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Introduction

The immediate occasion for this publication was the realization of the international

traveling retrospective Allan Kaprow—Art as Life, which draws heavily on the archive

of the artist's papers held by the Getty Research Institute. But this is a particularly apt

time to reexamine Allan Kaprow's work for other reasons as well. His death, in 2006,

brought conclusion to a remarkably broad and diverse oeuvre, created over a span of

nearly sixty years. He has, as a number of contributors to this volume assert, been

described as the best-known unknown artist among the major postwar practitioners

in the United States. There has been a slow acknowledgment on both the scholarly

and the institutional level that ephemeral, performative, and notational practices such

as Kaprow's are increasingly central to any adequate account of art from the late

twentieth and early twenty-first centuries. And, in the midst of one of the longest of

the periodic booms in the postwar art market, a state in which commerce makes the

values of scholarship, context, and criticality often seem irrelevant, Kaprow's work

offers a strong counterpractice, coming from an artist who more resolutely resisted the

strictures of the art world than perhaps any other artist of his era.

While there are very few visual artists who have invented an art form whose

name has entered common parlance—as did the Happening—Kaprow has been identi-

fied far too reductively with that singular invention. A primary goal of this book is to

extend the parameters of scholarly investigation of Kaprow's work beyond the roughly

ten years of the classic Happenings. Kaprow's career can usefully be conceptual-

ized—at the risk of being overly simplistic— in several phases. From the late 1940s

through the late 1950s, Kaprow produced what he retrospectively called "gallery

art," beginning with paintings and drawings, then assemblages and action-collages,

and finally Environments, in which the incorporation of elements from everyday life

increasingly strained traditional exhibition contexts. In 1958, while studying with John

Cage, Kaprow invented the Happening, a form in which a number of events take place

together in space and time, never to be repeated in exactly the same manner. Within

this loose framework, the Happenings evinced a great deal of variety, ranging from

the highly scripted and theatrical to the spare and conceptual, and moving from the

gallery to commercial and industrial spaces to the outdoors. In the late 1960s, Kaprow

began using the term Activity, rather than Happening, to denote his practice, signaling



a change from large, public events to ones whose participants were mainly family,

friends, fellow artists, and his students. In the 1970s, these works were often accom-

panied by Activity booklets—a published set of photos and texts that outlined the

actions of the Activity and made Kaprow's presence unnecessary to the realization

of the piece. From the 1980s until the end of his life, Kaprow's work became private

and introspective, to be enacted by a couple or an individual. These developments in

Kaprow's art are visually documented by the lengthy chronology, compiled by Annette

Leddy, that comprises the bulk of this book. Composed of an illustrated list of his works

(as complete as possible from 1958 on), and a list of related events, the chronology

provides some of the flavor of Kaprow's practice while offering both a useful introduc-

tion for the casual reader and invaluable research material for the dedicated scholar.

The essays in this publication have been grouped into three sections: "Early

Works and Writings," "From the Archive," and "The Making of a Retrospective." Paul

Schimmel locates Kaprow in the 1950s as negotiating between the legacy of Jackson

Pollock and the influence of John Cage, both as a scholar—Kaprow studied art history

with Meyer Schapiro—and as an artist. For Schimmel, the crucial work that initiates

many of the key issues of Kaprow's mature practice is Rearrangeable Panels (1 957-59),

for which he offers a sustained description and interpretation. Alex Potts discusses

Kaprow's invention of the Happening as outgrowth of his assemblage practice, focus-

ing on Kaprow's writing itself as a form of assemblage. He examines Kaprow's written

scores and published essays through the mid-1960s, ultimately arguing that the

Happenings exist as a missing physical immediacy between two verbal articulations

—

Kaprow's written scores and the participants' recollections.

Both Glenn Phillips's and Annette Leddy's essays are drawn "From the Archive."

Phillips's essay examines the problem, engendered by Kaprow's work, of maintaining

the traditional distinction between artwork and archive. It specifically focuses on the

material related to one Activity—77me Pieces—beginning with the Activity booklet for

the piece, and proceeding through the photographic and video documentation of

its enactment in Berlin, its reconfiguration for exhibition, and the second video of the

work made several years later. Leddy's contribution is a broader survey of the Allan

Kaprow Papers that locates a theme of intimacy in an archive that on its surface is

intentionally impersonal.

As the curators of the retrospective exhibition Allan Kaprow—Art as Life,

Stephanie Rosenthal and Eva Meyer-Hermann are concerned with the enormous chal-

lenges posed by any presentation of Kaprow's work in the institutional context of the

museum. Rosenthal describes the process of working with Kaprow and the ultimate

decision to reinvent a number of Happenings in Munich. Meyer-Hermann provides an

account of the fraught history between the museum and the work of artists who blur

the boundaries between art and life, details the strategies for the in-gallery presenta-

tion of Kaprow's work, and offers a plea to reform museological practice to make it

more hospitable to nontraditional work.

While the essays and chronology offer a range of approaches to Kaprow's work,

this publication is by no means meant to be definitive. Very few artistic practices call

out for a true catalogue raisonne more than Kaprow's. It is our hope that this book

will be the beginning of a more intensive museological and scholarly engagement

with Kaprow's oeuvre. a project in which a great deal of work is still to be done.









Part One Early Works and Writings



Paul Schimmel

"Only memory can carry it into the future"

Kaprow's Development from
the Action-Collages to the Happenings



Allan Kaprow willed Happenings into being. Emerging as a painter at the same time

as the second-generation New York School was coming to the fore, he rigorously

conceptualized his own practice in order to move art in a new direction. His revolutionary

creation of Happenings, which erased the boundaries between object, installation, and

performance, derived from two contradictory tendencies. Intuitive, open-ended, and

time-based on the one hand, they reflected his rigorous practice as an art historian,

critic, and teacher on the other. He received his master's degree in art history from

Columbia University in 1952, wrote prolifically, and was an influential teacher throughout

his career, beginning with his appointment at Rutgers University in 1953. Arguably,

no work traces his evolution from painting to sculpture to installation to Happening

more powerfully than Rearrangeable Panels (1957-59), which he incorporated into the

Happening, 18 Happenings in 6 Parts, in 1959.

Kaprow's artistic development was strongly influenced by his efforts to

reconcile the achievements of Jackson Pollock and John Cage. His essay "The

Legacy of Jackson Pollock" (1958) reveals his vivid understanding of Pollock's

significance as a "liberator" who demonstrated to subsequent generations the

primacy of action in the process of artistic creation. Kaprow began to engage with

Pollock's work in the late 1940s, in part through his study of painting with Hans

Hofmann. In 1952, he and some of Hofmann's other former students, including Jan

Muller, Jane Wilson, George Segal, and Robert Whitman, cofounded Hansa Gallery,

an artists' cooperative on East Twelfth Street in New York, to provide a forum to

explore the legacies of gestural abstraction, assemblage, and other forms. They

hoped to find an escape from abstract expressionism, which had degenerated into

a mode of art-making that, Kaprow claimed, "invariably seeks the past and drowns

itself m its sobs, bitterness and fastidiousness.'"

Although the Hansa Gallery artists were wedded to the rich, painterly,

gestural qualities of Pollock, many were perhaps closer in spirit to the more con-

ceptual practice of Cage. From 1957 to 1958, Kaprow was a student in the weekly

experimental music composition class that Cage taught at the New School for

Social Research in New York. Other students included George Brecht, Al Hansen,

Dick Higgins, Jackson Mac Low, and La Monte Young. Cage showed Kaprow that

one of the ways in which he could work through Pollock's legacy was to explore

the significance of the act in painting and sculpture in ways that Pollock had only

anticipated, such as by incorporating time-based practices, employing new modes

of nonnarrative composition, and requiring the participation of the audience for the

realization of a work < figs. 1, 2 >. Of Cage, Kaprow later wrote:

A less passionate personality than Pollock, perhaps more ironic, Cage nev-

ertheless has the same vast sense of naturism. His welcome of accident

and his taste for blurring the edges between his art and the world beyond

are as great as Pollock's or even greater. Just as Pollock's painting has

no definite frame, so the sounds and silences in Cage's music could be

continued indefinitely. Musical sound and noise (customarily divided) are

really one; so are art and life.
2
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Fig. 2. John Cage (American, 1912-92)

Water Music, 1952

India ink on paper. 10 sheets, each sheet: 43.2 x 27.9cm (17x11 in.)

Whitney Museum of American Art. New York

Fig. 1, Jackson Pollock (American, 1912-56)

Number 1, 1949

Enamel and metallic paint on canvas. 160 x 259.1 cm (63 x 102 in.)

The Museum of Contemporary Art. Los Angeles "Only memory can carry it into
'



Fig. 3. Allan Kaprow

Baby, 1957

Collage: paper, aluminum foil, carpet pieces, oil and

synthetic paint, chalk, and rope on masonite plates,

282x306 x 17cm (111 x 120'/2 x 6 3/4in.)

Museum Moderner Kunst Stiftung Ludwig, Vienna

1 Schimmel

In the mid-1950s, Kaprow perceived himself as equipped to move beyond the

narrow-mindedness and banality of the second-generation New York School, which he

characterized—wrongly, I believe—as consisting of the followers of Pollock. (In fact,

Willem de Kooning was far more influential for painters such as Michael Goldberg,

Grace Hartigan, Al Held, Alfred Leslie, and Joan Mitchell, among others.) One of his

first steps was to incorporate elements from everyday life into a series of works that

he called "action-collages." 3 In these works, gestural painting counterpoints collage

and assemblage. Influenced by Pollock's emphasis on the primacy of the act, Kaprow

produced the collages "as rapidly as possible by grasping . . . great hunks of varied

matter: tin foil, straw, canvas, photos, newspaper, etc. [and placing them] ... in the

ritual of my own rapid action [with] an acting out of the drama of tin soldiers, stories,

and musical structures that I had once tried to embody in paint alone. "> But while a

painting by Pollock can be read as a unified field, in Kaprow's collages each element

remains distinct within the overall composition, so that the centrality and

coherence so important to the monumentality of Pollock's painting are

in abeyance—a tendency that reflects Cage's influence. In this respect,

the action-collages diverge from the carefully composed narrative and

autobiographical Combines of Robert Rauschenberg, another artist

who struggled to absorb the dual influences of Pollock and Cage. The

elements that make up Kaprow's Baby <fig.3>—cardboard, foil, torn

paper, cut-up sections of his own paintings, and bits of text and image

—

are fragmented and incoherent; Kaprow achieves formal clarity in the

work only by rigorously organizing these elements as a series of vertical

bands. His inclusion of found objects was in some ways a direct assault

on the homogeneity of the abstract expressionist picture plane—a mythic

coherence that lends the ethereal quality that separates it from the visceral

world. As Segal, one of Kaprow's closest friends, observed years later,

'We found it amazing that so much avant-garde twentieth-century art was

rooted in physical experiences of the real world and suddenly the abstract

expressionists were legislating any reference to the physical world totally

out of art. This was outrageous to us." 5 Nevertheless, during this period

Kaprow, like Rauschenberg, remained both indebted to and enamored

of the bravura and seemingly unencumbered freedom that the New York

School represented, even as he attempted literally to cut this tradition

apart in his action-collages.

Kaprow observed in 1965 that his collages "became bigger and

I introduced the flashing lights and thicker hunks of matter. These parts

projected farther and farther from the wall into the room and included more

and more audible elements: sounds of ringing buzzers, bells, toys, etc.,

until I had accumulated nearly all the sensory elements I was to work for

during the following years." 1

' Although the use of objects that invited the

sensory participation of the audience was not unique to Kaprow (in 1959,

Rauschenberg incorporated a working radio into his Combine painting

Broadcast), his predilection for the lowbrow was distinguishing. Works

such as Penny Arcade <fig. 4 > suggest the American vernacular exemplified by the

arcade, the carnival, and the circus in contrast to that of the refined commercial culture

of Madison Avenue that appealed to many of his contemporaries. The development

of his aesthetic from Baby to Arcade is apparent not only in the displacement of the

functionality of the incorporated objects rather than the sublimation of their use value

but also in the expansion of scale, with the consequent potential to immerse the

audience more fully in the experience of the work

—

a tendency that he would develop

further. "I just simply filled the whole gallery up," he stated,



starting from one wall and ending with the other. When you opened the door

you found yourself in the midst of an entire Environment. ... I immediately saw

that every visitor to the Environment was part of it. I had not really thought of it

before. And so I gave him occupations like moving something, turning switches

on—just a few things. Increasingly during 1957 and 1958, this suggested a

more "scored" responsibility for that visitor. I offered him more and more to do.

until there developed the Happening. 7

Kaprow later made the connection between assemblage. Environ-

ment, and Happening explicit: "An Environment is a large assemblage,

usually to be physically entered, like a forest or a junk-yard. Those enter-

ing an Environment may be encouraged to move its material about, thus

changing its composition. As more moves are encouraged, the Environment

becomes a Happening. Normally, such an Environment is thrown away after

a time and its materials may be perishable, like flowers or food." 8

Kaprow's crucial shift from action-collages to Environments occurred

as he was developing Rearrangeable Panels between 1957 and 1959. This

work lies at the intersection of his efforts to reconcile Pollock and Cage,

the painterly and the conceptual, the physical and the theoretical. The

work is a large-scale assemblage comprising nine rectangular panels, each

approximately eight feet high. The panels, covered with paint, tar, plastic

apples, leaves, paper, and mirror fragments, and strung with colored light-

bulbs at the top, can be displayed in any configuration, including leaning

them against the wall, aligning them side by side to make a wall, or arranging

them in the form of a kiosk-like structure. Rearrangeable Panels asserts

itself as an art object even as it simultaneously denies its own permanence

by virtue of the fact that its components may be rearranged. And, as Jeff

Kelley observed, this aspect of the work "was an early nod in the direc-

tion of what would later become a central principle of Kaprow's work: the

participation of others. Kaprow was comfortable with collaboration and

ensemble performance—activities typically associated with art forms other

than the visual, especially music." 9

Although there are historical antecedents for Rearrangeable Panels.

it is clear through Kaprow's writings that he understood better than most the

major implications of the move from object to action and the significance of

the hybrid, in-between form with which he was wrestling. Some of the most

significant precursors were the walk-in environments and objects of Kurt

Schwitters— particularly his Merzbau, a series of rooms in which a variety

of objects and materials were installed, which he originally constructed in

his home in Hannover in the 1920s. Marcel Duchamp was also influential,

but not as an objectmaker: rather, he was meaningful for his relationship to

the found object and for the relationship of his life (including his renowned

Fig. 4 Allan Kaprow
Penny Arcade, 1956

Assemblage with lights and sounds, 243.8 x 182 9 x 60 9cm (96 x 72 x 24 in.)

Destroyed "Only memory can carry it



Fig. 5 Robert Rauschenberg (American, born 1925)

Minutiae, 1954

Combine- oil. paper, fabric, newspaper, wood, metal, and plasUc. w.th m.rror

„„ K,„H»d wire on wood structure, 214.6 x 205.7 x 77.4cm (84V, x81
.

on braided wire, on wood structure

Private collection, Switzerland

Fig. 6 Allan Kaprow

Rearrangeable Panels, 1957-59
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Musee nat.onal dart moderne. Centre Georges Pompidou. Paris
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and committed chess playing) to his art. More immediate were Rauschenberg's Com-

bines, such as Minutiae <fig. 5>, an extraordinary work that articulates the gray area

between object and performance in spite of the fact that it was created as a prop for

Merce Cunningham, whose dancers moved through, around, and under it tor a 1954

performance of the same name.

As envisioned by Kaprow, Rearrangeable Panels can be read as a field painting,

an installation that wraps around the viewer, or an assemblage that the viewer walks

around <fig. 6; see chronology, figs. 16-19 >. The panels do not have a fixed order. They

are easily moved and rearranged (by the artist, initially), and moving the panels was

encouraged by the artist as a way to vary its presentation. In this respect, Rearrangeable

Panels has as its conceptual foundation Chinese and Japanese screen paintings, which

are similarly composed as multiple panels of essentially human scale, both in height

and width. Such paintings have architectural implications and a sense of being apart

from, yet also defining, the environment in which they exist. It is likely that Kaprow was

familiar with Japanese screen painting and its impact on Gutai, a group of avant-garde

artists active in Osaka during the 1950s <fig. 7>, since he did much to bring these

artists to international attention in the early 1960s. Surely Kaprow was subliminally or

directly influenced by the screens that had provided a flexible and rearrangeable format

for Shimamoto Shozo, Murakami Saburo, and other Japanese artists.

Although Rearrangeable Panels is made up of nine distinct panels, they can be

grouped. Most dramatic are the two panels that are overlaid with plant material. The

dry, brittle fall leaves that adhere to these panels produce a relatively consistent and

uniformly textured surface. The unfinished, process-oriented quality of Rearrangeable

Panels arises from the dimensional qualities of the imitation apples that are spread

across two other panels. Unlike the leaves, which cover their panels, the apples occupy

the upper two-thirds of this two-panel composition, with the lower third left blank.

A large passage of white paint begins at the bottom of the composition and moves

upward, providing visual support for the apples and then obscuring approximately one

quarter of them. The stripe of white gives these two panels the feel of an ongoing

process and, in a way, of spontaneity.

Although it is obvious that the leaves and the apples are meant to go together, or

to be seen in relationship to each other, the other two groupings are less obvious but in

some ways more interesting. The black panel, which has clear references to Rauschenberg

and Ad Reinhardt's black paintings, is a counterpart to the painted white panel with its

exquisitely textured marks and strokes—references to the abstract impressionists of the

New York School. More interesting is how the white panel anticipates the early works of

Robert Ryman, who, responding to abstract expressionism and Rauschenberg's white

paintings, created textured fields of white with contrasting bits of color.

The remaining three panels seem at first glance to have little to do with each

another. One is a composition of fractured mirrored glass. One is a collage of scraps

of paper with seemingly random applications of black, white, and red paint. One is a

very narrow panel, divided horizontally into sections of bare canvas and mirror. The

qualities of reflectivity and opacity tie these panels together, most obviously by the

mirror, which refers to the broken mirrored surface. Less apparent is the similar use of

bits of found material, whether glass or paper.

The lights on top of each panel are an obvious reference to funhouses, circuses,

and fairs, but they have a more important function as a visual lintel that ties together

the disparate materials that Kaprow used <see chronology, fig. 19 >. The lights create

an architectural element that strings together, both visually and metaphorically, the

"randomness" of the work. Kaprow leaves it up to the curator or installer to make the final

decision about how the panels will be viewed. It is in the installation of Rearrangeable

Panels that Kaprow's vision was truly revolutionary. Nonetheless, certain elements



Fig. 7. Kazuo Shiraga (Japanese, born 1924)

Work 1, 1954

Oil on paper. 109 « 77.5 cm (43 x 30Vi in.)

Hyogo Prefectural Museum of Modern Art, Hyogo

demand the recognition of particular pairings and sequencings, and to arrange them

differently would be a deliberate strike against them.

Shortly after he completed Rearrangeable Panels, Kaprow wrote that artists

were increasingly thinking of the work of art as "a situation, an action, an environment

or an event." 10 His description of such a work is easily applied to Rearrangeable Panels:

"Its shape is sprawling and irregular, sometimes made up of units that are infinitely

rearrangeable, expandable and reduceable [sic] to adjust to different areas, which

gives the whole an ambiguous, fluid existence." 11 Whether the work is presented as a

freestanding sculptural object, an environment that fills the field of vision, or a fieldlike

painting, the revolutionary decision that Kaprow makes is to define any arrangement of

the panels as only one of a large group of possibilities.

With Rearrangeable Panels, Kaprow no doubt took cues from his studies with

Cage, whose time-based experiments with chance and randomness had greatly influ-

enced him. Through his choice of materials, construction of the visual elements, and

pairing of the panels, Kaprow created a work that incorporated an element of random-

ness and chance, but within predetermined parameters. With 18 Happenings in 6 Parts,

presented at the Reuben Gallery in New York in 1959, Kaprow expanded on the legacy

of Pollock by creating a work in which gesture occurred in real time <figs. 8-n >.

Pioneered simultaneously by New York artists such as Jim Dine, Red Grooms, Claes

Oldenburg, and Robert Whitman, Happenings were soon internationally embraced.

Initially presented in a limited space for a limited audience, they differed from traditional

theatrical productions in that they did not follow conventional narratives and typically

invited the viewers' participation. Indeed, the frequent presentation of Happenings in

art galleries underscored their origins in modern painting and sculpture (specifically,

action painting and assemblage), filtered through the works of Cage. In his Happenings,

Kaprow instituted the idea of organizing a series of events in a changeable order.

For example, we will write down this set: 7 smiles. 3 crumpled papers. 19 lunch-

box latch sounds. Element one will have seven kinds of smile in this order:

happy, trance-like, benign, silly, disarming, insidious, fearful. Element two will

have three kinds of crumpled paper: a panel 6 feet by 8 feet with irregular folds

pasted on it in cadmium yellow medium, a box-kite affair of 3 feet by 7 feet

with torn patches and bits of high, crumpled newspaper with the sides painted

each in three shades of cadmium yellow on bands of unequal size (these can

be numerically assigned) and lastly, a hanging group of nine balls of crumpled

tissue paper colored zinc yellow, and cream yellow, all different in size. Each of

these three variations is conceived as a unit, even though one has nine parts.

These parts may be organized with a separate row. These can be fixed or can

be presented and removed at certain times on the score. 12

Identifying a relationship between performance and object making, Kaprow stated that,

"just as space in painting and sculpture has become equivalent to the solids formerly

considered inviolate, so silence and literal space between events are held to be equally

important as the events." "Only memory can carry it into the future" 1 5



Figs. 8-11. Views of 18 Happenings in 6 Parts (1959)

1 6 Schimmel



For 78 Happenings in 6 Parts, Kaprow created an interactive environment

that manipulated the audience to a degree unprecedented in modern art. Indeed, this

manipulation constituted one of his most important contributions to contemporary art

forms. The work comprised a series of closely timed actions performed by Kaprow

and participating actors and artists—including Sam Francis, Leslie, and Segal—who

worked from a carefully conceived and tightly scripted score. Kaprow choreographed

the movement of bodies, flashing of lights, playing or making of sounds, and

projection of slides and films <see chronology, figs. 29-50 >. Although these

"happenings" were plotted out one after another on a grid, they did not relate

to one another in a traditional narrative sense. The performance was staged in

six parts in three rooms that were defined by semi-transparent plastic sheets,

painted and collaged with references to his previous works. Rearrangeable

Panels formed the north wall of one of the rooms.

While Cage's encouragement of audience participation was motivated

by his desire to relinquish authorial control, the audience members of Kaprow's

Happenings were the participants and props through which his vision was

executed. Prior to the staging of 18 Happenings in 6 Parts, each audience

member received an invitation consisting of a plastic envelope containing

an assortment of images and objects, including bits of paper, photographs,

painted fragments, and wood. 14 On the evening of the performance, each

received programs and three stapled cards printed with an explanation and

instructions: "The performance is divided into six parts. Each part contains

three happenings which occur at once. The beginning and end of each will be

signalled by a bell. At the end of the performance two strokes of the bell will be

heard. . . . There will be no applause after each set, but you may applaud after

the sixth set if you wish." 15 The program also stipulated when audience members

would be required to change seats or move between the rooms.

If the manipulation of the audience in 78 Happenings in 6 Parts was a move

away from Cage, Kaprow's work in the following years drew closer to the broad, gestural,

physical qualities of the action painters, a trajectory evident in the progression from

works such as Hysteria (1956) and Rearrangeable Panels to the immersive Environments

such as Yard (1961). In Yard, first presented at the Martha Jackson Gallery in New York

as part of the group exhibition Environments, Situations, Spaces, Kaprow created a field

of used tires in the tight confines of the backyard of the townhouse in which the gallery

was situated < figs. 12. 13; see chronology, figs. 66-70 >. The work existed as art only

when audience members entered the space and interacted with the tires by, for example,

climbing on them or rearranging them. Viewers were encouraged to believe that they

were playing, but Kaprow established very controlled parameters within which they were

required to act. Kaprow was being heralded by critics as a radical on the art horizon,

but his audiences found that the abandonment of the traditional object and the open-

endedness of the Happenings made his works extraordinarily difficult to comprehend.

In fall 1960, Howard Moody, pastor of the Judson Memorial Church in New

York, invited Kaprow to serve as the director of the church's art gallery. The artist's first

project for the Judson Gallery, Apple Shrine <figs.i4.i5;SEE chronology, figs. 55-58 >,

was, even more than Yard, an Environment that expanded on some of the more expres-

sive and situational aspects of 78 Happenings in 6 Parts. Like the action-collages, this

Environment was densely packed with materials, some of which reflected the influ-

ence of Rearrangeable Panels, Kaprow created a labyrinth of narrow passageways from

chicken wire, cardboard, tar paper, straw, and crumpled newspaper, which formed a

structure that stretched from ceiling to floor, playing off the site's identity as a church.

Viewers navigated through the work to reach an inner sanctum, a private chapel of

sorts, with a three-tiered wooden altar, suspended above the floor, that featured a

Fig. 12. Kaprow in Yard (1961)

Photo: Robert R. McElroy

Fig. 13. Kaprow in Yard (1961)

with his son Anton

"Only memory can carr.



mixture of fresh and plastic apples—very much like those attached to Rearrangeable

Panels—that they were invited to pick. As Kelley noted, "Originally, Kaprow had not

intended to use real apples, planning instead to reuse the plastic ones that had fallen

off Rearrangeable Panels over the years. As the Environment took shape, however, the

symbolic potential of the 'temptation' to pick an apple, either real or fake, became

central to his thinking." 16

The exhibition received no significant critical attention. Indeed, a critic for the

Village Voice reported that it "was hardly noticed by the public or much of the pro-

fessional art world." He wrote that Kaprow had been well known for some years for his

Environments and Happenings and that he was "an exceptionally original artist and

a leader who has seen a movement develop around him." The critic described the

Environment in great detail, noting specific features such as the mirror embedded in a

cluster of paper and wire that, upon first viewing, was mistaken for an opening in the

rough wall, only to reveal itself in the viewer's encounter with his own face, as if he

were meeting a stranger. Finally, he explained that "Mr. Kaprow's art poses problems.

The exhibition is now dismantled, its materials have been carted away by the junk man,

and it will be not seen again. If its vocabulary is unfamiliar, it will not remain to be

udged at a later, more knowledgeable year. Its life is a present one, and only memory

can carry it into the future." 17

Of course, we now know that this account, which accurately depicted not

only the work but also Kaprow's place within the New York art world, was written

by Kaprow under the pseudonym "Theodore Tucker, South Lincoln, Massachusetts"

<see chronology, figs. 59-60>. For Kaprow, the insertion into the public domain of a

response written with first-person knowledge but seemingly delivered in another's voice

was consistent with his bifurcated role as both thinker and objectmaker. "Far

beyond the 'Apple Shrine's' actual content in humanity," he concluded, "stands

Kaprow's inadvertent quarrel with all the rapid glories, qualities and eternities

which we think are History." As Kaprow and other truly innovative artists of the

era discovered, the only sure way to place their work in the historical record

was by their own hands. At the end of his pseudonymous review, Kaprow

included this prescient note: "Dear Sir, I have written the enclosed critique

of Allan Kaprow's work in the hope that the Village Voice might publish it free

of charge. I think your readers are owed an account of this truly important art

being created in the Village. Sincerely." 18

Pollock, the gestural action-oriented painter, and Cage, the conceptu-

ally oriented teacher, had a remarkably generative impact on Kaprow. While

their influence is instantiated in Apple Shrine, equally significant is Kaprow's

articulation of the work's meaning and position within art history in the Village

Voice review. Apple Shrine exists because of Kaprow's desire to embrace two

distinct art historical legacies, and he played an active (though anonymous)

role in shaping the critical discourse around it.

Figs. 14, 15 Views of Apple Shrine (1960)

Photos: Robert R. McElroy
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Allan Kaprow has been a significant presence in the American art world since he first

came to public notice in the late 1950s. The reason for this, however, does not lie

primarily in the reputation acquired by the art that he produced. Happenings, after all,

had a relatively brief life span and were soon marginalized by other performance-based

and conceptual forms that became established in the late 1960s and early 1970s as

the leading alternatives to traditional, object-based art. Kaprow's attempt to resist the

co-optive power of the art world and to position his works so that they operated not

within the arena of art, but on the boundary between art and nonart, had its most

pervasive impact as an ethical and artistic ideal propounded through his writing and

teaching. Starting with his famous essay, "The Legacy of Jackson Pollock," which

came out in 1958, he published regularly during the 1960s and 1970s in ARTnews

and, later, Artforum, and his ideas enjoyed a second lease on life with the publication

of Essays on the Blurring of Art and Life in 1993. 1

Kaprow's writings were not just commentaries on his practice. They were integral

to his art, and in an important sense they constituted what it represented for a larger

public. His Happenings were generated by way of written scores and talks delivered

to participants, 2 and they lived on after they "happened" not only by way of these

scores, carefully preserved by Kaprow in his archive and in some cases published by

him, but also in the written recollections of participants and Kaprow himself.- Writing,

then, played an integral role in the genesis and realization of his Happenings, just as it

is essential to how we imagine them today. The verbal testimony and the photographic

documentation constitute not only the form in which they exist for us as works of art

but also their representation as works of art with some kind of public profile from the

moment they were enacted. That Kaprow has a substantial presence as an artist has

much to do with his evident talents as a writer—with, that is, his ability to conjure up

scenarios and convey in words what the physical, sensory impact of these scenarios

might be. What is more, it is within his writings that he played out a paradox central to

his conception of nonart. His resonant verbal evocations constitute his Happenings as

events disencumbered of the formal and aesthetic pretensions of conventional artwork

and, yet, also as phenomena that have a powerful aesthetic effect.
4

This essay focuses on the writings Kaprow produced up until the late 1960s,

when writing, for him, existed in creative tension with an artistic practice that still had a

fairly high profile—before he retreated to informal stagings of his works among friends

or on the home territory of educational establishments, such as the colleges where

he taught. A complex and ultimately precarious negotiation between engaging with

the art world and keeping it at bay fed his most substantive and intriguing endeavors.

His nonart initiatives, as he observed on several occasions, were not to be seen as

entirely disassociated from art.
s The point was to devise works that escaped the self-

referentiality within which modern art was trapped, and this could not be done merely by

creating works that either alluded to or directly incorporated realities lying outside the

sphere of art. What was needed was a procedure for effecting a compelling transition

from materials and situations that were genuinely nonartistic—that were, as he put it,

"lifelike"—to an art that momentarily existed outside the context of the art world.

Such a close interplay between art and nonart was consistent with the way he

conceived of his own artistic trajectory: as tracing a move toward ever more lifelike and

less artlike materials and situations, but without utterly negating his earlier conception

of art. As he saw it. the assemblage aesthetic with which he had experimented in his

first object-based works in the 1950s was taken up and elaborated in his slightly later

environmental art and then redeployed in the structuring of his subsequent Happenings,

which were in effect informal assemblages of events and situations played out over

space as well as over time. This aesthetic also informed the compositional procedures

used in his score writing. Kaprow was quite explicit about such continuities, spelling Writing the H.



Fig. 1. Allan Kaprow's Courtyard (1962)

and Robert Rauschenberg's Monogram (1959)

From Allan Kaprow, Assemblage, Environments &

Happenings (Harry N. Abrams, 1966), 136-37

22 Potts

them out most fully in Assemblage, Environments & Happenings (1966), a publication

that included a survey of junk art assemblages by himself and other artists such as

Robert Rauschenberg <fig.i >. In the press release for Courtyard, staged in New York

in 1962, he made the point that his Happenings had "evolved in logical stages, by

advancing as far as possible the implications inherent in Assemblage, the visual and

tactile art that combines diverse materials into unexpected wholes." 6

In Kaprow's view, genuine experimenters like himself were committed not to

eradicating art, but to realizing a "conversion of nonart to art" that would be "electrifying."'

They could succeed in this endeavor only if they were to "ruthlessly rip out the last shred

of artistry in their every thought and enthusiasm."" In other words, he saw the extreme

measures he took to break away from the closed circuits of object-based art as the

only viable basis on which he could sustain a genuinely credible and significant art in

present-day circumstances. He was not denying the significance of earlier art made in

a very different context. Indeed, he stressed that it was with the aim of preserving the

larger existential purposes driving the last wave of avant-garde painting, represented

by artists such as Pollock, that he was impelled to abandon painting and anything that

smacked of the procedures and conventions of object-based art.

Happenings, as he explained in an essay published in 1961, were to be thought

of, "like American art of the late 1940s," as "a moral act, a human stand of great

urgency, whose professional status as art is less a criterion than their certainty as an

ultimate existential commitment.'"' As he put it more grandiosely in Assemblage, Envi-

ronments & Happenings, the nonart initiatives he was championing "proceeded on the

assumption that at present any avant-garde art is primarily a philosophical quest and

a finding of truths, rather than purely an aesthetic activity." 1 " In a situation of "extraor-



dinary and rapid change" such as the present, the idea of a "perfect work of art" had

become "irrelevant," and "great works" might "only be looked forward to ... in the

sense that they may be moments of profound vision into the workings of things, an

imitation of life, so to speak, rather than artistic tours de force, i.e., cosmetics." 11 To be

anything more than superfluous "artistic tours de force" or "cosmetics," artworks had

to take something categorically nonartistic as their point of departure.

Far from being "anti-aesthetic," Kaprow was fascinated and compelled by

moments when art and life momentarily became indistinguishable, when something

with the reality and density of the nonartistic happened to take on an aesthetic charge.

This interest, which stimulated some of his most perceptive writings, emerges clearly in

his analysis of the aesthetics of the junk materials that played such an important role

in the assemblage art of the time. An artwork made out of impermanent, disregarded,

and expendable everyday materials that "will pass into dust or garbage very quickly,"

he explained, could exist as something much more suggestive than "a fixed, enduring

object to be placed in a locked case."' 2
Its essential mutability, its truthfulness as a

phenomenon caught up in a larger cycle of "creation—decay—creation," was partly

determined by the realities of the modern world of consumer capitalism—a world of

junk and throwaway products. But it also had to do with a deeper sense of temporality,

an ephemerality that subtended the very fabric of everyday living and thinking.

The use of debris, waste products . . . has, of course, a clear range of allusions

with obvious sociological implications, the simplest being the artist's positive

involvement, on the one hand with an everyday world, and on the other with a

group of objects which, being expendable, might suggest that corresponding

lack of status which is supposed to be the fate of anything creative today. These

choices must not be ignored, for they reveal what in our surroundings charges

the imagination as well as what is most human in our art. But beyond this is the

larger issue of reality understood as constant metamorphosis. This viewpoint,

this metaphysics, is more fundamental than our "throwaway" culture. The lat-

ter is the topical vehicle for the former and, while important, should become

something else in time. 13

Kaprow envisaged here, albeit vaguely, the possibility of moving beyond a

throwaway culture, as well as beyond a culture that assigns particular value to things

and works of art specially preserved and possessed as pieces of property." A radical

anarchist and egalitarian politics emerges from time to time in Kaprow's meditations

on what a new conception of art might be: one not fixated on objects. This stance also

appears in the more laid-back writings of John Cage, who, if anyone could be named

as such, was the guru of experimental art in the late 1950s and early 1960s. Cage

strove to create a new music that would, in its negation of conventional compositional

structures, help fashion a world liberated from individual possession and private

property. As he put it in his somewhat gnomic but elegant formulation: "Our poetry

now is the reali-zation that we possess nothing. Anything therefore is a delight (since

we do not pos-sess it)."'
5

The materials that Kaprow incorporated into his assemblages. Environments,

and Happenings—such as cardboard boxes and pieces of paper or foil—were often

relatively neutral, certainly more so than the lacerated posters and worn-out artifacts that

other assemblage artists used in their work. Kaprow noted how he alternated between

things that have "a high degree of associational meaning" because of their function,

social use, and psychological associations, such as "machine parts, baby carriages.

clothing," and more "generalized" materials, such as "cloth." "cardboard." and "wood."

that "are somewhat less specific in meaning."" These materials were not necessarily Writing the Happer



used or rejected, even if they often became rubbish in the course of a Happening. They

might be seen to accord with the open neutrality of a world undivided and undisrupted by

private property or psychological obsession. In one somewhat uncharacteristic moment,

Kaprow imagined a quasi-utopian, purely formal art, in which materials ancTsituations

could be "freely manipulated without jarring the overtones of the imagery within them."

He explained, however, that this was impossible to realize in present circumstances,

where any everyday material—any material that makes up the fabric of our lives, even

one as common as Kleenex—would, when attention was focused on it, "push into

relief all that we have only half consciously thought about [it] and its intimate uses." 17

Kaprow has a reputation as one of the more significant opponents of high

modernist formalism. He was so effective in this role, however, because he understood

formalist principles from the inside and had a real feeling for the dialectic between

purity and impurity that sustained his commitment to formal rigor. In "Impurity" (1963),

the essay in which he presents his possibly most striking argument against formalism,

he made the telling point that "the impure aspect of pure painting like Mondrian's is

not some hidden compositional flaw but rather the psychological setting which must

be impure for the notion of purity to make any sense at all."
18 He also overturned the

common distinction between Pollock's courting of chaos and Barnett Newman's appar-

ent purism and clarity. His detailed formal analysis of the two artists' works led him

to the conclusion that, once we engage closely with Newman's larger paintings, we

become aware of a "flood of utter chaos, of sheer color inundating us, of lines crashing

into splinters and vanishing into the vibrating deluge." 19 The "terror" and "passion" this

induces, he claimed, "are as close to our marrow, as unsettling to us emotionally, as

anything of Pollock's." 20

His conception of nonart, then, is not to be confused with a conventional

celebration of antiform at the expense of form. The most recent proponents of radical

antiform, he noted in an analysis of Robert Morris's felt pieces of the late 1960s, in

reality produced only "antigeometry"; their works were "a rephrasing of the formless-

ness that preoccupied the ancients from the Egyptians onward." 21 Kaprow made it clear

that a formal organizing and framing of things enters into our most ordinary engage-

ment with objects and environments. In his view, it was the larger physical and social

context within which a work was enacted, not its greater or lesser formlessness of

shape, that was at issue in any true "deemphasis of formal esthetics" that might lead to

a "palpable experience of the measureless, the indeterminate." 22 For the experimental

artist, giving "the heave" to conventional compositional practices was not a matter of

abandoning form. 23 Rather, it entailed ridding oneself of the formal patternings peculiar

to art and adopting instead those forms inherent in the substance of the nonart materials

with which one was working. (Remember here that a number of Kaprow's Happenings

from this period incorporated live chickens.)

The only form a thing has is what it looks like or does. That is, if a chicken runs,

eats chicken feed, and roosts, that is all the composition required and all the

composition the experimenter needs to think about. This is not nonform, for the

brain can only function in patterned ways. It is simply an avoidance of the familiar

artistic distinction between matter (the medium) and its malleability (the form) '

In this passage, Kaprow argued for the deployment of the real forms (as distinct

from conventionalized forms) that we see once we do away with our habitual reliance on

the framings and compositional structurings of art. The broader philosophical question

—

whether these real forms are ones that exist in the things themselves or whether they

are structurings inherent in the operations of our mental and perceptual apparatuses

24 Potts that we unself-consciously bring to bear when engaging in nonart activities— is left



open. Kaprow was above all concerned with a kind of work whose forms do not present

themselves as deliberately imposed by an aesthetic attitude. Rather, they are integral

to our ordinary nonart interactions with the world we inhabit and, as a result, seem

embedded in our everyday lives. This is in conformity with his conception of a nonart

that momentarily blurs the boundaries between art and what is not art, making art come

alive as something truly imbricated in the substance of our lives.

Kaprow made extensive use of highly formalized procedures in his practice

as an artist. Like the structures deployed by Cage when composing his music, these

procedures embraced the possibility of chance occurrences while also blocking the

artist from imposing his own aesthetic choices on all aspects of a work. A clear

recognition of the formal basis of his practice does come to the fore from time to time

in his published writings. Perhaps most notable is a revealing passage at the end of

"Assemblage, Environments, and Happenings," a long essay in which he talked about

the compositional procedures he might use in generating a score for a Happening.

Here he explained how, in "composing" an imagined scenario that he was presenting

to the reader, he "played around with images on paper, shifting them this way and that,

letting one thing suggest another." 25 He then pointed out that "shifting things around

can be an excellent mode of performance as much as of composition." 26 He also quite

explicitly noted that the assemblage aesthetic of his Happenings was played out in

the compositional format of his written scores. In the latter, he combined a set of self-

contained segments of text, each denoting a single event or action, in a sequence that

is divested of conventional narrative flow.

The extent of his commitment to formal procedure emerges most clearly in the

unpublished notes he made for the talks he gave to participants prior to the enactment

of his Happenings, in which he described the tasks and the logic that informed them.

In one such note related to Household, a Happening from 1964 that was showcased in

Assemblage, Environments & Happenings, he explained how

happenings function in three customary ways (which are, however, mutually

dependant). They are

1

.

A fantasy performed

2. A formal structure and sub-structure (which seems to make the fantasy per-

formable in direct images, and which also permits the third function to be

realized, namely:)

3. pattern of meanings. 27

The "formal structure," he went on to explain, should be composed from "rela-

tionships determined by [the] nature of [the] images" being deployed, a view that

echoes the published comments quoted above about the nonart forms he was seeking

to realize in his work.- 8 The unpublished notes, however, make much more explicit the

extent to which Kaprow was preoccupied with formal procedures. Moreover, his claim

that the nonart forms incorporated into his works were inherent in the materials that he

used represented a leap of faith just as great as the one demanded by the early mod-

ernists' assumption that the abstract forms in their work were not arbitrarily imposed

artistic patternings but were grounded in the larger structuring of things over which the

artist had no control. In both cases, the impulse to realize a formal structure that would

be experienced as pure immediacy was fundamental.

Kaprow's writing did not function just as a formulation of generative ideas for

his art. nor did it serve simply to explain his works to a larger public. It was an essential,

constitutive element of his art. This was true for many artists of his generation, as it was

for those of a slightly later generation who first came to prominence in the mid-to-late

1960s. The very existence of his art as a public phenomenon that could reach beyond Writing the Happe-



the restricted circle of people who were participants in or direct witnesses of his Hap-

penings depended on his verbal skills and on the written representations of his work

and its informing principles. It is through the documents relating to his Happenings that

one gains a sense of how expressive and symbolically loaded these early works were,

and how they were enacted in very different registers of experience, with the tensions

between these registers being central to the compelling nature of his artistic project.

Reading through the earlier scores, created before he turned to a Zen-like conceptual

simplicity in the later 1960s, one finds a focus on commonplace, junky materials and

banal, ordinary actions coexisting with epic pretensions and blatant melodrama.

This disparity is also evident in his general characterizations of the nature of

Happenings. On the one hand, he presented Happenings as laid-back and lifelike

alternatives to the expressive intensity of conventional high art: "Happenings are events

that, put simply, happen .... Their form is open-ended and fluid; nothing obvious is

sought and therefore nothing is won, except the certainty of a number of occurrences

to which we are more than normally attentive. They exist for a single performance, or

only a few, and are gone forever as new ones take their place." 29 On the other hand,

he saw melodrama as the defining condition of an authentic contemporary American

art practice in general and of Happenings in particular. 30 There is certainly more than

a touch of melodrama in the scenarios that Kaprow created, in which he invited the

reader to imagine the new possibilities that would reveal themselves as the materials

of art came off the wall and entered into the environment inhabited by the spectator:

"Suddenly there were jungles, crowded streets, littered alleys, dream spaces of science

fiction, rooms of madness, and junk-filled attics of the mind." 31 Consider too this list he

presented of the nonart materials from which an artist might gain inspiration: "A United

States Marine Corps manual on jungle-fighting tactics [by this point, America was

already heavily involved in the Vietnam war], a tour of a laboratory where polyethylene

kidneys are made, the daily traffic jams on the Long Island Expressway."' 1
' Such lists,

like the Happenings themselves and the earlier assemblage works and Environments,

form an almost arbitrary-seeming yet oddly suggestive conjuncture of disparate items

that alternate between being utterly flat and mundane in tenor and having an intensity

that is often disturbing as well as blatantly melodramatic.

The peculiar concatenation of the everyday with excess and "epic" pretension

is vividly staged in a hypothetical score that Kaprow devised to give readers of his 1966

book on Happenings a "kaleidoscope sampling of occurrences typical of Happenings."

Long maze of wall-size mirrors (as at oldtime carneys). Rows of blinking yellow,

blue, and white lights. Quiet neons. Everybody wanders aimlessly. Rubbish on

floors of passageways. Five janitors come in with vacuum sweepers, sucking

up debris. Crackling sounds. Janitors leave. From above, whistling of some sad

pop tune like "Don't Play It No More." More debris is dropped into passages.

Crackling sounds again. Janitors rush around handing out brooms and every-

body sweeps. Lots of dust, coughs. Mirrors begin to sway and shake. Whistling

continues as high whine enters louder and louder. Wheelbarrows and shovels

rolled in. Frenzied loading of trash, much noise. Brooms are grabbed from

people, are held up close to mirrors and examined. Fellow comes in with wide

brush and pail of soapy water and wipes over reflections. Janitors sweep and

shout at each other from different passageways, but their words are backwards.

They yell louder and faster. Then work and noise wears out and finally stops,

dust settles, cans of beer are brought in for everybody. Workmen take a swig,

burp, and pour beer on the floor. They go. Dead silence. Three pneumatic trip-

hammers are dragged in. Compressors start. Floor is drilled into, noise is deaf-

26 Potts ening, mirrors shatter."



The scenario consists of a destabilizing array of events and eruptions of sound,

incipiently violent and oppressively close, that disperse any sustained or clearly

identifiable affective response. In contrast with melodrama, the playing out of these

destructive impulses is interrupted before they can fully define or realize themselves

—

such interruption is fundamental to the strategies deployed by Kaprow. The sequences

of low-key actions and the crescendos of frenzied activity suddenly stall, or drift off

into inconsequentiality, framed within blocks of time that halt abruptly, usually at

strictly cued points. These cuts prevent any developmental thrust or play of impulse

from continuing into the next segment of extended durational occurrence, except as

recollections existing entirely in the mind. Kaprow imagined here a very realist art, one

echoing the jumble of contradictory possibilities and constraints and impulses that

operated in contemporary society.

The realism of the scenario also invokes a distinctive and oddly familiar form

of ritualized, everyday activity in the modern world, although it is one that is hard to

categorize. The scene is one of laboring, but the working environment lacks definition.

It is not the factory or any other characteristically modern workplace nor is it a domestic

setting. Participants do ordinary maintenance, or sweeping, or basic construction

work—tasks that are never-ending and do not give rise to even a provisionally fixed

product. Here perhaps is a curious instantiation of Hannah Arendt's conception of the

endless, organic-seeming labor processes of a modern consumer society, which she

contrasted with traditional work processes directed to the fashioning of clearly defined,

and reified, products. 34

Exposed here through Kaprow's evident literary talent is something fundamental

to the whole enterprise of the Happening as he conceived it. The ability of those beyond

the circle of immediate participants or initiates to imagine the physical immediacy of a

Happening was necessarily constituted to a large degree through language, particularly

given the fact that one of the key principles of Happenings was that they were one-time,

ephemeral events that could not be reenacted. Unrecorded, they would soon sink into

oblivion. Kaprow was too canny and self-aware as an artist to allow this to happen

and all too well able to use his writings to endow his oxymoronic ideal of nonart with a

public presence, even if this meant throwing into question his commitment to the living

immediacy of the passing moment.

The actual Happening lives on in Kaprow's writings as a phenomenon located in

the gap between two verbal articulations: the scenario or projection of what the Hap-

pening might be, and the recollection of, or commentary on, what it was. In the case

of a conventional artwork, some kind of object fills this gap—something that can be

preserved and staged in a museum and that gives the illusion that it fully embodies its

artistic essence. In actual fact, the object comes alive and gains real significance for

us because we are prompted to imagine the mental and psychological processes and

the artistic gestures that once brought it into being and, afterward, to keep recollecting

and pondering it as something that sticks in our minds and gathers around it a host of

associated thoughts and feelings. With Kaprow's Happenings, this process is laid bare.

Happenings do not offer a definable, publicly available physical object that we can iden-

tify as embodying the sensuous immediacy of the work. We are obliged to attend to the

flux of narrative that makes the artwork into something other than a fixed, inert thing.

The objectlessness of a Kaprow artwork presents us with something that can-

not be fully assimilated within the public arena of the museum or gallery. It is always,

in part, "something purely imaginary" that we, like the artist, are "free to explore" in "a

beautiful privacy." Is At the same time, the work has a curiously paradoxical status as

a phenomenon that is both unmediated and utterly mediated. There is nothing palpably

present to which we can return to test our projection of the work as a physical phe-

nomenon. In fact, there never really was, even for participants, who after the work's



momentary enactment were left only with their recollections. As readers of Kaprow's

writings, we must imagine something that is supposedly very immediate and physical

entirely within our minds, taking our cue from the staging of the phenomenon in

language or in documentary photographs—materials conventionally seen as-mediated

records of a work's physical reality. The mostly casual, commonplace rhetoric of the

photographs of Kaprow's Happenings tends to block us from seeing them as works of

visual art in their own right. Moreover, the published record often consists of only one

or a very few photographs. Although they are on occasion oddly captivating and even

curiously resonant images < figs. 2-4 >, they hardly encapsulate the profusion of events

and actions that composed an actual Happening < figs. 5. 6 >. For the most part, these

photographs function more like conceptual clues than vivid images, and they are

generally considerably less evocative than the texts through which Kaprow conjured

up the sensory experiences and physical situations of his Happenings.

What is a Happening, then? It is not simply a lost phenomenon that was real for

one moment for a small group of participants. Neither is it embodied in the written score

or the descriptions that narrate it, as if, in the final analysis, a Happening is like a poem or

a story. Its status as an artwork is stubbornly unresolved. The designation of the work as

a piece of conceptual art may seem apposite, but in the end it does not fit. If Happenings

have a continued existence largely as conceptual phenomena, the nonconceptual

immediacy central to Kaprow's imagining of them undercuts any categorization of the

scores and the photographs as relatively self-sufficient conceptual works of art.

Figs. 2-4. Views of Courtyard (1962)
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There is a further paradox. The aesthetic status of the Happening is consistently

undercut by Kaprow, even as he seduces his readers with the fantasy of an "advanced

art" that "approaches a fragile but marvelous life, one that maintains itself by a mere

thread, melting the surroundings, the artist, the work, and everyone who comes to it into

an elusive, changeable configuration." 36 Kaprow presents us with not only extravagant,

lushly romantic fantasies but also hardheaded negations of the aesthetic mythologies

surrounding "the enduring and the stable" work of art, mythologies fostered by the

reifying and co-opting imperatives of the art world. 37 What is more, while claiming that

we must now face up to the fact that "only the changing is really enduring and all else

is whistling in the dark," he teases us by ensuring, through the evocativeness of his

writing, a continuing presence for artworks that supposedly were, of their very nature,

"fragile and impermanent." 38

In a move that mimics the highly productive perversities of

much of the more experimental work of the time, Kaprow sets up a self-

canceling and at the same time self-activating dialectic between two

diametrically opposing conceptions of what art should be. On the one

hand are his romantic projections of aesthetically resonant experiences

that can be shamelessly melodramatic, even kitschy. On the other hand

is his insistently anti-aesthetic flat-footedness, which he paraded quite

blatantly—consider, for example, the clumsy lettering he fashioned for

works that incorporated words <fig.7>—and his unerring predilection

for the blandly commonplace. In his scores, these contradictions are

reenacted in the very texture of the writing, both in the verbal rhetoric

that veers between the blandly spare and the emotively overblown and in

the combinatorial procedures in which a prosaic, uninflected succession

of tasks alternates with highly charged and often ludicrously excessive

interruptions. The scores, however, lose interest and potency when simply

seen as verbal poetry. Kaprow's scores compel us because they present

themselves not as self-contained works of art, but as recollections or

projections of artistic phenomena that once were, and could possibly be

thought of as being, vividly concrete.

Fig. 5 View of Sweeping (1962)

Photo: Robert R.McElroy

Fig. 6. View of Sweeping (1962)

Photo: Peter Moore
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Notes

10.

11.

12.

13.

14.

Allan Kaprow, Essays on the Blurring of Art and Life, ed. Jeff Kelley (Berkeley:

Univ. of California Press, 1993), of which a new edition with two further

essays came out in 2003. This book did not claim to be a complete collec-

tion of Kaprow's writings. It did not include a number of his more significant

publications, most notably the major essay he wrote for his book Assem-

blage. Environments & Happenings (New York: Harry N. Abrams, 1966),

151-208. of which there is only the very short and incomplete summary

found in his essay "The Happenings Are Dead: Long Live the Happenings!

(1966)" (see pp. 59-65).

See. for example, the very full notes Kaprow made for the preparatory talks he

gave prior to the Happenings Household in May 1964 and Paper in March

1964, Allan Kaprow Papers, ca. 1940-1997, accession no. 980063 (box 9,

folders 1, 3). Research Library, Getty Research Institute, Los Angeles; here-

after Allan Kaprow Papers.

Several scores were published by Kaprow in his book, Assemblage.

Environments & Happenings (note 1). Others appeared in more informal pub-

lications, such as Kaprow's Untitled Essay and Other Works, a Great Bear

pamphlet (New York: Something Else, 1967). Some scores took the form of

the very barest outline of a sequence of events, while others offered fairly

elaborate descriptions of the proposed settings and the intended outcomes.

Kaprow typed up a detailed commentary for the New York-based critic Brian

O'Doherty on the Happening Bon Marche after it took place in Paris; see

Allan Kaprow to Brian O'Doherty, 30 July 2003, Allan Kaprow Papers (box 8.

folder 4). He sometimes "reviewed" his own work, most notably in the very

fulsome account of his Environment Apple Shrine that he published under

the pseudonym Theodore Tucker in Village Voice (12 January 1961); for the

handwritten draft of this review, see Allan Kaprow Papers (box 6, folder 4).

One of the more intriguing features of the surviving written recollections of

his Happenings is their very disparate nature. See. for example, the quite dif-

ferent recollections of Michael Kirby in his Happenings: An Illustrated Anthol-

ogy (New York: E.P. Dutton, 1965), 67-83, and those of Samuel R. Delaney

in Gavin Butt, "Happenings in History, or The Epistemology of the Memoir."

Oxford Art Journal 24, no. 2 (2001): 113-26. It is important to remember

that, even if one were a participant in a Happening, there would have been

no privileged position from which one would have been able to gain a full,

overall sense of the work. Viewed in retrospect, the Happening very evidently

becomes something without clearly delimited form, existing as it does in no

one fixed location but instead spread across its various manifestations in

existing written and photographic records, with Kaprow's scores possibly

providing a basis for imagining what it might be.

I am grateful to Andrew Perchuk for his perceptive comments on an early draft

of this essay.
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An artist's archive typically contains any number of documents and ancillary materials

surrounding the development and history of the artist's works without actually

containing the original works of art themselves, which, if still extant, likely remain in

the care of museums or other collections. However, with the archives of conceptual

and performance artists—Allan Kaprow among them—this distinction becomes fraught.

Unlike a painting or sculpture, most conceptual and performance art lacks an original,

fully present and self-contained object. These works, if contained in art collections at

all, tend to be assembled into a form that is nearly, if not entirely, indistinguishable from

the types of documents and items that have typically been the domain of the archive.

Whereas many artists associated with movements such as Fluxus began at an

early point to assemble documentation and remnants from their projects into thought-

fully designed and commercially viable artworks, exhibition-ready documentation of

ephemeral pieces— particularly performance-based projects—has more often than not

been created after the fact, and sometimes after the artist's death. The types of insti-

tutional support that were eventually given to these bodies of work carried with them a

corollary need to have something permanent and visual to stand in for the ephemeral

work. An unforeseen consequence has been the rise of a parallel and primarily aes-

thetic criterion by which conceptual and performance art documents have been both

assembled and judged. In the museum and the market, these works are often regarded

not as documentation but—as with traditional artworks—as self-sustaining represen-

tations that can be unhinged from, and thus are unhindered by, the larger network

of materials that relate to the works purely as archival documentation. Documentary

photographs of ephemeral works (often taken by an unaffiliated bystander and only

later brought to the artist's attention) are judged not solely by their ability to convey

the facts of an event but also by their beauty and compelling nature as photography.

Handwritten notes and scores are assessed not as thought processes but as drawings,

and more elaborate assemblages of image and text are evaluated by standards of

design and presentation that might be completely unrelated to the original nature or

intellectual force of the event to which they refer.

This parallel aesthetic emerged strongly in Allan Kaprow's work in the 1970s, not

as part of an attempt to create more commercially viable work but as part of Kaprow's

struggles to deal with changes in his work that made documentation problematic.

Most of Kaprow's Happenings and Environments in the 1960s had operated as highly

visual spectacles, with plenty of room to accommodate large numbers of participants

and observers. This created a less-immediate need to be concerned about careful

documentation of the event. Photographic documentation of these early events was

sometimes a bit haphazard, but it nearly always occurred, and often times participants

and observers later gave or sold their photographs to Kaprow. By 1973. however,

Kaprow was moving more and more toward excluding an audience altogether. His pieces

became much smaller in scale and were primarily designed for individuals, couples, or

other small groups to complete more or less in private, and usually without Kaprow's

supervision. These works required the creation not only of easy-to-follow instructions

for participants but also of some sort of visual record that was related to the event.

With Time Pieces in 1973 <see chronology, figs. 220-43 >, Kaprow arrived at

a solution that involved producing documentation of the performance event, before

the performance had officially taken place, in the form of Activity booklets, which

functioned as photographically illustrated scores for a piece. The photographs in

these booklets were not to be considered as documentation of the event, however, but

rather as a representation of the Activity that was yet to happen. In Kaprow's words,

an Activity booklet "contains text and photos arranged to outline what is to occur. They

function together as an instruction manual or diagrammed play for a football game.

Thus, the photos are illustrations rather than documents of the actual event.'" Kaprow
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was initially pleased with this solution, and in a letter to Willoughby

Sharp dated 19 July 1973, Kaprow inquired about the possibility of

a spread in an upcoming issue of Avalanche, noting that "I'm finally

getting to an adequate format for publishing what has for so long

been purely ephemeral, and it seems as though it would fit into the

general format of your magazine." 2 One week prior to this, on 12 July,

Kaprow had completed the final draft of the score for Time Pieces,

which was developed in response to an invitation from the Neuer

Berliner Kunstverein to contribute a piece to the exhibition ADA:

Aktionen der Avantgarde, which was to open in September of that

year. 3 Each artist included in this exhibition was offered a stipend to

produce three components: a performance, a gallery display, and a

sixteen-page spread in the exhibition catalog. Thus, the very nature

of the invitation asked artists to develop multiple formats to convey

a single work, and previous drafts of Kaprow's score for Time Pieces

clearly show that he conceived this piece as a printed visual layout

almost from the beginning.

The score for Time Pieces asks couples to engage in an

elaborate series of more than forty private and shared activities

that revolve around monitoring and modifying one's own and one's

partner's pulse and breathing rate. Participants are asked to note

their pulse and breathing rates during states of rest and after exertion

(climbing stairs), as well as to hold both inhaled and exhaled breaths

for one minute, to breathe rapidly for one minute, and to exchange

breaths by breathing directly into each other's mouths for one

minute, or by breathing into plastic bags and exchanging the bags.

The production and use of documentation pervade the work, as

participants are constantly asked to use a tape recorder to record the

sound of their breath or their pulse (registered as counting or tapping)

and then immediately listen to the tape or else later play the tape for

their partner, either in person or over the telephone.

While the tone of the score for Time Pieces is quite measured,

the work was constructed to create mild states of anxiety in its

participants. Earlier drafts of the piece asked participants to hold

their breath not for one minute, but to their physical limit, and to breathe rapidly until

they actually hyperventilated. An abandoned portion of the script asked participants to

park their cars along a busy freeway and count their pulse and hold their breath while

listening to the cars going by <fig. 1 >.' Despite limiting the physical demands of the

piece, Kaprow nonetheless was certain of the effect it would produce in his participants.

In an introductory lecture that aimed to prepare the group of volunteers who would be

performing Time Pieces in Berlin, Kaprow noted that the work

concerns human feelings, that is, each participant's personal feelings. ... It is

a framework of objective moves designed to tap subjective states, states which

are, however, unknown at the beginning. . . . These moves are intentionally

clinical . . . but the content of the moves are basic to our existence: our heart

beat and our breath. Without them we die, and each of us has learned to subtly

36 Phillips Fig. 1. Draft score for Time Pieces (1973)



Figs. 2. 3. Photos illustrating how to perform Time Pieces

From the Activity booklet (pub. 1973)

monitor these internal rhythms as signs of how we feel. . . . Thus, Time Pieces can

be viewed as a "container" which we fill with the discovery of ourselves. . . .

And what we will be doing, of course, throughout the Activity is watching

ourselves and each other. What we don't know, however, is the effect upon our

feelings of conscious involvement in such time segments. This remains to be

discovered and reported when we reconvene on Sunday. 5

Kaprow clearly hoped that Time Pieces would evoke deeply subjective

responses in its participants, yet the photographic illustrations in the Activity

booklet tell an altogether different story. Aiming to be as objective, spare,

and deadpan as possible, the photographs (one for each of the thirteen main

sections of the Activity) nonetheless take on a highly visual quality that creates

a separate subtext and narrative for the piece. It is, after all, extremely difficult

to convey in a single photograph such time-based activities as breathing or

increasing one's pulse, let alone the activity of holding your breath and blinking

your eyes in rhythm to your pulse while someone else notes the count < fig. 2 >.

Thus an image depicting the activity of breathing into another person's mouth

(while timing the event) just as easily suggests an illicit affair between two

nervous, time-conscious lovers < fig. 3>, and other images take on an air of

a taped confession or excruciating pain that, while making the photograph

humorous or interesting, is unrelated to the actual experiences the participants

were expected to have.

This was not a dilemma that could easily be solved, as Time Pieces

deals at least in part with the impossibility of representation. Like so many of

Kaprow's works from this period, it was meant to be an activity of directed,

phenomenological perception, in which participants, engaged with their physical

sensations, become aware of the emotional and social import of their actions

—

"objective moves designed to tap subjective states." There are no spectators,

and nowhere in the Activity is one asked to look—only to listen, to count, to

breathe, or to hold breath. Vision plays only a supporting role, and even then it

is geared toward empathy rather than image, as one observes a partner only to

imagine the sensation of his or her heartbeat or breath.

Time Pieces was realized in Berlin by thirty people, divided into fifteen

couples, from 14 to 16 September 1973. Kaprow held an initial meeting with

the volunteers, at which he distributed to each of them the bilingual instruction

booklet and an audio tape recorder and talked to them about the nature and

intentions of the piece. One couple was asked to volunteer to have their

actions documented by a photographer, and another was asked to volunteer to

be videotaped. A second photographer documented Kaprow's own performance

of the piece, although these photographs were never used in a project. Couples

were given two days to complete the Activity, after which they reconvened to discuss

their experiences. No record was kept of the discussions following the performance,

but a number of participants did return to Kaprow various charts they had made that

documented their pulse and breathing rates throughout the Activity <fig.4>. While

we can imagine that the participants aimed to be accurate, and while, visually, the

charts bear comparison to other sorts of conceptual art documents from the period.



Fig. 4. Participants' charts from Time Pieces (1973)

38 Phillips

the most compelling documentation of the event is an annotated Activity booklet, in

which a participant (probably German artist Wolf Vostell) noted a series of failures that

interrupted the Activity throughout its enactment. At various points the tape recorder

gave out, or someone's breath gave out, or, in one case, the participant's phone call was

interrupted by angry, impatient callers waiting outside the telephone booth < fig. 5 >.

In addition to executing Time Pieces, Kaprow also had to create a gallery display

for ADA: Aktionen der Avantgarde < fig. 6 > . The objects he chose suggest that he was

torn between displaying the sort of preemptive representation of the yet-to-occur event,

as in the Activity booklet, and the straightforward documentation of the performance.

One wall of the gallery featured the individual pages of the booklet. Photographs from

the recent performance were displayed not on the privileged space of the walls but

inside low vitrines in the middle of the room. Above these vitrines were hung plastic

bags that had been inflated, sealed, and marked with each participant's name, as if

waiting to be inhaled by another participant. Neither the video documentation of

the piece nor the audiotapes or the written documentation that had been produced

by the participants were included. Instead, and most strangely of all, around the

perimeter of the room was a case displaying the tape recorders that the participants

had used in the creation of the piece.

The video documentation of the performance was edited at the Kunstverein's

Videothek into a work resembling a hybrid of the dense schematics contained in

the Activity booklet and the vagaries of the local execution of the piece. A poster

produced for the video has this same dual character. The front of the poster

<fig.7> features a large image of a telephone, a watch, and a tape recorder that

is typical of the didactic clarity of the Activity booklet, but the back of the poster

contains a rather jumbled design featuring the full layout of the Activity booklet,

mixed with documentary images from the Berlin performance and a short interview

with Kaprow about the piece <fig.8>. The video strictly follows the score for

the Activity, although the individual sequences that demonstrate its performance

do not always have the clarity of composition typical of the Activity booklet—as

would be expected, given that the actors were two unsupervised people who

were quite earnestly trying to perform the piece and had simply volunteered to be

videotaped while doing so.

Kaprow must have been dissatisfied with the video, as he decided to

remake the Time Pieces video in 1975, this time featuring his wife, Vaughan Rachel,

as one of the models. This marked the fifth time that Kaprow had produced new

photomechanical imagery relating to the Time Pieces project. Kaprow had often

used film and video to document his Activities, and he had experimented with

different techniques of representing his work as a moving image. These ranged

from straightforward, unedited compilations of raw footage to more composed

and narrative endeavors that aimed to document all the aspects of a piece that

would have been visible to its participants, including his introductory lecture and

discussion, prep work by participants, the event itself, and participants discussing

the performance once it was over. It was not until 1 974, however, with his production

of the video Then <see chronology, figs. 247-50 >, that Kaprow produced what

could be called single-channel video art—a self-contained work meant to stand

alone. The experience of producing Then may have influenced Kaprow's thinking, for

the remake of the 77me Pieces video places it firmly in the realm of single-channel video

art. This final version of Time Pieces is extremely clean, finished, and highly visual,

having all the condensed and illustrative appeal of the original Activity booklet. In fact,

the video is the booklet come to life: individual scenes in the Times Pieces video are

strongly related to the photographic compositions of the booklet. The tone of the video

feels entirely earnest and serious, as if one is being instructed about the need for rigor



Fig. 5. Annotated score for Time Pieces

From the Activity booklet (pub. 1973)

telephoning a partner

holding inhaled breath for a

counting pulse by tapping mouthpiece
(noting count)

einen P

einatmen und Atem eine Minute lang anhalten

Puis zaTilen, indem man geqen die HSrmusche
des TelefonhSrers tipot (2ahl notieren)

vorlges Band in das Telefon absolelen

der Partner tut dasselbe

when employing the scientific method. And yet, like the booklet, the video also has a

comedic and slightly campy quality that carries it far from the existential intentions of

the original score, as the videotaped participants carry on panting, counting, tapping,

blinking, and breathing into bags in the most deadpan and absurd manner.

Throughout these several iterations of Time Pieces, Kaprow modified only the

means of documentation or presentation of the work. The textual score itself remained

completely unchanged, and it seems clear that Kaprow's struggles stemmed not from

a dissatisfaction with the score, but from his desire to create a more material and

visual means of presenting a score, so that it could function as fully communicable

performance instructions while also functioning independently as an artwork. For a

time, it seemed that the Activity booklets provided the solution, and Kaprow continued

to produce them throughout the 1970s. 6 However, finding that participants often took

the illustrations in these works quite literally and tended to mimic the photographs

or videos when performing the works themselves, Kaprow abandoned the Activity

booklets and ultimately forbid them to be used for any "official" performances of his

Activities. After all, like so much other phenomenologically oriented work from this era,

the Activities were in part designed to trigger awareness of one's own subjectivity as

it emerged from one's individual experiences and physical reactions to the work—

a

process that could be crippled by straightforward mimicry of an illustration.

As a visual experience, both the Activity booklet and the 1975 video of Time

Pieces stand as some of Kaprow's more pleasurable works. Watching the video or

reading the booklet today feels satisfying and complete. Nonetheless. Time Pieces,

Fig. 6 Gallery display of Time Pieces

Presented for ADA: Aktionen der Avantgarde
Neuer Berliner Kunstverein, Berlin
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Fig. 7. Poster for Time Pieces
Double-sided, 79.4 x 57.8 cm (31'/> x 22% in.;

Getty Research Institute. Los Angeles

as a score, is not about watching an activity, but about experiencing an activity that

one performs oneself. In this sense, one could view the booklet and video of Time Pieces

as having fallen prey to the second, purely aesthetic criterion by which ephemeral

artworks have come to be judged. These works employ a visual system that is so

finished and self-contained that the viewer also feels "finished" after reading

the illustrated instructions or watching the video and, thus, does not necessarily

feel any urge or need to undertake the Activity to truly experience the artwork.

This could in part explain why Kaprow's Activity booklets and videos from

the 1970s, when examined at all, have tended to be considered as simply

aestheticized and commemorative documentation rather than as tools that could

be used by anyone to enact the work. Yet, as the general development of his

work throughout the 1970s and 1980s toward ever more private and personal

Activities makes clear, Kaprow certainly felt that the importance of these works

depended entirely on the physical and emotional experience of a participant

who actually performed the Activity. This is not to say that only those who have

performed Kaprow's Activities can understand them, but any reconsideration

of Kaprow's work from this period might best be driven not by examining a

relationship between text and image (as the Activity booklets might suggest) but

m by examining a relationship between text and sensation, as one might be prone

I to realize through the performance of a score. With a work like Time Pieces, such

^ an examination would require one to consider every historical iteration of the

piece as secondary to one's direct engagement with the original score itself. It is

likely that only a methodology that considers Kaprow's work in this way will be

able to fully appreciate the extent of his education as an "Un-artist."

