solo with...” This was per-
formed by Miss Moorman, The score
consisted mainly of stage directions.
Miss Moorman walked onto the stage
with her cello, put it down, went back
offstage, reappeared with her handbag,
registered difficulty in finding her score
on the music stand, gave up, went away
again, came back, and tuned up. Mean-
while, ominous sounds—a little like
something thought up by Edgar Va-
rése—issued from a loudspeaker, and
continued for the rest of the time she
was onstage. There was more shuffiing
of sheet music. Miss Moorman wiped
her cello with a handkerchief, played a
single pizzicato note, and began to an-
notate her score with a pencil. This was
followed by delighted applause.

Last came an extended composition
called “34’46.776" for a Pianist and a
String Player,” by John Cage himself,
performed by David Tudor and Miss
Moorman. “I’m not entirely in sym-
pathy with the aesthetics of all this
stuff,” Miss Moorman had told me dur-
ing the intermission, “but”—uncon-
sciously betraying a subversive penchant
for teleology—"I think the Cage work
is going to lwe.” Technologically, like
most Cage works, this one was a lulu.
Mr. Tudor, reading from a score that
resembled a checkbook, was equipped
with fifteen or twenty varieties of drum-
stick, and his piano with rgcks—or ob-
jects that looked like rocks—and heaven
knows what else. Every once ina while,
he would rise and peer into its interior,
like a truck driver looking for a defective
sparkplug. Both he and Miss Moorman
blew whistles from time to time, and
several children’s balloons were burst
with loud pops. At one point, Miss
Moorman hurled a cymbal into the mid-
dle of the stage floor, where it landed
with an imposing crash.

Well, T guess I am a confirmed be-
liever in teleology where music is con-
cerned, but I found Tuesday evening’s
concert a good deal less boring than
some of the more pretentious examples
of supposedly teleological music that I
have heard in our larger concert halls.
The means—a cello, a souped-up piano,
and a loudspeaker—were modest, and
nearly everything was done with them
that could have been done, including
producing teleological music.

—WINTHROP SARGEANT
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Whitney Museum

of American Art For Release
_

Madison Avenue at 75th Street  New York, New York 10021 (212) 570-3633

PRESS PREVIEW #586
Thursday, April 29 NAM JUNE PAIK
11:00 am - 3:00 pm

RETROSPECTIVE AT WHITNEY MUSEUM

The Whitney Museum of American Art is presenting the first New York retrospective of
the work of NAM JUNE PAIK, from April 30 through June 27, 1982. The largest exhibition
ever devoted to a single video artist, it comprises more than 60 works, including music
scores, drawings, objects, video sculpture, six large-scale installations, a projected
laser/video environment, and videotapes, illustrating all aspects of Paik's career.
John G. Hanhardt, Curator, Film and Video, who organized the exhibition, wrote in
his introduction to the accompanying publication,* "Through the 1960s and 1970s video
emerged and established itself in America as a new art form. The key figure in this

development has been the Korean-born composer, artist, and performer Nam June Paik."

This exhibition and publication exemplify the Whitney Museum's commitment to presenting
the achievements of artists working in video, a commitment that began eleven years ago
with the first major videotape exhibition in a New York City museum.

"Nam June Paik" is supported by public funds from the New York State Council on
the Arts with additional assistance from the Rockefeller Foundation and Mr. and Mrs.
Howard Wise. Equipment is donated by Sony Corporation of America. After its New
York showing the exhibition is tentatively scheduled to travel to the Museum of
Contemporary Art, Chicago; National Galerie, West Berlin; and Museum Moderner Kunst,

Vienna. The U.S. tour is supported in part by the National Endowment for the Arts.

*Nam June Paik by John G. Hanhardt, with essays by John G. Hanhardt, Michael Nyman,
Dieter Ronte, and David A. Ross. Illustrated chronology; lists of selected perfor-
mances, one-person exhibitions, group exhibitions, videotapes, and published writ-
ings; and brief bibliography. 144 pages; 16 pages of color illustrations, 25 of
which were made by a new Polaroid process; 199 black-and-white illustrations. Pub-
lished by the Whitney Museum of American Art in association with W.W. Norton & Co.
Paper $15.00
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From Paik's earliest works and participation in performances with the alliance of
artists known as Fluxus,to his latest work with lasers,he has transformed materials and
technologies into unique objects. There is no linear, diachronic progression from one
set of Paik's works to another because of the interrelationship and cross-fertilization
between all aspects of his art in various media. He often refashions earlier work in a
process that constantly reflects on the Past while thinking about the future.

