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FREFACE

I'm always tempted to refer to Ken Friedman as “Kundalini”™ Ken since
I 2lvays think of him and his work as having an affinity with Kundalini,
one of the most important of the Oriental dqctrines.

We know, for-instance, that the highesﬁ breakthroughs in the West,
and the recognition Sf a transpersonal, metapsychological dimensien have
always been reserved for our mystics, poets; and artists.

-Ken Friedman, in talkihg about what condtitutes an important'work of
art, spesks of it being possessed of a telling power, moving, like & anake
to raise 1ta head and strike at the right moment.

“This- eoncept, 'in 1tae1f, is not unlike the serpent goddess of. the
Kundalini, moving upward within the yogi's spine, traveling aloag a
central channel, one known tq_bg rich in happiness and highly blgssed;

Ren seems to be able, very'natur&llf‘énd'honestly, to provoke the anéke '
and to scothe it all at once, and here a faculty of the human mind comes
into play---a faculty which modern man has virtually neglected or almost
completely forgotten. I refer to the profound insight and forces of our:
depth qonsciousneas, guch as intuitive perception. The ancients,.as we
know, were quite able to evoke these mysterious 1nsights through trance-like
states, er through meditation, relipgious rituals and divine oracles. |

In those instances, the individual consciousness was extinguished in
favor of a greater, more universal coasciousness. I don’t mean to compzare
| Ken Friedman to an ancient seer, but merely to offer a kind of resading on
what he seems to be about, and further, what the body of his work, as

prolific as it is, seems %o encompass.



We all have hidden tendencies of the human mind that ave present but
perhaps locked up rather tightly. The best artists and the beat artwork
stteapts. to raise these hidden learnings into the light of comsclious aware-
nass in order to give the individual at least a glimpse of the numerous
possibilities before him. In this way, we all have a chance to choose the
best course of action, according to our ¢ircumstances.

The above mey appear dangerous to those who despérately cliing to the
idea that only the changeless {s eternal and worth atriving for. But we
are transformed by what we accept-just'as we transform what we have accepted
In the process of assimilating it. ' ‘ |

' Ken speaks of arﬁ at its r;o;'aa geing the deepest form of therapy, of
religion, of inner exploration and of the whoie of artistic experience-be-
;ng a spiritual order of communication. In this sense we can begin to
refleet then, on those cccasional moments of insiéht wheﬁ something pre-
sented to our sense of ;magination will, from its own mature, or, perhaps
frém some undefined, exalted mood of our own, seem like a perfect and com=
pletely comprehended universe in minigture. This seemg to be what the '
greatest of artists only experience in their most creative moments, while
the great mystics are able to dwell mcre or less continuously in that state.
A;éléo even éhéuéh artists may not be mystics (2lthough some certainly seed
to be) they do understand that the complimentary powers of time and timeless~
n238, and of spiritual ascent lie within each of us and they seek to interpret
these highest states,

The Rundalini aims to arouse the serpent znd to bring her up, through

a series 'of seven "chakras” on levels. Most people remain in the three



lower levél.s, as they correspond to man's 1life in his naive sﬁate, turned
ouﬁard upon the world,

But if you've ever seen Ken's painted angels, hovering and flying
through cosmic dust storms and meteor showers, you'd kmow that they're
rapidly rising up through those seven levels looking for the crown of
the head, the thousand petaled lotus, and Ken Friedman, chasing them
wildly through the dancing night, is hot on their heels.

.Come on in and let's find out what :lt.'s all about,

. Thomas J..Mew, III, Ph, D,
v Mount Berry, Georgla, 1976

TM/he



TN FRFMAN THE WORLD THAT IS:
THE WORLD THAT IS T0 BE.

A painted and engraved bison was once emblazoned high on the celling .
of a cave in Altamira, Spain. Sometime during the long Paleolithic pericd,
an artist had worked this image on a natural boss nodule of the cave. He
left other indications of his presence and life events as well.

An elegant lvory head of exquigitz symmetry and presence was
fashioped by a Benin sculptor scmetime in centuries éast. And today in
Africa, the well-oiled and masterfully painted body of the Nuba male must
be attended daily. :

: Spontaueuﬁs dramatic perfor::mance_p bylyout_ng New Guinea men, using
masks, exaggerated movements, féa%:hera, beads --fand. other accounterments
emerge as paradigms of social satire - perhaps of some representative of
western culture. Or a r:l.lt:ual battle is enacted by painted men who act as
téteniic birds engaged in life-death struggles. | |

A wooden carved and painted trangformation mask, its inner face that
of a killer whale, and the outer face that of a sea monster, is worn by
an initiate in the Kwakiutl Winter Dance. '

The morning of the Great Prayer calebration has dawned. Tibetan

lamas have sculptsd a towering complex of delicate symbols and portrayals
of the Buddha's incarnmations in hardened butter.- Eachpart hasbeen -
worked with precision and painted with taste. They will all be destroyed
immediately after the celebration.

There is an image emblazoned on the inner eye of conseiousness when
excited by the haiku: In the deptha of the - .

flames I saw how a peony

crumbles to pieces.



Each of these events or phenomenz stands outside of the sphere of
daily life, yet relates directly to it. Each exzmple menticned must have
excited myriad occcurrences of that special complex of qualities which we
relate to the aesthetic experience. Each one is therefore an example of
art. How can they be compared? In what context are we gble to place them
in order to understand their meaning, aesthetic function and quality?

