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ONE

Art as we know it is approaching an important crossroads. The philosophies that have guided art since the late 19th century have receded, leaving ill-conceived, ill-founded and mutually exclusive points of view in their wake. There is no common standard. 

Ken Friedman’s life and work 
 suggest a new standard, in art and around it. That standard is an informed awareness of art history and world history, a sense of the artist’s role in society and a vision larger than personal concerns. The creation of meaningful art is the result. 

Friedman’s contribution to art spans nearly three decades, providing a paradigm for artistic thought and behavior. This is partly due to his involvement in Fluxus, one of the most valuable and exemplary sensibilities in contemporary art. It has also been the result of his contribution to the development and influence of the Fluxus sensibility.

Friedman did not have the art-school training now common for artists. He took his professional training in social science, earning a doctorate in leadership and human behavior. He did study the theories and methods of his colleagues, working beside them and with them. 

Others saw Friedman as an artist before he recognized what he was making as art. In fact, he joined Fluxus before he became an artist.

Friedman came to Fluxus in an interesting way. In 1965 and 1966, he produced and directed radio programs for Radio WRSB at Shimer College, one hundred and thirty miles northwest of Chicago. Looking for program material, he answered an advertisement for Something Else Press in New York’s East Village Other. 
 Friedman received copies of books by Dick Higgins, Al Hansen, Robert Filliou, Ray Johnson, Daniel Spoerri, Alison Knowles, Emmett Williams, and other experimental intermedia artists. He based programs on the books and began his enduring correspondence with publisher Higgins. Higgins invited him to visit when he came to New York and August of 1966 found Friedman staying at the home of Higgins and Alison Knowles.

“One day at Dick’s kitchen table,” Friedman recalls, “I made a box. It was the reconstruction of an object that I’d made a year earlier in Chicago. Dick thought it was very Fluxus-like, so he sent me to see George Maciunas. George thought the box was very Fluxus, and he thought I ought to be part of Fluxus. The box -- which George published as Open and Shut Case -- opened my life in Fluxus.

“While I was still going to be a [Unitarian] minister,” Friedman continues, “I thought the Fluxus people were doing something remarkable. As Maciunas explained it, Fluxus frowned on the sterile professionalism that made the art world such an unfortunate place for creativity. Fluxus artists came to art from many backgrounds -- from oil economics, from ballet, from printing and from poetry, even a few from normal (or more normal) types of art. George enrolled me in Fluxus several minutes before he bothered to ask what sort of artist I was. The truth is, until that day in August of 1966, I never considered myself an artist.” 

There are few creative individuals whose work is recognized as art by others before they recognize it themselves. Most artists become artists consciously. They establish their intentions before they create mature work. Most get their training in universities or art schools. Many adopt the role of artist with success rather than artistic inspiration in mind. They launch careers without comprehending the purpose or social responsibility of art. By time he met Maciunas, Ken Friedman had grasped purpose and responsibility through his work in sociology and theology. He did not aspire to the role of artist; it was thrust upon him. He was like the Pacific Island tribesman in John Cage’s tale, explaining the ways of his people to Westerners. Asked about art, he responded, “Art? What’s that?” When his visitors explained the idea of art, he replied “We have no art. We like to do everything well.”

Aware of his work as art, Friedman accepted the role to which Maciunas and Higgins introduced him. They had Friedman’s respect; if they judged him an “artist,” he wouldn’t argue. They named him a Fluxus artist. For an outsider and a misfit like Friedman, it was an invitation to a group of imaginative and respected colleagues. 

Friedman was not oriented to art discourse, old or recent. 
 Neither was Fluxus. Unlike Friedman, however, the other Fluxus artists were keenly aware of the art scene. They kept a careful distance from the focus and interests of the art world, but they addressed it as much they addressed the larger world. They amplified the outsider role of previous artists of similar sensibility. They sometimes became subversive insiders. They developed the attitudes and the practices of the French and Italian Nouveaux Réalistes, the German Gruppe Zero, the Japanese Gutai group, Happenings artists in Europe and America, visual and concrete poets, radical musicians like John Cage, and unregenerate Dadaists such as Marcel Duchamp. Like the others, Fluxists drew on interests and experiences broader than the narrow range that dominated the art world. A proto-Minimalist aesthetic of radical reduction and refinement inflected much Fluxus work at this time. Some saw it as the heritage of Duchamp’s infra-mince approach, but Fluxus also introduced the wider worlds of politics, economics, social planning, psychology, anthropology, and physics into art. 
 Friedman fit this milieu naturally.

Friedman only fit the context in part. He was unaware of mainstream art and its exclusive world. Fluxus had a subversive role in the art context, but that was of less interest him than its larger potential. His commitment to broad social change led him to appreciate activity in all aspects of culture. One notable example was his interest in the underground press. Representing Fluxus, he helped found the Underground Press Syndicate in 1967. Friedman did not undertake his Fluxus projects to upend mainstream aesthetics. He used Fluxus to enhance daily life. Given the involvement of Fluxus artists in disciplines other than art, this was the realization of a Fluxus ideal.

TWO

Maciunas, Higgins and others saw Friedman’s youthful idealism as a substantiation of the Fluxus ethos in a context wider than art. It was the kind of example they were trying to set, but their struggle against mainstream aesthetics made it difficult for them simply to set an example. For better or worse, Fluxus carried on the program of the historical avant-garde. Opposition to the art world was self-conscious and informed. In some ways, Fluxus only differed from the basic aspirations of Surrealism, the Bauhaus and other prewar movements in its loose sense of group identity. Its ethos was one of enhancing life through direct artistic and extra-artistic intervention. Friedman understood this aspect of Fluxus almost before he knew he was making art. What he did not realize was how revolutionary this position was. Fluxus opposed the mannered, self-justifying production of precious objects that characterized postwar art.

If his initial grasp of their position differed from that of his new-found colleagues, Friedman’s practice in the late 1960s was essentially the same. His artistic practice differed from other Fluxists in degree, not in theory or intent. “Whatever else I may or may not have been,” states Friedman, “I was not all that different from the other individuals in the collection of people and projects known as Fluxus. I found works and ideas that excited me. I found something to do with the energy with which I was filled, energy that demanded to be expressed, and was, in creating my own work, and in producing programs, concerts, exhibitions, and tours for the Fluxus people whom I came to enjoy (and sometimes to admire) so much.” 

Friedman’s unusual status as unselfconscious proto-artist within the Fluxus fold effectively proved the Fluxus claim to extra-artistic relevance. It also gave Fluxus one of its first true “concept artists.”

When Maciunas enrolled Friedman in Fluxus, he had to determine precisely what kind of Fluxus artist Friedman was. 
 Maciunas sought the uniting thread in Friedman’s varied activities. He realized that the desire to subvert and transcend disciplinary boundaries was not the main point for Friedman. Neither was the urge to address life through art or art through life. Maciunas saw Friedman’s focus as revelation and human growth through heightened awareness of all kinds: intellectual, aesthetic, spiritual, physical, social, political and more. Maciunas saw the concept of revelatory change as the core Friedman’s work.

In early 1961, Henry Flynt wrote an essay entitled “Concept Art.” In this essay, Flynt defined “concept art” as “first of all an art of which the material is concepts, as the material of e.g. music is sound....” 
 Flynt was a mathematician, musician and political radical with a penchant for extreme political-aesthetic treatises. Maciunas was the major supporter of Flynt’s theories. Maciunas had not identified a pure “concept artist” in Fluxus other than Flynt until Friedman came along. 

Friedman’s outlook was decidedly more humanistic than Flynt’s highly rarefied point of view. It was a clear demonstration that the Fluxus ethos had realistic applications. It was no longer possible to dismiss Fluxus ideas as impractical theory. Where Flynt proposed hermetic postulates, Friedman provided models for action and behavior. Along with ideas, Friedman designed concepts for action in the real world. Indeed, Friedman often realized his events in the real world before formulating them for presentation as concepts. 

In many ways, Friedman was the Fluxus artist Maciunas had been waiting for. Until then, the participants in Fluxus had been fully formed artists by time they came to the group. Friedman, on the other hand, was an artist waiting to happen and Fluxus catalyzed Friedman’s emergence as an artist. Neither Maciunas nor Fluxus made Friedman an artist. They did provide the context in which Friedman recognized himself as an artist and they gave him a platform.

Friedman came to Maciunas at a time when Fluxus -- and the Fluxus sensibility -- were losing energy and influence. Similar movements had dissolved in the several years previous. The commercial success of the artists was one reason. The obsolescence of ideas was another. While success had not visited the Fluxus artists, some were enjoying individual visibility. More significantly, Maciunas had not devised effective means for disseminating infor​mation or ideas much beyond the Fluxus circle. Maciunas preached mass production, but he practiced handicraft techniques. He insisted on controlling the production and distribution of Fluxus objects. He theorized mass communication, but he rarely distributed information to more than a hundred or so people. Maciunas’s cottage-industry attitude left Fluxus as much rumor as presence.

Despite his aesthetic and social ideals, Maciunas was diffident and idiosyncratic. Although he did not admit it, he saw Fluxus as an extension as himself as much as he saw it as a worldwide social and artistic phenomenon. He did not seem to trust his fellow Fluxus artists with Fluxus ideas, not even their own ideas. Maciunas bristled, for instance, when Dick Higgins founded the Something Else Press in 1964. Higgins’s reason for founding the Press was Maciunas’s famous delay in publishing Jefferson’s Birthday/Postface. Higgins finally decided to publish it himself, a decision that became one of the more famous incidents in Fluxus history. 
 Maciunas’s idiosyncrasies, not least his jealous watch over Fluxus, prevented Fluxus from establishing the presence it might have otherwise had.

Maciunas did not see Fluxus as the extension of his ego so much as the embodiment of his wealth. Like the heir to a fortune who doesn’t trust the managers who created his inheritance, Maciunas seemed to find anyone else’s interpretation of Fluxus threatening. He should have welcomed it. He had conceived and designed Fluxus as a world-wide shared enterprise, but could barely bring himself to share it. By 1966, the results of Maciunas’s hoarding impulse were clear. The world hardly knew Fluxus. It understood Fluxus even less. 

To be sure, Fluxus ideas were leaking into general artistic discourse. They would manifest themselves in the mainstream of art -- and life -- in a few years. By the time these ideas entered the mainstream, their origin in Fluxus was obscure. By sitting on Fluxus, Maciunas robbed it of the recognition it deserved.

Fluxus might have suffered greater obscurity had Maciunas not begun to recognize the problem by mid-1966. He saw that he could not keep all of Fluxus to himself. He could not simply change his modus operandi, though. He required cooperation. By then, Maciunas had alienated many former and potential allies. Artists like Higgins were eager to promote the Fluxus point of view along with their own artistic agendas, not instead of them. Maciunas, however, could indulge only himself.

When Ken Friedman came to him, Maciunas saw him as a kindred spirit and as a kind of disciple. Friedman had no artistic agenda of his own. He was a gifted younger person with an instinctive grasp of the Fluxus idea. He had a strong sense of purpose. More than the older, self-consciously artistic participants in Fluxus, Friedman could disseminate ideas and objects without imposing his own artistic ego on them. Friedman’s point of view inflected his dissemination of Fluxus, but it was not be the fully developed view that his more sophisticated Fluxus colleagues might bring to the task.

When Ken Friedman joined Fluxus, it marked a turning point. For the first time, the possibility existed that Fluxus could be a phenomenon extending beyond the purview of George Maciunas. For the first time, Maciunas explicitly entrusted the Fluxus ‘gospel’ to someone besides himself. He could at last acknowledge that creative individuals could enter Fluxus without direct initial contact with Maciunas himself. Maciunas soon began to extend his trust to others, especially those overseas. He had worked earlier with European Fluxists who ran Fluxus stores (Fluxshops) or organized Fluxus performances (Fluxfests). The cooperation had always proved short-lived. Maciunas and his contacts soon lost patience with each other. This time, Maciunas allowed himself to trust his cohorts.

Maciunas divided the Fluxus world into four parts. He entrusted colleagues with leadership of each quadrant. Before Ken Friedman went back to California in November 1966, Maciunas appointed him director of Fluxus West. Fluxus East became the responsibility of the Czech Milan Knizak. Fluxus North was the domain of Per Kirkeby in Copenhagen. He entrusted Fluxus South to Ben Vautier in Nice. 