Paik's Participation TV (1963-71) is an extension of his Fluxus strategy of breaking

down the barrier between the viewer and the artwork by having the sculpture's potential
activated by the viewer. Several of Paik's best-known video sculptures combining video
with performance were done for Charlotte Moorman, a classical cellist, who described
TV Cello (1971) as the first development in the cello in centuries. As she bows across
the cello constructed with monitors, Moorman plays with the form of the sculpture and
the video images of herself, video collages of other cellists, and live images from the
studio or performance area.

One of the distinctive features of video is the ability to show on a monitor what
the camera is recording in real time. Paik employed this technigue in many pieces.
It is the central strategy, together with the additional sculptural elements of a statue
and chair, for TV Buddha (1974), in which a statue of a Buddha faces a monitor on which
it "sees" itself, and TV Chair (1968) where a monitor directly under the chair shows
what the camera views through an adjacent window. Further illustrating the great variety
of his video sculpture are works ranging in size from Candle TV (1975) , a single television
with a candle positioned in place of the Picture-tube, to one of Paik's newest pieces,
V=Yramid (1982), a floor-to-ceiling six-level pyramid constructed with 48 televisions.

In the late 1960s, Paik initiated a series of large-scale, multi-monitor video
sculptures distributed within an exhibition space. Works in which the monitors form a
shape or are placed in a context that has specific connotations, thus disposing the

viewer to receive and interpret the works in specific ways, include Fish Flies on sky

(1975), 36 suspended color TVs showing a 2-channel collage of airplanes, dancers, and

fish; Video Fish (1975-77), 16 fish tanks with live guppies placed in front of 16 color
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TVs; and TV Garden (1974-78),30 color televisions on their backs (showing Paik's land-
mark videotape Global Groove, 1973, produced at the WNET/TV Lab with John Godfrey) in

a garden of live plants. Moon is the Oldest TV (1965-76) and TV Clock (1963-81) consist

of 12 and 24 monitors, respectively. Both works are viewed in a darkened space, the
image on the screen is minimal and static, and each is perceived as part of a sequence
which must be read as a whole.

Also presented are two video projections. Imagine There are More Stars on the Sky

than Chinese on the Earth (1981) comprises seven color televisions fitted with special

lenses which project moon-like shapes in an arc from one wall, across the ceiling, and

down the opposite wall. The second is the New York premiere of the Paik/Baumann Video/Laser

Projection (1981-82). Developed with Horst Baumann, one of Europe's leading laser ex-
perts, tﬁe system projects laser images from Paik's videotapes in diffused patterns
across the gallery walls.

One of the works in the exhibition will be demonstrated by Paik at‘the press preview.

The remote-controlled Robot K-456, first fashioned in 1964 out of spare parts and found

objects by Paik in collaboration with Shuya Abe, walks and talks.

NAM JUNE PAIK/CHARLOTTE MOORMAN PERFORMANCES June 2 and 3 8:00 pm

Paik has created a number of works specifically for Moorman, a classical cellist by
training and noted interpreter of avant-garde music, who has been performing with

Paik since the early 1960s.

PANEL DISCUSSION May 21 6:30 pm

Paik's art will be discussed by John Cage, composer; John G. Hanhardt, Curator, Film
and Video, Whitney Museum of American Art; Dr. Wulf Herzogenrath, Director, Kdlnischer
Kunstverein, Cologne, West Germany; Pontus Hulten, Director, The Museum of Contemporary
Art, Los Angeles; and David A. Ross, Director, Institute of Contemporary Art, Boston.

A free illustrated brochure with an essay by John G. Hanhardt will be available to the
public.

A retrospective of Paik's videotapes will be broadcast by WNET/Thirteen Sunday evenings
from May 16 through June 20 following "Independent Focus."

PRESS INFORMATION: Linda Gordon or Steven Schlough (212) 570-3633

April 1982
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THE KITCHEN

CENTER FOR

NAM JUNE PAIK - VIDEO, MUSIC,

DANCE AND
"A TRIBUTE TO ANDY MANNIK" PERFORMANCE

ANDY MANNIK - October 12, 1981

"A TRIBUTE TO NAM JUNE PAIK"

LIFE'S AMBITION REALIZED Nam June Paik with Denise Gordon:

"Two years ago, a dancer friend asked me to see another dancer
perform in a burlesque house. I enjoyed it. Nam June-had al-
ways bragged of his dream to play house pianist in a burlesque

theatre. I decided to put him to the test."
(Andy Mannik)

A CONSTRUCTION Andy Mannik

“God acts, I just put things together."

(George Balanchine)

ANDY MANNIK quit school "because the ballet was more exciting

than sitting in a library reading about it." Lacking professional
training, he found work as a stage carpenter. Unlike others who
started in show business as carpenters, he remained one. He

met John Cage in 1965.