ALLAN KAPROW
TIME PIECES 1973r

NB K
NEUER BERLINER
KUNSTVEREINE.V.

PROOUKTION
VIDEOTHEK

40 Phillips Fig. 8. Poster for Time Pieces (verso of fig. 7. rotated 90")



Notes

Allan Kaprow, addendum to the Time Pieces Activity booklet, 1 973, Allan Kaprow

Papers, ca. 1940-1997, accession no. 980063 (box 24, folder 3), Research

Library, Getty Research Institute, Los Angeles; hereafter Allan Kaprow Papers.

Although many Activity booklets were produced after or in commemoration of

the first "official" performance of an Activity (and thus did not involve produc-

ing documentation before the event had first taken place), they nonetheless

involved the same process of carefully staging poses to illustrate the instruc-

tions rather than photographing a performance that was actually taking place.

Allan Kaprow to Willoughby Sharp, 19 July 1973, Allan Kaprow Papers (box 24,

folder 3).

Kaprow seems to have begun sketching his ideas for Time Pieces prior to the

Berlin invitation, but the most substantial work for the piece was completed

in preparation for the exhibition.

Allan Kaprow, note for Time Pieces. 1973. Allan Kaprow Papers (box 24. folder 3).

Allan Kaprow. manuscript of lecture for Time Pieces. 1973. Allan Kaprow Papers

(box 24. folder 3).

He also, on occasion, continued to produce films or videos similar in format to

the 1975 version of Time Pieces.



Intimate: The Allan Kaprow Papers

Annette Leddy
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I . . . became aware that artworks of any kind could be autobiographical and

prophetic. You could read paintings like handwriting, and over a period of

time chart the painter's abiding fantasies, just as you might chart writers'

thoughts from collections of personal letters or diaries. Happenings, and later

Activities, being less specialized than paintings, poems, and other traditional

arts, readily lent themselves to such psychological insights. —Allan Kaprow

In the Allan Kaprow Papers, there are no love letters, no journals containing secret

thoughts, no honeymoon snapshots. There are none of the casual, accidentally reveal-

ing tokens of a life found in other collections—no airplane slippers in a clear plastic

envelope, no foreign currency from a defunct regime, no marijuana cigarettes, no item-

ized bills from the pharmacist. 2 There are no anecdotes about how unrestrained social

life in the 1960s intersected with Happenings. The enticingly labeled "Series IX: Per-

sonal" consists solely of awards, photographs of a monument dedicated to Tom Mix,

birthday cards a young Kaprow made for his father, and three files of photographs of

Kaprow at work locations. Among these are views of him with his first wife taken by

a Life magazine photographer in 1967 < fig. 1 > . These not quite candid

shots are both more dramatic and less revealing than faded images from a

bedside table drawer.

Few archives hold astonishing revelations—the true paternity of

a sister or a previously undiscovered marriage—but many attest to the

inseparability of the personal and the creative. In the Clement Greenberg

Papers, for example, Greenberg's diary entries about Helen Frankenthaler

reflect at once on their love affair and her painting. 3 The David Tudor

Papers contain letters between Tudor and M.C. Richards that portray the

anguished life choices embedded in creative work. 4 An archive focused

on a "professional" life is, however, possibly more consonant with the

philosophy of Kaprow's generation of artists, who rejected the abstract

expressionists' dramatic construction of artistic practice and pursued a

conscious diminution of the artist's biography. Indeed, the archive testifies

that Kaprow pushed this antiromanticism into new forms. "Series VIM:

Artists' Files" contains letters between Kaprow and Claes Oldenburg, who

accuses Kaprow of having a "person-eliminative" approach to discussing

art: "Art can't be talked about the way you talk about [it]. ... It doesn't

exist outside the artist like an object." 5 And Oldenburg vehemently objects

to Kaprow's notion that the new artist does not so much create as frame

certain objects from the world around him: "An art of non-artistic reality or

philosophical reality is impossible." 6

Kaprow eventually honed this person-eliminative approach into a

tool of inquiry about human interaction that over the course of his life

evolved, paradoxically, into a methodology that explored increasingly inti-

mate relationships. His archive allows us to consider in sequence this evo-

lution to a focus on intimacy as a theme of his work and as an autobiographical issue

because it so amply documents an entire oeuvre of ephemeral works, most of which

were enacted only once.

Fig 1 Vaughan Rachel and Allan Kaprow, 1967 Intima'



The prehistory of Kaprow's Environments, Happenings, and Activities may

be found in "Series III: Project Files, 1946-1999." Photographs and slides of his

figurative paintings from the first half of the 1950s evince his early interest in group

interaction. In his rapid progression through collage and assemblage, Kaprew located

materials that would soon constitute the tools of his inquiry into human interaction:

tires, crumpled paper, aluminum foil, cardboard cartons, cheap mirrors, and plastic

strips, apples, and oranges. In his studies with John Cage, he found the essential

sounds for this exploration: an electric razor's buzz, a cat's meow, dripping water,

a whisper—ordinary, background sounds commensurate with preconscious or half-

conscious contact among people.

The project files also contain Kaprow's scores, which David Antin has called

"a novel kind of 'concrete poetry.'" 7 Whether they are typed or mimeographed pages,

creased and stained with inky cross-outs, or sheets of yellow legal paper filled with

Kaprow's handwriting and graced with an occasional hasty sketch, these plans for

his works may initially seem a sorry substitute for the heartfelt ruminations found

in other artists' archives. Persistence is rewarded, however, as thematic clusters

emerge. Underlying the impersonal surface of the scores—which move from the

highly scripted, ritualistic Happenings to spare pieces about manual labor to skeletal

ones about "pink collar" jobs— is a consistent focus on interpersonal communication.

With the early pieces emphasizing the group and the later ones the couple, Kaprow's

work eventually arrived at a full disclosure of the desire, fear, and convention that

infuse our every word and glance.

Kaprow created the Happening in 1958, and by 1962 it was firmly established

as an art form. When Kaprow's fellow artists gave up Happenings and became, for the

most part, Pop artists, Kaprow stayed with the form, exploring and refining it, traveling

to the institutions in the United States and Europe that would sponsor his pieces. As

we move through the project files, the subtleties of Kaprow's thematic trajectory

become apparent. We see how the codified behavior and gesture in 78 Happenings

in 6 Parts (1959) had to be located in, or worked through, history and culture <see

chronology, figs. 29-50 >. The Happenings of the early 1960s concerned archetypal

group dynamics: scapegoating, sacrifice, objectification. compartmentalization—the

hierarchical behaviors through which the unreflecting self is formed. Calling (1965), a

Happening from this period, addresses a range of human brutalities: rape, desecration,

kidnapping, and execution.

In the city, people stand at street corners and wait.

For each of them:

A car pulls up, someone calls out a name, the person gets in, they drive off.

During the trip, the person is wrapped in aluminum foil. The car is parked at a

meter somewhere, is left there, locked: the silver person sitting motionless in

the front seat.

Someone unlocks the car, drives off. The foil is removed from the person; he or

she is wrapped in cloth or tied into a laundry bag. The car stops, the person is

dumped in a public wastebasket, and the car goes away.

A waiting auto pulls over to the curb, the person is removed from the waste-

basket, is hauled into the car, is taken to the information booth at Grand

44 Leddy Central Station. The person is propped up against it and left.



The person calls out names, and hears the others brought there also call. They

call out for some time. Then they work loose from their wrappings and leave

the train station.

They telephone certain numbers. The phone rings and rings. Finally it is

answered, a name is asked for, and immediately the other end clicks off.

In the woods, the persons call out names and hear hidden answers. Here and

there, they come upon people dangling upside down from ropes. They rip the

people's clothes off and go away.

The naked figures call to each other in the woods for a long time until they are

tired. Silence. 8

Like all Kaprow's works, Calling occurred primarily within the minds of the

participants. The notes in the file, neatly typed on thin paper, show that the participants

who drove the cars were to be those hanging from trees the next day. They may have

discovered that being a perpetrator—dumping a body into a trash can or walking among

people hanging upside down in a forest filled with cries—produced more complicity in

group psychosis than they had anticipated. Conversely, as victims, they may have

experienced the extreme isolation that can be mitigated only by empathy, which is

always denied. Although this Happening involved a group interaction, it focused on the

moment of the (de-individuated) individual's supplication: the attempt—through calling

—

to communicate anguish. Even the amusing photographs of participants wrapped in

aluminum foil fail to dispel the score's chilling effect <see chronology, figs. n8-23>.

Around 1967, the paradigm of Kaprow's work shifted to how an array of social

and natural systems forms the self. The ostensible content of these pieces is manual

labor—the work of bricklayers, stonecutters, streetpavers. housepainters, woodworkers.

Kaprow abandoned elaborate scripting in these Happenings in favor of a simple set of

instructions, such as the one for Fluids (1967).

During three days, about twenty rectangular enclosures of ice blocks (measuring

about 30 feet long, 10 wide and 8 high) are built throughout the city. Their walls

are unbroken. They are left to melt. 9

Criticism of Fluids has focused on the allegories for work that are implicit in

it. Robert Haywood has argued that it "transformed collective participatory labor into

a dystopian allegory of capitalist production, consumption and obsolescence," and

Kaprow himself alluded to the theme of planned obsolescence. 10 Fluids, however, marks

the first appearance of frozen water, which was to become a recurrent material and image

in Kaprow's works. In Warm-Ups (1975), for example, two participants press an ice

cube between their foreheads until their body heat melts it <see chronology, figs. 264-

68 >; in Basic Thermal Units (1973), participants in a warm bath put ice cubes in the

water until it grows cold, then add warm water <see chronology, figs. 211-19 >. In these

and similar pieces, the melting ice is a metaphor for overcoming emotional distance.

Perhaps Fluids—a work which involved large blocks of ice that were heavy, unwieldy,

and painfully cold to hold and carry—uses the fantasy of communal work as a means

to dissolve the walls between individuals.

Homemovies (1969) was a wedding gift to Kaprow's friends Catherine and

Daniel Schmidt < see chronology, figs 167, 168 >. A temporary departure from the labor e 45



pieces, it anticipated later works about communication in the intimate context of love,

passion, and marriage. Like other Kaprow "firsts," the work expressed an overweening

excitement about a new variant of his art, although he would not return to this sort of

piece for several years. The first phase of Homemovies consisted of videotaping the

Schmidts as they greeted each other, took leave of each other, and left together. Then

the videotapes were shown to a group of their friends, who were asked to imitate the

couple. The imitations were videotaped and shown to the couple, who then imitated the

imitations in the presence of their friends. In addition to the score, the project file con-

tains the list of participants (which included Kaprow, his wife Vaughan Rachel, and their

children), suggesting that the event was orchestrated to comic extreme < figs. 2, 3>.

It also may have been the most tender of wedding gifts. There are no photos of this Hap-

pening, and the videotape is irreparably damaged, but the score directs the participants

to mirror the glances, caresses, intonations, and other myriad ineffable elements of

lovers' communication. The interplay of behavior would be reflected in these imitations,

and the couple's imitation of the imitation would manifest the receipt of Kaprow's gift: a

new awareness of their love through an understanding of the ways they express it.

In 1970, Kaprow created Level, an Activity in which the concerns of Homemovies

and the labor pieces begin to converge. The project file contains two drafts, one that

is inscribed "for Vaughan," Kaprow's wife, and another that is not dedicated. It is not

clear which came first < fig. 4 >. The undedicated version is written in passive voice, the

dedicated version in active voice.

placing a block of ice and bale of straw

near each other somewhere

ice melting slowly

reducing bale, straw by straw

(keeping pace with the ice)

until nothing remains"

The piece—two blocks of ice next to two bales of straw set in a Colorado field in

late summer—had a formal austerity < see chronology, figs. 175-77 >. Because of the dedi-

cation and the pairing of the objects, it is tempting to see Level as a portrait of Kaprow's

marriage, then in its fourteenth year. If so, it is a grim one, worthy of Robert Frost, in

which marriage is a leveling process that reduces both people "until nothing remains."

In the early 1970s, Kaprow began to focus specifically on communication

systems while shifting his model from manual labor to service-sector jobs, such as

the work of nurses, orderlies, housekeepers, janitors, and mothers, perhaps reflecting

the shift to a postindustrial economy in the United States. In these pieces Kaprow

examined group behavior through gesture on an even more microcosmic level than

that in 78 Happenings in 6 Parts—through body language as basic as breathing. The

booklets that accompany these pieces, which are designed to look like corporate

or industrial training manuals, pursue to the point of absurdity the idea of "training"

participants to smile, shake hands, or gaze into another person's eyes. Repeated use

of tape recorders, mirrors, video cameras, and other reflexive devices emphasized the

questions implied in the score: How does the task make you feel? How does it make

you think about your everyday activities, gestures, and how and why you do them? If

46 Leddy you let go of your conventional gestures, what's behind them? Who are you?



H^MBMOVI&J

lA iserruge Happening for Catnerine and Laniej. Sccmidt some

time after tneir marriage;

TV recording of couple greeting
each other somewhere

Friends of couple watch recording,
i mi tate tnera

TV recording of Imitation

TV recording of couple getting on \mi

to go somewhere

Friends of couple watcn recording,
imitate them

TV recording of Imitation

Gooabye

TV recoroing of couple saying goodbye
somewhere

Friends of couple watch recording,
imitate them

TV recording of imitation

TV recoroing of couple again greeting
each other somewhere

Friends of couple watch recorolrni,
imitate them

TV recording of imitation

Copycat

Everybody watctea whole TV coverage

C. upi • imitates lml tatlona
(O^rm Ju'f *f

4GKEtfCVTE;j '" :,;•: ' rr ••
, 12.13, 1969

First Hello - the Schmidt's home on Maple Avenue In Metuchen, K.J.
1. Original - Cathy and Daniel Schmidt
2. Imitations

a. Vaughan and Allan Kaprow
b. Dorothy and Carrel Mcr
c. Nancy Morgan and Eric Martz
d. Barbara and John Vandertuin

3. Copycat - Cathy and Daniel Schmidt imitate the imitations of:
a. Vaughan and Allan Kaprow
b. Dorothy and Carrel Morgan

. Bus Trip - from Main and Middlesex Aves in Metuchen to New York City.
1. Original - Cathy and Daniel Schmidt
2. Imitations (en masse)

a. Nancy Morgan and Eric Martz
b. Amy and Anton Kaprow
c. Vaughan and Allan Kaprow (with Marisa)
d. Larry Morgan and Dr. Seller
e. Carrel and Dorothy Morgan
f . Barbara and John Vandertuin

3. Copycat - Cathy and Daniel Schmidt Imitate the imitations of:
a. Vaughan and Allan Kaprow
b. Barbara and John Vandertuin

I. Goodby - Bleeker St Cinema, New York City.
1 1 , 1 te^midt

2. Imitations
a. Dorothy and Carrel Morgan
b. Barbara and John Vandertuin
c. Dr. Seller and Allan Kaprow
d. Nancy Morgan and Eric '

-

3- Copycat - Cathy and Daniel Schmidt imitate the Imitations of:
a. Dr. Seller and Allan Kapr

(extras include: 1 Girl, and Anton Kaprow)
b. Nancy Morgan and Eric Martz

. Second Hello - Unitarian Colonial House in Wayne, New Jersey.
1. Original - Cathy and Daniel Schmidt
2. Imitations

a. Barbara and John Vandertuin
b. New Girl and Eric Mart^
c. Vaughan and Mian Kaprow
d. Dorothy and Carrel Morgan
e. Nancy and Larry Morgan

3. Copycat - Cathy and Daniel Schmidt Imitate the imitations of:
a. Barbara and John Vandertuin
b. Dorothy and Carrel Morgan
c. Nancy and Larry Morgan

Fig. 2 Score for Homemovies (1969) Fig. 3 Participant score for Homemovies (1969)



Activities such as Basic Thermal Units (1973) and Time Pieces (1973) directed

participants to measure and record one another's bodily responses in different envi-

ronments and then to record their emotional responses to these "experiments." The

focus on the personal information that emerged in these works was emphasized by

Kaprow's use of family members and friends in the pieces and in the booklets that

accompanied them. Although the structure of these Activities differed somewhat from

that of Homemovies, these works still aimed to invoke intimate experience through the

negation of conventional gesture. As Kaprow stated in his notes for Time Pieces, these

works were built on "a framework of objective moves designed to tap subjective states,

states which are, however, unknown at the beginning" 12 < see chronology, figs. 220-43 >.

Affect (1974) was another in this series.

A (at home), putting both hands in water

(one in hot, one in cold),

until a hand feels hot and a hand feels cold

removing hands, waiting for them to dry

tape recording feelings throughout

LEVJ.L

t f or Vaughan)

lacing a block of Ice and f bole of straw

near each other jun.nl i n ' J«w«)*<l-f

B (also at home), doing same

A and B (meeting), playing to each other

their tapes

B, putting face in hot water,

until face feels hot

Ice melting slowly

sitting in front of electric fan,

until face is dry

reducing, tff bale, si run by s'rt

nlng remains^ until

A, tape recording feelings about B, throughout

B, putting face in cold water,

until face feels cold

Aflpen, Col.

blowing hot air on face with hair dryer,

until face is dry

A, tape recording feelings about B, throughout

A and B, listening to tapes

48 Leddy Fig. 4 Score for Level (1970)



A, putting a hand in cold water,

until hand feels cold

Figs. 5, 6. Photos illustrating how to perform Affect

From the Activity booklet 2 Measures (pub. 1974)

clasping B's dry hand

separating hands,

waiting for them to dry

B, tape recording feelings about A and B

throughout

A, getting into hot water,

until the body feels hot

pressing body to B's dry body

separating, waiting for bodies to dry

B, tape recording feelings about A and B,

throughout

A and B, listening to tapes' 3

Affect is documented in an Activity booklet illustrated with photos of Rachel

and Kaprow performing the work < figs. 5, 6 ; see chronology, figs. 253-55 >. Kaprow's

statement about the piece alters the way we look at the images of the couple speaking

into the recorder while gazing at each other or standing naked and embracing. Published

at the end of the Activity booklet, the statement suggests that Kaprow created it as a

piece about a disharmonious relationship.

AFFECT, like another recent piece, is composed of our familiar notions of

warmth and coldness in personalities; or ardor and distance in connection with

body temperature; and of dry moments of life and moist ones. It plays with

American verbal expressions that refer to these traits, such as "freezing a per-

son out" (excluding them from a particular group), telling someone to "dry up"

(meaning she or he is "all wet" or wrong), saying someone is "dry as dust" (dull)

or is "in hot water" (trouble).

In AFFECT, these references are nearly literalized; they are compartmented by

separating them from ordinary motivation, and then are brought together either

in one person or in a partnership of two persons. 14

"Doing life, consciously," which Kaprow defined as the method of his art, here

seems to have been applied to a tense domestic situation.' 5 The archive does not reveal

whether Kaprow and Rachel's performance of the Activity was a way of addressing

marital difficulties or simply a performance for the purposes of illustrating the Activity

booklet. What we do know is that the psychologically laden work of this period was

influenced by their involvement in feminist consciousness-raising seminars.'
1

By the end of the decade. Kaprow had let go of the work metaphor but

continued to focus on interpersonal communication, always suggesting that even

the tiniest gestures carry the imprint of the group, the social system, the culture. The

"situations"—the bracketed experiences—that Kaprow presented from the middle to



late 1970s were those of a man having encounters with women in an altered personal

and social context. In works like 3rd Routine (1974), Take-Off (1974), Comfort Zones

(1975), Warm-Ups (1975), and Maneuvers (1976), each partner in turn dressed and

undressed while the other tape recorded their feelings; falsified evidence to conceal

adultery; and obsessively prepared for reunions and departures. All are actions that

reflect a consideration of what makes a relationship good or enduring.

Satisfaction (1976) employed telephone dialogue in its introductory and

concluding sequences. Here the desire for connection was repeatedly expressed by

the participant couple <fig. 7>:

praise me

(or)

look at me

(or)

comfort me

(or)

feed me

(or)

kiss me

(or)

bathe me

showing how 17

These sequences, repeated again and again in slightly different variations

"until options are exhausted," demonstrated the "childish" needs that must be

satisfied in a viable relationship.' 8 The project file contains a first draft that, perhaps

significantly, has a childlike look: the questions are scrawled in orange felt-tip pen

on yellow legal paper, with the replies in red ballpoint pen; marginalia identify state-

ments as "public" or "private." The piece's concluding phone dialogue suggests the

difficulty of sustaining a state of satisfaction, or perhaps simply the ambivalence of

the adult self toward these insatiable desires < see chronology, figs. 278-84 >. Partici-

pants in Satisfaction attested to its effective duality, as seen in reviews from "Series IV:

Clippings." Pierre Restany observed that the piece's "psychosomatic message" was

"infinitely stronger than the verbal message."'" John Perrault wrote that "what is impor-

50 Leddy
Fig. 7. Photo illustrating how to perform Satisfaction

From the Activity booklet (pub. 1976)



tant is what you feel before and what you feel afterwards. The middle is performed by

robots." He then concluded: "I only hope that [Kaprow] learned as much from his piece

as I did. I suppose not. But who am I to suppose? Who am I?" 20

Beginning in the 1980s, Kaprow's works were increasingly performed privately,

for the enlightenment of himself or his friends. Team (1 980) was enacted by Kaprow and

Coryl Crane, whom he married in 1987 < see chronology, figs. 299, 300 >. Separated by

a mile or so of desert terrain and communicating by walkie-talkies, each unrolled a five-

mile line and then directed the other to the end of his or her line. The score specified

that they were to rewind each other's lines, but it did not work out that way. Crane's

recollection of the Activity is the first personal statement in the project files by a par-

ticipant who was intimate with Kaprow.

I was able to see the structure of the piece as a map of my relationship with

Allan. In the desert we had tried to "be" with each other while physically being

a mile apart. In the everyday world, we lead independent lives which we try

to share while living, half of the time. 120 miles from each other. The act of

communicating was central to the piece as it is in our lives—without it we both

got lost and met up again only by chance and not by design, at least not by

our design. The walkie-talkies, our communication tool, were unreliable, and

distorted and blocked what we had to say to each other. The telephone is

that symbol in our private lives and rather than bringing us together, usually

exaggerates the fact that we are apart. . . . Allan often gets lost in "my" life, as

I do in "his." 21

In 1985, Kaprow handwrote Piece for Coryl's Birthday in blue pen on yellow

unlined paper in two drafts; the first has many cross-outs and inserts, the second only a

few small ones. The score, a gift from a Happening artist to his girlfriend, employs many

of Kaprow's usual devices: mirrors, tracing, isolation of body parts, tape recording. At

once a love letter and a work of art, it was not announced, reviewed, photo-documented,

or published. It is the most personal and intimate item in the archive.

Dear Coryl,

As you and I planned, we'll spend this afternoon and evening together. We'll do

some shopping, have dinner at a restaurant, maybe later stop off at the Harrisons'

party. During this time, which will be considered in all respects normal time,

we'll do the following piece. It will weave in and out of the everyday aspects of

our day together.

Each of us will carry with us in a plastic bag a mirror (about 15" square). During

this day, whenever either of us wishes to do so, we will ask the other to be still

for a moment and will look into our mirror and focus on the reflection of a part of

the other's body: an eye, a mouth, the whole face, a hand, a foot or knee. etc.

How much of the part of the body is reflected of course depends on how close

or far away we are from the other, and how close our eyes are from the mirror

itself. The angle of reflection also will make a difference: whether high, or very

low. or from a side, or tipped. This will be a kind of editing. And it will obviously

require us to turn away from each other to see each other.

When we've got the part of the body we want, we'll trace [on the mirror] with

our finger tip. as slowly or rapidly as we wish, the outline of that body part; or



we can fill in the outline as if painting it. When we're finished we'll put the mirror

back in the bag and go on doing our shopping or whatever.

Alternatively, we may want to carry out a variation of this activity. One of us will

decide at some particular time to ask the other to be still for a moment, will look

at a part of the other's body directly: an ear, a hip or back, a crotch, a finger.

Then instead of tracing the outline of that part on the mirror, or filling it in, we'll

trace it on the other's body.

This, too, will be a kind of editing or choosing; and how we do it will depend on

how we feel and what we're thinking. Our touch can [be] detached, or tender,

or absorbed in curiosity; it can be very brief or extended. And during all these

times we'll be free to talk as usual, and to talk about what's happening. These

two alternative activities can be carried out in any order or repetition.

Throughout the day, and depending on where we are in public or alone, we can

also ask one another to modify how a particular part of our body is to be seen:

by changing a position, adding or removing an object like a glass of water, add-

ing or removing some clothes. If we're asked to take off our clothes, sexual feel-

ings are not necessarily the point of the piece, but neither are they excluded.

We'll add one more kind of attention to the day: that of an audio-recorder. We'll

record the sounds of these reflections and tracings, and our talking about

them, turning on the tape machine at whatever point in advance we want, and

shutting it off afterwards as the activity moves into other more "normal" things

like shopping or preparing a cup of tea. Where the "piece" is and where it isn't

is up to each of us to decide. Later, listening to the sequences of recordings

may be a kind of retracing, and maybe another reflection of some value.

Finally, the piece is meant to honor your birthday this December 21st. But if we

wish we can extend it beyond this day.

with love,

your Allan 22
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Being an artist today is to know oneself, to know oneself is to forget oneself

(which is the image one has of one's "self"). — Allan Kaprow'

All his life, Allan Kaprow, the inventor of Happenings, had an ambivalent attitude

toward exhibitions, and the institutions that presented them. He saw himself as an

"Un-Artist/Non-Artist" and wanted to realize his own work somewhere removed from

the conventional art discourse. 2 He regarded art as a social instrument. His aim was

to encourage active participation, not passive observation. He demanded that art and

life should become one, and he remained true to this principle—but the consequence

was the disappearance of his art, at least as far as the art market and the wider public

were concerned. A recent upsurge of interest in Happenings and other ephemeral art

forms has prompted curators, art historians, and art critics to reappraise and recognize

the significance of Kaprow's work. 3 The exhibition Allan Kaprow—Art as Life aimed to

present the artist's work in a way that would preserve his synthesis of art and everyday

life.
J As Eva Meyer-Hermann and I developed the exhibition, we were guided by

Kaprow's longstanding desire that the museum be turned into "an educational institute,

a computerized bank of cultural history, and an agency for action." 5

Throughout his life Kaprow challenged the validity of attempts to exhibit his

works. As a last resort he could show his early paintings and collages—since they did

not require participation on the part of the viewer, the dividing line between art and life

was not an issue. He categorically dismissed the museum as a site for his new works of

art, however. In the catalog for his exhibition at the Pasadena Art Museum in 1967, he

stated that museums effectively killed art by isolating it from life.
6 This position would

have been unthinkable without conventional art and its institutional setting as a point

of reference—a paradox that permeated his work: "Leaving art is the art. But you must

have it to leave it. I define it as that act or thought whose identity as art must forever

remain unknown. That is. to answer the initial question What is Art?, art could (but

might not) be simply doing art, whatever that is, as long as it can't be identified." 7

In 1 988. Kaprow and curator Jeff Kelley had to find a way of presenting Kaprow's

oeuvre as a whole for Allan Kaprow: Precedings, a retrospective of his work at the

Center for Research in Contemporary Art at the University of Texas at Arlington. The

problem is outlined and a solution suggested in the proposal for the exhibition.

How can Allan Kaprow. known for non-conservable events which drift in and out

of esthetic and everyday frames, have a retrospective? Obviously, he cannot

assemble and display the so-called original "happenings." Nor can he conjure

up the times and places which framed them. He can, however, engage in playful

retrospection, investigating the role of an artist's memory in the fabrication of art

history, especially in the relative absence of historical artifacts; he can explore

the changed social, personal, and artistic conditions through which retrospec-

tion is necessarily filtered, and in which the events of "then" and "now" take

place; and he can open to question the conventional notion of retrospective,

insofar as the re-creation of one's past Is the transformation of a present self. 9

This was how things stood on 14 December 2004, when Meyer-Hermann and

I met Kaprow in Encinitas, California, to talk about an exhibition of his work. Meyer-

Hermann was representing the Van Abbemuseum in Eindhoven, and I was there on

behalf of Haus der Kunst in Munich. His eyes gleaming like diamonds. Kaprow set the

tone of our discussion with these words: "Here's the problem: I don't want to have

a show!'" This statement was wholly at odds with the fact that he had invited us to

visit him and had already expressed his interest, in principle, in an exhibition of his



work. From that point onward our discussions revolved around this paradox and our

realization that Kaprow's resistance was deeply rooted in his artistic outlook. To our

question "Do you want to have a wider public?" he answered. "No. . . . The public

want to be entertained." To our question "Should we give the public what it wants?"

he replied, "The public doesn't have to get what it wants. That's the added value of

art. . . . Everything is art and art is everything and I don't care about everything. I don't

care about art. ... To do what I want to do, I had to leave the art world." At one point

he said, "I don't know what I want." And when we asked, "Do you want the public to

understand?" he responded, flatly, "No." 10

The following day he greeted us with these words: "What did we discuss yester-

day? . . . What kind of decisions did we make?" We wondered whether he was testing

us or trying to confuse us, or whether he might have been confused himself. Whatever

the case, it felt as though we were sitting an exam and had just come to the question

"What makes a good curator?" Later, when he asked, "How can I make confusion mean-

ingful?" we had our explanation. Kaprow wanted to sustain a state of confusion—a situ-

ation in which everything is still completely open—for as long as possible."

By the end of this first visit, Kaprow had agreed to the exhibition. We had

passed his test, no doubt because we had not arrived with a preconceived idea of what

we wanted, and also because we did not act as if we would abandon the plans for the

exhibition if our terms were not met. In the end, we dismissed several plans—making a

film called "How To Fail To Do an Exhibition with Allan Kaprow," turning the exhibition

into a workshop—and we also rejected the idea of presenting a traditional exhibition

of his paintings. Apparently, there was a certain significance in the fact that we were

Europeans, representing a continent that had shown considerably more interest in

Kaprow's work in recent years than his native land had done. The crucial outcome of our

discussion was our decision to realize new versions of some of Kaprow's Environments,

Happenings, and Activities—to "reinvent" them. He would have to separate his art from

his life, although the two had always been inextricably connected. This was a radical

step on Kaprow's part, one that would give his whole output a new dimension. His art

would not to come to an end, for he was now prepared to let go. The exhibition would

mark this change. Kaprow bid us farewell by saying, "I have to take a risk. I have to

trust the public."

Kaprow was a brilliant speaker and a groundbreaking theorist. No one could

articulate his ideas or reveal the paradoxical nature of his work better than he. So

Kaprow's own words feature prominently in what follows.

WHAT IS A HAPPENING?

Happenings are events that, put simply, happen. Though the best of them

have a decided impact—that is, we feel "here is something important"

—

they appear to go nowhere and do not make any particular literary point.

— Allan Kaprow 1 '
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In 1 959, Allan Kaprow presented 18 Happenings in 6 Parts at the Reuben Gallery in New

York, one of his first "Happenings."" For this rather theatrical work, Kaprow divided

the gallery space into three distinct rooms separated by wooden frames and plastic

sheeting. Cards were passed out as the audience entered the gallery, instructing people



to take seats in specific rooms for specific parts. Each of the six parts comprised three

Happenings. These Happenings presented both absolutely quotidian activities, such

as a girl squeezing oranges, and more contrived actions, such as performers entering

the room and executing a series of stiff, choreographed movements. At the end of each

part, a bell would sound, signaling that the audience should move to a different room to

experience the next set of Happenings < see chronology, figs. 29-50 >. The Happenings

evolved from the Environments, which, as he said in 1962,

developed quite naturally from the collages and assemblages I made in the

years 1953 to 1956. . . . Following the implications inherent in the very impurity

and inclusiveness of the process, . . . materials multiplied in number and

density, extending away from the flat canvas surface, until that pictorial point

of departure was eliminated entirely and the whole gallery was filled. I termed

this an environment. . . . That is, I had in mind the totality of most everyday

environments and used many of these as models: a subway station, penny-

arcade, a forest, kitchen, etc. . . . Connected with this kind of thinking, of course,

were the gallery-goers; for since they were encompassed by the environment

in which they found themselves, their bodies, colors of clothing, movements,

and voices became a part of the whole (whether or not they realized it in those

days). It seemed clear to me that a passive and separated onlooker was not

only undesirable for my needs, but was literally impossible. 14

Soon after this, Kaprow decided that the world and everyday life should provide

the backdrop to his Happenings—that an artificially created setting was not necessary.

Accordingly, in the early 1960s Kaprow relocated his activities to the outside world:

"The move to the outside of the gallery was part of a series of steps I had been taking

since 1956. I wanted to develop an art which would depart radically from the art history

and contexts we traditionally associate with art. . . . What was needed, I believed, was

to leave the galleries, museums, stages ... for the everyday world. (Later, I would

include the inner 'spaces' of our heads and bodies.)" 15 Part of the impetus for this move

came from Jackson Pollock's paintings: "I said that Happenings would be the heritage

of Pollock's work." 16 Kaprow now treated everyday life as his canvas, and ordinary

events were the paints that were spattered onto it. Kaprow's Happenings required

participants—not spectators—who determined the composition through their actions,

which were the colors and the forms of the artwork.

Now if the models for these early Happenings were not the arts, then there

were abundant alternatives in everyday life routines: brushing teeth. . . . The

new art genre therefore came about, or more accurately, gradually became an

art/life genre, reflecting equally the artificial aspects of everyday life and the

lifelike qualities of created art. For example, it was clear to me how formal and

culturally learned the act of shaking hands is; just try to pump a hand five or six

times instead of two times and you'll cause instant anxiety. 17

Kaprow's decision to base his works on participation set them apart from stage

shows and later performances by Fluxus, but it also made his art unmarketable and

impossible to exhibit. 18

There is a widespread misapprehension that Kaprow's Happenings were restricted

to the 1 960s and 1 970s. In fact, they spanned the years from 1 959 until shortly before his

death in 2006. although by the early 1970s Kaprow preferred to talk of "Activities." The

programs for the Happenings and Activities were always outlined in what Kaprow called a

"score"—instructions committed to paper by Kaprow and distributed to the participants. Agency 1



Kaprow's early scores bore a striking resemblance to those of John Cage, with whom

he had studied from 1 957 to 1 958 < see chronology, figs. 21 , 22, 24, 25 >. Soon, however,

the elements of notation disappeared, leaving only the text. At first, Kaprow's directions

were detailed and structured rather like stage dramas or screenplays. Over the years, the

directions were distilled into shorter forms, much like concrete poetry, that allowed the

participants more room to maneuver. In the mid-1970s Kaprow began designing and

producing illustrated Activity booklets < see chronology, figs. 253-55, 259-62, 270-74, 282 >.

The combination of score and photographs was intended to suggest how the Activity

might be presented. 19 Later Kaprow became dissatisfied with the results: people were

too easily drawn into copying the photographs in the booklets, and their approach to the

Activity lost any independence.

Starting in the mid-1960s, on the evening before a Happening, Kaprow would

give a public lecture (advertised by fliers that had been posted on college campuses

and around town) about the work. From the 1970s on, each event was also followed

by a workshop that offered participants a chance to discuss the experience—an idea

Kaprow borrowed from feminist art, which he first encountered as a faculty member

at the California Institute of the Arts. 20 Up until the late 1960s, Kaprow's Happenings

predominantly took place in public spaces in the city or in the open countryside.

The participants were fellow artists, festival audiences, and, later, his students. The

Happenings of the mid-1960s were more overtly political and socially critical than the

later works, and between 1968 and 1973 the natural world was a major consideration:

"I was interested to draw the obvious parallels between natural cycles such as the

seasons, and human ones such as the digestive process. But I was also interested in

the fact that consciousness of this tends to separate humans (at least Western humans)

from nature, rather than the other way around. ...Needless to say, on the natural side

of things the group was imitating in condensed time typical geological changes of the

earth's surface: the land rises and water erodes it, carrying up what was down and

down what was up. In the unstable, earthquake country of southern California this was

self-evident to everybody." 21

By mid-1969, Happenings had become too spectacular and were too obviously

in vogue for Kaprow's liking; in response the private sphere became increasingly central

to his works. 22 He started to use the term Activity for these works, which were intended

to be enacted by smaller groups in less public places. Nevertheless, the element of

participation was just as crucial.

I've written any number of times that a primary feature of Activities is their

participatory function. . . . Without such participation, it could not exist. "Doing"

an Activity is to bring it into factual being. I don't (to use a pietistic word)

"create" an Activity; rather I arrange its "program". ... In its doing, in real

time and in real environments, the program is fleshed out, and a thousand

unforeseeable experiences occur, specifics which neither could have been, nor

need to be, pre-planned. 23

The number of participants was gradually reduced to just two; in the end, he

often realized his works in private and all but alone. As the years passed, he steadily

contracted the circle around himself until he "occupied" the entire space of the Activity.

His immediate surroundings became his only stage, and the event became meditation.
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I was always interested in Zen, but in a philosophical sense. . . . Some of these

Happenings had as their main principle the blurring of the line between art and

life. That meant leaving the art galleries and museums in favor of everyday

spaces such as streets, cellars, kitchens, city dumps and the countryside. . . .



One of the teachings of Zen, as I see it, is that the practice extends activity into

everyday life. We may sit in the Zendo but we can carry that practice and all it

brings to us into washing the dishes. 24

In presenting his Happenings and Activities, Kaprow was in effect posing a

number of questions: How do I communicate with myself and with others? How can I

express myself? Is it possible to explain and to comprehend the functions of the human

body by drawing parallels with the natural world? How can I explore nonverbal com-

munication between people? Kaprow's works were almost like scientific experiments

in their attempt to devise ways of communicating better with the outside world, ways

of connecting his internal and external worlds. One of his earliest Happenings, Com-

munication, realized in 1958 after several similar but smaller events for John Cage's

class at the New School for Social Research, revolved around just such issues. In

Communication, which Kaprow identified as his first public Happening, he chose to

"enlarge and complicate the idea of communicating by turning a speaking occasion into

a multimedia activity," rejecting what he called "then-fashionable appeals to sentimen-

tal 'togetherness.'" His "speech" was recorded on audiotape and played back to the

audience from three tape recorders positioned in the balconies of the auditorium. 25
In

the recording, he identified communication as

one of the most hateful words. I have dedicated my best energies to retaining

this disgust. I am offended by the smug and complacent techniques designed

to facilitate the passage of one man's thought to another, served up as they

are in a syrup-sauce of democracy and smiling optimism. I am convinced that

at least in the realm of ideas and values this results only in the preservation of

miles of cliche, carrying us further and further from what is true experience. . . .

I am only interested in that experience for which I alone am responsible and to

which I alone respond. . . . The only "communication" that interests me is the

communication of non-communication. This alone is potent, variable, fresh and

communicable. Beyond that there is only the simple art. 26

REINVENTION— NOT REENACTMENT

As time passed, Kaprow became increasingly aware that his Happenings and Activities

would come to a halt when his life ended if he did not find a new approach for their

realization. Since the Happenings and Activities were about participation, it seemed

logical to allow new versions to be made. In 1984, he described a project for the

exhibition Blam! The Explosion of Pop, Minimalism, and Performance, 1958-1964, to

Barbara Haskell, curator at the Whitney Museum of American Art in New York, that

suggested how a Happening might be reinvented.

So my proposal is this: to create 1960 wholesale, not to re-create it in any

sense. The idea stems from the plan I'm currently working out with Al Nodal at

Otis/Parsons in LA. Al wanted to present a retrospective of my work back to

1947. I suggested instead the invention of my past and he was enthusiastic.

The central point of the retrospective would be not retrospectinq; and it would



be made clear right from the beginning in all public communication, for example:

"Inventing 1958, 1960, 1963, 1969, 1970, 1974, 1980, and so on . .
." might

appear as the catalog title. Almost nothing will appear in the gallery, since the key

focus will be the site-specific work after 1957. And for each "older" piece that is

created, I plan several versions in different places and at different times.'' 7

In 1988, in the context of the retrospective in Arlington, Kaprow started to

put on new versions of his Happenings and Activities himself.-' 8
In 1996, when he was

planning his contribution to the exhibition Out of Actions: Between Performance and

the Object, 1949-1979, held at the Museum of Contemporary Art in Los Angeles in

1998, he defined the parameters for a new version of 18 Happenings, for which he

would be the leader.

1) The new version would be markedly different from its earliest form, but

would emerge from at least 3 previous versions. 2) It would not occur in the

museum, but in the daily environs. 3) It would be for participants (voluntary)

not for audiences. 4) I would conduct a workshop, in advance, for about 20

persons in the nature of Happening-type actions, to culminate with the new

version of "18 Happenings." 5) The museum, however, could certainly exhibit

various documents and reportage about the new piece (and the workshop). 6)

I would give a public lecture on Happenings and Performances, and would

include descriptions of the workshop and the new "18 Happenings.

"

2 -

By contrast, Kaprow's Environments were specifically designed so that they

could also be realized by other people. Stockroom (1961), for instance, was planned so

that even the first version did not require Kaprow's presence < see chronology, figs.61-

65 >. Visitors, following posted instructions, were invited to use charcoal or paint to

mark the used boxes, which were hanging from the ceiling and lying on the floor, or to

rearrange the boxes.

Basically, the work is to be conceived organically rather than geometrically,

though one should not interpret these words in any absolute way. The "feel"

of it should be one of artlessness or stylelessness, therefore. This of course

requires of the composer the utmost in responsibility and devotion to his job.

While flexibility is intended within certain limits, license is to be discouraged.

The composer's sense of responsibility to what he does, furthermore, may be

conceived in a spirit of either fun or gravity, as long as his feelings are natural

and spontaneous. 30

Kaprow was preoccupied with one question, to which there was no simple

answer: Would it be more consistent to let the Happenings and Activities cease? Were

the answer "yes," Kaprow would forever remain the best-known unknown artist. Were

the answer "no," there was a danger that the core of his artistic practice would be

compromised, since his active participation in his art would no longer be possible.

Sooner or later, exhibition makers would unearth photographs from the archives that

would lead to reenactments, and Kaprow would have no say in these future presentations

of his works. By deciding in favor of reinventions rather than reenactments, he was

guiding his work in a direction that could be sustained even in his absence. Kaprow

deliberately chose the term reinvention for new versions of his works, which, unlike

reenactment, does not typically have a historical flavor." The term underlined the fact

that Kaprow did not intend the new versions to be replicas of the versions he had

62 Rosenthal realized in the past, and that change was the order of the day.



Although Kaprow gained something when he made this decision, he also lost

something. In reinventions, the form that a work takes is less important than hitherto

because it is no longer directed by the artist himself. In the original works, the action

was always paramount, but photographs of Kaprow's works show that he also valued

how they were executed. Nevertheless, he was always acutely aware of one thing

in particular: "I do not think that either art or any value or a life-situation of any

intensity could result if I were to start off and end up with a purely aesthetic problem

in mind." 32 At the core of Kaprow's work were the exchange of ideas, communication,

and collective decision making among the participants. Ultimately, it was the process,

not the result, that mattered.

Before Allan Kaprow—Art as Life, Kaprow had provided a score to someone

else for a realization of a work on only a few occasions; in these instances, he had sent

or faxed a score to someone else to present. When Kaprow granted permission for

some of his Happenings and Environments to be reinvented in Munich, he was allowing

his art to be experienced by a new generation as well as making provisions for his

works to live on after his death. Nevertheless, the new versions remained true to the

principle he had established in the early 1960s:

Moreover, so far. Happenings, once presented, are not repeated. Even an

account such as the foregoing is nothing like a magazine reproduction of a

painting or an LP. stamped out by the thousands. The framework of the event

is written out but there is still a wide margin of mystery about what it actually

felt like to be there. No more than "red" can be described to a blind man can

that experience be conveyed, nor even filmed, accurately. For the time being,

the Happening seems incapable of easy standardization. 33

ALLAN KAPROW—ART AS LIFE

Meyer-Hermann and I resolved to mount an exhibition that would reflect the paradox of

Kaprow's desire for an exhibition coupled with his rejection of the idea. Our aim was to

find an appropriate vehicle for an artist who defined himself as an un-artist/non-artist.

Might the result be an unexhibition/nonexhibition? At the same time, we were aware that

Kaprow now had a place in art history and that his life's work deserved to be mediated

and presented in an art historical context and at an institutional level. While this was very

much in keeping with Kaprow's thinking, it was important that the presentation not be

overly documentary, with each of the works being accompanied by detailed instructions,

photographs, reviews, and videos that might make them appear misleadingly simplistic

or straightforward. We felt it would be more productive to present the various media

separately, so that an overview would ultimately exist only in the viewer's mind.

We divided the exhibition into two distinct parts. "Agency for Action" was

devoted to the reinvented Environments. Happenings, and Activities, and "Museum as

Mediation" took the form of an archive of Kaprow's work, containing scores, videos, and

documentary materials such as photographs and films." Our aim was not to present

the definitive Kaprow exhibition; on the contrary, we wanted to take Kaprow's own

principles for the reinvention of his works—"site-specificity." "impermanence," and

"doubt in art"—and apply these to the making of the exhibition < figs. 1-4 >. 35
Age



Fig. 1 . Opening night of Allan Kaprow—Kunst als Leben,
17 October 2006

Environments, Middle Hall, Haus der Kunst, Munich

Fig. 2 Opening night of Allan Kaprow—Kunst als Leben,
17 October 2006

Environments, Middle Hall, Haus der Kunst, Munich

Fig. 3 Opening night of Allan Kaprow—Kunst als Leben,
17 October 2006

View of the East Wing, Haus der Kunst. Munich

Fig. 4 Calendar of reinvented Happenings
Haus der Kunst, Munich
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In the "Agency for Action" reinventions, Kaprow was no longer solely respon-

sible for the reinventions of his work, for another individual would take on the role

of leader, fundamentally affecting the form of the work and its subsequent reception.

An artist might choose a focus quite different from that of an art critic, a musician,

a dancer, and so on. Kaprow's artistic work was now concerned with issuing invita-

tions to others to realize new versions of his works, as long as his three principles

remained sacrosanct.

Kaprow stipulated that wherever possible, responsibility should be given to a

single leader. The form of the new version would be dependent on the leader, the time,

the place, and the participants. This delegation of control was the logical outcome

of his own experience: control creates freedom. 36 Kaprow's guidelines gave the new

leader a point of reference to work with and against, so that he or she could avoid being

overwhelmed by possibilities. Kaprow's only request was that he not be personally

involved or asked for advice, although he wanted to be kept informed of events. 37

What fascinated me about Kaprow's decision was not only its radicalism but

also the fact that he did not hide the pain and effort it cost him. It was impossible for

him to think about the reinventions without facing his own mortality. In that sense, I

became part of a process of separation: Kaprow was gradually disconnecting his life

from his work, preparing to allow his works to lead a life of their own, and it was only

his acceptance of his own mortality that made this step possible.

REINVENTIONS—MUNICH

During the run-up to the exhibition. I constantly found myself wondering if our plans

could really work without the artist. Now, having led some reinventions myself and

having participated in others, I find myself wondering, "But what could have gone

wrong?" In a sense, we had already fulfilled Kaprow's wishes before the exhibition

opened. The exchange of ideas, the discussions, and the collective decision making

that preceded the official opening were crucial to the project as a whole. And, as

Kaprow had said very early on. "There is no wrong or right." 38

For over two years, I talked with colleagues, artists, art historians, critics,

friends, theater experts, and others about Kaprow's works, and I found numerous

kindred spirits who wanted to realize new versions of Environments, Happenings,

and Activities. 1 '' Working initially with Kaprow and then, following his death, in close

consultation with the Kaprow Estate, we decided which works could best be rein-

vented. In Munich, three professors from Akademie der Bildenden Kunste Munchen,

Magdalena Jetelova, Hermann Pitz, and Stefan Romer. with the participation

of a number of students, reinvented three Environments: Stockroom (1961). Words

(1962), and Push and Pull (1963) <see chronology, figs. 74-77. 93-97 >. For the Hap-

penings and Activities, the leader was to determine for each work the place and the

date and whether it should be realized only by the selected participants or by a group

that anyone might join. The dates were publicized on a website, where would-be

participants could apply to take part. In addition, several scores were distributed as

handouts, giving visitors to the exhibition the means to reinvent the work at home.

Kaprow and the Kaprow Estate had reserved the right to receive and publish any

materials that documented the reinventions. 65



The leaders found it relatively simple to fulfill at least two of Kaprow's three

premises: it was impossible not to take a site-specific approach to the work, and

impermanence was also intrinsic to the concept. But what is "doubt in art"? Did Kaprow

mean that his works were not about art in the narrower sense? Whatever the* case, the

artist's words prompted participants to think seriously about art itself.

Our version of 18 Happenings in 6 Parts provided a unique opportunity

to uncover— in practice rather than in theory—the roots of Kaprow's thinking.

It was the only work that we reenacted rather than reinvented for the purposes

of the exhibition < figs. 5, 6>. 40 A transitional work, 78 Happenings had a

structure that differed significantly from the later Happenings. Designed so

that it could be reenacted, 78 Happenings follows a highly detailed score that

consists of a complicated sequence of actions and pauses, combined with

music and light. It took over two years for Kaprow to develop. Our reenactment

cast a particularly interesting light on Kaprow's decision to allow new versions

of his works to be made.

Much has been written about 78 Happenings, but it has to be expe-

rienced to be comprehended. 41 The "intermissions" take more time than the

blocks of action, with the result that they take on a tangible presence, becom-

ing as important as the action. The pauses assume an even greater signifi-

cance when one takes Kaprow's later works into account. The things that occur

spontaneously during the pauses—people conversing, moving around, reflect-

ing—are an essential part of the event as a whole. The actions in later Happen-

ings and Activities, when people stacked blocks of ice, shifted concrete slabs,

or washed cars, were of course important, but in principle these tasks were

interchangeable. Kaprow's invitation to others to interpret his scores as they

wished was entirely in keeping with this. His scores are a practical aid to the

performance of an action by a group, a couple of people, or a single person,

as well as a source of inspiration. It is precisely the unforeseeable factors that

emerge during a Happening or Activity, the things that are nor in the score, that

often turn out to be crucial.

In Round Trip (1968/2006), for which I led a group of students from the

Ludwig-Maximilians-Universitat, it was the sudden, spontaneous climax that

took on particular importance. An excerpt from Kaprow's score hints at how

repetitious the activity could become.

Tiny ball of paper, cardboard,

string, rolled several blocks.

Ball enlarged with more materials.

Rolled several blocks again. Enlarged . . .

Rolled several blocks again.

Process repeated until ball is too

Large to roll.

66 Rosenthal
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Some paper, cardboard and string.

Removed. Ball rolled several

Blocks. More material removed.

Rolled several blocks. More removed.

Rolled several blocks. More removed.

Rolled . . . Process repeated until

there is no ball.
42

Having spent over two hours collecting and rolling garbage into a large

ball, we were now rolling the ball back to the university, where we would dismantle

the ball and dispose of the rubbish <fig. 7>. Perspiring and tired, we wished we

could just dump it in a trash bin, but we were uneasy at the thought of taking such

an easy way out. Were we not taking the task—and. by definition, art—seriously?

No one wanted to take responsibility for this radical decision, so, as we made our

way back, we just threw bits of the ball into trash bins we found standing on the

sidewalk. At the fourth or fifth bin, outside a public building, the caretaker caught us

and vociferously scolded us for trying to get rid of our trash in his bin. We explained

to him that it was not our trash but that we had collected it in the street and in the

park—at which point the caretaker lifted up the ball and stuffed the entire thing into

"his" bin. He had taken the decision out of our hands. The whole group breathed a

sigh of relief. This turn of events led to a discussion on responsibility and taking

things seriously. It became clear that everyone tried to avoid difficult decisions or

to put them off as long as possible; we preferred to hope for a lucky chance, such

as the one we had experienced.

Participants drew their own conclusions from this experience. For my part,

I learned more about the individual qualities of my students during the Happening

than during the two semesters that I had been teaching them. To me, the moment

of self-examination and self-observation was a crucial part of the Happening. I

discovered that collecting the trash only started to be fun when I stopped trying to make

sense of it or worrying about the absurdity of the situation. During a Happening, one is

aware of participating in an art action, and thus views oneself and the surroundings from

exactly this standpoint—which is not to say that it is impossible to take the Happening

seriously. Rather, the experience can sharpen one's eye for aspects of ordinary life—

I

became more, or perhaps differently, aware of myself, of those around me. and of the

way people treat each other.

During the reinvention of Scales (1971/2006), I was astonished to find myself

captivated by its formal aspects. The score for Scales instructs participants to place

cement blocks on the steps of a stairway, forming new steps, and then to climb them

to the next level <see chronology, fig. 193 >. They repeat the task several more times,

ascending up two more stairways before reversing course and descending the stairways

that they have climbed. The act of placing the concrete slabs and walking up and down

on them was wonderful <fig 8>. We. as participants, were so conscious of the action

that it took on the air of a perfect choreography. The sound made by the slabs as they

were set down, depending on the type of step (concrete or marble) that they were laid

down on, was a kind of music. And then one's mind turned to the circular nature of the

action, its absurdity, and the physical effort it required: these were thoughts that could

arise from a reading of the score, but the aesthetic response ensued only during the

live performance.

The Swedish artist Bo Christian Larsson realized a new version of Household

(1964/2006) in which I participated. The original score distinguished three groups,

two of which were structured by sex. Set in a dump. Household begins with the men

building a tower, the women a nest. Then the "people" arrive several hours later, in

Fig. 7. View of Round Trip (1968/2006)

Version by Stephanie Rosenthal

Reinvention for Allan Kaprow—Kunst als Leben
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Fig. 8. View of Scales (1971/2006)

Version by Stephanie Rosenthal

Reinvention for Allan Kaprow—Kunst als Leben
Haus der Kunst, Munich

a smoky car. A series of actions ensues, including licking strawberry

jam from a car, eating bread, blowing police whistles, screeching, rolling

about, disrobing, and destroying the nest, the tower, and the car <see

chronology, figs. 109-17 >. Larsson had made some slight changes to the

score and had added a group of "newcomers." Even my decision as to

which group I should attach myself was revealing. During the introduction

on the evening prior to the Happening, I had decided to join the newcomers

because it was the smallest group, but I soon noticed that I did not feel at

ease there. I had no desire to be in this neutral zone. I wanted to adopt a

gendered role, to be a "woman." So the next morning I switched groups.

Once again I realized that it was only when I took the game seriously that

it worked for me. As long as I remained in the role of observer, be it out

of shyness or for practical reasons, I felt emotionally excluded. Our job

in the women's group was to build a nest, in accordance with the classic

understanding of the female role. Meanwhile, the men were busy building

their tower < figs. 9, 10 ; see chronology, figs. 364, 365 >. By and large, we

women happily set about constructing our nest from fence posts, foil, and

leaves, making it "nice" for ourselves. Those of us in our twenties and

thirties had no problem fulfilling this domestic role. We did not feel it impinged on

our emancipation as feminists. Not so the women born around 1950: they could not

understand why we younger women so willingly accepted the "cliched" female role.

While the men concentrated on building their tower, we settled down and enjoyed

ourselves, eating bread and jam in our new "home." We younger women were aware of

demonstrating a new type of female self-confidence.

All the Happenings that I led or participated in took a similar course. Excited

anticipation was followed by uncertainty as to how one should actually behave. Then

'normality"—a routine, even boredom—set in. One found oneself longing for it to be

over; then the end approached and one felt oneself relaxing. Afterward I felt strangely

uplifted, and it turned out that others felt the same—almost as though we had been

playing a game. For what is a Happening, if not that? It is "a game, an adventure, a

number of activities, engaged in by participants for the sake of playing," as Kaprow

wrote in 1967. 43

There is no question that Happenings today make as much or as little sense

as they did when they were first enacted. Now, as then, concrete slabs are normally

dragged to building sites; they are not moved around otherwise, or not without good

reason. And Kaprow's own conclusion still holds true today: "Of course, when you

do live consciously, life becomes pretty strange—paying attention changes the thing

attended—so the Happenings were not nearly as lifelike as I supposed they might be.

But I learned something about life and 'life.'"''''
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Figs. 9, 10 Views of Household (1964/2006)

Version by Bo Christian Larsson

Reinvention for Allan Kaprow— Kunst als Leben
Suburbs of Munich
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Having decided to prepare an exhibition on the work of Allan Kaprow, Stephanie

Rosenthal and I found ourselves confronted with an almost insurmountable mountain

of bound and unbound texts; handwritten and typed documents on white, yellow,

blue, and pink paper; old and new descriptions of the same projects with crystal-

clear or hopelessly blurred marginalia; diverse correspondence with and without

dates; disintegrating reviews taken from newspapers; black-and-white photographs

on cards; torn duplicate photographs; yellowed small-format slides and Polaroids;

hissing and flickering audio- and videotapes; crumpled exhibition posters; faded

invitation cards; and dusty books.

As we sorted through the stacks of materials, we found ourselves constantly

asking the same questions: Is it possible to exhibit this body of work at all? What

does "exhibition" mean in this context? Can we really exhibit something that has

staunchly resisted being exhibited since the 1960s? Has Kaprow's art— in keeping with

its declared intention—migrated into daily life? Is it possible to capture the spirit of this

art in an art institution, thereby confirming that the museum can also play a part in daily

life? Our search for answers in the archive, and in conversation with the artist, shaped

Allan Kaprow—Art as Life, held at the Haus der Kunst in Munich in 2006 and the Van

Abbemuseum in Eindhoven in 2007.

KNOWN YET UNKNOWN?

Kaprow is one of the best-known unknown artists. Despite his writings and his many

years of teaching, his is a household name only to fellow artists and art historians.

Very few people actually witnessed his legendary Happenings in the late 1950s and

1960s, and it is only through hearsay that they have become part of the collective

artistic consciousness. Exhibitions in public institutions or commercial galleries

were a rarity. Did the artist resist the idea of exhibiting his work? Was his art simply

not suited to the museum context? Or did the fault lie with the institutions, because

they were unwilling to accommodate Kaprow's unusual attitude toward what a

work of art should be?

Museums have a problem with the art that they are supposed to research,

preserve, and mediate. On a visit to the Whitney Museum of American Art in New

York in 1982, Kaprow reacted with some bemusement to one of the exhibits, TV

Chair by Nam June Paik. To Kaprow's surprise even he—who had lent the work

to the museum—was not allowed to sit on the chair, no doubt in keeping with the

insurers' conditions. This, however, made it impossible to use the chair as the artist

had intended: viewers were to sit on the chair and look through their legs at the

flickering images on the television monitor under the seat < fig. 1 >. Kaprow was

appalled: "The dumb museums."'

Fig. 1 Nam June Paik (American, 1932-2006)

TV Chair, 1968

Standard metal-frame chair, lucite seat, plastic backing, suspended TV set.

76.2x50.8x50.8 cm (30x20x20 in.)

Private collection Museum as Media:



Similar things happen to exhibition-goers all the time. Carl Andre laid a covering

of metal plates on a museum floor in 1968 and invited people to walk across the newly

defined area < figs. 2, 3 >. People have been plagued with doubts ever since: walk on the

plates, or walk around? Those who dare to set foot on this strangely delineated terrain

often do so only after glancing hesitantly at the security staff. Of course, the works of

Paik and Andre consist of much more than a chair and a television monitor in one case

and industrial metal plates in the other. Both artists, typically for their generation, take

account of human perceptions in their work. Paik creates closed circuits connecting

real objects and human beings, while Andre uses his materials to ground the exhibition-

goer in the space, both literally and symbolically. It seems, however, that while

art has long sought to connect more closely with reality—and hence with life

itself—museums have increasingly distanced themselves from art.

This paradox is not a recent development. In 1917, Marcel Duchamp

created an uproar even among his fellow artists when he submitted Foun-

tain—a common urinal that he signed "R. Mutt"—for an exhibition in New

York, thus turning the everyday object into art. Other artists at this time were

including quotidian materials—scraps of newspaper, for instance— in their

collages. They were creating a framework for reality, so to speak, challenging

art critics and historians, museum-goers, and other artists to consider reality

in the context of art.

Kaprow, for his part, hoped for a "new concrete art," and in "The

Legacy of Jackson Pollock" (1958), he listed some of the materials that new

generations of artists would utilize
—

"paint, chairs, food, electric and neon

lights, smoke, water, old socks, a dog, movies"—and touched on the content

of their art: "unheard-of happenings and events, found in garbage cans, police

files, hotel lobbies; seen in store windows and on the streets; and sensed in

dreams and horrible accidents. An odor of crushed strawberries, a letter from

a friend, or a billboard selling Drano." 2

Kaprow thought that as art changed, how it was perceived would also

change. In 1950, he wrote an essay for Meyer Schapiro's class at Columbia

University in which he discussed the viewer's perception of a painting by

Pollock, which he likened to contemplating a Chinese landscape painting:

Figs. 2, 3 Carl Andre (American, born 1935)

Koln Steel Lock, Den Haag 1968, 1968

Hot-rolled steel, 36-unit rectangle (3 x 12), on the floor

Each plate: 1 * 1 00 x 1 00 cm ('/> x 39 % * 39 % in.)

Overall: 1 x 300 x 1200cm ('/a x 118 7. x 472 '/pin.)

Museum Ludwig, Cologne

Installed in 1990 at Kunsthalle Dusseldorf, Dusseldort
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"There are landscapes in which one can travel, landscapes which can be gazed upon,

landscapes in which one may ramble, and landscapes in which one may dwell." In this

new mode of perception, he explained, the viewer would connect individual components

by "rambling" through them, without necessarily having to achieve an overview of the

work as a physical whole. 3

In Kaprow's eyes, the role of the viewer was concerned with creatively filling

the "gaps" that arose from the changed interrelationships of the various components.

He noted in his master's thesis, which was subtitled "A Study in Seeing," that the

works of Piet Mondrian came alive only when a "process of seeing" took place in

the space between the painting and the viewer. 4 Years later, in a lecture for a panel

titled "The Futility of New Museums," Kaprow ascribed the loss of the uninterrupted

whole to the new production methods of the computer age, which yielded "a myriad

of alternative assemblies almost at once and before our eyes." 5 Marshall McLuhan

also noted the influence of the electronic age on art, holding it responsible for the fact

that the continuous story line had been replaced by symbolic and musical structures.

In his view, the alternative to this lost narrative was "the art of the interval," which he

saw in the art of flower arranging, Zen poetry, James Joyce's Finnegans Wake—and

the Happening.

The Happening is an artistic event of all-at-onceness in which there is no story

line. It nearly resembles the newspaper and also the ordinary human environment.

To put a tomato can in the Guggenheim Museum or to bring the unintended

noises of the ordinary environment into the concert hall is an important way of

announcing that in the electric age we must begin to consider the environment

itself as an art form. We approach a time when the total human situation must

be considered as a work of art ... . The world of the Happening announces

that our involvement in the conditions of life on this planet is such that we

must begin to do . . . not some things, but everything as well as possible ....

When I say that "the medium is the message" I am merely stating the fact that

"meaning" is a Happening, the multitudinous interplay of events. 6

KILLING ART?

By the mid-twentieth century, the frames around pictures and the plinth

beneath sculptures had disappeared from many contemporary works, and the museum

had increasing difficulty justifying its existence as a context for art. Lawrence Weiner

pointed out that art now had more to do with the interrelationships between objects

and the relationships of objects and people than with a material display.' The museum

was no longer necessary—according to Daniel Buren, the museum itself could even

be "exhibited." 8 Kaprow had no desire to do away with museums altogether; he

thought that they had their place for art from the past, including his own early work,

which had been made as "gallery art." Moreover, museums occasionally offered

opportunities—and funding—for his works. One of his Happenings, Moving, was

presented in conjunction with the inaugural exhibition at the Museum of Contemporary

Art in Chicago in 1967 <see chronology, figs. 143. 144 >. It took place at "some unused

houses in different parts of the city": Museum as K'



Fig. 4 Views of the Whitney Museum of American Art in New York

and Lenin's mausoleum in Moscow

On each of four days, old furniture is obtained, and is pushed through the streets

to the houses. The furniture is installed.

On the first day, bedrooms are furnished, and slept in that night.

On the second day, dining rooms are furnished, and a meal is eaten.

On the third day, living rooms are furnished, and guests are invited to cocktails.

On the fourth day, attics are filled and their doors are locked. 9

In 1967, the Pasadena Art Museum presented Kaprow's first retrospective.

The museum was one of the most important venues for avant-garde art worldwide,

renowned for its exhibitions of the work of artists from Duchamp to Andy Warhol. 10

The artist expressed his distrust of the institution in a statement that appeared in the

catalog that accompanied the exhibition.

I am put off by museums in general, they reek of a holy death which offends

my sense of reality. Moreover, apart from my personal view, most advanced

art of the last half-dozen years is, in my view, inappropriate for museum

display. It is an art of the world: enormous scale, environmental scope, mixed

media, spectator participation, technology, themes drawn from the daily

milieu, and so forth. Museums do more than isolate such work from life, they

subtly sanctify it and thus kill it."
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Nevertheless, Kaprow lived in the pragmatic hope that the museum would adjust its

function by becoming "an educational institute, a computerized bank of cultural history,

and an agency for action."' 1
'

Kaprow went more deeply into his critique of museums in "What Is a Museum?"

(1967), a published conversation with Robert Smithson. Embedded in some evocative



imagery is a clear expression of his discomfiture: "Museums tend to make increasing

concessions to the idea of art and life as being related. What's wrong with their version

of this is that they provide canned life, an aestheticized illustration of life. 'Life' in

the museum is like making love in a cemetery." 13 The text is accompanied by pairs of

photographs that were chosen by the speakers, including a juxtaposition of the Whitney

Museum with Lenin's mausoleum in Moscow < fig. 4 >. Kaprow even suggested that the

splendid architecture of the Solomon R. Guggenheim Museum in New York should be

left standing entirely empty and exhibited as a sculpture in its own right.

This theoretical critique, repeatedly expressed in a variety of contexts, stands

in contrast to Kaprow's apparently muted approach to his own exhibition in Pasadena,

where he presented not only a conventional hanging of a number of his canvases,

collages, assemblages, and three-dimensional works from the late 1940s through

the late 1950s but also new versions of three of the Environments that he had made

between 1958 and 1964—Yard (1961), Words (1962), and Push and Pull (1963). At the

same time, however, a truly spectacular event, Fluids, was taking place outside the

museum. At fifteen sites in greater Los Angeles, fifteen groups working under the artist's

supervision erected thirty-foot-long, nonfunctional structures made of solid blocks of

ice; the minimalist forms were strikingly reminiscent of ancient Egyptian tombs <see

CHRONOLOGY, FIGS. 133-42 >.

This endeavor to construct transient forms in the warm California sun

can be read as an attempt to symbolically deconstruct the museum. The edi- gm
fices literally melted away. Here art was neither architectural nor sculptural, but

procedural, located in the interaction of people and materials. In addition to

attacking the existing order of the institution, Fluids was a literal dissolution of

the concept of what art is.

Kaprow continued to accept invitations from museums to develop new

works, but this support was rare—and his radical approach had little effect on

the way art was presented inside the established institutions. In the 1970s, Pierre

Restany noted that Kaprow's works were "performed throughout the world, . . .

carefully avoiding the sanctioned cultural environments." 14 His Happenings and

Activities (as he called these works from mid-1969 on) were mainly promoted by

universities, theater festivals, and other avant-garde enterprises. Nevertheless,

museums and galleries in Italy, France, and Germany were relatively interested

in his work.

In 1976, Kunsthalle Bremen presented the exhibition Allan Kaprow:

Activity-Dokumente 1968-1976, which concentrated on the formal instructions

and illustrative photographs in the booklets that Kaprow produced for his

Activities. In 1976—almost ten years after Fluids—Bremen was also the venue

for the Activity Durations. Once again, a huge modular ice structure was

erected and left to melt and dissipate naturally <see chronology, figs. 285-

89 >. Significantly, this event was not supported by any museum, but by Radio

Bremen's experimental series Pro Musica Nova.

««

Allan Kaprow
FRIEDHOF

Fig. 5 Gallery display of Time Pieces

Presented for ADA: Aktionen der Avantgarde
Neuer Berliner Kunstverein. Berlin Museum as Mediation 77



In 1973, Time Pieces, one of Kaprow's complex Activities, was at the center

of ADA: Aktionen der Avantgarde, a group show at the Neuer Berliner Kunstverein.

Over the course of three days and at times of their own choosing, thirty participants,

working in pairs, examined the processes of their bodies: they counted and made

audio recordings of their own and their partner's heart and breathing rates <see

chronology, figs. 220-43, and Phillips, figs. 1-8 >.15 Those who did not participate in the

event could only view the various items that were left over: documentary photographs

in display cases; the cassette recorders that were used during the Activity, also housed

in the cases; and clear plastic bags filled with air, hanging from the ceiling. These items

were displayed in a secluded, separate area. At the entrance were the words "Allan

Kaprow. FRIEDHOF"—"Allan Kaprow. CEMETERY" <fig. 5>.