In our Western tradition, we are accustomed to think of art zs the
province of objects, and of the aesthetic experience as the province of
those who were somehow caﬁable to apptéciating paintings and sculptures
of museum caliber. Tbese presuppoaitions and cultural habits of thoupht
have often rendered art historians and social scienrists incapable of
supplanting their traditional views to include a truly wide sphers of
artworks and phenomena. Yet there is evidence that this attitude is
'ch#nging. Iin a recent book, the anthropologist Whrren d'Azevedo has
gtated the following reassessment:

As long as art is conceived only in terwns of its results, no

encial theory of artiatry is possible. Artistry is no more

the exclugive property of “art objects" than religiosity is

of ritual or of sacred emblems. I1f a phenomenon such as “art"

exists at all, it comprises a sector of sociocultural beshavior

in which observable acts, ideas and products cluster in such

a way as to be distinguishable from other behaviors....(lt is

propuzed)--to-view-srt-as-a way of doing, a_way of behaving og

a membex of society, having as its primary goal the creation

of a product or effect of a particular kind., This meansz giv~-

ing emphagis to persons and events rather than to artifactual

cbjects abstracted either from the processes of production or

congsumption (d'Azcvedo 1974a:6-7).

TYor 8 long period, it seemed that in spite of their concerted efforts

to remain objective and relativistic in theilr views, even aathropoiogistg

suffered from the tunnel vision engendered by the patterned perceptual



and learning experiences of their own cultures. Somehow an awareness of
the wider range of exciting works and phenomena which mzn has emacted

and shaped through his long history should have destroyed the prclifera-
tion of theories which could only account for a limitgd number of cbjects
as acceptable to Western artistic canons. " In actuality, it toock the con-
certed work of contemporary artists to break down the traditional
bouindaries between art and life, objects and acts, and wordas and events.
Artistry reformulated these into intermedia fields of stimili which could
function as occasions for the aesthetic e:'_:perience.. Freed from the burden
of overly rigid 'defini..tiuna ofl acceptable -cbmpos:l.tio'n, f_ofm; colox and
—.t_échniqt_i‘e,_ contembéfa¥-y artiéts'havé innovata_d.a‘ panoramé. of _creat‘ion,s
which exhibit the -vita]:' signs of nowvelty, complexit;;, virtuosity and
grace.
A perusal.of the most r:.eéeut boallcs. éui:l:l,shed in the field of cone
temporary art show that a significant number of critics are very much
alive to the proliferations in artist's activities to include a pumber of
madia and materials which were outside of the boundaries of fine are until
recently. It would seem that this recent appreach to the visual ‘arts is

more congistent with the function and meaning of art in the history of man.

Thls catalogue will consist of an introductory statement of essay in
which the artworks of Ken Friedmsn will be placed in an anthropological
frameworic. In doing this, it is hoped that three things will be accom-
plished, Fixst to relste the great range and variety of Ren Friedman's
projects and work to the structural patterns which characterize the lmg

history of human geasthetic ereations, Secondly, to shed some further



light on the context and ;ccomplishments of conceptual and intermedia art,
and of the Fluxus group for which Friedman has served as Westcoast
Executive Director for the past nine years. Thirdly, to clarify a
theoretical position which is uniquely anﬁhropologicgl in its conceptual
and methodological implications. The latter is consistent with and able
to handle the amaziug versatility displayed in man's artworks,

Wher we wish to understand the general and essential characteristics
of any human detivity pattern, anthropology directs us not to léok at
evidance Erom our own or similar cultures, but ratherlto vutilize the coms
parative method: that_is, to noFe relavant éxamples across ag many sooi- ':
—éties and tiqe périéds‘as.is pogsible. 1f we go t@rough this exérdise' |
with rzgject to art, we find that the asxzthetic experience is a culiursal
~ universael. There are no sacigties in which the 2esthetic experience or
modality of expression seems ghsent. | |

Any attempt to define the perameters of the classification ‘art’
through logle is doomed to failure. Maany thinkers have tried to defire
art, but the philoscpher Wittgenstein has clarified the reagsons for their
failures_in applying logic to thig category (Wittgenstein 1953:§0e - 38e).

. Art embraces so many complex attributes and situations that to define itz

pecessary and sufficient properties would be an ondless task. zIa his

investigations, therafore, Wittgenstein describes art as an ‘open concept®.

If #e logh at empivical examples of what is characterized as ‘art’,
we Eind the they shiswe no logically common set of phepomers) properxties
&5 such; rather they share what could be termed functiopel simlicziliqg.

To know that azt jis, therxefore, is to loock at the context of the usage of



" 3

the term, and to note thesé phencmens by their family resemblances or
Functionsl similarities. Paradigms, but not logical sets, can be givea for
such categories as 'art', The usual procedure in art history and
anthropology has been to select a class of samples (often of persomal in-
terest and taste) for which one can offer Q phenomenologically verifiable
deécription of cammbn properties, This artificially closed (i,e., cultui-
ally defined) art taxonomy ies then construed ‘as the verified defipition of
the éntire sphere of art, | |

John Dewey's insistence on instrumentalism enabled him to emphasize
the biological functiona and origins of man's adaptatiuns to his environe g
;mant. In his thinking about art, he linked the continuum of the agsthetic
experierce with that of ordinary life and perceptions (Dewey 1234), Amnng
philosophers, Dewey is,foremngt in helping us in our quest for a general
understanding of the aestﬁetic'experienee.' ' |

A detailed examination of many interesting works in Psychology weuld
net us some further understanding of the aesthetic experience; but much
experimentation has been limited to discovery procedures confined to the
lsboratory. Psychoanalytic theory, Gestalt theory, and modern experi -

) mental psychnlogy have all contributed some segmen: of information as to

the formal qualities of aesthetic fields of atimuli or the modal pﬂté :
alities of those who either make or especially appreciate artworks,

Yet, we canmot directly compare states of consciousnass, nor can we
verify cross-cultural differences in what we call 'personality' types
beyond question. Nevertheless, art is unlversally present across ouliumres,

and certain phenomena are appreclated or preferred for culturally defined



and therefore varying reasons, To understand the general phenomenal or
defiﬁab!.e aspects related to the aesthetic experience, we must turn £o
enpirical properties which repeatedly occur in the production, perception
and appreclation of aesthetic stimmli., To achieve a better understanding
of our universal subjgct 'art', we should perhaps approach it from the
standpoint of that which all men shave: thelr common evoluticnary heritage,

Evolution has structured all human response capabilities and limita-
| tions, In spite of cultural and climatic differences, man is one specles -
which wae ghaped by similar selective pressures and problems, The holistic .
approack of anthropology directs us, even when iﬁvestigatiné some element
© of séciocultural activity, to rga;fl.i,ze l':har;'.all 'huﬁén_"behav:lor ultimately
dep:ends on biologic;al‘ processes, Furl:her,-all behavior 1s struct‘ured by
two minimaj mechanisms which define it as essentially adaptive: (1) the |
srocedural principle which structures bodily .and psychobiological pa_t:te:;né
throughout organism-environment interactions, and, (2) learning. or any
behavlor resultant from.specif:te reaction te the immediate enviromment
(Bexlyne 1971:6-8).