The subdivision of the Fluxworld seemed like the partition of Charlemagne’s empire. Given the proselytizing goal of this exercise in shared directorship, it was even more like the early missions of the Christian church. The pretension of this global dispersion hardly seems appropriate to a movement supposedly designed to deflate pretension! Even so, Maciunas’s Fluxus often celebrated pretense, for its own sake and for the sake of parody. Maciunas doted on elaborate, even ritualistic games of disguise. He was so prone to conflate the real world and playful fantasy that he endangered his own physical and financial well-being, but Maciunas took nothing more seriously than the unserious. He accepted nothing more readily than he did the sham, the false front, the put-on. Maciunas’s favorite work of Duchamp’s must have been the creation of the alter ego Rrose S’Selavy. Nobody considered Maciunas to be a Fluxpope except those who did not understand his role-playing and masquerading. He loved to play-act.

Duchamp’s infra-mince aesthetic was, and remains, basic to the Fluxus style. Even so, it has not precluded a grandiose streak in Fluxus practice as well. If the neo-haiku theater of George Brecht, Yoko Ono, Bob Watts, and others is quintessential Fluxus, so is the vast, Wagnerian sense of time and imagery of Wolf Vostell and Joseph Beuys. Terseness and self-effacing modesty characterize the art of Robert Filliou, for example, or Takako Saito. The Fluxart and Fluxthought of Jackson Mac Low and Henry Flynt entail verbose elaboration. Chest-thumping and protean self-aggrandizement often characterize Ben Vautier. At the same time, Ben is as terse as he is self-important. Mac Low is as modest as he is long-winded. 

Key Fluxus artists like Dick Higgins, Nam June Paik, and Ken Friedman seem to embody all these characteristics at once. They manifest oeuvres and artistic personalities that bristle almost deliberately with contradictions. It is ultimately uninteresting to think of Fluxus -- or, to use René Block’s distinguishing term, “Fluxism” 
 -- as promulgating a stylistic ideo​logy, of either infra-mince or its portentous opposite. It is better to think of Fluxus as a dialectical relationship between two poles of behavior and form. It is an abiding dialectic, one that engulfs its own synthesis in an ongoing argument, a stubborn refusal to reach resolution.

George Maciunas exemplified both aspects of Fluxus. He could expend vast amounts of time and energy fabricating limited-edition objects conceived by his Fluxfriends. He often produced their work, taking no public credit for the effort. He also revealed a megalomaniac streak when he partitioned the Fluxworld.

THREE

Fluxus was deliberately dialectical in style and philosophy. This dialectical quality permitted the young Ken Friedman to devote his energies to an aesthetic and a program of artistic activity essentially designed by someone else. Through it, he defined his own artistic identity. Ultimately, he imbued that identity with its distinctive style and flavor. That, of course, is the traditional master-apprentice relationship in art. The apprentice develops the work of the master by developing his own style off the master’s. It is an uncommon relationship in today’s art world. Artists influence now subsequent generations through academic instruction or indirect example.

The direct master-disciple relationship now pertains more in the context of religious instruction, especially in Oriental practices. The strong master-pupil structure of training in Zen Buddhism might seem an appropriate model for the relationship of Maciunas and Friedman. Given Friedman’s interest in religion and the influence of Zen on the Fluxus sensi​bility, it is especially apt. Maciunas, however, was hardly a Zen master, even though many consider his eccentricities as Zen-like parables. Neither was he a pedagogue. What Friedman found instructive, inspirational and cautionary about Maciunas was his example.

Dick Higgins’s relationship with Friedman was more pedagogical, though hardly more Zen. Friedman received no formal philosophical education from Higgins. Like an apprentice in the studio of an artist, he gained hands-on experience. This experience was not in studio practice, but in the publication and organization of art. Higgins admired Friedman’s tremendous energy. He was pleased to have it at the service of the Press. It was the unfocused energy of a precocious youngster. Higgins, only a few years past his own youthful volatility, knew how to harness it judiciously. He did so to the Press’s benefit and to Friedman’s. 

“Of 14 or 15 ideas he’d come up with,” Higgins recalls, ‘one or two would be quite workable. Not a bad average.” 
 Most of these ideas were technical and administrative. They carried over from Friedman’s previous organizational experience in church activities and the Esperanto movement. 
 

Friedman reorganized the Something Else Press mailing lists, for example, instituting a coded system where none had existed. He also worked with Higgins developing strategies to gain public attention for the Press, using cheerful, Fluxus-like devices such as buttons and balloons to make the point. In these and other aspects of Press planning, Friedman enhanced his administrative and publicity skills. He shaped the broad and inventive methods that he learned from and developed with Higgins. 

Higgins was also an exacting yet adventurous design​er who imparted his sense of elegantly lively presentation to Friedman. 
 This sense carried over to editorial activity. Friedman watched the editorial process, but he didn’t edit at the Press. He observed Higgins, Emmett Williams and Barbara Moore at their editorial tasks. He put his observations to use later in his own publishing and editing ventures. 

In the few months Friedman stayed in New York, between August and October of 1966, he worked with several businesses associated with the burgeoning “counterculture.” These included ESP-Disk, the leading record company for radical jazz; Underground Uplift Unlimited, the largest producer of lapel buttons of the era; Something Else Press; and Fluxus. Friedman worked “in-house” with all but the last. There was no Fluxus “house” to work in. 

There had been, before Friedman came to New York. The Fluxshop Maciunas operated in a ramshackle Canal Street walkup in 1964 and 1965 was too unprofitable and impractical for even Maciunas. It was wiser and more convenient to sell by mail order. Even so, Maciunas still fancied the storefront shop as the appropriate outlet for Fluxus multiples. Friedman obliged him by opening his own Fluxobject emporium, the Avenue C Fluxroom. Friedman took Maciunas’s standards of intimacy one step further toward counterculture informality. He didn’t live behind the shop. He lived in the midst of it.

The first Fluxus activities took place on Canal Street. Maciunas later based his operation in the warehouse area just north of Canal Street in what was then part of Little Italy. It was the area that was to become SoHo. 
 

Friedman established the Avenue C Fluxroom away from the usual Fluxus stomping grounds. It was in the heart of the East Village. Some Fluxus artists lived close by. Friedman also chose the area as a center for the non-Fluxus counterculture. He established his Fluxshop near the offices of the East Village Other newspaper, the Peace Eye Bookstore, and the headquarters of the Diggers. Friedman consciously positioned the Fluxus presence in a world outside the art world. He built links to the cultural tendencies to which he also felt kinship. 

The Avenue C Fluxroom proved short-lived. Friedman’s New York plans unraveled. He did mount a few shows, both his own work and the work of other Fluxus artists. 
 These gained little attention either from the counterculture or in Fluxus. Friedman felt a bit abandoned by his Fluxus colleagues. Dick Higgins, on whom Friedman relied for advice, left for an extended tour of Europe. Maciunas became more and more preoccupied with housing ventures and misadventures. He neglected Fluxobject production and distribution, at least temporarily. By late October, Friedman had had enough of New York. He packed up and left. He didn’t return to Shimer College. He went to California.

FOUR

Friedman moved first to San Diego where his parents lived. The Friedman family home in San Diego became the first location of Fluxus West. Fluxus maintained an outpost there from November 1966 through late 1979.

At the end of 1966, Friedman relocated to San Francisco where he opened a Fluxhouse on the west side of town. He moved it several times in the following years. The first relocations were to sites near the downtown area. The last were across the bay, first to Marin County, finally to Berkeley. 
 

Friedman didn’t call his Fluxus head​quarters “Fluxshops.” He called them “Fluxhouses,” reflecting the broad nature of the Fluxus activity presented and organized there. Friedman named the entire operation Fluxus West: the Fluxhouses, the archive and Fluxhouse in San Diego, and the Fluxmobile -- a Volkswagen bus that served as a traveling Fluxhouse, studio and exhibition space. 

Friedman chose relatively advantageous locations for the Fluxhouses. Even so, Fluxus did not attract much public attention. The roster of artists featured in the Fluxhouse exhibitions between 1967 and 1970 would now draw capacity crowds. In the middle and late 1960s, the American art public did not respond to names like Milan Knizak, Ben Vautier, George Brecht, Robert Watts, Dieter Rot and Christo. This was especially true of the insular San Francisco art world. 

With the sole -- but notable -- exception of San Francisco Chronicle art critic Tom Albright, hardly anyone in the art world noticed Fluxus. Even so, Friedman gave all of these artists one-person shows. For some, it was their first. He exhibited Fluxus and Something Else Press productions as well. In true Fluxus style, Friedman even fabricated works according to instructions provided by the artists.

Friedman gained more attention for Fluxus by taking it on the road. During those years, he mounted exhibitions in various venues around California. The 1968 Feats of Exhibitionism was one of the most significant. It took place at San Francisco State University, where Friedman was a student and taught occasional courses.

He also staged events and by all the Fluxus artists in contexts as varied as dance festivals, rock concerts, public demonstrations and relig​ious gatherings. He presented many of these events, situations and performance pieces under the rubric of Fluxus Instant Theater. 
 Friedman also organized concerts at the Fluxhouses, but most Fluxus West events oc​curred elsewhere.

Friedman used five major sources for concert scores. The first source was Fluxboxes with scores and instructions rather than (or as well as) objects. The second was Maciunas’s compilations of scores. The third was the Great Bear Pamphlet series published by Something Else Press. The fourth was the Something Else Press books of scores and instructions. These included The Four Suits, Dé-collage Happenings, Jefferson’s Birthday/Postface, Games at the Cedilla, foew&ombwhnw, I Think There’s a Little Ambiguity Over there Among the Bluebells and others. The fifth source was the artists themselves. Milan Knizak, Robert Bozzi, Ben Vautier, Dick Higgins, Albert M. Fine and others sent scores along with other kinds of work. 

Friedman gave the first West Coast exposure, and frequently the first American exposure to many experimental intermedia artists. These included Christo, Robert Bozzi, Philip Corner, Daniel Spoerri, Yoshimasa Wada, Giuseppe Chiari, Benjamin Patterson, Shigeko Kubota, Joe Jones, Ay-O, Allan Kaprow, Ray Johnson, the Japanese Hi Red Center group, and the Spanish-Italian performance team Zaj. 
 

While the artists in any given concert or festival varied, Friedman usually included work by 15 artists: Eric Andersen, George Brecht, Robert Filliou, Dick Higgins, Bengt af Klintberg, Milan Knizak, Alison Knowles, Takehisa Kosugi, George Maciunas, Yoko Ono, Nam June Paik, Mieko Shiomi, Ben Vautier, Robert Watts and Emmett Williams. Friedman’s staged his own events in the Fluxus West concerts, too. 

Local friends and colleagues also proposed and realized work in many programs. Only a few of these friends considered themselves artists. Under Friedman’s influence, they appreciated and could recapitulate the Zen-like wit and neo-Haiku brevity of the Fluxus performance style. The genial spirit of Fluxus attracted these friends, and they enjoyed the style of Fluxus West in particular. Some became part of the loose coterie of assistants and collaborators who worked with Friedman. Some took part in the Fluxus West activities that had particularly lasting and influential results: developing, establishing and maintaining an international network for art information. 

From the first, Fluxus West collected and disseminated information on experimental art, intermedia and what Dick Higgins termed “the arts of the new mentality.” Friedman continued the work he had begun at Something Else Press in New York, bringing his skill for coordinating information and cre​ating networks to the art world, to Fluxus and its allies. He established contact with art organizations around the world. He exchanged information, publications and even art objects. He even exchanged exhibitions. 

By the beginning of the 1970s several developments enhanced Friedman’s networking efforts. One was the emergence of conceptual art. Respect for information was a hallmark of conceptual art, information as a support structure and even information as art. The rise of alternate spaces was another key development. These were neither museums nor galleries. They were situations. Still, Friedman was nearly alone at first. His work presenting experimental art and intermedia was remarkable, even in the far-out world of California art. His effort to gather, organize and share information was unique.