NAM JUNE PAIK studied piano with Mrs. Shin Gae Dok in Seoul,

Korea, during the years 1946-50, and graduated from the music
department of Tokyo University in 1956. He studied with Thrasybulos
Georgiades in Munich and Wolfgang Fortner in Freiburg, and met

John Cage in 1958 in Darmstadt. In addition to giving live per-
formances, Mr. Paik has been active as a composer and has made
videotapes featuring pianos.

DENISE GORDON was born in 1966.

The Kitchen Center is supported in part by The National Endowment
for the Arts (a Federal agency), The New York State Council on

the Arts, The New York Community Trust, The Rockefeller Foundation,
the Jerome Foundation, the Walter Foundation, the Martha Baird
Rockefeller Fund for Music, the Mary Flagler Cary Charitable Trust,
the Robert Sterling Clarke Foundation, the Beards Fund, the Morgan
Guaranty Trust Co., the Mobil Foundation, Consolidated Edison Co.,
the Jerome Robbins Foundation, the Skidmore, Owings & Merrill
Foundation, and other private foundations and individuals.

Legal Counsel: Berger, Steingut, Weiner, Fox & Stern.
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Whitney Museum

of American Art For Release
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Madison Avenue at 75th Street  New York, New York 10021 (212) 570-3633

PRESS PREVIEW #586
Thursday, April 29 NAM JUNE PAIK
11:00 am - 3:00 pm

RETROSPECTIVE AT WHITNEY MUSEUM

The Whitney Museum of American Art is presenting the first New York retrospective of
the work of NAM JUNE PAIK, from April 30 through June 27, 1982. The largest exhibition
ever devoted to a single video artist, it comprises more than 60 works, including music
scores, drawings, objects, video sculpture, six large-scale installations, a projected
laser/video environment, and videotapes, illustrating all aspects of Paik's career.
John G. Hanhardt, Curator, Film and Video, who organized the exhibition, wrote in
his introduction to the accompanying publication,* "Through the 1960s and 1970s wvideo
emerged and established itself in America as a new art form. The key figure in this

development has been the Korean-born composer, artist, and performer Nam June Paik."

This exhibition and publication exemplify the Whitney Museum's commitment to presenting
the achievements of artists working in video, a commitment that began eleven years ago
with the first major videotape exhibition in a New York City museum.

"Nam June Paik" is supported by public funds from the New York State Council on
the Arts with additional assistance from the Rockefeller Foundation and Mr. and Mrs.
Howard Wise. Equipment is donated by Sony Corporation of America. After its New
York showing the exhibition is tentatively scheduled to travel to the Museum of
Contemporary Art, Chicago; National Galerie, West Berlin; and Museum Moderner Kunst,

Vienna. The U.S. tour is supported in part by the National Endowment for the Arts.

*Nam June Paik by John G. Hanhardt, with essays by John G. Hanhardt, Michael Nyman ,
Dieter Ronte, and David A. Ross. Illustrated chronology; lists of selected perfor-
mances, one-person exhibitions, group exhibitions, videotapes, and published writ-
ings; and brief bibliography. 144 pages; 16 pages of color illustrations, 25 of
which were made by a new Polaroid process; 199 black-and-white illustrations. Pub-
lished by the Whitney Museum of American Art in association with W.W. Norton & Co.
Paper $15.00
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From Paik's earliest works and participation in performances with the alliance of
artists known as Fluxus,to his latest work with lasers,he has transformed materials and
technologies into unigque objects. There is no linear, diachronic progression from one
set of Paik's works to another because of the interrelationship and cross-fertilization
between all aspects of his art in various media. He often refashions earlier work in a
Process that constantly reflects on the past while thinking about the future.

Paik's Participation TV (1963-71) is an extension of his Fluxus strategy of breaking

down the barrier between the viewer and the artwork by having the sculpture's potential
activated by the viewer. Several of Paik's best-known video sculptures combining video
with performance were done for Charlotte Moorman, a classical cellist, who described
TV Cello (1971) as the first development in the cello in centuries. As she bows across
the cello constructed with monitors, Moorman plays with the form of the sculpture and
the video images of herself, video collages of other cellists, and live images from the
studio or performance area.
One of the distinctive features of video is the ability to show on a monitor what
the camera is recording in real time. Paik employed this technique in many pieces.
It is the central strategy, together with the additional sculptural elements of a statue
and chair, for TV Buddha (1974), in which a statue of a Buddha faces a monitor on which
it "sees" itself, and TV Chair (1968) where a monitor directly under the chair shows
what the camera views through an adjacent window. Further illustrating the great variety
of his video sculpture are works ranging in size from Candle TV (1975), a single television
with a candle positioned in place of the picture-tube, to one of Paik's newest pieces,
V-¥ramid (1982), a floor-to-ceiling six-level pyramid constructed with 48 televisions.
In the late 1960s, Paik initiated a series of large-scale, multi-monitor video
sculptures distributed within an exhibition space. Works in which the monitors form a
shape or are placed in a context that has specific connotations, thus disposing the

viewer to receive and interpret the works in specific ways, include Fish Flies on sky