In 1977, during preparations for Museum Portraits, an Activity that was to take

place at the Hamburger Kunsthalle, Kaprow insisted that he needed certain information

on the museum's personnel and finances. The Activity, intended to reveal the group

dynamic of the museum's staff, was structured around the arrangement and use of

museum employees' desk chairs. The whole exhibition foundered. The director of the

museum, Werner Hofmann, felt there was too great a danger that his institution might

somehow be compromised <see chronology, figs. 290-92 >. Years of experience had

taught Kaprow how sensitive the museum world can be, yet it was not unusual that

a Kaprow project, born of an institution's enthusiasm for his artistic approach, came

to nothing because of the artist's stubbornness and impossible demands. In 1981,

circumstances of this kind became too much for Karl Ruhrberg, the director of the

Museum Ludwig in Cologne, with the result that he canceled a retrospective that was

already in the planning stages. In 1986, a Kaprow retrospective at the Museum am

Ostwall in Dortmund, West Germany, was organized along more conventional lines:

visitors could see not only work from the early days of the artist's career but also new

interpretations of old Environments and Happenings. Events took place on the streets

around the museum and in towns around Dortmund <see chronology, figs. 327-33 >.

The Dortmund exhibition certainly did not offer a groundbreaking, structural rethink

of Kaprow's work. These museums had neither the infrastructure nor the finances to

function as Kaprow's hoped-for "agency for action."

RETROSPECTIVE ACTIVITIES?
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Allan Kaprow: Precedings, conceived two years later, brought with it a marked, hitherto-

unheard-of change in Kaprow's chosen form of mediation. Precedings was described

as a "retrospective consideration of the works of Allan Kaprow, 1957-1987." The term

retrospective was interpreted not as a type of exhibition but as a set of tasks: the

project would be a process, not a static event."' Precedings was presented by the

Center for Research in Contemporary Art at the University of Texas at Arlington under

the leadership of its director, Jeff Kelley."

Precedings comprised a yearlong series of events, consisting of three main

segments. First, nine historic Happenings and Activities from 1959 through 1985 were

reinvented in five locations. Second, five days were declared a "retrospective period,"

during which Kaprow presented four lecture-performances and artists and critics

participated in a symposium titled "Precedings: Art as Participation, 1958-1988"'"



<see chronology, fig. 339 >. The third program segment was a comprehensive book,

never published, that was intended to contain transcripts from Precedings, scholarly

essays, and Kaprow's collected critical texts. 19

Prompted by Precedings, in 1988 Kaprow turned his attention to "retrospective

questions." Besides looking at the "how" and the "what," he reflected on his work,

devising a "body of ideas about the self" to match his "body of work as objects." 20 For

this, he divided the self into a public and private artistic persona. In his view, his natural,

private self was timeless, whereas his created, artistic self had a past, a present, and

a future. And yet his ideas about exhibiting his art remained a tangle of impossibilities

and uncertainties: "It's obvious, once you say the economy is built on goods industries

and service industries, that we're talking about services— like janitorial work or cooking.

The art industry traditionally produces goods. I try to provide service. What services?

Play. Being invited, and agreeing, to have a 'retrospective.' But what's to retrospect?

Nothing. So, stories about that. True stories and made-up ones when memory or

interest fades (mine and others). Playing with the past." 21

Two exhibitions in the early 1990s seemed to undermine Kaprow's earlier

statements that his works were ephemeral. In these exhibitions

—

7 Environments in

Milan in 1991 and Naples in 1992, and 4 Environments in Paris in 1992—he created

elaborate new versions of earlier Environments. Moreover, the lavish catalog for the

exhibitions in Italy reinforced the physical, in-the-world aspect of the exhibition. 22

At first sight, the reinterpretations of the Environments bore little relation to their

forerunners in the 1960s. The new versions took into account the exhibition venues

and contemporary tastes <see chronology, figs. 345-50 >. The reinvention of Yard

(1961), for example, included a Fiat, with the tires properly stored in racks, framed by a

dominating red wall; the provisional "poor" look of the 1 960s was exchanged for a more

design-oriented look that resonated with current Italian style. None of Kaprow's earlier

Environments had such a powerful material presence. Was Kaprow further extending

the divide between himself and his art?

At this point, in 1993, Kaprow had just come to the end of a long period of

intense teaching in Los Angeles and San Diego. His works had followed a clear course

since the 1 960s, and by now they had little physicality. Kaprow was no longer dependent

on institutional support or the cooperation of large groups of people, and from the

1980s onward. Activities had taken place within the artist's private sphere. Kaprow

had completely withdrawn from the business of official exhibitions. The exhibitions in

Naples and Paris constituted a magnificent yet oddly static monument to this farewell.

ROLE OF THE NEW MUSEUM

Kaprow's initial reservations regarding the museum world and his critical attitude to its

procedures led to his later, enduring skepticism. But were his polemical attacks ever

followed by constructive suggestions as to how the situation might be improved? What

exactly did he mean when he referred to the museum as an "agency for action" with a

commitment to education? In the past, this function had been fulfilled by offering programs

of accompanying events that had no real effect on the internal structure of the exhibition.

Kaprow was interested in a qualitative commitment to art and its effectiveness

in society and felt that this commitment should come from museums and schools. In his Museum as M
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lectures in the 1960s, Kaprow outlined concepts and plans—including the makeup of

academic boards—for high school and college arts curricula. 23 And he saw elementary

schools as the place where artistic role models would find the greatest acceptance:

"What school children need is a Pied Piper, lots of Pied Pipers, not social workers and

lab technicians. The Pied Piper had magic and this is what is important about his story.

Like magicians, artists deal in a sort of magic and it is proposed here that some of them

can double as Pied Pipers and lead school children along roads they are pressured to

avoid and soon forget." 24
In 1969, in connection with Project Other Ways in Berkeley,

Kaprow presented Six Ordinary Happenings, which were very much in line with his

educational principles <see chronology, figs. 163, 164 >. 25 For Charity, for example, a

group of children purchased secondhand clothing at a thrift store, washed and pressed

the clothes, then attempted to donate them to the same store. It is easy to imagine the

disbelieving, dismissive gestures of the thrift shop owner when the children returned.

What better way to teach the structures and values of society?

Kaprow's role as a Pied Piper, and the large public events that he led, came to

an end after the Happenings in Berkeley. The invitation to become a founding member

of the faculty of the now legendary California Institute of the Arts in 1969 and his

subsequent appointment at the University of California in San Diego in 1974 had a

marked effect on the character of his work. From this point, his Activities were planned

in close consultation with his students and were realized by specifically chosen,

psychologically charged groups of like-minded individuals.

Kaprow became a member of the board of trustees at the Pasadena Museum of

Modern Art in 1973, only to resign within a few months because of his disappointment

with the museum's education committee. 26 As he saw it, the committee's remit was not

clear, it had no authority, and, in any case, it had no funds. The museum's reluctance to

accept change and provide funding would not have surprised a museum professional, but

Kaprow—an artist—quickly became impatient. He wanted the museum to immediately

reclassify all its departments as "educational," to provide financial support for local

artists, and to engage them as educators in the museum and in local schools. Kaprow

was convinced that "making and experiencing art is a profound way of learning." The

museum, already recognized as a "cultural symbol," could now be reconfigured as an

"educational agency" by interconnecting the forces of education and artistic creativity. 27

In addition to putting on exhibitions, concerts, and other events, the museum would

also engage in outreach work—for example, running art classes in local schools and

the community.

In a lecture delivered in 1978, Kaprow criticized the notion of "alternative art

spaces," whose history went back to the nineteenth century when artists first reacted

against established galleries and museums. As Kaprow pointed out, these supposedly

new spaces were still dominated by the same traditional tastes: "The one ironic difference

between the past and now is that such spaces today are neither 'underground' nor rare."

He even described them as "junior establishment." For Kaprow, the typical studio or

gallery—what he described as a "box"—was only one of seven possible experimental

art spaces. He listed urban spaces and explicitly public and private locations (from

the city center to someone's bedroom) as spaces for art and even included the human

body as a possible display area. Immaterial spaces, like telecommunications networks,

and other spiritual, religious, or metaphorical spaces created by the human intellect

also had a place on his list.
2" For Kaprow, art had long ceased to be what went on in

art galleries and museums. All the artist needed, he said, was "a typewriter, a public

relations budget and some airplane tickets. Compared to the cash required to support

a 'house' for several years, the outlay would be minimal." 29

Kaprow returned to the same idea in 1982 in a lecture delivered for "The Futility

of New Museums," in which he surveyed the historical dimension of the museum as



an institution that had arisen from private and ecclesiastical collections amassed

during the eighteenth and nineteenth centuries. Kaprow noted that the circumstances

governing the museum had changed: "Context is the real subject and meaning-

carrier of modern culture. . . . The major issues of today: the new and rich range of

consciousness of our internal experience and our bodies, new awareness of the range

of ways we communicate with each other and with the world around us." In our urgent

need to communicate with one another and with the world—upon which, he stated, our

survival depends—the "gallery and museum as cultural framing devices are as obsolete

as the kings and queens of yesteryear." In Kaprow's view, museums were no longer

fit for the purpose of communication because they operated according to an entirely

self-referential logic. Even if elements of the "outside" world were introduced into the

museum, they were interpreted in the context of art history: "You can have a live cow

about to give birth in a museum but she will be seen as part of the history of rural

paintings from Hobbema to Warhol." 30

This paradox shaped Kaprow's work throughout his life. Kaprow appealed

to the individual and encouraged group discussions and debate. His works posed

philosophical questions ranging from "Where do we stand?" to "How do we see our

social responsibility?" As we strive to answer, we learn about life through art, and we

come to understand that art is life. This positive, didactic approach is deeply rooted in

the American history of ideas. How does the socialization of the individual as part of

a group come about? Can creative individuality—developed through work—serve as a

survival strategy, and can discussion benefiting from group dynamics be a way to learn

reason and responsibility? 31

FROM EXHIBITION TO PRESENTATION

Although Allan Kaprow often spoke of the functions of the museum and of education

in general, it seems that this particular topic barely impinged on his artistic output. He

was not interested in developing exhibition concepts; indeed, he was so suspicious of

any possible outcome that he was reluctant to engage in the process at all. Kaprow

withdrew from the institutional context more determinedly than almost any other artist

of his generation, yet even Kaprow needed the mechanisms of the art institution to be

noticed. It was simply not enough that something happened once and that the existence

of the event was confirmed by word of mouth (the reliability of which, according to

Kaprow, is always open to doubt).

During the planning of Allan Kaprow—Art as Life, the artist constantly

questioned all possibilities. We, as cocurators. agreed with the artist to refer to

our project as a "presentation" rather than an "exhibition." From the outset of our

discussions, it was clear that we had to find an approach that would do justice both to

the artist's philosophy and to the public's need for information and enlightenment. We

wanted to counter Kaprow's assertion that museums are "dumb" with something that

derived directly from his work. 32 We always took Kaprow's critical position as our main

point of reference. Why, for instance, did he regard his Activity booklets from the 1970s

as an idea that never really worked? In part, it was because he saw that the Activity

booklets were often treated as a manual of sorts. Kaprow's works were not intended to

have a fixed, immutable form, but he discovered that frequently the people carrying out Museum as '.'



his Activities merely copied the text and photographs in the booklets, mimicking the

outward appearance of the works. Consequently, it was important that our exhibition

not present fixed forms as some kind of fait accompli. And we made every attempt to

avoid what had happened in so many other, related exhibitions of conceptual art such

as Fluxus—namely, that artists' works were reconstructed solely according to surviving

records and embellished with fetish objects that had been left behind here and there.

Kaprow's conception of a work of art was much more open and generous than

any documentation could ever convey. The participants in his events were always

afforded the greatest possible freedom even as the artist exercised

a high degree of control over them. Right from the outset, in the early

Happenings, with their distinctly theatrical or filmic scripts and narrative

structures, Kaprow was always at the center of proceedings, even when

tasks were carried out at multiple sites and he was unable to be present.

He claimed the artistic high ground in the sense that there was a difference

between Kaprow placing an apple on a table and someone else doing the

same thing. There will always be a gap between the artist's concept, what

he asks of the participants (from whom he expects at least an adequate

artistic act), and the realization of the piece. But since the realization

should not be confused with any final result, this mismatch is not really

a problem. Kaprow's pieces were never intended to be works of art that

would be preserved (or embalmed) in a museum for all eternity—Kaprow

was interested in the human activities that ensue from them. His playful

mediation and absorption of an artistic philosophy will continue to have a

place in people's thinking.

The exhibition we conceived for Munich and Eindhoven was struc-

tured around two principles: Kaprow's phrase "Agency for Action," and, as

our paraphrase, "Museum as Mediation." Our premise was that visitors

would perceive the exhibition as a whole in much the same way that they

would an individual work. No longer a mere consumer, the viewer would

be an active participant instead. The material items that would be shown

would not be "works of art"; they would be merely the artist's materials.

"Museum as Mediation" pertained to the way in which the exhibition was

ordered; "Agency for Action" pertained to the events that the exhibition

entailed. The phrase museum as mediation is taken from the museum world

and from art history. Similar to a musical score that is displayed rather than

played, the objects related to museum as mediation were intended to invite

viewers to reflect on comparisons, presence, and what remains from the

past. By contrast, the phrase agency for action connotes the music rather

than the score. This aspect of the exhibition connected with life and tem-

poral, human actions. It is not hard to see the paradox inherent in this pair

of opposites: the material objects that represented museum as mediation
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Figs. 6,7. Tables with Allan Kaprow's scores and manuscripts

Presented for Allan Kaprow—Kunst als leven

Van Abbemuseum, Eindhoven



lay claim to the present; they existed in the here and now even though they had come

from the past. At the same time, the Environments, Happenings, and Activities that

represented agency for action were of the present, yet they instantly dissipated and

became part of the past. The dichotomy in this pairing cannot be resolved; it was our

paradoxical response to the challenge of satisfactorily conveying Kaprow's concept of a

work of art in an exhibition—or, rather, presentation. "Museum as Mediation" presented

the active presence of the past; "Agency for Action" turned the present into the past

before our eyes. 33

The order implied by the phrase museum as mediation was realized in the pre-

sentation of individual media. Since we never aimed to create a historical reconstruc-

tion, the exhibition did not adhere to the usual chronological sequence associated with

a retrospective. The idea was not to create the impression that "this" is how it was back

then, or that "these things" are what is left of that time. Consequently, there were no rel-

ics from past Activities on display. We agreed that trying to reconstruct an image from

the past in order to explain the nature of a work would be no more than sentimentalism.

An important step toward sustaining the presence of Kaprow's works was his decision

to relinquish his hitherto exclusive control of his works and to allow others to take

responsibility for the reinvention of Happenings, Activities, and Environments.

Ordering the presentation according to media rather than individual works

introduced redundancies that were intended to unsettle viewers and encourage them to

question the status of the various documents. At the conceptual heart of the presentation

were Kaprow's own handwritten notes and sketches for Environments, Happenings,

and Activities < figs. 6. 7 >. These included his scores—the instructions for the actions

that the event comprised—as well as notes reflecting on or interpreting the event. The

focus here was not so much on the detail of these accounts as on the formal nature

of the language used to define, prepare, and document the events. A comparative

display of more than 300 pages spanning over thirty years—an overwhelming amount

of information—shed at least some light on Kaprow's artistic spirit. Although these

documents were closely tied to individual events, they also pointed beyond them. They

are like musical scores—anyone who learns to read their "notation" will hear music.

In addition, out of hundreds of Kaprow's scores thirty-one were reproduced and

offered to visitors as handouts. These texts formed an interface with "Agency for Action":

visitors were able to take the newly typed instructions away with them and realize them

either in the museum or elsewhere, as they pleased. New versions of Happenings and

Activities that needed considerable preparation and organization—and the cooperation

of museum staff as well—were generated in the "Agency for Action" area, and visitors

were also invited to submit feedback by means of a "photo wall" and email.

One aspect of the exhibition was devoted to film and video, and another to

photography. Past Happenings and Activities were documented in both. Typological

differences emerged between the "staged" scenarios (as seen in the 1 970s in the Activity

booklets) and the "documentary" images." Once again, a deliberately overwhelming

number of photographs was presented for the visitor to peruse. Thus, optical stimulation

preceded cognitive recognition. At the same time, it was possible, but not necessary,

for visitors to make connections with information gleaned from the scores. The moving

images of film and video, beholden to time, demanded a different kind of attention.

Visitors were able to choose from a number of viewing options, depending on their

particular interests <figs. 8, 9>.

Audio documents occupied an important position in the exhibition. For Kaprow.

the incorporation of a whole spectrum of sounds into his Environments ultimately led

to the development of the Happenings. The acoustic material ranged from original

audio materials used in early works and Happenings to recorded documentary

accounts and commentaries <fig. 10 >. Here, completeness or the precise ordering Museum as K
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Fig. 8. Reinvented Environment Stockroom (1961/2007)

with screenings of Allan Kaprow's videos

Presented for Allan Kaprow—Kunst als leven

Van Abbemuseum. Eindhoven

Fig. 9 Overhead projectors for photo reproductions

on acetates

Presented for Allan Kaprow— Kunst als leven

Van Abbemuseum, Eindhoven
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of the audio documents was much less important than stimulating the visitor's sense

of hearing < fig. 11 >.

The reinvented Environments enjoyed a special status. By definition semi-static,

the Environments marked the transition from Kaprow's early works to the first of his

Happenings. In a sense, they are large-scale assemblages with an additional—albeit

strictly controlled—element of action. In Munich, responsibility for the Environments

was delegated to a group of professors and students from the Akademie der Bildenden

Kunste Munchen; in Eindhoven, the Environments formed part of the curatorial dra-

maturgy that was intended to "lure" spectators into participating. 35 The Environments

were deliberately organized to playfully break down the divisions between

different aspects of the exhibition and to reduce the visitor's natural inhibi-

tions < FIGS. 12-15 >.

The area devoted to Kaprow's early works contained a comparatively

conventional presentation of canvases that revealed his interest in human

beings and how they behave at home, in a studio, or in the city. This aspect

of the exhibition was related to art history—one could imagine that this

group of early works might lead into a room with a selection of other objects

representing turning points in the development of art: perhaps a spiky bottle

rack by Duchamp; a silent, black-and-white Mondrian; and a window-sized,

all-over universe by Pollock, perhaps with a grating Dada nonsense poem

issuing quietly from a loudspeaker. The presentation did not make—indeed,

could not have made—things easy for the viewer. Allan Kaprow—Art as Life

did not follow a typical format, but it provided a wealth of information by

grouping materials and relating contexts. It had no story line, in keeping with

Kaprow's desire: "Oddly enough, the disappearance of the story line creates

a much higher degree of involvement for the viewer or reader." 36 We chose, to

paraphrase McLuhan, to present an exhibition of the interval—an exhibition

whose meaning emerged in the space between the physical aspect of the

exhibition and the viewer, the point where the viewer became a participant. 37

Museums in the present day will be compromised if they are not

able and willing to be engaged with all forms of contemporary art and to

develop exhibition concepts that suit each of them. Art now occupies all

sorts of locations that once were considered experimental. The museum

has become an alternative venue, although one that is essential to the art

that has attacked and questioned it. Art that appears only by arrangement

for small groups in secret locations or is restricted to the ivory towers of

academia reaches a very limited public. It is up to the museum, with its

history and accumulated knowledge, to continue undaunted, making the

most of its role and its status, so that it may remain at the center of the

discourse on art and life. For everyone.

Fig. 10 Listening devices for various audio documents

from early Happenings

Presented for Allan Kaprow—Kunst als leven

Van Abbemuseum. Eindhoven

Fig. 11 Room with ambient audio sound documents from

the 1959 and the 2006 reenacted version of 18 Happenings

in 6 Parts

Presented for Allan Kaprow— Kunst als leven

Van Abbemuseum, Eindhoven Museum as '.'



Fig. 12. Partial view of reinvented Environment Push and Pull

(1963/2007), used as activity zone

Presented for Allan Kaprow—Kunst als Seven

Van Abbemuseum, Eindhoven

Fig. 13. Participants in activity zone

Presented for Allan Kaprow—Kunst als leven

Van Abbemuseum, Eindhoven
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Fig. 14 Partial view of reinvented Environment Words (1962/2007),

with the collage Baby (1957) in the background

Presented for Allan Kaprow— Kunst als leven

Van Abbemuseum, Eindhoven

Fig. 15. Participants in reinvented Environment Words (1962/2007)

Presented for Allan Kaprow—Kunst als leven

Van Abbemuseum. Eindhoven
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1982, Allan Kaprow Papers (box 48, folder 23).

Marshall McLuhan, "Great Change-overs for You," Vogue 148. no.1 (1966): 114.

Kaprow explicitly refers to this article in his handwritten lecture notes "On

How To Make a Happening." 1966, Allan Kaprow Papers (box 47, folder 6).

For example, see Lawrence Weiner, "...
I AM NOT CONTENT" (1982). in

Alexander Alberro et al.. Lawrence Weiner (London: Phaidon, 1998), 106:

ART IS AND MUST BE AN EMPIRICAL
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RELATIONSHIPS OF HUMAN BEINGS TO

OBJECTS AND OBJECTS TO OBJECTS IN

RELATION TO HUMAN BEINGS.

The works of Daniel Buren are based on his theories about the framing of the

artwork and the critical analysis of the framing and contextualizing function

of exhibitions and museums. In 1982, he realized a work in situ

—

Plan contre-

plan at the Museum Haus Esters in Krefeld. This museum and Museum Haus

Lange, which is located next door, are housed in modernist buildings built by

Ludwig Mies van der Rohe from 1928 to 1930. Buren reconstructed the floor

plan of Haus Lange and installed it at Haus Esters, using temporary walls of

canvas stretched over a wooden framework.

Allan Kaprow. photoalbum for Moving, Allan Kaprow Papers (box 12. folder 5).

The text is on the back of the booklet.

The museum is now the Norton Simon Museum of Art in Pasadena.

Statement by Allan Kaprow, in Allan Kaprow, exh. cat. (Pasadena: Pasadena

Art Museum, 1967), 3.

Statement by Allan Kaprow (note 11), 3.

"What Is a Museum? A Dialogue between Allan Kaprow and Robert Smithson,"

Arts Yearbook, no. 9 (1967): 94-101. Reprinted in Das Museum als Arena:

Institutionskritische Texte von Kunstlerlnnen = The Museum as Arena: Artists

on Institutional Critique (Cologne: Verlag der Buchhandlung Konig, 2001), 12-15.

Pierre Restany, "Allan Kaprow: From 'Happening' to 'Activity,'" Domus, no.

566 (1977): 52.

Glenn Phillips discusses Time Pieces in depth in his essay in this volume.

Typewritten introduction to the program, "Precedings: A Retrospective Con-

sideration of the Works of Allan Kaprow, 1957-1987," 1988, Allan Kaprow

Papers (box 32, folder 3).

The Center for Research in Contemporary Art saw itself as an institute that
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(box 32, folder 3).
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Essays on the Blurring of Art and Life, ed. Jeff Kelley (Berkeley: Univ. of Cali-

fornia Press, 1993); and Jeff Kelley, Childsplay: The Art of Allan Kaprow

(Berkeley: Univ. of California Press, 2004).

Allan Kaprow, handwritten note, undated. Allan Kaprow Papers (box 32,

folder 3):

Retrospective questions:

1) How?

2) What am I retrospecting?

3) What will others retrospect?

4) Body of work as objects
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Body of ideas about the self.

Allan Kaprow, handwritten note, 1988, Allan Kaprow Papers (box 32, folder 3).

7 Environments, exh. cat. (Milan: Fondazione Mudima, 1992).

Allan Kaprow, typescript of an interview by Moira Roth for the Archives of
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Institute for Experimental Research in the Arts; A Proposal for the Center for

Instructional Resources at SUSB," typescript, 1966, Allan Kaprow Papers
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June Paik. Yvonne Rainer, Harold Rosenberg, Billy Kluver, Marshall McLuhan,

and R. Buckminster Fuller.
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starting work on his ironic texts for artists, the "Education of the Un-Artist,"
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The museum was formerly the Pasadena Art Museum.

Allan Kaprow, handwritten notes, 1972-73, Allan Kaprow Papers (box 64,

folder 15).

Allan Kaprow, manuscript of talk presented at the Los Angeles Institute for

Contemporary Art conference "New Art Spaces," 29 April 1978, Allan Kaprow

Papers (box 48, folder 19):

For anyone who wishes to consider the more experimental possibilities of

art spaces, it might be useful to account for those actually used in current

practice. There are at least seven possibilities. An art space is

1) a box (i.e., the typical studio or gallery)

2) a physical exterior space, such as a street, desert, forest, parking lot (or

group of these)

3) a human body and its immediate space of movement

4) a contextual environment or situation, in which (like a city's center, or a

bedroom) meanings of things and spaces commingle—(hence, the space

of a gallery box that resembles a factory conveys overtones of industry

and art history)

5) the physical interior space of the human body, the vital organs, sensorium,

nervous system, circulation, etc.

6) communicational spaces such as telephones, roadways, airways, postal

ways, radio. TV. telegraph—as well as transpersonal activities

7) the spaces of the mind: conceptual and metaphoric behavior, private and

social senses of self and group, education, religion, political conscious-

ness, etc.

Kaprow. manuscript of talk (note 28).

Kaprow, "The Futility of New Museums" (note 5).

31.

32.

33.

34.

35.

36.

37.

In this connection, Jeff Kelley repeatedly made reference to the importance of

John Dewey to Kaprow's work; see Kelley, Childsplay (note 19), 7, 8, 11, 142,

158, 200, 225. 227. 231 n. 8.

As the curators of Allan Kaprow—Art as Life, during the run-up to the exhi-

bitions in Munich and Eindhoven we engaged in numerous discussions with

the artist, in which others were also involved from time to time, namely Allan

Kaprow's wife Coryl Crane Kaprow; his studio assistant of many years. Kelly

Nipper; and his friend and fellow artist Paul McCarthy.

For a more detailed account of "Agency for Action," see the essay by Stephanie

Rosenthal in this volume.

For more on this, see Kaprow's statements in Robert C. Morgan, "Half-Truth:

Performance and the Photograph," in Action/Performance and the Photograph.

exh. cat. (Los Angeles: Jan Turner/Krull Galleries, 1993).

The Environments that were reinvented by Eva Meyer-Hermann in Eindhoven

in 2007 were Yard (1961). Stockroom (1961), Words (1962), and Push and Pull

(1963). The Happenings, chosen from a list approved by the Kaprow Estate,

were reinvented according to the same principles as those that shaped the

Munich reinventions; see Stephanie Rosenthal's essay in this volume.

McLuhan. "Great Change-overs for You" (note 6), 114.

McLuhan, "Great Change-overs for You" (note 6), 114.
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by Annette Leddy

Selected Drawings, Paintings, Collages, Sculptures, Assemblages, Scores, Environments, Happenings,

Activities, Activity Booklets, Videos, and Films

Born 23 August, Atlantic City, New Jersey. Attended school, Tucson, Arizona.

High School of Music and Art, New York, New York. BA in Philosophy and Art History, N

University, New York. Studied painting at Hans Hofmann School of Fine Arts, N«

Group exhibition, Woodstock Arts Association, Woodstock, New York. Graduate

coursework in Philosophy, New York University, New York. MA in Art History, Columbia

University, New York. Group exhibition, Columbia University Graduate School of Art, New York.
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awards Katherine White Award. H gallery administration Cofounder, Hansa

Gallery, New York. H GROUP EXHIBITIONS Jabberwocky Gallery, New York, February.

Hansa Gallery, New York, Fall. Ramapo Gallery, Suffern, New York, November. Rienzi

Gallery, New York, November. Gallery 201, Brooklyn, December. H WRITINGS "Piet

Mondrian: A Study in Seeing," MA thesis, Columbia University.

1952

Abstracted Still Life

Oil on board, 1952

32.4x40 cm (12% x15 3/.in.)

Allan Kaprow Estate

Two Fighting Bulls

Oil on wood panel, 1952

29.2x37.8 cm (1172 x 14% in.)

Allan Kaprow Estate

1 Reclining Nude, Head
on Cushion

Pen and ink on paper, 1952-53

22.2 x 29.7cm (8

Allan Kaprow Estate

2 Reclining Nude
(detail previous spread) Gazing Out

Pen and ink on paper. 1952-53

22.2x29.5 cm (8V. xHViin.)

Allan Kaprow Estate



teaching POSITIONS Instructor, Department of Fine Arts, Rutgers University. H SOLO
EXHIBITIONS Art House, Rutgers University, Spring. Allan Kaprow: Paintings and

Drawings, Hansa Gallery, New York*,*May. H GROUP EXHIBITIONS Southern State

Touring Group Exhibition of New York Artists (arranged through Kootz Gallery, New
York), April. Allan Kaprow and Lester Johnson, Earl Pilgrim Gallery, Provincetown,

Massachusetts, August. Contemporary Americans series, Hansa Gallery, New York,

September-October. New York City Center Gallery, New York, November. Hansa Gallery

Members, Art House, Rutgers University, December. Xmas Show, Hansa Gallery, New
York, December.

1953

3 Figures in Landscape
Oil on canvas, 1953

169.2 x 213 cm (66 Vs x 83% in.)

Allan Kaprow Estate

4 Red Forest

Oil on canvas, 1953

154. 9x195.6cm (61x77 in.)

Collection Sergio and Andrea Siani,

Concord. Massachusetts

Still Life on Table

Oil on board, 1953

40.3 x 31.7cm (157s x12 1/ain.)

Allan Kaprow Estate
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Seated Model in Leotard

in Studio

Ink on paper, 1954

43.5 x 60cm (17Vs x 23 5Ain.)

Allan Kaprow Estate

teaching POSITIONS Instructor, Department of Fine Arts, Rutgers University. H SOLO
exhibitions Allan Kaprow: Paintings and Drawings, Hansa Gallery, New York, April.

Jewish Community Center, New Brunswick, New Jersey, Winter. 1] GROUP EXHIBITIONS

Invitation Group Exhibition, Hansa Gallery, New York, January. Urban Gallery, New
York, April. Contemporary Art by Younger New York Artists, George Washington

University, May. New Brunswick Art Association, New Brunswick, New Jersey, May. Earl

Pilgrim Gallery, Provincetown, Massachusetts, July. Beryl-Lush Gallery, Provincetown,

Massachusetts, August. Gallery 256, Provincetown, Massachusetts, August. Urban

Gallery, New York, September. Benefit Group Exhibition, New York City Center Gallery.

New York, December.

1954

Model in Leotard Leaning

on Sawhorse
Ink on paper, 1954

43.2x30 cm (17 x 11 Vein.)

Allan Kaprow Estate

Model in Leotard Leaning

on Sawhorse
Ink on paper, 1954

43.5 x30cm (17'/a x117ain.)

Allan Kaprow Estate

White and Brown Figures

Oil on canvas, 1954

1 1 7.5 x 1 01 .3 cm (46 'A x 39% in.)

Allan Kaprow Estate

Seated White Figure

Oil on canvas, 1954

101. 6x76. 2cm (40x30 in.)

Allan Kaprow Estate

Artist in Studio

Oil on canvas, 1954

152.7x119.4cm (60'/« x 47 in.)

Allan Kaprow Estate

Figures in Yellow Interior

Oil on canvas, 1954

123.8 x 153 cm (48 3A x 60% in.)

Allan Kaprow Estate

Magenta Nude
Oil on canvas, 1954

38x 71 cm (15x28 in.)

Collection Leah Patricia Schneider,

Pacific Beach. California
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Alan Kaprow

A forthright and vigorous expressionist,

Alan Kaprow sustains the intensity of his

initial impetuous attack throughout each

canvas. Throbbing, vibrant color, cadmiums
and violets vying with each other, and

vehemence of application, abrupt, slashing

strokes and thick crests of pigment, lend

these canvases an impassioned violence al-

most worthy of Soutine, although the vio-

lence seems to concern the act of painting

itself rather than the outpouring of emo-

tion. The figure appears in all of these

paintings, in repose or in the wild motions

and gyrations of a raucous dance, always

delineated with the same bold strokes

which ignore refinements of contour or

variation of shape, emphasizing posture and

gesture, indicating direction and motion

more than form and substance. Often the

figures operate in relief fashion within a

very shallow space against solid grounds,

while in some compositions indications of

setting are arranged to establish an am-

biguous, explosive space which leads the

eye in many simultaneous directions. There

is an immediacy here which conveys the

impression of a headlong and almost hasty

approach, but underlying the rapid execu-

tion of each painting is a backlog of ex-

periment and experience which gives rich-

ness and conviction to the work. (Urban,

to June 4.)—M.S. (juJ* ^y^T *£*

Blue and White Nudes in

Interior

Oil on canvas, 1955

29.8 x 30.2 cm (11% x11%in.)

Allan Kaprow Estate

Red Dancers

Oil on canvas, 1955

149.9 x 125.4 cm (59 x 49% in.)

Allan Kaprow Estate

Small Red Dancers

Oil on canvas, 1955

25.7x30.7 cm (10% x12'/ain.)

Hirshhorn Museum and Sculpture

Garden. Washington. DC

Untitled (The Cherry

Orchard)

Oil on canvas, 1955

107 x 140 cm (42% x 55% in.)

Collection Amy Kaprow Mezey,

Berkeley

Untitled (Still Life)

Oil on canvas, 1955

51 x 110cm (20% x 43% in.)

Collection Amy Kaprow Mezey,

Berkeley

8 Review of Urban Gallery solo exhibition

Three White Dancers

Oil on canvas, 1955

25.7x30.5cm (10% x 12 in.)

Allan Kaprow Estate

Homage to Monet

Oil on canvas, 1955

76.2x74 cm (30x29' iln.)

Allan Kaprow Estate

LIFE events Married Vaughan Rachel, March. H teaching positions Instructor,

Department of Fine Arts, Rutgers University. H SOLO EXHIBITIONS Kaprow, Urban

Gallery, New York, May-June. H GROUP exhibitions Drawings, Water Colors, Pastels,

Hansa Gallery, New York, January. Urban Gallery, New York, January. Art House,

Rutgers University, March. Art House, Rutgers University, April. Community Art Day,

Douglass College, Rutgers University, May. Bernard-Ganymede Gallery, New York,

September. Xmas Group Show, Hansa Gallery, New York, December. H writings
"Three Drawings by George Bogdanovitch, " Anthologist 26, no. 3: 17-19.

1955

George Washington Bridge

(Front View)

Oil on burlap, 1955

52. 7x 72.4cm (20%x28 In i

Allan Kaprow Estate

George Washington Bridge

(Side View)

Oil on canvas, 1955

95. 7x 117.5cm (37'Ax46 i In I

Allan Kaprow Estate

102 Chronology





10

Yellow Flowers

Collage on canvas, 1955

126 x 140cm (49 5/8x55'/sin.)

Museum Bochum, Bochum

Hero

Assemblage: metal, paper,

and plaster covered with

roofing cement, ca. 1955-56

198.8 x48.3x 58.1 cm

(78% x 19x22% in.)

Allan Kaprow Estate

10 Banjo Player

Assemblage: iron, plaster,

and mixed media, 1955-56

200x80 cm (78 3/4x31'/;in.)

base: 50 x 60 x 14 cm

(19 v. x23%x5'/2in.)

Archivio F.Conz, Verona

11 Woman out of Fire

Assemblage: metal, paper,

and plaster covered with

roofing cement, 1955-56

172.7 x 62.9 x 62.2cm

(68 x 24% x 24Vs in.)

Allan Kaprow Estate



Ulan Kaprotv IHansa: Kel>. 11-

Miirli 21, a disciple of Hans Hof-

inann. composes painted collages

11 Clipping from ARTnews



1 2 Poster for Hansa Gallery group exhibition

teaching positions Assistant Professor, Departm-ent of Fine Arts. Rutgers Uni-

versity. H SOLO exhibitions Allan Kaprow, Bernard-Ganymede Gallery. New York,

February-March. Jewish Community Center, Highland Park, New Jersey, November.

Art House, Rutgers University, December. H GROUP EXHIBITIONS Mills College,

New York, April. June Salon Group Show, Camino Gallery, New York, June. H.C.E. Gal-

lery, Provincetown, Massachusetts, August. Allan Kaprow and George Segal, Z&Z
Delicatessen, New Brunswick, New Jersey, September. Contemporary Americans

series, Hansa Gallery, New York, October. Studio Gallery, New Brunswick, New Jersey,

November. Mid-Season Salon Group Exhibition, Camino Gallery, New York, December.

H FESTIVALS Boston Arts Festival, Boston, June. H WRITINGS Chagall, Modigliani,

Pissaro and Soutine: Four Introductory Essays (Santa Susana, Calif.: Brandeis Youth

Foundation Art Program), pamphlet. "Hans Hofmann," introduction to the Hans

Hofmann exhibition, Art House, Rutgers University.

1956

1 06 Chronology
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Leaning into the Light

Oil on wood panel, 1956

14.4 x 17.5 cm (5
3A x 678 in.)

Collection Feelisch. Remscheid.

Germany

Subway with Self-Portrait

Oil on canvas, 1956

127x 91.4cm (50x36in.)

Allan Kaprow Estate

From James Joyce's
Ulysses

Oil on canvas, 1956

212.3x194.3 cm (83% x 76V: in
|

Allan Kaprow Estate

13 Caged Pheasant #1

Collage and paint on canvas,
1956

152.4 x 127cm (60 x50m.)

Allan Kaprow Estate

13

Caged Pheasant #2

Collage and paint on canvas.
1956

177.5 x 121,9cm (69 .. x 48 in
)

Allan Kaprow Estate
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14 Stained Glass Window
Collage and paint on canvas,

1956

266x175.3 cm (104% x 69 in.)

Museum Ludwig. Cologne

15 Blue Blue Blue

Collage and paint on canvas,

1956

152.4 x 120.6 cm (60 x 47'/> in.)

Allan Kaprow Estate

Veronica

Collage and paint on canvas,

1956

145 x 120cm (57'/s x47'/<in.)

Carre d'art. Musee d'art contemporain

de Nimes, Nimes

In the Art

Collage and paint on board, 1956

34 x32cm (13 s
/s x12Vsin.)

Collection Amy Kaprow Mezey,

Berkeley

People

Collage and paint on board, 1956

42 x 30 cm (16 5
/s x11 7/s in.)

Collection Amy Kaprow Mezey.

Berkeley

Hysteria

Collage: oil paint, aluminum

foil, and canvas on canvas, 1956

200.7x182.9 cm (79x72 in.)

Private collection

Tobacco King

Collage: cloth, paint, and

photograph, 1956

58.5x28cm (23x11 in.)

Private collection

Untitled

Collage and paint on paper, 1956

187. 7x 188cm (74 x74in.)

Stadtisches Museum Abteiberg.

Mdnchengladbach. Germany

Penny Arcade

Assemblage with lights and

sounds, 1956

243.8 x 182.9 x 60.9cm

(96 x 72x24 in.)

Destroyed

15

Bouquet

Collage and paint on board, 1956

45 7* 55 9cm (18x22 in.)

Location unknown
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1957

Baby

Collage: paper, aluminum foil,

carpet pieces, oil and synthetic

paint, chalk, and rope on

masonite plates, 1957

282 x306 x17cm
(111 x 1207* x 6% in.)

Museum Moderner Kunst Stiftung

Ludwig, Vienna

Grandma's Boy
Assemblage: mattress ticking,

broken furniture, mirror, and

found snapshot, 1957

47x71.8 x 4.8cm

(18'/2x28V4x 1
7
/nin.), open

47 x40 x 7.6 cm
(18V2 x15%x3in.). closed

Newark Museum, Newark

Collage No. 2

Collage: wood, wire, cloth, and

paint, 1957

96.5 x45.7cm (38x18m.)

Location unknown

The Oldtimer

Collage: fabric, wood,

and paper, 1957

30.3x25.4cm (12 x 10 in.)

Location unknown

Music

Tape score, 1957

Getty Research Institute, Los Angeles

Roulette

Tape score, 1957

Getty Research Institute, Los Angeles

Saw
Tape score, 1957

Getty Research Institute, Los Angeles

life EVENTS Anton Michael Kaprow, son, born March. H teaching POSITIONS
Assistant Professor, Department of Fine Arts, Rutgers University. H EDUCATION Studied

music composition with John Cage, New School for Social Research, New York.

H SOLO exhibitions Allan Kaprow: Collages and Sculpture, Hansa Gallery, New
York, February-March. Sun Gallery, Provincetown, Massachusetts, August. H GROUP
exhibitions Artists of the New York School: Second Generation, Jewish Museum,

New York, March-April. 13 Members, 13 Guests, March Gallery, New York, April. James

Gallery Invitation Annual, James Gallery, New York, May. Sculpture: May Salon, Camino

Gallery, New York, May. Second Generation of the New York School, Landau Gallery,

Los Angeles, July. New York Artists, Tuxedo Park, New York, August. 6 Exemplary Paint-

ings and 1 Sculpture, Hansa Gallery, New York, October. Old and New Works, Hansa

Gallery, New York, November. Traveling Group Show of Younger New York Artists

(arranged by the Hansa Gallery), Nashville Museum, Nashville, November. Collage

in America (sponsored by the American Federation of Arts), Zabriskie Gallery, New
York, December. Tenth Street Christmas Show, March Gallery, New York, December. 1)

WRITINGS "Rub-A-Dub, Rub-A-Dub!" Anthologist 29, no. 2: 16-18.

Throat and Cough Piece

Sound score, 1957-58

Getty Research Institute, Los Angeles

16-19 Rearrangeable Panels

Assemblage: oil, leaves,

lightbulbs, plastic apples, and

mirror on canvas and wood,
1957-59, nine panels:

(1) Tar, 244.5x66x5.5 cm
(967.x 26x274 in.)

(2) Pieces of broken mirror,

244 x 56.4 x 6cm
(967sx2274x2% in.)

(3) Apples on a silver panel,

246.2 x 76.5x13 cm
(97x307ex57ein.)

(4) Apples on a green panel,

247x75.6 x5cm
(9774x29 3/4x2in.)

(5) Collage. 244.5 x 66.6 x 5.4 cm
(96%x26 1/4x2%in.)

(6) Mirror and collage,

246.4 x 27.5x4.4 cm
(97x1078x1% in.)

(7) Elm leaves, 244 x 66.4 x 5 cm
(967ex267ex2in.)

(8) Elm leaves with gaps.

244x66.4x4.4 cm
(9678x2676x1% in.)

(9) White paint, 244.5 x 66.3 x 5.7 cm
(96V4x267ex274 in.)

Musee national d'art moderne, Centre

Georges Pompidou. Paris

1 1 Chronology



16 Kaprow constructing broken mirror panel
Photo: Robert R McElroy
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17 Rearrangeable Panels (kiosk configuration)

Photo: Robert R. McElroy

18 Rearrangeable Panels (kiosk configuration)



Mi ^ .
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19 Rearrangeable Paneis (wall configuration with Kaprow's captions)

Photo: Robert R McElroy



teaching POSITIONS Assistant Professor, Department of Fine Arts, Rutgers University.

H EDUCATION Studied music composition with John Cage, New School for Social

Research, New York. H awards Research grant from Rutgers University. H SOLO
exhibitions Allan Kaprow, Hansa Gallery, New York, March. Centaur Restaurant,

New York, August. Allan Kaprow: An Exhibition, Hansa Gallery, New York, November-

December. H GROUP exhibitions Collages and Constructions, Festival XII Exhibition,

White Art Museum, Cornell University, April-May. Independent Gallery, New York,

May. Intro-Bulletin Benefit, Hansa Gallery, New York, May. New York School Artists,

Art House, Rutgers University, May. Exhibition of Paintings, Eleventh Annual Creative

Arts Program, University of Colorado, Boulder, June-August. Hansa Gallery, New York,

September-October. 24, Contemporary Americans series, Hansa Gallery, New York,

November. 1958 Pittsburgh International Exhibition of Contemporary Painting and

Sculpture, Carnegie Institute, Pittsburgh, December-February. H WRITINGS "The

Legacy of Jackson Pollock," ARTnews 57, no. 6: 24-26, 55-57. "Notes on the Creation

of a Total Art," published in the mimeographed pamphlet for Untitled Environment,

Hansa Gallery, New York, November-December.

1958 20-28 Untitled Environment

Environment, March 1958

Hansa Gallery, New York

Reinvented in 1958. 1966. and 1980

Reinvented as Fresh Air in 1986: as

Beauty Parlor in 1991; as Dead End

in 1992; as Short Circuit in 1992; as

Beauty Parlor 2 in 1993; and as Vital

Fluids in 1997

Untitled Environment

Environment, November-

December 1958

Hansa Gallery, New York

Communication

Happening, April 1958

Voorhees Chapel, Douglass College.

Rutgers University

Pastorale

Happening, Spring 1958

George Segal's farm. South

Brunswick. New Jersey

1 1 6 Chronology 20 John Hermansader wanders through the Environment
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21 Score for Tape #1, recto

22 Score for Tape #2, verso

You are invited to a performance of a work

by Allan Kaprow at the Hansa Gallery, 210

Central Park South, New York City. The per-

formance is at 3 P.M. daily, Monday through

Saturday, from Tuesday, March 11th to March

29th. The work may be viewed, however,

during the regular Gallery hours, 1 1 A.M. to

6 P.M.

23 Invitation to Untitled Environment
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24 Score for Tape #3, recto

25 Score for Tape #5, recto
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27 Review of Untitled Environment



There are

three rooms for this work, each

different in size and feeling. The rooms are

nearly transparent. No matter where a person is, he

aware of something happening in another room. One room

has red and white lights in rows along its top, like a used car lot

at night. The other has blue and white lights. The third has a blue

globe hanging in its center. There are two large wall collages, some col-

ored Christmas bulbs seen from behind a wall and two rows of spot lights. Pur-

ple scrolls are dropped at a certain time. Five longish mirrors are daced around .

These are looked into also at a certain time. Chairs — perhaos seventy-five to one

hundred — are arranged throughout where guests are to be seated. The guests will

change seats according to numbered cards. Fach guest will sit once in a different room.

Some guests will also act. Slides will be shown. Tape recorded sounds, produced elect -

ronically, will come from four loudspeakers. From these there will be hfard as well a col-

lage of voices. There will be live sounds produced. Words will be sooken Human actions

will occur of different but simple kinds. In addition there will be non-human actors. They

will be a dancing toy and two constructions on wheels. The same action will never haDDen

twice. The actions will mean nothing clearly formulable so far as the artist is concerned.

It is intended, however, that the whole work is to be intimate, austere, and of somewhat

brief duration. These eighteen happenings will take place on October 4,6,7,8,9, and 10

at 8:30 PM. We who sympathize with the artist's freedom of expression, who enjoy the

experience inherent in advanced ideas, who affirm the artist's right — nay, obligation

— to present his vision to the world unfettered have an especial obligation to tender

moral and financial support to the avant garde. Although sustained to date by cur-

rent contributions, the event will suffer a large defecit unless it is promptly and

generously supported by — you. Only thp artist's confidence in your sup-

port has made this event possible . Send your contribution — $2 — $5

— $100 — immediately: it's needed. (No contribution will be soli-

cited at the performance.) Admission by advance res-

e rva t i on only . Write: The Reuben Gallery, 61 4th

Avenue, New York 3, New York; Phone WA 9-8558

Today.'

teaching positions Assistant Professor, Department of Fine Arts, Rutgers Univeisity.

Tl awards Research grant from Rutgers University. H GALLERY administration

Cofounder, Reuben Gallery, New York. T] GROUP EXHIBITIONS Group 3, Douglass

College Art Gallery, Rutgers University, November-December. Our of the Ordinary,

Contemporary Arts Association, Houston, November-December. Below Zero, Reuben

Gallery, New York, December-January. H WRITINGS "The Demiurge," Anthologist 30,

no. 4: 4-17. "One Chapter from 'The Principles of Modern Art,'" It Is, no. 4: 51-52.

1959
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29 + 30 Poster for 78 Happenings in 6 Parts, front and back



18 HAPPENINGS THE REUBEN GALLERY
IN SIX PARTS 61 4th AVE., N.Y.C.

BY ALLAN KAPROW OCT. 4,6,7,8,9,10—8:50 p.m.

CAST OF PARTICIPANTS INSTRUCTIONS

Allan Kaprow - v/ho The performance is divided into six
speaks and plays a parts. Each part contains three
musical instrument happenings which occur at once. The

beginning and end of each v/ill be
signalled by a bell. At the end of

Rosalyn Montague - the performance two strokes of the
who speaks and moves bell v/ill be heard.

Shirley Prendergast - You have been given three cards.
v/ho moves and plays a Be seated as they instruct you.
musical instrument That is, be sure to change your

place for 3et three and for set
five.

Lucas Samaras - who
speaks, plays a game Betv/een part one and part two there
and a musical instru- is a two minute interval. Remain
ment sea ted.

Janet Y/einberger - Between part two and part three
v/ho moves and plays a there is a fifteen minute Interval.
musical instrument You may move about freely.

Between part three and part four
Robert Whitman - v/ho there is a two minute interval
moves, speaks and v/hen you will remain In your seats.
plays a game

Between part four and part five
Sam Franc 13, Red Grooms, there is a fifteen minute inter-
Dick Higgins, Lester val. You may move about.
Johnson, Alfred Les-
lie, Jay iiilder, George Between part five and part six'
Segal, Robert Thompson there is a two minuto Interval.
- each of whom paints Remain seated.

There will be no applause after
each 3ot. You may applaud after

The visitors - who sit the sixth set if you wish, although
there will be no curtain call".in various chairs

The visitors are please asked not to smoke at all in the loft. They
are also asked not to leave the building during tho longer lntorml3-
sions.

1 22 Chronology



29-50 18 Happenings in 6 Parts

Happening, October 1959

Reuben Gallery, New York

Reinvented in 1988; reenacted

in 2006

Laughs and Balloons

Happening, November 1959

Reuben Gallery, New York

Untitled (Mountain)

Assemblage: stepladder,

chicken wire, newspaper,

and tape, 1959

Dimensions variable

Destroyed

32 Score for 18 Happenings in 6 Parts
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33 Movement score, p. 1

34 Concert in room 1, set 4
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35 Rosalyn Montague squeezing oranges in room 1, set 5

36 Movement score, p. 2
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37 Sketch for Sandwich Man
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40 Rosalyn Montague performing movement

41 Movement score

(detail)
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47 Text of speech read by Lucas Samaras

42-46 Slides shown in room 3 129
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48 Lucas Samaras reading a speech



Fairfield I'orlvr

nil Rl I Bl \ QALLI in n
gallery .it 61 Fourth Vvenue, \<w York.
It plans to slum tvant-gatdt art tint

\nii i. in we nowhere else I In lust ex-

hibition is not nl painting! bui is an

"event* consisting "I eighteen "happen-

ings,'' bj Ulan ICaprow. Kaprow li.h

had thirteen one-man exhibitions, and

be* .n t historj .it Rutgers I ni-

1 1, wishes tu stretch the limits

i>i ,ut he wants in make something

outsidi ili, old classifications, to which

iponds with several smsis I ike

a i • impost i ol ofM 1 1, In- w .nits tt

llllll .ill till .11 IS III XIII i>M 111 | |, 13 .1111-

liitiiiiis; and is .i teacher conscious of

Instoi \ he is impatient with the brush:

he resembles the critics who say, "you

can't do such and such any more, it has

ahead) been done."

In see the "Eighteen Happenings" ir

u.is necessary to reserve seats ill ad-

vance. Dining the performance different

things go on in each of three different

moms, which arc separated by semi-

transparent plastic partitions. Alter two

sets of events, you move, during an

intermission, to another mom, according

to instructions given \ on at the dooi

.

\ftu two more events you move to the

remaining room, and s () each member <>f

the audience sees one-third of all that

goes on; but you can hear and partly

see what is happening in the other

rooms, \ctors come in, read or speak or

pla\ a musical instrument, or paint, or

just move; and accompanying this are

tape-recorded sounds and the activitv

and noise of wound-up mechanical toys.

Sometimes the words spoken are drowned

OUl l>v other sounds. In one room is a

collage ol artificial fruits, partly painted

ovet. I here aie \ all-colored lights.

The movements are military, dis-

ciplined and solemn: the words spoken

have a similar solemnity, the fragments

of ideas are romanticised, there is some-

thing about time from T. S. Hint,

phrases like "ait: dial to \ ou all" and

"the mocker mocked." A game is stiffly

played according to plan by two players

with cubical blocks.

Illl. details, like the di tails ol col-

lage, an- ready-made: reminiscences ol

l>\ Kauscheiiherg lor dances b]

Cunningham, ol Cages music (this in

tile quality of timing), of modern

poetry, of Dada and German Lvprcs-

sionism. The action is monolithic, the

materials of the setting flimsy, and the

voices have an unrelieved seriousness.

Kaprow's method is almost the OpptJ

ol most artists, literar\ or \isii.il,

who make something out ol cliches a
ordinary things or rubbish: he uses art.

and he makes cliches. Kaprow debases

what he ipioti s ,hh| what he relirs to

II he wants to prove that certain things

can't he done again because thev ha\c

ahcadv been done, he couldn't he more

com incing 11" I ghtt i ii I lappi mugs"

devalue all art by a meaninglt ss and

deliberate smgin. \nd the Final fcoralitj

is without character, it never takes oil

from the sidewalk.

.V art has the merit ol sin -

prise. Kaprtm "< vent"

constant!] disappoints ones expectation

"I sinpiise. I iki so nun] science fiction

movies about the future, Ins subject mat-

ter is the undigi sted immediate past.

_sWL
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50 Draft of Kaprow's response

49 Review of 18 Happenings in 6 Parts



51-53 The Big Laugh

Happening, January 1960

Presented for A Program of

Happenings'
*'

Reuben Gallery. New York

51 Score for The Big Laugh

Coca-Cola, Shirley

Cannonball?

Happening, February-March 1960

Presented for The Ray Gun Spex

Judson Gallery, New York

Sound Piece 1958
Performed at Concert of New
Music, March 1960

Living Theater, New York

Electronic sound

for Eugene lonesco's

The Killer

Performed March 1960

Seven Arts Playhouse, New York

Intermission Piece

Happening, June 1960

Reuben Gallery, New York

Garage Environment

Environment, September 1960

Old Bridge, New Jersey

55-60 Apple Shrine

Environment, November 1960

Judson Gallery, New York

Reinvented in 1991 and 1992

(twice)

1960
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LIFE EVENTS Amy Sue Kaprow, daughter, born December. 1) teaching positions
Assistant Professor, Department of Fine Arts, Rutgers University. Lecturer in Aesthetics,

Pratt Institute, Brooklyn. H AWARDS Research grant from Rutgers University. H GALLERY
administration Director, Judson Gallery, New York. H GROUP EXHIBITIONS A
Program of Happenings, Reuben Gallery, New York, January. The Ray Gun Spex,

Judson Gallery, New York, February-March. The Horace Richter Collection, Con-
temporary American Painting and Sculpture, Mint Museum of Art, Charlotte, North

Carolina (traveled nationally), May-August. New Forms—New Media 1, Martha

Jackson Gallery, New York, June. New Forms—New Media 2, Martha Jackson Gallery,

New York, September-October. 1) WRITINGS "Some Observations on Contemporary
Art," in New Forms—New Media 1, exh. cat. (New York: Martha Jackson Gallery), n.p.

X

i

1

!

1
lO \9^

h

1 32 Chronology



2

M5BM
misui
\m,ttmnr
ii> ft**

3
S

V=JtjiS5=

52 + 53 The Big Laugh

<

>

June 6 to

R

'^r^?
till iiiV.'il

%

1 I

'

—— -..J
MUSfUM O* M»(l>flT JTIPNKN H4MN UT HUMAN '

ALAN CAItTAIIS CAJTIU.I H« N ( I M I' HOlUy»0-»CH.OOWlN1
MATft NIV1LII PAtSONS IMJI1M %C i>«** 1IAU.I SUlMfH:

(OUU JAN IS MAT11U

54 Poster for New Forms—New Media 1



55 Poster for Apple Shrine
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Altar with artificial apples

Photo: Robert R.McElroy
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57 "Paths stuffed with paper and rags"

Photo: Robert R. McElroy

58 Score for Apple Shrine
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the ' may, VOICE, January 12, 1961

KAPROW'S 'APPLE SHRINE'

On December 30 mere closed

an exhibition at the Judson Gal-

lery by Allan Kaprovv, called "An

Apple Shrine." So far as I know,

it received no critical reviews and

was hardly noticed by the pub-

lic .or much of the professional

art world. This was regrettable

beautiful in that discarded sense

of the word, bestowing upon the

visitor a pleasant, unsought
"grace.'' It was startling too, be-

oause It was hard to believe that

such rubbish ae chicken wire and
newspapers (whose items could

be read with an almost enchanted

appropriateness, a nameless cate-

chism of dally events), were ca-

pable of evoking such a state of

attentrvenets and contemplation;

Immediate, topical, yet suspend-
ing time to the point of something
endless . . .

Poor Tierw

In the center of this sanctum,
hanging in lour tiers ol the same
crude matter, was .an "altar,'' an
apple-stand, on one level of

which were strewn paint spat-

tered artificial fruit, fruit which
naturally asked to be picked,

faintly stimulating the memory
of an old rale Tom, banners

.cnts ol if, i-
i •

"apples," and a blue-

Lighted bulb, ', the

I
that up]..

wai an • con-

Iderabh

It seemed at first surprising

that it was so little noticed, for

Kaprow has been well known for

some years now for his "environ-

ments" and "happenings," both

as an exceptionally original art-

ist and a leader who has seen a

movement develop around him.

Perhaps it was the bad weather

that dogged his showing, perhap:

it was the holiday season, bill

one has strong suspicions that i

may also have been part of th<

apparatus of the "deep frec/e'

that so frequently attends thi

early years of a radical and some
times difficult art.

This most recent of Mr. Kap
row's environments generate!

,

one of the most densely sustainec

,

moods that has been come upon
in some time. An opiate tian-

quility pervaded the whole with

touches of unexpected excite-

ment, .causing one to feel stf

in it, even saturated.

Modern Labyrinth
This was not, however, fortui-

tous. It was, I should judge, in-

duced by the plan and materials

of the idea. The "Apple Shrine"

was a modern labyrinth of nar-

row passageways constructed of

chicken wire, ripped cardboard,

rags, tarpaper, enormous quanti-

ties of torn and crumpled iu

papers stuffed into the wire from
celling to floor, and extending to

the floor in heaps through which
one slushed and waded. Intestln-

ally wound from dark to light,

almost Manichean if it were not

for the softness of the atmos-
phere, the alleys led by a cas-

cade of straw, some pieces of

which brushed one's face. Then,
a hot, bright light, revealing

walls of wrapping paper drip-

ping with black enamel; next the

light slightly dimmed, and finallv

one emerged into the quiet of

the shrine prop

The gentleness of the light

was unforgettable. It had
.chat cold ih feeling until

now wifli only gli ^ugh
openings, of color an/I

fragments 01 other nov-

mirro led in thi

n at

'. opening in 1..1 .

wall, suddenly n

user.

One stayed there for a while,

quietly enjoying this peaceful

state, and then returned as one

had come, seeing everything in

reverse. A cycle of sorts was
complete.

Admittedly, Mr, Kaprow's ait

poses problems. The exhibition is

now dismantled, its materials

have been cartejl away by

junkman, and it will not be

again. If its vocabulary is unfa-

miliar, it will hot remain to be

judged at a later, more knowl-
egeable year. Its life is a present

one, and only memory can carry

it into the future.

1

to damn this work

ni.j • aim "Ap-

ple Shrint . i eonteni

humanity Stan na< -

vertent quarrel with all tin v.ipi ]

glories, Qualities and

which we thin', arc

—Theodore T
South Lincoln. Ma

Instantaneous and Dramatic

Yet I believe Allan K

art is not grasp,

right now On thi ... its

impact is instantaneous and dra-

matic. It
| both of

seriousness and of

breadth. What doi nt a

problem is its apparent iuck of.

iclation to an established cultural

tradition. Beneath the u-faco of

each confrontation with this work

is the doubt that it is art :.

There is a distrust and tear

expn mi ;s short-lived

by intern,. , .his were
subth upon .1,

' 'i.' nprehend. an
rude mtl nbrao
fleeting. Perishable materials,

perishabli
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(detail)

59 Review published by Kaprow under the pseudonym Theodore Tucker



teaching positions Assistant Professor, Department of Fine Arts, Rutgers University.

Lecturer in Aesthetics, Pratt Institute, Brooklyn. Associate Professor, Department of

Fine Arts, State University of New York, Stony Brook. H awards Research grant from

Rutgers University. Research grant from State University of New York, Stony Brook.

11 GALLERY administration Codirector, Judson Gallery, New York. H GROUP exhibi-

tions Art in Motion, Stedelijk Museum, Amsterdam (traveled internationally), March-

April. Environments, Situations, Spaces, Martha Jackson Gallery, New York, May-June.

H FESTIVALS Open House '61, University of Michigan, Ann Arbor, May. H writings
"'Happenings' in the New York Scene," ARTnews 60, no. 3: 36-39, 58-62. "Irving

Kriesberg," in Irving Kriesberg, exh. cat. (New York: Jewish Museum), n.p. Statement

in Environments, Situations, Spaces, exh. cat. (New York: Martha Jackson Gallery), n.p.

1961

STOCKROOM

This environment will require the following minimum space

and materials. The minimum space, number of materials and pro-

portions between them may be extended indefinitely whenever It

seems appropriate to a given exhibition area, as long as the pro-

Dortlons are basically maintained.

3PACE

20 feet long by 11 feet wide by 7 feet high

MATERIALS

3^ cardboard cartons, of which 7 »• large (from 5 feet

to over life-size), 17 are medium sized end 10 are

small.

52 oleoee of newspaper.

Enough newspaper and flattened cartons to cover t! floor

area of the environment.

1 bottle of 9choolohlld's black watorcolor paint.

1 white "

2 inexpensive brushes (one for each bottle).

2 stlckt (one for each bottle).

1 small oan of commerolel black spray enamel.

1 » • " n white H

1 box of oharooal.

1 " large, soft eohoolohild •• white pastel or ohalk.

1 roll of commercial adhesive tape ("Scotch" or "awaking"

tape).

140 Chronology



61+62 Score for Stockroom, pp. 1-2

2.

UATrKIALS (continued)

1 roll of nylon (plastic) oord such as used by fishermen

and decorators.

1 roll of picture wire (If necessary).

36 or more eye screws (If necessary).

38 small "S" hooks.

1 comr.on household bulb (150 w.), socket and enou.~h elec-

tric wire to Van .7 it i'rcm above.

1 stenladder and 1 small table, preferably dirty.

Chapel

Proposal for an Environment.

January 1961

Version of Stockroom (1961)

For William Seitz. Museum of

Modern Art, New York

A Spring Happening

Happening, March 1961

Reuben Gallery. New York

Night

Happening, May 1961

Presented for Open House '61

University of Michigan. Ann Arbor

61-65 Stockroom

Environment, May-September

1961

Presented for Art in Motion

Moderna Museet. Stockholm

Reinvented in 1991, 1992. 2006,

and 2007

66-70 Yard

Environment, May-June 1961

Presented for Environments,

Situations, Spaces

Sculpture garden at Martha Jackson

Gallery, New York

Reinvented in 1967, 1970, 1981.

1982. 1984. 1986, 1990. 1991. 1998,

2003. 2006. and 2007

Gr-NERAL INSTRUCTIONS

Perhans in view of the unfamiliar nature of such a work

as thia, a few suggestions regarding its composition are cernitted.

Basically, the wo* is to be conoelved organically rather than

geometrically, though one should not Interpret these word3 in any

absolute way. The "feel" of it should be one of artlessness or

stylolenaneas, therefore. This of course requires of the composer

the utmost in responsibility and devotion to his Job. While

flexibility is Intended within certain limits, license Is to be

dls couraf.ed. The composer's sense of responsibility to what ne

does, furthermore, may be conceived in a s rlrit of either fun or

gravity, as long as his feelings ere natural and spontaneous.

To achieve this, It nay help to consider the form of the

work and the use of one's materials. Setorlals and tholr arrange-

ment are to "grow" from each other. They are therefore to reveal

as few repetitions as possible. The oomposer should try to avoid

similar sizes of elements, similar groupings, similar heights end
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63 + 64 "Materials and their arrangement are to 'grow' from each other"

olacenenta of ^epers and boxea, similar spaces lr. b-tween than,

repeated cut-, b«*rs, urum 14 , >ci-swls, r frov e?, = t?. his

should be attended to froa all views, lnaide the work and from

without. Eh* ayal v v«p r.'iou'i br n<= human as poaaible,

ranging from hard to soft, run'.'' to slow, lonse to o-en, heavy

to light, r«"»trsi ~lze-, etc.

,uiy pll'lH (or aaaaX] . rou^! nay !<"• r« -• I -aterlel?

conpose the fnvironne .it , <?:-ce t - decided, that .oraon

(or fraup) :;hoiV FAleji l.hro-- a-rsr? complete.

Th.o cot.position nay then continue to change (like the seasons,

11!» furniture In a room, or chssaien ...) fron day to day.

Any rirltor to the c -hi ltleaj la -emitted one A the

•lloa&ng oh~ "vtch, draw, write or

-rint with one oolor, un c -jn
,

- oho«»n !>on toose

on klM flo^r cr tbM« aaa bo?, or, Hm 1 oor

within Mm nrrlratBMOt'i gauaral fl« o> a

bar. ... -
, or he may

t»robir/7n any two hanging • nji-«. a ateplarider »n J *-abl' i-

terlalr are prtfldl«4 'or khaaa hov«s.

The bores to t* ba Bag ' -r*. t

oeoplr | re—Mat tber. be '--<- ki -o

alagla r.y!. or cords hanrlr.g fro* aha ce'.lir.-. (If it Is Inrrs- ti-

es! to fl» tte«r ^or^r to tie celling, piafcupa »lr»a nry be

screwed mi»ow«1! Bouldlrga and it- -ead In soao

lrrogiilar 'e«hlcn, which wl" t*e nylon cord* to ba ar-

ranged iirmechanically).

65 Score for Stockroom, p. 3
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66 Poster for Environments, Situations, Spaces



67 Overhead view
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69 Artist's statement in the exhibition brochure 70 Review of the exhibition

the riUnge VOICE, J»hj 6, 1961

Among the things I hove fait to be Important Ii

the conception of my work !s the Idea that it

could be called art, or ordinary nature. I

devote great effort to balancing what I do

as precariously as possible on this tightrope

of Identities. ( find here c certain drama.

And then, more crucTa'.y, i'fe and crt begin

flowing together In an easy give and take.

YARD thus looks neither exactly like a junk

pile nor any of the usual arts, nor even a

fun-house (for In this the themes and forms

are also quite conventionalized). Yet

YARD could relate to any or ali fo them.

Beyond this genera! objective, each Envir-

onment or Happening has 1/3 source In things

I care deeply about. Fur Instance, In this case,

dumps, and the shanty-huts built by those

strange madmen who divide their world

with rats....

ENVIRONMENTS' at

MARTHA JACKSON s

The "terrible children" invaded

Martha Jackson's Gallery last May
and June with more of those baf-

fling non-commercial commodities,

things youn can't use or sell or

label even, wiiich nobody could be

too clear about why they should be

encouraged or endured much less

considered the prestige items they

obviously a. 3, or else why would
Miss Jackson (whose commercial

acumen is well known) clutter up
her fashionable yard with a bunch
of junky car tires that she permit-

ted Alan Kuprow to put there?

No Dark Meanings

I don't know what Miss Jackson
thought about those tires. I didn't

think much myself, I mean I per-

ceived a bunch of tires there in

the yard and then asked my son if

he wanted to stay and play around
in them while I went upstairs to

see the rest. I know Mr. Kapi-ow is

against people finding dark serious

meanings, comn.entaries on the

state of the union, etc., in these

situations, and I agree, there seems
no pressing reason to find any-

thing other than what you see; in
ract the cultural references are

jsually a dodge and a distraction

right off, a way of trying to ac-

count for what seems incomprehen-
sible—how, say, Art and a mess of

old tires could possibly be related.

( And I don't mean to imply that

they are, although they might be.)

Well, this was an unusual show.

The gallery put out a fine bro-

chure, tall and thin, called "En-
vironments, Situations, Spaces,"

containing "statements" by each

artist preceded bj their handsome
autographs. George Brecht is al-

ways clean as a clipped wing, airy,

cheerful, and self-disappearing. He
has a little white room just off the

yard with a nice white chair in

it, comfortable for a Cape Cod
porch and adjoining Jim Dine's

"Spring Cabinet." Brecht's auto-

graph in the brochure is an inch

wide. His first two statements are:

A. nothing-special; b. no theory.

Inexhaustible List

Whereas Claes Oldenburg sears

his page with a mud-luscious Whit-

manesque catalogue of the ma-
terials of art, and for Oldenburg
the list is inexhaustible because he

is for an art that is everything,

everything that is "that does some-
thing other than sit on its ass in

a museum," and preferably every-

thing that is not self-consciously

refined, in other words that is raw,

quick, smelly, holy, many small

"sweet and stupid" acts of ungra-

cious side-splitting, nose-blowing
living that are supposed to be left

for keeps in dirty abandoned cor-

ners. Oldenburg's "Store" has that

unkempt look; the items hang in

blobbish disregard for civilized

order; the store articles are sculp-

tured in relief with muslin strips

dipped in plaster and placed over
chicken wire, then painted with

enamel to give the business a high

dripping festive gloss.

These environments, -situations.

spaces are not going any place;

they're not on the market for im-

mortality; they're just not nego-

tiable at all, except for templing

traffic with the eye and heart that

is looking for more or less any-

thing, or ready to stumble on some-

thing; and >!ven that is saying too

much, or too little, and no doubt

Robei: i_.it when he
says that "this whole business has
been complicated by peopi.

say all smart things ..."
—Jill I
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71 Score for A Service for the Dead II, p.1

jci vice \i . .. „:.,... Ti.

