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Chapter 1. Experimental poetry as an expanded field of exchange. Connections
between Czechoslovakia, Spain and Italy (1965-1979)

ualquic 4y
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Fig. 1.1. “Poesia visual, fonica, espacial y concreta”, invitation to the exhibition.
Zaragoza, Sociedad Dante Alighieri, 18-24 November 1965.
Source: Web Archive of José Antonio Caceres.
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Fig. 1.2. “Poesia visual, fonica, espacial y concreta”, exhibition catalogue (selected pages).
Madrid, Galeria Juana Mordo, June 1966.
Source: Collection and Archive of Jifi Valoch, Moravian Gallery Brno.



semana poesia
de vanguardia

galeria barandiaran

productora de exposici de arte compuesto, bengoechea, 4 san sebastian ¢ septiembre 1966

se inaugurara el dia 3, a las 19,30 h , con una confer del poeta julio campal

hemos visto en la semana anterior cémo la poesia concreta inicia y desarrolla la actividad
poética de las nuevas vanguardias, preparando el campo para una sensibilidad nueva en
poesia. ahora bien, los logros y las conquistas no se detienen. poetas cinéticos, semidticos,
experimentales, independientes, materialistas, contintan la labor realizada con una

confianza y una seguridad en su tarea imposible de comprender sin la obra de las escuelas
anteriores. sin embargo, la delimitacién entre unos y otros no es todavia suficientemente
clara. los poetas en particular, realizan obras penetradas de la vida actual, reciben
influencias, se entremezclan, varian de linea de conducta, se afirman o se renuevan. cada uno
prosigue el camino que le dicta su propia autenticidad, adaptandose, como decia machado:
«seguir la ley de la vida [ que es vivir como se pueday». por esto, en esta primera
clasificacion de la nueva poesia arriesgamos tropezar con la incomprension, contra el

gesto atropellado y brusco del que no quiere entender. no importa. otros trabajadores
vendran después. después de la creacidn, el orden clasificatorio. sumergido yo mismo

en las nuevas tendencias como poeta comprometido con su época (ahora 1966), teniendo
casi al dia entre las manos las obras producidas mas recientemente, comprendo
perfectamente que carecemos de perspectiva para un juicio histérico definitivo. se trata de
exponer, de presentar, de comunicarnos con un pablico atento que crece hoy dia tan rapidamente
como nosotros. la importancia de una presentacién en forma de dos semanas, se entiende
ahora con claridad. el pablico distinguira como nosotros dos posturas, dos estilos
estrechamente relacionados entre si que constituyen en conjunto la poesia mas

actual. esta exposicién sera completada con audicién de poemas magnetofénicos en
sesiones especiales, comentadas. queremos contribuir con todo ello a una labor de creacién,
cultura e informacion cada dia mas necesarias, en la medida en que la rapidez de la vida,

las exigencias de la técnica, la velocidad de las comunicaciones exigen de nosotros

romper viejos moldes que nos impiden marchar al ritmo histérico de nuestro tiempo.

julio campal

Fig. 1.3. “Semana de poesia de vanguardia”, exhibition catalogue (selected pages).
San Sebastian, Galeria Barandiaran, September 1966.

Source: Collection and Archive of Jifi Valoch, Moravian Gallery Brno.
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Fig. 1.4. Jiti Valoch (left), untitled work, in Rotor Internacional de Concordancia de las Artes,
exhibition catalogue (Madrid: Publicaciones Espafiolas, Col. Cuadernos de Arte, 1967).
Source: Collection and Archive of Jifi Valoch, Moravian Gallery Brno.
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Fig. 1.5. Jifi Valoch, Hommage to Vietnam, 1966. Poster published by Openings Press, Woodchester.
Source: Fondazione Bonotto.



Fig. 1.6. Milan Grygar, Acoustic Drawing (Akustickd kresba), 1969. Source: National Gallery Prague,
“Studijni material k vystavé. Milan Grygar”, exhibition leaflet, 2019.

Jiri valoch
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Arturo tAmayo
maxrio lavista

Fig. 1.7. Revista Sonda (Madrid), issue 5, April 1969. Source: Collection and Archive of Jifi Valoch,
Moravian Gallery Brno.
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Fig. 1.8. Jiti Valoch, Hommage to Juan Hidalgo & All Zaj Friends, multiple on paper, 1968.

Source: Fondazione Bonotto.
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Fig. 1.9. Ramiro Cortés / zaj, ZUJ (Three Elements), multiple on paper (3 pieces), 1968.

Source: Fondazione Bonotto
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organised by j« valoch (ocasy) and onrregz (italy)
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them saying (please) you had the adiress from me (&a many of these people,

ag totino, aspatolas, isgrd, verdi... have been many times very king with me

i'd like them to kmow the invitation is coming from you and me.) thalkik.

about my four worke, i am pleased you liked them: plesse keosp them for
T00L EFC, ITALY sxpmxX exibition and afterwards, ir you like, you oan

have them four for yourself.

it will not ba printed anymore as the publishar has too many

ting to j« kolar to let him know
é
i-obsll prepare TOOLS within Sept. 15: unfortunately i hewno moneys
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4 hope %o receive soem news from you (you can write 40 nll in french; if

in english, 4 put it in italisn snd i send
1% to svarybody. ok?)

X L e Kmow Lbout Ml cafilopu —

Fig. 1.10. Ugo Carrega to Jitfi Valoch, letter dated 5 July 1967. Source: Collection and Archive of Jiti
Valoch, Moravian Gallery Brno.
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dvaciiéhoiostéholedna-dvacitéhotfetihodnora 1969 ob& vystavy xahaji 26.ledna 1969 v 10 hodin dopoledne |iFl valoch

Fig. 1.11. “Tool etc. Poesia visiva italiana”, invitation to the exhibition organised by Jifi Valoch and
Ugo Carrega. Jihlava, 26 January-23 February 1969. Source: Collection and Archive of Jifi Valoch,
Moravian Gallery Brno.
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Fig. 1.12. “Tool etc. Poesia visiva italiana”, exhibition catalogue published by Jifi Valoch and Ugo
Carrega. Jihlava, 26 January-23 February 1969. Source: Collection and Archive of Jifi Valoch,
Moravian Gallery Brno.
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Fig. 1.13. Karnhoval (Carnevale deli artisti). Poster. 13 to 18 February 1969, Rieti, Italy. Source:
Format Rieti, website.



Fig. 1.14. Ugo Carrega, Per il Karnhoval in Villa (selected pages), 1969. Cyclostyle booklet, self-
publication. Source: Iberlibro (web).

T

Fig. 1.15. MEC, no. 2, April 1972. Cover and page with contributions from Jiti Valoch and Fernando
Millan. Source: Collection and Archive of Jifi Valoch, Moravian Gallery Brno.
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cantazione ed all‘elogio dells « morte «, alla
classe. ; v
La riaffermazione di un vecchio concetto per cui I'uomo di cultura & al di fuori de
mischia, viene nmn.mrwummmi-%q_‘
lia, Il cul unico scopo & di una di tpo .

Fig. 1.16. MEC, no. 2, April 1972. Message from the Lega Marxista-Leninista d’Italia.
Source: Collection and Archive of Jifi Valoch, Moravian Gallery Brno.

Fig. 1.17. Jiti Valoch, Mini poems, 1970. Contribution to Lotta Poetica 3, August 1971, Sarenco and
Paul de Vree, eds. Source: Capti.it.



alain arias misson/1971/public poem

Fig. 1.18. Alain Arias Misson, Public poem, 1971. Contribution to Lotta Poetica 3, August 1971,
Sarenco and Paul de Vree, eds. Source: Capti.it.

Fig. 1.19. Jifi Valoch, Memory, 1974. Source: Fondazione Bonotto.
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tia powtes ©

sarenco & paul de vree 1971
les poétes a la mer

ipoeti al mare

foto degli autori

public poem

Fig. 1.20. Sarenco and Paul de Vree, Les poétes a la mer, public poem, 1971. Published in Lotta
Poetica 3, August 1971, Sarenco and Paul de Vree, eds. Source: Capti.it.