Individuals and organizations often entered the communications network through Friedman’s projects. Many met one another through Fluxus West, later following and developing the formats he introduced. For instance, his International Contact List of the Arts was an exhaustive art-world mailing list. It became the model and first source for Milan’s international magazine Flash Art. It has grown into the invaluable source book, the Art Diary. 
 

Friedman’s experience compiling and publishing information later earned him consulting posi​tions with such art reference publications as Who’s Who In Amer​ican Art and the American Art Directory as well as more broadly based publications such as Who’s Who in America. Still later, he moved into editorial positions developing important publishing projects. 

Friedman and Fluxus West did more than exchange information with organizations and individuals or teach them methods of working. They exchanged art works. Throughout his San Francisco period, and well into the 1970s, Friedman made art objects expressly to send through the mails. He painted them, assembled them and sometimes simply found them and declared them to be art, à la Duchamp. 
 

Friedman was not the first to work with mail art and mailed art. His Fluxus comrades preceded him as did Ray Johnson. Even so, Friedman’s work established a new level of adventurousness and intellectual sophistication in mail art. It was still a young genre and one of Friedman’s goals was to see how far he could develop it as a medium for information and for art. He exploited vagaries in post office regulations. He worked with self-published postage stamps. He especially worked with rubber stamps. He used them to cancel his postage stamps. He used them to create formal designs. He even used them as a source of found poetry, à la Schwitters. 

Friedman inspired a broadening of mail art by bringing the public into his many projects. He also expanded the mail art network by sending correspondence to a vast number of recipients. 
 Like other Fluxus artists, Friedman sometimes mailed work to exhibitions he could not afford to attend. More important, Friedman’s three projects -- One-Year One-Man Show, Work in Progress and Omaha Flow Systems -- became the models for almost all mail art exhibitions since the early 1970s.
Fluxus West’s extensive use of the mails encouraged the wide-spread exchange of source material in new art. Friedman galvanized a widespread and enduring network of artists. This network now creates shows, invents genres and establishes contacts between artists in different societies. “Friedman’s most important contribution to correspondence art,” writes Michael Crane in his authoritative book on the subject, “was to help take it out of the private realm, which in the 1960s included roughly 300 active participants with [F]luxus and the NYCS [New York Corre​spondence School], and make it public via the creation of models for individual mailings, exhibitions, and publications.” 

The conflation of individual artistic activity and widespread public interaction through art emerged as the goal of Fluxus West during its San Francisco years. Friedman came to view traveling as the most effective way to work. In 1971, he decided to take the show on the road. He came to rely more on his Fluxmobile than the Fluxhouses for Fluxus West activities. 

Friedman’s last attempt to establish a Fluxhouse outside San Diego -- which he used throughout the 1970s as an archive and base for traveling projects -- came late in 1970. He left the Bay Area altogether and moved to Newhall, just north of Los Angeles. He made the move at the invitation of Dick Higgins.

Higgins had moved from New York to teach at the newly established California Institute of the Arts. He anticipated not having sufficient time or familiarity with local services to run the Something Else Press properly. Friedman, he reasoned, was familiar enough with everything and energetic enough to manage the Press’s day-to-day operations.

 Higgins completed his move and began teaching in October of 1970. Friedman then moved to Newhall, where he took on all routine Press work except editorial and distribution. Higgins continued as editor of the Press and put a small cooperative back east in charge of distribution.

Friedman continued Fluxus West activity in Newhall, but the Press left little time to mount shows. Plans for exhibits and performances at the Newhall Fluxhouse amounted to little. 
 Higgins soon lost faith in the California Institute of the Arts. The school, heralded as an intermedia Bauhaus, did not live up to the ideals that lured Higgins, Alison Knowles, Nam June Paik and other Fluxists to southern Cali​fornia. By spring of 1971, Higgins decided to return east. He urged Friedman not to come with him. He was moving to Vermont, not to New York City. He suggested Friedman return to San Francisco State University to complete his degrees. Friedman did. In August 1971, he earned both his Bachelor’s and his Master’s degrees. 

Friedman did not establish a new Fluxhouse in San Francisco. He began to use Fluxmobile for almost all Fluxus West activities -- performances, exhibitions, and even publishing.

FIVE

After completing his studies at San Francisco State University, Friedman began to travel back and forth across North America, usually driving the Fluxmobile. He lectured and mounted exhibitions at schools and museums. He consulted to exhibition spaces and libraries. He even created archives, publication and galleries. 

In 1972, for example, he spent the summer in western Massachusetts where he helped Jean Brown start her archive on Fluxus and intermedia. The Jean Brown Archive of Fluxus and the Avant-garde was a natural extension of the collection of Dada and Surrealism that Brown had assembled with her late husband, Leonard. Friedman helped Brown develop Fluxus as a distinct project. Brown housed it together with a Dada and Surrealism archive, a collection of modern and contemporary art and an impressive collection of Shaker furniture. The Jean Brown Archive had a clear identity from the start. (In 1985, Brown sold her archives to the Getty Institute in Los Angeles.)

Both archives attracted artists and scholars to Brown’s converted Shaker Seed House in the Berkshire Hills. At first, only artists came to see Brown’s Fluxus material, the first major Fluxus collection in America. By the end of the ‘70s, curators and academics were coming to study both archives. Brown and Friedman had foreseen this. The archive grew to the point that it was necessary to reorganize it even as scholarly visitors began to outnumber artists. In 1975, Brown commissioned George Maciunas to make drawers and tables for storage and display. 

Even earlier, in 1970, Friedman’s work led to a traveling exhibition in Great Britain, the Fluxshoe, organized by David Mayor. Friedman and Mike Weaver, director of the Ameri​can Art Documentation Centre at England’s Exeter University, conceived Fluxshoe (a trope on ‘Flux-show’) as a broad anthology of Fluxism. Mayor, editor of the Beau Geste Press and its lively periodical Schmuck, organized the exhibition and festivals together with Felipe Ehrenberg. The year-long Fluxshoe exhibition toured Britain under the aegis of Fluxus West in England, also called FluxENGLANDwest. Festivals and perfor​mances by English artists and international visitors toured with the exhibition. 

While Friedman identified certain longtime partici​pants as the core of Fluxus, he believed in a broad sensibility. Friedman encouraged Mayor to invite a wide range of artists who practiced Fluxus-related art all over the world. Indeed, Friedman had originally prompted many of them to move in that direction. “That only some people and not others have associated with Fluxus,” observes Mayor in the Fluxshoe cata​logue, “is really a matter of chance. Individuals in many different countries have engaged in like activities, without even being aware of their similarity with flux-like works, or even of Fluxus itself.” 

Fluxshoe presented the work of core Fluxus artists together with artists whose work extended and reinterpreted Fluxism. These extensions moved into the intermedia fields common in the 1970s. To judge from the catalogue, several kinds of work were especially visible. These were conceptual art, performance art, multiples, book art, mail art, body art and (rubber) stamp art. 
 The roster shows that Friedman’s influence on invitations.

Friedman never organized a traveling Fluxus anthology quite like this in the States. In his travels across the continent, he did organize and stimulate many exhibits. These drew on the work of other artists as well as his presenting own work. 

Omaha Flow Systems was Friedman’s most ambitious project in the field of communications art. Social anthropologist Marilyn Ravicz describes it as “a gigantic undertaking developed over a period of several years.” She notes that over 5,000 artists around the world participated in the project. They worked with the Flow Team Project staff in Omaha. The team received, logged and installed their art works in the Joslyn Art Museum. The museum then offered the objects to the public. The work was free of charge. Friedman invited anyone who wanted a work to exchange it for a piece of his own or to share impressions of the work with the artist. The communities of communication and exchange this project created were international in scope. It is now impossible to know all the repercussions that have continued as an on-going community of participants. 

In the 1970s, Friedman realized one-person shows galleries and museums around the world, large and small. He also enjoyed occa​sional exposure in commercial galleries. He continued to send work overseas for inclusion in group shows. He even created the work for important solo exhibits in foreign venues, though he didn’t travel outside North America until 1986. 
 

Instead, Friedman traveled to places like Cheney, Washington and Brookings, South Dakota; Canyon, Texas and Reno, Nevada; Dayton, Ohio and Johnson City, Tennessee; Montreal, Quebec and Calgary, Alberta. These were where he flourished. He worked tirelessly to conceive and construct installation projects. He often served as a visiting artist or professor, engaging students and faculty in the process of conception and construction. He realized his own work as an interaction between himself and his audience. Some became Friedman’s students and all became his colleagues, becoming artists themselves as he invited them inside the charmed circle of art. During these years, Friedman was -- in David Antin’s words -- the “Johnny Appleseed of contemporary art.” Duchamp’s dictum was that “The viewer completes the work of art,” arguably one of the basic tenets of Fluxus. Friedman made the theory a working reality.

Many of Friedman’s projects were ambitious. When he had the opportunity to build a project, he took it. He always made as grand a presentation -- and occasion -- as he could. The structures he built took on mythic resonance and architectural form while revealing their knockabout, castaway origins. Friedman the theologist, the architect and the bricoleur is always as evident as Friedman the sociologist and poet. 

Friedman sometimes involved sizable working crews on large projects. The Acropolis of Tulsa of 1978 presented twenty-six buildings and temples based on Greek forms. The project used several scales. The buildings ranged from table scale to room size. With sculptor Chuck Tomlins as project director, Friedman realized the Acropolis at the University of Tulsa. Drawings and philosophical texts covered the white temples and buildings in an installation at Philbrook Art Center. Many bore inscriptions layered with witty and informative puns such as “Who’s minding the stoa?” Other projects included the spindly structures made for the Idaho Number One project at the Boise, Idaho, Gallery of Art (1975) or The Twelve Coffins of Time (1978) at Wright State University in Dayton, Ohio.

SIX

Friedman practiced viewer-based Fluxism as well as preaching it. In the ten years beginning in 1973, roughly a quarter of Fried​man’s one-man shows consisted of the typed scores of his events. In true Fluxus spirit and style, Friedman simply presented the scores, one score per sheet. Performances of events often accompanied these shows and his others. Friedman, like other Fluxists, felt that simply reading a score and imagining it could constitute a performance of the score as valid as other realizations without pre​cluding them.

Concerts of his own works and work by the other Fluxus artists often capped his workshops in performance. This early in the 1970s, very few schools offered performance art as part of their normal curriculum, and Friedman’s travels seeded intermedia and performance art ideas in colleges and art centers across the United States and Canada.

The format of event scores provided Friedman a handy, informal and accessible presentation of his work, available to venues that could not bring the artist or ship more elaborate works. The format is as pure Fluxus as the scores themselves, ready to ship, ready to show and ready to perform. It exemplified the Fluxus ethos. While George Brecht, Alison Knowles and the others pioneered the event format and the publication of scores in boxes and books, Ken Friedman was the first Fluxus artist to create a regular exhibition of his scores.

In recent years Friedman has organized and refined his once haphazardly collected Events, publishing them as a book. There have also been several translations of the Events. They have appeared in German, Swedish, French, Italian, Spanish, Hungarian, Czech, Polish, Serbo-Croatian and other languages. He sometimes illuminates pages of the Events with his inimitable, suitably witty drawings, providing a visual hook to those who resist the idea of simply reading one’s way through an exhibit.

The Events themselves fall squarely within the practice and sensibility associated with Fluxus since its inception and even before. 
 Friedman’s Events sometimes pro​pose situations of great length. Some of the scores are so open-ended that they become timeless, but he writes them in brief, intimate fragments. Friedman orients the events to conceptual gesture rather than staged spectacle, although spectacle can sometimes be seen. He notates the Events with brief, open-ended verbal instructions. They suggest an improvisational, even impromptu theater. The tradition is a do-it-yourself tradition, echoing Maciunas’s frequent reply to people who wanted to organize or present Fluxus projects. Friedman recalls with amusement watching visitors to his Events show create spontaneous realizations of the instructions as they coursed through the show. He also has fond memories of leading pick-up groups of artists and friends into Events shows to do spur-of-the-moment realizations.

Maciunas called this kind of work “neo-Haiku theater,” but this suggests perhaps too strongly the tradition of the stage. The simple, open-ended term ‘proposal piece’ might be better. The practitioners of the form created a range of potential situations as broad as the range of traditional arts -- even broader, into life itself. They delineated their proposals with words, which Henry Flynt denoted as the necessary vehicle for concept art. Some argue that this was the kind of work that Flynt predicted when he wrote his essay. 
 