(/perform* - , -

ridge liampton, en York,
. -x Lo 'isii val

i

. e 1 1 1 nr hit;.':, grassy dune running parallel to the water's
separates the beach fron larg slds all et,i,;.i.i.

-iway from it in all qi rt cti 0:13 . farmhouse In trie oistance,
1 neai the dume nake u,j the 8-ti 's !... ->nlty.

Tne b-*ecn Itself runs t;*w;t tiundn .mn to the rater.
etkera hit the shoreline, risinc ana iunerin;; with tne wind.

v? :it : In a hollow at the foot of tne miand sid ia« ,

.: jne of t Bks, a grouj af people stand iohking.
watch til t. 1 d..ne between two high ,/o.es sapped with looaa
oluatera of tarpaper. Figures come slowly into vie., fron the other
side carrying cartons, fluttering bedspreads, wheeling a brej

few oij. Iru , ind ear tire, dragging sobi tal.
They pass long '...?• exot sn< then io»u out :' sight.

rglng from the sh*ick, a man dragging i bundle of something,
!8 through the group of people, walks up th>- . o»ei ,

.ring. Another ma.., toning a gas-powered electric generator,
does the same. He drags it to a o

;
>ot on thi beac . gins

connecting it to approprii te ..ires.

Someone from trie seaward sice of the dune 00 ies -

hoidi Lck 1th cloth tied to it and motions tne grouj In
the hoiiow to come. He taKes a few steps down the far si

returns, stii. nlng. a secom. Ban joins

~. e peo pie then make their way thi e high grass, ciiint tne
dune a ni. descend to t 1, where tney se'i ten more ,.oles with
tmrpaper spaced randomly oown to the water. Then
of wood I tto the sano here and t;jere, each to til a

ker.

fork is begun on a partially-built six foot hlgl
Sloth-tO ped ..; u is fetched for this fiKjiHBK , . n'm«r{uV-»T
tmeJ. person who is asked Lu help, brings then uvtr to the car
tTi, now buiit. ing ioualy and matter-of-faotl] , ills anu
shouting orders. ..ne of them, neanwhlle, h startfbd t rat or
motor, and to this noise he adds the gr. indlnm sound 01' in elaetrle
ratcnet-wretioh which to tighten bolta in the oonatruoti

c.r nters c.rry on animatedly a bo u i getting the
J

quickly, t a . rlni itn >, th of the boards, ^t<-., and k tie
./eo^ie ev^ry once In a ».'. . it looks, a. .a a^ fol

r.er. the u ob .a finished, thi

nearb) .,, . put 1 laxiiKUKXiM platform.

from tne dune,
polnti , i.J hey!, hey.' irre filiOWS

and ti.ei

.

ilum ,

teaching POSITIONS Associate Professor, Department of Fine Arts, State University

of New York, Stony Brook. D AWARDS Research grant from State University of New

York, Stony Brook. H SOLO exhibitions Words, Smolin Gallery, New York, September.

11 GROUP exhibitions Art 1963—A New Vocabulary, Arts Council of the Young Men's-

Young Women's Hebrew Association (YM-YWHA), Philadelphia, October-November.

11 FESTIVALS Ergo Suits Festival, various locations, New York, August H WRITINGS

"About 'Words,'" in Words, exh. booklet (New York: Smolin Gallery), n.p.
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A Service for the Dead I

Happening. March 1962

Sponsored by New York Poets Theater

Maidman Playhouse, New York

Mirrors: A Happening

Happening, May 1962

Not realized

Sweeping
Happening, August 1962

Presented for Ergo Suits Festival

Woodstock, New York

Reinvented in 1988

71-73 A Service for the Dead II

Happening, August 1962

Presented for Ergo Suits Festival

Bridgehampton. New York

74-77 Words
Environment, September 1962

Smolin Gallery, New York

Reinvented in 1962, 1967 (twice),

1975, 1984, 1991, 1992. 2005.

2006. and 2007

Words
Environment. October-November

1962

Fine Arts Department. State University

of New York. Stony Brook

Three men covered in sand
Photo: Robert R McElroy
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73 Score for A Service for the Dead II, p. 2

l service XT . oon.'aj

tv.icting and turning, throwing up Band us tne} ti/ rate tu»iirua tnree
large pits at tne ed^e bf the crowd. They fail into tbe .'its,

crouCiiinj» so th-.t oniy tneir heac.s and shoulders stiek ... . suxxXxi
cCKasx Luring this time, the carpenters walk s^owiy over to tnem
and, taking up shovels, begin to fill in trie with sand. ..fter

a few slioveisfuli tney motion to the nearest people anc. ask tuem
to take over, and suggest casually that the t.iree uen can be cuvtre;.
just up to their noses. Tney return to the platform ana grab soi/.e

quart bottles of Veer from underneath, climb up on it a;iu bt-

to drink.

As the three men are burie<. to tn* nose, wails are hearu from behind
th . d.ne. A girl, all anroi.dec in loosely nounc pAtic fii.'.i, appears.
She stands for a moment ana then S:.e, t-o, falis down trie embank-
ment, but slonly thi 8 time. Just as 3lowiy, she slithers tr.ro ub ,i

ths sand toward t.. platform. ..eanv.hi le , the carpenters ate uriaking
heavily, but are slitting ana puking mouthfuls of the beer ov=r the
aide. The girl r-aches the platform and lies there motionless, but
the men continue drinking and spitting beer, often right on her.

They throw down tneir bottles, jump down, pick up the girl, lifting
her onto the bed Spring, and tnen wao.k to the tnree fenowa buried
in the sand end start digging tnem out. .s they wvrk, a large,
bright light in a circular reflector maue of sneeto of looselv

lied tinfoil, mounted at the water's edge, begins to blink. lo»
at first ,but getting louder, ai e booming eounds from tne uune. . s

eacn man is freed, he trudges back towards tne booming anu disappears
over t.'ie t . .

^nce mere tne carpenters return to tne piatforra, and thi a tine .ift
the beds.-ring with tne girl down to tne ground some ten feet a*., j .

They tnen exukiji crumple up some paper anc ru (:s arouno tne Juv-
form's base, cud knoaene ,and set it on fire.

The arumminK sounds are still rather low but pulsating in the
distance. .'. man in the crowd suddenly screams, brandishing a tree
limb over his head, and rushes, ytiling, to tne water. He sltiuufcs

at the waves, wading deeper ana deeper until he sinks and is washed
ashore. Tn- booming gets louaer ana more insistent.

Tram the sounds' source, horns, pots and pans and other- metallic
noises, are hearu Joining tne booming, xa they increase in louu-
ness, and a sni p-dl Jtress horn fiiis t .e air. The booming dlrainlai.-
es as tnese new sounds lncrea-jr. 'lve _ rocessi oners come down
a^nt ao/i, and march with tneir ooundmakers banging and bearing, peat
the burning platform, and stop near the girl, '.ithe oarpentera
tney lift her upon tneir ahouiderB and walk siowly toward the big
blinking light. One by one, w.tfi the exception of tne snip-uistrees
horn tnat continues to signal, tneir noiseinakrr j are dropped as
tney carry the gin to the water. They go o-t a-i fur ao tney can

tne first wave hits, £ -v unuer a; : .i are wf..,ned ashore
thej i«y still.

- - Ai^an ..a -row
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Allan raurow
791 men Cove Ave.
"rlen Head, T

. Y.
Copyright September 1962

TOPKS

An Environment

Two rooms, one 9' x 9', leading railroad style into another,

6' 3C 6', each 8' high, constructed within a room. Doorways

covered by white cloths.

Outside first room is large electric sign saying "7/ORDS".

Pei and white lights blinking all around tOD ofA walls. Inside 4

lights hanging at eye level: a blue, a yellow, a green, and a

white one, which alone blinks. Two vertical rows of lights also

not blinking, from floor to ceiling, on o^oosite walls. On the

other two walls are five continuous rolls of cloth, also floor to

ceiling, on which are stenciled words. Operated manually, these

rolls, containing fixed elements, can be aligned variously with

each other to make sense-groups or non-sense, as one wishes. Cover-

ing the other two walls are word strios on T>aoer (lettered by a

grouD of friends and myself derived at random from a number of

ooetry books, newsoaners, comic magazines, the telephone book,

oopular love stories, ete.^; these having been shuffled, I composed

them into wall-sized poems. ) Overhead , we« crudely- lettered signs

urging the visitors to roll the rolls, to tear off more word strips

from stacks nailed to a center-post, and to staple them over the

are
ones alrady there; in addition, they voire exhorted to play the vic-

trolas and listen to the records I had made, of talk, lectures,

shouts, advertizetrents, rTblings of nonsense etc.-- either singly

or all together.

74 + 75 Score for Words

In the smaller room, painted blue, illuminated by a single,

weak light bulb and covered overhead by a plastic film, the atmosphere

•we- very close and intimate ( in contrast to the brash ooen feeling of

the first roorl. Many strips of cloth hang from the sheet of plastic

filling the entire space; and above, through its filminess one ainli

see crumbled newso?oers scattered here and there on top. A visitor

JaaT to -jush through these hangings which brushat his face like cobwebs.

cirooed onto these hangings were many small pieces of paper with hand-

written notes from and to^ different DeoT>le. ^ear the doorway wa£e a

pencil, olios, and more paoer for additional notes. Then hanging all

around the walls from strings wen large colored chalks. (\ and friends

had written and drawn already on these walls to start things off and

thereafter the visitors added whatever they wished.) Finally a record-

pl jrer on the floor playgft whis^eps when it ss» turned on.

This environment therefore «es transformed everyday.



76 + 77 "Wall-sized poems"
Photos: Robert R. McElroy
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CHICKEN
A Happening

1 I Elms
r

^i $77f

\S

A large auditorium,, chaira removed,, with balcony running
around the aides and back, the stage curtained off Hanging ir-
regularly within an area of about: 60 feet square are ten roughly
made hollow spheres of chicken'meah open at the bottom and of
about two feet in diameter Suspended within each is a plucked
chicken.'^Above*^ a 60 W bulb

Off to another side of the area is a 9 ft ° high construction
of wood, wire mesh and tarpaper, in the form cf a monstrous chick**
en, At another side is a 7 ft. cubic cage of wood frame and bars,,

covered with chicken wire Inside it are suspended 3 closed car-
tons with live chickens inside and a man sitting on the floor read-
ing a newspaper

Besides these, there are six large tables distributed around
the space o Built on top of tb« fj r««-, i-hore. f a a telephone -hn"*-*^
like wooden framework «pv*r»d"w<th semi~franHnai«an«- pi«. n^f c film ,

'nside it a young lady sits with a phonograph player and a light
bulb_over her head. A crudely la^asmil i \jju i iimi i

j
around the

top of this booth says "Happy Cloaet"«\

with displays ,, salesmenOn the other five ta

—

rm^Jjt^* sit on a chair or stool, megaphone at hand, ready to deliver a
pitch and demonstration about chickens . A carnival atmosphere

r prevails o As the visitors enter, they hear chicken noises over

IjLcff loudspeaker and intermittent band music. The salesmen rise and
c^—^k^ijegin their performance .

The first has two dead chickens hanging from cords tied to
the and of a sort of gallows alongside his table n He pokes at the

|
bird with his gestures, rips out a few feathers, spreads the wings

„

/ ,

l
bends the feet, etc. Then taking it down, he starts to pluck the
chicken, throwing the feathers all around him, haranguing the
watchers all the while he does this.

The second table has a fellow selling a live chicken tied by
rope to the chair or table leg. He holds up the chicken high,,

exhibits its various parts to all,, swings ix by its feat over his
head while talking. Periodically, he turns on a vacuum sweeper
(perhaps put in reverse) and vacuums the bird to' show everyone how
clean it is.

The third table has a rctobroiler (on a box or smaller table)
and a dejected individual with zlased eyes aitting on a box with
a dead chicken tied around hif nacVy The saleman here has a point
er and using it with much flc
Ing the chicken and how the men
chicken. Everytime he taps the
rocks back and forth, flaps his
to his feet and crows like a roi >ater

ajyand tapping, tells about cook
with the dead bird thinks he's a
fellow on the head, the fellow
arms, clucks loudly, then rises

1

mora

78 Score for Chicken, p. 1
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A Happening /2

l/
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-

|
$ * [o

On the fourth table c three P°*** "tick up wi «-h prima pf"""
over two of then from which smpend five or m<p- ^wa<m«..fffH "nip-
ped broilers^ on the other poet is a decorated pin wheel roej tMi

* "j* with s backbaard of ftumbers running arggfgr \

ealesmrfn spins the wheel ana asks the visitor* to guess the number
cooing up and thu» win a broiler One way or another he geta rid

/ of moat of the chickens (for example he can cheat in these ways:
stopping the wheel with his finger, saying the number guessed was
correct in Arabic,, or was secretly right, or backwards,, etc-., etc.,
even though it doesn't correspond to the number called out).

The fifth table has on it an egg salesman, who has before him
Ajimall t*hl,e or stand piled with common egg containers sotae~~with

eggs- some notj some exposed to view- In addition." there is a tin
JcaTTwTtn a lit camTle "sticking ouT of the top- Nearby is aneasei
with a Large pad of paper and s_pcne_ charcoal . The salens* n divides
his time between talking about his" grade a eggs, giving out free
samples (either whole dozens or an egg or two at a time

)

e candling
the eggs, most of which he throws over his shoulder letting them
break wherever they land, and periodically drawing on the pad to
show how an egg comes out of the chicken and how a chick grows In-
side it

Above earn of the preceeding, the chicken construction, the
cage and the five tables, Ts~a 60W light buTb_- "find arouno7~each
table are freely lettered signs appropriate to the products like

,

"Champeen Plucker Here!", "Tuany Eggs and Egg Artist'", "The Only
hicken Man:",. A Clean Chicken for a Change 1 ". The Great Chicken

Contest !"<>
lfc~« *- vfyi

Then, in the center of the auditorium is a wooden platforsL
about 6 ft . high by y ft, square . Its four lege attend upward
ubuvti the platform surface Pontine corner ooles ^ ^'.H/f*&*tP&'r&EL-
-^m-—»—*^«r -

i Tni-rfY^ 'VTiminrli lir f rt i
"i .i

irvi ,. r >*«*

g^tou-^Vt^^dj?cg!^ The other end of the rope is tied to the tea*

5

Finally, in another part of the space is a fairly high., free
standing wall of . £aLaa*ssaBto4ca t led on one another, about **
° ----' —"^n

f

Around the front of this in a rough semi -circle
are a number of chairs opened up and pointing in different direct
ions sa though they were casually left there.

Besides the small bulbs described overhead lights erz on

The demonstrationa_Q£^ha salesman go on for about 20 minutes
to a half hour. Thcifa taanjin the crowd suddenly dashes over to
the tarpaper chicken (may-picking up a shovel and a sledgehammer a

nearby, proceeda to demolish it violefitly"

A

s he does so a spot-

'light trains on the action, rhe loudspeaker becomea silent and' '

A Happening /3

they stop what they are doing, jump from their tables and *slk over
to watch, when the man completes his destruction, they clap and
yell "Hooray IV "Whoopee! ,, ,' rMarveloua!", "Ysy!" all in unison, and
tlv»n raise him like a hero up on their shoulders and march out through
sn exit, Others in the crowd start clapping and also shouting hooray

The fellow returns directly with the salesmen and the clapping
stops. He wheels in ns niiiMia.fi s small tsble with a pot or plat-
ter of_hjit_ broiled chicken parts, which he proceeda to offer* first
to the accompanying salesmen, then to the public, shouting "Hee
y are ' Get ya fresh roasted chicken dinnah!" etc. Threading his
way among the people* the spot li ght (which sought him out aa he
entered) follows hiss.

During this time the girl in the Happy Closet geta up and turns
on her light and plays her recording. The sounds are duckings of
chickens similar to those already heard over the loudspeaker. After
a few moments she turns off both and then following a pause turns
them on again, repeating this action henceforth.

When moat of the cooked chicken )a disposed of- the vender
pushes his table over to the wall of^esftatos. All the lights except
the Happy Closet go out- The spot focuses on the wall's surface.
He looks st the wsll for a mooent, and then with nervous, jerky
gestures , throws the remaining chicken pieces at it . Ha next heaves
the pot and if it's a platter it shatters into pieces all over the
floor. Then he standa on one of the opened chairs and reaches up
to a nearby broiler hanging inside its mesh sphere and. unhooking it
flings it with ill hjs might at the wall He walks around to the
other side of the ctts*r wsll irxL pushes the whole pile down onto
the pot end bits of chicken rrunai*ing

.

l^^~jUM.u- *J-

After this, with spot keeping up with him, he moves a chair
under each of the remaining chickena and unhooks them In the crowd!
salesmen and others form a bucket -brigada line leading to the center
scaffold under the steel drum- As each chicken is unhooked it is
passed along the line and the last man places it on the plat, o

directly beneath the drum. The girl in the Happy Jl^pqet , turns off
her light and the record. The barrel comes down vww*sasj|' end crushes
the broiler e and is raised for the next one. It is repated

,

times. The spot light follows the action moving along the lircjos
the chicken Is passed from person to person, and then up t

form awaiting the fall of the barrel. The crusher keeps on si
ming sway at the pile of broilers even sfter the last one is tossed
under it.

Another spot now illuminates the wire cage with the man ins 11*
who's*; been reading the newspaper all the time. The crusher now
stops and the spot on it goes out. The -salesmen and cooked chicken
vendor walk over to It, peer in, point, ask the man what he's got in
the boxes. He doesn's answer. They ask sgaln and begin to tstr

,-**

A Happening /<•

and laugh, aa though he waa rtdiculoua sitting thara. Ha throve
down the nevapapar, geta up and untiea each of the cartona and nulla
out a iquatking chicken which fliea sadly around the cage. The sales
men laugh louder now and start to cluck like the chickens
the record from the Happy Cloaet goea on and clucklnga start coming
from all over the crowd, and from the technicians The cackling
swella in volume. Then the salesmen graap the bottom of the ci,.e
and tip it over. Inside the man goea crexy and starts screaming lit

chicken -like noises, swinging wildly et the hysterical chickena The
cage la turned over again. And once more, with the taunting and
laughing continuing. *%ej i. ', ..

Aa the cage ia turned over the second time, two cope coma in
from an opposite door with flashlights and fire -extinguishers , They

,' force their way through the crowd, coma up to the aalaamen, grab
0-J-~" them away from the cage and tell them and everybody else to get back

s The clucking subdues slightly during thia but now continues loud
again In a more menacing way with a beat emerging In it.

One cop goea over to tha demolished tarpaper chicken end geta
a roil of tarpaper standing rimar It. He brings it mack and with a
knife rapidly cuts lengths of seven feet which the other cop takes
and ataplea around the cage, using a stapler he pulls out of hia
pocket. Aa he doea the flrat piece all the clucking and cackling
atop. The cope roughly cover the whole cage. They then pick up
the extinguishers and methodically asma j the whole cage with a fine
white powder. v.j.—.*,

Except poaalbly for a few noises frea the chickena, the only
sound is the snorting and hissing from these extinguishers) . uhen
each la emptied the cope put them down, then switch on their flash
llghta and leave aa they cam. After e few momenta of silence, e
voice from the balcony aaye 'Ladlea and Gentlemen, the performance
ia concluded", end the overhead lights go on.

79-81 Score for Chicken, pp. 2-4



82 View of the auditorium

78-85 Chicken

Happening, November 1962

Presented for Art 1963—A New
Vocabulary

Auditorium, Young Men's-Young

Women's Hebrew Association.

Philadelphia

Mushroom
Happening, November 1962

Sponsored by Walker Art Center

Lehmann mushroom caves,

Saint Paul

86-92 Courtyard

Happening, November 1962

Sponsored by Smolin Gallery

Greenwich Hotel, New York

Flight, Part I, version 1

Happening, 1962

Not realized

Flight, Part I, version 2

Happening, 1962

tint realized
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83 Participant with a dead chicken around his neck

X*Zsv^£
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£T^ l" * If'n
85 Drawing for the panel crusher platform

84 Happy Closet 157



86 Tar paper mountain

87 Poster for Courtyard
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88 Girl in nightgown with photographers

89 Girl in nightgown
Photo: Peter Moore
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90 Score for Courtyard, p. 1

TOE COURTYARD

/ fa Milk Hatt?, A.
. /?£;,

ACTION AS PEOPLE ENTLR courtyard, a barely audible LIGHTS 4 floods pointing
but insistent humming sound comes from upward
vari us windows Sound increases in intensity
as small bits of tinfoil flutter down 'cither
from eighth floor or attic)* Sound and foil
increase for J minute, then peter out.

MAN WITH TRUNDI '" CART comes in througt glass
doors -m') pi-he? through f'rowd, thee ges oit .

IrfO '*>:iKMHN enter with brooms aiicl large cartons...
begin to sweep,., hand out brooms to audience
to clean up. Cartons are filled and dumped
into crater by at least two trips up laddeU
by w rkemn. During this action, MAN WITH BICYCLE
enters and rides through crowd, ringing handlebar
bell in a spec* quiet way.

floods go out

As clean up ends, WILD NOISES are heard inside
mountain (workemn collect brooms and leave)

spots on mountain

After a f :w moments, MOUNTAIN ERUPTS... tar paper
bal) 9 thr wn nut.

VOICES AND ACTIONS from windows. ..apartment noise
heard,, .people lean out of windows. .. f las!" lights,
rattle dishes and silverware, dust mopst etc.

Dm Lng this, DISHES are thr wr. out of mountain,
iieeaking on courtyard floor. (Bicycle man is
still g ing around, ringing bell).

All £°a" men
i activity stops . From windows

THREE MAITPHSS1'.S are lowered to floor, followed
I

. , , (.on;,.

spots n mountain off
4 floods go on

4 floods go off
*ountaii spot "ops on

TWO WORKMEN enter,.. go to mattresses and uirect
the act Aon, ..carry mattresses and then boxes to

I maintain, formim; aitar»bed.. .then they
nd and 1 mw,

spot on top of mountain
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92 Score for Courtyard, p. 2

TIRE swings back and forth, is pulled tack
just as»..

...GIRL IN NIGHTGOKN enters, carrying transistor
radio., .walks through crow('. listening to radio.

She climbs up mountain.. .reclines (changing
positions) on mattres... radio is he? rri. (At

this p int, the BICYCLIST st ps his action and
becomas a pirt of the crowd until end of
performance)

TWO PHOTOGRAPHERS enter.. .look for girl.. .shout
"Wher? is She?", etc, ..find her»..rush up ladder...
ask her to pose*. .flash bulbs go ~.ff«..they thank
her. ...they descend and leave.

GIRL lights candle and h >lds it up...

ELECTRIC SAW sound start
v
s high up...

TIRE is released and puts candle out*., GIRL releases
white streamers down side of mountain.. .SAri stops.

Sitting, GIRL catches and unties tire^ clasps it to

herself.

SMOKE start" high up. ..SHIP DISTRESS SIGNAL
oegins...

Fit abj-t SB i«, TOR J TAR PAPER. . ats 8 w ...

INVERSE MOUNTAIN descends...

Girl guideo it .ver her b«dv with th l

THE END

spot still on
mountain

floods on, pointing
upward
spots on mountain off

^a]fwa» down, sp^ts
mountfti. g b . Jigai

s and ?p ts

91 "Inverse mountain descends"
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93 Entrance to Push and Pull

TEACHING positions Associate Professor, Department of Fine Arts, State Univer-

sity of New York, Stony Brook. 11 AWARDS Research grant from State Univ<

u

of New York, Stony Brook. William and Noma Copley Foundation Award. II GROUP
EXHIBITIONS Hans Hofmann and His Students, organized by the Museum of Modern

Art, New York (traveled nationally), May 1963-April 1965. H FESTIVALS Yam Festival,

George Segal's farm, South Brunswick, New Jersey, May. 11 WRITINGS "An Artist's

Story of a 'Happening,'" New York Times, 6 October: 17. "Effect of Recent Art upon

the Teaching of Art," Art Journal 23: 1 36-38. "Impurity," ARTnews 61 , no. 9: 30-33,

52-55. "A Service for the Dead," Art International 7, no. 1 : 46-47. Untitled essay

on George Segal, in Segal, exh. cat. (Paris: lleana Sonnabend Gallery), 16-19. "The

World View of Alfred Jensen," ARTnews 62, no. 8: 28-31, 64-66.
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94 Review of Push and Pull

'Push and Pull—a Furniture Comedy'
By PAUL !€& wt *W PICTUIES St«4f

Art. it appears, does not necessarily

have to hang on walls. It can be

the walls themselves and all the furni-

ture and boxes and stufi and trash fre-

quently enclosed by walls. Added up.

it can turn out to be a room, a part of

most people's everyday hie. Two such

rooms were exhibited by the Museum
of Modern Art in New York as an ex

ample of new art forms called "en

vironmenls" and "happenings."

The occasion was a special showing

of the museum's new circulating ex

hibition titled "Hans Hofmann and His

Students." Paintings and sculpture by
50 artists who had been students of the

famous 83-year-old abstract expression

ist teacher are in the exhibition. All of

their work is conventional at least in

the sense that one looks at it. But one
student of Hohnann's. Allan Kaprow,
gave up painting in 1956 and has been
exploring "environments' and "hap
pemngs," which involve elements of

theater, games and audience partici

potion. Kaprow, therefore, designed a

special 'environment" for the exhibi-

tion called "Push and Pull — A Furni-

ture Comedy for Hans Hofmann
He constructed two rooms, each

about 10 by 20 feet in size and con-

nected by a door One room, painted

black, was dimly lighted by a single

blue bulb. It was filled with items that

might have been stored in an attic or

basement — boxes, barrels, a ladder.

old clothes, old newspapers, a broken
television set. The other room was
painted yellow and red and brightly

lit by yellow bulbs It contained an
orderly arrangement of furniture all

_rxrint*d yellow — o chesi of drawers

three chairs, a table with a typewriter

and bowl of fruit, a cot and a trunk

At the entrance to the bright room
was a wooden crate in which were

piled large pieces of cardboard on
which Kaprow had hand printed in

structions for viewing the rooms. Vis-

itors were invited to push and pull the

furnishings around until they "made a

significant composition Objects
could be moved from one room to the

other, furniture rearranged, boxes
opened, pictures rehung
Soon the exhibition viewers were

hard at work following Kaprow s sug

gestion* Their contributions, how
ever, were closer to the unrestrained

and undirected activities of children in

a permissive nursery school than thai

of creative adults For some of the

results, turn to pages 22 and 23

Allan Kaprow above, unwinds a knotted elec-

tric cord as he hastily finishes work on the

bright yellow room of his "Furniture Comedy."
Some art critics noted that it bore a resemblance

to Van Gogh's bedroom at Aries. At iar end
of wall at right is door leading to the dark

room (below), dimly lit by a bare blue bulb

and filled with an attic-like disarray ot unused

objects. Kaprow conceived the two rooms as

expressions ot opposites— light and dark, col

ored and non-colored, public and private, order

and disorder, the conscious and subconscious.

riCTUICS— Si L*»« *«« Cid**" S—rf-T U. v l* iHl
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93-97 Push and Pull: A Furniture

Comedy for Hans Hofmann
Environment, April 1963

Presented for Hans Hofmann and

His Students

Santini Brothers warehouse, New York

Reinvented in 1965. 1967, 1977. 1986.

1991. 1998. 2002. 2006. and 2007

Tree

Happening. May 1963

Presented for Yam Festival

Sponsored by Smolin Gallery

George Segal's farm, South Brunswick,

New Jersey

Bon Marche
Happening, July 1963

Sponsored by Theatre des Nations

Bon Marche department store. Paris

Out

Happening, September 1963

Sponsored by International Drama

Conference

Courtyard of McEwan Hall. Edinburgh

Reinvented in 2006

Sea

Happening, September 1963

For Edinburgh International Writer's

Conference

Not realized

95-97 Visitors "push and pull" the furnishings
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3irds (cont'd

A Happening, for participants only, commissioned by the University of
Southern Illinois, Carbondale, performed Febraury 16, 1964.

Setting : A patch of woods near a lake on the campus . A road
leading to a small wooden bridge over a dry brook
filled with rocks. On the bridge, a patio table
loaded with packages of cheap white bread and
strawberry jam, a bright beach umbrella opened
over this. Vomen in trees are widely separated
and some can only hear each other. Below each woman
is a mass of old furniture hung on ropes.

( Veil workers leave quietly one by one
( when finished.
<

( 3rea.d man continues hawking,

( Tree women silent efter first wall
( worker leaves

3read man slowly bombs rubble with bits
of bread, leaves when finished.

Tree women rhythmically yell in unison
"Yah! Tah! Yah! ,

" like erows, as 3read
man does this> and when he leaves they
are silent.

( Tree women swing hanging furniture,
{ and bang trees with sticks.

( Vail men build wall of rocks on

( edge of bridge.

( Bread mnn hawks bread and jam, "Bread!
( oread!, Bread,!, 11 etc., blows toy pipe

( whistle. Allan Kaprow
January, 196*

( Bread man si lent.

(

( Vail workers go to tree women, taunt
( them, bang with sticks and rocks on trees

(

( Tree women drop furniture.

( Vail workers carry furniture to pile
( under edge of bridge

( Tree women blow police whistles.
(

( Wall workers bomb furniture with rocks

( from wall.
(

( 3recd man resumes hawking.

98 + 99 Score for Birds

LIFE EVENTS Nina Madge Kaprow, daughter, born November. H teaching POSITIONS

Associate Professor, Department of Fine Arts. State University of New York, Stony

Brook. H awards Research grant from State University of New York, Stony Brook. H

festivals All Student Art Festival. University of California. Berkeley. March. Festival

of Contemporary Arts, Cornell University, Ithaca. New York. May. Second Annual New
York Avant-Garde Festival, Judson Hall. New York, September. % WRITINGS "An Art-

ist's Story of a 'Happening'" (originally published in 1963) and scores for Words, Bon
Marche, Sweeping, Mirrors, Push and Pull, and Tree, in Decollage/4 "Happenings,"

no. 4: n.p. "The Happening" (notes on Household), Ithaca Journal, 9 May: 8. "Nature

in the Art of Irving Kriesberg," Art International 7, no. 10: 29-31. "Segal's Vital

Mummies," ARTnews 62. no. 10: 30-33. 65. "Should the Artist Become a Man of

the World?" ARTnews 63. no. 6: 34-37, 58-59. "Two Happenings" (introductory note

and scenarios for Birds and Orange), City Lights Journal, no. 2: 255-59. "What Is an

'Environment'?" a statement in Betty Rollin, "Eat," Vogue 143. no. 7: 125.
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100 Wall men build a wall of rocks
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Eat

Environment, January 1964

Sponsored by Smolin Gallery

Caves of the former Eblmg Brewery,

South Bronx

Reinvented in 1991 and 1992 (twice)

98-100 Birds

Happening, February 1964

Woods near a lake, Southern Illinois

University. Carbondale

Reinvented in 2006 and 2007

ORANGE
i. v-»U>t~i

SN.

mep: i SLadJ.es and Gentleme:

This Is the scenario of a HAPPENING wh/ch Allan Kaprow has
prepared especially for the Arts Council of Miami, Inc., to be

performed or March 7, 196^, between 6:30P.M. and 10:30 P.M.
The event begins when the first guest arrives and concludes with
the last one. Otherwise, there is no real "beginning" or "end".
You may come at any time during these hours.

The scenario is sent to you, who are the participants, so
that ycu may know exactly what part you will have in the HAPPEN-
ING. And also, so that you will understand that, without your
3erlous participation, it cannot exist. "Orange" is not something
to watch; nor is it intended co be mere light entertainment. It
is an occurrence with an idea behind it, that has been formed in
a certain time sequence and within particular spaces.

This idea has to do with a Journey o*^e might take and with
the changing experiences/one may have on the way. Now following
Is the HAPPENING'S description:

A large factory-like building of concrete, with >&-*
glrdered roof. A truck-loading platform inside one end
of the building is the place of entry. Six automobiles
with drivers, pointed t»& the entryway, are arranged in
a semi-circle

.

.

Each traveler arrives^with a ball of string and a
few fresh flowers, perhaps contained in a plastic bag.
He or she walks past the cars into the loading area and
sees a myriad of oranges hanging by strings, from the cell

"Trie"? Ihere are a ggod^y number of small'nfables or s tands
with Juice-squeezers, paring knifes and paper cups on them
The traveler pulls an orange from its cord (a nail stuck
through its core Is all thr.t holds it) cuts It, squeezes
its Juice into a cup and drinks It.

During this time, up on the platform, are three
persons sitting on large metal drums, hoKling blank-
cartrldgejalatols in their laps and facing the Incom-
ing v5«£bri?.~ A policeman is also standing to one side.
Periodically (though not too often) he raises a whistle
to his mouth and blows it piercingly. The pistols are
aimed at the orange juice drinkers, detonated simultane-
ously, and are returned to the shooter's laps. Directly,
these shots are answered by the car drivers who turn on
their high beams and scream their horns together, for
several drawn-out seconds. Then silence Immediately
returns and thoughts go off.

kid

i!gs^

Thy travelers next go up some" steps to the left
of theAoadlng pit and come upon/ a shiny aluminum-foil
room^/lwA enter it. Inside, afrinvirig , bright lights
reflect upon a girl in a bikini s s apping into, a bath-
tub ( or barrol )f^^?fange Juice: She is listening to
rock-n-roll on a radio which she periodically turns on
and off, one time low, another time quite loud. Each
visitor gently tosses his flowers to her and passes on.

In the next part is' a blank section of hallway,
lit Indifferently. A man is violently throwing and
breaking^ ttte±e&s against a wall. He only pauses to let
the travelers by.

Then, a small, dark tarpaper room Is entered, lit
by a single weak bulb. Inside a woman is cooking long
spaghetti In a tig pot. She continuously winds forks-
ful of it around an upright mass of the stuff, of about
three feet in height. There is something vaguely human
about the image being formed. Nearby, there is a simi-
lar structure of strings. The traveler unravels his
own string and adds to the image in whatever way he
wishes. Like the other one, it will grow more and more
grotesque.

Leaving, the dark room, one comes at last to a -vtv-j i

lonely
^
s&ifcSbn e f halfway , again indifferently lit I

(but with a few orange bulbs). It is sparsely hung
with bottles of orange soda. An attendant in white uni-
form sits at the far end with ririmrriiT'JTi'ffi' - of bottles
at her side, and upon payment of a dime, gives those
who wish one a soda to drink. Each time a sale is made,
she rings a counter-bell; occasionally drinking herself
and laughing in short bursts of raucousness or self-
amusement. The effect here is of utter desolation.
"Orange" Is concluded, «

—

J rl~, CU_. ,(..

Thereafter sthe travelers go to another ^ectlorL of
the bullding\for\he remainder- of the ev&ningV, X.\

t-Jfce^).

101 + 102 Score for Orange

101-105 Orange

Happening. March 1964

Sponsored by Miami Arts Council

An unused citrus warehouse.

Coral Gables, Florida

106-108 Paper

Happening. March 1964

Presented for All Student

Art Festival

king structure in Berkeley 167





104 Participant squeezing oranges

105 The shiny aluminum-foil room

EBLvntam f fr&m

103 Oranges hanging by strings 169



106 + 107 Score for Paper

PAPER

(A Happening)

prepared for the University of California at Berkeley

SETTING

Street level of a three-tiered parking lot opposite residence halls. (During
Monday afternoon and Tuesday , each participant should crumple the sheets of a

full newspaper and strew it over the eastern half of the lot.) A record player
is near the center and ten metal barrels are placed in line along the western
end.

EVENTS

(Twist gal arrives, puts on rock-and-roll records, dances.

(Sweepers (25, male) with brooms arrive, sweep paper mechanically in a
(line toward western end.

(

{Barrel men (10) arrive and slowly tip barrels end-over-end toward sweepers
(and when wall is reached, reverse direction.

(

(Gdl twists.

(Cars (25) drive in at half-ninute intervals, brights on, moving slowly
(like hearses; each dumps a body (woman) which rolls to sweepers and be-
(comes part of trash line.

(

(Cars drive off.

(

(Barrels boom.

(

(Gal twists.

(Cars rtturn, moving faster, find a parking spot on west side, screech
(to a stop.

t

(Drivers jump ~ut, crouching, run wildly to another car, yelling, "Hey!,
(Hey!", get into next car. Repeat this twice (third time they are drivers'
(own cars). Running steps echoing, car doors slamming.
(Barrels boom.
(Gal twists.

(Drivers wait one minute, lean on horns for one steady minute.

(

(Barrels stop.

(

(Bodies in the paper Jump up, fight violently with sweepers, who succumb.

(Gal twists.

(Barrel people get up on barrels and begin to twist.

(Women begin to twist also, move toward barrel people, viciously pull
(them down to the ground.

6 (

(The women load trash into barrels.
(

(Truck comes in.

(

(Gal twists.

(Women and truck driver load barrels and brooms onto truck, then get on

^
(themselves. They drive off gaily waving, calling, "Bye!, Bye!, G'Bye!"

(Gal twists.

8 (One minute of silence except for twist gal.

(Twist gal turns up volume, glides to each fallen body, kneels, kisses
(it tenderly on the lips, then walks away,

10 (Cars start motors, one after the other, drive over to the bodies, put
(them into the cars and drive off.

Allan Kaprow
March, I96I1

NOTE: There may be no spectators. Those wishing to participate should
dress in jeans or old clothes. A preliminary meeting to discuss
the Happening, and to assign parts, will take place at room 155
Dwindle Hall, 1:30 p.m., Tuesday the 21jth.
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109-117 Household

Happening, May 1964

Presented for Festival of

Contemporary Arts

City dump, Ithaca, New York

Reinvented in 2006

110 Kaprow explaining Household

Originale

Opera Happening, September

1964

Presented for the Second Annual

New York Avant-Garde Festival

Directed by Allan Kaprow

Written by Karlheinz Stockhausen

Judson Hall. New York 173



HOUSKHOD
HOUSEHOLD
Page 2

A Haopening prepared for Cornell University by Alia-

196Jt>

liote: There will be no spectators of this event, wl

be performed regardless of weather. Those wishing I

part in it should attend a preliminary meeting to br

Saturday, May 2 ,. 2 p.m., Franklin 11'

will he discussed and parts distribute

Setting

A lonesome dump out in the country. Trash hnaps all
some smoking. Parts of dump enclosed by old, r

Trees around rest of it.

Sequence of Svents

11 a.m. Ken build wooden tower on a trash mound-.

Poles topped with tarpaper clusters are stuck aroiT.d

it.

Women build nest of saplings and strings on
another mound. Around the nest on a clothesline
they hang old shir-

2 p.m. Cars »rrive, towing smoking wreok
;
park

outside dump, people get out.

Men and women work on tower and nest.

People circle dump, out of right in trees and
behind tin wall, wait.

Women go inside nest and screech.

Hen go for smoking wreck, roll it int<
cover it with strawberry jam.

7o

People's voices call "Hey! Hey! Hey!" all around
dump.

ifen go to women, put. on shirts, squat down and
watch them.

People very slowly start coming in toward car,
still calling "Hey! Hey!"

Women screech.

Women go to car and lick jam.

Ken destroy nest with shouts and cursing.

People, coming in, start to pound oots and blow
police whistles in slow unison.

Men return to women at wreck, yank them away,
eat jam with fingers, slap white bread all over
sticky stuff, eat with their moutha.

'.'.'omen scream at men "Bastards!, Bastards!"

People advance, banging and whist 1

Women destroy men's poles and tower, laughing,
yelling, "Watch this!, V.'atch this!"

i4en eat Bread.

People advance, banging and whist

Women go to heaps of smoking trash , call to men
sweet-songy coroe-ons.

Ken fan out, creep low to ambush women.

People advance, banging and whistling.

Women jump men, rip off shirts and fling shirts
into smoking trash, run to men's tower mound.

Men roll on ground laughing loud, "Hee!, Hee!, Hee!
Haw ! , Haw !

"

People advance, bsnging and whist]

111-113 Score for Household

! HOLD
?«ge 3

~

114 Women calling to the men

10-

11.

( Women take off blouses, wave them overhead like
ing own rock.-n-roll tune and

sting dri'

( Men hurl red sraoke-flareo into smoking trash heap.

( People circle smoking Jam-car, become nilont, squat
( down, eat jam sandwiches.

( Men go to wreck, take nledge hammers from neople,
pick up battering log, begin to dnmoliah c

Women watch from distance and cheer men for every
smash,

-ale eat silently and watch.

( Ken Jack up car, remove whoeln, to it ,

down to wat<i p cigaret'.

Le light up cigarettes, watch car bun.

it of Junk yard, waving hloueee, gaily
railing. "'Byd, 'Bye! C'Bye!, 'Bye!",

ra, drive away with horn; teadlly >

. of earn'

( Everyone smoken s ! watches cor
it '3 burned up

( Then they leave quietly.

1 74 Chronology



115 Notes on the form of Household

1 1\1-t»-A.A/>-c. -T>^-A-<'-y^i
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176 Chronology 116 Women licking jam off of a car 117 Men working on the tower
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118 Notes to Calling

Raining

Booklet, 1965

Published by the Solomon R.

Guggenheim Museum, New York

Soap
Happening, February 1965

Commissioned by Florida State

University, Sarasota

Canceled due to

misinterpretation of intent

Realized independently by a

participant on the beach

and in the city of Sarasota

Reinvented in 1989

118-123 Calling

Happening, August 1965

New York and the woods at

George Segal's farm. South

Brunswick, New Jersey

Push and Pull

Environment, September 1965

Reinvention for the Third Annual

New York Avant-Garde Festival

Judson Hall, New York

Notes to CALLING:

1} Places (other than train station^ and times are to be decidea Just
pr.or to performance.

<: j Performance should preferably take place over two days, tr.e fir3t in
the city, and the second in the country.

o) At least twenty-one persons are necessary to psrform tnis Happening
properly. For this number six care are required. Thus there wouia be
three persons waiting at street corners, a car containing three people,
including the driver, to pick each one up; and a matching number of
second-stage cars, also manned by three people, to carry the wrapped
persona to the railroad station. But this basic number of participants
can be multiplied proportionately for as lar^e a group as is deeirea.

4; Names used throughout are to be the names of those involved.

5) Wrappings of foil ana cloth should be as thoroughly applied as possilie,
the face covered except for breathing gap.

6) Second-stage cars should be parkeu near pre-chosen wastebaskets , wiuely
separated from each other. Drivers then proceed to part of city where
first-stage cars are parked at meters. There the two drivers exchange
car keys, the first-stage trio hurrying to wastebaaket posit. ons,
where they enter the autos ana await the arrival of the human pack-
ages. The latter, of ccurse,are brought by the second-stage trio. Timing
for this, and ell other stages of the event, must be worked out exactly.

7) The cars depositing packages in wasteba3kets next proceed to the homes
of their drivers .where phone calls will be received.

6, After the tiuian packages unwrap themselves at the information booth,
calls should be made from a public booth to the drivers of the last-
mentioned cars, phone is allowed to ring fifty tirae6 before it is
plcKed up. answerer says only "ye3?" Caller asks if it is x, (stating
the right name), and X quietly hangs up.

9; The people hanging from ropes in the woods ai e those who drove^eajj acc-
ompanied the cars tr.e day before. ,.n exchange of positions takes place
here (underscored by the inverted positions on the ropes;, with the
former package people taking the active role.MflKKX There should be no
less than five bodies suspended, although all car people may choose to
hang . thi s way. If less than the total (of, say, eighteen;, the others
should sit motionless beneath each rope ana join in the anwerlng and
the calling of names. iVhen called from efar by the package people, the
answer Is simply "here'.", "nere i " , "here!" until each body is found and
vi olated.

10) The package people ,arri ving at the woods, call out tneiu-mea of tne
car people hidaen over a wide area among ti.e -rees.&s'a' group, tney
follow the sounds of the voices and reach each dangling figure. Its
clothes are rapidly cut off, and after all have been so treated, the
group leaves. Dach suspended person(and these sitting beneath him;

,

should cease answering to their names when found. Craaually trie ^ausweriM
will diminish to silence, and at that point they start to call*"each ^

other's names, like children lost.

Allan Kaprow
July, I960

178 Chronology

4QCC teaching positions Associate Professor, Department of Fine Arts, State University

of New York, Stony Brook. Director, Experimental Education, Institute of Contemporary

Art, Boston. H awards Research grant from State University of New York, Stony

Brook. U GROUP exhibitions Eleven from the Reuben Gallery, Solomon R. Guggen-

heim Museum, New York, January. Ten from Rutgers University, Bianchini Gallery,

New York, December-January. H festivals Third Annual New York Avant-Garde

Festival, Judson Hall, New York, September. H THEATER Performed in "Theater Piece"

by John Cage, Third Annual New York Avant-Garde Festival, Judson Hall, New York,

September. H writings "Barnett Newman—ein Klassiker?" in Jiirgen Claus, ed.,

Kunst heute: Personen, Analysen, Dokumente (Hamburg: Rowohlt), 74-78. "Daniel

Spoerri," in Daniel Spoerri's Room No. 631 at the Chelsea Hotel, exh. cat. (New York:

Green Gallery), n.p. "Eat" (notes and drawing) and "Calling" (notes and scenario),

Tulane Drama Review 10, no. 2: 44-49, 203-11. "The New Brunswick School," in

Ten from Rutgers University, exh. cat. (New York: Bianchini Gallery), 3-4. Notes and

scenario for Eating, in Susan Sontag and Allan Kaprow, "An Art of Radical Juxtapo-

sition," The Second Coming Magazine 1, no. 6: 25-26. "Pop Art," Newsletter of the

Department of Fine Arts, State University of New York, Stony Brook, November: 3-4.

Statement in Katharine Kuh, "Recent Kinetic Art," in Gyorgy Kepes, ed., The Nature

and Art of Motion (New York: George Braziller), 121-24. Statement and scripts for

7 8 Happenings in 6 Parts, Coca-Cola. Shirley Cannonball?, A Spring Happening, and

Courtyard, in Michael Kirby, Happenings: An Illustrated Anthology (New York: E.P.

Dutton), 44-52, 55-66, 84-86, 92-93, 105-7.



119 + 120 Announcement and score for Calling

«H' '!

A Happening for performers only.
Tentatively scheduled for Saturday,
August 21, ana Sunday, August 88.

Those interestea in participating
may call Allan Kaprow (telephone:
516, uK 1-6735; on Tuesday, August
17, from » ,.U to 10 ili.

HATION

SALLJJIg

In the city, people stand at street corners and wait.

Tor each of them:

car pulls up, someone calls out a name, the person gets in, they
drive off.

bW4
Lf Luring the trip, tne person is wrapped in aluminum foil. The car is

parked at a meter somewhere, is left tnere, locked; the silver person
• sitting motionless in the front seat.

Someone unlocks the car, drives off. The foil is removea from the
person; he or she is wrapped In cloth or tied into a laundry bag. The
car stops, the person is dumped in a public wastebasket, and tne car
goes away.

121 Participants at Grand Central Station

Photo: Peter Moore

ft waiting auto pulls over to the curb, the person is removea from tiie

wastebasket, is hauled into the car, is taken to the information booth
at Grand Central Station. The person is propped up against it and left.

—

>

The person calls out names, and hears tne others brought there also call.
They cell out for some time. Then they woi k loose from their wrappings
and leave tne train station.

>

They telephone certain numbers. Tne phone rings and rings. Finally, it
is answered , a name is asked for, and Immediately tne otr.er end clicks
off.

7 S,**-^
_>

c
In the woods, the persons call out names and hear hidden answers, here
and there, they come upon people oangllng upside down from ropes. Theyrip the people's clothes off and go away.

The naked figures call to each other in the woods for
they are tired, silence.

a long tin

1965 179
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122 Jeanne-Claude Christo wrapped in aluminum foil

Photo: Peter Moore



123 Participant wrapped in cloth

Photo: Peter Moore 1965 181



NEW YORK

(Available Activities)

Rockets, spread over several miles,
go up in red smoke, explode, scatte
thousands of scraps of paper with
messages

.

Couples make love in hotel rooms.
Before they check out, they cover
everything with large sheets of
black plastic film.

On the streets, kids give paper
flowers to people with pleasant
faces.

On the shoulder of a stretch of
highway, a fancy banquet table

food in the plate
money in the
left there.

ucers. Everything

LOS ANGELES

(Available activities)

Cars drive into a fillings station,
erupt with white foam pouring from
windows

.

A car is built on an isolated
mounts in top, from j unk parts

.

left.

People shout in subway just before
getting off, leave immediately.

Everyone watches
for either: signal from

neone.

a light to go
in a window.

\ daytime procession of cars on a
highway, brights on. Periodically,
and momentarily, fifteen feet of
thin plastic film streams from
car's windows, is drawn back inside.
Half-hour later, cars disperse.

Many shoppers begin to whistle in
aisles of supermarket. After a fe
minutes, they go back to shopping.

Photos of supermarket and washer-
ette projected onto clouds, into

Warehouse or dump of used refriger-
ators. People bring packages of
ice, transistor radios, and put
them into the boxes. Radios are
turned on, refrig doors are shut,
people leave. On another day
they turn, sit inside with radios
for awhile, and quietly listen.

Couples kiss each other in the
midst of the world, go on.

People stand on bridges, on street
corners, watch cars pass. After
two hundred red ones, they leave.

People shout in subway just be-
fore getting off, leave immedi-
ately.

Everyone watches for
either: a signal from

a light to go
on in a win-
dow.

a plane to pass
directly over-
head.

an insect to
land nearby.

three motor-
cycles to
barrel past.

Immediately afterwards, they write
a careful description of the oc-
currence, and mail copies to each
other.

An empty house. Nails are hammered
halfway into all surfaces of rooms

,

house is locked, hammers go away.

a plane to pass
directly over-
head .

an insect to land
nearby.

three motorcycles
to barrel past.

Immediately afterwards, they .rite
a careful description of the oc-
currence, and mail copies to each
other.

Warehouse or dump of used refrig-
erators. People bring packages of
ice, transistor radios, and put
them into the boxes. Had ios are
turner! on, refrig doors are shut,
people leave. On another day they
return, sit inside with radios for
awhile, and quietly listen.

On the streets, kids give paper
flowers to people with pleasant
faces.

People tie tarpaper around many ca
in supermarket lot.

Night in the country. Many cars,
moving on different roads, about a

mile from a certain point, li

blinking, horns beeping sporadically,
converge am) disperse.

Photos of supermark<
sent to everyone.

i and - .1 a berette

People listen to records in glass
booths. They look at each oi

and dance.

Two people telephone each other.
Phone rings one* irerod "hello".
i iliei bang - up . kt be t i 1 •* ", qu tea,

person do< i
i

-

Phone clicks off. Ropeat.< id witb two
rings, three ring.-*, four rings, f iv©
rings, six rings , seven, eight, Q i Be

,

etc until Line 1 i busy.

124 + 125 Score for Self-Service, pp. 1-2
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126 Score for Self-Service, p. 3 Three Country Happening

Proposal for a Happening,
Spring 1966

For Allan Kaprow (United States of

America). Marta Minujin (Argentina),

and Wolf Vostell (Germany)

124-128 Self-Service

Happening, June-September 1966

Sponsored by Harry N. Abrams,

the Pasadena Art Museum, and the

Institute of Contemporary Art, Boston

New York, Los Angeles, and Boston

Reinvented in 1986 and 1988

(Available Activities)

Many shoppers begin to whistle in
aisles of supermarket. After a

few minutes they go back to their
shopping.

For a few moments at night, shouts,
words, calls, all through bull-
horns. Voices moving on the
streets, from windows, around
corners, in hallways, alleys.

At a supermarket (on another day)
transistor radios playing rock
are put into shelves of cereals,
soaps, freezers, bananas, napkins,
etc. Left there. On still an-
other day, bouquets are tucked in
with products.

In a neighborhood, people inflate,
by mouth, a twenty foot weather
balloon. It's pushed through the
streets and buried in a hole at
the beach. The people leave it.

People tie tarpaper
in supermarket lot.

und many cars

On another day, twenty or more flash-
gun cameras shoot off at same time
all over supermarket; shopping re-
sumed .

3 A.M. emptiness at a 24-hour washer-
ette. Piles of clothes washed.
Turning cylinders, blue-whie flour-
escents. Regularly on the half-hour,
loud bunch of photogs bust in, flash,
leave. Home at five.

Cars drive into filling station,
erupt with white foam pouring fro
windows

.

Towers

Happening, September 1966

Presented for the Fourth Annual

New York Avant-Garde Festival

Central Park. New York

129-132 Gas
Happening, August 1966

Sponsored by Dwan Gallery and

WCBS-TV
The Hamptons. Long Island.

and New York

Untitled Environment

Environment, November 1966

Reinvention for Mass-Art

Westchester Art Society, White Plains,

New York

How To Make a Happening

LP record. 1966

Recorded in conjunction with

Mass-Art

Produced by Mass Art Inc.

Two people tel ephone * • h other.
Phone rings 3D ce, ia B 1 1

:-" vered
"hello". C ,l 1 er han ga i p. After
a fe* Dl nut es . other per son does
same. Same a 1

1

swer

.

Phone cl icks
off. Repeated with two rings

,

three rings . f our ri IgB, five
rings six r i [i gs, se vi a, eight.
nine. unti 1 a 1 ine is

busy.

1Qf)f) teaching POSITIONS Professor, Department of Fine Arts, State University of New
York, Stony Brook. Director, Experimental Education, Institute of Contemporary Art,

Boston. H awards Research grant from State University of New York, Stony Brook.

H group exhibitions Mass-Art, Westchester Art Society, White Plains, New York.

November. H FESTIVALS Fourth Annual New York Avant-Garde Festival, Central Park.

New York, September. H WRITINGS Assemblage, Environments & Happenings (New

York: Harry N. Abrams). "The Creation of Art and the Creation of Art Education" and

"Excerpts," in A Seminar in Art Education for Research and Curriculum Development

(University Park: Pennsylvania State University), 74-89. "Experimental Art," ARTnews
65, no. 1: 60-63, 77-82. "Female Art: No Games." Village Voice, 28 April: 12. "Hans

Hofmann," Village Voice, 24 February: 1-2. "The Happenings Are Dead—Long Live

the Happenings!" Artforum 4, no. 7: 36-39. "'Katei' no tame no oboegaki" (notes for

Household), in Nakahara Yusuke. ed.. "Tokubetsu kikd: Gendai bijutsu no kanosei"

(Special contribution: The possibility of contemporary art), Mizue, no. 731 : 1 0-1 1 . Letter

to the editor, Tulane Drama Review 10, no. 4: 281-83. Response to a questionnaire in

"People Are Replying to Our Inquiry," World Theatre 15. no. 1: 33-35. "Self-Service:

A Happening." Soundings 3. no. 1: 14-27. Some Recent Happenings, Great Bear

Pamphlet no. 7 (New York: Something Else). Untitled manifesto, in Dick Higgins, ed..

Manifestos, Great Bear Pamphlet no. 8 (New York: Something Else). 21-23.
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FINAL SCHEME FOR SELF-SERVICE

The chart below indicates the distribution of all Los Angeles activities from

June through September. Figures in boxes represent the nunber of persons who
have chosen to enact a particular activity in each month. Blank spaces occur
either because practical matters eliminated an activity or due to the chance-
operations used in arriving at the distribution

Activities June July Aug. Sept. . Remarks.

Car built on mountain
top

3 ' 5 3 Contact Eric Orr. A suggestion:

women may be especially inter-
ested in helping with the uphol-

stering of the interior of auto
Watching for signals lS This may be done either pri-

vately or with a few other par-
ticipants. Mimeographing of
descriptions at Pasadena Museum

Warehouse of used
refrigerators
Paper flowers 9 7 Contact Margaret Koch. This

activity should be done with as

many kids as seens appropriate,
with kids making paper flowers
beforehand.

Daytime procession of
cars

12 7 Contact Jim Stehr..

Whistle in .' upermarket. 14 20 Contact Michael Agneilo.

Tarpaper around cars. 7 7 Contact Joseph Pyrd. Cars
should belong to participants.

Cars blinking, beeping
at night.

6 9 10 7 Contact Mary Yeomans.

Photos of supermarket
sent toeveryonp

1 2 1 2 Photographers should connect
with markot a- !*ur. iorotte
events. Contact Pasadena
Museum regarding exccr.ses.

Listen to records and
dance

7 9 6 h
Contact Jesse Jacobs.

Two people telephone 9 5 Telephone calls to be arranged
among participants.

Torn paper dropped 13 12 10 This is primarily a private
activity.

Wemi 1
'-;

. - z--jr. 15 Contact Joseph Eyrd.

Eat sandwiches in phone
booths

9 15 9 10 This is a completely private
activity.

Count red cars "
fl This is a completely private

activity.
Ro tketa fe Contact Joo Mullin.

Activities c ntinued June July Aug. Sept. Remarks

Hails in empty house » - 15 Contact Gwenda Davies.

Whistle in elevator 7
' "

7 Contact Michael Genth.

3 A./., in washerette Contact './alter Hopps.

L/ong parade of white
banr.ers, etc.

7 ffl 10 Contact Gwenda Davies. Bring
into activity as many kids as
possible.

Riding on bus searching
for face

2 It 5 This is a private activity.

Bread and jam path 11 9 Contact Hal or Gretchen Glicksr.ir

Couples kiss in world 13 15 12 | 15 This activity should be ena

in a way thai

to the ccupla.

Photcs projected 1 1 1

i

Contact Walter Hopps

Shout is subway

-ys in filling stations

i

127 + 128 Final scheme for Self-Service
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SATURDAY, AUGUST 6 - AM

slow parade of big
weather balloons, crowds
pushing - hover crafts
manned by the Neutron Kid
and Liquid Hips - seeing
eyes - flares - barrel
pounders booming

weather balloons rise,
burst, wash ashore,
messages to area -

plastic skyscraper on
beach, destroyed, shrill
whistles - laundry
uncovered, day at
washerette - bulging
letters go up, ride waves
- sky divers descend,
yells, noise - blimp
hoves in - skywriter's
secret word - seeing eyes

A
by

Charles Frazier

Mordi Gersfein

Gordon Hyatt

Allan Kaprow

bluffs above sea - fire
trucks, squad cars, red

flashers on, lights,
intercoms - bullhorn
instructions - seeing

eyes - black mounds on
beach - rockets released

- foan pouring down
cliff, past mounds into
waves - crowd passing
through - interviews

8 - AM

Junked autos - kids

»

clubhouses dolled up for
picnic - goodie car

serving - flying machine
buzzing hulks - big

ballon oozing out of car
body - seeing eyes -

playtime

STTN'DAY, AUGUST 7 - AM

"fire" written inside
truck, cops spray with
snow bombs - ferry trip,
white sheets hung out,
loud rock on car radios -

seeing eyes - nurses
onshore yahooing welcomes
- black plastic moving
across exit - nurses
running off - passed by
on highway, nurses
stacked five-deep on
hospital beds, waving,
laughing

In Cooperation

With

The

Dwan Gallery

And

WCBS-TV

burial pit - black mounds
moving slowly dovm, sea
of foam rolling down -

cars blaring horns every
thirty seconds - blast on

whistles, towers of
barrels topplefl into pit

- pushed up incline
against flow - seeing
eyes still, all over

bottom - regular garbage
deliveries

Those interested in participating should attend a preliminary meeting
at either the VFW Hall, 4 Main Street, Easthampton on Sunday, July 31
- 11 AM; or the CBS Broadcasting Center, 524 West 57 Street, New York
City on Tuesday, August 2 - 8 PM (ask at desk In lobby).

129 Poster for Gas
(with score) 1966 185
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130 Kaprow as the Neutron Kid

Photo: Peter Moore

131 Slow parade of big weather balloons

\mm
fMkMr*mm

IMHHnHIHnl
132 Nurses on hospital beds



LIFE events Marisa Tamar Kaprow, daughter, born January. Nina Madge Kaprow,

daughter, died March. H TEACHING POSITIONS Professor, Department of Fine Arts,

State University of New York, Stony Brook. H AWARDS Guggenheim Fellowship.

Research grant from State University of New York, Stony Brook. H SOLO exhibitions

Allan Kaprow, Pasadena Art Museum, Pasadena (traveled nationally), September-

October. H GROUP exhibitions Pictures To Be Read, Poetry To Be Seen, Museum
of Contemporary Art, Chicago, October-December. Two Happening Concepts: Allan

Kaprow and Wolf Vostell, Museum of Contemporary Art, Chicago (traveled nationally),

November-December. H festivals Fifth Annual New York Avant-Garde Festival,

Staten Island Ferryboat, New York, September. H WRITINGS Calling—A Big Little

Book (with Dick Higgins and Alison Knowles), limited ed. (New York: Something

Else). "Communications Programming" and "Pinpointing Happenings" (with Barbara

Berman), in Allan Kaprow, exh. cat. (Pasadena: Pasadena Art Museum), 12-19. "The

End of the Concert Hall" (introduction to a dialogue between Max Neuhaus and

students), The Statesman, 3 May: 4-5. "Gas" (program, notes, and critical analysis), in

Michael Benedikt, Theater Experiment (New York: Doubleday), 379-87. "'Happenings'

in the New York Scene" (originally published in 1961), in Alvin Kernan, ed., The

Modern American Theater: A Collection of Critical Essays (Prentice Hall, N.J.: Spec-

trum), 121-30. "Pop Art: Past, Present and Future," Malahat Review, no. 3: 54-76.

Response to a questionnaire, in Barbara Rose and Irving Sandler, "Sensibility of

the Sixties," Art in America 55, no. 1:45. Statement printed without title in "Jackson

Pollock: An Artists' Symposium, Part 1
," ARTnews 66, no. 2: 32-33, 59-61. Untitled

Essay and Other Works (essay and scores for Mushroom, Paper, and Interruption),

Great Bear Pamphlet no. 16 (New York: Something Else). "Where Art Thou, Sweet

Muse? (I'm Hung up at the Whitney)," in Allan Kaprow and Robert Smithson, "Death

in the Museum," Arts Magazine 41 , no. 4: 40-41 ; reprinted as "What Is a Museum?: A
Dialogue between Allan Kaprow and Robert Smithson," Arts Yearbook, no. 9: 94-101.

1967

Flick

Happening, February 1967

Sponsored by Angry Arts against

War in Vietnam

Streets of New York

Sweep-In

Happening, April 1967

Lower East Side. New York

Interruption

Happening, May 1967

State University of New York.

Stony Brook

LGold
Proposal for a publicity

campaign of Happenings,
Summer 1967

For Liggett & Myers Tobacco

Company

Noise

Happening, September 1967

Presented for the Fifth Annual New
York Avant-Garde Festival

Automobile deck of the Staten Island

Ferryboat, New York

Push and Pull

Environment, September-October

1967

Reinvention for Allan Kaprow

Pasadena Art Museum, Pasadena

Words
Environment, September-October

1967

Reinvention for Allan Kaprow

Pasadena Art Museum, Pasadena

Yard

Environment, September-October

1967

Reinvention for Allan Kaprow

Pasadena Art Museum, Pasadena

Woman in front of red ice



133-142 Fluids

Happening, October 1967

Presented for Allan Kaprow

Various locations in Pasadena

and Los Angeles

Reinvented in 2005

Words
Environment,

October-December 1967

Reinvention for Pictures To Be

Read, Poetry To Be Seen

Museum of Contemporary Art,

Chicago

Watching

Happening, November 1967

Presented for Gateway to the Arts

WCBS-TV, New York

134 Poster for Fluids

(with score) 189
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135 Trousdale Estates in Beverly Hills

9 *%

191



136 + 137 Prospective locations for Fluids

£173- Thursday, October 12th m^\

McDonald3 Hamburger

->|. (in lot next door - South)

799 North Lake Street, Pasadena

12:00 noon

^ phone : 798-0625

Class of around 17 girls from Westrldge School will be there to build

under the direction of Barbara Smith

6.

Friday, October 13th

.*»Watt3 Towers (Mrs. Babbltz)

East U7th Street
1 block East of Graham

Watts, Los Angeles

phone: 162-8191 (Watts Committee orflces on Melrose)

platform to be covered with plastic

The Play Yard (Mr. Matthiessen)

5607 Rosemead Boulevard

T-*mple City

phone : 285-6796 &

Brookslde Park (Mr. Walt Moore) 2:0

NE corner next to Fanny Morrison Bldg.

Pasadena

phone: 793-lW

enter park through parking lot - there Is paved driveway

Pierce College
6201 Wlnnetka
Woodland Hills

phone: 3«7-0551

(Walt Smith)

Ample supply of willing students to build structure

Someone will meet truck at gate and direct It to site

of building on campus.

Under two Colorado Street Bridges

enter vacant area off El Clrculo Drive

Pasadena

no phone

o.Pm

a.

Robert Colombatto Residence I
3:00 PM

2000 Ashbourne
South Pas- ..

phone : 799J 681

South f.n Cheltcn Way off Monterey Road - house Is on

SKh
nlS?

t
tS ?KSe

A
!

,,

SS!fSSS fRroSgn^Se^NO SSr^V&UNTEERS NEEDED.

La Canada Rustic Stone Company (Paul Davl3> 10:00 AM

301 North Lake

Pasadena

phone: SY 2-6262

\>~ build In Southern most driveway (there are two),

as near the street as possible

Tall o'the Cock (Mr. Buchtel)

UI17 South La Clenega Boulevard

Los Angeles 18

phone: CR 3-1200

3:00 PM

sd
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138 Kaprow in front of a wall of ice
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139 La Canada Rustic Stone Company in Pasadena 193



140 "Ice Man's Holiday?'
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141 + 142 Colorado Street bridges in Pasadena

195



Moving

Happening, November 1967

Presented for Pictures To Be Read,

Poetry To Be Seen

Unused houses in different parts

of Chicago

143-144 Moving

Photoalbum, 1967

Published by the Museum of

Contemporary Art. Chicago PHOTOALBUM

MOVING
A HAPPENING BY ALLAN KAPROW

143 Front cover
Photo:

Peter Moore
O

144 Back cover

SOME UNUSED HOUSES IN DIFFERENT
PARTS OF THE CITY. ON EACH OF FOUR
DAYS, OLD FURNITURE IS OBTAINED, AND
IS PUSHED THROUGH THE STREETS TO THE
HOUSES. THE FURNITURE IS INSTALLED.

On the first day, bedrooms are furnished,

and slept in that night.

On the third day, living rooms are fur-

nished, and guests are invited to cocktails.

On the second day, dining rooms are fur-

nished, and a meal is eaten.

On the fourth day, attics are filled and

their doors are locked.

Commissioned by the Museum of Contemporary Art, Chicago, November 29 to December 2, I967. Dedicated to

Milan Kni^ak. Photographed by Peter Moore.

196 Chronology



145 Poster for Runner
(with score)

145-148 Runner

Happening, February 1968

Presented for Allan Kaprow

Washington University, Saint Louis

149-151 Transfer

Happening, February 1968

Sponsored by Wesleyan University

Various locations in Middletown,

Connecticut, including Anderson Oil

and Chemical Company, Andrus Field

at Wesleyan University, Middletown

Shopping Plaza, Portland Quarry,

Powder Hill ski area, and South Green

Record I

Happening, Spring 1968

Commissioned by University

of Texas, Austin

Not realized

152-153 Round Trip

Happening, March 1968

State University of New York, Albany

Reinvented in 2006

1968

TEACHING POSITIONS Professor. Department of Fine Arts, State University of New
York, Stony Brook. Codirector, Project Other Ways, Berkeley Unified School District,

Berkeley. H AWARDS Research grant from State University of New York. Stony Brook.

H SOLO exhibitions Allan Kaprow, Washington University, Saint Louis, February-

March. Allan Kaprow, University of Texas, Austin. March-April. H FESTIVALS Sixth

Annual New York Avant-Garde Festival, Central Park West, New York, September.

H WRITINGS "Art and Education" (with Jim Hinton and Herbert Koh), Cultural Affairs

2: 6-17. "Fight" (score for an unrealized Happening). Some/thing, nos. 4 and 5:

88-90. "The Happenings Are Dead. Long Live the Happenings!" (includes scores

for Runner. Round Trip. Arrivals. Transfer. Moving. Record. Fluids, and Population).

Metro, n.s., no. 14: 144-53. "Nam June Paik." in Nam June Paik: Electronic Art II.

exh. cat. (New York: Galeria Bonino). n.p. "On Happenings," Arts in Society 5: 28-37.

"The Shape of the Art Environment: How Anti Form Is 'Anti Form'?" Artforum 6.

no. 10: 32-33. H INTERVIEWS "La sfida del sistema," Metro, n.s.. no. 14: 34-71.

1968 197



146 Unrolling tar paper along the road

147 + 148 Explanatory notes for Runner

pjLOvJL^-JL*
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149 Triumphal photo from Transfer

w *»£'-•-

150 Day-Glo red barrels
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1 51 Poster for Transfer

(with score)

1
' A -•*
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1

LARGE HEAP OF METAL
BARRELS BEHIND CHEMI

CAL PLANT PEOPLE POSE

AMONG THEM FOR TRIUM

PHAL PHOTO.

BARRELS LOADED ONTO
TRUCKS. DRIVEN TO

ANOTHER SITE. UNLOADED.

STACKED NEATLY SPRAYED

SILVER PEOPLE POSE FOR

TRIUMPHAL PHOTO.

BARRELS LOADED
TRUCKS. DRIVEN TO

SITE. STACKED NEA

SPRAYED WHITE. TF

UMPHAL PHOTO TAKl

A HAPPENING (FOR CHRISTOI THOSE INTERESTED IN PARll

200 Chronology



TRANSFER

IRELS TRUCKED TO
VSITE STACKED.
AYED BLACK
UMPHAl PHOTO.

NEW SITE. BARRELS
STACKED. DAGLO RED.

TRIUMPHAL PHOTO.