MERCAI@®
DEL SALE | JIRI VALOCH

VIA BORGONUOVO 20
20121 MILANO
TELEFONO 02-652567

"relations"

1- 31 DICEMBRE
INAUGURAZIONE GIOV. 1
ORE 18

Fig. 1.21. Invitation Jifi Valoch’s personal exhibition “Relations”, curated by Ugo Carrega. Mercato del
Sale, Milan, 1977. Source: Collection and Archive of Jiti Valoch, Moravian Gallery Brno.
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Fig. 1.22. Jiti Valoch, Relations exercise, 1976-1977. Source: Galerie aKonzept, Berlin (web).
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Chapter 2. A transnational community in resistance? Attempts to raise a Third
Front (1977-1975)

Reavasto!
shié par

ders Borow

GUD & B 30 D07

Fig. 2.1. Wiodzimierz Borowski, Jan Swidzinski and Krzysztof Wodiczko, Ekspozycja jdenej pracy /
Exposition d’un travail [Exhibition/exposure of a same work], action and photographs, (1972).
Catalogue, Galeria Adres, May 1972. Source: Lomholt Mail Art Archive (web).

Fig. 2.2. “Contextual Art” exhibition, S:t Petri Gallery, Lund, 1976. From left to right: Lech Mrozek,
Henryk Gajewski, Romuald Kutera. On the floor: Jan Swidzinski. Source: mikehoolboom.com.
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Fig. 2.3 Anna Kutera, Presentation, documentation from performance, Gdansk, 1975. Photographs by
Romuald Kutera. Source: http://tranzit.org/exhibitionarchive/ewa-malgorzata-tatar-is-wyspa-anna-
kutera-the-introduction/.

1. SWIDZINSKI

: ‘ o

Fig. 2.4. Jan Swidzinski in the exhibition “Contextual Art” with his works in the back, S:t Petri Gallery,
Lund, 1976. Source: Zeszyty Artystyczne, 1(32)2018. http://za.uap.edu.pl/wp-content/uploads/2019/03/
Zeszyty-32_WEB.pdf.
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Fig. 2.5. Amerigo Marras speaking at the Toronto symposium on Contextual Art, CEAC, Toronto, 10
to 12 November 1976. Photograph courtesy of Anna Kutera.

Fig. 2.6. Participants to the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12
November 1976. From left to right: Sarah Charlesworth, Hervé Fischer, Amerigo Marras, Jan
Swidzinski, Joseph Kosuth, Jo-Anne Birnie Danzker. Photograph courtesy of Anna Kutera.
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Fig. 2.7. Participants to the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12
November 1976. From left to right: Anthony McCall, Hervé Fischer, unidentified, Sarah Charlesworth,
Jan Swidzinski, Joseph Kosuth. Photograph courtesy of Anna Kutera.

Fig. 2.8. Participants in the Toronto symposium on Contextual Art, CEAC, Toronto, 10 to 12
November 1976. Anna Kutera and Joseph Kosuth. Photograph courtesy of Anna Kutera.

16



COLLECTIF
D'ART
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Fig. 2.9. The Collectif d’Art Sociologique (Hervé Fischer, Fred Forest and Jean-Paul Thénot), 1976.
Source: http://www.fredforest.website/wp-content/uploads/2018/02/Dossier-de-presse-Fred-Forest-
pact-2017.pdf

COLLECTIF D'ART SOCIOLOGIQUE

Nous avons décidé de constituer un COLLECTIF D'ART SOCIOLOGIQUE
qui puisse § comme une d'occucil et de trovoil pour tous
ceux dont la recherche ot lo p isth ont pour théme fondomentol
le fait sociologique et le lien 'nln l'ort et lo seciété.

Le COLLECTIF D'ART SOCIOLOGIQUE constate I'opporition d'une nou-
velle sensibilité ou domné social, liée ou processus de mossification, Les codres
octuels do cette sensibilité ne somt plus ceux du ropport de Ihomme indivi-
duolisé ou monde, mois ceux du ropport de 'homme & lo société qui le produit,

Le COLLECTIF D'ART SOCIOLOGIQUE choisit pour théme de son trovail
lo mise en évid des foits logh globoux ainsi que I'élaboration d'une
théarie sociologique de l'art.

il recourt fondomontalement & lo théorie et oux méthodes des sciences
humaines. Il veut aussi, por sa protique, créer un chomp dlinvestigotion ot
d'oxpérience pour lo théorie sociologique.

Il fait opporaitre un théme nouveou dons I'i:muu de lort, celui de
lo qui oussi uno prot

Le co«.ucm D'ART SOCIOLOGIQUE prend en compte les attitudes

déol des publics Is il s'odresse ot recourt oux méthodes de I'oni-
lunon de l'enquite et de lo pédagogie.

HERVE FISCHER, FRED FOREST, JEAN-PAUL THENOT
Poris, le 7 octobre 1974

Fig. 2.10 First Manifesto of the Collectif d’Art Sociologique, dated 7 October 1974 and published in
Le Monde, 10 October 1974. Source: Bibliothéque Kandinsky/MNAM Paris.
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Fig. 2.11. “Video and sociological art”, exhibition view, Galeria Wspotczesna, Warsaw, 1975.

Photograph courtesy of Hervé Fischer.

KLUB MIEDZYNARODOWEJ PRASY I KSIAZKI

GALERiA WHPOLCZENNA

Warszawa, Pl. Zwycigstwa 9

uprzejmie zaprasza na wernisaz wystawy
FORMY AKTYWHOSCI ARTYSTYCZNE]

BORGEAUD Francja
CLAREBOUDT Francja
FISCHER Francja
GROH RFN
HUBERT Francja
KAWIAK Polska
MARIN Kolumbia

PINEAU Francja

DA ROCHA Portugalia

¢roda 19 lutego 1975 r. godz. 18 00

Fig. 2.12. Invitation to the exhibition “The Forms of Artistic Activity”, Galeria Wspodtczesna, Warsaw,
February-March 1975. Courtesy of Hervé Fischer.
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Hervé Fischer
et I’art sociologique

Fig. 2.13. Hervé Fischer, La Déchirure des oeuvres d’art, 1973. Display in the exhibition “Hervé
Fischer et I’art sociologique”, Centre Pompidou/MNAM, Paris, 2017. Photograph by the author.

Fig. 2.14. Letter from Jan Swidzinski to Hervé Fischer, undated. Fonds Hervé Fischer, Bibliothéque
Kandinsky/MNAM, Paris.

19



Eoole So(m&yf]M

] "ww;.«k\,e

9. nepatton Samidi 1L nps "
JORGE GLUSBER&- = CAYC
Ao, o Canlin it o8 ol Commboicetion,
AL B

Pk

1"1 ards

Fig. 2.15 - 2.16 Participants to the seminar at the Ecole Sociologique Interrogative in Paris, 10 to 13
May 1977. Photograph courtesy of Hervé Fischer.
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EXHIBITION

Manor Farm Library 1st ~ 5th March
Ruislip Manor Library 8th - 12th March
South Ruislip Library 15th - 20th March

RUISLIP|PETERLEE PROJECT : a series of axhibitions, discussions and events
investigating change In the lifo, work and eavironment of the poople of Ruislip
and Peter/es (a New Town in Co,Durham) from the turn of the century to the
preseat day — wad into the futere,

Fig. 2.17. Peter Dunn and Loraine Leeson, The Present Day Creates History, Ruislip, March 1977.
Source: Loraine Leeson personal website, http:/cspace.org.uk/category/archive/the-present-day-

creates-history/.

\"lo—&'q

Fig. 2.18. Peter Dunn and Loraine Leeson, The Present Day Creates History, Ruislip, March 1977,
from Control Magazine (No. 10, 1977), 7. Source: https://www.fotomuseum.ch/en/explore/still-
searching/articles/153919 production_collectives_and_skill.
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Fig. 2.19. Carrousel des attitudes, Galerie Repassage, Warsaw, 1974. From left to right: Pawet Freislar,
Emil Cie$lar, Marek Lawrynowicz, Halina Zawadzka i Ja§ Wojciechowski. Photo Elzbieta Cieslar,
courtesy of the author.
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Fig. 2.20. Diane Boadway, Journal, First Edition, 1977. Selected pages. © Diane Boadway A.O.C.A.
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Fig. 2.21. Third Front Statement, seminar at the Ecole Sociologique Interrogative in Paris, 10 to 13
May 1977. Photograph courtesy of Hervé Fischer.

Fig. 2.22. Contextual Art conference in Kazimierz nad Wisla, 24 to 26 May 1977. Source: Jan
Swidzinski’s webpage, no longer existing.s
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Anna Kutera

IS THE WORD ,WOMAN" A NOUN
OR AN ADJECTIVE ?