The proposal pieces of George Brecht and Robert Watts address distinctly musical formats, as, for example, Brecht’s String Quartet, Clarinet Concerto, etc. 
, or Watts’s FH Trace. 
 Dick Higgins’s scores suggest musical, theatrical or poetic contexts. 
 Robert Filliou’s works seem to emerge from poetry. 
 One can examine the proposal pieces of all the Fluxus artists this way.

Interestingly, one finds the least formal designation given or implied in the work of the women who have worked in this area. Alison Knowles 
, Mieko Shiomi, Bici Forbes 
, and most importantly, Yoko Ono were all pioneers of the medium. Ono, Brecht and La Monte Young were probably the first to use the proposal piece as a notational mode, Ono in her famous Grapefruit, Brecht and Young in the concert notations. 

One could argue that women working with proposal pieces have approached them with less concern for traditional formats than have men. Even so, the creators of proposal pieces, regardless of gender, have been aware of the basic intermedia nature of the mode. They exploited the properties of intermedia. The proposal format renders brief propositions in language. Language is the most common and sometimes the least precise form of human communication. Proposal pieces offer the potential for a presentation unbound by conventions, even, as it turns out, typographi​cal conventions. 

Human expression emerges from individual complexities. It finds itself least bound by traditional practice or traditional ideas in proposal pieces. Proposal pieces quickly assumed characteristic formats in the work of the Fluxus artists. They share a common sensibility in their performed work and especially in written pieces. For this reason, proposal pieces don’t guarantee complete freedom from formal or ideological convention. Even so, these works loosen the tethers that normally rein in both proposer and performer. Some psychologists and therapists have even found the proposal piece format and specific Fluxus pieces useful in their practice.

The humanistic basis of the proposal piece as a genre is more apparent in the work of some artists others. It is safe to say that no intermedia artist seeks to make that basis more overtly manifest than Friedman. Friedman’s proposals seem often to engage individuals in relationship with other individuals. 
 The events that engage individuals with objects seek contemplative unity with the world rather than graceful formal gesture. Indeed, Friedman’s proposals for one person often hint at wistful loneliness, even when the proposals suggest comic scenarios. 

The only other artist creating proposal pieces with such a humanistic emphasis is Allan Kaprow. The role of the terse written instructions in Kaprow’s activities, however, is more peripheral than in Friedman’s. Friedman’s diction, the page formatting, and even the presentation of Events as exhibited scores implies that they suffice as read. Until now, Kaprow has invariably accompanied his exhibited or published instruction pieces with documentation of their realization, usually their initial realization. This suggests that for Kaprow, the text alone does not suffice.

If the proposal piece transcends the traditional categories of art, it is still possible to analyze the oeuvre of any single artist through a taxonomy. An individual sensibility, after all, has a shape as definite as it is unique. Breaking the oeuvre down sectionally can yield a kind of spectroscopic analysis. 

It seems that Friedman’s Events fall into seven approximately distinct cate​gories. There are two kinds of ritual-like acts: ongoing acts that continue over long periods of time and singular acts carried out in a specific period. The ongoing pieces include the almost perpetual Green Street (1959) 
 and the works from 1971 (e.g., Loss, 10,000) in which a performer divests himself or herself, accidentally or deliberately, of personal property. 
 

The singular works -- most characteristic of the proposal piece as a medium -- include Scrub Piece (1956), the earliest of Friedman’s Events, 
 and other pieces as diverse as the ritualistic Whoop Event (1964-67), 
 the obviously inci​dental Homage to Mike McKinlay (1968), 
 the prankish Cage Event (1967), 
 or the meta-proposal, First Cause (1971). 

One might consider the next classification a sub-category of the last. Friedman’s title for an event in another category, Zen Vaudeville, is a good label for this type of event. According to Maciunas, humor is a prominent element in Fluxus. Gags, visual puns and functional puns cutting across the modalities of everyday life fascinated him. Friedman ranges in his Zen Vaudeville pieces between the corniness of Transportation and You (1965), 
 the orchestrated drollery of Cheers (1965), 
 certain of the Restaurant Events (1964-67), 
 and the conceptual attenuation of Anniversary (1965-66). 

The piece Zen Vaudeville itself (1966), 
 witty as it is, suggests more a straight staged presentation. Like many of Friedman’s events, and like many pieces by other Fluxus artists, it functions as a concept as well as a proposal for action. Other concept stage works include those in the Fruit Cycle (1963-68), 
 and the variations on George Brecht’s String Quartet (1967), including Solos and Riff. 

Another denomination to Friedman’s events that overlaps the read (literature oriented) and the performed (theater and music oriented) is his poetry-in-performance. These works include the slogans such as those proposed in Summa Theologica (1964-66), 
 Battle Cry (1964), 
 Incognito, Ergo Sum (1966), 
 and other existential interventions such as Sudden Harmony Dance Tune (1965) 
 or the portentous Zen Basketball (1965-67). 
 There are also sound-poem proposals such as Ken is Ben (1967), 
 Ode to Politicians (1967), 
 Hymn (1967), 
 and the subsequent Hymn of Her (1967). 

The last category also overlaps the performance-poem mode -- and other categories as well. The ‘object poems’ propo​se graphic objects and situations. These include the Fluxus Invisible Theater sign and construction (1966), 
 the Fol de Nuit telegrams (1967), 
 and the card pieces (1957-1973) such as Untitled Trace, One/Two, Citizen’s Card, Contest, etc. 
 

George Maciunas planned to produce many of these as Fluxboxes. He planned and announced more of Friedman’s pieces than he published. In their self-referentiality these cards constitute a sub-class within the object-poem category. Some of these poems, moreover, when realized in the world at large, also constitute what Friedman has described as ‘theater of the object’ in essays discussing Fluxus performance. 
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Friedman’s Fluxus objects, especially the Fluxboxes he de​signed for fabrication by Maciunas (and, later, by other publishers of multiples, such as Wolfgang Feel​isch and Armin Hundertmark), facilitate a “theater of the object.” This “theater” is as far removed from traditional proscenium drama as can be imagined. It can be realized and experienced under the most private and intimate conditions. 

Maciu​nas and his cohorts enjoyed presenting public Fluxus concerts. They took every opportunity to mock the conventions of normal concert presentation with exaggerated formality. Even so, the Fluxbox format testifies to the dramatic possibilities of the parlor game. The personal encounter was as important to Fluxus as the public manifestation. 

Some Fluxboxes functioned as props or scores for public presentation. Most provoked private Zen-like moments. People encountered them -- found them, read them, played with them. Paik, Maciunas, Friedman and others sent them as surprises in the mail or left them on the doorstep. Fluxus didn’t simply wait for the world to beat a path to its door. It also reached out to individuals in their own private spaces, stimulating immediate unshared and unsharable cognizances.

For Fluxus artists, the most insignificant object can be a touch​stone or many-faceted gem.

It is interesting to examine Friedman’s Fluxboxes through the rubric of ‘theater of the object.’ 
 All of Friedman’s boxes engage the viewer in a process. Many propose or define a specific action or sequence of actions for the beholder. Others function as relics from an action or for one, making the beholder a witnes​s by inference. Open and Shut Case, for example, bears a facsimile of a legal document as its label and contains only a card printed with the instruction ‘SHUT QUICK’ in urgent capital letters. Fingernail and toenail parings fill some versions of the Fluxclippings box, while clippings from articles and printed pages fill others.

Mandatory Happening proposes a self-reflexive event realized by the reader. The box contains a card reading “You will, having looked at this page, either decide to read it or you will not. Having made your decision, the happening is now over.” The very act of opening the box determines the outcome of the event. In effect, it is realized a priori.

Flux Corsage contains seeds (oat seeds in some versions, sunflower in others), implying that someone must plant and grow their own corsage. Of course, one could eat them, or wear them or simply look at them to contemplate their corsage potential. (Another version of the box, closer to Friedman’s 1966 prototype, contains labels reading Orchid or Carnation, together with a generous supply of pins.)

The performance parameters of Flux Corsage are as open-ended as a George Brecht card event, e.g., ‘Umbrella // Umbrella.’ They are as open-ended as the parameters of Mandatory Happening and Open and Shut Case are closed. Flux Clippings, by contrast, does not suggest a use for the parings. It merely presents the traces of the activity that produced them. In this respect, Friedman uses the Fluxbox format -- a format designed to provoke playful parody and visual pun -- in a reliquary fashion. The box contains the rem​nants of activity. In a way, it is like the objects Joseph Beuys created for, and during, his Aktionen of the 1960s. The difference is in manner. Beuys’s relics are as elaborate as Friedman’s are simple. The meaning is different, too: while Beuys conjures an ever-expanding universe of personal and spiritual metaphors, Friedman weaves a magic of demystification. It is a magic that presupposes rather than aims at demystification. It is a demonstration of the marvelous in the mundane.

Friedman’s unique Fluxus objects summon the marvelous from the mundane in a more obvious way. In these assemblages, the artist recycles and transforms cast-off clothing and belongings that he and his friends once owned. Among the re-cycled substances is food, as seen in the 1967 Fluxfeast, a boxed compendium of unappetizing, off-brand canned and jarred goods, about which Friedman writes, “George Maciunas made the best Flux feast. I made the worst.... totally disposable.... only the cat will eat this.” 
 

Homages to Friedman’s Fluxus colleagues abound in these works, together with allusions to world history and the historical figures who fascinate Friedman. The Great Tie-Cuttings of History of 1966 is such a piece. It displays six lacerated neckties that commemo​rate such events as the Diet of Worms, the Hanging of Richard Rumbold, the Death of Abd-el-Raman, the Battle of Stamford Bridge and the Assassination of Baron Lugorsky as well as the better known Battle of Hastings. The tie-cutting image, however, refers to Nam June Paik’s first encounter with John Cage. During a performance, Paik jumped off the stage, doused the older composer with shampoo and snipped off his tie.

Even more amusingly transformative in their second-hand aesthetic are the Fluxclothing items, pastiched garments such as shirts with socks sewn to them (the 1968 Choreographer’s Shirt and Dancer’s Shirt, dedicated to his parents), felt suits (the Banker’s Filzanzug, a 1970-71 homage to Beuys), and even a jelaba -- the long, loose shirt worn in Arab countries -- with a necktie sewn on it in 1965. 

Friedman created objects before he fell in with Fluxus. He generates such items prolifically. Most are one-of-a-kind devices, Duchampian “readymades” subject to less manipulation than that to which most artists subject them. Friedman’s subtle alterations and contex​tual ruptures do not so much emphasize formal transformation as they play with expectations. They testify to ritual activity. He has mailed many objects to people over the years. These works are not a menagerie of inanimate things. They are elements in a process of communication, involving explora​tion, wit and respect. One isolated sock of the many socks mailed widely by Friedman and Fletcher Copp for their Sock of the Month Club has little artistic import. Rather, the sock is a remnant, a testimony. It indicates an on-going process. It says that Friedman and Copp hail the recipient with this unexpected and unlikely arrival in the post. They inform the recipient that he or she is part of a network, a valued part.

We see a frequent theme in the Sock of the Month Club mailings: trading, giving away, abandoning and surrendering personal effects to fate. This is especially true after the artist has assembled the objects over a period of years. Magnanimity and its mirror image of graceful reception charge the dynamic of Friedman’s work. 

Omaha Flow Systems is a good exam​ple of Friedman’s grand-scale orchestration of giving and receiving, the exchange of possibly revelatory objects and decidedly illuminating ideas. On the level of individual action, any number of his events orchestrate giving away or abandoning possessions. 10,000, for instance, consists of the following in​struction: “Mail to friends, people chosen by random processes, or other groupings of individuals, 10,000 objects, papers, events, etc., over the span of a pre-determined time.” 
 Loss, on the other hand, proposes that the performer “Lose tools and useful objects.” 
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Friedman realized both 10,000 and Loss in 1971. It was a time of great change in Friedman’s life. He shifted his presentations from Fluxhouse centers to minstrel-like travel around the country. Life transformations and mode shifts often provide Friedman with occasions for gift-giving. Both his move to New York in 1979 and his move to Europe eight years later prompted such acts. The burden of moving his once-vast archive, library and collections would make such giving seem logical, but it is a way of life for Friedman even when he is not in transition. His strong collecting drive is matched by an equally strong urge to keep on the move. Giving -- to friends and to insti​tutions, including the collections and archives which Friedman himself ini​tiated -- is a way to honor the value of the things he deemed worth acquiring.