NEW SITE. BARRELS
STACKED DAGLO
GREEN. TRIUMPHAL
PHOTO

NEW SITE. BARRELS
STACKED. SILVER.

TRIUMPHAL PHOTO.

NEW SITE. BARRELS
STACKED. WHITE.

TRIUMPHAL PHOTO

BACK TO CHEMICAL
PLANT BARRELS
DUMPED. BLACK.

TRIUMPHAL PHOTO

IhLD ATTEND A PRELIMINARY MEETING AT THE CO LOUNGE. *ESLEYAN UNIVERSITY. SUNDAY. FEBRUARY 18. 1968. AT 8PM BY ALLAN KAPROW



152 Score for Round Trip
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154 Pamphlet for Record II

(with score)

155 Draft score for Record II

BREAKING BIG ROCKS
PHOTOGRAPHING THEM

SILVERING BIG ROCKS
PHOTOGRAPHING THEM

SCATTERING THE PHOTOS
WITH NO EXPLANATION

Commissioned by The University of Texas,

April 3, 4, 1968. In the environs of Austin.

RECORD II
FOR ROGER SHATTUCK

A HAPPENING BY

ALLAN KAPROW

[uu^Ji 1L

W-Wj*

tUpJt^-

-

'

154-156 Record II

Happening, April 1968

Presented for Allan Kaprow

Quarry outside of Austin and

downtown Austin

Reinvented in 1988

156 "Silvering big rocks"

Record II

Pamphlet, 1968

Published by the University

of Texas, Austin

Overtime

Happening, April 1968

Commissioned by State University

of New York, New Paltz

Not realized

157 Arrivals

Happening, April 1968

Abandoned airstrip near Nassau

Community College, Hempstead,

New York

Population

Happening, May 1968

Colby Junior College. New London.

New Hampshire

Overtime

Happening. May 1968

Sponsored by University of

California. San Diego

On the beach, San Diego 203



ARRIVALS

painting guidelines on airstrip

cutting grass at airstrips edge

placing mirrors on airstrip

watching for reflections of planes

157 Poster for Arrivals

(with score)

Ma<j. 19M •! 3 »
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day cl
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Lear i'r. . ason:

Thank you for sending me the announcement tnat .. .

be submitting projects to the L'ationai science Foundation
for possible funding. ith-ugh you have in your files a
number of projects which i have Outlined in tne paat, to
wbj.cn you nay refer, Iwwoun. like to ixmmxXd sketch i

more ai this time, t.'t -6 one cl tioned to :"llly
KiUver around i9fii , written about here ana there sinci
as yet unrealizeo . In brief, it is this:

. ,. j - - . jj
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nlmai. Ln some of t..em, tnej e will Le a

i dial to be .jnieu at n-ii; it will afi'ect
volume of u ratio »oudspeaker system mount-
n teees or hlouen amongst rocks nearby.

The radio signals will be picked up by sensitive
microphones from the avliabie souncs of nature;
tree branches rubbihg together in Uc wino, Lie
weather, a b.ru, lnaects, human voices anc
movements in tne underbrush, etc.

ref le
where
tuneo
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may L
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1 come upon their
ln the mirrors;
iBSoaemeajia^ebe
t their footsteps,
sounos etc. will
eo more or less ln
oiabine with Lust
oocj. Tnus a chirp-
ing, anu a voise
some areas of tne

ive only to the
jj.t, lO SOullU liKu

This situation m,.y be restrictec to a twent]
four hour Derlod--uay anc night--which woulu
e--.it those .'.ho HuO like to^xperlence night

compared with day. -sing flashlights, tneir
reflections woulu 8-.acer.iy v e caught by a -

.

and perhaps photo ceils attaches to the k.rioia
would activate a souno response typical Of the
kind me:;tioneu, or of an entirely synthetic,
"fceut.ack" type. ~r , if the
we therproof, everything couio 'e -eft for
.lal.re to enjoy itseif;

It would be lilt , . .

the whoie arrangement to a cityscape, wit
corresponding change In flavor of ex..ei -

and participation.

une of the ways in which this may be of Itgit-f.iate v...ut to

the rational jciouce Foundation, is In t..e area of environ-
mental research: such as sensory oepri v.tion, overioao, and
mix-up of normal signal patterns. It may also provide useful
information about what happens to animal and insect life

their (in tr.ls case, mostly auditory) environment is
altered. Although -.his is not my primary concern, I co find
it engaging <-nd would he willing to cooperate vitr. scientific
researchers.

b 1 nc e r - . .

,-aprow

k -Ver

,

158 + 159 Score for Message Units 158-159 Message Units

Proposal for a Happening,
May 1968

For Experiments in Art

and Technology

Travelog

Happening. July 1968

Presented for Eighth International

Artists' Seminar

Fairleigh Dickinson University.

Madison. New Jersey

Refills

Happening, August 1968

Sponsored by Dwan Gallery

Hofstra University. Brookville,

New York

Barreling

Happening, September 1968

Presented for the Sixth Annual

New York Avant-Garde Festival

Central Park West from 95th to

67th Streets. New York

205



TEACHING positions Professor, Department of Fine Arts, State University of New
York, Stony Brook. Associate Dean of the School of Art, California Institute of the

Arts, Burbank. H CONSULTING POSITIONS Codirector, Project Other Ways, Berkeley

Unified School District, Berkeley. Founding member, Advanced Placement Committee

on Art and History for the Education Testing Service, Princeton, and the College

Entrance Examination Board, New York. H awards Research grant from State

University of New York, Stony Brook. H SOLO EXHIBITIONS John Gibson Gallery, New
York, October. H GROUP exhibitions Concrete Poetry, Fine Arts Gallery, University

of British Columbia, Vancouver, March-April.

A/rvMW,^"?^-

\s

1969

160 Title sequence from Hello

161 Participants in Hello

HELLO:
Alan Kaprow

A global network of simultaneously

transmitting and receiving "TV Ar-
cades." Open to the public twenty-four

hours a day, like any washerette. An
arcade in every big city of the world.

Each equipped with a hundred or more
monitors of different sizes from a few

inches to wall-scale, in planar and
irregular surfaces. A dozen
automatically moving cameras (like

those secreted in banks and airports,

but now prominently displayed) will

pan and fix anyone or anything that

happens to come along or be in view.

Including cameras and monitors if no
one is present. A person will be free to

do whatever he wants, and will see

himself on the monitors in different

ways. A crowd of people may multiply

their images into a throng.

But the cameras will send the same
images to all other arcades, at the

same time or after a programmed
delay. Thus what happens in one ar-

cade may be happening in a thousand,

generated a thousand times. But the

built-in program for distributing the

signals, visible and audible, random
and fixed, could also be manually

altered at any arcade. A woman might

want to make electronic love to a

particular man she saw on a monitor.

Controls would permit her to localize

(freeze) the communication within a

few TV tubes. Other visitors to the

same arcade may feel free to enjoy and
even enhance the mad and surprising

scramble by turning their dials accor-

dingly. The world could make up its

own social relations as it went along!

Everybody in and out of touch all at

once!

Hello in original form has never

been done for obvious technical, finan-

cial and social reasons. If it ever is

approximated in our lifetime, it

probably will be locked into the exhibi-

tion atmosphere of a world fair and

thus will be denied the casual
accessibility it really needs. I rarely

indulge in futuristic dreams, preferring

the practicable, but this exception

arose out of a fanciful conversation

with Nam June Paik who likes predic-

ting the future and did very well at it.

At the same time (the fall of 1968) I

knew from Paik that I would have a

chance to do a small model experiment

of Hello at WGBH-TV in Boston, for

a video program of works by artists,

under a grant from the Public Broad-

cast Laboratory. This station, directed

by Fred Barzyk was, and is, the most
open and adventurous in the country.

Thus I wasn't entirely dreaming.

Barzyk made it possible to set up
four separate sites of video, including

two at WBBH, one (I believe) at MIT,
and one at a children's school in

Cambridge. Five cameras and twenty-

seven monitors were involved. This

modified program for Hello went as

follows:

Each of the four sites were linked

together sending and receiving
simultaneously, like an open con-

ference call on the telephone. There
was about an hour of time available. A
group of participants at each place

watched their monitors and when
anyone saw someone they knew they

called out Hello! (speaking the name
of the person) I see you!

The engineers in the control room at

WGBH, which was also one of the

sites, had the additional job of ran-

domly switching the sound and picture

signals to all four sites. Thus one of the

monitors at site A might get audio but

no video image, two monitors at site B
might have video but no audio, while C
and D got normal transmission for a

few minutes on all monitors. Audio
and video might be divided between

sites so that friends might hear but not

see each other and vice-versa.

Because of this switching system

which was arranged in advance, people

in all four places were only in partial

and brief contact with one another. It

was a strange, straining yet often

hilarious scramble of efforts to reach

out. Surprise nearly balanced personal

need.

206 Chronology 162 Article about Hello



163 Poster for Six Ordinary Happenings

(with scores)

CHARITY

BUYING PILES OF OLD CLOTHES

WASHING THEM

IN ALL-NIGHT LAUNDROMATS

GIVING THEM BACK

TO USED CLOTHES STORES

POSE

CARRYING CHAIRS THROUGH THE CITY

SITTING DOWN here AND THERE

PHOTOGRAPHED

PIX LEFT ON SPOT

GOING ON

FINE!

PARKING CABS IN REST RIC ED ZONES

WAITING NEARBY F OR COP

SNAPSHOT Of GETTING TICKE

DETAILED REPO .,

5E NDING PIX REPORTS INES TO COPS

SIX
ORDINARY
HAPPENINGS
BY ALLAN KAPROW

DlWtm PWTCS BY CAWL ottfl"

SHAPE

SHOES BODIES

ON STREETS SIDEWALKS FIELDS

SPRAY PAINTINO THEIR SILHOUETTES

REPORTS AND PHOTOS IN NEWSPAPER

GIVEAWAY
STACKS OF DISHES

LEFT ON STREET CORNERS

PHOTOGRAPHED

NEXT DAY PHOTOGRAPHED

B&

PURPOSE

MOVING IT REPEATEDLY

UNTIL THERE IS NO MOUNTAIN

RECOROING THE WORK SOUN

(RECORDING THIM

UNTIL THERE IS NO SOUND OE WORK

LISTENING TO THE TAPES

160-162 Hello

Happening, March 1969

Presented for The Medium Is

the Medium

WGBH-TV. Boston

163-164 Six Ordinary Happenings
Sponsored by Project Other Ways,

Berkeley Unified School District

Berkeley, March-May 1969

Charity

Happening, March 1969

Presented for Six Ordinary

Happenings

Various thrift stores, Berkeley

and Oakland

Reinvented in 2007

Pose
Happening, March 1969

Presented for Six Ordinary

Happenings

Various locations, Berkeley

and Oakland

Reinvented in 2006 (twice)

and 2007 (twice)

Fine!

Happening, April 1969

Presented for Six Ordinary

Happenings

Restricted parking zones, Berkeley

Shape
Happening, April 1969

Presented for Six Ordinary

Happenings

Various sidewalks, Berkeley

Giveaway
Happening, May 1969

Presented for Six Ordinary

Happenings

Various street corners. Berkeley

Purpose

Happening, May 1969

Presented for Six Ordinary

Happenings

Various locations. Berkeley

Click

Album, 1969

Published by Project Other Ways

A Ifriaj of «v«nlt pr«tc.nl»d by OtHffi WAYS Thoi* ml«r«ir«d in porlicipaling in ony or oil, ihould alltnd preliminary meeting*

on Ike dolei md.col.d 8 30 p in . ol foil Compu., Dwionl Wo, iHoil. Bldg .
dm 101 ! Jhm Happening, will occur on Ih. n..l doyfi)

1969 207



164 Review of Six Ordinary Happenings

Hard Lessons

The Easy Way
By NOEL UEBEHMAN
Tribune Slaff Wrilor

BEKKELF.Y - Si

Berkeley schools pupils are

learning hard lessons the easy

way
The distress felt 'n growing

older and insights into the dif-

ficulty of trying to leave a

permaneni mark on

creasingly c o m p l e

ences to i put in

perspective.

Countless Berkeley pupils,

however, are i<

things in 'other ways " and at-

tempting to cope with them
\ high school student, for

instance, recently etched his

silhouette on the sands of a

local beach, spraying lime

Clutik out of a can. Winds,

r soon began to re-

shape the sand patterns and
the youth's outline slowly fad-

ed

An elderly man lying near-

by finally becam
whelmed by his own curiosity

and asked what the young
man was doing. When told, he

nt going

to last very long
."

The young man thus, rather

poignantly and symbolically,

learned something of the im-

permanence of life and began
to consider what to do about
it.

The teenager was one of

some 50 youngsters who re-

cently participated in one of

(Daklanb
~#£-
(Tribune
Wed., June 4,1 969 17

by Protect other Ways, an ex-

penmen,.

lured and open-ended cxpen-

IS being
ii through thi

-tudents have assimi-

ntei "happen-

ed and
photographing bewildered

S in re-

s I r i c t e d zones and taking

snapshots of policemen witt-

ing out ticke's. and buying
piles of old clotlH b, washing
them in a laundromat and re-

turning them to t lie stoic.

Such open-ended e x p e r i-

ire more educational

than classroom discussion ol

traditional subjects and must
become a central part of

.stems in the I nited

says Allan Kaprow,
Project Other Ways' co-

Kaprow organized the

project's s i x "happenings,"

while Herbert Kohl, author of

the well-known "36 Children,"

B myriad of activities

designed to stimulate creativi-

tj among students and teach-

ers

"The experience that stu-

dent absorbed on the beach
suggested a symbol without

spelling it out verbally." Ka-
prow pointed out.

"Our whole culture is ver-

bal." he added. "But experi-

ence is far more communica-
thout being verbal. The

only way to learn what is real

in our environment is by expe-

riencing it. And. of course,

there's nothing wrong with

talking about our experiences

later; that', when our words
on a real meann

Kaprow believes the class-

room is "a box which serves

to fragment learning" by sep-

arating students from the rest

of the world. Students who ac-

quire all their learning in the

classroom "can't see any re-

1 a t i o n s h i p to what they

learned inside and what they
see outside." he asserts

"The students who took part

in our happenings have had a

whole range of human emo-
tions as well as environmental

experiences." Kaprow relat-

ed. "They really got to know
and see the town as most peo-

ple don't.

Trlbunu* oh*o» bv Chris KlofMrm

ERIC WESTHEIMER LEAVES 'FOOTPRINTS' WITH SHOE AND SPRAY CAN
It is all part of Berkeley School District's Other Ways creative arts project

"They never really had

looked at it. felt it. or smellcd

it before, even though they

might have walked or driven

through it a million times."

Kaprow says "other ways"
of education must become "a

central part" of the American
school system "so the other

parts can take on a complete-

ly new meaning."
The project hopes to influ-

ence instruction by involving

teachers in "hpapenings" and
other activities. Teachers also

attend weekly seminar ses-

sions at the project headquar-

ters, astorcfrontat 2556

Grove St.

The weekly sessions are a

kind of "catharsis" geared to

changing fixed attitudes about

curriculum and education,

Kohl explained.

"We're trying to work with

teachers so they can open up
and give kids more choices."

Kohl said. "Right now. kids

are totally disenfranchised in

their relationships with teach

ers. They don't leave school

with any real ability to deter-

mine what they want to learn

consistent with then-

best way of learning."

Teachers, Kohl added, are

equally shackled by ai

but obsolete instructional

methods and bureaucratic re-

gimen. "Other Ways" is prov-

ing a liberating factor for

I hem. he claimed.

"Other Ways" students,
many of them suspended or

d r e p o u t s who felt unchal-

lenged by regular schools,

have produced a varied col-

li it «f published poems
'lographs and

films

The project is being funded

by a J68.000 Carnegie Founda-
tion grant Kaprow and Kohl

are seeking (50,000

ii. school district money to

.riother Carnegie allo-

cation
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Take-Off

Happening, April 1969

Sponsored by University of California,

San Diego

Various outdoor locations, San Diego

Reinvented in May 1969

Transplant

Happening, April 1969

University of Nevada, Los Vegas

Forecast

Happening, April 1969

Not realized

Dial

Happening, May 1969

Sponsored by San Francisco

Art Institute

Telephone booths near telephone

poles, San Francisco

Reinvented in 1973 and 1974, and

as Dial II in 1971

Take-Off

Happening, May 1969

Reinvention for California State

University, Sacramento

Various outdoor locations,

Sacramento

165-166 Course

Happening, May 1969

Cedar River near Iowa City

166 Score for Course

EMimu

Happenlng By *lian Kaprovr

Digging trib-teries to river

Pucketinj- out the water

Carrying it iislream to first tributary

pouring it back in

Fucketing out that water

Carrying it upstream to next tributary

i'oui Ing 1 1 bacr: in

. nu so on, till no mure tributaries

Teiiinf the worlu about it

(photos) (newspapers) (.packages)

irecordings, (TV) (phone calls,!

(letters) (bulletin boards)

(graffiti, ( te^eprams: (gossi

Those Interested in pui ti cipatl ng s..ouiu allelic a meeting
at v,nlon Yale Room. 9aU, .iay 9th. Tne university of Iowa.

165 Participants pouring water back in 1969 209



167 Invitation to Homemovies 168 Poster for Homemovies
(with score)

1,-rr.a

A^-fem&m PS

1 1

51 I

7
141

2?

£

22
23

-sens

HOMEMOVIES

ftetto

/« arcefiM* «**

Trip

210 Chronology

167-168 Homemovies
Marriage Happening, July 1969

Metuchen, New Jersey, and New York

Homemovies
Video, 1969

Length unknown

Heavenly Pass-Time

Proposal for an Activity,

August 1969

For Experiments in Art and

Technology's Pepsi-Cola Pavilion

at Japan World Exposition '70,

Osaka, Japan

Work
Activity, September 1969

Commissioned by the Jewish

Museum. New York

Not realized

Home Brew

Activity, November 1969

Commissioned by KPFK-FM,

Los Angeles

Not realized

Moon Sounds
Activity, December 1969

Presented for the wedding of

Helga and Richard ESIau

El Mirage Dry Lake, California

Solo

Activity, 1969

Not realized

Reinvented in 2006

TV r*v>ri'<"* trf-imi'W'**

Qoodbye
TV recovdmm e-f covfle M

Hello
enAer*

TV rttoriina of iwi U.fioy,

TV fecorirdna •'f uxift*. «Wn «rttf,~

end, iW u>me<J*^) * '

Friwwfs of cauf/e uutW rccnWiM,
i'»it*fc *-Atwi ... 3

TV rtcorrfiM of im/Wi's*

Copycat
£„er«UJw w»>iit< uiiio/e TV cov«iu«

Covfttt l»'"M« imiWiCiit

"Tr



169-174 Days Off: A Calendar of

Happenings

Calendar, 1970

Commissioned by the Junior Council

of the Museum of Modern Art.

New York

Graft

Activity, January 1970

Presented for Creative Arts Festival

Various locations. Kent State

University, Kent, Ohio

Reinvented in 2007

Good Morning!

Activity, May 1970

Sponsored by San Francisco

State University

San Francisco

Reinvented in 2006

Supermarket Event

Activity, July-August 1970

Sponsored by Arts Council

of the Aspen Institute for

Humanistic Studies

A supermarket in Aspen. Colorado

169 Cover of Days Off

Photo: Peter Moore

DAYS OFF

1970

4 CALENDAR or

Commissioned by The Junior Council of The Museum of Modern Art, New York. 1970

teaching positions Associate Dean and Professor of the School of Art, California

Institute of the Arts, Burbank. H CONSULTING positions Codirector, Project Other

Ways, Berkeley Unified School District, Berkeley. Advanced Placement Committee

on Art and History for the Education Testing Service, Princeton, and the College

Entrance Examination Board, New York. H GROUP exhibitions Software, Jewish

Museum, New York (traveled nationally), September-November. Happening and

Fluxus, Kolnischer Kunstverein, Cologne, November-January. Three Toward Infinity:

New Multiple Art, Whitechapel Art Gallery, London, November- January. H FESTIVALS

Creative Arts Festival, Kent State University, Kent, Ohio, January. Summer Change '70,

Department of Parks and Recreation, Los Angeles County, September. H writings
"Inter-Office Memorandum To: All Deans," "Pasadena Freeway Project," and "(desert

dry lake bed moon sounds)," in "California Institute of the Arts: Prologue to a Commu-
nity." special issue. Arfs in Society 7. no. 3: 22-23, 125-28, 166-67. "Mid Twentieth

Century Environmen tsand Happenings," in Chandler McC. Brooks, ed.. The Changing

World and Man: The Cultural and Social Environment of Man, Its Significance for

His Biological Performance (Albany: Pridemark), 83-96. Scores for Six Ordinary

Happenings, Homemovies, Graft, Course, and Record II, in Wolf Vostell, Aktionen:

Happenings und Demonstrationen seit 1965 (Reinbek: Rowohlt), n.p. 1970 211



This is a calendar of past events.

The days on it are the days of the

Happenings. They were days off.

People played.

Each day is a page, or more, that

can be taken off and thrown a-

way. The Happenings were throw-

aways. Once only. Nothing left -
except maybe thoughts.

Photos and programs of such

events are leftover thoughts in

the form of gossip. And gossip is

also play. For anybody. As the

calendar is discarded like the

Happenings, the gossip may re-

main in action.

SHAPE

SHOES, BODIES

ON STREETS. SIDEWALKS, FIELDS

SPRAY PAINTING THEIR SILHOUETTES

REPORTS AND PHOTOS IN NEWSPAPER

For Carole and Gordon Hyatt

170 Preface to Days Off

212 Chronology 171 + 172 Calendar for 19 April (documenting Shape, 1969)



173 Advertisement for Days Off

I

I

USE THIS HANDY COUPON

24 DAYS OFF NEXT YEAR!

GET THEM NOW!

Please send me Allan Kaprow's

iable non-calendar calendar

by the Junior Council of

[eum of Modern Art

53rd St., New York, N.Y. 10019



1 74 Review of Days Off

ALLAN KAPROW's Days OH is a

calendar of Happenings Oddly, where

LeWitt's gallery work is crucial and

published work at best superfluous.

Kaprow's case is just the opposite

The published work makes hie John

Gibson show redundant.

Days OH is like a movie of stills

Kaprow's fine eye and sense of pace

allow him to be the director of ten

consecutive "still-shorts," some hila-

rious, some disquieting. In this hybrid,

medium, clearly two gifts count—skill

at the individual isolated image, and

Allan Kaprow. photo from Record II. Happening,
1968 |ohn Gibson Gallery

skill at that image in time, as one of

a series, as a moment. Kaprow has

both.

His flair—or weakness, depending

on one's point of view—for the col-

lective prank should not prevent us

from enjoying Kaprow's eye. Through-

out the calendar, the image remains

important True, the images must be

set in a verbal grid, but that grid can

be kept to a minimum, something

Kaprow does well Right at the start

of Runner, the first Happening, the

second and third pages, totalling six

photos, are wordless. In Pose six

consecutive pages are virtually word-

less, in Travelog nearly four Though

there is a verbal explanation at the

beginning, when it mentions first

photos and then words, we believe

that order of importance. The pho-

tos are not illustrations in the old

sense of mere "renderings" of text

Aptly, the calendar's cover, with its

huge paper ball, is as striking visually

as it is verbally.

Kaprow's eye is responsible for

extraordinary images. In Record II he

silvers parts of a stack of colossal

rocks with tinfoil Absurdity aside,

purely formally the contrast between

the glistening ribbons and the biute

rocks is remarkable. As is the end of

Record II: after more than twenty

pages of strictly rectangular photos,

each a squared-off, isolated news-

view, suddenly photos are scattered

pell-mell down the page, overlapping

left and right and running right to the

page's edge The effect is visual an-

arc hy Where the eye had been used

to a single, normal horizon per

image, now suddenly in this grand

image it sees seven, many tilted; the

result is a touch of spatial vertigo In

addition to this, all the scattered pho-

tos, since seen earlier in the course of

the Happening, represent moments of

time once in sequence but now
chucked into simultaneity like a

throw of jacks; the result is a touch

of temporal vertigo too Kaprow's

eye is fine indeed

Shape, a Happening that involves

placing obiecls, including bodies, on

the ground and spray-painting their

silhouettes, begins as fun and games

A girl is shown enjoying spraying her

own hand Once the idea is grasped

visually and a certain empathy estab-

lished by the fun, Kaprow switches

his image toward the disquieting. A

man lies on the ground with arm out-

stretched. The negative image is dark,

the silhouetting paint white, giving

the effect of a shadow groping its

way across the floor. Later two floor

effigies fight, still later two dance. Fi-

nally a dark figure bathed in a bril-

liant halo stands with feet apart and

arms wide like some cheap but thrill-

ing Lucifer.

Soon film and still-photography

may move so close that films may
freeze for longer than the split-

second they often do now. They may
freeze for say a half-minute or more,

producing images to be experienced

not just as interruption but as still-

ness, the director moving toward the

artist. Days OH describes a similar

movement from the other side. It

shows an artist, much to his credit,

moving toward being a director.

o? .
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175 Score for Level

LEVEL

A block of ice and a bale of straw are

placed near one another somewhere.

The ice melts slowly.

The bale is reduced straw by straw

until nothing remains.

176 Blocks of ice and bales of straw

177 Ice melts slowly

An activity prepared by Allan Kaprow, and sponsored by the Arts

Council of the Aspen Institute, for anyone, on Friday, August 7,1970,

Aspen, Colorado.

175-177 Level

Activity, August 1970

Sponsored by the Arts Council of

the Aspen Institute for Humanistic

Studies

A field in Aspen. Colorado

Reinvented in 2007 (twice)

Don't

Activity. September 1970

Presented for Summer Change '70

Century City Shopping Plaza,

Los Angeles, and El Porto Beach,

Manhattan Beach

Reinvented in 2006 and 2007 (twice) 215



178 Making structures of 2 x4s

PUBLICITY

CREWsK MAKING STRUCTURES OF 2X4 ' S AMONG THE ROCKS

ROVING BAND OF 4 VIDEO CAMERMEN

WORK CREWS WAVING FROM THE PEAKS CALLING THRU
BULLHORNS FOR THE VIDEO PEOPLE—WANTING THEM TO
SEE AND RECORD

VIDEO PEOPLE TRYING TO COVER EVERYTHING—ACTION, OOHS,
WOWS, AHS, SMALL TALK—ALL ON TAPE

PLAYBACKS OF EVERYONE'S WORK AT EACH SITE— CAUSING
MAYBE NEW IDEAS, CHANGES, RECONSTRUCTIONS—MORE
RECORDINGS

CALLS AGAIN AND .AGAIN ON BULLHORNS, VIDEO PEOPLE
MOVING FAST, MAYBE WORK CREWS START EXCHANGING,
MAYBE STRUCTURES START COMBINING

GOING ON TILL SUNDOWN OR TILL EVERYONE'S TIRED

{AT VASQUEZ ROCKS, CALIF. 10/6/70)

180 Score for Publicity

179 Post-Activity celebration
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178-180 Publicity

Activity, October 1970

Sponsored by California Institute

of the Arts

Vasquez Rocks. Agua Dulce,

California

181 Letter from Wolf Vostell

Sales Pitch

Proposal for an Activity,

October 1970

Version of Hello (1969)

For Experiments in Art and

Technology

Ribbon Cutting

Activity, November 1970

Presented for the dedication of the

Hans Hofmann wing

University Art Museum. University

of California. Berkeley

KOLNISCHER KUNSTVEREIN
5 KOLN t JOSEF HtUBRiCH-HOF 1

nAhe NEUMARKT

FERNSPRECHER: KOLN 2170 21 UNO 321-37 40

AUSSTELLUNGEN:

TAGLICH VON 10-17

SEKRETARIAT:

OI-FR VON 9-17 SA

MO GESCHLOSSEN
SO VON 10-13 UHR

181-185 Sawdust
Activity, November 1970

Presented for Happening and Fluxus

Local carpentry shop. Cologne

Reinvented in 1986 and 2005

Sawdust
Lithograph, 1970

61 x 42.8 cm (24x16% in.)

Museum am Ostwall, Dortmund,

Germany

Yard

Environment, November- January

1970

Reinvention for Happening and Fluxus

Kblnischer Kunstverein, Cologne

186-189 Sweet Wall

Activity, November 1970

Sponsored by Galerie Rene Block

Empty lot near the Berlin wall,

West Berlin

Reinvented in 1986

Car Spaces
Activity, November 1970

Sponsored by California Institute

of the Arts

On the Pasadena freeway

Dear Allan,
How are you , so long that I didnt hear from

you, you must be very active-activity.
I hope we all see you soon here-bzeeman told me today that you
prefer a garage instead of the yard of the museum.
The garage is in in function underneath the museum and once I

did an environment there and nobody would find the cellar.
I am coordinating the environments part, on the other side of
the building there is a space more terrain vague near tk
several buildings , some trees around there it could be very
strong.
On the other side where is the oficial entrance with yard there
I suggested to put a toilet-trailer -Maciunas wanted a toilet
in the building-but I think a mobil car-toilet-truck outside the
museum is bet t er . Ins ide (see plan) is a huge hall-there we are
installing einmett Williams fish-poem in several a<iariums-
dick higgins -looo symphonies for audience pafeticipat ion( shooting
scores ) -alisons house of doust -documentat ion and I am trying to
get 6 or 7 fcows to show during the time of opening the birth of
an animal, a repetition from the ULf .-happening 196'i, where no
birth took place.
Than my friend Hywelski ,Galerie Art Intermedia showed me that
John Gibson is offering him a show during the museums-show of
your old pannels ...hat do you think should we install a part
in the kunstverein where we show this old fall outs. i lease write
me soon about that to get the transport ready from Gibson,
very cordially

,
yours

,

flf.f*

KonMn:
Sp»f«ti)o dor Slodl KWn S2753 7»

i I J H. Stein. Kflln 21086

EUnkhMl I. 0. H«r»T«ll. KO'n 314790

OrMdnsr Bink. KOIrt 4-131 BOO

Poit«*»ckkonto Kftln 10050

182 Poster for Happening and Fluxus 1970 217
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184 Putting sawdust into molds

185 Molds and beams
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186 Statement for Sweet Wall

From the Activity booklet (pub. 1976)

Some art containing political references attempts to aflect social change as directly and

quickly as possible Its themes are blunt and the moral choices are clear

In other cases, the art's political content is a metaphor intended to play upon an already awakened

consciousness The politics are implicit, and are imbedded in complexes of other human and

cultural meaning Yet this art also presumes to have some positive effect upon society; it simply

doesn't specify how and when.

Both kinds of art may be valuable to the world but they are addressed to two very different kinds of

consumer: the activist and the intellectual At their extremes both are cliches, of course; but there

are in fact intelligent activists and passionately committed intellectuals. One tries to serve short

range goals; the other, long range

"Sweet Wall", looking back six years, contains ironical politics. It is parody. It is for a small group of

colleagues who can appreciate the humor and sadness of political lite. It is tor those who cannot

rest politically indifferent, but who know that tor every political solution there at least ten new

problems.

"Sweet Wall" was free-standing. It enclosed nothing, separated no one It was built in a desolated

area close to the real Berlin Wall. The real Wall divided a city against itself. "Sweet Wall" was put

up within hours and then was easily knocked down by its builders The Berlin Wall was constructed

for impregnability and will stand until either a war or a political act by a later generation removes it.

The blocks of the "Sweet Wall" were bound together by fresh bread and jam (an oblique reference

to the Biblical Isrealites). while those ot the Berlin Wall were joined by cement.

As parody, "Sweet Wall" was about an idea ot a wall The Berlin Wall was an idea, too: it summed

up in one medieval image the idealogical division of Europe But it also directly affected the lives ot

more than three million residents, at least six governments, as well as countless non-Berliners who

at one time or other would be involved in that city.

As an idea for a handful ot people, "Sweet Wall" could be played in the mind without serious con-

sequence at the time. Like the wall with its bread and jam, symbols could be produced and erased

at will The participants could speculate on the practical value of such freedom, to themselves and

to others. That was its sweetness and its irony The event was sponsored in November of 1970 by

Galerie Rene Block.

187 Spreading jam on bread
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188 Knocking over the wall

189 Title page for Sweef Wall

From the Activity booklet (pub. 1976)
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TEACHING positions Associate Dean and Professor of the School of Art, California

Institute of the Arts, Burbank and Valencia. H CONSULTING positions Advanced

Placement Committee on Art and History for the Education Testing Service, Princeton,

and the College Entrance Examination Board, New York. H AWARDS Gold Medal,

Cultural Office of the City of Milan. H SOLO exhibitions Galerie Inge Baecker,

Bochum, October. H GROUP EXHIBITIONS Arte de sistemas, Centro de arte y comu-

nicacion en el Museo de arte moderno, Buenos Aires, July. H writings "The Educa-

tion of the Un-Artist, Part I," ARTnews 69, no. 1 0: 28-31 , 66-68. "Publicity" (Activity

score), Box 1 , no. 1 : n.p.

1971

Dial II

Happening, January 1971

Reinvention of Dial (1969) for the

California Institute of the Arts

Telephone booths near tejephone

poles, Valencia, California

Tracts

Activity, May 1971

A hillside above the temporary

campus of California Institute of

the Arts, Burbank

PRINT- OUT
( for s-eoos-e sreeetfr)

<^*v ' Aol<mt JH OJUU^. Km^OoW

Tag

Activity, June 1971

Sponsored by the Aspen Design

Conference

Aspen, Colorado

Labor Day
Activity, September 1971

Sponsored by Centro Apollinaire

Six points along a circular route

and a racetrack, Milan

190-192 Print-Out

Activity, September 1971

Sponsored by Comune di Milano

Ripartizione inizitive cultural!

Open fields, roads, and the

Rotonda della Besana, Milan

City Works
Activity, October-November 1971

Sponsored by Galerie Inge Baecker

On the B1 freeway, Bochum

Calendar

Activity, October 1971

Sponsored by California

Institute of the Arts

Valencia

193 Scales

Activity, October 1971

Sponsored by California Institute

of the Arts

In a stairwell. Birnkrant Residence

Hall, Valencia

Reinvented in 2006 and 2007 (twice)

ftf &>» uUiundo u

190 Poster for Print-Out

(with score)
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193 Score for Scales

191 Participants reading the score

SCALES

acing cement blocks on st;ps of 1st floor stairway

to form ne'.v steps going up

climbing them

carrying blocks to 2nd floor stairway

repeating placements

climbing them

carrying blocks to 3rd floor stairway

repeating placements

climbing them

*.i '.. -:;- *
.

>>

carrying cement blocks to different 3rd floor stairway

placing them on steps going down

descending them

carrying blocks lo cifferent <2nd floor stairway

repeating placements

descending them

carving blocks -.o different 1st flour stair

repeating placements

-

mtin
..'ors. — . . ,

' 7

:

192 Spraying a line on the meadow
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teaching positions Associate Dean and Professor of the School of Art, California

Institute of the Arts, Valencia. H consulting positions Advanced Placement Com-
mittee on Art and History for the Education Testing Service, Princeton, and the Col-

lege Entrance Examination Board, New York. H GROUP EXHIBITIONS Cal Arts Faculty

Show, California Institute of the Arts, Valencia, January. Art 3 '72, John Gibson Gallery,

Basel Art Fair, Basel, Switzerland, May. Everybody Knows: Hubert Peeters Collection,

Westfalisches Landesmuseum fur Kunst und Kulturgeschichte, Miinster, West Germany,

September. Operazlone Vesuvio, Henry Art Gallery, University of Washington, Seattle

(traveled internationally), November-December. H WRITINGS "Baggage" (Activity score

and notes), Source 6, no. 1 , issue 11 : 94-100. "The Education of the Un-Artist, Part II,"

ARTnews 71, no. 3: 34-39. "Heavenly Passtime—Year 2000" (proposal for Experiments

in Art and Technology's Pepsi-Cola Pavilion, Expo '70, Osaka, Japan), in Billy Kluver,

Julie Martin, and Barbara Rose, eds., Pavilion (New York: E.P. Dutton), 295-97. 1972

ALLAN KAPROW VISIT

Below la a description the "tsleihone piece" tl.at Allan

Raprov intends to stage while he is here. He expects

It to be initiated at Waterson Trvers. The piece will

be completed on the following Saturday morning.

MESSAGF WITS

(night) turning on a blinking light bulb
calling 3oneon

phone ringing 10 times

when answered, saying "I've turned on the

1st blinking light bulb"
answerer saying "OK, I'll turn mine on"

turning on 2nd blinking 1 irht bulb
calling again

phone ringing 20 times

when answered, saying "I've timed on the

2nd blinking light bulb"
answerer saying "OK, I'll turn mine on"

turning on 3rd blinking If lit bulb
calling again

phone ringing 30 times

when answered, saying "I've eurned on the

3rd blinking light bulb"
answerer saying "OK, I'll rurn mine on"

turning on 4th blinking tght bulb
calling again

phone ringing *0 t.tnes

when answered, saying "I've turned on the

4th blinking light bulb"
answerer saying "OK, I'll urn vine on"

(day) answerer turning off 1st blinking light bulb
calling caller

phone ringing 30 t -*"s

when answered, saying "I've urned off the

1st blinking light bulb"
answerer saying "OK, I'll turn mine off"

turning off 2nd blinking light bulb
calling again

phone ringing 60 times
when answered, saying "I've .urned off the

2nd blinking light bulb"
answerer saying "OK, I'll t m nine off"

1 94 + 1 95 Score for Message Units

turning off 3rd blinking light bulb
calling ?galn

phone ringing 70 tiroes

when answered, saying "I've .urned off the
3rd blinking light bulb"
answerer saying "OK, I'll I lm mine off"

turning off 4th bllnkinv light bulb
calling agair

phone ringing 80 t Isnes

when answered, saying "I've eurned off the

4tit blinking light bulb"
answerer saying "OK, I'll turn mine off"

The prograra here describes a rat tern for two persons; it
cay be doubled indefinitely tc include ss wish to participate.

196 Lightbulb on

224 Chronology 197 Lightbulb off



198 + 199 Participants at United Parcel Service

feai

driving t© airport

with suitcases of packages, sanu

(tagged with owner's name;

leading them

•n airpart underground train

waiting

until train returns

removing suitcases

stacking them together

taking them at railttn

•riving ta the share

tnere emptying sana

refilling suitcases with beach sand

driving them ta city United Parcel Service

far delivery ta owners

200 Score for Baggage

194-197 Message Units

Activity, February 1972

Various locations. California Institute

of the Arts, Valencia

198-203 Baggage
Activity, April 1972

Sponsored by Rice University

Various locations, Houston

Easy

Activity, May 1972

Sponsored by Colorado College

A streambed in Colorado Springs

Reinvented in 2006

A. A. «//*

204 Meters

Activity. May 1972

Not realized

Message Units

Activity, May 1972

Watterson Towers, Illinois State

University, Normal

225



201+202 Notes for Baggage

<2>

&

®
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f^; A/^4^oU £Lw/~£> C+^JZZI

203 Suitcase of packaged sand

LLvJllJ ffi^jJ? £-w^
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204 Score for Meters
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205 Score for Burbank

205-206 Burbank

Activity, September 1972

For Luther Burbank

California Institute of the Arts,

Valencia

Meteorology

Activity, September 1972

Sponsored by Galerie Inge Baecker

Banks of the Rhine river, Dusseldorf

Meteorology

Assemblage, 1972

Dimensions variable

Collection Maria and Walter Schnepel,

Bremen

Idea

Activity, September 1972

Sponsored by Portland Center for the

Visual Arts

Portland, Oregon

Flow

Collage, 1972

55.9 x 76.2 cm (22 x 30 in.)

Allan Kaprow Estate

207 Entr'acte

Activity, December 1972

In a public washroom at California

Institute of the Arts, Valencia

Reinvented in 2007

George Brecht Dedication

Ceremony
Activity, 1972

Cologne

Copy
Activity, 1972

Not realized

Private Lines

Videoscript, 1972

Not realized

K-K- 1/ji

* *

i

206 "Pix of leafy branch fixed to leafless branch"
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207 Score for Entr'acte

..::.• 'act .
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- - .

.
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TEACHING positions Associate Dean and Professor of the School of Art, California

Institute of the Arts, Valencia. j| CONSULTING POSITIONS Trustee and Education

Committee chair, Pasadena Museum of Modern Art, Pasadena. ^ GROUP exhibi-

tions Grafische Techniken, Neuer Berliner Kunstverein and Kunstbibliothek, West

Berlin, February-March. ADA: Aktionen der Avantgarde, Neuer Berliner Kunstverein,

Akademie der Kunste, West Berlin, September-October. Contemporanea: Incontri

internazionali d'arte, Parcheggio di Villa Borghese, Rome, November-February. ^

writings "Allan Kaprow: Jensen Mikro Makro," in Alfred Jensen, exh. cat. (Hannover:

Kestner Gesellschaft), 33-42. "Doctor MD," in Marcel Duchamp, exh. cat. (New York:

Museum of Modern Art), 204-5. "Stephan von Huene," in Sound Sculpture, exh. cat.

(Vancouver: Vancouver Art Gallery), 25-26.

209 Score for Loss

1973

Aj-tr^-XjL^-v^-tf, U_roJC-£/\

c^jX I
Uhj,.

wbuJl

•U/y,**^

LOSS

drinking an amount of water

boiling an amount of water

waiting for an amount to be:

urinated

or

evaporated

telephoning someone doing the same;

being telephoned by someone doing the same:

to drink that amount of water

or

to add that amount of water

to the water boiling

continui;. :

drinking

boiling

urinating

telephoning

until the bladder is empty

until the pot ie ematy

a.k. 1/73

230 Chronology 208 Sketch of photo layout



208-210 Loss

Activity, January 1973

New York

Highs

Activity, February 1973

University of Kansas Museum

of Art, Lawrence

Reinvented in 2006

Dial

Happening, February 1973

Reinvention for Western

Washington University

Telephone booths near telephone

poles. Bellingham. Washington

211-219 Basic Thermal Units

Activity, March 1973

Sponsored by Galerie Inge Baecker,

Museum Folkwang. and Stiftung

Wilhelm Lehmbruck Museum

Apartments in Essen, Duisburg,

Bochum, and Remscheid, West

Germany

Anniversary

Activity, May 1973

Sacramento

Clockwork

Activity, May 1973

Sponsored by California Institute

of the Arts

In participants' private apartments

Reinvented in 2007

Wink

Activity, May 1973

Sponsored by California Institute

of the Arts

In an elevator

Reinvented in 2007 (three times)

Creatures

Activity, September 1973

Presented for Ruhrpark Kunstwoche

Sponsored by Galerie Inge Baecker

Ruhrpark, Bochum

220-243 Time Pieces

Activity, September 1973

Presented for ADA: Aktionen

der Avantgarde

Carried out independently by

participants, West Berlin

1-8. Loss. The eight shots included here were posed and taken some weeks after

the Activity. They are intended to be illustrations rather than documents.

Like the text of this article, they both explain something and mythify it,

thus becoming a part of the evolving form of Loss. That is, what is lost by

faulty memory is replaced by words and pictures.

210 Photo layout published in "Easy Activity" (1975)
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211-214 Score for Basic Thermal Units
(details)

HEATING A BODY

HEATING A ROOM

BASIC THERMAL UNITS

(Essen)

(for perhaps three hours

edding layers of clothes

one after the other

feeling the body get wprm

phoning someone to raise

their ap.-rtment ' s heet by

the increase felt

in the Venning body, e.g. 5°, 8°

phoning repeatedly

until the body's too hot or

until the room's too hot

spying, or herring, thrt

the limit is repched)

BTU's, p. 2

HEATING A ROOM

COOLING A BODY

(Duisburg)

(for perhaps three hours
increasing the temperature
of a room watching the
thermometer's rise, e. g. 5°

phoning someone to lower
their body's heat
by shedding clothes
by applying ice packs
until the body feels 5°, 8°,

phoning repeatedly
until the room's too hot or
until the body's too cold
saying, or hearing, that
the limit is reached)

10u

10"

BTU's, p. ;

(Bochum) (Hemscheid)

COOLING A BODY
COOLING A ROOM

COOLING A ROOM
HEATING A BODY

(for perhaps three hours
lying in a both
decreasing the temperature
of the w8ter
gradually adding ice
feeling the body cool

phoning someone to lower
their room's temperature
by the decrease felt
in the cooling body, e. g. 5 , 8
by opening a door, a window,
by using en air-conditioner...
watching the thermometer's fall

phoning repeatedly
until the body's too or
until the room's too cold
spying, or hearing, that
the limit is reached)

(for perhaps three hours
decreasing the temperature
of g room
by opening a door, a window,
by using an pir-conditioner. . .

.

watching the thermometer's fall,
e. g., 5°, 8°, 108 ....

phoning someone to raise
their body's temperature
by lying in a byth
increasing the heat
of the water
until it feels 5°, 8°, 10° wf

phoning repeatedly
until the room's too cold or
until the body's too hot
saying, or hearing, that
the limit is reached)
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215 Increasing the temperature of a room

216 Increasing the temperature of a room 217 Gradually adding ice 218 Feeling the body cool

219 Phoning repeatedly
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220 + 221 Score for Time Pieces, cover and prefatory note

(details)

Note: TIME PIECES is arranged for any even
number of participants. An initial meeting to

discuss practicalities, and a review afterwards
to exchange experiences and their implications,

are considered part of the overall structure of

the Activity.

222-225 Score for Time Pieces, pp. 1-4

(details)

PULSE EXCHANGE

turning on a tape recorder

counting aloud one's pulse for a minute
(noting count)

once again. .

.

and again. . .

.

listening to tape

234 Chronology
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Time Pieces

Activity booklet, 1973

Produced by Neuer Berliner

Kunstverein

Time Pieces

Video, 1973

B/w. approx. 30 minutes

Produced by Neuer Berliner

Kunstverein

Remade in 1975

Air Condition

Activity, October 1973

Hills around California Institute

of the Arts. Valencia

244-246 Routine

Activity. December 1973

Sponsored by Portland Center for

the Visual Arts

Various locations. Portland, Oregon

Reinvented in 1988 (twice)

Routine

Film. 16 mm, 1973

B/w, sound. 18 minutes. 39 seconds

Produced by the Portland Center for

the Visual Arts

meeting somewhere

one counting aloud his/her pulse for a minute

(noting count)
once again. .

.

other counting aloud his/her pulse for a minute
(noting count)

once again. . .

235

telephoning a partner

counting aloud one's pulse for a minute
(noting count)

playing previous tape over phone

partner doing same



climbing some stairs together

turning on both tape recorders

counting aloud, and together, each other's pulse for a minute
(noting count)

listening to each tape

recorders off

counting aloud, and separately, each other's pulse for a minute
(noting count)

BREATH EXCHANGE

226-233 Score iorTime Pieces, pp. 5-12

(details)

climbing some stairs together

turning on both tape recorders

each partner breathing into his/her mike for a minute

counting breaths breathing into each other, mouth-to -mouth, for a minute

(noting count)
drawing the breath in and out

listening to each tape (noting count)

recorders off once again. . .

in, each partner breathing for a minute and again. . .

.

counting breaths

(noting count)
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turning on a tape recorder

breathing rapidly into mike for a minute

counting breaths

(noting count)

once again. . .

and again. . . .

listening to tape

PULSE-BREATH EXCHANGE

telephoning a partner

breathing rapidly into mouthpiece for a minute

counting breaths

(noting count)

playing previous tape over phone

partner doing same

turning on a tape recorder

holding one's exhaled breath for a minute

counting pulse by tapping mike
(noting count)

once again. . .

and again. . . .

listening to tape
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telephoning a partner

holding inhaled breath for a minute

counting pulse by tapping mouthpiece
(noting count)

playing previous tape over phone

partner doing same

meeting somewhere

each partner holding exhaled breath for a minute

counting each other's pulse by blinking eyes

(noting count)

234-237 Score for Time Pieces, pp. 13-16

(details)

again, climbing stairs together

climbing some stairs together
holding inhaled breath for a minute

turning on both tape recorders
each counting his/her pulse

each partner holding inhaled breath for a minute (noting count)

each counting his/her pulse by tapping mike exhaling breath into plastic bag, sealing it

(noting count)

listening to both tapes at once onco again, climbing stairs together

inhaling each other's bagged breath

238 Chronology



238 Counting pulse by tapping mike

239 Breathing for a minute

240 Breathing into each other,

mouth-to-mouth

241 Exhaling into plastic bags 242 Breathing into a phone 243 Breathing into each other,

mouth-to-mouth
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245 Letter to Mary Beebe

California Institute of the Arts Valencia California 91356 805 255 1050

NOV. »,'73

Lear Ms. Beebe:

pt^>e*JWrf process

inclosed Is the program for our upcoming Activity. If possible I'd

like it retyped with a good machine, as is and on five separate
and staple together

sneett. Taeii xerox/as many copies as need to be given out at the

briefing. (UOO?; JQO?) As you remerabi.-r, we estimated tnat if *w

come to the initial talk, tnen one fourth, or »u, wiii participate.

This breakdown has tended to hold true for the last decade. 00, in

ordering our mirrors we should go over that figure for safety anu

get 74 pocket mirrors (3"x4"fa/ ii,l ea . ) and 37 large ones (l»"x 4^"
ea.

& »3.0O/at discount stores).

Now, as for advertising , we thought that a poster would be suffloienl.

It can say simply kkxkxXkzKKxiixXXxiKXxkXXicjixkKaxui: ROUTINiL, an Acti-

vity by Allan Ka.;row
, presented by the i'C'VA . Briefing, jat. Lee. 1st,

B:.,0 PK; Activity, Sun. Dec. *na; : eview, Sun, , fl:„j pit.

My thought is tnat I coula come up Thursday evening, meet With photo-

graphers or v.L. . on Friday, reyarcu.ig the record we want to

make, and have both Saturday ani. tne following konoay free to make

the actual film, photos or tapes (as we ceciue;.

Please give me a call when you get this material and iie'll Luik fui

..1 ;ic.-l . lj ,

^S^v, /4&2

244 Score for Routine

24 Chronology 246 Kaprow explaining the Activity to participants



247-250 Then

Video, 1974

B/w, approx. 20 minutes

Produced by Art/Tapes/22

2nd Routine

Activity, March 1974

Sponsored by Stefanotty Gallery

On eight floors of a commercial

building. New York

2nd Routine

Activity booklet, 1974

Published by Stefanotty Gallery

& Anna Canepa

2nd Routine

Video, 1974

B/w, 30 minutes

Produced by Stefanotty Gallery

2nd Routine

Video, 1974

B/w, 16 minutes

Produced by Art/Tapes/22

Dial

Happening, May 1974

Reinvention for the California

Institute of the Arts

Telephone booths near telephone

poles, Valencia

M*£

1974
teaching positions Professor. California Institute of the Arts, Valencia. Professor,

Visual Arts Department, University of California, San Diego. H consulting
positions Consultant/panelist, Visual Arts Program, National Endowment for the Arts,

Washington, D.C. H awards Annual Award and Gold Medal for "Non-Categorical Art."

Skowhegan School of Painting and Sculpture, Skowhegan, Maine. Artist grant from

Berliner Kunstlerprogramm, Deutscher Akademischer Austauschdienst (DAAD), West

Berlin. Artist grant from the National Endowment for the Arts. H SOLO EXHIBITIONS

Galleria La Bertesca, Milan, January. Galerie Gerald Piltzer, Paris, September. Rarities,

Galerie Inge Baecker, Bochum, September-October. Galleria Martano, Turin, October.

Galleria Martini and Ronchetti, Genoa, October. H GROUP exhibitions Word Works,

Mount San Antonio Art Gallery, Mount San Antonio College, Walnut, California, April.

Multiples: Ein Versuch die Entwicklung des Auflagenobjektes darzustellen = Multiples:

An Attempt to Present the Development of the Object Edition, Neuer Berliner

Kunstverein and Kunstbibliothek, West Berlin, May-June. Stefanotty Gallery. Basel

Art Fair, Basel, Switzerland, June. Projekt '74, Kolnischer Kunstverein, Cologne. July-

September. What's the Time? Galerie Rene Block, New York, September-November.

Art/Video Confrontation '74, ARC 2, Musee d'art moderne de la ville de Paris,

November-December. Poets of the Cities, New York and San Francisco, 1950-65,

Dallas Museum of Fine Arts (traveled nationally), November-December. H WRITINGS
"Easy" (Activity score), in "Happenings-Aktionismus," special issue, Der Lowe, no. 1:

35-43. "Easy" (introductory essay and Activity score), Art in America 62, no. 4: 73-75.

"The Education of the Un-Artist III," Art in America 62, no. 1: 85-91. "Formalism:

Flogging a Dead Horse," Quadrille 9, no. 1: 24-28. "Hello: Plan and Execution." Art-

Rite, no. 7: 17-18. Response to a letter to the editor, Artforum 13, no. 3: 8. "A Stone

Dropped into a Still Pond," in Barbara Smith, exh. cat. (La Jolla: University of California,

San Diego, Art Gallery), 2-4. "L'utilite d'un passe determine," Opus International, no. 49:

68-72. "Video Art: Old Wine, New Bottle," Artforum 12. no. 10: 46-49. H INTERVIEWS
"Allan Kaprow: Pasadena 16 April 1973, Gesprach auf Tonband," in "Happenings-

Aktionismus," special issue, Der Lowe, no. 1: 43-45.

247 Sketch for Then
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248 Mouth open

t

£

iJ? f*trru\

?&~A\Z- pq-j m:

-(^4^. 'ale Jo <**»»
*~+*fl"

1& t§

U> I i / If-'

>.

249 Mouth closed

250 Sketch for Then

242 Chronology



251-252 3rd Routine

Activity, July 1974

Presented for Pro/ekt '74

Dom Hotel, Cologne

3rd Routine

Video, 1974

B/w. 60 minutes

Produced by Art/Tapes/22

io?' /oT
'
yyi

1) A, privately making video ta,<e of nim/nerseif

[A r^V*
r' $T entering own apartment, greeting imagined B

QjjA^^" waiting there.

uJtM I '
i

Making second tape of imagined goodbye; °t

V * leaving B in apartment.

Re-recording tapes again and again until

effect is exactly right.

*' A, nto«ttb***g video camera facing front door,

monitor in nearby ro^m showing motionless

image. ( closed- cj rcui t , no tapej

At appointed time, a watching monitor, waiting

for B'a arrival, watching and v.alting lon^tr

than expected; at last seeing B's grettii.g

on monitor.

3) A and P together, viewing tape of greeting;

viewing tape of leaving.

A leaving.

Aroft

car Vin/7 out aim Ar roc b p own
a I artn nt : raak . IW toi» ui we 1

1

1 an
fur A . watcni.iR A arrive ah J«in^ the
IftDfl a , taking leave of A as A did of B

Sy,^ Tird Kou-tiAte is carried out by two persons In their

everyday world. It is built around the conventions of greetings,

appointments and goodbyes; and upon the role3 we aaopt wnen we

say hello, goodbye or make excuses for being late.

-- Video performs here as an objectifi cation of fantasy, as

a surveillance device to hide oneself behind, as an aide-me^fnoire

and as an influence on subsequent behavior.

3rd Routine 's nod to vaudeville ia intenti one*

.

t^/f it
5^—J

"^V
?luhs^ U«vAl*/'* C^V

^ ^*r*

*&** <V^^

251+252 Score for 3rd Routine
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253 Score for Affect

From the Activity booklet 2 Measures (pub. 1974)

AFFECT
ALLAN KAPROW

A (at home), putting both hands in water
(one In hot, one In cold),

until a hand feels hot and a hand feels cold

removing hands, waiting for them to dry

tape recording feelings throughout

B (also at home), doing same

•
""§,

244 Chronology



254 + 255 Score for Affect

From the Activity booklet 2 Measures (pub. 1974)

mo, in front <

II lac* i* dr f

irdlng laa'inga about B. through'

On Time

Activity, September 1974

Sponsored by Galerie Gerald Piltzer

An apartment at rue de Turenne

and in a car. Paris

On Time

Activity booklet, 1974

Published by Galerie Gerald Piltzer

253-255 Affect

Activity, October 1974

Sponsored by Gallena Martano

Eight apartments, Turin

256-259 Take-Off

Activity, October 1974

Sponsored by Galleria Martini

and Ronchetti

Six apartments. Genoa

* galling Info hoi .atar

» '" '"• B<>d
'

'••'• »•'

p. aiaing body lo 8 *, ».o,

i«p«r«tm B waiting „. .„,..

B.
throughout

Mm t IN

A •nd B llalantng t ..p..

2 Measures
Activity booklet, 1974

Contains scores for Affect and

Tafce-Orr

Published by Martano Editore 245



256 Score for Take-Off, p. 1

/'

*N l'Ut-CU i

TAK^-OfY

*y v

A (at home with B), tape recording
one of four statements

"I 'ra dressing"

"I 'to undressing"

"I 'in removing the beaciothes"

"I 'm replacing tne bedclothes"

then describing details of act,
concluding with

"Now you go the same"

(A, uoing as stated on tape, or
r&«4*5 doing one of other three
choices )

B, taking polaroid proof of A'a act

(if A'a statement ±its, B asking
A to po3e for second "true" photc
to deceive C; if true, asking A
to pose for "false" one; select-
ing seconu snot from other three
choices;

B, leaving A, taking tape and two
photos to inform C

Wft

246 Chronology



257 Score for Take-Off, p. 2

P (at C's homt , cnoosping to elective
or not to deceive O, piaying tape,

declaring

"A told tae truth...." or

"A iieujjBB'hcrt's tae ,jrj u ;'"

tnen showing C true or faj.se pnoto

C, recording dettiiea description
of act A requested on ttipe,

declaring

"OK, I'm (oresaing, undressing, etc./'

(C, choosing to do what A says or
re fl 1 ly t r,i d o ^ne of otfter three
choicesj J^

B, taking polaroid proof of C's act

(if C's statement lies, R asking C
to ,jse for second "true" photo
to aeceive A; if true, asking C to
poot for "false" one, selecting
second shot from other tnree choices;

B, leaving C, taking tape anu two photos
to inform A

B (at A's home, enoosing to deceive
or not to deceive //, ,, laying tape,

declaring

"C told the truth...." or

"C liea, here's the proof"

tnen showing A true or fai.se pnoto

(A, believing what she/he wishes/

1974 247



258 Score for Take-Off, p. 3

77

i'ut-On X

i'ut-On 3

B, occupying .n ' s home

A, occupying C's home

C, becoming go-between

repeating above proce33

C, occupying A's home

B, occupying C's home

A, becoming go-between

reapeating above process

s

£

TAKE-OFF is at once a parody
masked as deceptions (or put-ons).
in the truthfulness anc loyalty of
ate is trusted to carry a desired i

nut she or he is also the confedera
may not be loyal. The possibility o

i^ oil all sides. And betrayal.
But since all three parties b

betweens (or confluence- women/men,)
certai.i aovsn.age uf the others by
take-off lies in the fact tnat the
collusion in which each of tne part

-v* fram._thu start, anu knows that the
TAKL-OFF was reaiixed by nine

In Genova on October iy, 1«74.

and a series of
The central iss
a confederate,
mpression to an
te of tnat othe
f secrecy and i

colxusions
e i ;> trust

The coiifeder-
otner person,
r person and
ntimacy exist

ccome at some point go-
each one is able to take

manipulating the truth. Tne
wnole Activity is a grana
icipants knows the scheme
otners know,
persons using six apartments,

Ofr»

J

Allan Kaprow

e OHmaer

248 Chronology



259 Score for Take-Off

From the Activity booklet 2 Measures (pub. 1974)

TAKE-OFF
ALLAN KAPROW

PUT-ON 1

A (at home with B), tape recording
one or four statements

"I'm dressing"

"I'm undressing"

"I'm removing the bedclothes"

"I'm replacing the bedclothes"

then describing details of act,

concluding with

"Now you do the same"

(A, doing as stated on tape, or do-
ing one of other three choices)

B, taking polaroid proof of As act

(if As statement lies, B asking A to
pose for second "true" photo to
deceive C; if true, asking A to pose lor
"false" one; selecting second shot
from other three choices)

B, leaving A, taking tape and two
photos to inform C

249



1975
teaching positions Professor, Visual Arts Department, University of California, San

Diego. H SOLO exhibitions Arte Fiera '75, Galleria Martini and Ronchetti, Bologna,

May-June. H GROUP EXHIBITIONS Americans in Florence: Europeans in Florence,

Long Beach Museum of Art, Long Beach, January-February. Video Art, Institute of

Contemporary Art, University of Pennsylvania, Philadelphia, January-February. Arte-

video & Multivision, Rotonda della Besana, Milan, March. Von Pop zum Konzept,

Neue Galerie—Sammlung Ludwig, Aachen, West Germany, April-September. Art/'75,

Anna Canepa Video Distribution, Basel Art Fair, Basel, Switzerland, June. Southland

Video Anthology, Long Beach Museum of Art, Long Beach, June-September. Video

Art U.S.A., Sao Paolo Biennale, Sao Paolo, October-December. Internationaler Kunst-

markt, Galerie Inge Baecker, Cologne, November. H festivals Twelfth Annual New
York Avant-Garde Festival, New York, September. H WRITINGS Advertisement for

Echo-logy, Artforum 13, no. 10: 9. "Air Condition" (Activity score), Los Angeles Institute

of Contemporary Art Journal, no. 6: 34-39. "Animation: Stephan von Huene's Sound
Sculptures," in John Grayson, ed., Sound Sculpture: A Collection of Essays by Artists

Surveying the Techniques; Applications; and Future Directions of Sound Sculpture

(Vancouver: A.R.C.), 24-30. "Easy Activity" (essay on Loss), in Frederick Hartt and

Patricia Egan, eds., Art Studies for an Editor: 25 Essays in Memory of Milton S. Fox

(New York: Harry N. Abrams), 177-82. "Routine," Los Angeles Institute of Contempo-
rary Art Journal, no. 4:16-21. "Take Off: An Activity in Genova" (includes score and

participant accounts), TDR/The Drama Review 19, no. 1: 87-94. "Warm-Ups," in

Arttransition, exh.cat. (Cambridge: Massachusetts Institute of Technology), 14-15.

Rates of Exchange
Activity, March 1975

Sponsored by Stefanotty Gallery

Participants' own homes. New York

Reinvented in 2006

Rates of Exchange
Activity booklet, 1975

Published by D'Arc Press with

Anna Canepa

Rates of Exchange
Video, 1975

B/w, sound, 46 minutes

Produced by Anna Canepa

Video Distribution

260-261 Echo-logy

Activity, May 1975

Sponsored by Merriewold

West Gallery

A stream in Far Hills. New Jersey

ECHO-LOGY

I0L ^ *_
L-l A-J/J >v

r
<

1 caffylng torn* do>n*lf«»m .ilir

• (Jiilanc* uo*tr*«m

buckaibTbuchal

pouring tl lot* •»(»•«!

.L 'A &Y ajL.1

fStah

Echo-logy

Activity booklet, 1975

Published by D'Arc Press

Comfort Zones

Activity, June 1975

Sponsored by Galena Vandres, S.A.

Performed privately. Madrid

250 Chronology
260 Score for Echo-logy

From the Activity booklet (pub. 1975)



ECHO- LOGY is concerned with natural processes Water flowing downstream is carried

mechanically upstream, is dumped and flows back Some is lost along the way. More water

is transferred downstream mouth-by-mouth, loses oxygen, is mixed with saliva and is

given back to the stream to be altered again. A word is silently formed, is recognized from a

distance and is passed in that manner upstream, changing its identity, and is spoken to the

trees. A word shouted from person to person, so loudly as to be misunderstood, rushes

downstream similarly and is silently conveyed to the air A gas-soaked rag is evaporated in

stages on its trip upstream, becoming relatively clean as it gives its fumes to the at-

mosphere and further chemical change Human breaths are collected and conducted

downstream by hand. Small bits escape The growing bagful becomes stale and the con-

tainer is then released to the winds. The movement is simply back and forth

Comfort Zones

Activity booklet, 1975

Published by Galena Vandres. S.A.

ECHO- LOGY was carried out by a small group of persons moving in the water of a stream

in Far Hills, N.J. on the weekend of May 3rd and 4th. 1 975. It was commissioned by the

Merriewold West Gallery.

9/74-4/75

Comfort Zones
Film, 16mm, 1975

B/w, sound. 17 minutes, 10 seconds

Produced by Galena Vandres, S.A.

Words
Environment. July 1975

Reinvention for a private collector

Remscheid. West Germany

262-263 Match

Activity, August 1975

Sponsored by Kunst-und

Museumsverein Wuppertal and

Von der Heydt-Museum

Over three days. Wuppertal.

West Germany

Match
Activity booklet, 1975

Published by Kunst-und

Museumsverein Wuppertal

ALLAN KAPROW

261 Statement for Echo-logy
From the Activity booklet (pub. 1975)

1975 251



262 Score for Match
From the Activity booklet (pub. 1975)

(in light) A and B, silently exchanging

each other's clothes

continuing exchanging

until clock signals

15 minutes have passed

(md&rk) A and B, lying on floor

on opposite sides of room

A, occasionally saying

"It's a perfect fit"

8, precisely copying A

until clock signals

30 minutes have passed

252 Chronology



263 Statement for Match

77
ICH is obviously a play on the word. In the midst

of tiVe-^ctivity Xxa. matches are lit and extinguished several
times .-*• briefly illuminate the face of a j.erson looking into

mirror in a darkened rooa. It is a bit of a poke at the
idea of light as enlightenment. In other parts of tr.e piece,
partners attempt to match each other's movements, sounds and,
if possible, feelings. Still further, they are engaged in a
"match", or contest, of temperaments, in which questions of
momentary leadersnip and subordination may pass half-conscious-
ly between them as the piece progresses. But it is, of course,
impossible to figure this out in advance.

Throughout '.
. t periods of time delimit tr.e partners'

transactions, extending for emphasis what ordinarily would
be _ too brie: t notice — such as sippij r — and cur-
taili] .night be pleasant to continue longer — such as
changing into each other's clothes. An alarm cIock blatantly
uiounces the end of each of the twelve parts, alluding A

rallels in everyday life. >lui.u ui-»fBw-g

~
—

.1,11

.JUL U,
,_.11J,

TlCOOM . Of l., c . I j! lu- LI *

an,

Considering MATCH structurally, light and dark are the two
poles between which the parts move. A partners i] \c

J
tly by saeing is contrasted to one -fert»Wi»d by usii ther

senses, mat is, gross body movements may be adeouately copied
wit) the eyes but other expressive gestures, as "true" or

oe transmitted without sight. In any case,
neither is favored, aid traditional associations of objective

cuojective states with light and dark, are ignored.

photos here are not documents but are posed to illusxrate
the texx.

, text and pictures can be read as a "score"
n of action. I ... vent was carried out by a

ful oi couples on August 29, 30, 31, 1975, and was sponsored
by the Kunst- und Museumsverein, the von der Heydt-Museum
Wuppertal, Germany.



264 + 265 Score for Warm-Ups, pp. 1-2

U>A£M-^

A, sitting

3, standing close
asking is it waria yet

A, feeling seat, answering not yet

B, repeating question
till A says yes

A and B, holding hands, ice within
waiting for ice to aelt

asking ii it warm yet

answering not yet

continuing till both sa'yyes

B, pressin hand to A 1
:

astcing is it wa ra yet

A, answering not yet

3, rspe?.tin3 question
till yea

li^ce

C, lying in bed

A. (in another room),
calling is it warm yet

C, answering not yet

A, repeating question
till C says yes

C, getting out of bed

A, entering room
getting into bed
fitting self to warmth
made by C

C, asking is it warm yet

repeating question if necessary
till A says yes

C, rubbing bare feet on floor
shuffling slowly across room

A, following
asking is it warm yet
feeling the floor behind C's feet

C, answering not yet

A, repeating question
(following C, feeling floor)
till C says yes

254 Chronology



266 Score for Warm-Ups, p. 3 267 "Rubbing bare feet on floor'

B and 0, standing apart
rubbing hands rapidly

asking is it warm yet

answering not yet

repeating question
till both say yes

approaching each other

repeating process
till both say yes

B and C, pressing ice
between their foreheads

waiting for ice to melt

asking is it warn yet

answering not yet

repeating question
till both say yes

B, lying on C

asking is it warn yet

C, answering not yet

B, repeating question
till C s.iys yes

268 "Pressing ice between their foreheads"

B, arising, feeling G's body

C, arising, feeling bed's war:.ith

264-268 Warm-Ups
Activity, October 1975

Sponsored by Center for Advanced

Visual Studies

Participants' apartments, Boston

Reinvented in 2006 (twice)

Warm-Ups
Activity booklet, 1975

Published by Massachusetts

Institute of Technology

Allan :-'.aprow

September, 1975

Warm-Ups
Film, 16mm, 1975

Color, sound. 14 minutes. 20 seconds

Produced by Deutscher Akademischer

Austauschdienst (DAAD)

269-272 Likely Stories

Activity, November 1975

Sponsored by Gallena Luciano

Anselmino

An apartment in Milan

Likely Stories

Activity booklet, 1975

Published by Gallena Luciano

Anselmino

255



269 Score for Likely Stories

t,-fXi fo&a fiJr
1

k+4. &
,

aa|oX^ ^y^a [wvn\ (uad ^\

(D G, s^dU. *W~ [5i]

/wi»y«4iiC*
(^ fen
r-i tJI

(§> AUG, juJt^j t+yJtt*.

A and C, arranging photos into story

B. watching for right moment,

saying "Freeze !" (A and C, freezing pose

B, taking Polaroid flash

A. C and B, repeating sequence

until photo pleases

.

256 Chronology



270-272 Score for Likely Stories

From the Activity booklet (pub. 1975)

B, arranging photos into new story

asking A and C to re-enact il another way

watching lot right moments,

saying "Freeze '.' (A and C, freezing poses).