INTRODUCTION
The present publication has been conpiled in the Chief Statis-
sionl Office on acoount of the United Kations' declarisg the
year 1975 a3 the Intornational Womears Yesr. -
Mioman in Poland® is the mecond publication of the CSO devoted
to womenss problema, The first oma,under the saze titls,appearsd
in 1968, The present publication comtains the baais stasistical
information about the changes in She soctal position of women in
Poland which occured in the years 1960-1974.
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The timss wien the socicty wea strictly divided into men and women, the
4ivision being determined bty different rights and duties of both groups,
dafinitely belong to the past now.

Vowadays this diviaion functions snd is valid only in such branches

of moience as biology, madicine, peychology, eic., and it is also
~ansidered, for othical, legsl and vitsl reasons, by registries, law courts,
aeslth service and statistical offices.
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Womens participation in the greation and propagstion of natio-
nal culture manifests in their presence among the croators of
culturs,and sleo asong those uwarded for cutstanding acoomplish-
aanta in Polish culture and science. The,mmber of women-nenbers
a2 and ons ally in-
orenses. In 1974 the highest participstion of women was in the
propagation of the resding habif, i.e. in the Polish Associstion
of Idbrariana /67,1%/.In the Union of Folish Artists and Denign-
ars the number of woman constitues 45,88 of the total nunber
of members, in the Folish Musicians’ Asaccistion it is 59,4%, in
the Polish Jowrnalistic Assooimtion 29,1% sad in the Authoras
Apzociation "ZAIXS" 22,2%, Amoag the film pecple women conmtitu-
te 19,78,

The measure of the accompishmenta of women artists and authore
are numerous national swards givan in the last, thirty yesrs in
the field of litersture /17/, art /20/, music /14/,theasre /28/,
fila /12/,architecture /7/. Anong the euthors of the last Ihrae
decaden many women writers are regarded as classics now - it s
encugh to mention only Maris Dgbrowska, Maria Kuncewiczows, Zafia
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Fig. 2.23. - 2.24. Anna Kutera, Is the word “Woman” a noun or an adjective?, 1977. Published in
Contextual Art. Materials from the conference of Contextual Art, Lublin: Arcus Gallery, 1977, 66-69.
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Fig. 2.25. “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. From left
to right: Jan Swidzinski, Peter Dunn, Loraine Leeson, Henryk Gajewski. Photograph courtesy of

11-17 ju
warsza

Fig. 2.26. “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. From left
to right: Jan Swidzifiski, Steva Terrades, Sara Gibert, Bartomeu Cabot, Henryk Gajewski. Source: 4
I’Entorn de Neon de Suro, colleccio Rafael Tous, exh. cat. (Palma: Fundacié Pilar i Joan Mir6 a
Mallorca/Ajuntament de Palma, 1999).
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Fig. 2.27. Bartomeu Cabot, Neon de Suro a Polska, 1977. Poster created for the participation of the
conference “Art as an activity in the context of reality”, Remont Gallery, Warsaw, July 1977. Source: 4
I’Entorn de Neon de Suro, col-leccio Rafael Tous, exh. cat. (Palma: Fundacié Pilar i Joan Mir6 a
Mallorca/Ajuntament de Palma, 1999).
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Fig. 2.28. Neon de Suro, “Neon i Sverige”, April 1978. Authors: Josep Alberti, Miquel Barceld, Andreu
and Steva Terrades, Bartomeu Cabot, Damia Ferra-Pong, Sara Gibert, Mariscal and Joan Palou. Source:
Centro de Estudios y Documentacion, MACBA, Barcelona.
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Chapter 3. Criticism-Activity as an arena for dialogue and action

AcA T0oo 2

aica

VII¢ CONGRES INTERNATIONAL,
DES CRITIQUES DART

acles
E au
congres

Vaksovie-Cacotie 613 Seplemic
960

Fig. 3.1. Proceedings of the VIIth Congress of AICA in Warsaw and Krakow, Poland, from 6 to 13
September 1960. Source: Archives de la Critique d’Art, FR ACA AICAI BIB IMP002.

IART ET CRITIQUE

iActes du Xléme Congres
_ !de FALC.A.
en Tchécoslovaquie 1966

Fig. 3.2. Proceedings of the XIth Congress of AICA in Prague and Bratislava, Czechoslovakia, from 25
September to 3 October 1966. Source: Archives de la Critique d’Art, FR ACA AICAI BIB IMP00S5.
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Fig. 3.3. Jindfich Chalupecky, communication at the XIth Congress of AICA in Prague, 27 September
1966. Source: Archives Raoul-Jean Moulin, MAC VAL, MOUL.TA/001.




Fig. 3.4. Louis Aragon (left), Raoul-Jean Moulin (right), Exhibition “Hommage & Matisse”, Chatillon
des arts, 1970. Source: MAC VAL (web) © all rights reserved.

Frague 27/1X

La aéance urale du IXe Congrds international
tiques d Ist » 1 le 26 septembre, fut ouverte dans “'031‘:.
fu Palais ;.uu son du qutuor 4 cordes No 2 de Leoll Janddek,
Novék.

q

N, M. -rézo m-u-m de la section tchécoslova, K
accueillil toun lcs déléguds présents, surtout le comitd 4 A
sinel TR, 18 au-nuon de 1 alch n‘r:.ln par i 1o prof.ac *

on pnu r VO um 1ir I‘-
«wzwu?w. mm qul participent on-.h

R |

hm de 1°A M. G.C
au nom des mombres umi:o::.=”“'
ons do 1a mission ot d

Fig. 3.5. Program of the XIth Congress of AICA in Prague with handwritten annotations by Raoul-Jean
Moulin, 1966. Source: Archives Raoul-Jean Moulin, MAC VAL, MOUL.TA/001.

29



3

e £}V iragus, le 30 Janvier 1972

s=eE==- Chey Raoul,
Une information et une prierc.
I1 y « deux années, une organisation tcheque commerciale
seniofficieuse /Dflo/ organisa une exposition de la gravure
en Japon et y expoga suesi ouneloves gravures de Jan Krej¥{ et
Old¥ich Eulhéneke L.S\pgpJ€fa wainbtes fois exposfga rrague et
one les coapte parmi l.s ;lus intéressantes artistes de la jeuns
génération. Je t'ai nontré a la pallerie leurs ouvrages, ou
au moins oelies de Kulhdnek. leur art est d’origine surréaliste,
mails en comprenant 1l’iconographis de la publicité moderne /gome
merciale, politigque, pornographiques.e/, il se situe aux confins
du popart. On se souvient aussi a Hrrd. I1 résulte en images
extrémément compliquées et sxéoutdes avec une virtuosité
éblouissantes
Cem ndant un employé de 1’Ambassade tchécoslovague a Tokyo
ares sa“wé}site de lgldite sxposition signala que ces gravures
= gont selon son opinion dés"attaquos contre~-révolutionnaires.
Un longue interrogatoire suivit, pendant lequel tous les 810- 
e tistes furent arrestés;—Kré%éi'bg}entdg'mis a liberté, _f
apres un moils passé dans la prison de Ruszyh. J’étals sur qu’il
-n'en sera riens ni 1l’un ni 1l’autre ne se sont jamzis engagés
politiquement et -~ avec l’exception d’un détail minuscule d’une
gravure de Krejdi ou il citait 1’embleme qufon & vu souvent sur
les zurs de Prague en 1968, 1'étoile aux cingue points cozbinée
& avec l:.svastiéﬂe - 11 n'était dans leu§;gravurggaucude tendance
polotique soit manifeste soit caechée. Ce n'était que yor 1l’ignorans
de l%’existence de 1’art moderne gue cet eaployé de 1’Ambassade
et apres lui 1%organ du/N&nistere de 1’intéricur chargé de 1l’ine
struetion pouvaient génser qu’il faudrait lire ces gravures
¢omme des rébus et découvrir 18 solution|cachée{’et sans doute
F;aeriminsllei I1 va sans dire gu'on peut interpréter les oeuvres
de ce type indéfiniment et dens tous les sens - dont tous sont
inadéquatesge. -
¥ais a la fin il est apperu un "expert" - en réalité un
arehéologue ¢ui déja depuis des z2mndes fzit les siforts vaines

'