(1975) , 36 suspended color TVs showing a 2-channel collage of airplanes, dancers, and

fish; Video Fish (1975-77), 16 fish tanks with live gquppies placed in front of 16 color
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TVs; and TV Garden (1974-78),30 color televisions on their backs (showing Paik's land-
mark videotape Global Groove, 1973, produced at the WNET/TV Lab with John Godfrey) in

a garden of live plants. Moon is the Oldest TV (1965-76) and TV Clock (1963-81) consist

of 12 and 24 monitors, respectively. Both works are viewed in a darkened space, the
image on the screen is minimal and static, and each is perceived as part of a sequence
which must be read as a whole.

Also presented are two video projections. Imagine There are More Stars on the Sky

than Chinese on the Earth (1981) comprises seven color televisions fitted with special

lenses which project moon-like shapes in an arc from one wall, across the ceiling, and

down the opposite wall. The second is the New York premiere of the Paik/Baumann Video/Laser

Projection (1981-82). Developed with Horst Baumann, one of Europe's leading laser ex-
perts, the system projects laser images from Paik's videotapes in diffused patterns
across the gallery walls.

One of the works in the exhibition will be demonstrated by Paik at the press preview.
The remote-controlled Robot K-456, first fashioned in 1964 out of spare parts and found

objects by Paik in collaboration with Shuya Abe, walks and talks.

NAM JUNE PAIK/CHARLOTTE MOORMAN PERFORMANCES June 2 and 3 8:00 pm

Paik has created a number of works specifically for Moorman, a classical cellist by
training and noted interpreter of avant-garde music, who has been performing with
Paik since the early 1960s.

PANEL DISCUSSION May 21 6:30 pm

Paik's art will be discussed by John Cage, composer; John G. Hanhardt, Curator, Film
and Video, Whitney Museum of American Art; Dr. Wulf Herzogenrath, Director, Kdlnischer
Kunstverein, Cologne, West Germany; Pontus Hulten, Director, The Museum of Contemporary
Art, Los Angeles; and David A. Ross, Director, Institute of Contemporary Art, Boston.

A free illustrated brochure with an essay by John G. Hanhardt will be available to the
public.

A retrospective of Paik's videotapes will be broadcast by WNET/Thirteen Sunday evenings
from May 16 through June 20 following "Independent Focus."

PRESS INFORMATION: Linda Gordon or Steven Schlough (212) 570-3633

April 1982
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MEET VIDEO ARTISTS

NAM JONE PAIRK anp
SHIGEKO KUBOTA

Screening and discussing collaborative works:

“Allan’s and Allan’s Complains” (1982 - 30 min.)
“"Merce and Marcel” (1980 - 15 min.)

“Duchamp Piang” (1979 - 30 min.)

Slides of video sculptures and installations will
also be shown

Port Washington Public Library
245 Main Street

Port Washington, N.Y. 11050
516-883-4400

Nam June Paik, "Video Art's Guru"*, was born in Seoul, Korea, in 1932. After graduating
from the University of Tokyo in 1956 with a degree in aesthetics, he traveled to Germany

to pursue his interest in 20th century music. In Cologne he became active in neo-Dadist
performances through the alliance of artists known as Fluxus. Paik's first show at the
Galerie Parnass in Wuppertal, West Germany, in 1963, was the first exhibition of wvideo art
anywhere. Shortly after moving to the United States in 1964, Paik acquired one of the first
video cameras and began to explore the aesthetic possibilities of the medium. Since that
time the television has become the center of his art. His works have been exhibited and
broadcast internationally.

A retrospective of Nam June's work at the Whitney Museum, April 30 to June 27, is the most
comprehensive exhibition ever devoted to a single video artist.

Shigeko Kubota authored the book Marcel Duchamp and John Cage (Takeyoshi Miyzaa, 1970) as

well as articles on video published both in the United States and Japan. She has had one i
person shows at the Museum of Contemporary Arts, Chicago; the Seibu Museum, Tokyo; Le Musee
d'Art Moderne, Paris; the Art Institute of Chicago; and the Akademie der Kunst, Berlin.