B taking Polaroid flashes

B A and C. repeating sequences

until photos please

A. reversing order of photo story

(eating, sitting, greeting)

asking B and C to re-enact it differently

(ending meal, getting up. goodbye)

watching for right moments.

say<ng "Freeze F (B and C, freezing poses).

A. taking Polaroid flashes

A, B and C repeating sequences

until photos please

1975 257



273 Introduction to Useful Fictions

From the Activity booklet (pub. 1975)

$

when alone, telling stories

of ascent and descent

recording them on tape

273-276 Useful Fictions

Activity, December 1975

Sponsored by Galleria Schema

Various locations, Florence

Useful Fictions

Activity booklet, 1975

Published by Schema Informazlone

Time Pieces

Video, 1975

B/w, sound, 29 minutes

Remake of Time Pieces (1973)

Produced by Peter Kirby

Air Condition

Activity booklet, 1975

Published by Allan Kaprow

Routine

Activity booklet, 1975

Published by Allan Kaprow

258 Chronology



274 Score for Useful Fictions

From the Activity booklet (pub. 1975)

&

B Ho"« retelling »tor»

of a»c*nt and dotcom

recording this on tapo

walking to/ward down MM (or night* at naff

B holding, mirror botora htc«

kooplng • ,•» on A'l rofloctlon. throughout

A, copying 8 » mo«»m«fili

at bottom, B tailing atory ot doeconl

Up* recording It

A, tlatonlng

/

A and 6 (Clooo bwhlnd)

walking up lone hill (or fllghta ot aUtrt)

A. rtoidir»g H'oa mirror botora toco

kooping ayart on Hi rtflactlon, throughout

B. copying A'a movornorrta

at lop. A tolling atory ot aaconi

tap* nacordlng It

B. Ilatonlng

259



275 + 276 Score for Useful Fictions

^
e.

fl^vi cl>v-r^ LM+-^J (^ /4 lti~ln&*r* 6 fcjZl^

^
*•&

A */-

h~~71 J^'£\J>

cC^-wvi m !L<ho***~-* /(/outLLfrvU^^j

od(- •/»-»
;

%fi»-wM «M*-»t JL^^i- t-^j 4

a/ li^tfe^, j^*~^ «-&*-vJf &**~*J- L~

A IT*. 't^utLf
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teaching positions Professor, Visual Arts Department, University of California, San

Diego. H solo exhibitions Early Works, Galerie Naechst St. Stephan, Vienna,

March. Los Angeles Institute of Contemporary Art, Los Angeles, March. Allan Kaprow:

Actlvlty-Dokumente 1968-1976, Kunsthalle Bremen, Bremen, May. Galerie Rene Block,

West Berlin, June. H GROUP exhibitions Anthology Film Archives, New York,

February. Monumente durch Medlen ersetzen, Kunst- und Museumsverein Wup-
pertal, Wuppertal, West Germany, February-March. Medium Film: Filme von Kunst-

lern, Kunstlerprogramm des DAAD, Akademie der Kunste, West Berlin, March-April.

Satisfaction, M.L.D'Arc Gallery, New York, April. Faculty exhibition, Mandeville

Gallery, University of California, San Diego, May. Fine Arts Gallery, Balboa Park,

San Diego, May. Allan Kaprow and Wolf Vostell, Hochschule der Kunste, West Berlin,

September-October. Frames of Mind, Neuer Berliner Kunstverein, West Berlin,

September. New York—Downtown Manhattan: Soho: Ausstellungen, Theater, Musik,

Performance, Video, Film, Akademie der Kunste, West Berlin, September-October.

Tenth Street Days: The Co-ops of the '50s. 14 Sculptors Gallery, NOHO Gallery,

Pleiades Gallery, Ward-Nasse Gallery, New York (simultaneous exhibition), December-

January, j] festivals Pro Musica Nova, Radio Bremen, Bremen, May. 1) writings

"Bemerkungen zu 'Zeitverlaufe,'" in Allan Kaprow: Activity-Dokumente 1968-1976,

exh. cat. (Bremen: Kunsthalle Bremen), n.p. "Non-Theatrical Performance," Artforum 14,

no. 9: 45-51. "Satisfaction," Vision, no. 3: n.p. "Testimonials" (Activity score), Criss

Cross, Double Cross 1: 18-20.

1976

Maneuvers

Activity, March 1976

Galleria Framart, Naples

Maneuvers

Activity booklet, 1976

Published by Framart Studio

7 Kinds of Sympathy
Activity, March 1976

Sponsored by Museum des 20er

Jahrhunderts

Participants' own apartments, Vienna

7 Kinds of Sympathy
Activity booklet, 1976

Published by Museum des 20er

Jahrhunderts

v>

4\V

NATURAL DISTANCES

early morning

high noon

late afternoon

night

A, walking toward sun

B, following-^)

footsteps on tip of A's shadow

continuing until shadow shortens

B, walking toward sun

A, following,

footsteps on tip of B's shadow

continuing until shadow lengthens

A, walking toward sun

B, following,

footsteps on tip of A's shadow

continuing until sun sets

B, walking along lighted street

A, following B's shadow's rotation,

extension and diminution,

footsteps on its tip

continuing at length

&

7 Kinds of Sympathy
Video. 1976

Color, sound, approx. 8 minutes

Produced by Anna Canepa

Video Distribution

277 Natural Distances

Activity, March 1976

Los Angeles Institute of Contemporary

Art, Los Angeles

278-284 Satisfaction

Activity, April 1976

M. L. D'Arc Gallery, New York

Satisfaction

Activity booklet, 1976

Published by M. L. D'Arc Gallery

with Anna Canepa

Testimonials

Activity, April 1976

Sponsored by Galeria Foksal

Various locations, including

participants' own apartments, Warsaw

Testimonials

Activity booklet, 1976

Published by Galerie Inge Baecker

277 Score for Natural Distances 261



SATISFACTION

278 + 279 Score for Satisfaction, pp. 1-2

"All transactions, excepting dialog in

progrom, are to be verbally silent, or

extremely minimal. For ports l and 2,

persons C and D carry out elsewhere

same plan as A and B.

1 *A, telephoning B, saying:

this is

B, replying: unh-hunh

hanging up

B, telephoning A, asking:

are you thinking of me

A, replying: unh-hunh

(or)

unh-unh

hanging up

A, telephoning B, saying:

I was thinking of you

B, replying: unh-hunh

hanging up

B, telephoning A, asking:

do you know how much
I think of you

A, replying: unh-hunh

(or)

unh-unh

hanging up

A, telephoning B, saying:

you must be thinking of me

B, replying: unh-hunh

hanging up

A (with B) saying to B:

praise me

(or)

look at me

(or)

comfort me

(or)

feed me

(or)

kick me

(or)

bathe me

showing how

B, answering: unh-hunh

(or)

unh-unh

complying if agreeable

A, repeating request

or choosing another

B, answering

complying or not

till options are exhausted

262 Chronology



C ond D (with A and B) saying to A:

praise B

(or)

look a) B

(or)

comfort B

showing how

3 cont'd

280 + 281 Score for Satisfaction, pp. 3-4

B, answering: unh-hunh

(or)

unh-unh

complying if agreeable

C and D, nodding or shaking heads

A, answering: unh-hunh

(or)

unh-unh

complying if agreeable

C and D, nodding or shaking heads

C and D, repeating request

or choosing another

B , answering

complying or not

C and D, nodding or shaking heads

till options are exhausted

C and D, repeating request

or choosing another

A, answering

complying or not

C and D, nodding or shaking heads

till options are exhausted

4 C, telephoning A, saying:

this is •

A, replying: unh-hunh

hanging up

C and D, saying to B:

showing how

feed A

(or)

kiss A

(or)

bathe A

C, again telephoning A, asking:

did you like me

A, replying: unh-hunh

(or)

unh-unh

hanging up

C, again telephoning A, saying:

I like you

A, replying: unh-hunh

hanging up

1976 263



282 Score for Satisfaction

From the Activity booklet (pub. 1976)

283 Score for Satisfaction, p. 5

C and D, saying to 8

teed A

<or>

kiss A

(or)

bathe A

showing how

B, answering: unh-hunh
(Of)

unh'Unh

complying If agreeable

C and D, nodding or shaking heads

C and D, repeating request

or choosing another

8. answering

complying or not

C and D, nodding or shaking heads

till options are exhausted

D, telephoning B, saying:

this is

B, replying: unh-hunh

hanging up

D, again telephoning 8, asking:

did you understand me

B, replying: unh-hunh

(or)

unh-unh

hanging up

D, again telephoning B, saying:

I am really for you

B, replying: unh-hunh

hanging up
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284 Notes for Satisfaction Sweet Wall/Testimonials

Activity booklet, 1976

Includes Kaprow's sketches for

Testimonials

Published by Galerie Rene Block

285-289 Durations

Activity, May 1976

O^UNri^3 At CV*^ "Vvv/ *~ 4+^ v (JraJh. ^ J

Ly +L Sm
*)

Ht ty**f**<*+\

tOf^#C«Y^f tv1***- r *~t *** o-U*')

Presented for Pro Musica Nova

A field near Bremen

Durations

Film, 16mm, 1976

Color, sound, approx. 25 minutes

Produced by Anna Canepa Video

Distribution and M.L.D'Arc Gallery

Galileo Galilei

Activity, June 1976

Galerie Inge Baecker. Bochum

Frame Work
Activity, August 1976

Annual meeting of the American

Theater Association, Los Angeles

Pre-Socratic

Activity, August 1976

Artpark, New York State Parks

Department, Lewiston, New York

Frames of Mind

Activity, September 1976

Presented for Frames of Mind

Neuer Berliner Kunstverein,

West Berlin

Private Parts

Activity, November 1976

Center for Twentieth-Century Studies.

University of Wisconsin-Milwaukee

Reinvented in 2006
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285 + 286 Score for Durations

266 Chronology
287 Column of ice blocks
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288 Sketch of ice columns
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TEACHING POSITIONS Professor, Visual Arts Department, University of California, San

Diego. HSOLO EXHIBITIONS GalerieZellermeyer. West Berlin, March. Posters and Flyers

of Happenings and Activities, Other Books and So Gallery, Amsterdam, September.

H GROUP exhibitions Allan Kaprow and Wolf Vostell, Galerie Inge Baecker, Bochum,

January-March. The Museum of Drawers, Museum im Prediger, Schwabisch Gmund,
West Germany, January. Whitney Biennial, Whitney Museum of American Art, New
York, February-April. The Artist's Book, Mandeville Gallery, University of California,

San Diego, April-May. Malerei und Photographie im Dialog von 1840 bis Heute,

Kunsthaus Zurich, Zurich, May-July. Southland Video Anthology, Los Angeles Institute

of Contemporary Art, Los Angeles, May-July. Paris—New York, Musee national

d'art moderne, Centre Georges Pompidou, Paris, June-September. H festivals
What's Cooking? I, Center for Music Experiment, University of California, San Diego,

April. Thirteenth Annual New York Avant-Garde Festival, World Trade Center, New
York, June, j) writings "Introduction" and "Roy Lichtenstein," in Roy Lichtenstein

at CalArts: Drawings and Collages from the Artist's Collection, exh. cat. (Valencia:

California Institute of the Arts), 7-9, 23-36. "Participation Performance," Artforum 15,

no. 7: 24-29.

1977

290-292 Museum Portraits

Activity, March 1977

For Hamburger Kunsthalle. Hamburg

Not realized

Timing

Activity, April 1977

Presented tor What's Cooking? I

University of California. San Diego

Reinvented in 2006

Common Senses

Video, 1977

Color. 6 minutes

Produced by Allan Kaprow

and Peter Kirby

a*P*VpM^ot

/^lli«-'-

Courtesy

Activity, June 1977

Presented for Close Radio

KPFK-FM. Los Angeles

Private Parts

Video, 1977

Color, sound. 17 minutes

Produced by Allan Kaprow

and Peter Kirby

Push and Pull

Environment, December 1977-

January 1978

Reinvention

Galerie Inge Baecker, Bochum

(3

us±ej .jf ^M-JU.

A£~~v umC-ml, -fo/ i Tj a »^». (J^uU +t> U* ~>—^ v

290 Score for Museum Portraits
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291 Letter from Dr. Werner Hofmann 292 Response from Kaprow

I
1

Pasadena, Calif. 91105 4th March, 1977
Prof.H./Lu

Professor Dr. \ erner Hofnonn

Director, Hamburger Kunsthalle

2 Hamburg 1

olockengiesserwoil, W. Deutschland

««ch 11, 1977

Dear Dr. Hof.narm:

• Professor Kaprow,

we have given long and serious consideration to your pro-

ject (enclosed to the letter of February 15th).

The idea has two aspects, a theoretical and a practical

one. Since what you propose is playing a (serious) game,

we have to ask the participants whether they agree to

join the gaae. You understand that you are questioning

people in their given or attributed roles and that your

anpror.- r problems implies their readiness to ac-

cept this manipulation.

How in addition to their professional manipulation they

will be the victims of another one - !? This is what

our people do not ;i?cert , and I can understand their rea-

sons and I an sure that you will understand, why there

is no chance to continue on the line drawn in your "Pro-

ject for the Hamburger Kunsthalle".

Sincerely yours

•

(Professor Dr. "emer Hofmann)

-ecicer

Hamburger Kunslhalle

2 Hamburg 1

Glocfc«figl«a«rwall

X

I hove received y jr letter of .icrch 4th in which /ou summarily interpret ond dismiss

my project proposal for the Hamburger Kunsthalle.

I must tell you that you've misunderstood nearly everything. And in view of the finality

of your decision, there can be no purpose in trying to explain why you have misunder-

stood nearly everything.

I should also point out that your letter is the first end only direct communication from

you to )6 in the more than two years of ou negotiations • ( ty letter of Jonuary 4rh

asking i.nportant questions about these negotiations went unanswered.) If you hod been

in contact with .ne during this whole period, we could easily have avoided the negative

reaction you have now.

fcven recently, you could have telephoned me and Inge Boecker when you received my

general outline of intention. You could have asked questions before rushing to conclusions.

You could have waited to see the detailed program in finished form. But you let your

imagination take charge, instead.

In an ironic and unfortunate sense, this creation of fantasies is what the project was

about, ond you began to porfor.i it. But you performed it helplessly, without the infor-

mation ond guidance that could have mode it a value to you, to me, ond to your colleagues.

• .hat a pity. Dr. Hofmonnl

ilncerely,

c.c. Inge tjaecker, Oalurie Boecker Allan Kaprow, Professor
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teaching POSITIONS Professor, Visual Arts Department, University of California,

San Diego. D AWARDS Listing in Who's Who in America. HSOLO EXHIBITIONS Museum
of the University of Northern Iowa, Cedar Falls, December-January. H festivals

What's Cooking? II, Center for Music Experiment, University of California, San Diego,

April. H WRITINGS "Natural Distances" (Activity score), New Wilderness Letter 1, no.

3-4: 35-37. "Playing with Memory," unpublished essay written for Art-Rite.

1978 Two Appointments

Activity, January 1978

Sponsored by Holly Solomon Gallery

Statler Hilton and Penrisylvania

Station, New York

Peeping Tom
Activity, March 1978

Performed privately with friends

La Jolla. California

Toothbrushing Piece

Activity, Spring 1978

Performed privately with friends

La Jolla, California

Ups/Downs
Activity, April 1978

Presented for What's Cooking? II

University of California. San Diego

Mantra

Activity, April 1978

Performed privately with friends

La Jolla, California

Small Exercise I

Activity, May 1978

Performed privately with friends

La Jolla. California

Small Exercise II

Activity, June 1978

Performed privately with friends

La Jolla. California

Hello/Goodbye

Activity, July 1978

Performed privately with friends

Los Angeles

Reinvented in 2006

272 Chronology



293-296 Standards

Activity, January-February 1979

University of Northern Iowa. Cedar

Falls-Waterloo

Blindsight

Activity, April 1979

Sponsored by Wichita State University

Various locations, including a vacant

painting studio, Wichita, Kansas

Reinvented in 1998

Blindsight

Activity booklet, 1979

Published by the Department of Art

Education, Wichita State University

Easy Too

Activity, July 1979

Sponsored by University

of Arizona. Tucson

Tucson

Shadows
Activity, September 1979

Presented for Kunstwoche im

Ihme Zentrum

Hannover

297-298 Tire Tower

Activity, September 1979

Presented for Bochumer Kunstwoche

Sponsored by Galene Inge Baecker

and Museum Bochum
Ruhrpark Shopping Center, Bochum

f?-vU 6.V*/*

l******* s*v*/ t&» fuddle

JU^s

I At^S^jU^m V^rti-^^^JZt-oua. A>n//U«4V^c

£*

+',W)-"1

293 Score for Standards, p. 1

teaching positions Professor, Visual Arts Department, University of California,

San Diego. Acting department chair, Fall Quarter. H AWARDS Artist grant, National

Endowment for the Arts. Guggenheim Fellowship. H SOLO exhibitions Ulrich

Museum, Wichita State University, Wichita, Kansas, April. Fruhe Arbeiten, Galerie

Inge Baecker, Bochum, September-October. H GROUP exhibitions Words, Museum
Bochum, Bochum (traveled internationally), January-March. Fluxus International and
Co., Espace Lyonnaise d'art contemporain, Lyon, April-May. The Animal Show,

Los Angeles Contemporary Exhibitions Gallery, Los Angeles. July. Weich und
Plastisch: Soft Art, Kunsthaus Zurich, Zurich. November-February. H festivals
Bochumer Kunstwoche, Bochum, September. Kunstwoche im Ihme Zentrum,

Hannover, September, fl writings "Milan Knizak (Who Never Fell in Love with Art)."

in Unvollstandige Dokumentation, 1961-1979 = Some Documentary. 1961-1979, exh.

cat. (Berlin: Ars Viva), 9-14. "Project for the Hamburger Kunsthalle." The Dumb Ox,

no. 8: 38-41.
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294 Score for Standards, p. 2

20 (u+fS, ( (0 ^u^-j

/£> f VM4^. LtUWtCtir,

fa W" ^r /^ ^*t

- -

295 Finding a messy place, tidying it up

296 Improving one's appearance

274 Chronology



297 Tire Tower
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TEACHING POSITIONS Professor, Visual Arts Department, University of California,

San Diego. 1) GROUP EXHIBITIONS Fur Augen und Ohren, Akademie der Kunste,

West Berlin, January-March. Mein Kolner Dom: Zeitgenossische Kunstler sehen den

Kolner Dom, Kolnischer Kunstverein, Cologne, October-November. H festivals

Public Spirit, Los Angeles Contemporary Exhibitions, Los Angeles, May. Tel Hai '80

Arts Festival, Tel Hai College, Upper Galilee, Israel, September. Public Spirit 2, Los

Angeles Contemporary Exhibitions, October. H writings "Ein Statement," in Mein

Kolner Dom: Zeitgenossische Kunstler sehen den Kolner Dom, vol. 3 of Der Kolner

Dom im Jahrhundert seiner Vollendung, exh. cat. (Cologne: Kolnischer Kunstverein),

78-81. "Exercise" and "Team" (Activity scores), High Performance 3, nos. 3-4: 52-55.

"Performing Life" and facsimiles of the Activity booklets for Routine, Maneuvers,

Testimonials, and Standards, in Carl E. Loeffler and Darlene Tong, eds., Performance

Anthology: Source Book for a Decade of California Performance Art (San Francisco:

Contemporary Arts), x-xii, 15 9-64, 208 -18, 352 -58. "Thoughts on Picasso in Our Time,"

unpublished essay commissioned by Art in America.

1980

Allan Kaprow

i the east

nd obstacles )

two partners in the desert

(a mile or so apart J

( in touch by walk

one, unrolling about a five-mili

( moving right or I

telling the other

to unroll her/his line th

(straight ahead, or sc

to the right or left )

partner complying

except when obstacles prevent it

( moving then to the right or left )

telling the other to do the

each complying as much os possible

continuing in this way
until for each there is no more line

partners walking to the south and north

finding the ends of each other's lines

HIGH Ft *>

299 Score for Team with Kaprow's account

2 76 Chronology



300 Score for Team with Kaprow's account

Untitled Environment

Environment, January-March 1980

Reinvention for Fur Augen und Ohren

Akademie der Kunste. West Berlin

Exercise

Activity, May 1980

Presented for Public Spirit

Los Angeles

Imitations

Activity, May 1980

School of Art, Ohio University, Athens

Convoy
Activity, September 1980

Presented for Tel Hai '80 Arts Festival

Tel Hai College. Upper Galilee. Israel

299-300 Team
Activity, October 1980

Presented for Public Spirit 2

Anza-Borrego Badlands near the

Salton Sea, California

An Archaeology of the

Everyday

Activity, October 1980

Presented for Mem Kolner Dom
Kdlnischer Kunstverein, Cologne

Making Faces

Activity, December 1980

Not realized
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re-winding the line

telling each other

to move in the directions they find it

( to the right, stroight ahead

or left
>

both winding

continuing to matce adjustments

to the positions of each other's lines

until for each there is no more line

nich ft * •
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VA 111

Winter 81

l^C^vO^-^-

zazen

introduction

zazen

(inside) (outside)

sweeper: sweeping the dust together raker: raking the leaves together

standing still from time

to time

watcher: nearby, watching

standing still from time
to time

watcher: nearby, watching

quiet lunch

replacer: replacing the dust
( former
watcher) standing still from time

to time

watcher: nearby, watching in a

(former mirror
sweeper)

replacer: replacing the leaves
(former
watcher) standing still from time

to time

watcher: nearby, watching in a

(former mirror
raker)

sweeper: sweeping the same
(who began) dust together

standing still from
time to time

listener: nearby, listening,
(who began as not watching
watcher)

raker i sweeping the same
(who began) leaves together

standing still from
time to time

listener: nearby, listening,
(who began as not watching
watcher)

301 Score for Meditation 1

sweeper and
listener:

blending the gathered
dust somewhere else

each standing still
from time to time

raker and blending the gathered
listener: leaves somewhere rise

each standing still
from time to tiw

zazen

group discussion

1981

2 78 Chronology

teaching POSITIONS Professor, Visual Arts Department, University of California, San

Diego. Acting department chair, Fall Quarter. D CONSULTING POSITIONS Consultant/

panelist, Interarts Program, National Endowment for the Arts, Washington, D.C.

H GROUP EXHIBITIONS California Performance: Then and Now, Museum of Contem-

porary Art, Chicago, January-February. Westkunst: Zeitgenossische Kunst seit 1939,

Museum Ludwig, Cologne, August. Schwarz, Kunsthalle Dusseldorf, Dusseldorf,

October-November. H WRITINGS "Allan/Kaprow (An Irritating Interview with Kaprow

by Allan)," unpublished self-interview, Allan Kaprow Papers, Getty Research Institute,

Los Angeles; published as "Ein Interview von Allan mit Kaprow: Expeditionen ins fast

alltagliche Leben," Die Zeit, 27 March: 47-48 (Feuilleton section).



302 Notes for Meditation 1
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301-302 Meditation 1

Activity, March 1981

Institute forTranscultural Studies, Zen

Center-San Diego. Del Mar, California

303-309 Die Zeit Project

Newspaper Happening,
March 1981

Organized by Petra Kipphoff

In the pages of Die Zeil

Small Exercise 3

Activity, March 1981

Center for Music Experiment

University of California, San Diego

1
C^'

ALAsK utuvM J*~*-^A

1981 279



303 Faxgram from Petra Kipphoff

via

Graphnet m

| 99 WEST SHEFFIELD AVENUE ENGLEWOOD. NEW JERSEY 07631

C071 366-1 L804 314 03/19/81 12:51 SS

6A 03/19 11:27 R144 3901-1 C071 366 03/19/81 12:43
SGD3901 GGA0978 DP2131I658
URGW CO DPHB 063
HAMBURG/TLX 63/61 19 1656

MR. ALLAN KAPROW
1225 LINDA ROSA AVE.
LOS ANGELES. CALIFORNIA

DEAR ALLAN.
THE WORLD IS OUT OF JOINT AND DIE ZEIT ALSO.
ALL OF US ARE BUSY ANSWERING THE PHONE AND LISTENING TO
QUESTIONS.
LAUGHTER. SCREAMING, CURSES OF READERS
AND COLLEAGUES. I WISH
YOU WERE HERE AND I THINK YOU WOULD ENJOY EVERY BIT OF IT,
WE ARE ALL VERY EXHAUSTED AND PLEASED
YOURS PETRA

201-569-7707

KKCpHOFfr ^ <

&>A*~*T>U &j
COL 1225 9004

NNNN
SUMS

280 Chro"



304 "Allan Kaprow: The Fake Photo Happening'

DIEiUZEIT
37fc

FEUILLETON
Nr.14— J7.Mif7W«l

Allan Kaprow: Das Happening der falschen Photos

Ein Verwirrspiel zur

Vufklarun g iind

die Reaktionen darauf

Die cmo, die en
Drucker, die zvetteo die KoUegrn von
den Nacbi*K»trriagamturen, Zymogen,

Sendrro, die dnttra (aber ate waren nor so viel

lanmaanneT, «ie dae Aaliderunr, der Zeitung in
die arataa Gnmaxadtkiocke daoerte) warm die

! earr. Dm (inc alien mnmbtmt acbndL Und die,

die die FcJgeo dicaer EnttJeckunc, am achndlaten

and JMamns rat apftiea bekarnen, wen die

Deantn in der TdephaazeatraJc- Fiaajen, Ruche,
Gludtwvnache <dae Reibeafolge m an Kin wets

attf die Hi*fifkn() kameo nro Ttge Ung ge-

wtrtrrartig bei ihocn an.

Die Drucker in Ahresiabarg and Neo-Tsenburg

riacn em Mitrwoch men zwei Uhr rnorgen*

den VerUfileiter an. Der eersuchie vergehbek,

em paar Lease arts den Schlsf zu telepaocuetm,

and crreschte atbtidUsch aaco muden polibtchea

Resafaaw, der ihrn, oboe Freude, beiuiigtc:

j*. ia. da* soil so sein.

Die Dame von da* rief gleich am Morgen an

ond war neopen*- Die Zestnrseakollegen nefen

.Kabc.hr dean da for ranee

daft aota each toknc Paanea

Die Letrte ton /.P aagten: Herxlithen Clack-

wuraacb. ewe fabdhaftc Idee. Herr Blacknrm

*ce» Renter-Bur© Hamburg tekxu: .Uod ioh

dachte acbon, em dart Whiskr wire wac nicbt

in Ordnoag. den tch anmer nun enten Durch-

Uaacrn der acorn ZFJT-Ausgabe tn&ke."

Cbean!
Der eraw emdawoUecs^guatete Anruf kam

i der PreaaeatcUc der Uahrenaut Hamburg:
Man bee w-aeen. daft ana erbast and fur ealcbe

Mder mcht ana Geld ra antnebten bereh sea.

War dwrfee erwidern : Ea Ube die Uwverwat and

I am cane aufetschloairnc, pbanu-
mmchc jaeaoJ.

X acboo bei dea game einfad. Empor-
tea und, die freibcb m der Uiaderzabl warm,
seem birr tare Hauptvorwijrte zitiert: 1. Waa
ad daa tar abenmandc, makabrc Pbocoa (damit

war veal m encar Lube der awt der Antopeac be-

ssantftsgw. Maaa mnw"M — aWfallenderweue

xalaaftea greaii i dae Eautamea ear nicbt tiber

daaan Pnceo btaeaa); end 2. Ea in nichi serads.

Leaar in die Irra m fohran. and da* kann man
aacb darcb keue Ea-klai-ung odcr Enra-bnlrliajai*;

aiwhiin.ami baa. 2 a and etae Etagc brier; Ste

meacbe Levte ofienacbd-ch an erwaa

craat-. taut .aanan" aw Sfnaarrm
hah" id and da! and) on SeWrr <

Vmlsescbt kann neb der eine oder ander* Leaer.

der each in aflaarea oder oaf

«

der ndt in eonawn* oder oafarea K^kperrraionen

bcandap FttWc dock aocb mat dem GeJanken
renraat madam, dal daa Akraon meni der

lnaroavaaw. aoedera der Aafklaroae ubcr die

athigud* Irrcrahrmnj fall and daf ema Zav
taac, ant ao enraa pataaim, nicbt ear den

Lmara ervaa lameiii. emdara acb aacb •elber

rnonian. radem aaa dan Leaar aadforden, in

Zakaaii arJbirfar bunaacbaaam - aacb bo der

HVT.
lane rrwaa ajonara nod Dfiffnje Crvpftc *r»

Lamm dackte, kwr aa der 1. April aarrerUri,

rm Teat »eraa*taJ«« warden, am Ranml oder am
rimmemthiiilim SoUte maa rmlleadK daa ncb-

tmna Arakal sa dan DuaWa Andan oder die

ndatanaa Klder aa den Uata^ramnrurar Ja.

erwaa Aaabcnn wie can Taw. w
Aber daa Varwirrcode war (a, (

iraaad etwee paaara wolke.

Tta Arduwki ia fearlm tduffte aich, aacb-

dam ar lalipbimai aoijeklan war. eknch (unf

wanrre EaaaapUre der ZETT aa and lartr oe
•at Tmfkthlfaeh, Kaaarwarke far ad>led><a 7e,

am. Eaa Immaianr aaa aariaa achrieb am 1».

aim wnrant Sanadaa nadadnn er die Zertaac ne-

mm and die BJder exakt «arf|elaaH kaitr.

fjaubu kb aa ein Vereeben, dock dann laa icb

mir dae Tezte iu den anadnen Bildcra Kenaaer
durdi ued merkte, d*& kaer kein Vencbeo >«-
Lag . . . Nun draagun itch bei our anige Fragen
aui . .

." Vie dieicr aordaltigc ead geduloigc

Leaer reauerten vide.

Kerr Ken-jorgea Maafi kKkiw, per Eilboten,

tein Photo, um uaterem .ofYauichdich eracbopf-
ten" PhotoarchiT auaxuhelicn, and cchlac tot,

tein Koeicrfa wat Iwcue ro cinem Artikd uber

Hauabeaetrongert, netgende dprriie, Sooder-
aagebocc for den Somnmrartaab oder Erfolgt

mil neoen Medikamenten iu rerwenden. Ein be-

weglicber Mann, der die Sache begriffen bat-

Aotb mu Henri Nanoca rota STERN gisg daa

groee Hen dnrch, ab er •chrieb; .Man tnerkt

der neuen ZEtT einigen StreS an . . . Venn dai

ketn Happening rat, dann ieigi **. dan Euer
Bilderrorrat offenbar beachrankt ist_ Aoch
hm Kb gem bri Ihaen and neile das STERN-
Bildarchir iu crmanigua Saaen zur Vcrfugnng.*

Ea at die Akraon einea Happening- Kunatlert,
and die ZEJT-G ra phiker boften, dan das An jebot

dennodi gilu

Wcnn man
ein bdkken ra bunddn (<

bunt and mdividadl gebVi bei Lmern aicht oft

zu), dann leigcn aich ledu uoerwiegeode
*

tionen und Inifrpenaiiooen:

• ein nettgn Malheur

• em Sabotage-, Rathe- oeter Proteatakt

• ein AprilarJierz, Teat oder Prriuusachrriben

• erne Unveeacbamtneii

# fine Sacba, bei der et

'icllrichi ein Htrrwen aaf du .nauebagkeit der

Pbotodokoraenie* (eo eu Leaer).

,lch weia oacht, was toll m bedeetae", acarei-

ben Ulnae and Reanbard Low. Vir ho/fee. dal
tie and anderc ietzt erwaa aehr wtasea.

Wtr prdenfalU baben darcb Allan Kaprowi
Aktion vid eriret and »»el erfabren.

Zum Bcnptd aber una «elber. Mancbe Redak-
teorc, die tanachai and all all** nocb Plan and
Tbeorie war, amuaaen •cfucnen and berrat mitzu-
tpielen, zodoea dann Joch naiimnnn. ab s
Ernst warde, radakuooeUen Plata boetetc (gerade

m dsanrr Namanerl), dm .fauche" Pboto taaV
i Artikd tu ueben kam.

Lmaarcn* neb fort
r

nundamd aa Menur ban, otter nocb aa andere

Ipiiaaiii i Dm Art and Tame, ra m ZEIT-
Leaer aaf die Kaprow- Aktioo ab
gende, neuapertgc, aantaaarw ]

baben, war fur ana dberTascbeod,

ubrrwartagand. Vir aia ta rrjgebaa: ganz n

miacK and vtclfalra| haraen wir ant daa
— Haoac, der aicbt Kom-

Ein Interview von A Uan mix Kaprow

2^5 Expeditionen ins fast

alltagliche Leben
jan gab m keaae f

ben. kam* Tmaernelimgea uad kam FSbbkj
Kunargaieriaa, Mmacn and anaawm warnen er-

auedea. Start demrn benatzte maa die Haaser
dm Trilearaaar, die Ursdadaah. Fafarikaa, Sera

la Jaht 1*77 a^rpackie,

baDte Cbnrto die M.igiieder dm FemlUnam der
X'iTXZEJT,

J*
era. Jem bat Allan Kaprow d*t gaaza Zatong

Leaer aacb. .Ver neb daruber ratraatn. zetet

not, daft ibm das Spiel in die Clarder gdakren
ut, er bmtaugt ear dae Abaacbt dea Aataea",

.Saddevtache Zeituag*. Und

tert, dann mam in rich wohl aaf die aickmt
Aktaoa amigc ZEIT-Sdamber natafti maAm :

aaf die Aktion Man dea gadaakankam Ge-

braacb Am Sprat be.'

Erne fate Ida*, dae dee* Frfmdee far* rammt

deaapaaaa faarzager Jd

- rTianiw//

libraana* warde ea an einam
rbaamnaa Res Ibrar Art dea Hap

iir and iariaraaii ibrar alrriarbraea Urn-
geoang *—

"

U traS«. !

ImadMnaUbBlva.aiduinnli
J« Maa »i I Kj—> i t i> ait
r -Iran 8di urn <bna nai a i. M..u
«a> >»Ui (aoOi. li nlBirtraia adha
nm a*» KMh itrmm mi UUa a. Spma-VV •>• — Sna aa Ln n t nj «ok-

fuhreo, Uxa Haoptauap.

UaJ ,a:T>aSf du, txVar. 6, VUlaa la
nrlaaen, omd wu kilt lh/ ImiiaM lAtifa u
dMaa Happaiacv diaa Kan. di« intiaa daB-
en. vie bc daarO

K*?Hm: U da Mine 4a f9sh«a >kr,w
mi Hialiriitu Kaanonaa da Wat.

wichotav KoomW aona Zat at «nk Da
««-« ia IttttUk tmU n»)..i<l.h^>-

N«ajad< fa da 1
paldaul Pbk
*ta t**iar Itjamiiwa— Ibw da, m a I

da riinu «A .,i> i t i
k«.U»daaodai

«. 4Ba Kkala i. aa. taafcka «. adn i

*l
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Jugendstrafanstalt Hahnowrsand

Sie kommen fast alle

wieder zuriick
Erfahrungen a us einem Sozialpraktikum: Eine radi-

kale Reform des Strafvollzugs tut not / Von jostPeyer

Die Jugendstrafanstalt Hahnoversand bei Ham-
burg ist eine offene Anstalt. Wer hier m sitzt" , ge~
hort sohon zu den Privilegierten unlet den jugend-
lichen Kriminellen. Er bekommt eine Berufsaus-
bildung und wird psychologist betreut. Dennooh
werden die meisten von ihnen wieder rudtfallig,

Woran liegt dasf

Offene Jugendnrafarmalt Hahnoversand
bei Hamburg; mein enter Tag auf der
.Intel", die fur die nachsten vier Wochcn

mein Praktikumsplatz ist. Ich stehe vor der Tiir

von Haus 2, einer von vier Gefangenenunter-

kiinften. Die Eingangstiir hat keinen Driicker,

nur ein iiberdimensionales Schlofi. Der Beamte
vom Aufsichcsdienst, der .Hausvater", kommt
und schJicfit auf. Drinnen auf den Flur stehen

zwei Gefangene gelangweilt herum, der eine zer-

reiflt ein auf der Heizung liegendes Schuthefi,

der andere schlagt mit dem zugehdrigen Lineal
so lange auf das Steinaims, bis a zerbricht.

Die Gefangenen, die ich aus der Lehrwerk-
itatt mitgebracht babe, werden in ihren Zellen
eingeschlosses. Einer von den .Jungs" zeigt roir

seine Zelie: 2,50 mal 3,50 Meter, vergi«ertes
Fenster, Tucn, Bett, Waschbecken, Klo, Schrank,
ein Sessel, ein Stuhl, allei tauber und akkurat.
•Klein, aber fein", meint er, .die Wande hat gc-

rade der Maler gemacht, raeine Zelle ist noch
eine von den beseerent" Er hat recht, andere
Zellen macben einen vfillig verwahrlosten Ein-
druck. Der -Hausvater" erscheint in der Tiir, er

will abachlieflen. "Wohl zum hundertstenmal an
dieaem Tag holt er sein Scbiusselbund aus der
Tasche and emlafit micli mit dem wohlmeinen-
den Ratschlag: .Es gibt drei Dinge, auf die Sie

im Knast auipassen mussen — S<Mussel, Sagen
undFeilen!"

Zucht and Ordnung
HahnoveTsand ist eine offene Strafanstait, es

gibt keine Gefingnismauer, die au&ere Sichcrheit
ist eher lax. Hierher kommen Gefangene, mit
deoen es der Staat beaonders gut meint. .Im
Vergleich zu Neumunsrer ist das hier 'ne Trin-
kerheilanstalt", crzahlt Dirk, der, obwohl er erst

19 Jahre ale ist, achon fan vier Jahre Knast-
erfannrag hat. Seine latowierungen zeugen von
der Langeweile des KnartaUtagi und sind

.Kunstwerk" und Sutuasymbol zugleich. Dirk

ist einer von etwa hundert Gefangenen auf
.H.-Sand", ihnen steht etwa ebensoviel Personal
gegeniiber (darunter auch ein Psychologe), das
sich im Schichtdienst ablost. Die Jugendlichen
sind zwischen 15 und 23 Jahre alt, sie verbiifien

Strafen von einigen Monaten bis zu vier Jahren.
Die Belegschaft ist bunt gemiacht, Automaten-
knacker, Rauschgiftsuchtige und wegen Kbrper-
verletzung Verurteilte sitzen hier ein.

Die ersten drei bis vier Wochen verbringen
die Jugendlichen im Zugangshaus zor Beobach-
tung, sie werden damn beschlftigt, uberstehen-
den Grat von Gummihalterungen fur Autokubler
abzuschneiden. .Nach zwei Wochen traumst du
von Gummil" sagt einer.

Eine regelrechte Lehre konnen die Jugend-
lichen in mehreren Berufen wie Maurer, Maler,
Maschinenschlosaer, Tischler und Landwirt ab-
solvieren. Nur wenige macben jedoch den Ab-
schlufi, weil die Strafzeit kiirzer als die Lehr-
zeit ist.

Der Betrieb in der Metall-Lehrwerlutatt
gleicht dem in einer Lehrwerkstaet au&erhalb
der Anstalt. Urn 16.30 Uhr ist Feierabend,
die Sagen und Feilen werden nachgezahlt, da-
nach bringen die Ausbilder die Gefangenen .auf
Haus", wo sie von den H a usv atern Gbernommen
werden. Nach dem Abendbrot stehen Femaehen
und manchmal Sport zur Auswahl. Je nach
Fernsehplan, der fiir jede Woche neu zusammen-
genellt wird, ist zwischen 21 und 23 Uhr Ein-
schluB bis zum nachsten Morgen, das Licht wird
geloscht.

Das Wochcnende ist arbeitsfrei. Aber auch
dann durfen die Gefangenen sich nur unter Auf-
sicht auf dem Gelande bewegen, ein Beamter
mufi beim Sport oder Spazierengehen dabei sein.

An jedem zweiten Sonntag ist Besuchstag — fUr
die „Knackis", wie sie sich selbst nennen, ein be-
sonderes Ereignis. Die .Gastgeber" sind sichtlich

nervos, sie haben sich frisch eingekleidet und ge-
kammt und fur eine Stunde Kontakt zur Auflen-
welt und zu den alten Freunden.

Gegen Ende der Haftzeit gibt es Urlaub Uber
das Wochenende oder auch linger, um die Wie-
dereingliederung zu fcirdern.

.Zucht und Ordnung werden hier grofl

geschrieben, du hast nur das Recht, das zu ma-
cben, was die dir sagen*, sagt ein Jugendlicher.
Anpassung an die Hausordnung ist das Wichtig-

Eln Experiment zur Verbesserung dee Sozialkllmes. Diese Frauen, Ehefrauen von relchen Industrie Iten, Obernehmen eine Woche tang Arbeiten im

Olenstlelstungsgewerbe. Wahrend die Welt schlafi, fegen und schrubben sie die Boden und Labore Ihrer Manner, um .die ottemhche Aufmerksamkeii
auf die Forderungen der vemachlasslgten Industriearbeiter zu lenken". Aufnahnw: swan msm

ste, ein Stufensystem von I bis IV, das bei Wohl-
verhalten eine friihere Hdherstufung und damit
Entlassung in Aussicht stellt, lehrt die Haftlinge,

sich unterzuordnen, im Knastjargon: zu „klin-

geln". .Man steht immer unter freiwilligem

Zwang", sagt Jdrn, 21 Jahre alt, wegen Korper-
verletzung hinter Gittern.

Eine Einsicht in das von ihnen begangene Un-
recht cntwickeln die meisten jugendlichen Straf-

gefangenen in der Anstalt nicht, fur ihre Straf-

taten interessieren sich meist nur die Mitgefan-
genen: Da wird kraftig mit den alten Briichen

geprahlt und werden neue im Gei« vorbereitet.

Resignierende Erkenntnis eines Gefangenen: .Der
Knast macht di« Leute ja nur noch schlimmer!"

Das abschliefiende Urteil eines anderen fiber den
Jugendvollzug: .1st alles nur Rache und Vergel-

tung hier."

Einer von fiinf Gefangenen, die ich beaufsich-

tigen sollte, war .auf Fluent" gegangen. In den
Obstgarten von Jork verlor sich seine Spur,
ein Beamter, den ich bei der Suche begleitetc,

meinte: .Ober kurz oder lang landen sie doch
fast alle wieder im Knast, wegen solcher Eier-

diebe macht die Polizei keine GroAfahndung!"
Statistiken geben ihm recht.

Fast alle Jugendlichen haben nach ihrer Ent-

lassung einen Job oder eine Lehrvtelle, fiir eine

Wohnung sorgt die Sozialarbeiurin der Anstalt.

Trotzdem werden zwei Drittel der jugendlichen

Ermater wieder riickfallig. Die Grilnde fiir ihr

Scheitern sind so unterschiedlich wie die Tater-

typen, die der Jugendstrafvollzug unter einen

Hut bringen mufi. Mancher schafft es nicht, mor-
gens regelmaSig um techs Uhr aufzustehen, er

verliert seinen Arbeitsplatz; andere konnen kein

Geld .herumliegen" sehen oder gcraten im Al-

koholrausch erneut in Schlagereien, wieder an-

dere sehen sich bei ihrer Entlassung einem Schul-

denberg gegeniiber, angesichn dessen sie sich nach
„schnelien" Verdienstmfiglichkeiten umsehen. Die
alten Freunde sind wieder da, man trinkt zo-
sammen, die abschreckende Erinnerung an den
Knast verblafit schnell. Plane werden geachmie-

det nach dem Motto: Dietmal stellen wir es so

an, dali man uns nicht erwiachtt

Lieber Wohngruppen

Verbesserungen wie die Moglichkeit, dali

Straftater in der Anitalt eine Berufsausbildung

bekommen, haben sich also nur unwescntlich aur

die Rildkfallouote ausgewirkt. Sollte man da

nicht zum alten Verwahrungtvollzug zurilck-

kehren ?

Die Griinde fUr die relative Erfolglosigkeit

des Jugendstrafvollzugs sind wohl oar in zu
suchen, daft eine personiiche Fehlentwicklung der

Straftater sich nicht wie eine Krankheit durch

eine (wenn auch mehrjilhrige) .Kur" beseitigen

laflt. Der Jugendanstalt verbleibt die undank-
bare Aufgabe zu retten, was so nicht mehr zu

retten ist. In der Haft- sind Jugendliche aus den

unterschiedlichsten Bcvdlkerungischichten mit

den unterschiedlichsten Scraftacen — .Haoer,

Hatcher, Klauer" — auf engem Raum zusatn

mengeschlossen. Gemesnsam ist ihnen nur, dafi

sie mit den Wertvorstellungen dieser Gesellschatt

in Konflikt gekotnmen sind. Die meisten scbeo

sich als Opfer, nicht als Titer. Zusammengebsl

ten wird oiese brisante Mischung von einer rigi-

den Hausordnung, die im wesentlichen die Si

cherheit der Anstalt im Augc hat. Die VolfaMgt-

beamten geratcn dabei in einen Zwiespalt. Enter

aeiu miiuen sie kontrollieren und einschlieaVn,

mit einem Wort: mifitrauisdh sein. Das trait'

ihnen das Mi&traucn der Gefangenen ein. An
dererseits sollea sie gemafl dem gesetzlidh vor

geschriebenen Reaozialisierungsvollzug Veruauer

gewinnen, offen sein. Im Zweifelsfall siegt da

Sichcrheitsdenkon, der Gefangene wird durch di'

srarre Ordnung «ntmundigt, er falli einer adm
lierten Gewtthrrung" (Ztut aus einem Urtnl

anheim — nicht fttrderlirh fiir das Leben in Fret

heit fiir Menschen, die ohnehin wenig Sclbetver

trauen haben.

Es gibt Alternatives In dan USA lebea ju

gendliche Straftater und Sozialarbeiter auch fa

Wohngruppen zummmen, dit BewtthrunsjaVilf

wurde TerDestert. Diese Venuche waren affrk

tiver und billiger. 1972 gar achlofl der US
Bundceauat Massac husetu tamtliche Jad
strafanstaltan.
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(caption translated)

Diakuuion. J>*

tifra Verfahrro

iterbolle und 1 «

pf. 197)

mat, dal t-,-
"m.demCDU-

gtn Da *«f d*

it >n> KoUasti*.
rUacbaf t an den
B[ fut J.( Or-

let Subaidianut

f C.letchbr.t -1"

tfn. oVr Gil
rdldc d4l d *

luadiihkni. 1M

htigknt D*t ui

fanuttr — un *

•tandc iu rccht-

[rifft b*> B.eden-

MUndiakm de»

acUidMftUbc
aadra Wirku-g

der Ordo-
fiaReda

er («•) Ttrdinu.

Der F>nb*iiiorr.nff dagajen erkbt qm er-

naunltche Konjmklari nun kuu daaut kaum
(alatb Imjto, *tiu> Una ib« grfaa ** Inter*

nmTia ii i, gr-tm dm Soiialiaatm oder fur

j fret Ufturarfmrtum verweadca. Mu darf
ibn iu cudtc ge-gan den kooaarvativen Scut mi
Feld fukrt-n Dm Cefahr der ftir*duoe>Jo*-a-,ke.t,

dcr AuSIcmuoi von Ordnungrn drohf d-ton. Fur
okhe* UnuT?*o|m tit dai rhrbart Won Frct-

beu verboten. a wird rrsctsr dutch indere,

uJ(flitl«n« Regs-ifa "fit anra

ohnr truvt F'reiha.t in F(i(t u Uclum " Der
Kanler rlurnt rin. Jet Bcuand in .Grundwcr-
i«i* act tcbuubcdurftii, Vat abcr oVr Staai den
S-Jioti ocxaauaiert, da* enucbe.d* nek in PmuJ
der pobuicbcn Willerubildaflf . und der Kanrlcr

vrtitant tUbei o( fenbat dm .nJMubcxOfcnM
I«ell--.h*iil-cheB Kitiicn* kLi iurk. tr bam
voeallanaufdMK-roW.

n Kohl, der Suit rum
««.--.- Da

geMlUchiftJM.be*> Crwadwerie m-aitn.

aktuiliaicri mill, atad dai tea A ofgibe del d>a i

Suite*. D«« r.rut-dwcric rrhaltca hair frolidl • urdebc2c-f.ta.cn KcnatbcaUid »--.h a* at tabti™

((•en. Dm Freibeit icgta die uiiilicbe Ordaoac
grwen-dn. wie wtiMtinaint li.icrr-rruttua d>i

C-fun-dgrMiMt erribe. wird lit Scbwuad de*

tiKik umh Verdacbt gctwlM Dmtf Wider-
m aitgeadwo {raid aavlii-kuticn Dm
n.;rr-. Frikt-oaen .**« k.un. mi BUh

fcld. DU d-w nt-odcrae Vwadult dm CcMt.ca
dci btirktc* luttrrbeft, wo Jn Racht da Sui-
krrrn |i)t. und dan Cnniro dcr F/fiai«ai (<-

korthi, Ji* iK>l*niJi|cr*(>if ItuttunirBtaliu'-

ranf badcttun. lib *>dt kiMin Uiirntcn D>S

Uotal Drr ilil.l*fil«

Tecbotk dm StlbttUa
ricl.M auJi mil fuia

F itiV.llirrUilu

i kuu<M. Dai be

.ckalt «h daf-

«« auifripifli

J wurbrtMt dda
lanaitf Cn*aJ-
[*' Anfia( daf

M Ktr,jnu'..a

cabal I*»t *rr-

T»fi (icrccbtif-

i)r KmWm m

Ate mops and poils obsolete? Several firms ore introducing prototypes of automated cleaning

services for industry and Home. Expensive at the moment, such computer-programmed devices

ore expected, within the next decade, to cut the cost of menial labor by 50%.

Dukusiion, die

i(;en Verfahrcn

urholte und 1

ijbir Mft*

pf. 1973 Khon,

DavWfaali D-
wat. difl bth
«t, dew CDU-

Dv Ftobeillbeinfr djgegen erlebt fine er-

luuolichr KoDJunkruti man kaaa datnit kaum
labch iitgen, went) man ihn gcjen deo Inter-

vcntiOnui»J[, geaett den Sozialumui Oder tur

dai (reie Unlcmebmernifn verwendeL Mao datf

ihn nur nicjit %<%ca den koniervaiiveti Suai mi
Fcld fuhren. Die Gefakr der Bindursilotigknt,

der Aa/lonM! von Ordnungen dro^>( HaJiJi- For
mlcbei Unterfangen ui dat akrbatc Von Frei

verboten , ei wird
poleim^h autgdadene Besrifft

du/ch .indere,

ohne Mine Preiheit in Ftage iu atellcn." Der
Kinder raumt em, dcr Batand an .Grundwer-
ten" i*i scbuczbedurftig. Wie abet der Suit den
Schuti orginuierc, dai cnticheide tidt Ltd Proieft

der politucben Willenibildung, und der KituJer
ventaut dabci off-nbw den .fthoibciogenco

g earl I Khi/tlichen Kraftco" ichr (Urk, er baui
vor ill«na..fd,eKirch«n.

So werde, meint digi^en Kohl, der Suit mm
biofien Norar von Mebrbeiumeinungen Die

feael Itchai[lichen Gruodwerte muflien wteder

aktuiliiierr werden, und dat lei Aufgabt drt

Sianei. Die Grundwcru crkalten kicr freiluh

feierx. Die Fteihtit gegen die tunliche Ordnung
(ewendet, wie ne eine cxteiuivc loterptctationdei

Grundgeaean erribt, wnd >U Schwund der

EsKik BBM Verdacht gencJIt. D.cier Wider-

ipruch ut nirgcndwo ^eniu ausdnkuuert- Die

Sr-aanungen, Fnkttooen rucken kat.tr. int Blick-

feld. Dafi die modeme Wiruchaft den Gextzen
dei Marktea unterliegc, wo da* Rechi do Srar-

kerea gilt, und den Gesetzen der Eifmeoz ge-

horcht, die notwendigerweiK Initnimentaluie-

rung bedeuun, last lich kanm batrcttrn. DiS
diet abcr nut einem kocMr*ativea wen- und
wurdefaaogenen Mentcbcnbild tub n;hi nihil™

ik und die Bb-
ologiererdacht. (Culnjr«)

True-to-life Happening. A group of well-known artists quietly washed the floors of on office

building, after dark. Purpose? To experience work os o meditational proctice. Is this the

ultimate magic for the working masses, or is it food for thought?

ml J;r rod
dill Freiheit nod Lei

lunciYermogen, E/fi

Fonicbricc gelien. D
Moral. Der alil.ber.t,

TechnUt de-r. Selbiil*.

nichrr auch mtt gutn

in niche wicderherncllb

D>r Veranrwon
Gbri rreiheillvetburgtt

tiooea hinaiu Da bet

alt Sinnproduieni

em 1-efacn uncer

atiailicben Bedlagunge
vcrandcrt durcb Tun O
ruiammenhingc. in dc
ro.htf.nden mufi. iei(

ntcbt mebr an aniebli

von Tecbmk und dkon,

Dai Fartt? D.e Wen
Grundwcriediikussjod
von Wettehimmel und
f&hrt, iu finer Disuu,
at hen Ac* oder Abaci

1m anderra Fall, bei dc

derkerttellung des nbi)

.let „„, 5palrun L
fiti'iichen) SuaUKcsel
(dvnatnuwben) Induti

lange dio 10 in, bleibt

adhlimmer tuxh:

Abrr auf Nacbdc&k
wamt kaum hoff.

U ihlkampl iu ein

luJtrt Da gibt a kern

Siegrr und Bcaieajtc

V.elle.cht. a lit (ait

wird man oacb dcr Wal
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308 Politics section

(caption translated)

Dukunion, die

IgCD Verfahren

tcrholtc und lit

mdbar macbtc,

pf. 1973 ichon.

in Muiv:\eii,

Denktchnle. Die

ICtXt, dail XWi-

'ert, detn CDU-
ncn Wen, dan
Dkm Been/fi-

at im Kollekm,
11k)iiI( in deo

at fur die Ge-
lerSubtidiantat.

dero toziiliMj-

Gleuhbeii der

ben. dee Gktcb-
warde dai die

auadxwcien. im
at Du ut

Cr (e») TCtdient.

Ocr FitiKtmWnfl' dijcjta e/lebt eiat er-

HiuolitJic Konjunkiur, man hi on daxnic kauis

flitch liex«, weoa sun iho fcfea den later-

vcniuwouii, |«m den Sozulamui oder fur

du fine Uattrnehrnenum vcrwmdea Man dart

iln out niche rer,en dea koaacrvaurtn Suat mi
Feld fuhrcr Die Gefihr der Bindunr.iJoiic.keit,

del Au/lomni von Ordoonfen drone dann_ Fur
tolcbci Untenant"1 in du chrturt, Von Frei-

beti verboccn, a *>/d crtcnt du/ch in J t re,

DolrraiKD tu/crlidene BVr.ru'O wii ctwa
Lnuaiipjuoa.

.

onne icme Frciheit in Frige iu nellen-" Der
Kanxler riumt cin, der Bound an .Gniadnrcr-

un* an achunbedurfne,. Vie aber der Suat den
Schou orciniuerc. dai enneheid* uca iro Proxcrl

der poliiiachcn Til lento! I done,; und der Kaoilcr
venram dabci offeub»r den .ethotbexoteaca
c.e triloba ft lichen Kraften" aebx nark, er bene,

*or allem an/ die KirrJhen-

So wcrde, memr daewea Kohl, der Suat xum
bloftcn Notar too Mchrhrtiirnciaiiaren. Die
(ncllicbafilichcn Gnindwcrte mantcn wiedee

akoiiliaiert warden, und dai tei Aufgabc dei

Suatn. Die Grundwerte erhi lien hier frcil.Ji

f'lert. Die Freibcit gefen die mailichc Oidnuag
gewende(.wie tie cine eatenurr IntcrpreUQoadet
Gnindxeatuea erribt. vied all Schwund der
Eihik unter Verdacat (nielli Dieter Tider-
tprwch in mrr.cndwo jenau amdokuoen. Die
Spannuneen, Fnkuoocn rucken kaum ini Blick-

feld. Dafi die modern* Tintchaii den Geaeoaa
dei Mark tea unterlicft. wo dai Rrcbe im Scir-

keren gilt, und den Geaecjen der E/riiiem (e-

horiht, die notwendirerweite laurumcnLiluic-
runj bedcutea, lafic atch kaaa bejereiiea. Dao

* urdee*ei0c.ea*a Meaacaenbild net axbi aakika

refill-

nSU beiBieden-
Munditkat dn
£^:-IL.i,j!ili>h:

mden Wirkuai
der Ordo-

LieHed*

ItaananVfJ Uk>
rick el ( tick dar-

1 .
au* der Gruad-
[cr, Anfang der

Kenaiauace
cWieil (an Ttr-

G«rtckti(-

ile Kcaliboo as

kippte

idimrn vurdea
ei dartewe lit —

eioea Siren ^9
n dei en Terbiad-

eiae, vornceuaiKti fi

und darcsgotm, d>e

und Ordauae; licit, tun

wtue »uf de» Feld <

dat Freiheii und Lei

Iunpvermofen . FJfa
Foruckrm frliea. Di

Moral Der altl.brrale

Technik detn

JnW ii>.

h

ut n«ai w.ederber>"ieilb

Die Veraaevoeiuag (

fiber FreikcUTcrbBrrui
uaoen hmaui. Dai bee

all Sinnproduacat auit

ein Leber, uater tide

naaUicoea Bediacaaj

veraadert dorcfa Taa

rechi/iaden mufi,

aidn eaehr am aaeeUi
von Tecbnik and Chotu

Daa Fazii? Die Ten
l J n.i-J»[tirJ.lkul4*--o

too Vertchimmel and
fuhrc, iu etaer Du
Kken Auf- oder Abeck

In aoderen Fall, b

derberrtelluai de» eihia

drt cine 5paltunf iw
(imiithra) SuatieeacI

(draaoiucken) ledum
lanee dia 10 in, bleibe

•dujauner nock:

trrefuhreni Und «rcr li

jum mehr inutaade
aene oder alie Vertoedi

i<n Zeicken der cuici

dea poliiacbea Sief

nachdeaken nvunca.

Aber aaf Nackdenk:
warrie kaum boffi

wihlkampf iu ein

ludert. Da jibe e»

Siefee und Keiieitt

Vtellet^ln, er im

meauuoa, aacki ear* n
verurer in abetrakaee

Daa ScKeitera daoer I

(Pollrici)

Arbeit mochl froi? Dirty jobs like theie ore not spoken about, but over ten million of them

provide Western Europe with cheep service}. However, they cost the toxpayer billions in

medical insurance and other forms of social welfare. Who really benefits? Who really pays?

mm^^^^ warden ut, niche jedod

Duk union, die

ugen Verfekrca
iierholu and ue
endbar machie,

pk
p(, 197) Khca.

Denkacnuu; D.e

dat awi-
m.Jfir.UJU

U(rt. .1-^1

« Deffitfi-

(»n Da wwrde
Kollckur.

fbdaaft an den

_ (U r d« Ge
Icr Swbudtariut.

fill Huh im
ken, der Gleiek-

wirde daa die

er (ea) verdient.

Dee FreiheiUbexriif datejen erlebi cue er-

itaunlichc Konjunktur, man kano daout kaum
laUck lirgcn.. wenn man ikn %f%ta ^n> la'*'-

veationiitaat, it(en den Soxialiwnui oder file

dai frnc Uaierocbnaertuai rerwendet. Man darf

ikn our niche |efcn den kooiervativen biaat mi
Feld fuhren. Die Getahr der Bmdun Ei]otiEkeir.

der Au/loauni von Ordnuafen drobi dann. Fur

•olehea Untertenren ut dai ehrbare Won Frei-

heit verbotcn. a wird cneot dn/ch andera.

ohne irtne Frcihex Fn k t iu lullen* Der

KamlcT raumt cm, der Bcuand an .Gruadwer-

ten* iei icbuubedufitic. Tie aber der Staai dea

Sthuti or|inuirre, da* entachcide ucb tn Proict

der poliiiacben Willcmbildunr.. und der Kaniicr

venraut dabet offenher den ,rt hoiberotcnen

geaellicbaftlxfieD KrjJicn* ichr rutk, cr bam
vor ellem auf die Kirchea.

So werde, roeint daeagen Knhl, der Suat aunt

blonen Notar von Mehrheiumcmunern Die

leaelUchaldicbcn Gnindwenc muatrn wieder

akiualiaicrt wtrden. und dai an Aufeabe dei

Staaier Die Grundwcrlc crhaltcn kier freilich

lat. all WieJererwecaun; Jei Libeiauunui |e-

iciert. Die Freibcit icjtn die naetJichc Otdaunc
fewrndet, wie lie one ea term re Interprnatioo du
Grundgcieuc* erpbl, »nd all Schvund der

Lthik unter Vtroachl jcitellt Dicier Ttder-

ipruch ut rurcroda-o (enni •utdnkuiien Die

Spannuncen, Priktionen rucken kaum ini Blick-

leld Din die modeme Tiruchaft den Geaetzea

det Marktei untcrliegi. «o dai Reahi do Mr*
kerea £ilt. und den Gocnen der Effiuena ce-

norcht. die notwendijerweii* I nainimenuliue-

run[ bedewten. I&tt ucb kaum bntreiten. Daft

dm aber can einem kon»^rv*ii>ni w*n> und

* urdebeaoeeacn Meuachenbild iich aukl nahtl.*

. ri in

riifi be. Bwden-
Mwndilkeu dei

aaaalarJiaMiaaB

rmien Tukaaf
der Ordo-

iailUdt
kJbefcnj. I m

-.kelt i,h da.

'

I rowm a)

These women work at night to clean a computer center. Soon, technology will provide

cleaning, and other simple services, automatically . Menial labor moy become a thing o*

the past. Where will these women find work? Will the future eliminate the working class,

or tronsform it?

erne, voioihmlicb »

uud durch|cierit, die

und Ordnune. licit, u

•/cue auf dem Feld

daft Finheit nod I

1 unpTcrtnbfcn, Elf

Fortachritt fclirn. D*

Moral Der ahl.beraU

Teckatk dem SelU.liu

nachu luch mil (un

ire mcht *iedeihenielll

D>* Vrrantwon
uhri I itiheiltrnbuiitu

t-onen hmaui Dai bo

all Sinnpeoduient

n ai i lit Ken nedin|unec

verinden durth Tua o

luiammenhanp, in dei

rnhifinJen nmt, leu

aieht mehr an angaki

em Tochnik und Oko»

Dat Fain? Die Ter
C rundv enediikutMon
»oa Weneoimmel «a»

(uhrt. iu ciner Dniim.
tchen Auf oder Ahari

Im •oderen Fall, kee d.

derheriielluni det eihi

An eui. jj ljllal •«

(dTHnaiannaal "lndu«
j.nee d.« w iu. ble.be

Khlimmcr nodi' v
Laura mehr iiaHinde te

neve oder alia Tertordi

im /e^hea dei e.

im politiachea $<r% t

aacbdeakm enwantn.

Aber auf NarJtdnk
winy kawni koffeav E
Tihttimpl iu einer /

lud*rt Di libi et kei

s i t>r wad Beeiegie.

VmIUkIk. et m tm
fuj nan naeb der Ti
neaen keepanca kooaee

IH.S<h,1.e». d^er
Sefea die Method*, i

worden im, aieke (edm

him
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312-313 Quiet Please

Activity, May 1981

For Jose-Anne De Kock and

Pierre Restany

Paris

314 Going/Staying

Activity, May 1981

For Marianne Filliou, Marcelline

Filliou. and Robert Filliou

Pouillac-Le Moustier. France

310 Letter explaining European Tour

January 30th, 1931

Deer

Please forgive this photocopied letter; It's the moat efficient
way to contact a number of my friends with the same message.

I'm coming to England and the Continent in the Spring for a per-
sonal project that Interests me. I'd like you to be involved if
you can.

The idea is to visit certain of my friends living in England,
Germany, Holland, France aid Italy, and make for each of them a
unique Activity. The visits would be short - 3 or 4 days - and
the pieces would be very simple, emerging from the situation Itself.
After each event we'd tell our stories of what occurred, *hich I'd
like to collect for a small book at the end of my travels.

basically I want to try an alternative to the art market and, in-
stead, make art for those I enjoy being with.

310 European Tour

Seven Activities, April-June 1981

England, Germany, Holland, France,

and Italy

Just Walking on the Edge
Activity, April 1981

For Rita Donnagh and

Richard Hamilton

Oxfordshire, United Kingdom

So I'd like to make a niece for you. All I'd ask from you is your
hospitality for the period of my visit. I'll be travelling with
my friend Coryl Crane (some of you know her), w'io is a stained-
glass artist, and who will be studying the cathedrals and making
contacts in her field during our tour.

Our itinerary is England (Essex and London), April 8-21; Berlin
April 21-28; Hamburg April 28-May 2; Amsterdam May 2-7; Cologne
May 7-12; Paris May 12-17; Pouillac (Dordogne) May'7-22; Florence
May 22-27; Munich May 27- June 2; Berlin June 2-6. (The outside
dates in each place would De arrival and departure days of course),

If you're Interested and will be at home during the appropriate
dates, please telegraph me with one word "OiLAY" and I'll be In
touch with you soon afterward. If it's not possible telegraph the
word "REGRETS". Naturally, I hope you find the idea attractive
and will be at home. But do let me know soon!

311 Leaving No Footprints

Activity, May 1981

For Barbara Glas and Ludwig Thurmer

West Berlin

Pond regards
,

Allan r.surow

Drawing on Stories

Activity, May 1981

For Shula Koren, Yael Koren,

Nimrod Koren, and Shlomo Koren

Amsterdam

Allan kiprott

1225 1 indi Rosa Venue
Eagle Rock

I 01 \aeH«. (A 90041
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31 1 Score for Leaving No Footprints

I r fii vudIk.

Weighty Matters

Activity, May 1981

For Giancarlo Bicocchi and

Maria Gloria Bicocchi •

Florence

Our Life Together (Scenes

for a Movie)

Activity, May 1981

For Danny Keller

Munich

Performance as a

Meditational Practice (with

Pauline Oliveros)

Activity, June 1981

Institute tor Transcultural Studies.

Zen Center. Los Angeles

Meditation 2

Activity, August 1981

A street piece for 80 Langton Street.

San Francisco

Small Exercise 4

Activity, October 1981

A street piece for ESPACE DbD.

Los Angeles

315-316 Exercise 6

Activity, October 1981

Not realized

Yard

Environment, October-

November 1981

Reinvention for Schwarz

Kunsthalle Dusseldorf, Dusseldorf

Maybe the Shortest Parade

Activity, November 1981

Sponsored by Washington Project

for the Arts

7th Street between E Street and

Pennsylvania Avenue, Washington. D.C.

c,^
*#*

Loo* I G*M, faff bJvJ+ke
,

frfr/tkff- iwrg-j/i'im* ^^..jo//:
, /Uy / /ff
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312 + 313 Score for Quiet Please
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3 1 4 Score for Going/Staying

rm
3
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5-j^j/rltf •'

* 3° 3
*'
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(*« /V-s +1«M«

;f -H* f>oi*t erf a. turn
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L
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N\*r*lb«t U /?«,£«./ fi7//i«*y
«rni/ #^/^ >^m,

- OJULa- l^f^^A
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EXERCISER

315 + 316 Score for Exercise 6

I) (in the street)

some listeners

others, here and there,

each observing a traffic light

(from far or near)

each adjusting their breathing

to its changes

doing this for some time

then moving on to another light

(breathing with its changes)

hammering a nail into a piece of wood

when the light is green

stopping when it's red

repeating process five or six times

each time seeking another light

listeners listening

perhaps following the sources

of the hammering

2) (in a quiet place)

all together

waiting until the quiet is heard

someone, then, hammering a nail into a piece of wood
waiting again to hear the quiet

someone, hammering another nail

waiting..,, hammering a nail

repeating process five or six times

until the quiet is very loud

someone, then, taking up an electric saw

cutting into a piece of wood

until someone shouts stop

a.k. I0/8I

1981 289



TEACHING POSITIONS Professor, Visual Arts Department, University of California,

San Diego. H CONSULTING positions Consultant/panelist, Interarts Program,

National Endowment for the Arts, Washington, D.C. H GROUP exhibitions Photo

recycling Photo; Oder, Die Fotografie im Zeitalter ihrer technischen Reproduziebarkeit,

Universitat Kassel, Kassel, June. Performance as Photograph/Photograph as Perfor-

mance: The Value of Preserving Human Activity, Grunwald Center for the Graphic

Arts at the Frederick S. Wight Gallery, University of California, Los Angeles, September-

November. Wiesbaden Fluxus 1962-1982, Museum Wiesbaden Nassauischer Kunst-

verein, Wiesbaden, West Germany (traveled internationally), September-November.

Extended Uses of Photography, University of California, Los Angeles, October. Kunst

wird Material, Nationalgalerie, West Berlin, October-December. Hans Hofmann as

Teacher: Drawings by Hofmann and His Students, organized by the American Fed-

eration of Arts, New York (traveled in North America), December 1982-July 1984. H

THEATER Set design for Stacked Deck (a play by Dick Higgins), Los Angeles County

Museum of Art, Los Angeles, January. H WRITINGS "Anmerkungen zu Yard," in Kunst

wird Material, exh. cat. (West Berlin: Nationalgalerie), 42-45. "Bilder fur die 'ZEIT,'

20.3.1981" (on the Die Zeit Project and selected reader responses), in Floris M.

Neususs, ed., Photo recycling Photo, exh. cat. (Kassel: Bermuda-Dreieck fur Foto-

grafie, Universitat Kassel), 36-39. "Company" (Activity score), in Brian Buczak et al.,

eds., Black and White (New York: Money for Food), 21.