====pour se placer comme un ctitique d’srt - qui a reconmu agepes
1’cxanen le plug ainutieux que ces gravures sont les oeuvres des
agents contre=évolutionnuires en meme teamps que des obsédés
sexuels..s 5% la chose va au rrocureur de la Léputligue,.
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ihotos des gravures inerie

0% roseibls. /Ils ne seront
- “ 3 . 7 g 5 Fisa

vas destinées vor la javlicité!/ Nais tu vois d¢ ju que c’est une

Zans ¢e uomeant, je n'ai pas les

& ?
g enverrai le lus

)

« mindes; je te

betise €norze ... ssis gui n'est pes seulezent tros ;dnible
pour ces deux artistes /et leur feames,/ et tres inguidtante
row tous les autres /de cette maniere-ci on peut désinterpréter
iresque tout oeuvre srtistique/, nails pense aux conséquencea

internatonalessses Soljenicln¥ c*est encore un prf:sonnage poli-

thgue ou un écrivain avec les interntions :olitiofzes marqudes

- et on ne le traine pas devant les tribunsuxs et ici on veut

fuirs un proces avec deux jeunes artistes tr:s douds et abso=

lu.me"t honnetes auguels on peut reproche seulement qu'ils

sont apo@iquea... «uel scandeX menace et comme idiotl

Ce scandalg touchera aussl lea PaC. de 1'0Ouest et celle de
la ¥rance spécialement, Un scendale ggnrfaitemenit inutile,
tiais je crois qu’il drait tres fecils de le prévenir. J'esgere
qu'un mot tout a8 feit wivé d'un éerivein ou artiste communiste
franqaia dont le nom serait assez connu 2 I'rague ¢t adressé

a M. Husdk /qui n’est pas averti, je orois/ suffirsit effacer

cette affaire. Je pense a Aragon... Donne Juil, si tu veux, ua

A 1s fin de conpte. 1l ne s’agit que dg ¥ rrestigs aee§§§-: i
ques employés.de le police. I1X se sont laicsés entrainar, Je
supgonne, dans cette non-sens lamense par la cabale des artistes
définiti\v;zent ratés qui flairent une bonne ocecasicn dont ils
pourraient profite® potr calomnier tous les artistes modernes
chez nouse. :

2 Sauf Mil. KreJ&{ et Kulhdnek personne n’est informé de cette
lettre. Nous woulorf évites a tout prix un scandale rublic - les .S
articles dnas la presse, las jrotestations etecs C?ast de la
po)&jﬁ.qm /et de la politique internatibonels/ et nous ne désirons
point d'etre entaind W"' ¢e jeu. Il nous intdresse l'art - ces
deux graveurs, wcl, mes amnis z2riistes. Tu connais le¢ milieun
artvlstique de Prague. Tu a foit 4déja bezucoup de chossea pour
les artistes tchequas et slovagues. Alors, mon cher lzouls tous ,n'
nos éapérances reposent sur toi. b7

Catte fois, n’vublie sos de ne répondre gque tu a ragu cette
lottre et si tu peux FFengager.
4 tui, amicalement -

\.,"

Jind¥ich

Jindfiea Jhalupecky

Leninosvadakd 5. Praha 10

Fig. 3.6 and 3.7. Letter from Jindfich Chalupecky to Raoul-Jean Moulin, 30 January 1972. Source:
Archives Raoul-Jean Moulin, MAC VAL, MOUL.AT /007.
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Fig. 3.9. Jan Krej¢i, Angela Davis, etching, 1972. Source: The Baruch Foundation (web).
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Fig. 3.10. Ladislav Novak, Gymnastique un peu froide, Alchimage, 1967. Source: Archives Raoul-Jean
Moulin, MAC VAL, MOUL.AT /043.
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Fig. 3.11. Ladislav Novak, Alchimages et I’auteur, 1967. Source: Archives Raoul-Jean Moulin, MAC
VAL, MOUL.AT /043.

Fig. 3.12 Ladislav Novak, Versement d une ligne, Action with Vaclav Svec, undated (1970 c.). Source:
Archives Raoul-Jean Moulin, MAC VAL, MOUL.AT /043.
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Fig. 3.13. Opus International no. 9, December 1968. Special issue on Czechoslovakia, edited by
Raoul-Jean Moulin.
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adbex dty fowdemads wy o Sciewdt? G v
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- qkl»kolo d‘\)t la N“J
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) an&u s l —? ..hng..’

Fig. 3.14. Raoul-Jean Moulin, manuscript of his article “Aussi longtemps que durera cette nuit du 21
aout” published in Opus International no. 9, December 1968. Source: Archives Raoul-Jean Moulin,
MAC VAL, MOUL.TP /006.
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Fig. 3.15. Jindfich Chalupecky, article “A I’intérieur de la réalité physique”
9, December 1968. Illustration: Eva Kmentova, La femme cible, 1968.

‘Tempo zero

JINDRICH CHALUPECKY

1. Del movimento Fluxus, cosl batiez-
2 agl sl degll sl 0, s parie

alcuni smici un svvenimento al con
sempo muﬂulc, postico. e <
A

onaneo ¢ in una siuazicoe diversa
Ga queits &l Dada; & imparinlc propria
perché non ha imicasa nulla. B d'altro
conto & asalogo & Dada per malie ra-
gioni, sestimoniando came | sentiment
€ Je sdee che hammo provocalo Dida
roscing sttuali

Le arigini di Flusus peasono rivalire
ul corsi di Jobn Cage m « la compost
woee della musica sperimentale >, sny.
to alls New Sohowd for Socisl Researci
8 New Yoek el 195658, Vedismo al-
cwne focoprafie di questi corsl mel Lidret
0 di Al Hansen sugli happensogs
«larte dello spazic-eempo » (1), John
Coge, somidesie, dirige umi compost
o0e di Hamwen: gli allievi noo hanno
alirl strument] musicali che non siano
peatioli. Sooo George Brecht, Dick
. Jockson Mae Low, Allas Ka-
prow, Al Humen; neswoo di Joro &
musicista, a0 sceitton, adtisel, scien-
... Strana oxiziane m
sieale! Higgins, Hansen ¢ Kaprow

corso di

o ammenso T'importanza @i quesa in-
segnesento per loro. La gl breve e
chinru formulesione 'ha data Beecht

»son la sus vita, il suo modo di vivere,
(Caged & stwio per ni il prande

Non ers allseto ls seenicn dells <om
posizicne musiale che Cage imsegnava,
Toss'mnche » aperimentale », s s

di malto div dieciplios spi
ttentione a a1 il divenire
pertura su tto quanto accede nel
noira grande wniveso, Vamare dell'es-
were velln won imprevecibilith sovruma
na ¢ sovearazionsie. Da e discende il
principio di crualith oosl caro 8 Cape
non comporta la cadula nel eacs
primordinle, ma permetie al cantrario
di svelare Ia sruttura nascosta del
mo, E m Cage B ‘0 questo
principio. sistematicamente alla creazio-
ne dell'opers d'arte, 3 ataio s0lo per sco-
peiro quests sruttura nelle sue condi
o wpexifiche, € in questo mode fare
come ha detso, « ans sovta di sazioe
sperizntale dove cercare di vivere o (3)
Kaprow ha cosl indicato Vimportanza
i queste teeniche: « conduono alla so-
glin i cui l'esteticn, I'otica, Ja religio-
e € 1 vith pes 36 non sceo pill discer
nibill » (4]

Per Cage I'elemeato primsio & 1 tem
po. Tuttavin, ha cercato egli stoso
upplicase le soe bdee alle forme spa.
Iestote. 1052, al  Black
9e, aveva cosceplia con

nche per
4 allievt di Cage alla New Schoal, vra

¢ wpplicare | w0l meiodi per cren
Te nuocve strutture con materiafi non

B oo pit che scoprivano &
meltancamente teadenze simill vell'am
Blente degll altrl giovant artisti di New
York.

o & ln dats &) mascita del-
V'kappening — sviluppo dell'assemblig
pio & dell'enviranment mel tompa, come
I'ha definito con precisione i
vestare, Kaprow. 1 name di happening
vesme impicgato da Kaprow b '
o seguente; quello slexic anms, wu,
ge Beocht coméncia a fare uso dells p
i p:: u:ﬂgmn. « uta u[vrl(n

=3

woriale
sviluppa q\.a:u. mnu in tesi
cumsistenti di poche parole, che dove-
vano seevize o alle piccole (Baminazicnd
wnts) destinate a4 essere co-
municate al miel wmicks (3); Hansens
poce arf; Jackson Mac
gins applicano | metodi
delle casualith, il camo, ils pocsin ¢ al
teatro,

Si focma cosh alla fine deght wnni *50
» New York un movimento multiforme:
glovani musicistl ¢ poetl, astistl ¢ danza
toei o attori, s'incontrano 6 cominciano
& riercare in comune le possibilith di
fare conuenere 1a Yoro wrie. 34 tutsa in-
solita. Si ritrovano specialmente nelle
palleric Euvengeandia, come T4 Reben
Gallery, la [udson bnllr» e Xn AG Gal
7. Questa exa direttn Ma-
clunas: com lul doveva u“\uut sulls
scoma un pecvonggio che avrebbe svol-
to un raoks importante negli anni & v
nire.