Humen behavior depends heavily on anatomical struoctures such as the
human nervous system, which was selected for and evolved during literally
millions of years. We assume that these anatomical Systems weFe advankaw
geows to successful competition for subsistence and safety. Physical
antbropologists propose that in a very resl semse, "our (humen) intellect,
interest, emotions, and basic social life - are all evolutionary products
of the success of the hunting adaptation (Washburn and Lancaster 1962:292),

The crucial formative evolution of man took place during the time he was



& huuter, 1he presence of agriculture is limited roughly to the last eight
te eleven thousand years, and archeological evidence defines this jeriod
as usaccompanied by further basic blological changes In man.,

Hunting is a complex of sequence~behavior patterns usually commencing
in childhood, and which comprise a way of life rather than an intermittent
enterprise. The amount; of planning, skill, cooperation and communicatioa
iavolved in hunting is directly related to the enormous and complex
neurological development which occurred while men was a hunter, The siue
of the brain @oubled during the development of hunting pattemns, concomi-
cant with the intensive szelective forces’ which were at wor¥@' Eutting, with
ity commnicy orientation and'toéleusing'practicés, places a selective
premium on tha';apacify to plan and remesber, That is, it favors effi#ient
Learning (Pfeiffer 1959:133-134; Laughlin 1963:309ff,),

.-Hnnting is an active wéy of 1ife which pldces 1ocaﬁotor adeptness ena
sensory‘&iréctedness as centiral in importance ﬁo the evolutionarf heritage
ci man, Programming the neophyte hunter, scanaing vie cuvirvonment, culléct«
ing the information In the eco-system, stalking the game, and the kill%ng
and retrieval of animal(s) are but brief references to the important and

compiex behavior sequences which relate to hunting. As such, this activ.ty

" opérateéd as a eatalycic orintegrating function-fow- the nesvous system-as. . . .. .

well as for the locomotor and chemicogianduiar systems. Hunting sequences
air3o structured motivations and the affective behavior patterns related to
the cognitive aspects of enacting plans for survival, JLearning and moti-
vatioii are interrelated in the human systen,

All of this complexity of patterning and brain developmezi was
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systenatically accompanied -by sensory and motor proliferations, Scanning
and observing, attending to subtleties of color, form and motion are im-
perative for a good hunter, The evoluticnary development of accommodative
vision in man made even greater interaction and mobility in the environ~-
ment: possible for man, The eyes were estaﬂlished as the leading sense,

It was precisely this pattern of visual development which made further
supervision of the hands possible; This capability structured man’s tool=
making propensities; tﬁese stand at the base of his ability to modify his
enviromment significantly (Washburn 1963, 1968).

Man 8 bipedal posture enabled him to bring obJecta up closer to his
-_ayes and to the organ of smell. Sight, texture qnd smell were 1nterrelated
and the principal envir;nmental adaptation patterns\travelled along or were
processed by this eyergrm-hand axis, The resultant rich input of sensory .
.d;ta to the brain fostere& tﬁe deve1ophént-§f_the associ;tive areas used.
for the storage and retrieval of experience; and these formed the
neurological mechanisms which structure comparison and decision-makimg,

The use of tools interjected a new enviromment of matexrial culturs

between the natural envirooment and the human organism, Touch and the

visual experience of space are interreiated as channels of information by
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which the indiviaual scans his enviromment, Touch is important in relatinb-
man intimately to his environment, Visual, tactile and kinesthetic systems
were thus interrelated during human evolution, and they comprise inter~
sensory systems today as well, The apprecistion of form, texture, motion
and color are intercommected, and can structure the possibility for a

crosg~modality or synaesthetic modality of perception,



.

It was in the context of the hunting way of life that man developed

into a chipper of pebbles and arranger of twigs. He became homo fabricang,

and launched on his unending technological journey of altering his environ=
ment, of bettering, destroying, rebuilding or making it more functional or
pleasing.

Even the other primates, to whom we are biologically related, spend
much of their time doing actions which have no other function than to bring
their sense organs into cbntact with stimuli of particular kinds. Much of
what the higher animals and man d; thréugh-selective perception constantly
restructures their on-going envi;onments..:Primates manipulafe and cﬁange
their internal and ggﬁernal stiﬁuiub aitua?ioné; oétentimgs without eppar-

ent goals in mind, This kind of intrinsic exploratory behavior is what the

author would posit as the kind of situation that evolved coeval to the
aesthetic experience itself. Heightened awareness withoﬁt'gnal-dirgcted
or utilitarian activity.characterizea much of man®s attempts fo secure access
to certain stimuli which are apparently biclogically neutyral. This is a
witness to the need for excitation and exercise which man's complex neuro-
logical system apparently requires for its operation.