1982

317 Company
Activity, April 1982

Ballantine Hall. Rutgers University

Reinvented in 1988

Give Me Your Jacket

Activity, July 1982

Sponsored by the 80 Langton Street

Workshop Group

Golden Gate Bridge, San Francisco

After Dinner Speeches
Activity, August 1982

De Benneville Pine Camp,

De Benneville. California

COMPANY
A person locates a bare room and sits in it for a long time.

Then she or he brings into the room a cement block and
sits with it for a long time. A second block is brought in, a
third, a fourth, a fifth and so on, up to the number corres-

ponding to the person's age. At each addition, the person
sits with the blocks for a long time. Then, one by one the

blocks are removed. The person sits, as before, at each
stage, for a long time, until the room is empty. Then, she
or he sits in the empty room.

Yard

Environment, October-

December 1982

Reinvention for Kunst wird Material

Nationalgalerie, West Berlin

Photoplay

Activity, October-November 1982

Los Angeles and San Diego

Reinvented in 2007 (twice)

Tail Wagging Dog
Activity, December 1982

Sponsored by University of California,

San Diego

The hills behind Del Mar, California

Carpet Bagging

Activity, December 1982

[Jul it-.-ih. imI

Allan Kaprow
1981-82

A unique performance prepared especially for the celebration of the 20th
Anniversary of Rutgers Visual Arts M.F.A., Mason Gross School of the Arts.

The room and cement blocks will be located through the ground floor door of
Ballantine Hall on George Street near Hamilton Street from Monday, April 5th to
Thursday, April 15th. There will be a meeting between all the participants and Allan
Kaprow on April 15th at 4:30 in Room 204, Downtown Art Building, 358 George
Street to share experiences and discuss the work.

317 Score for Company

To sign up for participation check the door of Ballantine Hall.
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Clean Graffiti

Activity, January 1983

Sponsored by University of

California, San Diego

A semi-industrial area east

of San Diego

Putting On Your Face

Activity, February 1983

Various locations, University

of California, San Diego

Building Muscles

Activity, March 1983

Rancho Santa Fe, California

Give Me Your Money!

Activity, April 1983

University of California,

San Diego

Lots of Work
Activity, May 1983

Rancho Santa Fe, California

Six Spots for Television

Television Spots, May-

June 1983

Presented for Video as Attitude

Broadcast on local Santa Fe and

Albuquerque television stations

Trading Dirt

Activity, October 1983-

September 1985

San Diego and Los Angeles

Reinvented in 1989

1983 life events Divorced from Vaughan Rachel, April. H teaching positions Pro-

fessor, Visual Arts Department, University of California, San Diego. H consulting
POSITIONS Consultant/panelist, Interarts Program, National Endowment for the Arts,

Washington. D.C. H GROUP exhibitions Video as Attitude, Santa Fe Museum of

Art, Santa Fe, and the Museum of the University of New Mexico, Albuquerque, May-
June. Video Art: A History, Part Two, Museum of Modern Art, New York, November. ^

WRITINGS "Animation" (originally published in 1975) and "Als ich Stephan von Huene

und seine Arbeit kennenlernte," in Stephan von Huene: Klangskulpturen, exh. cat.

(Baden-Baden: Staatliche Kunsthalle Baden-Baden), 8-9. 39. "The Real Experiment."

Artforum 22, no. 4: 37-43.
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318 + 319 Score and statement for Drag

ALLAN KAPROW: Text (for LAVA exhibition brochure] "D^cAfy

dragging behind you a concrete block

tied to a rope

when meeting someone you know,

picking up the block arid

carrying it

when meeting someone you know,

putting down the block and

pushing it ahead of you

when meeting someone you know,

once again dragging the block

behind you

repeating sequence indefinitely or

until there's no more time

[the above in larger-- e.g. U-point-- type]

[the narrative text to follow beneath, in smaller-- e.g. 8-point-- type]

ALLAN KAPROW: Text-- 2

[The following, beneath the performance instructions, to be set in smallei—
e.g. 8-point-- type]

This piece was an end-of-the-term gift to students in a performance class

at U.C. San Oiego, in June 198**. The full-size concrete blocks were dragged,

carried, and pushed around the university campus for about three hours. 1

was, as usual, one of the participants. It was slow work, especially the

pushing part, when you were either scrunched down on the ground shoving the

block with your hands, or nudging it inch-by-inch with your shoe.

Afterwards, some of the group said the blocks became very heavy and

exhausting work (few realized they could rest any time they wished...).

Some cheated actively by dragging their blocks over pathway steps so that

they broke into smaller (and thus lighter) pieces. Others were embarrassed

by the absurdity of taking around a mass of cement as if it were a dog on

a leash; they sought woods and backways where they wouldn't be seen. Still

others went directly to the most public thoroughfares and buildings, where

they could be noticed by friends and cause a stir. Everyone understood

that such different behaviors might be self-portraits.

I said that it was hard work for me, also, but I enjoyed the revealing

conversations I had along the way, conversations that never would have

happened if I hadn't been attached to my block by a rope. I was amused as

well to see that I'd spread my "burdens" so equitably among my friends; and

that they were very good about sharing them.

We didn't get around to talking about the building-block subject matter

and its relation to the suburban landscape, but that was part of the piece,

too.

--A1 Ian Kaprow

1984
teaching positions Professor, Visual Arts Department, University of California, San

Diego. H CONSULTING POSITIONS Consultant/panelist, Interarts Program, National

Endowment for the Arts, Washington, DC. 11 GROUP EXHIBITIONS Faculty exhibition,

Mandeville Gallery, University of California, San Diego, May-June. Skowhegan Cel-

ebration Exhibition, Hirschl and Adler Modern, New York, May-June. A Private Act

in a Public Place, Zwerglgartenpavillion, Salzburg, August. Blaml The Explosion of

Pop, Minimalism, and Performance, 1958-1964, Whitney Museum of American Art,

New York, September-December. Video: A Retrospective, Long Beach Museum of Art,

Long Beach, September-January.
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325-326 Words
Environment, September-

December 1984

Reinvention for Blam'

Whitney Museum of American Art,

New York

320 Score for A Private Act in a Public Place
(with statement)

A PRWAfe. Atr tv* pv&., c

A Short Note

This environment was arranged collectively by myself and the students

of the Experimental Performance class of the International Summer Academy,

Salzburg.

We began with a simple plan:

" Find one or more chairs and mirrors, sit down and look at yourself. "

Since we would do this together, and in a gallery, it also meant

looking at each other looking at ourselves.

That is a private act in a public place.

Please Help Yourself

Activity, May 1984

Hirschl and Adler Modern,

New York

When you sit down and think about this or that, you may be reflective

( thoughtful )

.

When you look into a mirror your are reflecting in a different sense:

the mirror takes into itself a part of you;

and when you leave, it gives you up.

Without people, this environment reflects itself.

318-319 Drag

Activity, June 1984

University of California, San Diego

Reinvented in 2007

A Much Better Idea

Activity, July 1984

Rancho Santa Fe, California

320 A Private Act in a Public

Place

Activity, August 1984

Sponsored by the International

Summer Academy

Streets of Salzburg

321-324 Yard

Environment, September-

December 1984

Reinvention for Blam!

Sculpture Court, Whitney Museum
of American Art, New York

I want to thank everyone who has taken part in this collaborative

experiment:

my assistent Coryl Crane, the members of the class, Stacey Allen,

Edda figl, Oliver Grassmann, Anna Hauer, Anne Hutter, Christine Kaindl,

Elisabeth Kamemcek, Gemot Lechner, Bettina Schmeidl-Grubbauer

Joachim Wally, Marlene Wiesbauer, Freya Wisbbck, Gudrun Zander

and those friends who have contributed furniture, mirrors, valuable

assistence and good ideas,

Elfie and Volker HeiO, Ines und Maria Hdllwarth, Eva Kiefer, Hans Huller

Beppo Pliem, Ina Stegen, Treffpunkt, W.A.B.E., und Barbara Wally.

Allan Kaprow

August 1984
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321+322 Letter to Barbara Haskell
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324 Yard

323 Sketch for Yard
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325 Sketch for Words

326 Words
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teaching POSITIONS Department Chair and Professor, Visual Arts Department,

University of California, San Diego, D consulting POSITIONS Consultant/panelist,

Interarts Program, National Endowment for the Arts, Washington, D.C. H GROUP
exhibitions To the Astonishing Horizon: New Approaches to Landscape by South-

ern Californians, Design Center of Los Angeles, Los Angeles, January-February.

Fotografie, Geduld und Langeweile, Goethe Institute, Paris, March-April. Wirken und

Wirkung: Ein Salut von 80 Kunstlern, DAADgalerie, West Berlin, November-January.

Zugehend auf eine Biennale des Friedens, Kunsthaus und Kunstverein Hamburg,

Hamburg, December-January,
fl WRITINGS Notes and photographs from the Die Zeit

Project, in Renate Heyne, ed., Fotografie, Geduld und Langeweile = Photographic

patience et ennui, exh. cat. (Paris: Goethe-lnstitut), 12-14. ^ interviews "Environ-

ments and Happenings" (previously unpublished transcript of a radio interview with

Allan Kaprow and George Segal), in Jeanne Siegel, Artwords: Discourse on the 60s

and 70s (Ann Arbor: UMI Research), 166-78.

1985 A Sea Event

Activity, February 1985

Scripps Institute of Oceanography.

La Jolla. California .

Rene Block Said Don't

Call This the Milky Way
and I Agreed

Activity, December 1985-

January 1986

Presented for Zugehend auf erne

Biennale des Friedens

Kunsthaus und Kunstverein Hamburg,

Hamburg

Spit

Activity, December 1985

Hochschule fur Kunst, Hamburg

Reinvented as Another Spit Piece

in 2007

Piece for Coryl's Birthday

Activity, December 1985

Encinitas. California
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327 Installation view of Allan Kaprow

1986
teaching POSITIONS Department chair and Professor, Visual Arts Department,

University of California, San Diego. H consulting positions Consultant/panelist,

Interarts Program, National Endowment for the Arts, Washington, D.C. H awards
Arties Award from Franklin Furnace "for dissolving the boundaries between art and

life, artist and audience, and arts disciplines." H SOLO exhibitions Allan Kaprow:

Collagen, Environments, Videos, Broschuren, Geschichten, Happening- und Activity-

Dokumente, 1956-1986, Museum am Ostwall, Dortmund, West Germany, August-

October. H GROUP exhibitions Sammlung Feelisch Privat, Museum am Ostwall,

Dortmund, West Germany. February-March. Das Automobil in der Kunst. 1886-1986:

Malerei, Graphik, Skulptur, Happening, Plakat, Karikatur, Photographie. Trivialkunst,

Design, Architektur, Haus der Kunst, Munich, August-October. Die 60er Jahre: Kolns

Weg zur Kunstmetropole: Vom Happening zum Kunstmarkt, Kolnischer Kunstverein,

Cologne. August-November. Frohliche Wissenschaft: Das Archiv Sohm. Staatsgalerie,

Stuttgart, November-January. H festivals La Comida del Arte, Venice. California.

October. H writings "Art Which Can't Be Art" and "Stories: 1981-1985." in Allan

Kaprow: Collagen, Environments, Videos, Broschuren, Geschichten, Happening- und
Activity-Dokumente, 1956-1986, exh. cat. (Dortmund: Museum am Ostwall), 17-19,

1 17-19. "Postscript to Useful Fictions" (includes score), The Act 1, no. 1: 7-13.

327-332 The Perfect Bed
Activity, August-October 1986

Presented for Allan Kaprow

Various streets. Dortmund.

West Germany

333 Sweet Wall

Activity, August-October 1986

Reinvention for Allan Kaprow

Museum am Ostwall. Dortmund.

West Germany

Self-Service

Happening, August-October 1986

Reinvention for Allan Kaprow

Museum am Ostwall. Dortmund,

West Germany

Sawdust

Activity, August-October 1986

Reinvention for Allan Kaprow

Museum am Ostwall. Dortmund,

West Germany

Fresh Air

Environment, August-October 1986

Reinvention of Untitled Environment

(1958) for Allan Kaprow

Museum am Ostwall, Dortmund,

West Germany

Yard

Environment. August-October 1986

Reinvention for Allan Kaprow

Museum am Ostwall. Dortmund.

West Germany
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331 Installation map 332 Letter to Wolfgang Feelisch, p. 3
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Push and Pull

Environment, August-October 1986

Reinvention for Allan Kaprow

Museum am Ostwall. Dortmund.

West Germany

The Conference as

Performance

Activity, October 1986

In a conference room. Richmond

Museum of Art. Richmond. Virginia 1986 301



334 Score for Apples and Oranges

333 Siveef Wall

APPLES and ORANGES
(For Barbara Smith)

Two persons are matched, and will appear at

an address at a certain time.

They'll be directed to a room. On a table,

lying on a plate, is some bread. On another

plate are some dollar bills.

One person takes the bread. The other, the money.

2) Whoever takes the bread leaves the house and, by

breaking the bread into tiny bits, drops a trail of

crumbs to somewhere, and waits.

Whoever takes the money waits ten minutes, then

goes outside to follow the trail of bread crumbs.

While following the trail, the dollar bills are torn

into tiny bits like the bread crumbs, and are dropped

along the way

.

The two persons meet if possible; but both will return

to the house within exactly 45 minutes of their arrival.

3) The two will be directed to a room. On a table are two

plates oi before, with bread and money on them, respectively.

One person will give the bread to the other. The other will

give the money.

Note: There is usually no need for prior guidance in such pieces as this. But since

I will not see the participants beforehand, one condition may be urged: notice everything !

At 10:30 PM there will be a review and discussion. This is part of the piece.

-ak

334-335 Apples and Oranges

Activity, October 1986

Presented for La Comida del Arte

Venice, California

Reinvented in 2006
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CONJUNCTIONS OF FOOD AND ART

Venice. CA / Ruth Askey

Three presentations in the La Comlda

Del Arte series proved that performance

events can be either rarefied experiences

or annoying interludes. Produced by Bar-

bara Smith and performed by six artists

during a six-month period, this "food/art

series" has three more events ahead:

Shiro Ikegawa on November 22, Sheila

Pinkel on December 20 and Leslie Labo-

witz on January 24, 1987.

Money and food were the focus of the

three initial participatory events. Richard

Newton's Drive-in Saturday Night kicked

off the season with hourly shows on two

nights In this piece, the accoutrements

were the best part, the food and the

"movie," disappointing. Old Cadillac con-

vertibles were arranged to face a film

screen in the comer of a Venice school

playground. The night was beautiful. A big

moon hung over the Marina del Rey high-

rises, and the night had an end-of-summer

chill. Traffic assistants dressed in Russian

uniforms directed car parking and unload-

ing, guiding groups of viewers to waiting

Eldorados with their tops down. (It was

thirty dollars a carload, so if you got a big

car and five (riends together, it came to

five dollars each More about money later.)

As soon as the film began, cute French-

style waitresses hurriedly served dry,

unidentifiable sandwiches in baskets. The

film was an outpouring of meaningless

clips that included 1930s cartoons like

Heckle and Jeckle. meandering art talk

and repeated shots of Charles Christo-

pher Hill, up to his neck in water, saying

"When I'm warm. I'm happy." We weren't.

Newton s concept was attractive but the

content was disappointing

In contrast Barbara Smith's perfor-

mance was a thoughtful, meditative event

followed by a sumptuous dinner Fall

winds swept through her garden as we
took seats around a burning pit Titled

Ting: The Cauldron, the performance

/V
Bartta'a Smflh, Ting: Tha Cauldron. 1966. performance. Venice. CA Photo Oevtd Fneomen

evoked mystical ritual as Smith paced and

undulated to sounds drawn from musical

history Taped African, Greek, Andalusian,

Renaissance and modern music was the

background for the chanting sounds and

songlike cries of Smith and four women
who represented the cardinal points

—

East, West South and North. Faces

covered with half-masks suggested animal

heads, and talismans hung from the

women's clothes like good-luck pieces.

Their self-designed costumes were

decorated with crystals, feathers, irides-

cent shells, horns, fur and beads. In the

final moments. Smith took a baked squash

from the smoking pit broke its enclosing

clay shell and cut it open She served it

with dried fruit saying that the mixture

represented a melding of sun-ripened

fruits with earth-grown vegetables—male

and lemale symbols uniting. We ate from

individual seashells. and wine was served.

The meditation ended and the banquet

began. We moved to tables where garlic-

drenched steamed shrimp were passed

out along with a salad of carrot papaya,

melon and red onion, com in husks,

steamed halibut more squash and. for

dessert, pumpkin cake and whipped

cream mixed with candied ginger and

apricot liqueur In four hours, we'd enjoyed

a spiritual ritual, eaten delicious food and

talked to friends

Allan Kaprow's "artlike life" piece

melded natural experiences, social in-

teraction and self-analysis. Apples and

Oranges was a joyful event The night was

warm and balmy, matched partners mei

and determined which would take a loaf ol

bread and which would tear up five one-

dollar bills. Both would leave a trail

—

bread first followed by the torn dollar

bills—through the streets of Venice Beach

Partners could meet again along the way

or back at the starting place, at Smith's

house. Everyone was concerned about

tearing up money and Uttenng. yet walking

around a neighborhood filled with well-

tended, pre-1930 bungalows, fnendly

people and good air was a happy experi-

ence. When we returned empty-handed,

there was another loaf of bread and five

more dollar bills to be divided Each of us

had different neighborhood expenences A

business substructure formed, made up of

little boys with paper bags who collected

the pieces of dollar bills in hopes of gluing

them together. In the evening, the group

met to discuss the event Each participant

was expected to pay at least ten dollars tor

this performance and. at the door, was

asked to donate an additional amount

—

up to thirty dollars—that s/he felt the per-

formance would be worth Everyone had

different rationales "Well. aH I had was

$11.39 so that's what you got" "It's a

Kaprow event so it's worth $27 50 and

not a penny more!" "I couldn't really afford

the ten dollars, so I didn't tear up all the

dollar bills and kept a couple." Kaprow

feels that "the purpose of lifelike art is

therapeutic, to reintegrate the piecemeal

reality we take for granted Not just in-

tellectually, but directly, as experience—In

this moment in this house."

Early publicity for La Comida Del Arte

said that the charge for each event would

be thirty dollars. Complaints about the

price came from everyone, and the cost

was modified somewhat with Newton s

"carload bargain" and Kaprow's "pay

what its worth" approach At thirty dollars,

however. Smith's ceremony banquet was

a hot value It was an afternoon to be

remembered. Q

For further information about times and

locations ol events in this series, call

213-687-7362.

335 Review of Apples and Oranges



life EVENTS Married Coryl Crane, February. ^ TEACHING POSITIONS Department

chair and Professor, Visual Arts Department, University of California, San Diego,
fl

consulting POSITIONS Consultant/panelist, Interarts Program, National Endowment

for the Arts, Washington, D.C. H GROUP EXHIBITIONS Grusse an Beuys von 199

Kunstlern, Stadtisches Museum Haus Koekkoek, Kleve, West Germany, February-

March. Sieben Kunstler des DAAD, Berlin, Zellermeyer Galerie, West Berlin, March-

April. Models and Concepts for the Arena, Museum of Seasonal Change project,

Imperial Bank Building, San Diego, April-May. Auf ein Wort!: Aspekte Visueller Poesie

und Visueller Musik, Gutenberg Museum Mainz, Mainz, West Germany (traveled in

Germany), May-August. A Tribute to John Cage, Carl Solway Gallery, Chicago

International Art Exposition, Chicago, May. Berlinart, 1961-1987, Museum of Modern

Art, New York (traveled nationally), June-September. Documenta 8, Museum Frid-

ericianum and the Orangerie, Kassel, June-September. H writings "Apples and

Oranges" (Activity score), in La Comida del Arte: A Food/Art Series (Venice, Calif.:

Barbara Smith), n.p. "The Conference as Performance," Dialogue 10, no. 6: 23-25,

27. Excerpt from "Homework," in "The Future of Hedonism and Sport," special issue,

New Observations, no. 46: 8-9. "February 1, 1987: Letter" and "Right Living," in Arthur

Solway, Carl Solway, and Allan Kaprow, eds., A Tribute to John Cage: Prepared Box

for John Cage, exh. cat. (Cincinnati: Carl Solway Gallery), 41a-41b.

1987

336 Front desk at the Zabriskie Gallery
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ZABRISKIE GALLERY
724 FIFTH AVENUE, NEW YORK 10019

October 14. 19B.

Alan Kaprow
4975 Saratoga Avenue
Dan Diego. CA 92107

,0^W (2I2) 307-7430

337 Letter from Virginia Zabriskie

338 Letter from Bruce Aitshuler

This is to confirm our agreement to employ you as a gallery
assistant for two weeks, November 16-28. Your pay will be $750
for this perioo, or $75 per day. Your hours wili be 10:00 AM -

6:00 PM, working Monday through Friday of the first week, and
Monday-Wednesday, and Friday-Saturday of the second (that Thurs-
day is Thanksgiving, when even Zabriskie is closed). You will
work at the front desk, and will 'oe trained by Editha Carpenter,
who recently has moved to New York from our Paris gallery. I

expect you to become friendly with our computer terminal at this
station. I enclose a polaroid of your future post. Your job
requirements include a neat appearance and courteous demeanor,
the ability to say "No" to a range of frequently asked questions
(e.g.. May I use your bathroom?. Are you looking at slides?,
Can you get to other galleries by the stairs?, Can you add me
to the mailing list?), and highly developed lunch delivery
skills. Should things not work out at "the front" you will
be tranfered to "the back", where you will assist in the tracking,
packing, and moving of art, both light and heavy. I think,
Alan, that this will be a fine learning experience as you enter
the art world of the late eighties, and I look forward to assisting
in you re-education.

V l vg i n l a M .

VMZ/bja
Zabr i skie

Burdens

Activity, March 1987

Sponsored by Pennsylvania State

University Museum of Art

Various public places, including

shopping centers and cafeterias.

University Park, Pennsylvania

ZABRISKIE GALLERY
724 FIFTH AVENUE. NEW YORK 10019

(212) 307-7430

December 19, 1987

Whether Weather

Model, April-May 1987

For Models and Concepts for

the Arena

Imperial Bank. San Diego

Dear Alan:

1 thought that you might want to hear a couple of anecdotes about your

time here. First, the woman who owns the David Smith drawings, Gloria

Gil, was in with her daughter, Sally. Gloria loved the way the show

was hung (and actually commented on the placement of the numbers above

the pictures, remarking that it made it more like bock pages), and when

1 told them that you had hung and lit the show, Sally excitedly said

that you had been her teacher at UCSD. Nice coincidence, 1 think.

More to the point of developing gossip, last night I was at a party and

speaking with Carolee Schneeman. She said that she had been at a party

or dinner in late November and people were talking about how you now

were working at Zabriskie. No one knew what the story was, but she

said that there was speculation of your having left teaching and now

had gotten a job in a gallery -- a real change of life sort of thing.

I loved it. So word did get around in interesting ways.

I hope that this finds you and Coryl well, and enjoying the holidays.

Happy New Year to you both.

Red Carpet for the Public

Activity, June-September 1987

Presented for Documenta 8

Museum Fridericianum. Kassel

Blending into the

Environment

Activity, June-September 1987

Presented for Documenta 8

On the stairs between the Operaplatz

and the Orangerie, Kassel

336-338 Office Boy

Activity, November 1987

Zabriskie Gallery. New York

Sincerely,

Bruce Aitshuler -f

Vy
P\

i)b>

vf"
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"jQOO life EVENTS Bram Adam Crane-Kaprow, son, born September. H teaching
positions Professor, Visual Arts Department, University of California, San Diego.

H SOLO exhibitions Allan Kaprow: Precedings, Center for Research in Contemporary

Art, University of Texas, Arlington, April. H GROUP EXHIBITIONS Marcel Duchamp
und die Avantgarde seit 1950, Museum Ludwig, Cologne, January-March. Affiches,

Collages, Decollages, Galerie Zabriskie, Paris, May-June. Art after Silence, Walters Hall

Gallery, Rutgers University, June-July. H WRITINGS "Horse Feathers Still," in Nouveau
Realistes, exh. cat. (New York: Zabriskie Gallery), 7-9. "Piece for Museum" (includes

1 961 and 1 987 versions in both German and English) and "Interview with Dieter Daniels,"

in Obrigens sterben immer die Anderen: Marcel Duchamp und die Avantgarde seit

1950, exh. cat. (Cologne: Museum Ludwig), 194, 195-211.

PRECEDINGS
The conversion of an even! into an exhibit becomes a species of mythology 1975

An artist concerned with "life-like" art is an artist who does and doesn't make art 1986

Allan Kaprow

"Precedings,** a retrospective reinvention uf selected 'happenings' by Allan Kaprow. will take place April 1 2th through

the 16lh, 1988. at the UTA Center for Research in Contemporary Art (CRCA). University of Texas at Arlington Organized

by CRCA with major financial support from the Lannan Foundation, and with technical support from the L'TA Media Center.

"Precedings" will examine 30 years of Kaprow's "life-like" an events

Over a four-night period - from Tuesday. April 12th through Friday. April 15th • Kaprow will "reinvent his career"

in the form of foui lecture/performances, to be held m the Studio Theatre of the UTA Fine Arts Building During the days,

several activities, including "Sweeping " (1962) and "Company" ( 1985) will take place on or near the grounds of UTA
Following these, on Saturday. April I6lh. a two-part symposium called "Precedings An as Participation. 1958- 1988"

will be held at UTA. also in the Studio Thcalre Besides Mr Kaprow. iLs participants will include David Anttn. Franticek

Deak. Michael Kirby. Jeff Kelley. Suzanne Lacy. Lucy Lippard. Robert C Morgan. Claes Oldenburg. Jim Pomeroy. Moira

Roth. George Segal. Richard Schechner. Ingrid Sischy. and Barbara Smith The symposium will be composed of two panels

which will consider the changing nature of participation in art prior to and since 1970. and will thereby extend the questions

raised by Kaprow's life-like art.

Events Schedule: Activities A Symposium: "Art as

& Lecture/Performances Participation, 1958-88"

Dite Time What Where Dite Time What Where

Mon. 8 hour
1

Company."
1

1985* Stairwell Sat. 900 am Coffee Studio

Mar 28, intervah LTA An Apnl 16 Theatre

through !)cpt ° ID jm Welcome; JelT Kelley

Wed
April 13 9 45 jm Introduction Daud Annn

Tuev ft pm Lecture /Performance #1 Studio 10 05 am Panel DiMrutMun An u
Apnl 12 Tkr An:Life framt Theatre

UTA
Participation the "50j A 60s

Panelists David Anlm (Modera-

Wed. 1 pm hru Participant j Meeting Studio
tor). Kraniicck Deak. Allan

Apr 13 lor Sweeping. " 1962" Theatre

UTA

Kupro*. Michael Kirby Claes

Oldenburg. George Segal.

Richard Schechner K Barbarn

8 pm Lecture /Performance R:
Ihf MaklllK "1 Mruninv

Studio

Theatre
Smith

and ihr Ej-prnrme of UTA II 30 am Audience Quotums
Meaning- Making

12 00 pm Lunch
Thun 1 pm Participant* Meeting Studio

Apr 14 for "Company Theaire

UTA
2:00 pm Welcome Back Jeff Kelley

8pm Lecture/Performance "3

"The Sticial Pennruii

SludKl

Theatre

2:15 pm Introduction Rohen C Morgan

Ejhical. and Anistif UTA 2:35 pm Panel Diwuuion An as

Implirannni of hfe lAt Participation the '70s &W
An Panelim. Moira Roth

(Moderator! Mian KaprCM
ru 1 pm Second Panicipanu Meeting Studio feff Kelley Suranne Lacy.
Apr 15 for "Sweeping' Theatre

LTA
Lucy Lippard Rohen C
Morgan Jim Pomeroy A

8 pm Lecture/Performance M
The Reinvention nf One i

Studio

Theatre

Ingrid Siidl)

Pan. and thr Transfurm L'TA 4 00 pm Audience Questions

aiion of a Prettnt Self
4 30 pm Summary Moira Roth

* Contact LTA An Department at i«17i 27J-2IWI about ign-upiimet.

reiervattom. will he uken lb* % houi Mnckt Alt e, e iu. arc free and T-.-n U ih<- ptihln

Precedings is a retrospective consideration of 30 years

of Allan Kaprow's "life-like" art and critical writing

Tues. Apr 12. through Sat. Apr 16. I9K8 Studio Theatre, Fine Arts Building, and the gn

UTA Center lor Research in Contemporary An (CRCA)

* * Mr Kjfmiw r«i|unb itul ynti l>nng -wnnhinj lo .*«p with

photo Kohi-n ( mik
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340 + 341 Scores for reinventions

339-341 Self-Service

Happening, February-April 1988
Reinvention for Allan Kaprow:
Precedmgs

At random over a three-month period

Record II

Happening, February 1988

Reinvention for Allan Kaprow:

Precedmgs

A quarry outside of Austin

18 Happenings in 6 Parts

Happening, March 1988

Reinvention for Allan Kaprow:
Precedmgs

Sponsored by Zabriskie Gallery

Throughout New York

Routine

Activity, March 1988

Reinvention for Allan Kaprow:
Precedmgs

Mills College and California College
of Arts and Crafts. Oakland

Blindsight

Activity, March-April 1988
Reinvention for Allan Kaprow:
Precedings

An elementary school in

Arlington. Texas

Company
Activity, March-April 1988

Reinvention for Allan Kaprow:
Precedmgs

A stairwell at the Art Department.
University of Texas. Arlington

^"^^'W—t*-v-#i « £M--aJrtvn-<y

O^^^j^

/» Ht-j^.J, f*~£,

immnmiiTlgEDi

+-£*»,

ft*^+~XL*-^X 4-JLt ej/fcv,

"fvL-v^^^. -

r ^t,
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342 Score for What's Watts' Watts?

Sweeping

Happening, April 1988

Reinvention for Allan Kaprow:

Precedings

Studio Theater, University of Texas,

Arlington

Routine

Activity, May 1988

Reinvention for Allan Kaprow:

Precedings

University of Texas, Arlington

342 What's Watts' Watts?

Activity, October 1988

Presented for Fluxlux, Robert Watts's

funeral

Bangor, Pennsylvania
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teaching positions Professor, Visual Arts Department, University of California, San

Diego. H GROUP exhibitions Theater of the Object: Reconstructions, Re-creations,

Reconsiderations, 1958-1972, Alternative Museum, New York, May-June. Happenings

& Fluxus, Galerie 1900-2000, Paris (traveled in France), June-July. The Junk Aesthetic,

Whitney Museum of American Art at the Equitable Center, New York, June-August.

Fluxus 1962-1989, Bonner Kunstverein, Bonn, August. Art Cologne, Galerie Inge

Baecker. Cologne, November. H writings "The Disturbing Lesson of Andy Warhol,"

unpublished essay commissioned by the Museum of Modern Art, New York, for Andy

Warhol: A Retrospective. "Saubere Graffiti" (translation of Clean Graffiti), in Johannes

Stahl, ed., An der Wand: Graffiti zwischen Anarchie und Galerie (Cologne: Dumont), 198.

"Soap" (includes 1 965 and 1 989 versions), in Peter Frank, ed., Theater of the Object:

Reconstructions, Re-creations, Reconsiderations, 1958-1972, exh. cat. (New York:

Alternative Museum), 16-17.

1989

ALLAN KAPROW

"Putetinj .Lh^B^y^rygiegp"

Bonn, den 13. August 1989

Taking A Shoe For A Walk (i-v~ lu*w, <rl FX*- -*«-«)

pulling a shoe on a string through the city

examining the shoe from time to time, to see if it's worn out

wrapping your own shoe, after each examination,

with layers of bandage or tape, in the amount you

think the shoe an the string is worn out

repeating, adding to your shoe more layers of bandage

or tape, until, at the end of the walk, the shoe you are

pulling appears completely worn out

Trading Dirt

Activity, April 1989

Reinvention for Allan Kaprow:

Precedings

Sponsored by Koninklijke Academie

van Beeldende Kunsten

Coast of the Netherlands

Border Work
Activity, April 1989

Sponsored by City Sites Projects

and California College of Arts

and Crafts

Lafayette Elementary School,

Oakland

Soap
Happening. May-June 1989

Reinvention for Theater of the Object

Alternative Museum, New York

343-344 Taking a Shoe for a Walk

Activity. August 1989

Presented for Fluxus. 1962-1989

Throughout Bonn

Reinvented in 2006

Einen Schuh ausfuhren

Einen Schuh an elner Schnur durch die Stadt Ziehen.

Den Schuh von Zeit zu Zeit untersuchen, urn zu sehen,

ob er verbraucht ist.

Nach jeder Untersuchung den eigenen Schuh mit ^*lllbinden

in der Starke bandagieren, in der der gezogene Schuh Ihrer

Ansicht nach verbraucht ist.

Wiederholen; den eigenen Schuh weiter mit Mullbinden und

Pflaster bandagieren, bis am Ende der Promenade der

Schuh, den Sie Ziehen, vOllig verbraucht aussieht.

343 Score for Taking a Shoe for a Walk 1989 309



344 Pulling a shoe on a string

through the city
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TEACHING positions Professor, Visual Arts Department, University of California,

San Diego. H GROUP exhibitions The Readymade Boomerang, Eighth Biennale of

Sydney, April-June. Collages, Musee d'Unterlinden, Colmar, France, June-September.

Ubi Fluxus Ibi Motus, Biennale di Venezia, Venice, June-September. The Readymade
Boomerang Print Portfolio, Queensland Art Gallery, Queensland, November-February.

H FESTIVALS The Meeting of the Worlds, Joensuu, Finland, June. H WRITINGS "The

Meaning of Life," Artforum 28, no. 10: 144-49. "Meeting at the Market: Allan Kaprow's

Account," in Kohtaamisia rajojen tiella = Encounters on the Road of Borders: Document-

ing a Collaborative Performance Directed by Suzanne Lacy (Helsinki: n.p.), 36. "A

Scenario" (unrealized Activity for The Exploratorium, San Francisco), in Expanding

the Exploratorium: A Resource Handbook for Thinking about Institutional Growth, A

Record of Symposium Proceedings, Workshops, and Discussions, 1988-1989 (n.p.),

19. "Tail Wagging Dog," The Act 2, no. 1: 10-12.

1990 Yard

Environment, Apni-june 1990

Reinvention for The Readymade

Boomerang

Art Gallery of New South Wales.

Sydney

Meeting at the Market

Activity, June 1990

Presented for The Meeting of

the Worlds

Joensuu. Finland
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345 Apple Shrine

Kaprow-Negyesy Project

Activity, September 1991

Mandeville Center, Recital Hall,

and Media Center. University of

California, San Diego

345 Apple Shrine

Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima, Milan

346-348 Beauty Parlor

Environment, October-

November 1991

Reinvention of Untitled Environment

(1958) for 7 Environments

Fondazione Mudima, Milan

349 Yard

Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima, Milan

350 Eat

Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima, Milan

TEACHING POSITIONS Professor, Visual Arts Department, University of California, San

Diego. H SOLO exhibitions 7 Environments, Fondazione Mudima, Milan, October-

November. H group exhibitions A dall'Est all'Ovest e ritorno, Studio Oggetto,

Milan, May. Pop Art: A Continuing History, Royal Academy of Arts, London (traveled

internationally), September-December. Thirtieth Anniversary Series, John Gibson

Gallery, New York, October-November. H writings "Bon Marche," in John Howell,

ed., Breakthroughs: Avant-Garde Artists in Europe and America, 1950-1990, exh.

cat. (New York: Rizzoli), 150-55. Bull Shit, no. 1 (news bulletin for 7 Environments,

Fondazione Mudima. Milan). "Introduction to a Theory" and descriptions of Envi-

ronments, in 7 Environments, exh. cat. (Milan: Fondazione Mudima). "Nam June Paik"

(originally published in 1968), in Toni Stooss and Thomas Kellein, eds.. Nam June

Paik: Video Time— Video Space, exh. cat. (Ostfildern. Germany: Cantz), 114. "Pierre

Restany" (facsimile of handwritten article), in Pierre Restany: Le coeur et la raison,

exh. cat. (Morlaix, France: Musee des Jacobins), 141. "Shaking Barrels." in Pierre

Joris, ed., Joy! Praise!: A Festschrift for Jerome Rothenberg on the Occasion of His

Sixtieth Birthday (Encinitas. Calif.: Ta'wil), 42.

1991
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This exhibition (Fall 1991) at Fondazione Mudima in Mttano and (Winter
'92) at Studio Morra in Napoli, consists ol reinventions ot seven Environ-

ments made between 1957 and 1964 I say reinventions rather than
reconstructions, because the seven works differ markedly from their ongi

nals Intentionally so As I wrote In the notes to one of them, they i

planned to change This decision was the polar opposite of the belief that an should
aspire to a penultimate steady state

Furthermore, the Environment quickly incorporated the idee of Internal

changes dunng its presentation The conventional spectators became the parti

cipants who executed the changes Here. also, the traditional notion ot the uniquely

talented artist (the genius) was suspended in favor of a tentative collectivity (the

social group as artist) An was like the weather
But the Environment was meant not only to integrate participants and the work.

it would also merge as much as possible with the actual spaces and social contexts
m which ft was located By 1963 it would move out of the insistently framed ad
context (studios, galleries, museum*) to merge with nature and urban Me But at

that point it dissolved mto the Happenings done at the same time and the Environ-

ment mode ceased no fixity, no spectator, no show, no critic, no ob)ec1. no refer

ence to an history And there I parted professionally with moat of my colleague* at

the time They wished to retain closer bee with the ad world and its rich traditions I

looked forward to a maximum ambiguity of Identity ("what Is it?")

As I saw it. ART. as an idee and a practice, might usefully be put aside (not

necessarily refected) In this century of massive flow* of (rms) information about
everything including the arts, overload and numbres* have been Inevitable Per
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349 Yard

350 Eat

Words
Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima, Milan

Push and Pull

Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima, Milan

Stockroom

Environment, October-

November 1991

Reinvention for 7 Environments

Fondazione Mudima. Milan

Cabin

Environment, October-

November 1991

Presented for 7 Environments

At the entrance to Fondazione

Miulitnn, Milan

Asleep on the Job

Television spot, October 1991

Color, sound, 2 minutes

Broadcast on local San Diego

li'li VI'. K.M • f . 1 1 I < >t I

•

.

316 Chronology



Apple Shrine

Environment, January-

February 1992

Reinvention for 7 Environments

Studio Morra. Naples

Dead End

Environment, January-

February 1992

Reinvention of Untitled Environment

(1958) for 7 Environments

Studio Morra. Naples

Eat

Environment, January-

February 1992

Reinvention for 7 Environments

Studio. Morra, Naples

1992 TEACHING POSITIONS Professor, Visual Arts Department, University of California, San

Diego. H SOLO EXHIBITIONS 7 Environments, Studio Morra, Naples, January-February.

4 Environments, La Zonmeee, Montreuil/Bois, and I'Espace Donguy/APEGAC, Paris,

September-October. H GROUP exhibitions Video Works by UCSD Faculty and

Graduate Alumni, Mandeville Gallery, University of California, San Diego, January-

February. The Power of the City, Whitney Museum of American Art, Federal Reserve

Plaza, New York, May-July. Special Collections: The New Photographic Order from

Pop to Now, International Center of Photography, New York, July-October. Zeitkunst:

Sammlung Feelisch Remscheid, Stadtische Galerie Remscheid, Remscheid, Germany,

September-November. Parallel Visions: Modern Artists and Outsider Art, Los Angeles

County Museum of Art, Los Angeles (traveled internationally), October-January. Pop

Art, Montreal Museum of Fine Arts, Montreal, October-January. Hand-Painted Pop:

American Art in Transition, 1955-62, The Museum of Contemporary Art, Los Angeles

(traveled nationally), December-March. H writings "Oublions I'Art," Kanaleurope,

no. 4: 24-26.

Stockroom

Environment, January-

February 1992

Reinvention for 7 Environments

Studio Morra. Naples

Eat

Environment, September-

October 1992

Reinvention for 4 Environments

A factory building. Montreuil/Bois

Apple Shrine

Environment, September-

October 1992

Reinvention for 4 Environments

L'Espace Donguy, Paris

Words
Environment, September-

October 1992

Reinvention for 4 Environments

L'Espace Donguy. Paris

Short Circuit

Environment, September-

October 1992

Reinvention of Untitled Environment

(1958) for 4 Environments

L'Espace Donguy, Paris
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351 Poster for Beauty Parlor 2

(with statement)

352 Participant in Environment

BEAUTY
PARLOR 2

oetoutv forlot it o t*>frr*ntion of 2 merged, untitled Enwonmonlt presented ol the Honto Golltny in No* YotV in 1958 ll II quite ditleient

from iupiotoevp*, *<x one. UbiiHifMxfflc, occupying 3 floott of o lotgo. active printing lirm >n on Induitrlol taction ol Manhattan. The 195B

cVrritontnentt w*r* imtofled in the neuftal tpoc* o* an ail gallery on Cenliol Potl Sou* Fot another. Beauy Porter il Inherenltv pottiapowy

Iter 1 958 worki w*-e certolnly ipoceJtRitig. boi they only tentatively engaged me vitoeii in timple odiont tech ai himing on on electric Ion of

moving tamo oohkH around Thoy were mottly Inlorl without vueh move, Thii Environment con'l lunation without locvted parll

Boaviy ^o'W hoi boon teinvenled 3 limn in the poil Ol Irein Ait at the Muteum am OtrwoB. Dortmund. 1986; Ol Beauty Potior (I) ot the

fondo/iono hvudimo. Milan. 1990; ond oi Otwd End ol Studio Motto. NopUti, 1991. Indeed, the idea ftom the Hon wot lo hove eoch

EtrrifOntnont change whenever il might be tornado in the hiluto So. in the mojorilr ol Cot*.. ' have roinvenlod mora ot lew freely. Thol way. Inn

iSongei wore alwoyi ftoth

today, when thete it o tovtrol ol itihttoti omong hitt

Wnemhon ot* woyi to keep hiUory tn 'he pwenl

t In mo Innovation! in the otti of th* lot* I950i ond I960*, pa

—Allan Koprow

Organizcd by the John Gibson Gallery and the Trident Group, at 315 Spring St., New York, N.Y.,

Tuesday, to Fridays, 1 PM to 5 PM, April 13 to April 23, 1993. For information call (212) 9251 192

teaching POSITIONS Professor Emeritus, Visual Arts Department, University of

California, San Diego. 1| awards Honorary member of Phi Beta Kappa. H SOLO
exhibitions John Gibson Gallery, New York, April. H GROUP exhibitions In the

Spirit of Fluxus, Walker Art Center, Minneapolis (traveled internationally), February-

June. La biennale di Venezia: XLV esposizione internationale d'arte: Punti cardinal!

dell'arte, Venice, June-October. Action/Performance and the Photograph, Turner/Krull

Galleries, Los Angeles, July-September. 2eme biennale d'art contemporain: Et tous

ils changent le monde, Musee d'art contemporain Lyon, Lyon, September-October.

Photographic: Works of the Sixties and Seventies, Zabriskie Gallery, New York,

September. Rolywholyover, A Circus, The Museum of Contemporary Art, Los Angeles

(traveled internationally), September-November. Sampler: Southern California Video

Collection, David Zwirner Gallery, New York, November-December. D WRITINGS
Essays on the Blurring of Art and Life, ed. Jeff Kelley (Berkeley: Univ. of California

Press). "L'experience reelle" (translation of "The Real Experiment," originally published

in 1983), in Et tous ils changent le monde: 2eme biennale d'art contemporain, exh.

cat. (Paris: Reunion des Musees Nationaux), 122-31. "Quotes: 'On Photographing

Happenings' and 'On the Photograph as Instruction for Action'" (written 22 July 1 976),

in Craig Krull and Robert C. Morgan, eds., Action/Performance and the Photograph,

exh. cat. (Los Angeles: Turner/Krull Galleries), n.p. "Right Living" (originally published

in 1987), TDR/The Drama Review 37, no. 2: 12-14.

1993
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351-355 Beauty Parlor 2

Environment, April 1993

Reinvention of Untitled Environment

(1958)

Sponsored by John Gibson Gallery

and the Trident Group

Trident Group Printing Firm,

New York

5 Minute Delay (Barriers)

Activity, September-October 1993

Presented for 2eme biennale d'art

contemporain

Outside Halle Tony Gamier, Lyon

Squeezeplay

Activity, September-October 1993

Presented for La biennale di Venezia

Venice

%!,

I
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f
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354 Video monitor, stove pipes, and mirror

iV
' "

C TJTUe. To R£ l)ETEfiMtt/£lp

355 Sketch for Beauty Parlor 2

'tVU/W*-^
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Untitled Event

Activity, June 1994

Presented for "Performance '94"

Saint Norbert Arts and Cultural

Center, Manitoba

A Waste of Time

Activity, 1994

For Minima Media

A former textile factory

in Leipzig

Assemblage (after a

1958 sketch)

Activity, September-

November 1994

Prepared for Hors limites

Galerie Beaubourg, Centre Georges

Pompidou. Paris

1994 teaching positions Professor Emeritus, Visual Arts Department, University of

California, San Diego. H SOLO exhibitions Work in Progress by Allan Kaprow,

Galerie Beaubourg, Centre Georges Pompidou, Paris, September-November.

H GROUP exhibitions Garbage, Real Art Ways, Hartford, Connecticut, April-May.

Cloaca Maxima, Museum der Stadtentwasserung, Zurich, June-October. Kunst als

Kommunikation: Multiples, Publikationen und Briefe aus der Sammlung Feelisch,

Institut fur Lippische Landeskunde, Schieder-Schwalenberg, Germany, June-July.

inSITE94, exhibited at arts institutions, alternative spaces, and public places

throughout the San Diego/Tijuana region, September-October. Borderline, Galerie

J&J Donguy, Paris, October. Minima Media: Medienbiennale Leipzig '94, Hochschule

fur Grafik und Buchkunst Leipzig, Leipzig, October-November. Hors limites: L'art et

la vie, 1952-1994, Musee national d'art moderne. Centre Georges Pompidou, Paris,

November-January. Neo-Dada: Redefining Art, 1958-1962, Scottsdale Center for

the Arts, Scottsdale, Arizona (traveled nationally), November-January. % symposia
"Performance '94," Saint Norbert Arts and Cultural Centre, Manitoba, June. H writ-

ings Work in Progress by Allan Kaprow, exh. cat. (Brugge, Belgium: Walleyndruk

800). H interviews "Allan Kaprow entretien par Jacques Donguy," in Hors limites:

L'art et la vie, 1952-1994, exh. cat. (Paris: Centre Georges Pompidou), 64-71.
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JQQC teaching POSITIONS Professor Emeritus, Visual Arts Department, University of
I 9 9%J

California, San Diego. H SOLO EXHIBITIONS Allan Kaprow: Photographs, Text and

Posters from Happenings, John Gibson Gallery, New York, May-June. H GROUP
exhibitions Faculty exhibition, University of California, San Diego, April-May. No!

Art, Neue Gesellschaft fur Bildende Kunst, Berlin, October-November. Save/Give:

Life Is Art Enough, Museum Fridericianum, Kasseler Kunstverein, Kassel, October-

November. Beat Culture and the New America: 1950-1965, Whitney Museum of

American Art, New York (traveled nationally), November-February. Jahresgabe, Bonner

Kunstverein, Bonn, November. H writings "Success and Failure When Art Changes,"

in Suzanne Lacy, ed., Mapping the Terrain: New Genre Public Art (Seattle: Bay), 152-58.
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Waxworks
Activity, May 1995

Presented for Allan Kaprow:

Photographs, Text and Posters

from Happenings

John Gibson Gallery, New York

356-357 Fall

Activity, October 1995

Presented for Save/Give

Streets of Kassel

Reinvented In 2006

Assemblage of Hundreds
Activity, November 1995

Presented for the Museum
Fundraiser Gala

Children's Museum of San Diego,

San Diego

Fall

3- rnti/ds jujaJkiHo Hm sfiree+s

4- friend* , <_(cstiAct eues
f

Q,u\cJla£ U \U ctker,
M(] 4" r ^4*\ a.vp\ker
dro/ps a led

, trmfffiimt
,

jnh'f \1m 6zty /.s evtpfu

£m es opened

Hns oUer friewk's closed

QUi&el as (y&x-e.

folloojivvi Waj leaves J. (^ 3_
f
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Iowa City

teaching POSITIONS Professor Emeritus, Visual Arts Department, University of 1QQA Easy Chairs 1 and

California, San Diego. H SOLO EXHIBITIONS Allan Kaprow, Kunsthalle Palazzo, Basel, Easy Chairs 2

Switzerland, May-June. H GROUP exhibitions Die Welt 1st wie ein zerbrochener Activity, March 1996

Spiegel, Galerie Inge Baecker, Cologne, January-April. Do It, Municipal Art Museum, Sponsored by the university

Reykjavik, March-May. Styki/Contact Prints, Galeria Foksal, Warsaw, July-September.

Generations: The Lineage of Influence in Bay Area Art, Richmond Art Center, San

Francisco, September-November. H WRITINGS L'art et la vie confondus (Paris:

Musee National d'Art Moderne, Centre Georges Pompidou). "Deus Ex Machina," in

Jacques Donguy, Tag-Surfusion (Fontenay-sous-Bois, France: L'Evidence), 56-57.

"Experimental Art and Its Possibility" (lecture transcript), in Hedy Graber and

Philip Ursprung, eds., Allan Kaprow, exh. cat. (Liestal, Switzerland: Kunsthalle

Palazzo), 25-33. "Maestro Maciunas" (German translation of the unpublished manu-

script "Maestro Maciunas" [1993]), in Emmett Williams et al., eds., Mr. Fluxus:

Ein Gemeinschaftsportrat von George Maciunas, 1931-1978 (Wiesbaden: Harlekin

Art), 344-48. "Untitled Guidelines for Happenings" (excerpted from Assemblage,

Environments & Happenings), in Kristine Stiles and Peter Selz, eds., Theories and

Documents of Contemporary Art: A Sourcebook of Artists' Writings (Berkeley: Univ.

of California Press), 709-14. "Verkefni" (translation of "Chores"), in "Do it" heildarut-

gafa, exh. cat. (Reykjavik: Kjarvalsstadir), n.p.
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If the Shoe Fits, Sign It

Activity, April 1997

Presented for Allan Kaprow

Grossmont College. El Cajon.

California

Vital Fluids

Environment, September-

November 1997

Reinvention of Untitled Environment

(1958) for The Hansa Gallery

(1952-1959) Revisited

Zabnskie Gallery, New York

1997 teaching positions Visiting professor, Fondazione Antonio Ratti, Como, Italy.

Professor Emeritus, Visual Arts Department, University of California, San Diego. H

SOLO EXHIBITIONS Allan Kaprow, Hyde Gallery, Grossmont College, El Cajon, Cali-

fornia, April. Photo-Text: Plans of Happenings 1960s-1970s, Archivio Conz, Verona,

April-May Just Doing, Fondazione Antonio Ratti. Como, Italy (traveled in Italy), July.

Allan Kaprow: Activity-Fotos aus den 60ern und 70ern, Galerie Inge Baecker, Cologne,

September-November. Allan Kaprow: Installation, Biblioteca Comunale, Como, Italy,

October-November. H GROUP exhibitions Sunshine & Noir: Art in Los Angeles,

1960-97, Louisiana Museum of Modern Art, Humlebaek, Denmark (traveled inter-

nationally), May-September. The Hansa Gallery (1952-1959) Revisited, Zabriskie

Gallery, New York, September-November. Konkrete Poesie Konzept Kunst, Kunstverein

Rosenheim, Rosenheim, Germany, September-October. The Pop '60s: Transatlantic

Crossing, Centro Cultural de Belem, Lisbon, September-November. Trash: Quando i

Riffuti Diventano Arte, Museo di Arte Moderna e Contemporanea di Trento e Rovereto,

Rovereto, Italy, September-January. Do It, Kunsthallen Nikolaj, Copenhagen Contem-

porary Art Center, Copenhagen (organized by the Independent Curators Incorporated,

New York; traveled internationally), October-January. Fluxus and Arte Povera, Andrea

Contini Galleria, Genoa, November. H writings "Chores," in Hans-Ulrich Obrist and

Bruce Altshuler. eds.. Do It, exh. cat. (New York: Independent Curators Incorporated), 87.

"Just Doing," TDR/The Drama Review 41 , no. 3: 101-6. "II valore dell'irrilevante," //

Sole 24 ORE, 13 July: 34.

1997 325



teaching POSITIONS Professor Emeritus, Visual Arts Department, University of

California San Diego. 11 GROUP exhibitions Out of Actions: Between Performance

and the Object 1949-1979, Geffen Contemporary at The Museum of Contemporary

Art Los Angeles (traveled internationally), February-May. Fluxus und Happening

der 60er und 70er Jahre, Galerie Inge Baecker, Cologne, March-Apr.l. Double

Trouble- The Patchett Collection, Museum of Contemporary Art, San Diego (traveled

internationally), June-September. 1950-1970: Cmquanta opere dalla Collezione

Lanfranchi e dall'Archivio Com, Galleria Communale d'Arte Contemporanea, Todi,

Italy October-January. Poemes a petite vitesse, Musee d'art contemporain Lyon, Lyon,

October-November. H festivals Beyond the Pink, The Museum of Contemporary

Art, Los Angeles, February.

1998 358 Drawing of Yard

fO^O

as**

^

358-361 Yard

Environment, February-

May 1998

Reinvention for Out of Actions

Geffen Contemporary at

The Museum of Contemporary

Art. Los Angeles

Push and Pull

Environment, February-

March 1998

Reinvention for Out of Actions

Visitors Gallery, The Museum of

Contemporary Art, Los Angeles

Untitled Occurrences

Activity, February 1998

Presented for Beyond the Pink

The Museum of Contemporary

Art, Los Angeles
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TEACHING positions Professor Emeritus, Visual Arts Department, University of

California, San Diego. H GROUP EXHIBITIONS Off-Limits: Rutgers University and

the Avant-Garde, 1957-63, Newark Museum, Newark, New Jersey, February-May.

Radical Past: Contemporary Art and Music in Pasadena, 1960-1974, Armory Center

for the Arts (and other venues), Pasadena, February-April. W(H)ALE: A Remake
Portfolio, Kunsthalle Bremen, Bremen, March-May. The American Century: Art and

Culture, Part 2, 1950-2000, Whitney Museum of American Art, New York, September-

February. Experiments in the Everyday: Allan Kaprow and Robert Watts—Events,

Objects, Documents, Miriam and Ira D. Wallach Art Gallery, Columbia University

(traveled nationally), October-December.

1999 Kids' Stories on the

Sidewalks

Activity, April 1999

Children's Museuna of San Diego,

San Diego
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Tracer

Activity, April 2000

Presented for Time: Suspend

Your Flight

Bergen Kunstmuseum,

Bergen. Norway

Safety Controls

Activity, April-June 2000

Presented for Over the Edges

Street corners. Ghent.

Belgium

No Rules . . . Except

Activity, September 2000-

September 2001

Presented for Made in

California: NOW
Boone Children's Gallery.

Los Angeles County Museum
of Art-West. Los Angeles

Courtesy

LP record, 2000

One-sided, orange vinyl,

16 minutes

Recorded for Close Radio,

KPFK-FM. June 1977

Volume 11 , Slowscan Editions,

s Hertogenbosch, The Netherlands

9000 TEACHING POSITIONS Professor Emeritus, Visual Arts Department, University of

California, San Diego. H GROUP exhibitions Over the Edges: The Corners of Ghent,

Stedelijk Museum voor Actuele Kunst, Ghent, Belgium, April-June. Time: Suspend

Your Flight, Bergen Kunstmuseum, Bergen, Norway (traveled internationally), April-

May. RE-PLAY: Beginnings of International Media Art in Austria, Generali Foundation,

Vienna, May-August. La collection: Installations I'exotisme sans partage, Musee
d'art contemporain Lyon, Lyon, June-September. Das Lied von der Erde, Museum
Fridericianum, Kassel, June-October. Made in California: NOW, Los Angeles County

Museum of Art, Los Angeles, September 2000-September 2001 . HYPERMENTAL:
Rampant Reality, 1950-2000: From Salvador Dali to Jeff Koons, Kunsthaus Zurich,

Zurich (traveled internationally), November-January.

2000 329



teaching POSITIONS Professor Emeritus, Visual Arts Department, University of

California, San Diego. H SOLO exhibitions Allan Kaprow: Activity-Fotos aus den

60ern und 70ern, Galerie Inge Ba'ecker, Cologne, September-November. ^ GROUP
EXHIBITIONS Accrochage, Galerie Inge Baecker, Cologne, February-March.

Between Sound and Vision, Gallery 400, College of Architecture and the Arts, Univer-

sity of Illinois, Chicago, February-March. After the Beginning and Before the End:

Instruction Drawings, Bergen Kunstmuseum, Bergen, Norway, March-May. Les annees

pop, Musee national d'art moderne, Centre Georges Pompidou, Paris, March-June.

Leonardo in azione e poesia, Museo Ideale Leonardo Da Vinci, Florence, April-

December. Dennis Hopper: A System of Moments, Osterreichisches Museum fur

angewandte Kunst, Vienna, May-October. A Sport and a Pastime, Greene Naftali

Gallery, New York, June-July.

2001 Postal Regulations

Activity, June-July 2001

Presented for A Sport and a Pastime

Greene Naftali Gallery. New York
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Push and Pull

Environment, June 2002-

October 2003

Reinvention for The Collection

Museum Moderner Kunst Stiftung

Ludwig. Vienna

AAAO teaching positions Professor Emeritus, Visual Arts Department, University of

California, San Diego. H SOLO EXHIBITIONS Happening und Fluxus der 60er und

70er Jahre, Galerie Inge Baecker, Cologne, May-June. H GROUP exhibitions
Passenger: The Viewer as Participant, Astrup Fearnley Museet for Moderne Kunst,

Oslo, January-April. Fluxus and Friends: The Walter and Maria Schnepel Collection,

Neues Museum, Weserburg, Bremen, May-June. The Collection, Museum Moderner

Kunst Stiftung Ludwig, Vienna, June-October. Representing Nature, Museum of

Contemporary Art, Chicago, August-January.
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teaching POSITIONS Professor Emeritus, Visual Arts Department, University of

California, San Diego. D GROUP exhibitions Critical Mass: Happenings, Fluxus,

Performance, Intermedia and Rutgers University, 1958-1972, Mead Art Museum,

Amherst, Massachusetts (traveled nationally), February-June. Collection: Nouvelle

presentation, Musee d'art contemporain Lyon, Lyon, April-August. A Happening Place,

Gershman Y, Philadelphia, April-June. European Art Expo, Dusseldorf, July. Living

Theater/Labyrinths of the Imaginary, Castel Sant'Elmo, Naples, July-September. Work

Ethic, Baltimore Museum of Art, Baltimore (traveled nationally), October-January.

2003 Yard

Environment, Juiy-

September 2003

Reinvention for Living Theater/

Labyrinths of the Imaginary

Castel Sant'Elmo. Naples
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O f\f\A teaching POSITIONS Professor Emeritus, Visual Arts Department, University of

California. San Diego. H GROUP exhibitions That Bodies Speak Has Been Known
for a Long Time, Generali Foundation, Vienna, January-April. Topographies, San

Francisco Art Institute, San Francisco (traveled in California), March-May. Life as

Art: Dedicated to Allan Kaprow, Vlepo Gallery, Staten Island, October. Attraversare

Genova: Percorsi e linguaggi internazionali del contemporaneo. anni '60-'70, Museo

d'Arte Contemporanea di Villa Croce, Genoa, November-February. H writings
"Chores (1996)" (originally published in 1997), in Hans Ulrich Obrist, ed., Do It (New

York: Eflux), 172-73.

2004 333



TEACHING POSITIONS Professor Emeritus, Visual Arts Department, University of

California, San Diego. H SOLO EXHIBITIONS Allan Kaprow, Hauser & Wirth, Zurich,

August-October. A Short History of Performance, Part III: Allan Kaprow, Whitechapel

Art Gallery, London, October, j] GROUP exhibitions Yoko Ono: Horizontal Memories,

Astrup Fearnely Museet for Moderne Kunst, Oslo, January-May. Marking Time, Los

Angeles Contemporary Exhibitions Gallery, Los Angeles, February-May. Recent

Acquisitions from the Athenaeum's Artists' Books and Artworks Collection, Athenaeum

Music and Arts Library, La Jolla, California, February-March. Generations of Art—
10 Years at FAR, Fondazione Antonio Ratti, Como, Italy, April-July. Covering the

Real: Art and the Press Picture from Warhol to Tillmans, Kunstmuseum Basel,

Basel, Switzerland, May-August. Art Unlimited, Art/36/Basel, Basel, Switzerland,

June. ARTissima 12, Fondazione Torino Musei, Turin, November.

2005

i * B? ft

m r i

362-363 Fluids

Happening, June 2005

Reinvention for Art Unlimited,

Art/36/Basel

Basel. Switzerland

Sawdust
Activity, August-

October 2005

Reinvention for Allan Kaprow

Galerie Hauser & Wirth, Zurich

Words
Environment, August-

October 2005

Composed entirely of sound

Reinvention for Allan Kaprow

Galerie Hauser & Wirth, Zurich

I ''

I 362 Part icipant carrying ice
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363 Fluids

2005 335



364 + 365 Household

life EVENTS Died 5 April, Encinitas, California. H teaching positions Professor

Emeritus, Visual Arts Department, University of California, San Diego. 11 SOLO
exhibitions Allan Kaprow—Kunst als Leben, Haus der Kunst, Munich (traveled

internationally), October-January. 11 GROUP exhibitions Art, Life & Confusion, 47th

October Salon, Belgrade Cultural Center, Belgrade, September-November.

2006

336 Chronology

»



Warm-Ups
Activity, July 2006

Version by Clara Eggebrecht.

Anna Klug, and Connie Mahler

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Warm-Ups
Activity, July 2006

Version by Aysegul Cihangir,

Pernilla Hennkson, and Julia Westner

Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Round Trip

Happening, July 2006

Version by Stephanie Rosenthal

Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Yard

Environment, September-

November 2006

Reinvention for Art, Life & Confusion

A former Turkish bath in Belgrade

Taking a Shoe for a Walk

Activity, October 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Fall

Activity, October 2006

Version by Jorg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Englischer Garten, Munich

Private Parts

Activity, October 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

A subway station, Munich

Pose

Happening, October 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Out

Happening, October 2006

Version by Bo Christian Larsson

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Don't

Activity, October 2006

Version by Verena Bader,

Regina Hemmerich, Judith Hummel,

l-Ting Liao, Achim Sauter,

Esther-Mane Schmitt,

Julia Westner, and Isabelle Zahradnyik

Reinvention for Allan Kaprow—
Kunst als Leben

Sendliger-Tor-Platz. Munich

Easy

Activity, October 2006

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Banks of the Isar river, Munich

364-365 Household

Happening, October 2006

Version by Bo Christian Larsson

Reinvention for Allan Kaprow—
Kunst als Leben

Kieswerk Machler gravel plant in

a suburb of Munich

Hello/Goodbye

Activity, November 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Various locations, Munich

Good Morning!

Activity. November 2006

Version by Petra Arres, Verena Bader,

Clara Eggebrecht, Judith Hummel.

Esther-Marie Schmitt. Mascha

Solowjowa. and Julia Westner

Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Solo

Activity, November 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

18 Happenings in 6 Parts

Happening, November 2006

Directed by Andre Lepecki

Curated by Stephanie Rosenthal

Reenactment for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Scales

Activity, November 2006

Version by Stephanie Rosenthal

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Rates of Exchange
Activity, November 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Theaterwissenschaft, Ludwig-

Maximilians-Universitat, Munich

Timing

Activity, November 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Theaterwissenschaft, Ludwig-

Maximilians-Universitat. Munich

Highs

Activity, November 2006

Version by Jbrg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Theaterwissenschaft, Ludwig-

Maximilians-Universitat. Munich

Birds

Happening, December 2006

Version by Bo Christian Larsson

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

366 Pose
Happening, December 2006

Version by Julienne Lorz

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich
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Apples and Oranges

Activity, December 2006

Version by Jorg von Brincken and

the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

366 Pose

Words
Environment, October 2006-

February 2007

Version by Klasse Jetelova

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Stockroom

Environment, October 2006-

February 2007

Version by Studio Rbmer

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Push and Pull

Environment, October 2006-

February 2007

Version by 97.Tagsitzung der

Klasse Pitz

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst. Munich
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SOLO EXHIBITIONS Allan Kaprow—Kunst als leven, Van Abbemuseum, Eindhoven 0007
(traveled internationally), February-April.

Scales

Activity, January 2007

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Ludwig- Maxim ilians-Universitat,

Munich

Level

Activity, January 2007

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Ludwig- Maximilians- Universitat.

Munich

Wink

Activity, January 2007

Version by Stephanie Rosenthal

Reinvention for Allan Kaprow—
Kunst als Leben

Haus der Kunst, Munich

Clockwork

Activity, January 2007

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Wink

Activity, January 2007

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention for Allan Kaprow—
Kunst als Leben

Munich

Another Spit Piece

Activity, February 2007

Version by Jorg von Brincken

and the Performancegruppe der

Theaterwissenschaft Munchen OKA
Reinvention of Spit (1985) for Allan

Kaprow—Kunst als Leben

Munich

367-368 Yard

Environment, February 2007

Version by Eva Meyer-Hermann

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum, Eindhoven

Stockroom
Environment, February 2007

Version by Eva Meyer-Hermann

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum. Eindhoven

Words
Environment, February 2007

Version by Eva Meyer-Hermann

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum. Eindhoven

Graft

Activity, February 2007

Version by Sandra Bradvic

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum. Eindhoven

Entr'acte

Activity, February 2007

Version by Upiek Sumanti

Riptonigrum

Reinvention for Allan Kaprow—
Kunst als leven

Heuvel Galerie. Eindhoven

Photoplay

Activity, February 2007

Version by Ger Achterbosch

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum. Eindhoven

Scales

Activity, February 2007

Version by Riet Meisen

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum. Eindhoven

Pose
Happening, March 2007

Version by Frans van Roy

Reinvention for Allan Kaprow—
Kunst als leven

City center. Eindhoven

Push and Pull

Environment. February 2007

Version by Eva Meyer-Hermann

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum, Eindhoven 2007 339



Pose
Happening, March 2007

Version by Frans van Roy

Reinvention for Allan Kaprow—
Kunst als leven

City center. Eindhoven

367 + 368 Yard

Wink
Activity, March 2007

Version by Peter van Donk

Reinvention for Allan Kaprow—
Kunst als leven

Van Abbemuseum, Eindhoven

Don't

Activity, March 2007

Version by Maggie Watkins

Reinvention for Allan Kaprow—
Kunst als leven

Market Place, Piazza, and the Heuvel

Galerie/Church, Eindhoven

Photoplay

Activity, March 2007

Version by Cor Quintus

Reinvention for Allan Kaprow—

Kunst als leven

Van Abbemuseum. Eindhoven

Drag

Activity, March 2007

Version by Alice Pessers

Reinvention for Allan Kaprow—

Kunst als leven

City center, Eindhoven

Birds

Happening, March 2007

Version by Noel Beterams

Reinvention for Allan Kaprow—

Kunst als leven

Technische Universiteit, Eindhoven

Level

Activity, March 2007

Version by Willem-Jan Renders

Reinvention for Allan Kaprow—

Kunst als leven

At the entrance to the Van

Abbemuseum, Eindhoven

Charity

Happening, April 2007

Version by Herman Jentjens

Reinvention for Allan Kaprow—

Kunst als leven

Hoogstraat. Eindhoven

Don't

Activity, April 2007

Version by Maggie Watkins

Reinvention for Allan Kaprow—

Kunst als leven

Market Place. Piazza, and the Heuvel

Galerie/Church, Eindhoven
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Illustration Credits

Every effort has been made to identify and contact the copyright holders of

images published in this book. Should you discover what you consider to be an

unattributed photograph by a known photographer, please contact the publisher.

The works of Allan Kaprow are © Allan Kaprow Estate, courtesy Hauser & Wirth

Zurich London. Photographs of items in the Allan Kaprow Papers (980063),

held by the Research Library at the Getty Research Institute, Los Angeles, are

courtesy the Research Library and the J. Paul Getty Trust. The following sources

have granted additional permission to reproduce illustrations in this book:

page 1 Kaprow at home, 1967. Allan Kaprow Papers (box 76, folder 6).

Photo: Julian Wasser

page 4 Sketch of Sandwich Man for 18 Happenings in 6 Parts. Allan

Kaprow Papers (box 5, folder 6)

page 5 Kaprow discussing Chicken with participants. Allan Kaprow

Papers (box 7. folder 9). Photo: Ed Sabol

page 359 Page from a notebook for 18 Happenings in 6 Parts. Allan

Kaprow Papers (box 5, folder 6)

page 368 Kaprow at the opening of Allan Kaprow at the Pasadena Art

Museum, 1967. Allan Kaprow Papers (box 76, folder 6). Photo:

Julian Wasser

Schimmel

fig. 1 The Rita and Taft Schreiber Collection, given in loving memory

of her husband, Taft Schreiber, by Rita Schreiber. Art © 2007

The Pollock-Krasner Foundation/Artists Rights Society (ARS),

New York. Photo: Brian Forrest

fig. 2 Copyright © 1960 renewed 1988 by Henmar Press Inc. C. F.

Peters Corporation, Sole Selling Agent. Used by permission.