2. Maciunas, organizzatore entusissts
& sempre devoto alle causa comune, fu
costretto a chindere la sun golleria ¢ 2
lasclars gli Statt Unld per IEuropa m

Germanin, Macmnm incontra § g
de 1'Action Music ¢ del décoll/age e
+i womo formsti dal 1950 intorno al co
reano Nam fune Palk e af o Wolf
presi peometfhbog
vicani s visita in Burops — fra | pe

iggine ¢ la moglie Alison
Koowles, St allineano fottl. Mac
invents il noms Flusur e comin
organizzare | Festa Fluxonum, cicli di
ruppresentarioni  shitvalmente  chisma-
. ma che rasomigliano piut

1osto, pee 1o diversith det loro program
mi. ai veochi cabarsts espressionisti €
dadisth

Macinnms comincid nel 1962 a Wies-
baden ¢ continnd ad organtzare festi

b st te sty e s s

Matave wn moswe

valis i Germasiz, Danimasce, Svezia ¢
Franciu, Parallelsmente, rappresestacin
nl similarl ma st oomi diecenti si
svalgevano « New York; la pid imper-
tante fa Yoo festival (dove wam sta
per may) cegunizzata da George Breck
e Roben
mese & maggio
di pe o ito
do, ma nel 1963 era nuovamente » New
York per consscrarsi in seguito anzitee
0 all'witivita L

Dopo l'nizio delle mnifesarionl oo
kettive del gruppo nella galleria i Ma-
clunas & New York, il composhore La
Moate Yousg riunt | majersali per fas-
dare wma rivista che avrebbe dovuto
chisnsest ssch'esa Flues, Poiché ls
a 20m fu realizzta, Young ¢ Mac

quade

Low e irsasra v intitolsso

An Amtholuge (pubb York
nel 1963), che resta il pelecipale do.

camento del movmento. Maciunas, or
sando sll'ides di una pubblicazicae re-
wolare, comincid & fare appurie ill Fiar
xus Yewbax [ prims & datato
« ultimo mon compam che
nel 1968, Wall Vouell reigees awsl
pits regolameents in Germania i quader-
ol antologici ded suo dé-colliape (dal
19621, cho divenme cosi Tomgimo i
Fluxus,

Are Amthology fu pubbBean & bucn
mercato ¢ secondo b grafica caratiert

3¢ er le su fizioni
Maciunas ba soeleo la forms

nale delln scwiola: scatols conte-
nente testl stamparl su carta, fogli vo
lanti € romali, imseme con Bilms ¢ pic-
colf ogpectl. Ben peesso 1l suo Interesse
per un'originale forma & preentarine
pronde il mprayvento e lo e edizio
ni Cavanguardia diventano sempre pid
una produzione di nismall

Nel 1964, H
fonda tms propeia casa e
mething Else Press. Cosmincla con %
pubblicarione delle wo0 composizioni
cnpagnate da
inizi di Flu
xus, PasrFave. Negh unol segoenti &
wlle stempe una bells wrie di libri yerit
G da lf e dal seol amici, insiesse con
Is meritoria riedizions delle opere di
Genrode Ma di recente Higgins
ha apedito . myviso Jistalo a et oo
conceplto:  « Samething Else Press
1964/1974 »

Nel 1970 Harald Szeemann ha orgs
nizzato o Colowia uns grande mostes &
Happewing & Flwxs. Erano esposte por
recchie ceatinala di documend, ¢ declne
di artisti potovano spprofittare dell'oc-
caslone per organizzani le loro mostre,

e

OATA ¥ 18
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in Opus International no.

1~ Apren for twglosions. 1307, |con Geos
= Maciunes)

n: Happesing & Phaxus, Kitnis
ihee 70 gormao T

Dick Higgins, A thousand spomphunies

3+ Al Hanwen
‘

Charivese Moormmmen, Cuncer! Flius

nelle purgion
Rebert Filliu.
Wolf Vostell. 5o
Flaxstep.

| lora ambiestl o happenings persamali
1l catalogo, preparato del collezionista
€ urchivist Hins Sohm, resta un modek
Liesposizione, tuttavio,
¢ mmplnn'r-m e falita. « Le amivich de

)] nto furceo in
begatlva, s non
un fallimento », ammise Szeemann, ¢ i
publblico reagh o malapens (

11 caso di Dnda si ripate fino alle
ultime consegsenze. La storis di Dada
finisce con la rpprescntazione del Re
lohe d5 Picabi nel 1924, Ma n
quelln data era glb divenuto enacranlsts
@, Dovevs possare un
v s w
riscoperta. Lo si

Jio futile © seres <onse
livece. i punle di par

peranze come pd Dads
uito da tendenze srcisti
che sroeie” granla 3k, sioges
pill disperatamente noicse. Nos % par
In plt tanto di Phxus, come non
di Dads. Ma quests 31w

" di furne wns %
iemazionale, con

i st numeroe
| & un comitato centrale,
iva nel 1964, quando
di Flaxas erans

sk brevi apparix Ls
s pits importonte di Floxs
Arthoiogy: i %i leggo
o quei temipl per Jo il scomo
i, ma ben presio divenuti impastan
Oltze w guelli gib incantrats netla
di Cage, tranne Kaprow, vi
trovano i nomi di compositori come
(-r[( Brawn, Teasi Ichiysnagi, Christian
Richard Maxficld, La Mante
n-u\. i artinti come de Marin, Mar-
riv, con le = dance coesructions », Ray
Johnson, Yok Oro, g aulori di events
come Pait. Quello che arcars p
porta & che — pel saggio di HL
Flynt — » per Ia prissa volts di
« conzetto d'arte Walter de Maria
vi propone « Art Yard », « La cour de
I'wrt », primo ssempio di quanto pits tar
di verrh chiamato « earth arts, e che
La Mante Young vi pubblica le we
composizioni dell 'anso 1960, come quek
la detla sola quis
nere a hungo e, 1) &

4l grappo. Non %o si cita mai per s
pecchd occupa due paging intere: Am
wiogy 0f Chance Operations, Cors
cep Art, AntiAnt, Indesermingcy, )

provisstion, Meaningless W

disastres, Phares of Actiors, Stories, Dia
gramz, Music, Poetry, Ewsays, Dowe

Cumstrucrions, Mathematic  Comp

A




Zaj, Walter Marchetti ¢ Juan Hidalgo, Musica per pianoforte n. 2,
1961 esecuzione di Juan Hidalgo, Galleria Multhipla, Milano, &
aprile 1975.

A sinistra: Gianni Emilio Simo-
netti, As far as here, 1966, hap-
pening.

Walter Marchetti, Los Ceros,
1969, 30 pezzi, ém. 500x80. Pro-
spect '69, Diisseldorf,

Sopra: due fasi dela performance di Joeff Hendricks alla Galleria
Multhipla Milano, giugno 1975, Foto Giorgio Colombo.

A destra: Performance di Takako Saito alla Galleria Multhipla,
Milano, giugno 1975. Foto Giorgio Colombo.
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Fig. 3.16-3.17. Jindfich Chalupecky, article “Tempo Zero”, in DATA no. 18, September-October 1975.
Reproduction of works by Dick Higgins, Al Hansen, Charlotte Moormann (from the exhibition
“Happening & Fluxus”, KoInischer Kunstverein, 1971), Walter Marchetti and Juan Hidalgo, Gianni
Emilio Simonetti, Joeff Hendricks, Takako Saito (from the Galeria Multhipla, Milan), and Walter
Marchetti (from the exhibition Prospekt *69 in Diisseldorf, 1969).
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Fig. 3.18. Jiti Kolaft, “Collages”, exhibition view. A.R.C., Paris, 11 May to 6 June 1971. Source: Musée
d’Art Moderne, Paris, Exhibition archives, MAM-ARCH-EXPO-ARC1971-JK.