Aeathetic experience also has cognitive elements, and it is important

5o understand how and in WhiEh weys Hiese Telave Eo"perveptions ~Simce - - -

World War II, a substantial amount of resezrch in psychology has been doue
to help define the roles of inference and categorization in perception and
cognition., Experimentation and ensueing theoretical refinements have ei-
tended the analysis of perceptual processes to includa the texture aid

patterﬁing of expectations which individuals hold about the predictability
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of events in their environments (Bruner et al 1956: Brumer et al 1966).
Numerous psychological and anthropological studies have demonstrated
the influence of cultural factors on perception. The zonstruct of

functional salience in perception is important, since adaptive character~

iaties sfructure both the perception of and response to the environment.
By now it seems appropriate to maintain that in the articulation of the
individual with his environment, percept and concept are conjoimed
(Campbell 1961; Price-Williams 1969; Tafjel 1968).
iﬁe field.space surrounding each human-organism is differentially
' endowed with diverse meanihés due to past life egberiences; therefore, each
;ndividua; apprehends “échemata of cariable sigﬁifiﬁance" in aﬁy environ-
mental cue. This-vlew of péréebhioﬁ'is an essentially modern one; and |
seems eminently consistent with the evolutionary context of selective
' pressures defined as operating on early man the huntet. '
There seéms to be a consensus of agféement émong neuroloéists:ahd
pasvchologists that the process of perception is a highly adaptive one,
although the actual mechanisms by which it operates are not entirely unjer-
stood or interpreted with unanimity (Gibson 1970: 2053-106; Piaget 1961);

The outcome of all the sub-processes of perception which permit com-

. _paxrison, direction, correction, and so on, is to acquire information which

the organism needs for selection of any course of action. The context and
circumstances of the aesthetic experience as such do not change the actual
processes of perception. It must be concluded that the perceptual mecha-

nism and processes used both in aesthetic and non-aesthetic activities sre
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the same. The difference‘between what is art and uhat‘is non-art must lie
elsewhere than in the immediate perceptual responses to any field of
stimli.

Although we do not have the space to detail all the arguments here,
it seems clear chag the perceptual procesé is complex and structured by
many sociocultural and therefore emotional factors. The history of
aesthetic theory has often been concerned with defining the characteristics
of art, or what is aesthetically pleasing. This history is aiaq full of
cdntradictions, since such 'explénatiens' vsually represent the distilla-
tions df Bpecific segs of praference and taste without reference to thke

‘, gsociocultural context. The univhrsalhpregence.ofigtzla alone should dia-

suhde us from defining the aesthetic by r;férence to any specific set of
ﬁormnl or phenomenal characteristics. Tpe dynamics of change constantly
operate to redefine modal-pafterns of ﬁhaé is phenomenally considered té
be artful at any time. |

M=oy definitions sf visual art commence with the observation that the
aesthetically pleasing seems to have no purpose except to be enjoyed &z ar

end-in-itself (Newton 19550). Some familiar corollaries of this view

characterized the waves of Romanticism apparent in this country as late as

the late forties. These are epitomized in the dediédtory phirase arg pratiz- -

artiz, The ideology supporting this rather idealistic definition relates
to the historical context of European and American traditions, in which ar:
was consciously disassociated from the practical concerns of life. The
category 'fine art' was also disassociated frﬁm those whose lifestyles were

necessarily preoccupied with survival and economic limitation. Art objects
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were accordingly placed in isolated environments (museums), or out of busy
pathway (on walls or plinths). They became decorative elements to be
admired from afar.

For reagons already outlined in this study, it is not likely that the
category 'sesthetic' should depend- so heavily on a disassociation from the
non-utilitarian for its uniqueness in definition or function. The Bavhaus
movement alone should dissuade us from such categorizations. The perceptual
pracesses involved in the aesthetic experience are not different from these
involved in the perception of the nonpaesthetic. It is conceivable, nevar-
theless, that additional sources, of arouaal are related to-the unique

gatterns of gtimuli tapped in emotional and conceptual encounters with

aesthatic experience-inducing phenamena, than are involved in potentially

. non—gesthetic setg. The actual configurations of each are defined largsiy
by the circ@mstahces>of previocus éxperience auﬁ cultural copditiqning.

Modern e#perimental psychology suggests, however, that there ﬁre cer=

tain structural characteristics which seem to have an intrinsically pleacux-

able effect on the nervous system. The immediate and phenomenal conteint of
such characteristics are shaped again through experience, These formal o

structural characteristics have been called 'collative stimulus properties!

by Daniel Derlyne, because they operate through the procestes of Gomparisds™ ~

or collation {Berlyne 1971:69-70).

Tt seemr that such collative stimuli factors as complexity, noveliy,
surprise and ambiguity are able themselves to incite arousal; whereas unity,
repatition and order tend to lower arouvsal (Berlyne 1971:128-130), Empiri-

cal evidence seems to confirm that for vision to be posmible, neither a



steady flow nor an unpatte}ned random flux of stimuli can be perceived and
organized into experience (Gregory 1973).

The role of stimulus field patterns as well as the change of patterns
seem to indicate that our response system demands both new information in
the form of novelty, and at the same time; needs' patterns and regularity
(Piatt 1961; Riggs gg'gl 1954). 7Two decades of sensory deprivation studies
have also taught us about the extreme cases of understimulation of the
sensory organs and central nervous system. ?erhaﬁs the best summation to
offer in such a short essay is to say that the human organism seems to act
in such a way as to maximize the awount of information offered to it. Th#t

is, it acts to increase informatian complexity and- meaning. it is at the
same time coded to increase the orderliness of its experience ia order to
;pntrol excessive arousal.

| Familiar stimuli lower a?ousal'an& iﬁterest as does repétition, fof'
these are clogsely linked. Research indicates that the variables which do
tend to raise the arousal level of the cognitive~perceptual system are
precisely such collative variables as: complesity, surprise, novelty and

incongruity in the stimulus field. What is perceived as ‘novel’ or as

surprising deuends of course on what one has previously experienced, and

in which natural or cultural contexts these occurred.

We wight ask why such structural characteristics as incongruity and
novelty are not discomforting in their power to arouse. Sucwh varlsbies can
be too extreme for aesthetic eﬁjoym&nt were 1t not for the fact that they
oceur in relatively insulated environments or situstions in which some buex

not all of the cues marking novelty are evoked. The perceiver recognizes



that the aesthetic situation is a model of 'as if' , in which an overt
decision or action is neither called for nor appropriate in the same way
it would be in a non~insulated situation (Peckham 1%65).