Since leaving San Francisco in 1970, Friedman has gradually refined his twinned tendency to collect and to give away. He has evolved the tendency into a systematic, carefully planned pattern. He designs his gifts to enhance museums and archives with material related to Fluxus. In this way, he has helped to build a framework for public and scholarly interest in Fluxus and the Fluxist idea. 

From the very beginning of Fluxus West, Friedman placed important selections of Fluxus material, Something Else Press books and Fluxus West publications in key libraries and archives. He was also an active associate and colleague for Hanns Sohm. He collected Fluxus material, underground press publications, small press books, counterculture materials and a great deal more for Sohm’s legendary archive in Markgröningen, Germany. He also answered Sohm’s requests for his own work and documentation. He usually gave Sohm multiple copies of his editions and prints so that Sohm could trade them for other material that might benefit Archive Sohm, now an important part of the Stadtsgalerie Stuttgart.

By time he discontinued centralized Fluxus West activities and left the Bay Area, Friedman had collected an outstanding art collection, together with an archive of avant-garde publications and objects. He maintained the Fluxus West archive at his family’s house in San Diego during the 1970s. At the same time, he constantly made gifts to collections, public and private. These included several collections that he helped to initiate and organize, such as the Jean Brown Archive. 

When he moved to New York in 1979, Friedman decided that the Fluxus West collections would serve their intended audience better if he placed them in professional hands. The collections had become so large and his travels so extensive that it was no longer possible for people to visit him and work directly with the holdings. By finding homes for this material, he hoped that they would again become readily available to scholars, artists, curators and public. By that time, Friedman had already sold and later given archival material to the University of California at San Diego; donated material to the Archives of American Art and to Vancouver’s Image Bank; and donated several dozen crates of work and documentation to the Fluxshoe collection that came to form the core of the Fluxus holdings of the Tate Gallery in London.

Before moving to New York, Friedman gave art objects and publications that were once part of the Fluxus West collection to the George Maciunas Memorial Collection at the Dartmouth Col​lege’s Hood Museum of Art and to the Fluxus West Collection at the University of Iowa’s Alternative Traditions in Contemporary Art collection. In New York, he made gifts to the library of the Whitney Museum of American Art, to the Portland College of Art library and to the Franklin Furnace Archive of Artist’s Books. Friedman has also been giving material to the Fluxus collections at the Henie-Onstad Museum at Høvikodden, near Oslo, Norway. 

Together with Per Hovdenakk, director of the Henie-Onstad Museum, Friedman initiated a loose-knit consortium of museums interested in Fluxus. The consortium included several of the museums already active in Fluxus and brought several new museums in, such as Kjarvalstadir in Reykjavik, Iceland or the Pori Art Museum in Pori, Finland.

Friedman helped to develop the Fluxus collections and archives at these institutions and he maintains close advisory relationships with all of them. He has also helped to arrange many other gifts for these organizations, gifts of art and funding from collectors, from artists and from private foundations.

Friedman was involved professionally in other scholarly projects after completing his doctorate. He saw these projects to some success during his first several years in New York. His most original and far reaching project was a new way to publish doctoral dissertations in professionally organized series. This project became the hugely successful UMI Research Press, a division of University Microfilms International. 

Friedman’s concept provided cost-effective production and high productivity by bringing series planning and short-run book printing to UMI’s already established Xerographic facsimile printing of doctoral dissertations on demand. 
 His concept was the working model for most UMI Research Press series, but it was some time before the publisher began projects in the arts. Friedman himself developed the first series in the arts and humanities. He selected distinguished editors and organized books in several fields. He selected a widely recognized scholar-editor for each area, and served himself as advisory editor for the titles. These included books on Dada and the avant-garde edited by Stephen Foster; books on video, film and photography edited by Diane Kirkpatrick; books on art criticism and art theory edited by Donald Kuspit. 

During his years in New York, Friedman developed several magazines on visual art. He served as editor from his New York office, but the journals were published elsewhere. The National Arts Guide was the brain​child of Chicago art collector and museum president Helyn Golden​berg. Goldenberg conceived it as a computer-compiled listing of exhibitions around the country. With his broad experience in organizing art information -- Fluxus West, Something Else Press and UMI -- Friedman helped to improve the Arts Guide information. He also deve​loped articles for the magazine. Friedman served as Executive Editor of National Arts Guide from 1979 to 1981. Compiling and publishing comprehensive listings on a bimonthly basis was financially impossible. Many people bought one issue and used it as a directory for a full year. National Arts Guide could not survive. Art in America bought the listings and directory format for the annual directory they now publish. Friedman took the writers he had developed for the National Arts Guide to his next project.

Art Express began as a magazine conceived by Bruce Helander, a former admini​strator at Rhode Island School of Design. Helander attempted unsuccessfully to raise funds for the magazine based on his contacts and experience in Providence. He was unable to attract funding. Potential investors felt that the magazine lacked a solid editorial concept. Helander was unable to attract staff or writers with national standing. 

Helander began writing to Friedman in 1979. Late that year, he asked Friedman to join the venture as Editor-in-Chief. Friedman redesigned and renamed the periodical. Friedman’s plans enabled Helander to raise the funds. 
 Art Express set up its editorial office in Friedman’s lower Manhattan loft and Friedman edited the pilot issue and prepared the first two issues with his staff. 
 

The first issues followed the precepts Friedman had developed in his years as a Flux-nomad roaming the United States. He had a broad knowledge of artists and writers across the country. The feature section and the review section of Art Express took advantage of this nationwide talent pool. The magazine covered interesting art and artists without regard to their location. Before Friedman’s national vision, few of these were seen outside their regions. So, too, Friedman developed writers who had lacked opportunities to publish. Both National Arts Guide and Art Express heralded, and helped to create, the wider natio​nal vision now seen in American art magazines. An astonishing percentage of Friedman’s editors and writers now work at major national and international art magazines, hold posts as critics in regional newspapers or work as museum and gallery professionals.

True to his principles -- and a keen sense of economics -- Friedman hired his staff with a profit-sharing plan and productivity-based pay. Friedman was the first national magazine editor to meet the standards set by the art critics’ association for a minimum fee. Friedman based his decision on two issues: First, the idea made sense. Second, it tied the critics to high standards of performance just as it tied the magazine to a minimum wage.

Helander broke the agreements on contract terms and profit-sharing. Friedman moved to defend his employees. As a result, Helander forced Friedman out of his post as editor. Over one hundred editors and writers resigned in protest, along with the entire New York office staff. Without Friedman’s editorial and publishing skill, Helander attempted to produce the magazine in Providence. He went back to the original business plan that had failed to attract investors. The venture went bankrupt in four issues.

The Art Express bankruptcy cost Friedman his entire investment in the magazine. Even so, he wasted no time. He began publishing a newsletter. He had earned his Ph.D. in human behavior, and the sociology of art was his dissertation topic. He had increasing experience with the business side of collecting and disseminating information. By the end of the 70s, this sparked his curiosity about the business of art, especially the business of contemporary art. 

Developments in the art world in the early 1980s piqued Friedman’s interest. The wholesale manipulation of the art market by alternately colluding and competing dealers troubled him. Further, he was increasingly frustrated with the naiveté most art-world participants displayed in these matters -- indeed, in politics and economics at all. 

Friedman launched The Art Economist as a small-circulation newsletter aimed at professionals. Even so, he addressed broad issues of investments, auction prices, attitudes and ethics. As a result, The Art Economist became something of a must-read in the art world. Subscribers copied issues and passed them on to friends. Dealers and museums began to call on Friedman for economic advice. Friedman served as a consultant and expert witness in legal cases related to the economics of art. Major news media followed up on stories that first appeared in The Art Economist.

Of course, The Art Economist also followed financial trends. In that, it loosely paralleled Art Aktuell, a newsletter published from Cologne by Dr. Willi Bongard, the distinguished German economist. Friedman’s newsletter offered frequent, and pointed, prognosis on the art market. 
 But Friedman’s goal was not to provide the art-world equivalent of stock prices or bear-and-bull predictions. It was to provide analysis with a sociological and economic grounding.

Friedman had little interest in the shortsighted predictions that make most newsletters simplistic projections in imaginary accounting. Even so, Friedman also provided prices and predictions. Bongard, the world’s leading art-market expert until his death in 1985, called Friedman the “Dow-Jones of the art world.”

Friedman sometimes went beyond what might normally be perceived as economic matters. 
 Taking a broad view of human behavior, Friedman saw social issues as inseparable from artistic and economic ones. This was a main focus of the conference on the Economics of Art organized by Friedman and Prof. Oscar Ornati at the New York University Graduate School of Business Administration in the spring of 1985.

The conference was a success. It was also Friedman’s last public foray into the economic analysis of the art world. His publishing ventures and focus on economic and sociological matters fitted his view of Fluxus as a mecha​nism for social and artistic change. Still, publishing didn’t satisfy Friedman’s need to create objects and images. He still wanted to make objects and images in which he invested his observations on money and morality together with a sense of magic and mythology. 
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After these other projects, Friedman returned to making art. 
 He came to focus on issues that make perfect sense considering the Fluxus world view, the industrial production of art in the factory workshop.

The idea behind his project was a Fluxus ideal that always intrigued him. “Fluxus artists have always wanted to produce objects for everyday use in the household,” he observes, “things for using as well as looking at. Things made to be looked at are useful, too, as models for experience. These household objects are utilitarian in a direct way.” 
 

Over the years, both traditional and experimental artists have turned to making useful objects. Many of those objects were prototypes for limited production. Some entered mass production. In the 1980s, designers and architects began to meet artists half way, frequently in collaboration. Fluxus prefigured this manifestation of the post-modern as far back as 1962. It became an artistic phenomenon made possible in part by the Fluxus example and encouraged by the Fluxus influence. It was typically Fluxus that Friedman tried to produce and distribute his projects through some of the world’s best known manufacturers of design artifacts.

Friedman’s first projects took him to Finland. He went to Arabia, one of the world’s most influential ceramics firms. For Friedman, Arabia embodied the spirit of utilitarian artistry. Arabia invited Friedman because his design ideas were fresh and his visual skills were perfect for the many categories of utensil and home decoration. Friedman’s whole Fluxus approach marries the modernist workshop with the post-modern assertion of variety and individuality. 

Esa Kolehmainen is a Finnish design economist who now heads Silva Oy and serves on the Finnish national panel of design experts. In 1987, he was the Design Director of Arabia. Kolehmainen says, ‘Functionalism per se is at a dead end. People now look for individualism more than collectivism in design arti​facts, for variety rather than uniformity. We can look to post-modernist models like, for instance, Memphis Milano for ways to this.’ 
 

This doesn’t always work. Many post-modern artists and designers take mercurial attitudes towards the use of materials and the processes of conception, production, and marketing. They dislike the traditional working structures and mass consumption issues involved in operations management and factory production. As Kolehmainen put it, most post-modernists are “coming and going” in their willingness to work seriously for anyone beside themselves.
In Friedman, Arabia found a post-modern artist-designer whose model for the relationship of economics and art was different. Friedman’s work, in Department Manager Lisa Gabrielsson’s words 
, appeals for the “naif-Pop quality” of its images. His personal vision is ‘quickly grasped.’ Gabrielsson and Kolehmainen felt that his knowledge of the worldwide museum and gallery network could help return Arabia to its former stature as producer of fine-art-quality ware. His commitment to the establishment of a workshop structure offered Arabia a continuing involvement in post-modern design while encouraging post-modernist artist-designers to focus their talents cooperatively.

The qualities of Friedman’s art and thought that attracted Arabia are qualities he developed and refined as a long-time participant in the Fluxus aesthetic. Indeed, according to Kolehmainen, Arabia found the “interartistic possibilities” of the Fluxus approach especially promising. Thus, for the first time, Arabia selected an artist-designer who was not a specialist in ceramics or glass, having him work in several formats to produce a traveling Gesamtkunstwerk.