Fig. 3.18. Jiti Kolat, Hommage a Otakar Brezina, un sanctuaire. (Hebdommadaire 1967), 1967. In
“Collages”, A.R.C., Paris, 11 May to 6 June 1971. Source: Musée d’Art Moderne, Paris, Exhibition
archives, MAM-ARCH-EXPO-ARC1971-JK. The same image was used for the cover of Kolar’s
monograph edited by Raoul-Jean Moulin (Ed. Bibliopus, 1973).
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Fig. 3.20. Jiri Kolar : l'arte come forma della liberta = I'art comme forme de la liberté = art as the
Jform of freedom, exhibition catalogue. Exhibition from 2 to 31 March 1972 (Milan, Galleria Schwarz,
1972).

Fig. 3.21. Jiti Kolat, Pocta Palachovi [In Hommage of Jan Palach], rollage and collage, 1969. Source:
Wikiwand-Creative Commons License.
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Fig. 3.22. Jiii Kolat, Bird sensing death, 1967. Museum Kampa, Prague. Source:
WhiteHotMagazine (web).

Fig. 3.23. Jiti Kolat, Hebdomadaire, 1970. Selection of pieces, published in Raoul-Jean Moulin, “Une
démystification de la parole et de ’image/The world and the image unveiled” in Jiri Kolar (Paris:
Georges Fall, 1973).
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Fig. 3.24. Jiti Kolaf, Lagune verte, intercalage, 1970. Published in Raoul-Jean Moulin, “Une
démystification de la parole et de I’image/The world and the image unveiled” in Jiri Kolar (Paris:
Georges Fall, 1973).
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Chapter 4. Cultural dialogue or missed encounter? Czechoslovak artists at the Pamplona
Encounters (1972)

ENCUENTROS 1972 PAMPLONA
29VI

PROPUESTAS 3 VII "CUPULA
REALIZACIONES NEUMATICA
Y MONTAJES
PLASTICOS

ANDRE ANTIN ANTUNEZ
ARNATT ART- LANGUAJE

' ~ MAN
MAROT'I?\ MAXERA METZIL
> MORRIS MUNTADAS
I NAUMAN NYST
ICA ON KAWARA
NHEIM ORENSANZ
JORDI PABLO  PAZOS
PELLEGRINO  PLAZA
PORTILLO RAMSDEN
ROCHA ROMERO RUSCHA
SALCEDO SSAURA SERRA
SCHNEIDER SMITHSON
STEMBERA TEICH TESTA
TORRES URIBURU VACCARI
VENET VALOCH VIALLAT
WEINER WOODROW
ZABALA

Fig. 4.1. Exhibition “Propuestas realizaciones y montajes plasticos” in the framework in the Encuentros de Pamplona,
1972, poster designed by José Luis Alexanco. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat. (Madrid:
ALEA, 1972).
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”HUARTEYC"s'L :
T L s, 4 et 1)

Fig. 4.2 Valle de los Caidos, billboard of the building company Huarte (date between 1942 and 1959). Unspecified
author. Source: Juan Miguel Baquero, “Qué empresas usaron a esclavos del franquismo?”, El Diario/Andalusia, online
version, 24 April 2014. https://www.eldiario.es/andalucia/empresas-usaron-esclavos-franquismo 0 251975222.html
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Fig. 4.3. Program of the Encuentros de Pamplona, 1972. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat.
(Madrid: ALEA, 1972)
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Fig. 4.4. Luis de Pablo and José-Luis Alexanco, Soledad Interrumpida, poster of the performance presentation of the
piece in the framework of the Encuentros de Pamplona, 1972. Source: Encuentros 1972 Pamplona: 26 VI-3VII, exh. cat.
(Madrid: ALEA, 1972).

Fig. 4.5. José Miguel de Prada Poole, “Clpula neumatica” (pneumatic dome), Encuentros de Pamplona, 1972.
Source: José Luis Alexanco (web).
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Fig. 4.6. Pio Guerendidin, interior of the “Cuapula neumatica” with an exhibition of photographs, Encuentros de
Pamplona, 1972.

:
i

Fig. 4.7. Eugen Brikcius, Sundial/Slunecni hodiny, Action, 1970, in Arte de sistemas, exh. cat. (Buenos Aires: Museo de
arte moderno de la Ciudad de Buenos Aires/CAYC, July 1971).
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Fig. 4.8. Jiti H. Kocman, Weather activities, including Project for a tornado on Europe (study 15) and Project for
temperature on Europe (study 9), in Arte de sistemas, exh. cat. (Buenos Aires: Museo de arte moderno de la Ciudad de
Buenos Aires/CAYC, July 1971).

Fig. 4.9. Stano Filko, 4ssociations V (1968), from the series Asocidcie/Associations (1967-1970), offset print on paper.
Source: Kontakt Collection (web).
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Fig. 4.10. Stano Filko, Asociaciones, June 1971, in Arte de sistemas, exh. cat. (Buenos Aires: Museo de arte moderno
de la Ciudad de Buenos Aires/CAYC, July 1971).
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Fig. 4.11 Stano Filko, Arte de Sistemas — EGO. 1971/C. 1980. Intervention on a page from the catalogue Art de
Sistemas with felt-tip pen. Source: Slovak National Gallery (web).

Fig. 4.12 Stano Filko, Kozmos/Cosmos (1968), pneumatic multimedia environment. Source: Slovak National Gallery
(web).
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Fig. 4.13 Stano Filko, Katedrala humanizmu/Cathedral of Humanism (1968). Installation exhibited at the Danuvius
Biennale, Bratislava, 1968. Source: webumenia.sk (web).

latin american art as such does not exist.but there exnst which are parti ly latin american and
they ge as a of its p y state
myndeaforﬂusexhnb«honhas loped as an b'ha lings and wishes for independ of the
argentine artists.
i have asked each artist to adjust to size as di ded by IRAM ( ine institute for rationalization of
matnrials) ns. 4504 and 4508. this sy , which is ic and easy to reprod did not d p at

Its from an impossibility of petition agai hnologies and ic possibilities still
out of our mch
the conflicts caused by unfair somal relations that prevail in most latin american countries show up in the
artistic area as well as in other aspects of futi such as have been found by overdeveloped
groups for their pron} t be of help in our social media.
our artists have taken conscnenee ofihe needs of our different national realities, they have given regional
answers b all the desi life which the underpnvlleged of today, the poten-

tial priviledged of TOW are for.

presentation of &
this show 'é
jorge glusberg %

Fig. 4.14 Jorge Glusberg. “Hacia un perfil del arte latinoamericano”, 1972. presentation of the show. Source: Latin
American Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte
latinoamericano”, University of lowa (web).
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Fig. 4.15 Jifi Valoch, Political concept, in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin American
Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte latinoamericano”,
University of lowa (web).

marx lenin guevara

fowr 2a30¢ations

jiri valoch B |

Fig. 4.16 Jiti Valoch, Four Associations, in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin American
Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte latinoamericano”,
University of lowa (web).
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Fig. 4.17 Jiti Valoch, do it yourself (associations), in “Hacia un perfil del arte latinoamericano”, 1972. Source: Latin
American Realities/International Solutions, reconstitution of CAYC’s exhibition “Hacia un perfil del arte
latinoamericano”, University of lowa (web).

51



Dear Jorge Glusbereg:

We are supposed to live In jthe am of mass media, But if | think of the little likeliness of the

3 public to understatd Hungreian aet;- Fget o Fitie wmcetan:

At Is supposed to be interfationil, But it is a question, whethdr we
other's way of thinking, ever! if wd know the vocabulary ard gramestical!

My further doubts: Are the artists pf the two continents really able to do
And Is art able to do something forithe future of husankind at all?

Ask the Buernos Alres public, if you can, what answers lave they
garian exhibition, Thelr positive agswer wocld mean a lot of help

On the other hand | cannot give here much help to them to unders!
left to their own devices facing the exhibited works, At most |

hand, a year later a Hungagian aptist, Harmsaty Istvdn made a
parot was controlled by a dountde-device, At certain movements |of
was opened, but it was cloged lately when the bird tried

not totlly impossible after rll.