She spent a year in Berlin, having received a D.A.A.D. grant. She is currently Video Cura-
tor of Anthology Film Archives.

*D.C. Denison, "Video Art's Guru". New York Times Magazine. April 25, 1982, p. 54.

Funded, in part, by the New York State Council on the Arts

Thursday, June 17,1982 8 PM
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clarke, douglas davis, ed emschwiller,

john godfrey, francis lee, bob parent,
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john godfrey, phil falzone, darlene mastro.
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CHARLOTTE MOORMAN, cellist
NAM JUNE PAIK, pianist

performing

June 10, 1968

8:30 pm

Town Hall

123 West 43rd Street

New York City
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Tickets:
$1.50, 2.50, 3.50, 25.00
Payable to:
Town Hall
) Mailed to:
Y N.J. Seaman
119 West 57th Stree

New York City
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“...\Why in the United States can | see nudity in films

“After three emancipations in 20th Century music, and not be mrmltted_ to see nudity in an actual per-
(serial-indeterministic, actional)....| have found that formance? | cannot find any reasonable excuse for
there is still one more chain to lose....that is.... this....| wonder why music performers wear always
PRE—FREUDIAN HYPOCRISY. Why is sex a pre- the same uniform. | see them also as an actor. In his
dominant theme in art and literature prohibited only piece, he (Paik) exposed such conformistic hypocrisy.
in music? How long can New Music afford to be sixty Thisisa tragedy that such a work has been arrested,
years behind the times and still claim'to be a serious The work itself has a paradox to such an hypocrisy,

Police in every country descriminate the expression
of the art by it's degree of reality...."”
Takahiko limura from Eigahyoron, Tokyo, Japan

art? The purge of sex under the excuse of being
“serious” exactly undermines the so-called “seriousness”
of music as a classical art, ranking with literature and
painting. Music history needs its D’ H' Lawrence its
Sigmund Freud.” :
Nam June Paik from invitation to “Opera Sextronique”
—— B A—
"Charlotte Moorman felt a calling. It wos her decision
to bring onto the already sprawling landscape of music
the dimension of sex. And so it was thot a free recital
was assembled in which she would perform certain
works of Paik, Tenney, Kosugi, Mathews In vorious
stages of flesh exposure;and thus it was that she spent
the night in jail explaining artistic theory...
another spirit is now abroad. ..Its general area Is
freedom and its specific goal is existential truth, get-
ting down to cases, or, if you prefer, telling it like it
is. This is not a sweet age, but there is some glory to
it. Pretending and illogic continue apace, but they
are falling out of favor.
Charlotte Moorman's recital is not ot all ahead of its
time. The law on nudity is behind its time. Some sex -
vally sick, old man's exposure of himself on the IRT
before unconsenting young ladies Is disgusting and

“The verdict: guilty of indecent exposure. The
penalty: a suspended sentence. The artist’s timeless
reaction: ‘The judge just doesn’t understand.” "
from Newsweek May 22 1967

* .After the conviction of topless-cellist C:har-
lotte Moorman, cellist Janos Starker said: ‘| ap-
prove of the sentence—not on the gro'u_n:lds of
indecency but of unfair competition.

Leonard Lyons from The New York Post

“_..The nudity of Charlotte Moorman to which
until now European concert goers have not opposed
recently angered the New York Police....but neither
the sentencing nor the obscene offers which she gets
through the telephone and telegraph since the trial
....nor the profitable night club offers can shake the
artist from her belief...."Joan d‘Arc of New Music’
(Edgard Varese) has fought since then for the new
idea of mixed media in all the world—in concert
halls and art galleries, in TV and radio, in lofts and
in state parks, on main city streets, canals and cem-

police territory, as implied threat and af least public " eteries. The action musician Paik promised her a
nuisance are involved, but exposure In concert or world career; he wanted to put her as a sex element

even burlesque houses are artistic provinces and threat- into music...." ,

en only those who themselves are morally ailing. | Felix Schmidt from Der Spiegel

think any law, at any rate, should operate only in areas )

wherein one person hurts another= slurs him racially, “A recent decision in Criminal Court serves as an im-

deprives him of happiness, or, okay, corrupts his pediment to future creative work and degrades the

children in o manner not wished. reputation of New leor'k City as a cultural center in
Carman Moore from The Village Voice g:r?or grom gg:-n Arte Magazine

“In mocking the whole concert convention, Charlotte 3 - .