Friedman’s glass projects for Arabia led to projects for the glass firm Iittala, which had recently incorporated the Arabia-owned firm Nuutajärvi in a merger. Nuuta​järvi and Iittala then represented the two major traditions in Finnish glass making, the folk tradition and the modern respectively. Nuutajärvi artists such as Oiva Toikka and Markku Salo maintained traditional glass craft and fine-art practices. At Iittala, international figures such as architect Alvar Aalto, graphic designer Timo Sarpaniemi, and industrial designer Tapio Wirkkala pioneered the modern coordination of art, design, architecture, and industrial production. Friedman’s work at Iittala resulted in the prototype for his Helsinki Collection.

Friedman sees the collections he developed for Iittala and Arabia as the product of artistic collaboration in the industrial setting, the kind of collaboration he had long sought to realize. Friedman’s dialogue with Esa Kolehmainen and Lisa Gabrielsson clarified the needs of the factory and the market. It took the glass and ceramics projects into a new structure. Out of a year’s work Friedman created a product program integrating his own sense of line and color into the tradition of Finnish modernism.

Friedman’s glass prototypes for Iittala repre​sented the firm’s first involvement with color applied to glass. More people associate colored glass with Nuutajärvi’s long-established folk idioms than with Iittala’s modernism. Friedman’s prototypes were a new direction for the firm. However modernistic or traditional, Friedman’s stay in Finland influenced his glass projects, in manner and in substance.

Friedman’s Gesamtkunstwerk contains stoneware and glassware of several varieties, together with paintings, sculpture, prints, textiles and objects in other media. Friedman imbues these with the intimate playfulness associated with Fluxus. This playful quality has often been visible in the objects he has produced during his career. It is visible now in his tiles, glass and stoneware prototypes.

Friedman’s work in 1987 was a pilot project intended to launch a new product program. The long-term plans for the project would have spanned several years of production, exhibition and sale. The changing Finnish business environment made this impossible.

Arabia was already undergoing structural changes during Friedman’s year in Helsinki. When he returned to Helsinki in 1988 to supervise the first production runs, Gabrielsson had already left and Kolehmainen was in the process of leaving. Without a champion inside the company to move product development from prototype to distribution, the new line languished. Iittala retained some interest in the glass products, but it, too, lacked a development mechanism for such a project. Both companies recognized the need to innovate, but Friedman’s projects began too late to enter production for the international market.

For some years, Arabia had been owned by Wärtsilä, one of the industrial giants of Finland. For many of those years, Wärtsilä had subsidized Arabia. Wärtsilä also owned a famous shipyard business. In the shifting world economy of the late 1980s, the shipyards began to lose vast sums of money. Before the new decade arrived, Wärtsilä was bankrupt. Lohja, another major industrial concern, acquired Wärtsilä. Lohja sold the shipyards, Arabia and Iittala. Arabia now seems to focus on the domestic Finnish market. Its future in export may grow again under the new owners, but there currently seem to be no plans to produce Friedman’s internationally oriented product line.

This seems unfortunate to the people who supervised the development of Friedman’s products. It is also unfortunate for the museums and galleries that requested and sponsored the show of an entirely new way of merging art and life. 
 Friedman’s intimate creations conjured the atmosphere of play and discovery that characterized the Fluxshops and galleries run by Friedman, Filliou, Vautier, Køpcke and many other Fluxus artists around the world. The new work also conveys more profound philosophical perceptions and provokes serious contemplation. Ultimately, this work combines the droll and the significant. It displays the range of Fluxus thinking, showing that the humorous and the serious are two aspects of the same Fluxus spirit.

Friedman’s own approach to art always included both sides of an equation balancing terse wit and a taste for simplicity against a large-scale, operatic expansiveness. The mixture of qualities and the balance between these two equal​ly Fluxus points of view is important to Friedman’s work. It creates dialectical tension and permits a wide range of artistic expression and perception. As with all Fluxus art, Friedman’s work reveals and explains through revelation.

TEN

Throughout his involvement with Fluxus, Ken Friedman continually demon​strated respect and admiration for his Flux-colleagues. Even so, not all the artists associated with Fluxus share Friedman’s view of Fluxus, of art, or of life. The personality clashes which have always characterized the Fluxus group -- a group of notoriously testy, mercurial and territorial characters -- have not interested Friedman, but his particular, blunt spoken interpretation of the Fluxus ethos has from time to time made him a center of controversy within Fluxus. This is a position that Beuys, Higgins and Maciunas each occupied at different times. Further, the geographical remoteness he has maintained for much of his traveling career has also distorted his Flux-colleagues’ understanding of his work. Some European Fluxus artists even believed for a while that Friedman was simply an apocryphal creation of Maciunas. (Of course, they suspected much the same thing about California.)

It has been Friedman’s artistic rather than personal style that has most puzzled some Fluxus participants. Some view the Fluxus style as highly refined, entirely based in the Zen-influenced, monogestural “haiku theater.” This is typical of La Monte Young, Yoko Ono, Philip Corner, George Brecht. It is also seen in the process-oriented poetry and music of Jackson Mac Low and Emmett Williams. While Friedman’s Events share this aesthetic, his thinking is less hermetic and more externally-oriented. It is social, even elaborate.

Not all of Friedman’s projects correspond to everyone’s idea of Fluxus. To some, the mythos-ridden Aktionen of Joseph Beuys, the symbol-laden, social commentary of Wolf Vostell’s happenings or Nam June Paik’s technologically sophisticated broadcasts and installations seem equally remote. So, too, the range of Dick Higgins’s pieces is vast. They include the infra-mince aesthetic of neo-Haiku theater and projects as extravagant as anything conceived by Beuys, Vostell or Friedman. The others have problems with Beuys and Vostell. Many of them also insist that Higgins does work that “is Fluxus” and work that “is not Fluxus.” A purely formal reading of that distinction would then characterize Friedman’s events as Fluxus and his other works as not Fluxus. To Friedman’s mind -- at least until recently -- it was all Fluxus.

Friedman, long mystified by the exclusionary distance the infra-mince Fluxists sometimes maintained from him, now under​stands its source. 
 With that understanding, he can shrug and get on with the work he wants to do. He pauses every so often to write about Fluxus history or aesthetics or even ethics. Each time, he refines his viewpoint and each time he expresses that viewpoint with greater clarity. 

“Whatever one can sat about Fluxus will have usually been true at one time or another,” he wrote in the late 1970s, “or if it has not yet been true, will undoubtedly be true at some time in the future. Equally, whatever one can say about Fluxus will at one time or another be false. To describe Fluxus briefly requires an overarching phenomenological discourse rather than a series of descriptions: to describe Fluxus is a task of describing hundreds of discrete yet intersecting phenomena.” 
 

This openness does not so much de​scribe Friedman’s activity in Fluxus as it describes his simple will​ingness to understand Fluxus as a realm of possibility. He does not view Fluxus in a programmatic way. There is no one Fluxus. There may be “their” Fluxus and “our” Fluxus, but it is all Fluxus, and all potentially good -- or bad -- Fluxus.

By early 1988 Friedman felt himself fairly well removed from the specifics of the Fluxus “movement” and closer to the spirit of Fluxism. After Maciunas’s death, Friedman remained the one Fluxus activist working for Fluxus itself. A decade later -- having completed the outpouring of gifts and donations of artwork, books and archival materials from the Fluxus years -- he finds himself closer to Dick Higgins in the way he works, as a catalyst, an advisor, a facilitator.

Friedman continues to assist and advise the formation of new Fluxus collections, as well as the on-going development of collections and archives already active. The overall strategy he has pursued for his entire artistic career, of developing a loose consortium of museums working to research, exhibit, and publish Fluxus material, is reaching fruition.

Pursuing that strategy, Friedman spent over 20 years as a Fluxus missionary, traveling throughout North America and maintaining a global network of communication. His friends repeatedly warned him his pattern of wandering undercut his professional career. He replied firmly that an art career is most substantive when it emerges from service and dialogue, public dialogue in the world of human affairs. As a result, Friedman and his work have until recently been rarely seen in magazines or exhibitions tied closely to the international art market.

Friedman’s constant travels have had a contradictory effect on his prominence in contemporary art discourse. They have broadened his communication and his influence and have sometimes made him maddeningly difficult to locate. Invitations to participate in important exhibits and publications often fail to reach him on time. Sometimes they don’t reach him at all or they find him in the middle of a project that he cannot interrupt. Friedman thus seems far more underground a figure than he actually is. In fact, he is no different than his Fluxus colleagues. He follows a course often well off the beaten path. Fluxus artists don’t position themselves as traveling salesman treading the well-worn highways of contemporary art. They view their role as that of builders engaged in social creativity, planning social architecture.

Over the last decade a number of Fluxus artists -- including Beuys, Paik, Spoerri, and Filliou -- have emerged as major figures in the art of our time. So, too, have many Fluxus friends and fellow travelers, such as Dieter Roth, Christo or John Armleder. The vast majority of Fluxus artists -- Maciunas, Higgins, Knowles, Brecht, Watts, Kubota, Andersen, Vostell, Kirkeby, Vautier, Knizak, and Friedman among them -- have created bodies of work that become clearly visible and influential. While some of these artists seem to emerge one year and recede the next, this cyclical emergence and recession is evidence of enduring presence in an art world where most artists only enjoy fame for a season or two.

As they return to visibility, some of these artists overtly affirm the principles of Fluxus, while others quietly practice them. Most have long since stopped promoting the notion of Fluxus. Friedman, long one of the most active proponents of Fluxus, has also been one of the most consis​tent. 

Friedman now feels that his active work on behalf of Fluxus has ended. His major goals have largely been achieved, a legacy including some dozen major collections and several dozen seed collections in museums and galleries around the world and a host of completed projects. Fluxus itself has become a visible and major influence on artists around the world. The rest will flow naturally from the Fluxist tradition.

Ken Friedman is Fluxus, historically and spiritually. He has helped to ensure that the ephemeral Fluxus movement becomes a permanent force in art and art history. He has helped to bring a broadly humanis​tic Fluxist spirit out of a closed, hermetic circle of like-minded artist rebels. Fluxus is its own contradiction. Ken Friedman’s life affirms it.
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�. Ken Friedman spent the year 1987 as visiting artist and designer at Oy Wärtsilä Ab Arabia in Helsinki, Finland. Arabia commissioned this monograph discussing Friedman’s life and work to that year. 





�. The advertisement heralded Al Hansen’s Primer of Happenings & Time/Space Art as “The first popular book about happenings and the only book about all aspects of this vital aspect of the modern theater.” Dick Higgins’s Jefferson’s Birthday/Postface was described as a “collection of work by one of the most active inventors in the performing arts, backed up by a concise essay that presents a powerful attack on the going styles in the arts, a memoir about the early days of happenings and a theoretical explanation of them.”





�. Friedman, Ken, “Looking Back,” (in) Events, edited with an introduction by Peter Frank, New York: Jaap Rietman, Inc., 1985, p. 230.





�. In “Looking Back” Friedman recalls the source for one of his earliest performance works, The Light Bulb Show (refined and restaged as Light Bulb Variations until 1975): “Children can be skillfully cruel, and my classmates never let me forget that I was different from them. I wanted desperately to be liked by those people. I couldn’t be like them, and they couldn’t accept me as I was. I managed to become the class clown and the school renegade. One thing I did in my clowning was to entertain the others, often successfully, with peculiar dramatic inventions such as the little radio programs offered in The Light Bulb. Now I look back to see the content in stark contrast to the reality of my experience: with a cast of object-characters, the world of my little programs was magical and undemanding. It was not serene, but it was subject to my control.”





�. “At the time... I was still moving towards what I thought was going to be a career in the ministry. I specialized in studies in psychology and education, social and behavioral science. Humanis�tic psychology and the new therapies -- Gestalt, encounter, body work -- fascinated me. We work on what we need, and work I did. This part of my life is reflected in many of my events from that time.” [ibid., p.232.]