All rights reserved. Photo: Geoffrey Clements. © 1998

Whitney Museum of American Art, New York. Purchased with

funds from an anonymous donor

fig. 3 Photo © MUMOK, Museum Moderner Kunst Stiftung Ludwig

Wien, formerly Sammlung Hahn, Kdln

fig. 4 Allan Kaprow Papers (box 112, folder 1). Photo: W. F. Gainfort4

fig. 5 Art © Robert Rauschenberg/Licensed by VAGA, New York, NY.

Photo: Eric Pollitzer

fig. 6 Allan Kaprow Papers (box 4, folder 12). Photo: George Franklin

Hurych. Courtesy Dwight Hurych

fig. 7 Art © 1954 Shiraga Kazuo. Photo: Courtesy Hyogo Prefectural

Museum of Modern Art

fig. 8 Allan Kaprow Papers (box 5, folder 11). Photo: Anita Reuben

Simons

figs. 9, 10 Allan Kaprow Papers (box 5, folder 11). Photos © 2007 Vaughan

Rachel/Artists Rights Society (ARS), New York

fig. 1 1 Allan Kaprow Papers (box 5, folder 1 1). Photo: Anita Reuben

Simons

fig. 12 Allan Kaprow Papers (box 6, folder 7). Photo © Robert R.

McElroy/Licensed by VAGA, New York, NY
fig. 13 Allan Kaprow Papers (box 6, folder 7). Photo © Ken Heyman-

Woodfin Camp
figs. 14, 15 Allan Kaprow Papers (box 6, folder 4). Photo © Robert R.

McElroy/Licensed by VAGA, New York, NY

Potts

fig. 1 From Allan Kaprow, Assemblage. Environments <S Happenings

(New York: Harry N. Abrams, 1966), 136-37. Left: Photo

© Lawrence Shustak. Right: Art © Robert Rauschenberg/

Licensed by VAGA. New York. NY. Photo courtesy Portable

Gallery Press, Inc.

figs. 2-4 Allan Kaprow Papers (box 7, folder 6). Photos © Lawrence

Shustak

fig. 5 Allan Kaprow Papers (box 7, folder 4). Photo © Robert R.

McElroy/Licensed by VAGA, New York. NY

fig. 6 Allan Kaprow Papers (box 7, folder 4). Photo by Peter Moore

© Estate of Peter Moore/VAGA, New York, NY

fig. 7 Allan Kaprow Papers (box 7, folder 5). Photo © Robert R.

McElroy/Licensed by VAGA, New York, NY

Phillips

fig. 1 Allan Kaprow Papers (box 24, folder 3)

figs. 2, 3 From Allan Kaprow, Time Pieces. Activity booklet (Berlin: Neuer

Berliner Kunstverein, 1973), n.p. Allan Kaprow Papers (box 24,

folder 3). Photos: Alvin Comiter

fig. 4 Allan Kaprow Papers (box 24, folder 3)

fig. 5 From Allan Kaprow, Time Pieces. Activity booklet (Berlin: Neuer

Berliner Kunstverein, 1973). n.p. Allan Kaprow Papers (box 24,

folder 3). Photo: Alvin Comiter

fig. 6 Allan Kaprow Papers (box 24, folder 4). Photo © Jurgen Muller-

Schneck

fig. 7 Allan Kaprow Papers (flat file, folder 4). Photo © Jurgen Muller-

Schneck

fig. 8 Allan Kaprow Papers (flat file, folder 4). Photos: Alvin Comiter

Leddy

fig. 1 Allan Kaprow Papers (box 76, folder 6). Photo: Julian Wasser

figs. 2, 3 Allan Kaprow Papers (box 17, folder 3)

fig. 4 Allan Kaprow Papers (box 18, folder 3)

figs. 5, 6 From Allan Kaprow, Two Measures. Activity booklet (Turin:

Martano Editore, 1974), n.p. Allan Kaprow Papers (box 25.

folder 7). Photos: Bee Ottinger

fig. 7 From Allan Kaprow, Satisfaction, Activity booklet (New York:

M. L. D'Arc Gallery with Anna Canepa, 1976), n.p. Allan

Kaprow Papers (box 27, folder 5). Photo: Bee Ottinger

Rosenthal

figs. 1, 2 Photos: Marion Vogel, www.marion-vogel.com.de

figs. 3, 4 Photos: Wilfried Petzi

figs. 5, 6 Photos: M. Solokhov

fig. 7 Photo: Stephanie Rosenthal

fig. 8 Photo: Regina Wohlfarth

figs. 9, 10 Photos © Andreas Lang. Haus der Kunst, Household, version

by Bo Christian Larsson

Meyer-Hermann

fig. 1 Art O Nam June Paik Estate. Photo: Fredrik Marsh

figs. 2, 3 Art © Carl Andre/Licensed by VAGA, New York, NY Photos: Eva

Meyer-Hermann

fig. 4 From "What Is a Museum? A Dialogue between Allan Kaprow

and Robert Smithson," Arts Yearbook, no. 9 (1967): 95.

© Arts Yearbook. Left: Photo by Ezra Stoller © ESTO. Right:

Photographer unknown

fig. 5 Allan Kaprow Papers (box 24, folder 4). Photo O Jurgen MOIlei

Schneck
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Fine! Happening, 1969

5 Minute Delay. Activity, 1 993

Flick. Happening, 1967

Flight, Part I, version 7. Happening, 1962 (not

realized)

Flight, Part I, version 2. Happening, 1962 (not

realized)

Flow. Collage, 1972

Fluids. Happening, 1967. 2005

Forecast. Happening, 1969 (not realized)

Frames of Mind. Activity, 1976

Frame Work. Activity, 1976

Fresh Air. Environment, 1986 (reinvention of

Untitled Environment)

From James Joyce's Ulysses. Painting, 1956

Galileo Galilei. Activity, 1976

Garage Environment. Environment, 1960

Gas. Happening, 1966

George Brecht Dedication Ceremony. Activity, 1972

George Washington Bridge (Front View). Painting,

1955

George Washington Bridge (Side View). Painting,

1955

Giveaway. Happening. 1969

Give Me Your Jacket. Activity. 1982

Give Me Your Money! Activity, 1983

Going/Staying. Activity, 1981

Good Morning! Activity, 1970. 2006

Graft. Activity. 1970. 2007

Grandma's Boy. Assemblage, 1957

Heavenly Pass-Time. Proposal for an Activity, 1969

Hello. Happening. 1969. See also Sales Pitch

Hello/Goodbye. Activity. 1978, 2006

Hero. Assemblage, ca. 1955-56

Highs. Activity. 1973, 2006

Homage to Monet. Painting, 1955

Home Brew. Activity, 1969 (not realized)

Homemovies. Marriage Happening, video, 1969

Household. Happening, 1964, 2006

How To Make a Happening. LP record. 1966

Hysteria. Collage, 1956

Idea. Activity. 1972

If the Shoe Fits. Sign It. Activity, 1997

Imitations. Activity, 1980

Intermission Piece. Happening, 1960

Interruption. Happening, 1967

In the Art. Collage, 1956

Just Walking on the Edge. Activity, 1981

Kaprow-Negyesy Project. Activity, 1991

Kids' Stories on the Sidewalks. Activity, 1999

Labor Day. Activity, 1971

Laughs and Balloons. Happening, 1959

Leaning into the Light. Painting, 1956

Leaving No Footprints. Activity. 1981

Level. Activity, 1970, 2007 (two versions)

L Gold. Proposal for a publicity campaign of

Happenings, 1967

Likely Stories. Activity. Activity booklet, 1975

Loss. Activity. 1973

Lofs of Work. Activity. 1983

Magenta Nude. Painting, 1954

Making Faces. Activity, 1980 (not realized)

Maneuvers. Activity, Activity booklet, 1976

Mantra. Activity. 1978

Match. Activity. Activity booklet, 1975

Maybe the Shortest Parade. Activity, 1981

Meditation 1. Activity, 1981

Meditation 2. Activity, 1981

Meeting at the Market. Activity, 1990

Message Units. Activity. 1972 (two versions)

Message Units. Proposal for a Happening, 1968

Meteorology. Activity, Assemblage, 1972

Meters. Activity. 1972 (not realized)

Mirrors: A Happening. Happening, 1962 (not

realized)

Model in Leotard Leaning on Sawhorsc Drawing,

1954 (two versions)

Moon Sounds. Activity, 1969

Moving. Happening, photoalbum, 1967

A Much Better Idea. Activity. 1984

Museum Portraits. Activity, 1977 (not realized)

Mushroom. Happening 196?

Music. Tape score. 1957

Natural Distances. Activity, 1976

Night. Happening. 1961
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Noise. Happening, 1967

Wo Rules . . . Except. Activity. 2000-2001

Office Boy. Activity, 1 987

The Oldtimer. Collage, 1957

On Time. Activity, Activity booklet, 1974

Orange. Happening, 1964

Originate. Opera Happening, 1964

Our Life Together (Scenes for a Movie). Activity. 1981

Out. Happening, 1963, 2006

Overtime. Happening, 1968

Paper. Happening, 1964

Pastorale. Happening, 1958

Peeping Tom. Activity. 1978

Penny Arcade. Assemblage, 1956

People. Collage, 1956

The Perfect Bed. Activity, 1986

Performance as a Meditational Practice.

Activity. 1981

Photoplay. Activity, 1982, 2007 (two versions)

Piece for Coryl's Birthday. Activity, 1985

Please Help Yourself. Activity, 1984

Population. Happening, 1968

Pose. Happening, 1969, 2006 (two versions), 2007

(two versions)

Postal Regulations. Activity, 2001

Pre-Socratic. Activity. 1976

Print-Out. Activity, 1971

A Private Act in a Public Place. Activity, 1984

Private Lines. Videoscript, 1972 (not realized)

Private Parts. Activity, 1976, 2006; video, 1977

Publicity. Activity, 1970

Purpose. Happening, 1969

Push and Pull. Environment, 1963, 1965, 1967,

1977. 1986. 1991. 1998, 2002. 2006. 2007

Putting On Your Face. Activity. 1983

Quiet Please. Activity. 1981

Raining. Booklet, 1965

Rates of Exchange. Activity, Activity booklet, video,

1975; Activity, 2006

Rearrangeable Panels. Assemblage, 1957-59

Reclining Nude, Head on Cushion. Drawing,

1952-53

Reclining Nude Gazing Out. Drawing. 1952-53

Record I. Happening, 1968 (not realized)

Record II. Happening, pamphlet. 1968;

Happening, 1988

Red Carpet for the Public. Activity, 1987

Red Dancers. Painting, 1955

Red Forest. Painting, 1953

Refills. Happening, 1968

Rene Block Said Don't Call This the Milky

Way and I Agreed. Activity, 1985-86

Ribbon Cutting. Activity, 1970

Roulette. Tape score. 1957

Round Trip. Happening, 1968. 2006

Routine. Activity, film, 1973; Activity

booklet, 1975; Activity, 1988 (two versions)

Runner. Happening, 1968

Safety Controls. Activity, 2000

Sales Pitch. Proposal for an Activity. 1970 (version

of Hello)

Satisfaction. Activity. Activity booklet. 1976

Saw. Tape score. 1957

Sawdust Activity, lithograph. 1970; Activity,

1986. 2005

Scales. Activity, 1971, 2006, 2007 (two versions)

Sea. Happening, 1963 (not realized)

A Sea Event. Activity, 1985

Seated Model in Leotard in Studio. Drawing, 1954

Seated White Figure. Painting, 1954

2nd Routine. Activity, Activity booklet, video

(two versions), 1974

Self-Service. Happening, 1966, 1986, 1988

A Service for the Dead I. Happening, 1962

A Service for the Dead II. Happening, 1962

7 Kinds of Sympathy. Activity, Activity booklet,

video, 1976

Shadows. Activity. 1979

Shape. Happening. 1969

Short Circuit. Environment, 1992

(reinvention of Untitled Environment)

Six Ordinary Happenings. Series of Happenings,

1969. See also Charity; Fine!; Giveaway; Pose;

Purpose; Shape

Six Spots for Television. Television spots. 1983

Small Exercise I. Activity, 1978

Small Exercise II. Activity. 1978

Small Exercise 3. Activity, 1981

Small Exercise 4. Activity, 1981

Small Red Dancers. Painting, 1955

Soap. Happening. 1965 (canceled). 1989

Solo. Activity, 1969 (not realized). 2006

Sound Piece, 1958. Performance, 1960

Spit. Activity, 1985. See also Another Spit Piece

A Spring Happening. Happening. 1961

Squeezeplay Activity, 1993

Stained Glass Window. Collage, 1956

Standards. Activity, 1979

Still Life on Table. Painting, 1953

Stockroom. Environment. 1961. 1991, 1992, 2006,

2007. See also Chapel

Subway with Self-Portrait. Painting, 1956

Supermarket Event. Activity, 1970

Sweep-In. Happening, 1967

Sweeping. Happening, 1962. 1988

Sweef Wall. Activity. 1970. 1986. See also Sweet

Wall/Testimonials

Sweet Wall/Testimonials. Activity booklet, 1976

Tag. Activity. 1971

Tail Wagging Dog. Activity, 1982

Take-Off. Activity, 1974. See also 2 Measures

Take-Off. Happening. 1969 (two versions)

Taking a Shoe for a Walk. Activity, 1989, 2006

Team. Activity. 1980

Testimonials. Activity, Activity booklet, 1976.

See also Sweet Wall/Testimonials

Then. Video, 1974

3rd Routine. Activity, video, 1974

Three Country Happening. Proposal for a

Happening, 1966

Three White Dancers. Painting, 1955

Throat and Cough Piece. Sound score, 1957-58

Time Pieces. Activity, Activity booklet, video,

1973; video, 1975

Timing. Activity, 1977, 2006

Tire Tower. Activity. 1979

Tobacco King. Collage. 1956

Toothbrushing Piece. Activity, 1978

Towers. Happening, 1966

Tracer. Activity, 2000

Tracts. Activity, 1971

Trading Dirt. Activity, 1983-85, 1989

Transfer. Happening, 1968

Transplant. Happening, 1969

Travelog. Happening, 1968

Tree. Happening, 1963

Two Appointments. Activity, 1978

Two Fighting Bulls. Painting, 1952

2 Measures. Activity booklet (with scores for

Affect and Take-Off), 1974

Untitled. Collage, 1956

Untitled (Mountain). Assemblage, 1959

Untitled (Still Life). Painting, 1955

Untitled (The Cherry Orchard). Painting. 1955

Untitled Environment. Environment, 1958 (two

versions), 1966, 1980. See also Dead End;

Fresh Air; Beauty Parlor; Beauty Parlor 2;

Short Circuit; Vital Fluids

Untitled Event. Activity, 1994

Untitled Occurrences. Activity, 1998

UpslDowns. Activity, 1978

Useful Fictions. Activity. Activity booklet, 1975

Veronica. Collage, 1956

Vital Fluids. Environment, 1997 (reinvention of

Untitled Environment)

Warm-Ups. Activity, Activity booklet, film,

1975; Activity, 2006 (two versions)

A Waste of Time. Activity. 1994

Watching. Happening, 1967

Waxworks. Activity, 1995

Weighty Matters. Activity, 1981

Whafs Watts' Watts? Activity, 1988

Whether Weather. Model, 1987

White and Brown Figures. Painting, 1954

Wink. Activity, 1973, 2007 (three versions)

Woman out of Fire. Assemblage, 1955-56

Words. Environment, 1962 (two versions), 1967

(two versions), 1975, 1984, 1991, 1992,

2005. 2006. 2007

Work. Activity, 1969 (not realized)

Yard. Environment, 1961, 1967, 1970, 1981,

1982, 1984, 1986, 1990, 1991. 1998, 2003,

2006, 2007

Yellow Flowers. Collage, 1955

Die Zeit Project. Newspaper Happening. 1981
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Index

Page numbers for illustrations appear in italic. Artworks are by Kaprow unless

otherwise noted.

Abramovic, Marina: Seven Easy Pieces, 71n31

Abstracted Still Life. 97

abstract expressionism. 9, 14

Acconci. Vlto. 71n31

Activities: Affect. 48-49. 244-45, 245; After Dinner Speeches, 290; Air Condition,

258; Anniversary, 231; Another Spit Piece, 339; Apples and Oranges (1986).

302. 302-3; Apples and Oranges (2006), 338: An Archaeology of the Everyday,

277; Assemblage. 321 ; Assemblage of Hundreds. 323; Baggage, 225, 225-26;

Basic Thermal Units, 45, 48, 231 . 232-33; Blending into the Environment, 305;

Blindsight (1979), 273; Blindsight (1988), 307; Border Work, 309; Building

Muscles, 291 ; Burbank, 228, 228; Burdens. 305; Calendar. 222; Carpet Bagging,

290; Car Spaces, 217; City Works, 222; Clean Graffiti. 291; Clockwork (1973),

231; Clockwork (2007). 339; Comfort Zones. 50. 250; Company (1982), 290,

290; Company (1988). 307: concept of, 2-3; The Conference as Performance,

301; Convoy, 277; Copy. 228; Courtesy. 270; Creatures, 231; Don'f (1970),

215; Don't (2006). 337; Don'f (2007. two versions), 340; Drag (1984), 292, 293;

Drag (2007), 340; Drawing on Stories, 285; Durations, 77. 265, 266-69; Easy

(1972). 225; Easy (2006). 337; Easy Chairs 1 and Easy Chairs 2, 324; Easy Too,

273; Echo-logy, 250. 250-51; Entr'acte (1972), 228, 229; Entr'acte (2007). 339;

European Tour, 285. 285; evolution of. 60-61; Exercise, 277; Exercise 6. 286,

289; Fa// (1995), 322-23, 323; Fa// (2006), 337; 5 Minute Delay, 319; Frames of

Mind, 265; Frame Work, 265; Galileo Galilei, 265; George Brecht Dedication

Ceremony. 228; G/Ve Me Your Jacket, 290; G/Ve Me Your Money! 291 ; Going/

Staying, 285. 288; Good Morning! (1970). 211; Good Morning! (2006), 337;

Graft (1970), 21 1; Graft (2007), 339; Heavenly Pass-Time, 210; Hello/Goodbye

(1978), 272; Hello/Goodbye (2006), 337; H/ghs (1973). 231: H/ghs (2006), 337;

Home Brew. 210; /dea, 228; /f trie Shoe Fits, Sign It, 325; Imitations, 277;

Jusf Walking on the Edge, 285; Kaprow-Negyesy Project, 313; Kaprow on,

42, 60; Kids' Stories on the Sidewalks, 328; Labor Day, 222; Leaving No

Footprints, 285. 286; Level (1970), 46, 215, 275; Level (2007, two versions),

339, 340; Likely Stories, 255, 256-57; Loss, 230-31, 231; Lots of Work, 291;

Making Faces, 277; Maneuvers, 50, 261; Mantra, 272; /Watch, 251, 252-53;

Maybe the Shortest Parade, 286; Meditation 1, 278-79, 279; Meditation 2,

286; Meeting at the Market, 312; Message Units (1972, two versions), 225;

Meteorology, 224, 228; Meters, 225, 227; Moon Sounds, 210; A Much Better

/dea, 293; Museum Portraits, 77-78, 270, 270-71; Natural Distances. 261 ,267;

Wo fiu/es . . . Except, 329; OftVce Boy, 304-5, 305; On Time, 245; Our Life

Together (Scenes for a Movie), 286; Peeping Tom, 272; Trie Perfect Bed, 299,

299-301; Performance as a Meditational Practice, 286; Photoplay (1 982), 290;

Photoplay (2007, two versions), 339, 340; Piece for Coryl's Birthday, 51-52.

298; Please Help Yourself, 293; Postal Regulations. 330; Pre-Socratic, 265;

Print-Out, 222, 222-23; A Pr/Vafe Act /n a Pub//c P/ace, 293. 293; Private Parts

(1976), 265; Private Parts (2006), 337; Publicity. 216, 217; purpose of, 39-40;

Putting On Your Face, 291 ; Quiet Please, 285, 287; Rates of Exchange (1975),

250; Rates of Exchange (2006), 337; Red Carpet for the Public, 305; Rene

Block Said Don't Call This the Milky Way and I Agreed, 298; Ribbon Cutting,

217; Routine (1973), 235, 240; Routine (1988, Arlington). 308; Routine (1988.

Oakland). 307; Safety Controls, 329; Sales Pitch, 217; Satisfaction, 50-51 , 261

,

262-65; Sawdust (1970), 217, 217-19; Sawdust (1986), 299; Sawdust (2005).

334; Scales (1971). 222, 223; Scales (2006). 67. 68, 337; Scales (2007. two

versions), 339; A Sea Event. 298; 2nd Routine. 241; 7 K/nds of Sympathy. 261;

Shadows, 273; Sma// Exercise I. 272; Sma// Exercise II. 272: Sma// Exercise

3. 279; Sma// Exercise 4, 286; So/o (1969), 210; So/o (2006), 337; Spit, 298;

Squeezeplay. 319; Standards, 273. 273-74; Supermarket Event. 211; Sweeping.

208; Sweet Wa// (1970), 217. 220-27; Sweet U/a// (1986), 299; Tag, 222: fa//

Wagging Dog. 290; Take-Off. 50. 245, 246-49; Taking a Shoe for a Walk (1989),

309, 309-11; Taking a Shoe for a Walk (2006), 337; Team. 51, 276-77, 277;

Testimonials, 261; 3rd Routine. 50, 243, 243; 77me Pieces, 36-38, 38, 39,

40, 47, 48, 77, 77, 231. 234-39; Timing (1977), 220; Timing (2006), 337; 77re

Tower, 273, 275; Toothbrushing Piece, 272; Tracer, 329; Tracts, 222: Trading

Dirt (1983-85), 291 ; Trading Dirt (1989), 309; Two Appointments. 272; Untitled

Event, 321; Untitled Occurrences, 326; Ups/Downs, 272; Usefu/ Fictions. 258.

258-60; video documentation of, 38-39; Warm-l/ps (1975). 50, 254-55, 255;

Warm-Ups (2006. two versions), 337: A Waste of 77me, 321; Waxworks. 323;

l/l/e/g/ify Matters. 286; What's Watts' Waffs? 308. 308; Wink (1973), 231; W/nfc

(2007. three versions), 339, 340; Work, 210

Activity booklets, 3, 39; Affect. 49, 49; Air Condition. 258: Blindsight. 273; Comfort

Zones, 251; Echo-logy, 250, 250-51; evolution of. 60; Kaprow on, 35-36, 39.

81; Likely Stories, 255, 256-57; Maneuvers, 261; Match. 251, 252; On Time,

245; Rates of Exchange. 250; Routine, 258; Satisfaction, 50. 261, 264; 2nd

Routine. 241; 7 K/nds of Sympafhy 261; staging of photographs in, 41 n1;

Sweet Wall/Testimonials, 220-21, 265; Testimonials. 261; 77me Pieces. 35-36.

36. 37-38, 39, 40, 235; 2 Measures. 244-45, 245, 246-49; Useful Fictions. 258.

258-59; Warm-l/ps, 255. See also C//c/<: Mowng. Raining; Record II; scores

ADA: Aktionen der Avantgarde (exhibition), 36. 38, 39, 77. 77

aesthetics: of Happenings, 29; Kaprow and, 23

Affect. 48-49, 49, 244-45, 245. See also 2 Measures

After Dinner Speeches, 290

"Agency for Action" (exhibition concept), 64. 82

Agua Dulce, California, 217

Air Condition, 258

Akademie der Bildenden Kunste. Munich, 64. 83

Albany, New York, 197

Allan Kaprow (exhibition): 57, 76-77. 188

Allan Kaprow: Activity—Dokumente 7968-7976 (exhibition), 77

Allan Kaprow—Art as Life (exhibition), 2, 3, 70n4; aim of, 57, 63-64, 73, 81-85;

installation views of (Eindhoven). 82. 84-87; installation views of (Munich). 64;

reinventions for, 65-68, 65-69

Allan Kaprow Papers (Getty Research Institute), 43-52

Allan Kaprow: Precedings (exhibition), 57. 78-79, 306-7, 306-9

alternative art spaces, 80, 89n28

Altshuler, Bruce, 305

Amsterdam, the Netherlands, 285

Andre, Carl: Koln Steel Lock. Den Haag. 74, 74

Ann Arbor, Michigan, 141

Anniversary, 231,

Another Spit Piece, 339

antiform, 24

Anza-Borrego Badlands, California. 277

Apples and Oranges (1986), 302, 302-3

Apples and Oranges (2006), 338

Apple Shrine (1960), 17-18. 78, 132, 134-39

Apple Shrine (1991), 313, 373

Apple Shrine (1992, two versions), 317

An Archaeology of the Everyday, 277

archives, 35-40, 43-52; interpretation of materials in, 35-36

Arlington, Texas, 307, 308

Arrivals, 203, 204

art: environment as, 75; Kaprow's view of, 57; retrospective as, 78

Artforum (publication). 21

Artist in Studio. 100

ARTnews (publication), 21
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Asleep on the Job. 316

Aspen. Colorado, 211, 215, 222

Assemblage. 321

Assemblage, Environments & Happenings (book), 22. 22-25

"Assemblage, Environments & Happenings" (essay). 23. 25. 31 n2

Assemblage of Hundreds, 323

assemblages: Banjo Player, 104, 704; evolution of. to Environments, 59; Grandma's

Boy, 110: Hero. 104; Meteorology, 228; Penny Arcade, 10. 7 7. 109: Rearrange-

able Panels, 3. 9. 11. 72-73. 14-15. 110. 777-75, Untitled (Mountain), 123;

Woman out of Fire. 104. 705

Athens. Ohio. 277

audience participation: in 78 Happenings in 6 Parts (1959). 17; in Happenings,

59. 67; in Kaprow's works, 81-82: Kaprow on, 11; in Rearrangeable Panels. 11

audio: in Allan Kaprow—Art as Life exhibition (Munich/Eindhoven). 83. 85

Austin. Texas, 197, 203, 307

Baby, 10, 10,87, 110

Baggage. 225. 225-26

Bangor, Pennsylvania, 308

Banjo Player. 104. 704

Barreling. 205

Barriers. See 5 Minute Delay

Basel. Switzerland, 334

8as/c Thermal Units, 45, 48. 231 , 232-33

Beauty Parlor, 313, 314-15

Beauty Parlor 2, 318-20, 319

Beebe. Mary, 240

Bellingham, Washington, 231

Benneville, California, 290

Bergen. Norway. 329

Berkeley. California, 167. 207. 217

Berkeley Unified School District. 89n25. 207

Berlin. Germany: Activities in. 217. 231. 265. 285; Environments in, 277, 290;

performance of Time Pieces in, 36-40. 78. 231

Beuys, Joseph, 71n31

The Big Laugh. 132. 732-33

8/rds(1964). 765-66. 167

Birds (2006), 337

Birds (2007), 340

Blam! The Explosion of Pop. Minimalism, and Performance. 1958-1964 (exhibition!,

61-62

Blending into the Environment. 305

Blmdsight (1979). 273

Blindsight (1988). 307

Bloomberg, Tamara, 19n18

Blue and White Nudes in Interior. 1 02

Blue Blue Blue. 109, 709

Bochum. Germany. 222, 231 , 273

Bois. France, 317

Son Marche. 31n3. 164

Bonn, Germany. 309

Border Work, 309

Boston. Massachusetts, 183, 207. 255

Bouquet, 109

Brecht, George. 9. 228

Bremen, Germany, 228, 265

Bridgehampton. New York. 149

Brookville. New York. 205

Building Muscles. 291

Bull Shit (publication), 70n1. 374

Burbank, 228, 228

Burbank. California. 222

Burdens. 305

Buren. Daniel. 88n8

Cabin, 316

Cage, John: influence of. on Kaprow, 2, 3. 10. 60; Kaprow on. 9; Water Music. 9:

writings of. 23

Caged Pheasant #7. 107, 707

Caged Pheasant #2. 107

Calendar. 222

California Institute of the Arts, Burbank and Valencia, 60, 79-80

Calling, 44-45. 178. 7 78-87

Carpet Bagging, 290

Car Spaces, 217

Casco and Mediamatic, 70n3

Cedar Falls. Iowa, 273

Center for Research in Contemporary Art. Arlington, Texas. 57

Chapel, 141

Charity (1969). 80. 207. 207

Charity (2007). 340

Chicago, Illinois, 189, 196

Chicken, 5, 154-57, 156

City Works, 222

Clean Graffiti, 291

Clement Greenberg Papers (Getty Research Institute), 43

Click (album). 207

Clockwork (1973). 231

Clockwork (2007). 339

Coca-Cola, Shirley Cannonball? 1 32

Collage No. 2. 1 1

collages: Baby, 10, 70, 87. 110; Blue Blue Blue, 109, 709; Bouquet, 109; Caged

Pheasant#1. 107, 107; Caged Pheasant #2, 107; Collage No. 2, 1 10; evolution

of. to Environments. 11, 59; Flow, 228; Hysteria, 17, 109; In the Art, 109; The

Oldtimer, 1 1 0; People. 1 09; principles of. 1 0: Stained Glass Window, 108, 1 09;

Tobacco King. 109; Untitled. 109; Veronica. 109; Yellow Flowers. 104

Cologne, Germany, 217. 228. 243. 277

Colorado Springs. Colorado. 225

Columbia University. New York. 9, 74, 93

Combines, of Rauschenberg, 72, 14, 22

Comfort Zones. 50. 250-51

Common Senses. 270

communication: in Kaprow's work. 45-46, 49, 61; museums and, 80

Communication, 61, 116

Company (1982), 290. 290

Company (1988). 307

composition: Kaprow on, 25

The Conference as Performance. 301

conscious living, 69

context: Kaprow on, 80

Convoy, 277

Copy. 228

Coral Gables. Florida. 167

Course, 209, 209

Courtesy, 270. 329

Courtyard, 22, 28. 156. 158-61; press release for. 22

Crane. Coryl, 51

Creatures. 231

Cunningham, Merce, 14
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Dada, 74

David Tudor Papers (Getty Research Institute). 43

Days Off (calendar), 211,27 7-74

Dead End, 317

de Kooning, Willem, 10

Dial (1969). 209

Dial (1973), 231

Dial (1974). 241

Dial II, 222

Dine, Jim, 15

Don '((1970). 215

Don't (2006), 337

Don't (2007, two versions), 340

Dortmund, Germany, 217, 299

Drag (1984). 292, 293

Drag (2007), 340

Drawing on Stories, 285

Dry Lake, California, 210

Duchamp, Marcel, 1 1 ; Fountain, 74

Duisburg, Germany, 231

Durations, 77, 265, 266-69

Dusseldorf, Germany, 228, 286

Easy (1972), 225

Easy (2006). 337

Easy Chairs 1 and Easy Chairs 2, 324

Easy Too, 273

Eat (1964), 167

Ear (1991), 313,376

Eat (1992, two versions). 317

Echo-logy, 250, 250-5 7

Edinburgh, Scotland, 164

78 Happenings in 6 Parts (1959), 123; cast of, 722, 123; change, randomness, and

order in, 15-17; descriptions of, 58-59; documentary images of, 76, 124-28,

130; gesture in, 15, 76, 44, 725, 728, incorporation of Rearrangeable Panels

into, 9; parameters for a reinvention of, 62; poster for, 120-21; review of, 737;

scores for, 123-25, 127; sketches for, 4, 726; slides shown during, 729

78 Happenings in 6 Parts (1988), 62. 307.

78 Happenings in 6 Parts (2006), 66, 66, 336, 337

Eindhoven, The Netherlands. 73, 82-85, 339, 340

El Cajon, California, 325

elementary education: Kaprow on, 79

Encmitas, California, 298

Enfr'acre(1972), 228,229

Entr'acte (2007), 339

environment: as art, 75

Environments: from action-collages to, 1 1 ; in Allan Kaprow—Art as Life exhibition

(Munich/Eindhoven). 64, 66, 83, 85; Apple Shrine (1960), 17-18, 78, 132, 734-

39; Apple Shrine (1991), 313, 313-15; Beauty Parlor, 313; 8eaufy Parlor 2, 31 7,

37 8-20; Cabin, 316; Chapel, 141; concept of, 2; Dead End, 317; Eat (1964), 167;

Eaf (1991), 313, 376; Eaf (1992, two versions), 317; evolution to Happenings,

59, 83; Fresh Air, 299; Garage Environment, 132; Kaprow on, 10-11; Push and

Pull (1963), 762-64, 164; Push and Pull (1965), 178; Push and Pull (1967), 76,

1 88; Push and Pull (1 977), 270; Push and Pull (1 986), 301 ; Push and Pull (1 991 ),

316; Push and Pull (1 998), 326; Push and Pull (2002), 331 ; Push and Pull (2006),

65, 66, 338; Push and Pull (2007), 339; Short Circuit. 317; Stockroom (1 961 ), 62,

138-43, 141; Stockroom (1991), 316; Stockroom (1992), 317; Stockroom (2006).

64, 65, 66, 338; Stockroom (2007), 84, 339; Untitled Environment (March 1958),
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116, 116-20; Untitled Environment (November-December 1958), 116; Untitled

Environment (1966), 183; Untitled Environment (1980), 277; Vital Fluids, 325;

Words (1962, Smolin Gallery), 30. 149. 757-53; Words (1962, Stony Brook).

149; Words (1967, Pasadena). 77, 188; Words (1967, Chicago), 188; Words

(1975), 251; Words (1984), 293. 296-97; Words (1991). 316; Words (1992), 317;

Words (2005), 334; Words (2006), 65, 66, 338; Words (2007). 87, 338; Yard

(1961), 17, 7 7, 141, 144-47; Yard (1967), 76, 188; Yard (1970), 217; Yard (1981),

286; Yard (1982), 290; Yard (1984), 293, 294-95; Yard (1986), 299; Yard (1990).

312; Yard (1991), 79, 313, 376; Yard (1998), 326, 326; Yard (2003), 332; Yard

(2006, two versions). 337; Yard (2007), 339, 340

Environments, Situations, Spaces (exhibition), 17, 144-45

Essays on the Blurring of Art and Life. 21 , 31 n1

European Tour, 285, 285. See also Drawing on Stories; Going/Staying; Just Walking

on the Edge: Leaving No Footprints; Our Life Together (Scenes for a Movie);

Quiet Please; Weighty Matters

Exercise, 277

Exercise 6, 286, 289

Export, Valie, 71n31

Fall (1995), 322-23, 323

Fall (2006), 337

Far Hills, New Jersey, 250

Feelisch, Wolfgang, 300, 307

Figures in Landscape, 98, 98

Figures in Yellow Interior. 100

films: Comfort Zones, 251; Durations, 265; Routine, 235; Warm-Ups, 255

Fine! 207, 207

5 Minute Delay, 319

Flick, 188

Flight, Parf /. version 1, 156

Flight, Part I, version 2, 156

Florence, Italy, 258, 286

Flow. 228

Fluids (1967), 45, 76, 788-95, 189

Fluids (2005), 334, 334-35

Fluxus, 35, 59

Follet, Jean, 19n3

Fondazione Mudima, 70n1

Forecast, 209

form: Kaprow on, 24-25; in Kaprow's works, 25-26, 31n27, 7 75, 798, 226

formalism, 24

found objects, 10, 1

1

Fountain (Duchamp), 74

4 Environments (exhibition), 78-79

Frames of Mind, 265

Frame Work, 265

Francis, Sam, 17

Frankenthaler. Helen, 43

Fresh Air. 299

From James Joyce's Ulysses. 107

Frost, Robert, 46

Galileo Galilei, 265

Garage Environment, 132

Gas, 183, 785-87

gender: in Household. 68

Genoa, Italy, 245

George Brecht Dedication Ceremony, 228

George Washington Bridge (Front View), 1 02

George Washington Bridge (Side View), 1 02

Ghent, Belgium, 329

Giveaway, 207, 207

Give Me Your Jacket, 290



Give Me Your Money! 291

Going/Staying, 285, 288

Goldberg, Michael, 10

Good Morning! (1970), 21

1

Good Morning! (2006), 337

Graft (1970), 211

Graft (2007), 339

Grandma 's Boy. 1 1

Greenberg, Clement, 43

Greenlee, Shawn, 71n40

Grooms, Red. 15

Grundler, Swantje, 71n40

Guggenheim Museum, New York, 71n31, 76

Gutal, 14

Highs (2006). 337

Hofmann. Hans. 9. 163, 164

Hofmann, Werner, 77-78. 277

Homage to Monet, 1 02

Home Brew. 210

Homemovies, 45-46, 47, 210, 270

Household (1964), 172-77. 173; compared with its reinvention in 2006. 67-68;

notes on the form of. 25. 31n27, 7 75; score for. 7 72. 7 74

Household (2006). 67-68. 69. 336-37, 337

Houston, Texas, 225

How To Make a Happening, 1 83

Hulten, Pontus, 71n30

Hysteria, 17, 109

Hamburg, Germany, 270, 298

Hamptons, New York. 183

Hannover, Germany, 273

Hansa Gallery, New York, 9, 105, 706. 116

Hansen, Al, 9

Happenings: aesthetic of, 29; Arrivals, 203, 204; audience participation in, 59;

Barreling, 205; beginning of, 44; The Big Laugh. 132, 132-33; Birds (1964). 65-

66, 167; Birds (2006), 337; Birds (2007), 340; Son Marche, 164; Calling, 44-45,

178, 178-81; Charity (1969), 79, 207; Charity (2007), 340; Chicken. 5, 754-57,

156; Coca-Cola, Shirley Cannonball? 132; Communication, 61. 116; concept

of. 2; Course, 209, 209; Courtyard, 22. 22, 28, 156, 158-61; definition of, 29;

Dial (1969). 209; Dial (1973), 231 ; Dial (1974), 241 ; Dial II. 222; 78 Happenings

in 6 Parts (1959). 4. 9. 15. 76. 17. 44. 58-59, 722-37, 123; 78 Happenings in

6 Parts (1988), 62, 307; 78 Happenings in 6 Parts (2006). 66, 66, 337; from

Environments to, 59, 83; evolution to Activities, 60-61; Fine! 207; Flick, 188;

Flight, Part I, version 1, 156; Flight, Part I, version 2, 156; Fluids (1967), 45, 76,

788-95. 189; Fluids (2005), 334, 334-35; Forecast, 209; as games, 68; Gas,

183. 785-87; Giveaway. 207; Hello, 206. 207; Homemovies, 45-46. 47. 210.

270; Household (1964), 25, 31n27. 68. 172-77, 173; Household (2006), 68, 69,

336-37, 337; Intermission Piece. 132; Interruption, 188; Kaprow on. 11, 15, 22-

23, 26-27, 42, 58, 59, 63; Laughs and Balloons, 123; L Gold, 188; McLuhan on,

74-75; Message Units, 205, 205; Mirrors: A Happening, 149; Moving, 75, 196,

796; Mushroom, 156; Night. 141; Noise. 188; obiectlessness of, 28-29; Orange.

167, 767-69; Originale, 173; Out (1963), 184; Out (2006). 337; Overtime. 203;

Paper, 167, 170-71; participant viewpoint in, 31 n3; Pastorale, 116; Population,

203; Pose (1969), 207; Pose (2006, two versions), 337, 338; Pose (2007, two

versions), 339; Purpose. 207; Record I. 197; Record II (1968). 203. 203; Record

II (1988). 307; Refills, 205; Round Trip (1968). 197, 202; Round Trip (2006),

66-67. 67, 337; Runner. 197, 197-98; scores and, 21; Sea, 164; Self-Service

(1966). 182-84. 183; Self-Service (1986), 299; Self-Service (1988). 306-7, 307;

A Service for the Dead I. 149; A Service for the Dead II. 148-50. 149; Shape.

207; Soap (1965), 178; Soap (1989), 309; Six Ordinary Happenings, 79. 207.

207-8; A Spring Happening, 141; Sweep-In. 188; Sweeping. 29. 149; Take-

Off (1969, two versions), 209; Three Country Happening, 183; Towers, 183;

Transfer, 197, 199-201; Transplant. 209; Travelog, 205; Tree. 164; venues for,

60; Wafching, 189; D<e Zeif Project. 279. 280-84

Hartigan. Grace, 10

Haskell. Barbara, 61

Haus der Kunst. Munich, 63-68, 64. 66. 68

Heavenly Pass-Time. 210

Held. Al. 10

He//o, 206. 207

Hello/Goodbye (1978). 272

Hello/Goodbye (2006). 337

Hempstead. New York. 203

Hero. 104

Higgins. Dick, 9

Highs (1973). 231

Idea, 228

If the Shoe Fits. Sign It. 325

Imitations, 277

"Impurity" (essay), 24

inspiration. Kaprow on. 19n13

Intermission Piece, 132

Interruption. 188

In the Art, 1 09

lonesco, Eugene: The Killer electronic sound for, 132

Iowa City, Iowa, 209, 323

Japanese screen painting, 14

Jetelova, Magdalena, 64

Joensuu. Finland. 312

Judson Gallery, New York, 17, 132

Judson Hall, New York, 173, 178

Judson Memorial Church, New York, 17-18

Just Walking on the Edge, 285

Kaprow, Allan: on abstract expressionism, 9; on Activities, 42, 60; on Activity

booklets, 35-36, 81; on alternative art spaces, 80, 89n28; on Apple Shrine

(1 960), 1 8; on Cage, 9; Cage and, 1 0; career phases of, 2-3; on context. 80;

development of. 9, 10; education of. 9. 93; on elementary education, 79;

on Environments. 10-11; on form. 24-25; on Happenings, 11. 15. 22-23,

26-27, 42, 58. 59. 63; influences on. 9, 11, 14; on landscapes, 74; on mate-

rials, 74; on museums, 70n6. 75-76, 80; on Newman. 24: on perception, 74;

on performance, 15. 17; photographs of, 7, 5. 73, 43. 746, 773. 786. 793. 795.

240. 368; Pollock and. 9. 59; Rauschenberg and, 11,14: on retrospective,

89n20: Segal on, 10; on video, 71n19; in Village Voice, 18; writings of, 21-29.

See also Activities; Activity booklets; assemblages; collages: films: Happen-

ings; paintings; videos; writings

Kaprow-Negyesy Project, 313

Kassel. Germany. 305, 323

Kelley. Jeff. 11. 18. 57

Kent. Ohio, 211

Kids' Stories on the Sidewalks. 328

The Killer (lonesco). electronic sound for, 132

Kipphoff. Petra. 280

Koln Steel Lock. Den Haag (Andre), 74, 74

Kunsthalle Bern, 70n4

Kunsthalle Bremen, 77

Kunst-Werke Institute for Contemporary Art, Berlin, 70n2

Index 353



labor: in Fluids (1967), 45; service-sector, 46, 48

Labor Day, 222

La Jolla, California, 272, 298

landscapes, Kaprow on, 74

Larsson, Bo Christian, 68; Household (2006), 68, 69, 336-37

Las Vegas, Nevada, 209

Laughs and Balloons, 1 23

Lawrence, Kansas, 231

Leaning into the Light, 107

Leaving No Footprints, 285, 286

"The Legacy of John Pollock" (essay). 9, 74

Leipzig, Germany, 321

Lenin's mausoleum, vs. the Whitney Museum of American Art, 76, 76

Lepecki, Andre, 71n40

Leslie, Alfred, 10, 17

Level (1970), 46, 48, 215, 275

Level (2007, two versions), 339, 340

L Gold, 188

Life, Once More—Forms of Reenactment in Contemporary Art (exhibition), 70n3

Likely Stories, 255, 256-57

A Little Bit of History Repeated (exhibition), 70n3

Lorz, Julienne: Pose (2006), 338

Los Angeles, California: Activities in, 210, 215, 261, 265, 270, 272, 277. 286,

290, 291, 326, 329; Environments in, 326; Happenings in, 183, 189. See also

Pasadena, California

Loss, 230-31, 231

Lots of Work, 291

LP records (works): Courtesy, 329; How To Make a Happening, 183

Ludwig-Maximilians-Universitat, Munich, 66, 339

Lyon, France, 319

Mac Low, Jackson, 9

Madison, New Jersey, 205

Madrid, Spain, 250

Magenta Nude, 100

Making Faces, 277

Maneuvers, 50, 261

Manhattan Beach, California, 215

Manitoba, Canada, 321

Mantra, 272

Martha Jackson Gallery, New York, 17, 733, 744-45

Match, 251,252-53

materials: Kaprow on, 74; used by Kaprow, 23-24

Maybe the Shortest Parade, 286

McLuhan, Marshall, 74-75

Meditation 1, 278-79, 279

Meditation 2, 286

Meeting at the Market, 312

Merzbau (Schwitters), 11

Message Units (1968), 205, 205

Message Units (1972), 224, 225

Meteorology, 228

Meters, 225, 227

Metuchen, New Jersey, 210

Meyer-Hermann, Eva, 57; Yard (2007), 339, 340

Middletown. Connecticut, 197

Mies van der Rohe, Ludwig, 88n8

Milan, Italy, 222, 255, 313,316

Milwaukee, Wisconsin, 265

Minutiae (Rauschenberg), 72, 14

Mirrors: A Happening, 1 49

Mitchell, Joan, 10

Model in Leotard Leaning on Sawhorse (two versions), 100, 707

Moderna Museet, Stockholm, 71n30

modernist formalism, 24

Mondrian, Piet, 74

Monogram (Rauschenberg), 22

Montague, Rosalyn, 725, 728

Montreuil, France, 317

Moody, Howard, 17

Moon Sounds, 210

Morris, Robert, 24

mortality, reinvention and, 64

Moving, 75, 196, 796

A Much Better Idea, 293

Muller, Jan, 9

Munich, Germany, 286, 337, 338. 339

Murakami Saburo, 14

Museo di Arte Contemporanea di Villa Croce. Genoa, 70n4

Museum am Ostwall. Dortmund, 78

"Museum as Meditation" (exhibition concept), 82-83

Museum Haus Esters, Krefeld. 88n8

Museum Haus Lange. Krefeld. 88n8

Museum Ludwig, Cologne, 78

Museum of Contemporary Art, Chicago, 75

Museum of Contemporary Art, Los Angeles, 62, 70n4

Museum Portraits, 77-78, 270, 270-71

museums: communication and, 80; Fluids (1967) and, 77; future of, 85; inherent

difficulties of, 73-74; Kaprow on, 70n6, 73, 75-76, 80; necessity or unnecessity

of, 75

Mushroom, 156

Music, 1 1

music, of Cage, 9. 23

Naples, Italy, 261, 317, 332

Natural Distances, 261 , 267

Nauman. Bruce, 71n31

Neuer Berliner Kunstverein, 36, 77

Newark, New Jersey, 110

New Forms—New Media 1 (exhibition), 733

New London, New Hampshire, 203

Newman, Barnett, 24

New Paltz, New York, 203

New School for Social Research, New York, 9, 61

Newspaper Happening: Die Zeit Project, 280-84

New York, New York: Activities in, 210, 231, 241, 250, 272, 305, 323. 330;

Environments in, 116, 132, 141, 149, 164, 178, 293, 319, 325; Happenings

in, 123. 132. 141. 149. 156, 173. 183, 188, 189, 205, 210, 307, 309. See also

Hansa Gallery; Judson Gallery; Judson Hall; Martha Jackson Gallery; Reuben

Gallery; Smolm Gallery; Staten Island, New York

New York Avant-Garde Festival, 173; Kaprow's events for, 178, 183, 188, 205

New York School, 9, 10, 14

Night. 141

Nipper, Kelly, 19n18

Nodal, Al, 62

Noise, 188

nonart, 21-22, 26

Normal, Illinois, 225

Norton Simon Museum of Art, Pasadena, 88n10

No Rules . . . Except, 329
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notes: for Baggage, 226; for Calling, 1 78; for Fluids, 194; for Household. 25. 31 n27,

775; for Match, 253; for Meditation 1, 279; for reinventions, 294. 300-301, 307,

327; tor Runner, 198; for Satisfaction, 265

Number 1 (Pollock). 8

Oakland, California, 207, 307, 309

obiectlessness. 28-29

obsolescence, in Fluids (1967), 45

O'Doherty. Brian, 31 n3

Office Boy. 304-5. 305

Old Bridge. New Jersey, 132

Oldenburg, Claes, 15, 43

The Oldtimer. 1 1

On Time, 245

Orange, 167, 167-69

Originate, 173

Osaka, Japan. 210

Otis Art Institute of Parsons School of Design. Los Angeles. 62

Our Life Together (Scenes for a Movie), 286

Our (1963). 184

Our (2006). 337

Our of Actions: Between Performance and the Object, 1949-1979 (exhibition), 62

Overtime, 203

Oxfordshire. United Kingdom, 285

Paik, Nam June: TV Chair, 73, 73, 74

paintings: Abstracted Still Life, 97: Artist in Studio, 100: Blue and White Nudes

in Interior, 102: Figures in Landscape, 98. 98; Figures in Yellow Interior, 100;

From James Joyce's Ulysses, 107; George Washington Bridge (front view),

102; George Washington Bridge (side view), 102; Homage to Monet, 102;

Leaning into the Light. 107; Magenta Nude. 100; Red Dancers. 102. 703; Red

Forest. 98, 99; Seated White Figure, 100; Small Red Dancers. 102; Still Life

on Table. 98; Subway with Self-Portrait, 107; Three White Dancers, 102; Two

Fighting Bulls, 97; Untitled (Still Life), 102; Untitled (The Cherry Orchard), 102;

White and Brown Figures, 1 00

Pane. Gma. 71n31

Paper, 167, 770-77

Paris. France: Activities in. 245. 285. 321; Environments in. 317; Happenings

in, 164

Pasadena, California, 188. 189

Pasadena Art Museum, 57, 75

Pasadena Museum of Modern Art, 80

Pastorale, 116

Peeping Tom. 272

Penny Arcade, 10, 7 7, 109

People, 109

perception: Kaprow on, 74

Perchuk, Andrew. 31 n4

The Perfect Bed. 299. 299-301

performance: archives and. 35-40; exhibition and, 73-74; Kaprow on, 15, 17

Performance as a Meditational Practice, 286

Philadelphia. Pennsylvania, 156

Photoplay (1982), 290

Photoplay (2007. two versions). 339, 340

Piece torCorylS Birthday. 51-52. 298

Pitz, Hermann, 64

Plan contre-plan (Buren). 88n8

play: Happenings as. 68

Please Help Yourself, 293

Pollock. Jackson. 3, 9, 24, 59; Number 7. 8

Pop art. 44

Population, 203

Portland. Oregon. 228. 235

Pose (1969), 207,207

Pose (2006. two versions). 337. 338

Pose (2007, two versions), 339

Postal Regulations, 330

posters: for Apple Shrine (1960), 134; for Arrivals. 204; tor Beauty Parlor 2. 318; for

Company (1982). 290; for Environments. Situations. Spaces (exhibition). 744;

for Fall, 322; tor Fluids (1967), 789; for Gas, 185; tor Hansa Gallery exhibition

in 1956, 106; for Homemovies. 210; for New Forms—New Media 7 (exhibition).

733; for Print-Out. 222; for Runner. 197; for Six Ordinary Happenings, 207; for

Transfer, 200-201

postindustrial economy, 46. 48

Pouillac-Le Moustier, France, 285

Pre-Socratic, 265

Print-Out. 222, 222-23

A Private Act in a Public Place, 293, 293

Private Lines, 228

Private Parts (1976), 265, 270

Private Parts (2006), 337

procedures, in Kaprow's work, 25

Project Other Ways, 79, 89n25

Pro Musica Nova (radio series), 77

Publicity, 276, 217

Purpose. 207, 207

Push and Pull (1963), 162-64. 164

Push and Pull (1965), 178

Push and Pull (1967), 76, 188

Push and Pull (1977), 270

Push and Pull (1986), 301

Push and Pull (1991), 316

Push and Pull (1998), 326

Push and Pull (2002), 331

Push and Pull (2006), 65, 66, 86. 338

Push and Pull (2007), 339

Putting On Your Face. 291

Quiet Please, 285, 287

Rachel, Vaughan, 38, 43. 46

Radio Bremen, 77

Raining, 178

Rancho Santa Fe, California, 291, 293

Rates of Exchange (1975), 250

Rates of Exchange (2006), 337

Rauschenberg, Robert. 10. 11. 14. 22; Minutiae, 12, 14; Monogram, 22

Rearrangeable Panels, 9. 11, 72-73. 110. 777-75; description of. 14-15; historical

antecedents for. 11. 14

Reclining Nude. Head on Cushion, 96, 97

Reclining Nude Gazing Out, 94-95, 97. 97

Record I. 197

Record II (1968). 203.203

Record II (1988). 307

Red Carpet for the Public. 305

Red Dancers. 102. 703

fled Forest, 98, 99

reenactment: vs. reinvention, 62-63; as term, 71n31

Refills. 205

Reinhardt. Ad. 14

Index 355



reinventions: decision in favor of, 61-63, 71n39. 83; in Eindhoven, 82, 84-87,

339-40, 340; in Munich, 65-68, 67-69, 336, 337-39; principles of, 62-65; vs.

reinvention, 62-63

Remscheid, Germany, 231

Rene Block Said Don 't Call This the Milky Way and I Agreed, 298

representation, 37

Restany, Pierre, 77

retrospectives, 61-62; Kaprowon, 61-62, 83. 89n20. See also Allan Kaprow; Allan

Kaprow—Art as Life; Allan Kaprow: Precedings

Reuben Gallery. New York, 15, 58, 123, 132, 141

reviews: of Apples and Oranges, 303; of Apple Shrine (1 960), 1 8, 138-39; of Days

Off, 214; of Die Zeit Project, 281; of 78 Happenings in 6 Parts (1959), 737; of

Hello, 206; of Push and Pull (1963), 763; of Six Ordinary Happenings, 208; of

Untitled Environment (1958), 7 79; of Urban Gallery exhibition in 1955, 702; of

Yard (1961). 747

Ribbon Cutting, 217

Rbmer, Stefan, 64

Rosenthal. Stephanie, 3, 67. 73; Round Trip (2006). 66-67, 67

Roulette, 1 1

Round Trip (1968), 197, 202

Round Trip (2006). 66-67, 67. 337

Routine (1973), 235, 240. 258

Routine (1988, Arlington), 308

Routine (1988, Oakland). 307

Ruhrberg. Karl, 78

Runner, 197, 197-98

Rutgers University, New Brunswick, New Jersey, 9, 116

Ryman, Robert, 14

Sacramento, California, 209, 231

Safefy Controls, 329

Saint Louis, Missouri. 197

Saint Paul, Minnesota, 156

Sales Pitch, 217

Samaras, Lucas, 129-30

San Diego, California: Activities in, 270, 272, 290, 291, 293, 313, 316, 323, 328;

Happenings in, 203, 209

San Francisco, California, 209, 211. 286, 290. See also Berkeley, California;

Oakland, California

Sarasota, Florida, 178

Satisfaction, 50-51, 50, 261, 262-65

Saw, 110

Sawdust (1970), 217. 277-79

Sawdust (1986), 299

Sawdusr (2005), 334

scale: in Penny Arcade, 1

Scales (1971), 222,223

Scales (2006), 67. 68, 337

Scales (2007, two versions), 339

Schapiro, Meyer, 3. 74

Schwitters, Kurt, 11; Merzbau, 11

scores, 21 , 44; Affect, 48-49, 244-45; in Allan Kaprow—Art as Life exhibition, 83;

Apples and Oranges, 302; Apple Shrine (1960), 737; Arrivals, 204; Baggage.

225; Basic Thermal Units, 232; Beauty Parlor 2, 319; The Big Laugh, 132;

Birds (1964), 765; Burbank, 228; Calling, 44-45, 7 79; Charity (1969), 207;

Chicken, 154-55; Company, 290; Course, 209; Courtyard, 160-61; Drag

292; Durations, 266; Echo-logy, 250; 18 Happenings in 6 Parts

(1959), 723-25, 728; Entr'acte (1972), 229; evolution of, 60; Exercise 6, 289;
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Fall (1995). 323; Fine! 207; Fluids (1967), 45, 789; Gas. 785; Giveaway, 207;

Going/Staying, 288; Homemovies, 47, 210; Household (1964). 774; Leaving

No Footprints, 286; Level (1970), 46, 48. 215; Likely Stones. 256-57; Loss.

230; Match, 252; Meditation 1, 278; Message Units (1968), 205; Message

Units (1972), 224; Meters, 227; Moving, 144; Museum Portraits, 270; Natural

Distances, 261; Orange, 167; Paper. 170; Piece for Coryl's Birthday, 51-52;

Pose (1 969), 207; Print-Out, 222; A Private Act in a Public Place, 293; Publicity,

216; Purpose, 207; Quiet Please. 287; Record II, 203; for reinventions for Allan

Kaprow: Precedings, 307; Round Trip (1968), 66-67, 202; Routine (1973), 240,

Runner, 197; Satisfaction, 50, 262-64; Sawdust (1970), 278; Scales, 67. 223

Self-Service (1966), 182-84; A Service for the Dead II. 148, 150; Shape, 207,

Standards, 273-74; Stockroom (1961), 740, 743; Take-Off (1974), 246-49,

Taking a Shoe for a Walk (1989), 309; Team, 276-77; 3rd Routine. 243; Time

Pieces, 234-38; Transfer, 200-201; Useful Fictions, 258-60; Warm Ups (1975),

254-55; Whafs Watts' Watts? 308; Words (1962. Smolin Gallery). 757. See

also Activity booklets

scores, tape and sound: Music. 110; Roulette, 110; Saw, 110; similarity to scores

by Cage, 9; Throat and Cough Piece. 1 1 0; for Untitled Environment, 117-18

Sea, 164

A Sea Event, 298

Seated Model in Leotard in Studio. 1 00. 700

Seated White Figure. 1 00

2nd Routine. 241

Segal, George, 9, 10, 17

self. 45. 78

self-reference, 21

Self-Service {1966), 182-84, 183

Self-Service (1986), 299

Self-Service (1988), 306-7, 307

A Service for the Dead I, 1 49

A Service for the Dead II, 148-50, 149

Seven Easy Pieces (Abramovic), 71n31

7 Environments (exhibition), 78-79

7 Kinds of Sympathy, 261

Shadows, 273

Shape, 207. 207, 212

Sharp, Willoughby, 36

s Hertogenbosch, the Netherlands, 329

Shimamoto Shozo, 14

Shiraga, Kazuo: Work 1, 75

Short Circuit, 317

A Short History of Performance l-lll (exhibition). 70n3

Six Ordinary Happenings, 80, 207, 207-8. See also Charity; Fine!; Giveaway; Pose;

Purpose; Shape

Six Spots for Television, 291

sketches: for Apple Shrine (1991), 375; for Beauty Parlor, 315; lor Beauty Parlor 2,

320; for Durations, 268; for 78 Happenings in 6 Parts (1 959), 4. 126; for Household,

172; for Words (1984), 296; for Yard (1984), 295; for Yard (1998), 326

Small Exercise I, 272

Small Exercise II, 272

Small Exercise 3, 279

Small Exercise 4, 286

Small Red Dancers, 102

Smith, David, 19n3

Smithson, Robert, 76

Smolin Gallery, New York: Environments and Happenings sponsored by, 156, 164,

167; Happenings at, 30, 149, 152-52

Soap (1965), 178

Soap (1989), 309

Solo (1969). 210

Solo (2006), 337

Solomon, Noemie. 71n40

sound (works): for Eugene lonesco's The Killer, 132; Music, 110; Roulette, 110;

Saw, 110; Sound Piece, 1958, 132; Throat and Cough Piece, 110

Sound Piece, 1958, 132



South Brunswick. New Jersey, 116, 164, 178

Spit, 298

A Spring Happening, 141

Squeezeplay, 319

Stained Glass Window, 108. 109

Standards, 273, 273-74

Stankiewicz, Richard Peter, 19n3

Staten Island. New York, 188

Stiles. Kristlne, 327

Still Life on Table, 98

Stockholm, Sweden, 141

Stockroom (1961), 62, 140-43, 141

Stockroom (1991). 316

Stockroom (1992), 317

Stockroom (2006), 64, 65-66, 338

Stockroom (2007), 84. 339

Stony Brook, New York, 149

Subway with Self-Portrait, 1 07

Supermarket Event, 21

1

Sweep-In, 188

Sweeping (1962), 29, 149

Sweeping (1988). 208

Sweet Wall (1970). 217, 220-21

Sweet Wall (1986), 299, 302

Sweet Wall/Testimonials. 220-21, 265

Tag, 222

7a// Wagging Dog, 290

Tafce-Off (1969. two versions), 209

Take-Off (1 974). 50. 245. 246-49

Taking a Shoe for a Walk (1 989). 309. 309-7 1

Taking a Shoe for a Walk (2006), 337

Team, 51,276-77, 277

Television (works): Asleep on the Job, 316; Hello, 206, 207; Six Spots for Televi-

sion, 291

Testimonials, 261

Then, 38-39, 241, 241-42

3rd Routine, 50. 243. 243

Three Country Happening. 1 83

Three White Dancers, 1 02

Throat and Cough Piece, 1 1

Time Pieces, 231 . 235, 258; differences between 1973 and 1975 videos of, 38-40;

documentation of. 35, 37, 37-39, 239; gallery display for. 38. 39, 77. 77; notes
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Allan Kaprow—Art as Life

Annette Leddy is a senior cataloger in Special Collections at the

Getty Research Institute. She has published in diverse areas, includ-

ing fiction, journalism, and literary criticism. The Allan Kaprow Papers

are among the many modern and contemporary collections she has

cataloged. She also cocurated, with JoAnne Paradise, the Getty

Research Institute exhibition A Tumultuous Assembly: Visual Poems

of the Italian Futurists (2006).

Eva Meyer-Hermann is an independent curator based in Cologne,

Germany, and was formerly senior curator at the Van Abbemuseum

in Eindhoven. Together with Stephanie Rosenthal, she cocurated the

traveling exhibition Allan Kaprow—Art as Life (2006). Specializing in

comprehensive surveys and retrospectives, her exhibitions include

Carl Andre: Sculptor 1996 09961, Jason Rhoades: The Purple Penis and

the Venus (1998), Paul McCarthy: Dimensions of the Mind (1999), Martin

Kippenberger (2003), and Andy Warhol: Other Voices, Other Rooms (2007).

Andrew Perchuk is assistant director for Contemporary Programs

and Research at the Getty Research Institute. He is a former Getty

Fellow and a Henry Luce/ACLS Fellow. Formerly curator at the Alter-

native Museum, New York, he organized exhibitions such as Maureen

Connor: Discreet Objects (1995) and X-PRZ: Malcolm X (Part I, 1993;

Part ii, 1995). He coedited The Masculine Masquerade (1996) and is a

frequent contributor to journals of contemporary art. He is currently

editing a volume on the filmmaker and anthologist Harry Smith.

Glenn Phillips is senior project specialist and consulting curator

in the department of Contemporary Programs and Research at the

Getty Research Institute, where he develops exhibitions, film series,

and symposia related to art of the twentieth and twenty-first

centuries. He has organized numerous exhibitions of video and

performance art in Los Angeles, including Pioneers of Brazilian Video

Art. 1973-1983 (2004), Marking Time (2005), Surveying the Border:

Three Decades of Video Art about the United States and Mexico

(2005), Reckless Behavior (2006), Radical Communication: Japanese

Video Art 1968-1988(2007), and Evidence of Movement (2007). He also

coedited the book Seeing Rothko (2005). He is currently working on

an exhibition and a book about the history of video in California.



Alex Potts is Max Loehr Collegiate Professor in the Department

of History of Art at the University of Michigan, Ann Arbor. His

scholarly interests range from modern and contemporary instal-

lation and sculpture to the artistic culture of the Enlightenment

and early nineteenth century. His publications include Flesh and

the Ideal: Winckelmann and the Origins of Art History (1994), The

Sculptural Imagination: Figurative, Modernist, Minimalist (2000), and

Johann Joachim Winckelmann: History of the Art of Antiquity (2006).

His current research examines the changes taking place in the

artistic culture of postwar Europe and America that led to a radical

questioning of the nature and status of the art object in the late

1950s and early 1960s.

Stephanie Rosenthal is curator of contemporary art at Haus der

Kunst, Munich, where she has organized exhibitions on a range of

topics, including Haim Steinbach: North East South West 11999), Hand-

Arbeit (2000), Stories: Erzahlstrukturen in der zeitgenossischen Kunst

(2002), Wolfgang Laib: Retrospektive (2003), Abigail O'Brien: Die Sieben

Sakramente (2004), Aernout Mik: Dispersions (2004), Nic Hess: Guten

Morgen Deutschland! (2004), and Paul McCarthy: Lata Land Parody

Paradise (2005). In addition, she teaches at Ludwig-Maximilians-

Universitat in Munich, offering seminars in which she investigates

mediation strategies in contemporary art.

Paul Schimmel has been the chief curator of The Museum of

Contemporary Art, Los Angeles, since 1990. He has organized such

award-winning exhibitions as The Interpretive Link: Abstract

Surrealism into Abstract Expressionism, Works on Paper, 1938-1948

(1986), Hand-Painted Pop: American Art in Transition, 1955-62 (1992),

Out of Actions: Between Performance and the Object, 1949-1979

(1998), Willem de Kooning: Tracing the Figure (2002), and Robert

Rauschenberg: Combines (2006).



Exhibition Venues Exhibition Acknowledgments

Haus der Kunst, Munich. 17 October 2006-21 January 2007

Van Abbemuseum, Eindhoven, 10 February- 12 April 2007

Kunsthalle Bern. 2 June-26 August 2007

Museo d'Arte Contemporanea di Villa Croce. Genoa,

29 November 2007-10 February 2008

The Museum of Contemporary Art, Los Angeles, 23 March—30 June 2008

The exhibition Allan Kaprow—Art as Life was organized by the Haus der

Kunst, Munich, with the cooperation of the Van Abbemuseum, Eindhoven,

and was supported by the Andy Warhol Foundation for the VisuSI Arts.

Concept: Eva Meyer-Hermann and Stephanie Rosenthal

Haus der Kunst, Munich

Director: Chris Dercon

Finance Director: Marco von Matuschka

Curator: Stephanie Rosenthal

Assistant: Julienne Lorz

Organization: Tina Kohler, with Cassandre Schmidt

Technical Supervision: Anton Kottl

Press: Elena Heitsch

Van Abbemuseum, Eindhoven

Director: Charles Esche

Deputy Director: Ulrike Erbsldh

Guest Curator: Eva Meyer-Hermann

Project Leader: Inge Borsje

Project Assistant: Marjon Flinterman

Education: Willem Jan Renders

Head Technician: Theo Wajon

Registrar: Martha Fritzsche

Communication: Nicole de Boer

External Relations: Marijke Roef

Kunsthalle Bern

Director: Philippe Pirotte

Guest Curator: Stephanie Rosenthal

Assistant and Organizer: Karin Minger

Technical Supervisor: Werner Schmied

Head of Administration: Yvonne Gyatso

Education: Ines Schweinlin

Museo d'Arte Contemporanea di Villa Croce, Genoa

Director: Sandra Solimano

Guest Curator: Stephanie Rosenthal

Assistant: Francesca Serrati

Technical Supervisor: Paolo Scacchetti

Head of Administration: Ezio Brenzini

Comune di Genova, Assessorato alia Cultura,

Direzione Cultura, Settore Musei

The Museum of Contemporary Art, Los Angeles

Director: Jeremy Strick

Curatorial Team: Philipp Kaiser, Paul McCarthy, Andrew Perchuk. and

Paul Schimmel

Director of Education: Suzanne Isken

Senior Education Program Manager: Aandrea Stang

MOCA's presentation was made possible by generous support from the

Getty Foundation.

Additional support was provided by the Hillcrest Foundation, Catharine

and Jeffrey Soros, Elaine and Bram Goldsmith, The MOCA Contemporaries,

Betye Monell Burton, the Dedalus Foundation, Contemporary Collectors

—

Orange County. Bronya and Andy Galef, Joan and Irwin Jacobs. Laura and

James Maslon. and Debbie and Elliot Webb.

89.9 KCRW is the Official Media Sponsor of MOCA.



Other books featuring the holdings of the Research Library

at the Getty Research Institute

China on Paper: European and Chinese Works from the Late Sixteenth

to the Early Nineteenth Century

Edited by Marcia Reed and Paola Dematte

ISBN 978-0-89236-869-3 (hardcover)

Art, Anti-Art. Non-Art: Experimentations in the Public Sphere in Postwar

Japan. 1950-1970

Edited by Charles Merewether with Rika lezumi Hiro

ISBN 978-0-89236-866-2 (hardcover)

Lucien Herve: Building Images

Olivier Beer

ISBN 978-0-89236-754-2 (hardcover)

Had gadya: The Only Kid: Facsimile of El Lissitzky's Edition of 1919

Edited by Arnold J. Band

ISBN 978-0-89236-744-3 (paper)

Aldo Rossi: I quaderni azzurri

Edited by Francesco Dal Co

ISBN 978-0-89236-589-0 (boxed set)

Devices of Wonder: From the World in a Box to Images on a Screen

Barbara Maria Stafford and Frances Terpak

ISBN 978-0-89236-590-6 (paper)

Making a Prince's Museum: Drawings for the Late-Eighteenth-Century

Redecoration of the Villa Borghese

Carole Paul

ISBN 978-0-89236-539-5 (paper)

Maiolica in the Making: The Gentili/Barnabei Archive

Catherine Hess

ISBN 978-0-89236-500-5 (paper)

Incendiary Art: The Representation of Fireworks in Early Modern Europe

Kevin Salatino

ISBN 978-0-89236-417-6 (paper)

Irresistible Decay: Ruins Reclaimed

Michael S. Roth with Claire Lyons and Charles Merewether

ISBN 978-0-89236-468-8 (paper)

Russian Modernism

Compiled by David Woodruff and Ljiljana Grubisic

ISBN 978-0-89236-385-8 (paper)
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