Friendly yours,

! rian art, They will be
n give an idea to grasp, Let

I think similar analogies boLmn Argentine and Hungarlan works| coulfl be drawn , not only on the
field of experimental biocinetic aft, but in the other treads as. well, So porbaps conumumication is

can place ourselves into each
rules of a common langisige.

something for each other?

these problems from the Hun

S themestant from-the-Fact,—that-ant Argertineanist, - Luls Ahe 1970 Veactian——+
Biensale exhibited an experd | beehive of which the bees cauld Have flown out but they

-the
which every motion of a
bird, the door of the cage

Fig. 4.18 Letter from Laszlo Beke to Glusberg, Hungria 74, exh. cat. (Buenos Aires:
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CAYC, 1974).



Fig. 4.19 Letter from Jaime Maymo to Jorge Glusberg, dated 7 July 1972. Source: Archive of the Centro de Estudios y
Documentacién (CEDOC), Macba, Barcelona. Ref. Material Grafic P M _0514.
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Chapter 5. Central European presence at the “centralised and internationalised” Paris
Biennale (1973-1977).

I sent my worke by 10T /Telish Atrlines/ to Huswum dart 3
Dacause Ln 1ittle 41fference betvsen my first declaretion
and now,I wend yom the 1ist o0& works with their valunesl
\ill nesd them for cuctonsiTare axe 1§ photos 100XT0 and
Iyant to wdibit them an follewst

[ e = |
[2A J‘f_:‘\“'* ] 3o

3 & [ gﬂuf vl T
They have to0 be under the glass.Size of the glass ust
each photo.Also I want to show my films |6mm.¥or thes I
fils-projectors 16am with mound.I show them on fwe screns

&

AN
| s

Fig. 5.1. Zdzistaw Sosnowski, explicative scheme for the installation Goalkeeper (1974) at the tenth Paris Biennale,

dated 12 August 1977.
Fond Biennale deParis MNAMY/Bibliothéque Kandinsky, Paris, BDP 280.

Fig. 5.2. Zdzistaw Sosnowski, Goalkeeper, documentation, 1974. Fond Biennale deParis MNAM/Bibliothéque
Kandinsky, Paris, BDP 280.
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I am a goalkeeper.I am very happy if I can play football.
People tell me,that I am & very good goalkesper.May be,because
=y friends from the polish team - Deyna,Szarmach and Lato =
cannot score a goall.l do not play in the national team

only becyuse,that I have a hat and a cigar.If you want - I can
&ive you the instructions how to play football efficiently

&8 goalkeeper,
Zdsisiaw Sosmowski as GOALKEEPER - this is the series of works
which I realize from 1974y,

Fig. 5.3. Zdzistaw Sosnowski, untitled and undated document, Fond Biennale deParis MNAM)/Bibliothéque

Kandinsky, Paris, BDP 280.

-
WATHLIA LL-

PER MATL

] [ ] ) )
e @ © 6 @ °©

Fig. 5.4. Natalia LL, plan for installation at the ninth Paris Biennale, 1975. Fond Biennale deParis MNAM/
Bibliothéque Kandinsky, Paris,, BDP 147.
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Fig. 5.5. Natalia LL, Consumer Art, 1972. Source: Natalia LL website.

Fig. 5.6. KwieKulik, Mail Out-Third World on the Vistula, 1 February 1976. Source: Lukasz Ronduda and Georg
Scholllhammer, KwieKulik (Zirich: JrP Ringier, 2013), 219.
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Fig. 5.7 Zsigmond Karolyi, project for the environment Labyrinthe droit (Straight Labyrinth) at the tenth
Paris Biennale, 1977. Fond Biennale deParis MNAM/Bibliothéque Kandinsky, Paris, BDP 228.

Fig. 5.8 Zsigmond Karolyi, model for Labyrinthe droit (Straight Labyrinth) at the tenth Paris Biennale, 1977. Fond
Biennale deParis MNAMY/Bibliothéque Kandinsky, Paris, BDP 228.
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Fig. 5.9 Jan Ml¢och and Petr Stembera, project for 30 Minutes, unrealised performance at the tenth Paris Biennale,
1977. Fond Biennale deParis MNAM/Bibliothéque Kandinsky, Paris, BDP 252.

Fig. 5.10 Jan Mlcoch, Paris 1977, 1977. External view of the Palais de Tokyo, used by the artist to refer to his
undocumented performance at the tenth Paris Biennale, 1977.
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Fig. 5.11 Druga Grupa (Wactaw Janicki and Jacek Maria Stoklosa), Garantie sur 20 a 35, 1973. Performance
at the eighth Paris Biennale. Photo Jacek Maria Stoklosa. Source: Interview with Adam Mazur in Szum
Magazine, July 2017 (web).

Fig. 5.12 Anonymous Artists (Roman Siwulak and Andrzej Welminski), Behind the wardrobe, project for an
installation at the eighth Paris Biennale, 1973. Image courtesy of Andrzej Welminski.
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Fig. 5.13 Tamas Szentjoby, Portable Trench for Three Persons, installation view at the eighth Paris Biennale,
1973. Image courtesy of Tamas Szentjoby.

Fig. 5.14 Jana Zelibska, Le goiit de paradis (The Taste of Paradise) (1973). Installation view at the eighth
Paris Biennale. Image courtesy of Jana Zelibska/Olomuc Museum of Art.
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Fig. 5.15 Jana Zelibska, Le goiit de paradis (The Taste of Paradise), 1973. Installation view at the Galerie
Jean-Gilbert Jozon, Paris. Image courtesy of Jana Zelibska/Olomuc Museum of Art.

Fig. 5.16 Jana 2elibské, Concours Miss d’Amour, 1973. Unrealised project for the Paris Biennale.
Source: Jana Zelibska / No touching (exhibition 30.11. 2012 — 17.3. 2013, Slovak National Gallery,
Bratislava), Exh. cat.
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Fig. 5.18 Nymphes commissioned for the Paris International exhibition of 1937. Palais de Tokyo, Paris.
Front: Léon Drivier. Back: Auguste Guénot.



Fig. 5.19 Jana Zelibska, Concours Miss d’Amour, 1973. Dry-point. Source: Jana Zelibskd / No touching
(exhibition 30.11. 2012 — 17.3. 2013, Slovak National Gallery, Bratislava), Exh. cat.
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Chapter 6. The narrative of dissent in Venice (1977)

ARTIVISIVE- CtNEMﬁ

|1 ) || MASS\MEDIA | |
S /1 T LBR ESAMIZDAT

STORIA - MUSICA - RELIGIONE
I.T URALE , LETTERATURA - TEATRO
NOVEMBRE - 15 DICEMBAE (AR v ' RICERCA SCIENTIFICA v

Fig. 6.1. Venice Biennale, 1977. “Il Dissenso culturale”, banner. Source: Various authors, Annuario 1978 eventi del
1976-77 (Venice: La Biennale di Venezia, 1979).

Fig. 6.2. The “stella spezzata” (broken star), emblema of the Venice Biennale on cultural dissent, 1977.
Source: Various authors, Annuario 1978: eventi del 1976-77 (Venice: La Biennale di Venezia, 1979).
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Bienal de Venecia

EL CARNAVAL
DE LA DISIDENCIA

fa cr idad cultural, la
capacidad de invenci6n, el desarro-
llo de las potencialidades del hom-
bro”. Mientras el filésofo polaco
exiliado en Oxford afirmaba esto,
otra |fnea se iba desarroliando en el
curso de los trabajos y opuestas &
las afirmaciones categéricas do
aquél, Ya el primer dia, el viejo co-
munista yugoslavo Ante Ciliga

fundador del Partido Comunista

ON las palomas volando por la

ploza de San Marcos.y [a pre-
sencia de una legion de periodistas
de toda Europs, se Inaugurd el pa-
sado 15 de noviembre la Biennale
del Dissenso, es decir, los trabajos
que durante un mas tendrén por te-
matica |a disidencia en los paises
de la Europa Oriental. Cerca de cien
invitados participaron on el primer
“round” de la Biennale de Venezia:

de apertura ¢l presidante dé la Bie-
nal, Carlo Rippa di Meana, so ingu-
guraron los trabajos en la tards del
15, ya que la orgenizacion de la
Blannale se habla solidarizedo con
una huelga general da los trabajo-
dores italianos que durd toda la se-
mana del mismo dia, Los trabajos
del seminario histérico, quizd lo
més Importante y significativo dal

un seminario histérico sobro Ia disi-
dencia en los paises socialistas, En
ala napoleénica del Museo Correr,
ante la catedral de Venecia, disi-
dentes de todos los matices y ori-
genes geogréficos, pollticos y pro-
fosoros europeos, periodistas y pi-
blico {funcionaba un circuito cemra-
do de televisién que transmitia ha-
cia el exterior de |a sala de sesio-
nes) i liegar a
nes sobre ¢l tema “Libertad y 5o~
cialismo, momentos histéricos de
la disldencia”.