�. For instance, in his contribution to the Something Else Press book The Four Suits Benjamin Patterson discusses ‘Perceptual Education Tools’ from the standpoint not (simply) of aesthetics, but of human behavior (Patterson, Benjamin, “Notes on Pets,” (in) The Four Suits, New York: Something Else Press, 1965, pp. 49-53). For his part, in an appendix to his prescient 1961 essay on concep�tual art, Henry Flynt discusses mathematical systems as art (Flynt, Henry, “Concept Art Version of Mathematics System,” (in) An Anthology, edited by La Monte Young, New York: La Monte Young and Jackson Mac Low, 1963, n.p.).





�. Friedman, op.cit., p. 232.





�. It might seem strange that, for someone promulgating art of multidisciplinary expansiveness, George Maciunas would be so concerned with categorization. But he was. Maciunas’s colleagues recall his eager preoccupation with classification and nomenclature as an aspect of his contribution to their shared work. In light of the Fluxus aesthetic, the irony of this preoccupation was not lost on Maciunas himself. Rather than try to suppress a natural tendency, Maciunas indulged himself to the point of self-parody, clearly figuring that his mania would at least be useful for clarifying, if not exemplifying, the intentions of Fluxus. Maciunas’s constant revision of nomenclatures and relationships, most especially in the intricate art-historical charts he drew up to provide Fluxus with a context of precedents, indicate a desire not to generate and enforce dogma, but to provide means by which the new Fluxist sensibility could be understood.





�. Flynt, Henry, “Concept Art,” in An Anthology, op. cit.





�. In Higgins’s Danger Music series, one score, dedicated to Maciunas, consists simply of the instruction, “Do not abide by your decision.” (Danger Music Number Thirty-Two in Higgins, Dick, foew&ombwhnw, New York: Something Else Press, 1969, p. 22).





�. Block, René, “Fluxus and Fluxism in Berlin 1964-1976,” (in) McShine, Kynaston, Berlinart 1961-1987, New York: Museum of Modern Art, 1987, pp. 64-79.





�. In conversation with the author, July 19 1987, Barrytown New York.





�. This included both maintenance of ongoing functions, such as the radio show at Shimer College, and involvement in special projects like the Esperanto Conference Friedman organized in San Diego in 1963. (Friedman had been active in the promotion of the international language, Esperanto, between 1961 and 1963, lecturing extensively on Esperanto in southern California, publishing a bulletin for the San Diego Esperanto Society, and managing America’s oldest Esperanto Book Service as its owner.)





�. Maciunas might have similarly influenced Friedman, had his own distinctive sense of design not been so spectacularly maniacal. Friedman appreciated the exquisite care Maciunas lavished on every mundane detail of every Fluxus object he fabricated, and, like other Fluxus enthusiasts, was amused and fascinated by the clever typographies Maciunas devised as visual-verbal leitmotifs for various Fluxus participants. But Friedman readily saw how impractical these were in the realm of more generalized, wider-circulation publishing. Maciunas’s terseness, intimacy and elabo�rate wit recur time and again in Friedman’s handmade objects and drawings, but in wider-circulation media, from books to periodicals to commercially marketed objects, Friedman harks back to his work at the Something Else Press.





�.By time Friedman met Maciunas, the Fluxus mastermind was extending his quasi-anarchist social beliefs beyond art and into life -- at least the artist’s life. Maciunas was going around the warehouse district buying up buildings and then transferring ownership to owner-resident cooperatives. Under the rubric of Fluxus, then, Maciunas pioneered loft co-oping in SoHo. Of course, a number of Fluxus artists were involved in these co-ops. Other Fluxus artists -- Higgins and Alison Knowles among them -- had been among those living in the Canal Street area even earlier, but had fled the frequently unsafe conditions and constant danger of eviction by the New York City Housing Authority. [For an extensive discussion of the Fluxus role in the establishment of SoHo, see Frank, Peter, “Fluxus in New York,” (in) Block, René, ed., SoHo -- Downtown Manhattan: SoHo, West Berlin: Akademie der Künste, 1976, pp. 151-179.]





�. Friedman presented three exhibitions. The first was of the second Fluxkit (a boxed assembly compiled by Maciunas of objects designed by various Fluxus artists) in a mammoth suitcase version created specifically for exhibition. The second was Friedman’s own Dark Mirror, a realization of his event with a score that reads: “In a white, well-lit room, create a mirrored floor by applying black enamel glossy paint to the floor, sand, buff, and re-paint, repeating the action until the floor is an almost entirely re�flective surface. Subdue the lighting.” [Friedman, Ken, Events, edited with an introduction by Peter Frank, New York: Jaap Riet�man, Inc., 1985, p. 65.] The last exhibit was of Fluxus furniture by, among others, Daniel Spoerri, Bob Watts, Emmett Williams, Alison Knowles, and Takako Saito.





�. The Berkeley space, the only one given a name more elaborate than “Fluxhouse,” was called the Berkeley Fluxus Center. Friedman lived in Berkeley while he audited classes at the Graduate Theological Union’s Starr King School for the Ministry in 1970.





�. Friedman maintained his involvement with Liberal Religious Youth and other Unitarian organizations throughout his stay in the Bay Area, often organizing performance presentations and festivals as celebratory events, rituals and even sermons.





�. Jeff Berner was also actively promulgating Fluxus, concrete poetry, and intermedia in the Bay Area at this time. Some early miscommunication prevented Berner and Friedman from co-operating, but Friedman has always recognized Berner as a like-minded artist and “one of the major preachers of the avant-garde gospel to the American West.” [in conversation, New York, October 17 1987]





�. “In 1972,” Michael Crane has written, “[Friedman] published the International Contact List of the Arts, containing some 1400 names of artists and interested individuals. Revised many times, this list has included as many as 5000 names and addresses and was used along the [mail art] network to expand its audience and potential users. In the early to mid 1970s, most correspondence exhibitions drew from this list and complementary lists such as those of Image Bank and International Artists Cooperation. Friedman’s list was used in the early formative stages by such magazines as File, Flash Art, and Art Diary....”





[Crane, Michael, “The Origins of Correspondence Art,” (in) Crane and Stofflet, Mary, Correspondence Art, San Francisco: Contemporary Arts Press, 1984, p. 90.] The Toronto-based File Magazine’s list and collation of other information, modeled on Image Bank and Fluxus West, ultimately became Art Metropole, the most extensive distributor of source material on new art in North America.





�. The 1967 event entitled Chair reads, “Mail a chair.” In Events Friedman has written that the event was “[f]irst performed by mailing chairs and stools whole. When postal regulations changed, requiring smaller sizes, the chairs were disassembled and mailed in fragments. The chairs and pieces were always mailed unwrapped, with address and postage affixed directly to the surface.” [Friedman, op. cit., p. 85.] 





�. “Friedman’s individual mailings,” Crane attests, “include discarded three-dimensional objects such as socks, shoes, plastic lemons, bottles, keys, painted boards, and guitar necks... Some�times these objects are gessoed to receive cryptic images and messages drawn with ink. Other times they are sent raw... The most famous of the object correspondences is Sock of the Month Club, co-founded and co-run with Fletcher Copp since 1970. The series consisted of a sometimes yearly mailing of used socks along with printed information detailing who or what each mailing eulogized, for example, Chairman Mao or Elvis Presley....





“In publishing,” Crane continues, “Friedman is partially responsible for initiating a form that eventually became known as the ‘dadazine.’ In 1971, he founded and edited the first twelve issues of The New York Correspondence School Weekly Breeder. Ken Friedman is the only critic of mail art who continues to participate. He challenges by setting standards to push correspondence art in a direction where the network’s potentials can be realized beyond an occasional atmosphere of pen-pal or mutual admiration activity.” [Crane, op. cit., p. 93.]





�. ibid., p. 90.





�. Friedman did manage to mount one exhibition, A Small Show, comprised of intimate and tabletop objects by the many artists whose work had been shown at Fluxus West. Nam June Paik also commissioned Friedman at this time to write Paik’s Third Symphony [cf. entry for Paik, Nam June, in Slonimsky, Nicolas, ed., Baker’s Biographical Dictionary of Music, New York: G. Schirmer and Sons, 1971, 1979.]





�. Maciunas, himself influenced as an architectural student by the radical simplicity of Shaker design, worked long and lovingly on the room-filling storage installation, crafting its elements from the same kinds of richly-grained wood as the house and its furniture were made. Not long thereafter, Maciunas -- hounded by the New York City Housing Authority for his unlicensed and unsupervised development of loft co-ops in SoHo -- left Manhattan for a farmstead down the road from Jean Brown. 





�. The history of the Fluxshoe from the time of Mayor’s appointment through the end of the tour is detailed in: Anderson, Simon. Reflux Action. Doctoral dissertation. London: Royal College of Art, 1988.





�. Mayor, David, Fluxshoe, Cullompton, Devon: Beau Geste Press, 1972, p. 3.





�. In his letter to Mayor, reproduced in the Fluxshoe catalogue [ibid, p. 69], Maciunas drily cautions that, of the “list of people who have indicated they would participate in some way[,] 90% of the names have had no connection with Fluxus whatsoever, in fact many like Carolee Schneemann is [sic] doing very neo-baroque style happenings which are exact opposite of flux haiku style events.” Still, Mayor subscribed to Friedman’s inclusivist attitude. As Mayor wrote in the catalogue introduction, “Exhibiting Fluxus is not new; in 1970-71, Dr. Hanns Sohm and Harald Szeemann organized Happening und Fluxus in Cologne and Stuttgart. Though it was attended by some flux people like Dick Higgins, Addi Køpcke, and Tomas Schmit, it suffered from its documentary rigidity.... [T]he Shoe is the first comprehensive effort to present a retrospective as well as a prospective of flux and similar undertaken in England.” [ibid., p. 5]





�. Ravicz, Marilyn Ekdahl, “Ken Friedman -- Totalkunst,” in Ken Friedman at the Slocumb Gallery, Johnson City: East Tennessee State University, 1975, unpaginated.





�. These included Copenhagen and Berlin (1973), Geneva, Buenos Aires, and Poznan (Poland) (1974), Budapest, Milan, Aalst (Belgium), and Lund (Sweden) (1975), Finsterwolde (Netherlands) (1977), Amsterdam and Parma (Italy) (1979). Friedman himself did not travel overseas until early 1986.





�. This discussion of Friedman’s events is adapted from my introduction to Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, pp. i-v.





�. Flynt, Henry, “Concept Art,” in An Anthology, op. cit.





�. in Brecht, George, Water Yam, New York: Fluxus, 1964





�. in Watts, Robert, Robert Watts, New York: Fluxus, 1964





�. in Higgins, Dick, Jefferson’s Birthday/Postface, op.cit., and foew&ombwhnw, New York: Something Else Press, 1969





�. in e.g. Filliou, Robert, and George Brecht, Games at the Cedil�la, or the Cedilla Takes Off, New York: Something Else Press, 1967.





�. in Knowles, Alison, by Alison Knowles, New York: Something Else Press (Great Bear Pamphlets), 1964





�. in Hendricks, Geoffrey and Bici (Forbes), Black Thumb Summer Institute of Special Studies, New York: Black Thumb Press, 1966 





�. Ono, Yoko, Grapefruit, Tokyo: Wunternaum Press, 1964. Reprinted New York: Simon and Schuster, 1970.





�. The only other artist creating and realizing proposal pieces with such a humanistic emphasis is Allan Kaprow. The role of the terse written instructions in Kaprow’s activities, however, is rather more peripheral than in Friedman’s. The diction, the page formatting, and even the exhibitability of Friedman’s events as written scores strongly implies that they suffice as read; Kaprow’s lines of instruction, when exhibited or published, have until now invariably been accompanied with documentation of their (usually initial) realization, suggesting that for Kaprow the lines alone do not suffice.





�. “Acquire a Japanese scroll. Keep it in a blank state. After a minimum of ten years, or on the death of the performer, inscribe the name of the performer, the date of acquisition and the date at the time of acquisition. The performance continues until the scroll is filled with inscriptions.” [Friedman, Ken, Events, op. cit., p. 6.]





�. “Lose tools or useful objects”; “Mail to friends, people chosen by random processes, or other groupings of individuals, 10,000 objects, papers, events, etc., over the span of a predetermined time.” [op.cit., pp. 172, 162.]