Moorman adds to her stature and dignity as an artist, ...l could not'beheve my ears....it reminded me of

More than that. The shadow of her performance will a witch hunt....”

creep into, and haunt, every concert hall in the world. Kaniharu Akiyama from Bijutsu Techou Cahier d'Art
That the Police Dept. should find her obscene is an
outrage, however it is also an indication of the damage

she has wrought in the hallowed halls of the cultural “Still, we must crown a pretty, brown-haired girl
establishment.” named Charlotte Moorman queen of artistic-intellec-
Dick Preston from The East Village Othe tual-avant-garde (as opposed to vulgar-money-grub-
= bing-lubricious) nakedness.
"Her performance ...was an actlve demonstration of Paul O'Neill from Life
her pioneering of "the newest and most exciting music e
of our time" ., ..was poetry of the highest order. .. "The crime has nothing to do with how a cellist
Arla Two, the 'topless' Arla, performed with chang- dresses, however. It wos not necessary, as Judge
ing masks, el ectronic drone and the playing of Brahms' Shalleck did, to go to the constitutional issue of
"Lullaby, "was cited by several testifying critics as clothing. The briefest summation of the facts suffices
having "great wit" and "very fine irony, " qualities to establish guilt. ("You attempted to glve a cello
needing rediscovery in our milieu, and as also being concert in public?" "Yes, your honor.” "Are you
"controlled, " "imaginative" and of "soclal value.?. Pablo Casals?" "No, your Honor.™ "This court
Proclaiming his familiarity with exotic forms of dress finds you gullty of indecent exposure. ")
and undress after five years in the South Pacific, Judge The theory that the artist must dress in the costume

Shalleck proceeded to attack the "bearded, bathless
'Beats, '"the cloths of Yves St. Laurent and Rudi Gern-
relch who "make women look like they are not women, *
and the underground "happeners" who create "a kind

of brothel of the intellect." He claims to have tried

"to give sympathetic understanding” to the "John Cage
breakthrough in art® ond then confesses to having
walked out of a Leonard Bernstein performance of
"one of Cage's pleces. "

Jud Yalkut from West Side News

of his trade Is one of the heavlest burdens the arts have
to carry, and It is sad to see the judiciary fumble on
opportunity to free them of it...

In our closed professional sects, we all Insist on our
colleagues wearing the uniform of the trode - painters
In white overclls, journallsts in gravy—stained neckties,
doctors with Cadlllac shine on thelr trousers, rock'n'-
rollers In electronic shirts, bankers in pinstripes, actors
in ascots, lady cellists In Lady Drocula weeds...”
Russell Boker from The New York Times

Norman J, Seaman 110 West 57th Street  New York, New Yark 10019
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uring the 1960s and 1970s, video emerged and es-
tablished itself in America as a new art form. The
key figure in this development has been the com-
poser, artist, and performer Nam June Paik. An account of
his career is also an account of the transformation of televi-
sion and new video technologies into contemporary art.
Nam June Paik was born in Seoul, Korea, in 1932, In 1956,
after graduating from the University of Tokyo with a degree
in aesthetics and a thesis on Arnold Schénberg, Paik traveled
to West Germany to pursue his interest in twentieth-century
music. There he met John Cage, participated in Karlheinz

Stockhausen’s musical theater piece Originale, and began
creating compositions and (h':inu pertormances thruughml!
Europe. In 1961 Paik met George Maciunas, founder of
Fluxus, a loose, anarchic network of artists. Paik’s associa-
tion with Fluxus, an integral part of his aesthetic, is ex-
pressed in such early pieces of object art as Urmusik (1961),

Robot K-456 (19641, a twenty-channel radio-controlled robot by Nam June
aik in collaboration with Shuya Abe. Private collection, Cologne, West
Germany. Phota & 1964 by Peter Moore

Violin with String (1961), and Random Access (1963}, in
which he manipulated and transformed found materials into
noisemakers, metaphors for music, and performance
objects.

In early 1963, Paik purchased thirteen second-hand televi-
sion sets and used them to create his video sculptures of
“prepared televisions.” Later that year he included these
works in his first one-man exhibition, the “Exposition of Mu-
sic—Electronic Television,” at Rolf Jahrling’s Galerie Parnass
in Wuppertal, West Germany, which was, in fact, the first
show of video art anywhere.

Paik decided to visit America in 1964 and meet with
Fluxus artists such as George Maciunas, whom he had en-
countered in Europe. He stayed on permanently, settling in
New York City and beginning an extraordinary period of
creativity during which he would make a unique contribu-
tion to American art and culture. In New York Paik met
Charlotte Moorman, a classical cellist by training and a
noted interpreter of avant-garde music. The first of their
many collaborations took place during Moorman’s “Second
Annual New York Avant-Garde Festival,” where Paik pre-
miered Robot Opera, with Moorman, and Robot K-456
(1964), which he had brought with him from Japan. This
remote-controlled robot, developed with the electronics en-
gineer Shuya Abe, walked and talked in Paik’s performance
and on the streets of New York. Magnet TV (1965), another
work that transformed video into art, was featured with other
works in his first one-man exhibition in New York, at the
New School for Social Research in 1965. The showing of
Paik’s first videotape followed, at the Café a Go-Go, a tape
shot with a portable video camera he had bought that same
day.