La preparacién de la Biennale,
consagrada a las distintas modali-
dades que puede adoptar la disi-
dencia en el Este —desde la politica
y la Historia hasta las artes plésti-
cas—, ha provocado, entre la iz-
quierda italiana, profundos enfren-
tamientos. El Consejo de Adm!nia-
tracién de esta entidad auténoma,
que integra a democristianos, co~
munistas y soclalistas, se vio em-
barcado én un proceso de discusion
dadas las reservas con que el PCly
otros sectores de la izquierda mar-
xista italiana velan la realizaclén de
este certamean. Para el PCl so trata-
ba en el fondo de una “posibilidad
de atacar ol manxismo y el socialis-
mo, bajo el pretexto de criticar las

i del 1alk real y
asimismo dar cabida a todas los
posturas de la derecha”.

Tras discusiones interminables y
presi de di procedenci
—desde |a Embajada de la URSS en
ftalia hasta la Fiat y otras empresas
que inviertan an los palses socialis-
tas— a las qua aludid en [a sesidn

30 Arsunfo

prog , 8¢ inick bajo la presi-
dencia de Jsen Daniel, di de

CESAR OLIVEIRA

una ponencia del filésofo disidente
polaco Leszsk Kolakowsky sobre
las raices histdricas de la disiden-
cia. En la primera ponencia y en &l
curso de la primera sesion del se-
minario sa apuntaron ya dos pers-
pecti El polaco ider6 desde

luego que “los hechos que originan
los disidencias estaban ya prefigu-
rados no sblo en Lenin © Stalin,
sino que también en Mamx”. Para
contie-

Kolak Ky el " 1

“La Nouvel Observateur”, y con

ne los gérmenes demoniacos que

de Yugosiavia y miembro del 11l In-
ternacional— pianteaba la buracra-
cio y lo disidencia en términos di-
versos, més “cientfficos”” y objetl-
VOS8.

Para Ciliga la burocracia y las
deformaciones que conoce ¢l so-
cialismo real tienen su propio ofi-
gen en el desarrolio del capitalismo
on Rusia, es decir, en la inexisten-
cla de una clase obrera que pudiera
protagonizar hasta sus Gltimas con-
secuencias el desarrollo de la revo-
luclén socialista. Y es sobre esta
“incapacidad sobre la que se desa-
rrolla una capa dirigente que luego
habla y actéa en nombre de la cla-

Pero no fusron sélo |os disiden-
tes que trabsjen en Radio Europa
Libre o en Nueva York o Washing-
ton —con intervenciones sucesivas
que en realidad omitlan cualquier
referencia al mundo capitalista—
qui 58 COl en poslcl
asimilables a las més derechistas,
El periodista italiano Enzo Bettize,

- que dirige el “Nuevo Giomale™,

acusé al PCl de "traicionar a los di-
sidentes por no llever al fondo de
los problemas sus criticas y sus
P diferenciad p 3
la URSS". También el polaco La-
bedz navegd en las mismas aguas,
i el ruso Pli hy y el
checo Jri Pelikan mantuvieron una
posicién que definieron “como In-
a de la oposicié iolista a
la burocracia y a la represién de los
Estados totalitarios del Este euro-
pao”.
Fueron, no obstante, [as inter-
i da los de
Ia Peninsula Ibérica, es decir, las
del cataldn Pedro Villanovas, del
PSUC; de Femando Claudin y del
“mayor” Melo Antunes, uno de los
“capitanes de I3 revolucién da los
claveles de Portugsl”, qulenes se
situaron en una perspectiva més
pro a la realidad da los pusbl
europeos. De hacho, los tres perso-
najes citados, coincidian en consi-
derar que ‘el mandsmo sufre una

Fig. 6.3. César Oliveira, “El carnaval de la disidencia”, Triunfo, no.
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Argan ribadisce le
alla Biennale del

[ vt W | pectut < 1A @ e o e

" Argan: sulla Biennale ho parlato da critico -

Dissidenti si, perc) artisti

{seque. dalla prima. pagtnd)
« dissenziente » nella‘muw

artisti che vi siimpegnano,
della quale i craif: aveva
generici  sentori, qumto
sull'idea che la sollecita, e
che ispira la mostra vene:
ziana. «La Biemmle dm
essere politica —

Argan ai primi xen!oﬂ del
la « Biennale del dissenso »
— perché larie & dentrola
politica e, se non si }apoh
tica, non si fa artev: e gia
questo lascerebbe perples-
st sull's autonomia esteti-
caw del professor Argan
teste sollecitata: « Ma il fa-
re politica non consiste, in
arte, nel consentire o dis-
sentire, benst nell' operare
nell'arte quelle !mj(mpa

zlont di struttura e di fina-
lita che la dialettica delle

Fig. 6.4. Selection of press articles that reported the discussion between Carlo Ripa di Meana and Giulio Carlo
Argan on dissident art. Venice Biennale, 1977. Source: Archivio Storico elle Arti Contemporanee (ASAC), Porto
Marghera.
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Fig. 6.5 “Biennale 1977/Arti Visive. Aspetti di ricerca in URSS-Cecoslovacchia-Polonia-Ungheria”, project for an
unrealised exhibition of avant-garde art from the Soviet Union, Czechoslovakia, Poland and Hungary. Source:
Archivio Storico elle Arti Contemporanee (ASAC), Porto Marghera, Box 271.
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JAVI(
GOOPER

O LA CAPACIDAD DE ESTAR LOCO

David Cooper, el viejo antipsiquiatra, ataca
despiadadamente a todos lo GUARDIANES
de la sociedad moderna. Familia, escuela,
trabajo, «amor», psiquiatras, antipsiquia-
tras, politica... son los centros donde dirige
su andlisis revolucionario activo y sus alter-
nativas. No te facilita soluciones. Te sugiere
pautas para que cada uno sea capaz de fabri-
carse estructuras de experiencias liberadas.
Con todo el riesgo que conlleva. Porque hoy,
el riesgo consiste en asumir la responsabili-
dad. Ya no nos quedan demasiadas alternati-
vas. Aqui estd. Llego a Ajo a traves de LOT-
TA CONTINUA. Su mensaje, le gustaria,
que lo captaras a partir de escucharte a ti
mismol estés donde estés. Porque ahi estd él,
David Cooper.

(Quién es Cooper, qué ha escrito?

David Cooper nacié en Ciudad del Cabo, Sudafri-
ca, en 1931. Esta licenciado en filosofia y en medici-
na. En 1955 se trasladé a Londres donde ocupd varios
cargos en hospitales psiquidtricos. Durante su ultimo
puesto dirigio junto con Laing una unidad experimen-
tal para jovenes esquizofrénicos llamada «Villa 21» de
cuya experiencia nacio el movimiento de la antipsi-
quiatria. En 1965, siempre junto con Laing, escribio el
manifiesto de la Philadelphia association, fundada jun-
to con otros médicos, y crea la Kingsley Hall, que du-
rante los cinco afios de su existencia fue lugar de en-
cuentro de cientos de intelectuales.

58

En su obra Muerte de la familia (Ariel) Cooper sos-
tiene que la familia es la mayor responsable de las
neurosis, esquizofrenia y enfermedades mentales, Pa-
ra Cooper, la enfermedad mental no existe a nivel bio-
logico, sino que es solo la dltina forma de protesta
contra la sociedad. En colaboracion con Laing escri-
bi6 Razon y violencia y Psiguiatria y antipsiquiatria don-
de ilustra las tesis de su investigacion. En una entre-
vista durante el pasado julio, Cooper toma posicion
también contra la antipsiquiatria de la que en los afios
60 fue su fundador. La antipsiquiatria nacio como lucha
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Fig. 6.6 “David Cooper, o la capacidad de estar loco”, Ajoblanco, no 30, February 1978, 58-62.
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Fig. 6.7 Joint statement by Central Strike Committee: Amerigo Marras, Roy Pelletier, Bob Reid, Bruce Eves, Lily
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