. Aesthetie situstions must arouse awareness, but they are not to be
totally confused with the 'real' world. It is my opinfon that in this
respect -~ as well as in gsome others -~ art and games, or art and ritual
share many structural and functionsl characteristics. 7The semsory conflict
experiaqced through aroﬁsal due to the collative variables should not be s=o
extreme as to be psychologicallf unresolvable, or the percipient will have
permanently confused art with rgality in a gerious way. Modern miﬁimal are

operates on the edge of this kiﬁﬁ'oi svareness. ) .

Much of the history of modern art could be described as the systeﬁatic
manipulation of such collative variables as surprise, novelty, incongruity-
and camplexity, This is notithe case because artists have consciously
emulated the model suggested in this theory, but because one of the essen-
tial characteristice of artistic creativity is precisely to innovate aiong
these structural lines. Art styles or expressive systems alwaye changg,

even in non-literate societies, although the rates and direction of such

changas ﬁre to be understood in the context in which they evalve.

“When the depicted content of a wWork of art acty ag a sign-or-symbol -- — — . _

of meaning for gsomething in the 'real world®, it does so through learned
associations which sre culturally constructed. These symbols ov signs, if
powerfully executed, can evoke some of the associations or emotional aure
generated by previous experience in daily life. In fact, artworks musi

have éome relationship to previous exparience or they will communicate
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nothing and therefore be meaningless. Art objects furnish oppcrtunities

for substitute or displacement satisfsctions, due to inbuilt contrasts and
insular situations, even when the original referents in the rezl world would
incite strong deterrent motivations or frustration.

The work of several contemporary artists, Ken Friedman among them,
frequently rests on the innovative manipulation of the most familiar
symbols, the most common social situations, or of well-known technological
devices. But these are utilized in such incongruous or novel ways that
theilr meaning has been totally‘removed fiom the pedestrian. This dialeém

tical juxtapositioning of the familiar with the novel should help us to

. understand why Friedman's works:compfise_auch-exciting models or paradigms

of that which is he;ningfﬁl tblﬁur dailyulives.

| What have we accomplished so far by outlining 3 psychobiological thecry
of aesthetic experience'ip such a terse and rather superficial way? Art, .
artistg, and the aesthetic experiencé ;ﬁonld not only be related to the
history of their oun iﬁmediate precedents, although their content and de~
velopment are certainly to be understood in this complex. A theoretical
platform has been constructed in this essay from which it is possible’to
viey the wider variety of human artworks across space and time. We hope to

View art—formsfrom-the-grounds-of their functional equivalence as sesthetis

phenomena in their own environments. Again, gince art trends and styles
change, it is perhaps from this more theoretical sphere that such empiri-
cally observable stylistic patterning can be explained.

Changes in art styles simply reflect changes in the behavior of

artists. Art trends can actually be viewed as innovative behavior on the
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part of the artist (Peckham 1965). We still do no£ undexrstand with any
clarity what it is about life events or intelligence which enables some
individuals to develop the kind of adaptive flexibility to their own en-
vironments and experiences that they are able tc envision and create works
of art. It should be clear on the basis of our previous discussion how our
seusorf and cognitive systems were structured by a long evolutionary jour-
ney to be activated by and appreciative of the subtleties of sesthetic
phenomena. Prom this standpoint, ghe importance of the arts has been to
delimited in the past when they were relegated to the position of tﬁe
. gracious bpt non~utilitarian idealistic realm. |
fnnovative art excites our se;ééry éndgéqgnitivé interest because of
aome 6£ the factors sIQQady mentioned. Su¢haarousa1-§an result either in
withdrawal from the atimulusvsituatiun, or a series of tentative reexposuras
mighﬁ be considered. The latter are analogous tb ﬁotivated.problem-spiviag,
but in the relatively insulated set of ﬁhe aeathetic situation; Aesthetic
appreciation,.it hasg been.noted, has a high degree of responsive yet con-
- templative awareness about it. BSuch a state is uniquely suited to lesraing,
and to the revitalizing effect of pleasurable contemplation. These poten-

tially therapeutic aspects of the aesthetic experience suggest how education

might utilize the motivational factors peculiar £o the unique awareness-— — ...

characteristic of art appreciation. OGregory Battcock has been especiaiiy
alert to the interrelationship of learning and the aesthetic experience
(Battcock 1973). We shall develop these ideas when we turn to the discup-
aion of the various aspects of Ken Friedman's art.

With this general information and theoretical framework to furnish
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the irtellectual setting, we shall move on to consideﬁ somae aspects of the
life snd times of Ken Friedmgn, whose own innovative artworks are our focus
of interest in this catalogue.

The essential reasons for stylistic change are. to be sought in the.
information which psychologists have giv;n ug about the need for perceptual
change. We know ihat signs and symbols fail to communicate when the environ-
nent in which they were generated is vno loniger relevant, or when their
repetition and omnipresence has rendered them boring. The spécific patterns
or characterispiés of any shift in art style are to be sought in the socio-
cultural environment of the artisés wh; bring about these éhanges. Thié‘ia
‘not to gay Ehat we do not appreciate an'Attic uru or an African fetish be- .
cause we do not share common environments of origin. Our appreciation of
then and of the meaning they convey tp.ug'will be different from that of

 their original percipients, Not more nor Ie#s, better or_worgé; it will
simply be different, |

The specific events which define the enormous upheaval present in the
art world of the late fifties and the sixties in the United States mrp
copious enough to £111 many volumes of srt history, and have actually done
80. For the purposes of this catalogue, lef ue rather refer to an essay

which th Friednankwrote in a light but satirical vein, and Wliteh characs— -

terizes his perception of modern art history. From this point on in this
ecsay, the artist will be speaking for himself as often as poseible, and

the commentary surrounding each excerpt will place them in a wider anthro-

pological context.
Although Ken Friedman's essay, entitled The Social Reality of the Act

~
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Morld cr Power and Politics in the Kingdom of the Moon, commences with an

earlier historical period, let us select to quote the portion which is
entitled 'An Explosion in the Shingle Factory....The Shingles are Still
Flying': -

Duchamp transfigured art from a known quantity into an unknown

~quality, which is konown only by ite definition and that an artist
claims it as his or her work.