�. “On the first day of Spring, go unnanounced to a public monu�ment. Clean it thoroughly.” [op.cit., p. 1.] 





�. “Everyone runs in a large circle, accompanied by a strong rhythm. On every beat, all whoop or yell in unison. May also jump or raise arms to keep time.” [op.cit., p. 12.]





�. ‘Eat hot peppers and pickled foods of spicy nature.’ [op.cit., p. 129.]





�. “As many people as possible jam into a cage or designated area in the time of one minute. Ten seconds pass in position. During another minute, everyone disperses rapidly.” [op.cit., p. 95.]





�. “Cause an event to be performed to a friend with no explana�tion.” [in catalogue to Events, New York: Institute for Art and Urban Resources at P. S. 1, 1980, n.p.





�. “Load a car with people. Drive to a bus stop. One performer leans out of the car window to ask someone waiting at the stop, ‘Do the cross-town buses run all night?’ All the others then lean out, singing, ‘Doo-dah! Doo-dah!’” [Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 34.]





�. “Conduct a large crowd of people to the house of a stranger. Knock on the door. When someone opens the door, the crowd cheers and applauds vigorously. All depart silently.” [op.cit., p. 21.]





�. e.g. “Dress as badly as possible. Wear surplus clothes, tattered shoes and an old hat. Go to an elegant restaurant. Behave with dignity and exquisite decorum. Request a fine table. Tip the maitre d’hote well, and take a seat. Order a glass of water. Tip the waiters, the busboy and staff lavishly, then depart.” (1964) [op.cit., p. 13.]





�. “Someone sneezes. A year later, send a postcard reading: ‘Gesundheit!’.” [op.cit., p. 19.]





�. “The sound of one shoe tapping.” [op.cit., p. 53.]





�. e.g. Fruit Sonata (1963), which reads, “Play baseball with fruit.” [op.cit., p. 9.] 





�. “Each member of the audience shakes hands with those within reach”; “The audience walks around the hall slowly. As the walk�ing proceeds, each person shakes hands with everyone else. Every�one slowly proceeds around the room, exchanging firm handshakes”; “The audience goes around very fast, running, grabbing, touching and shaking hands at a fast pace.” [op.cit., pp. 96-98.]





�. “Jesus Saves but Moses Invests.” (first version, 1964)





“Jesus Saves; Moses Invests; but Buddha Pays Dividends.” (second version, 1966) [first two versions unpublished]





“Jesus saves, Moses Invests, Buddha pays dividends. The Church of the Holy Mackerel Gives split stock.” [(third version, 1967), in Friedman, Ken, Events, New York: Institute for Art and Urban Resources at P.S. 1, 1980, n. p.]





�. “A group of performers dress up as soldiers of fortune and adventurers. In one group or several teams, the performers deploy on foot or in vehicles through an urban area, staging mock bat�tles. From time to time, a parade or victory celebration may take place, at which time, performers chant the slogan, ‘Come the revolution and we’ll all be revolting!’” [Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 26 (given alternate title, Come Ze Revolution)]





�. The poem consists entirely of that pun [op.cit., p. 60]





�. The Glottal Stomp [op.cit., p. 25]





�. “Which is the dribbler and/ which is the dribbled?” [op.cit., p. 28]





�. “A performer becomes Ben Vautier for a period of time.” [op.cit., p. 113]





�. “Alioto. Mr. Moto. Charles de Gaulle. Henri Bolle.” [op.cit., p. 113]





�. “Hmmmmmmmmmmmmmmmnmnmnmnmmmmmm.


 MMmmmmmmmmmnmnMMnnNNNnnhhmnmnm.


 HmmmmmmmmmmnmnmnmMMmmmmmmmmMMMm.


 HMnmHhhmnmnmnmhmnnmnmnmmmmmmmmmmm.”





[Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 43; alternate version, p. 90]





�. “She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her./ She./ Her.” [op.cit., p. 44]





�. “A large doorway is placed on a street corner, posted with a sign reading, FLUXUS THEATER. Admission 25 cents.” [op.cit., p. 67]





�. “A book of night letter telegrams entitled Fol de Nuit.” [in Friedman, op. cit., New York: Institute for Art and Urban Resources at P. S. 1, 1980]





�. The instructive text to ‘One/Two’ reads:





 “[A card or page inscribed on the obverse:]


 Side One


 [and on the reverse:]


 Side Two.”





[Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 37] 





The text to Citizen’s Card reads:





 “[A card imprinted:]





 Carry this card with you at all times.”





[Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 174]





�. “All the [Fluxus] artists’ performance works are touched with a casual, intimate attitude running between the loose and free gesture which can become painterly to the austere beauty of the tea ceremony. There is a certain use of props and objects characterizing much Fluxus performance in which the object is lodged halfway between sculpture and prop, able to function as both. Much Fluxus performance is, in fact, a sort of Theater of the Object.” [Friedman, Ken, “Fluxus: The Exquisite Corpse Stirs,” Performance Art , vol. 1, nr. 1, Spring 1979. p. 20]





�. These are illustrated and described in the various volumes of Hendricks, Jon, ed., Fluxus etc.: The Gilbert and Lila Silverman Collection, including the initial volume [Bloomfield Hills Michi�gan: Cranbrook Academy of Art, 1982, pp. 112-114] and Addenda I [New York: Ink &, 1983, pp. 44-45]. In 1988 Harry N. Abrams, Inc., published Hendricks’s authoritative Codex Fluxus, based on the Silverman Collection holdings. It includes a chapter on the many Friedman objects planned and published by Maciunas.





�. in Friedman, Ken, Works at Emily Harvey, New York: Emily Harvey Gallery, 1987, n. p.





�. Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 162





�. Ken Friedman: Events. New York: Jaap Rietman, Inc., 1985, p. 172





�. Friedman conceived of the project while working toward his doctoral degree. In August of 1976 he was awarded his Ph.D. and took the idea that became UMI Research Press to University Microfilms International, then a subsidiary of the Xerox Corporation.





�. Thanks to Friedman’s careful attention to market development, this proved to be one of the most successful launches in the history of art publishing. Unlike most editors, Friedman maintained a major role in the business side of Art Express during his entire time with the magazine. The name Art Express, incidentally, was suggested by the artists Newton and Helen Harrison, longtime friends and colleagues of Friedman’s.





�. Friedman’s editorial papers and much historical material on Art Express is now housed at the University of Iowa.





�. For much of the newsletter’s three-year existence the art market was threatened with a slump, brought on by the recession of 1982. The slump, as ‘The Art Market in a Troubled Economy’ [vol. I, number 3, pp. 1-4] predicted and several auction anal�yses proved, was real. But Friedman’s analysis also showed it to be rather less profound than had been feared. Two articles [vol. II, numbers 1 & 2, pp. 1-3 both numbers] debunked the then-prevalent ballyhoo about investing in contemporary art, conclud�ing in effect that the only investors who could make significant money in the contemporary art market were dealers themselves. In several of its “Art Futures,” however, The Art Economist advised collectors that purchasing the artwork of, among others, Mark Tansey, Betty Woodman, and Rodney Alan Greenblat was highly advisable -- not so much because the resale value would treble, but because prices on those artists’ pieces generally would become a lot steeper. The advice was offered not to quick-change investors, but to art-hungry collectors who could use a good bargain.





�. The abbreviated issues of the newsletter’s last year [vol. 4, Nos. 20-25] offered little by way of market figures and analyses, containing instead only Friedman’s observative and analytical essays on art-world events. These commentaries ranged far beyond the economics of art -- with the important exception of ‘The Art Magazine of 1995’ [vol. 4, No. 22-24], a transcript of Friedman’s speech before an art criticism conference in Houston predicting and prescribing the future of art periodicals -- but they allowed Friedman to muse on the moral concerns which had preoccupied him in his youth, and which he still felt were at the basis of proper behavior, in the art world and out.


�. Friedman’s expertise in economics and art is still sought by museums, foundations, and private concerns. He occasionally accepts clients for ventures he finds especially interesting or challenging.





�. According to Dick Higgins, “Friedman stays close to life and, every few years (or is it every few days?) gives up art forever. But as a confirmed life-watcher, he keeps having to share his notions and so, every few years (or is it every few days?) we get another Friedmanwork in whatever medium he had just announced he had given up. He produces because he has to share, not because it’s professionally necessary. The result is, as a result, tho�roughly professional, but that’s another kind of paradox.” [Hig�gins, Dick, “Ken Friedman...” in Ken Friedman: Works at Emily Harvey, New York: Emily Harvey Gallery, 1987, p. 3.]





�. Conversation with the artist, June 5 1987, Helsinki.





�. In conversation, June 5 1987, Helsinki.





�. In conversation, June 5 1987, Helsinki.





�. Friedman himself felt that mass production was the key to his intention. In 1988, a well-known art dealer invited him to make signed, limited editions in porcelain with no intention of expanding them into the mass production. After a number of discussions, Friedman reluctantly declined. He would have loved to make the objects, he said, but making expensive prints on ceramic was the opposite of his intention at Arabia. He preferred to work on an approach that would successfully merge art and industry. “It no longer seems appropriate,” he said, “for Fluxus to mimic industrial methods while producing limited edition art.” Friedman does make multiples, as all Fluxus artists do. His multiples are statements in their own right, exactly what they seem to be rather than art works pretending to be something else.





�. In a letter to Dick Higgins, dated September 12, 1987, Friedman writes, “It seems to me now that a certain clear, programmatic style in Fluxus, very minimal and austere, can be seen as one generation. That would be La Monte Young, Yoko Ono, Jackson Mac Low, Eric Andersen, Alison Knowles, and some of the aspects of your work, of Brecht, of Watts. It’s clear to me now that was the first Fluxism, what you’ve identified in the 9 criteria as minimalism.





“There is another Fluxism, the Fluxism of the social gospel. In this, I see Knizak, Beuys, Vostell, the Maciunas of George’s actions (rather than George’s artistic production theories), and some of the others, me, too, who came later.





“Suddenly I understand why, for... some of the others, Fluxus is only that first grouping of a dozen or so people who went on the first concerts. That style and tone of Fluxus is very different from the other. I felt the evolution of Fluxus fell into a chronological pattern --with people joining from 1962 all the way through 1967, then a gap before the next cycle of new members. Now I see one can make a split between the first Fluxus, the minimalist tradition, and the next, a tradition of social practice in which the work was far less clearly defined by a concern for minimal style. That Fluxus was often somewhat expressionistic, highly experimental, placing greater value on trying all sorts of approaches to the world to see what would work. ....





“And I see where my approach, even though I spent so much time working to present people’s work and further the several views of Fluxus and Fluxism, was mysterious, incomprehensible and even liable to engender suspicion in some whose sense of Fluxus as a minimalist, private enterprise was particularly strong.”





Friedman has also defined the different approaches to Fluxus as resembling those of the different modes of Zen Buddhism. In a recent note [October 30 1987] he observed that, “while some Zen Buddhists were hermetic in their approach, traveling mission�aries like myself took Zen from India to China and from China to Japan.”





�. In the “Social Fluxus” chapter of his essay, “Explaining Fluxus,” Friedman avers that “[t]he real promise of Fluxus lies in its social humanism. The lightness, the humor of Fluxus, the refusal to obey rules in making art were never ends in them�selves, but part of the willingness to let art be part of the life of the mind and of the entire human nature.” [Friedman, Ken, “Explaining Fluxus,” White Walls, nr. 16 (Spring 1987), p. 20.] And in a manifesto written for the Fluxus Workshop at Arabia entitled “Fluxus Principles of Art and Design.” Friedman declares that





1





Motifs are drawn from history, from text and from human events. These are the prime sources of Fluxus.





2 


 


Visual culture is the translation or repetition of meaning in visual form. It is culture in an anthropological sense.





3





An object that has useful meaning can be a work of art.





4





There is no boundary between art and life.





5





High art is dead when it rejects or excludes human experience.





6





The avant-garde is dead when it rejects or excludes human experience.





[Friedman, Ken, Fluxus Principles of Art and Design, Helsinki: Oy Wärtsilä Ab Arabia, Fluxus Workshop, 1987, p. 1]





�. Friedman, Ken, “On Fluxus,” Flash Art, nr. 84-85 (Oct-Nov 1978), p. 30.