The selection of pieces in this retrospective describes the
scope of Paik’s accomplishment. In addition to early musical
scores and sculptural objects, the exhibition includes the
video sculptures TV Cello (1971), TV Glasses (1971), and TV
Bra for Living Sculpture (1969), created for Charlotte Moor-
man, which have been featured in their performances and in
Paik’s videotapes. The second-floor Film/Video Gallery and
a major portion of the fourth floor are devoted to Paik’s large
video installations, which, through the positioning of televi-
sions and video images within the exhibition space, explore
their relationship to each other and to other elements. These
expanded forms of video include Video Fish (1975-77), with
live fish and televisions; Fish Flies on Sky (1975), where
televisions hang from the gallery ceiling; TV Garden
(1974—78), with televisions lying face-up on the gallery floor
surrounded by plants; Moon is the Oldest TV (1965-76) and
IV Clock (1963-81), where sequences of television images
represent the phases of the moon and the passage of lime
respectively. Imagine There Are More Stars on the Sky Than
Chinese on the Earth (1981) projects circular video images
onto the gallery walls; in Participation TV (1963—71) abstract
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Charlotte Moorman with TV Cello (1971) and TV Glasses (1971) at Galeria
Bonino, New York City, November 23, 1971. Photo by Thomas Haar

video images are activated by sound. Paik’s latest work is the
Paik/Baumann laser video environment, in which projected
video images transform the gallery into moving video sur-
faces and spaces.

These large video projects expand our concept of sculp-
ture through the introduction of transitory, electronically
produced imagery into the text of the work. Thus many ot
these pieces incorporate Paik’s videotapes— Global Groove
(1973) is shown in the TV Garden, and Lake Placid ‘80 can
be seen in V-yramid (1982). These videotapes were produc ed
on the Paik/Abe Video Synthesizer, a device developed in
1969, which introduced the electronic transformation of
representational imagery and the generation of abstract
forms into videotape.

Paik’s art and his career have been informed by a complex
network of associations and relationships with visual artists,
Composers, technicians, television stations, and galleries,

operating within several different art movements. His wide-
ranging interests in all forms of art making and in the
exploration of visual and scientific ideas have shaped his
aesthetic discourse, bringing multiple resources and mate-
rials into his individual performances, compositions, vid-
eotape projects, and video sculptures. In addition, Paik
refashions earlier works in a process that constantly reflects
on the past while thinking about the future. In the hands of
Nam June Paik, video became a medium of individual
creative expression, altering the conventional and standard-
ized perception of these technologies, and revealing their
potential to stimulate and challenge as new visual and

conceptual art forms.
John G. Hanhardt

Curator
Film and Video
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Fourth Floor

TV Buddha
(1974)

Participation TV
(1963-71)

Imagine There Are
More Stars on the
Sky Than Chinese
on the Earth
(1981)

TV Egg
(1982)

TV Cello
(1971)

Robot K-456
(1964)

Fish Flies on Sky

(1975)

TV Clock
(1963-81)

Veyramid
(1982)

Moon is the Oldest TV

(1965-76)

Laser Video
(1981-82)

VIDEOTAPE RETROSPECTIVE

A retrospective of videotapes by Nam June Paik will be
broadcast on WNET-TV/Channel 13 on Sunday evenings,
immediately following “Independent Focus.”
May 9 A Tribute to Nam June Paik: Video Portrait of a
Man Who Won't Sit Still (1982) by Kit Fitzgerald
and John Sanborn, 30 minutes.

Allan and Allens Complaint (1982) by Nam
June Paik and Shigeko Kubota, 30 minutes,

May 16

Global Groove (1973) by Nam June Paik and
John |. Godfrey, 30 minutes.

May 23

Merce by Merce by Paik (1978). Part |: Blue
Studio: Five Segments by Charles Atlas and
Merce Cunningham, 30 minutes; Part Il: Merce
and Marcel by Shigeko Kubota and Nam June
Paik, 30 minutes.

Media Shuttle: Moscow/New York (1978) by
Nam June Paik and Dimitri Devyatkin, 30
minutes.

May 30

Guadalcanal Requiem (Revised) (1979) by Nam
June Paik with Charlotte Moorman, 29 minutes.

June 13

A Tribute to John Cage (1973) by Nam June
Paik, 60 minutes.