4. If Art is Anything an Artist Says ia Art, Who is an Artist?
// MY SON, THE WITCH DOCTOR // It seems now that art had become not 8o

much a crafe, skill or technique as once apain, part of a proceas of mmgic

'. and naming. ‘The prieat, the shamans of the éitua'tiqn were. tiwse people whq
_hgd'-the icight to c}eélai-e other people to be artists. This process 'happen.s_. "
essentially today .in two wﬁys. The firsgt, and g;nefally-accepted.way' to
become an artigt, is i:;: go to college, university or art school program, and
'to acquire either the B.s. or M.A.. with a. ma.jor in art, or the profesaio'ml'
degrees....The older priests, known as teachers or professors, put the
student through various ritual experiences and rites....and thus create o
new gereration of priests for the sacred torch of the 8rts.... / {APPRENTICE
PUNK, JOURNEYMAN BOHO // The second method for becoming anm artist is I:eas

popular and much more difficult. In this process, an individual discovers

———————

his or her interest in the arts, and < for-whatever resson ~ de decides to be

—————— e e

an artist and to practice art, paining skill and reputation through exper- '
ience and work in the field. Due to the nature ef the art scene, it is 2
difficult route: lack of "professional™ background and the friendship ci
already established members of the priesthood, the suspicion of unprofes.

sionaliem always hovers about the head of the ....self~made artist....



Once an artist has a signicant reputation, he ls actually sought afrexr in
a greater preference over artists with the academic backgrounda...

- /1 NO MORE SLIDES AND NO MORE TITS, NO MORE TEACHERS DIRTY CRITS.// The
traditional process of art education is iwbued with several major facets,
These {rvolve the homage to the past, the learning of specific techniques |
and the religious attitude toward the sacred craft. In the area of tradi-
tion, one 18 exposed to the art of the past and 1s either given the oppor-
tunity or the order to learn certain traditional skills, 'such as human
figure dtawing and anatomy. This i.s., in today's art world an avachronism
for many peo'pio - for whom the' human flgure plays zo part in their attescae

* The mastery of téchnical sk:t.;.l;,- such as the -proper use an;! mén:l’pulgﬁion
of the lithography press, sculpture equipment,. plastics and foundry tech=
nology and so forth is one of the few hard skills and useful learnings

;av'ai.lable in the institution for later professional sﬁccesa.;.;.me final
phase 'of the process is the molding of the will of the student. .... the
student laams what is improper by violating boundaries and by receiving
negative criticism or occaslonal proper ,...praise. In this process, tho

priesthood tries to assure coutinuity of the priesthood and 1ts traditicns

and values,...The only constant value I have seen almost entirely stan-

dardized from school to school iz the supremacy of the male in the art =~~~
world,...// SURE YOU LIKE TO PAINT, BUT YOU'LL NEVER BE AN ARTIST: THE
FIRST 1AW OF SEXISM // The predominant majority of art teachevs are mzle,
and of the upper levels of tenured professorship and administration the
female is a positive rarity,....For the artist, a major factor 1s tls wnie

teacher, A commonly-reported scene takes place where the male artist
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teachar says to a prmising female student, 'Sure ydu like to paint, but
you'll never be gn artist. You're going to get married and settled and
then you'll forget all about art. I want to spend my time with students
who are Berious about art,' In this situation, the female receives less
attention, has fewer opportunities,,,.much of this has to do with the tough
'wacho! imagery which was standard to the arts for many years. // HBR
DRINKS HARD, BIGHTS, AND GETS IAID A 10T, BUT HE SURE IS SACRED: THE

MITH OF THE GREAT ART -HERO, // Tied to the discriminstion agalnst women
in the arts :l'.s the myl:h of the tough, hard-living, hard-fighl:ing, hard-
&rinking, hard-loving male artist who {s-a real bohemian adventurer...o .

- The art:l.st is a:lmst always vtewed as 8 sacyed warrior-king and priesf:.

' 'e-..ﬁhere the atts heig‘htan certain common human trai.ts, however, 15 in the
direct manipulation of reality. // ME AND MY MYTHOS. // Perhaps because

| art 1s the creation of rea];ity. and i:ec;uie the art vorld and the 1n1;éz-'.

action of art and society are the competition of different creai:ions of

reality, the life of the artist can ....be seen and directed in texms of

myth....Thus, the appearance of an artist ig the artist, the choice of an

artist as to what Ie art Is art, and our view of the art = being our cholce

of which r:eal:!.tsﬁ'r to see = is the art as well.a..

3. Knocking at the Palace Gate - e e

/ / THE KEYS TO THE KINGDOM // Once embarking on a career in the reals
of the arts, it is natural to wish entree to the world of achievement and
success.... [/ CRITIC, COLLECTOR, CURATOR, KING: THE FOUR HORSEMEN GF
THE APOCALYPSE. // As it is in most professions, once admitted inteo the

field by the priestas of initiation, the first rite of passage, one must
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face tha truly powerful hierarchy who sexve a; the bishopa, cardinal and
popea of the professional religion.... one submits to their jﬁdgment and
rule an¢ thus succeeds or falls....These definers, purchaser, exhibitors
and moldera of art world reality spell for an artist pestilence, famine,
and the death of the career...or rebirth into the Kingdom of the Elect.