June 20

Video Fish
(1975~77)

Second Floor
FilmVideo Gallery
TV Garden (1974-78)

Elevator
e

PANEL DISCUSSION

Friday, May 21, at 6:30 P.M.

The art of Nam June Paik will be discussed by John Cage,
composer; lohn G. Hanhardt, Curator, Film and Video,
Whitney Museum of American Art; Dr. Wulf Herzogenrath,
Director, Kdlnischer Kunstverein, Cologne, West Germany;
Pontus Hulten, Director, The Museum of Contemporary Art,
Los Angeles, California; and David A. Ross, Director. In-
stitute of Contemporary Art, Boston, Massachusetts. For
ticket information, call (212) 570-3652.

PERFORMANCES BY NAM JUNE PAIK
AND CHARLOTTE MOORMAN

Wednesday, June 2, and Thursday, June 3, at 8:00 P.M.
Tickets are available at the Museum’s Sales Desk.

Cover photo: Nam June Paik perlorming with Vielin with Strng (1961-751 at
the “Twelith Annual New York Avant-Garde Festival,” Flovd Bennett Field,
Brooklyn, New York, September 27, 1975, Phato © 1975 by Peter Moore
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Nam June Paik

, daadgalerie
KurfurstenstraBe 58 - Berlin 30 - Telefon 26136 40
Ausstellungsdauer
22. Januar bis 20. Februar 1983
Offnungszeiten
montags bis sonnabends 12 pjs 19 Uhr, sonntags 12 bis 17 Uhr 3

Eintritt frei
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| Everything Is Instrun]mntal in a Way-Out Concert

| Frederic Rzewski plays typewriter with one hand an
“Mama” with other as he practices for avant-garde music show at Judson Hall

MOSICIANS USING ‘

* BIZARRE SOUNDS

|Judson Hall Plans Festival
'| Featuring Unusual Idiom

By MARJORIE RUBIN

‘ New York's avant-garde com-
|posers and performers who
{burst balloons, saw lumber,
|c1ank chains, serape sand and
|play planos filled with chil-
idre:n's blocks have banded to-
|gether for thelr first festival of
!far-out music.
| Beginning Tuesday they will
|fill Judson Hall with bizarre
isounds for six nights—Aug. 20,
121, 27 and 28 and Sept. 3 and 4. |
| Among the participants will| §
|be John Cage, elder statesman
lof the avant-garde who main-|
tains that “all sounds are mu-|

sic, and David Tudor, a highly| §
‘respected piano exponent of
this idiom, |

At & rehearsal in the hall|
yesterday, 20 baby dolls were|
unwrapped as Frederic Rzewskl|
|tested the rhythm of a type-
writer and prepared to practice;
for the first performance of| B8
Giluseppe Chiari's “Teatrino.”
The work calls for “dangerous”|
sounds and Mr, Reewski feels|

they bes hi by : - — .

{l c‘ouldhﬂb; :zl;lsc Ll;':fdsa; The New York Times (by Allyn Baxm)

“mama." | Charlotte Moorman goes through rendition of John Cage's
For a loud, sharp sound that| “26°1.1489," a symphoni position that entails pluck-

'Mr, Cage indicates in his “26'L| ing a cello, i

}1490." B e e . %ml L 0, Malmerlpg on a garbage-can cover, bursting
s WAL Diay, Uie culiat de-| n, scraping shoes with sandpaper soles on sandy
clded that the sound of break-| cookie pans, “I‘"ﬂK a popgun and blowing a slide whistle.
R o ——

ce r. Tudor, de- West Side at 3 AM., sha found

| & .+ sha found do the Irick becau

cided to achieve this effect by a bullding halfway demolished rasive. G wne.abe
smashing an electric-light bull and was about to plek up some, Miss Moorman then concen-
in & metal wastebasket filled loose bricks when an encounter trated on finding a second
with bricks, But lust week when with a skeplical policeman sent sound required Mr. 's
she called some constructionher running home empty-hand. composition. sm?mty d?:ﬁ:d

‘Gom) to “buy three or four ed. The next day she was ad- on strik
' ‘gho was laughed at. |vised by M, Tudor that smash- wil;: nl il.nmu‘ ‘":“-mwm
! Beouting around the upper'ing a Pepal-Cola bottle would plucks a cello,
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SIE RATEN RICHTIG DPas war eunnal e Klavier Wenn man nun die Tasten
druckt, erklingt alles andere als eine liebliche Tonfolge Man erlebt sein
bldues Wunder. Vor allem bei der todernsten Erkiarung, das alles habe
ganz bewuBt und ganz direkt etwas mit Kunst zu tun