f/ PAYING YOUR DUES, OR: YOU'VE GOT TO BUY A UNION SUIT TO SEE THE
EMPEROR'S CIOTHES. // ....(the artist) must learn the mores and modes of
action which win esteem or bring disgrace, along with the refined 'moves '
of professional behavior work....The 1nnocénce of childhood islpast, and
no longer able to see the naked ruler, p;ofeg;ional conditioning is. com-
.piete fog the arrived profeasibgals'tohfeel-aaféJin acknowledgement of the
newcomer....// WE ARE CLIMBING JACOB'S LADDER, UPWARD MOBILITY ¥OR THE
SALT OF THE EARTH. // This point in the arts profeasions is apparen;ly_
.3ust a slow geries of upﬁard moves, éareful.culmination; of.hegotatiéns,
shows, cementing of alliances.... fl SEATED BELOW THE SALT, BAEA?HRASED
TO MEAN, MONEY IS STILL THE SPICE OF LIFE. // 1In a society of human be~
ings, value and importance is defined in one way or another and thus given
power. In the arts, critical acclaim is the beginning, but the final.
judgment is rendered in money....// WHEN YOU WALK THAT WALK, WHEN YOU TALX

THAT TALK. // 1t seems appavrent that the arts not only create a reality,

but are dependent upon a reality of situations and traditions.... By apoesr-
ing to be a successful artist, one becomes a successful artist, though a
good deal of time and money are required to achieve the true and polished
continuity....// YOU'VE GOT TO BAVE A PEER-GROUP 'T0 SIT IN THE HOUSE C¥

PEERS, // The srtist has won his way into a selected and elite peer-growp,
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the gronp which through relatively small within a small segment of the

entire society, determines and controls the major portion of the....world

of arts.

Art historians and critics of contemporary American art have detailed

some of the activities Friedman outlined in his Social Reality of the Art
World, and it is apparent that tﬂe last two decades have been a time of
almost congtant change and ferment for art. |
One of the changes which has occurred is that the difference between
tbe work of a 'fine' and a ’commercial’ artist has been diminished. Téday,
artists move back and forth freely between the media graditionally re-.
_stricﬁed to onq fieid. The diécovery-of new:qpys of using media is a héilé
mark cf-their.aétiviéies.' Thiuk'fot'a few mumenéﬁ of Pop art'imageEy,-or
of the media employed to depict these icons, ané this statement will be
'.“clﬁrified. The posi£1ve asﬁecé-oﬁ'ail‘thig creative éxperimentation is
that artiéta'began tﬁ use several media together, and to move freely be-
tveen words and forms, ¢olors and print, technological products and the
discarded objects of the natural and cultural worlds. The eritic Harold
Rosenberg has been concerned with this shift and has commented naying.
PR 3 3 has'become part of ‘'language’, it is a writing of morts
«-s+.art has become a question to itself....As the painting is
T 7 swallowed uwp-in—interpretations-of it, the disparity between

its physical reality and its published image vanishes.
" (Rosenbarg 1966:199-200)

Linguistic phenomena have increasingly replaced or been joined to
other visual components to create cross-sensory fields of stimulation
which are often characterized by parody or metaphor. Othars have docu-

mented the recent process of increased dematerialization of the art object
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Although tbe term 'dematerialization' as used by Lucy Lippard has been
eriticized as not literally true, the sense of her meaning is clear. Some
artists have introduced chance into their artworks, and others are concerned
with allowing their materials to determine the form of their sculptures.
This leads to a gradual deemphasis on.s¢u1ptu;g11y.formal concerns, and an
incressed awareness on the phenomenological aspectg of the aesthetic ex-
perience (Lippard'1973= 5-6 2nd passim).

Both Pop art and conceptual art patterns have attempted to break dowa
the traditional dichotomy separatiné the artist and art from_inte;relating

with the world of everyday dbﬂgcta and patterns, One might receive art

in the mdrning;méil delivery, or perhaps on the TV screen, or even on the

street corner where a Happening was taking place. Artists frequenfly

structured situations or communication networks inatead of cbjects.
Accompanying tﬁia ahif;ing in meéié qnd c;tqgories, thére has occurred

a series of changes in the status én& role-structurea of the ért world.

The meaning of the art enterprise is not the same as it was in the forties

and fifties. 'Artists' may also be lecturers or work in non-art profes-

gsions. Dealers may functfon as critics. Museum personnel write as art

historians, and/or function as advisers to art collectors. Artists them-

selves may function as art critics. They may arrange their own-exhibiticas . .
thus functioning as their own curators. This 1list could be enlarged, but
these statements will be adequate to serve us gg orientation to the dis-
cussion of the artist with whom we are dealing.

Ken Friedman is an excellent example of the role of the modern srtist

as we have described it, but alsgo in the original human meazning of the



term, That is, Friedman has been in the vanguard of contemporary American
and international art. He has heen involved in the creation and experi-
mental use of intermedial techniques ranging from xerox to music, and from
poetry to sgul#ture. Friedman defines his life and his art in a way that
his interaction with his society is multifarious. He serves multifunc-
iional roles and statutes, much as the artist has traditionally done for
his society throughout history.

.We ghall discuss some of:theae;me§1a and techniques; and describe how
Friedman visualizes and defines his activities as maﬁ and artist. One
might well be curiéus about‘tﬁe'backgrb;hd qf ah artist like Friedman who.
writes, éculpts;'draws, painés, 1ecture§,|studies, and‘publiéheh.

Ken Friedman's {nvolvement with the restructuring of his environmeat

.commenced when he was 8till a child, As a boy. in New England, he often

constructed giant environments in ﬁhiﬁh-to play, and invented dramatic
interludes some of which alaso incorporated music in their performance. As
he grew older, he also spent a great amount of time just walking around
and through old houses, streets and graveyards. He became aware of ‘the
kinds of images New England fostered and harbored, and how it felt to ex-

perience them.

Friedman was always an avid reader, and spent many hours reading to
satisfy his curiosity for knowledge. He also enjoyed the wit and satire
of cartoon authologles or in the New Yorker. He has said that there was
very little in his early environment of New Londom, Conmnecticut, which
could.be clagsified as artistic stimulation in the traditional sensz of

visual arts, ?lcassc was a rarity. .Such artists as John Cage or
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Dick Higgins, who were eventually influential in his life, were yet unknown
to Ken Friedman, Christo's name was only reported in the media as an exam-
ple of the oddity of contemporary art world behavior., Friedman made occa~
gsional vigits to local museums to see a Van Gogh, Da Vinci or Picasso,
because these were his favorites. Yet there was no'concerted stimulation
from either his physical or social environment to shape his education or
training in the traditional channels of the visual arts.

By 1956, even befqre Friedman and his family ﬁad moved to California,
he had produced what was essentially his firet public event entitled gggjgg
Plece.” This consisted 6£-:1ean£ns a publ%c monument on & New England spring

_ day. . '. | |
As a child \.’irith an ;:Veréé{relbped ca.xriosity al;;.)ut' thé world of i:nox-rl-
‘edge, Friedman was Judged to be a bookwornm by his peers. He had few peer
éroup playmates, and.thus inﬁeneified'hié immediate relationshipa with his
family. These latter ties have alwayé'beeﬁ close and meaningful-to him.
Before Friedman moved to California in 1959, he walked into a little
shop on Green Street which was devoted to Japanese art and objects. This

first encounter with the Orient was to influence his éubsequenﬁ'thinking

and work in many ﬁays. He bought a scroll from thias shop which became the

e — —_sutbject for one of hia first and still on-going pieces. The Green Street 

project consists of his keeping the blank scroll in his posseszion for ten
years, then passing it on to someone with his name, stamp and date inscribed
on it. The next owner is to perform the same task. The scroll moves from
owner to owner, galning in meaning and texture as the decades pass. Sreen
Street is exemplary of how Friedman had commenced to select attitvdes aud
configurations from his social and natural environmments, and to transform

and metamorphize them into axtworks.
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Friedman's interest in the Orient continved, and has been nurtured by
his learning about Zen, Buddhist literature and concepts, and Japanese art
and architecture. Reflections of these themes form recurrent patterns in
many of his artworks.

In California, Ken Friedman's orientation to Hoing and learning blos~
somed into a stream of svents which redefined his relationship to his soci-
ety, About this time Friedman devéloped a critical faculty about his own
social env;?onment, and moved toward the msinatreaﬁ of the beat-existential~
ist lifestylea. Friedman entered the university and continued to study
literary criticism, psychology; and a variety of other subjects. Friedman's
spiritual interests had led him to seek an active relationship with the '
Unitarian Universalist movement, to which he Las devoted a eonsiderable

amount of energy and devotion. He considers that this involvement influ-

" enced his work from.abput 1963/4 puwafds.

puring this period, Friedman was invélveé in the prod&ctioq of a radio
show as well as the publication of an avant garde magazine. Through these
activities he met Dick Higgins, became aware of the Something Else Press,
and then of the Fluxus Group. We shall detail meore of Friedman's relation-

ship to Fluxus later in this catalogue, since it is of singular importance

__to his work,

By 1966, Ken Friedman was invited to teach in the adjunct Eyperlmentaln

College associated with San Francisco State College. He decided that his

student’s and his own intevests would be best served by a foray into the
dual traditions of Dadaism and Surrealism. He continued to teach, and 2iso
developed the Jurrealist Research Center in the Bay area. His own artuniis
weée'proliferating, with an important emphasis on performance pieces.

In the end it was Friedman's introduction to Dadaism, through a bock
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by Hans Richter, which excited him as a heritage or orientation with which
he felt comfortable. Friedman also notes that Christo's work has influ-
enced his thinking. He feels this influence is directly reflected in his
tendency to package, to modularize, and to form sets and sub-sets of data
and environments.

These were the kinds of ideas and persons which were influential and
interesting to Friedman, Although he was not yet defining his activities
ag doing 'art', Priedman had begun to realize a series of events in public
and in private places.- He characterizes these as meditatiomal and poefic
in his own mind. Since many events were alien to the lifestyles and ideol-
ogies which surrounded him, t?eyzspoké t; hiﬁ.of a "migraﬁibn aﬁd new

spiritual residency”. Friedman entitled these little events Immigration

“Acts, and tﬁey often remained as enigmatic and unrecorded interludes done

between 1961 and 1964 (Friedman 1972a:39).

In an essay entitled “Creativity, Conscience and Art", Friedman. dis-

cusses in a schematic way the role of the artist as he sees it.' In order

that this catalogue be truly reflective of the artist's views, the rest of
this essay will have as its organizational principle this breakdown of the
role of the contemporary artist as it is described by Friedman. The in-

troductory statement is the following:

The artist in the role of an artist has not oaly pro= - -

fesaional and commercial relationship to the world sbout, but a
spiritual or cultural relationship, New investigationa of these
rel&tionsﬁips are emerging at last, and new movements toward de-~
fining and strengthening the meaning and effect of these relation-
ships both to the artist and to the world at large.

soasl feel it time to present here my own plan of
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activity and the reasons for my planning which will shed light

on the broader issﬁes and maks clear my future work., This is to

be considered my contribution to the current discussions around

the world. ¥or me, however, action is the speech of truth, so

more than an intellectus) presentation, by these statements I

will work and live in my future aétivitie; as an artist

(Friedman 1972a:50).

Friedman has always been interested in the creation and maintenance
of a more free and open art market. He affirms that the artist is essen-
'tially artist-in-society, and ;herefore has more thaﬁ a commercial_rela-

ti@néhip to his culture. Since Friedman has erased many of the charactgr-

»
-

istiés meﬁnt tb define.thé artist as ap&rt f:pm-his gsociety, he must agsu@e.
the same reaponsibliities any citizen does with.;espect to the public,

This stance will pick up meaning as we proceed and see how Ken Priedman
gorts out and defines the ﬁarious aépechs.of the.role of the ﬁrtist. In
each case, Friedman describes a specific kind of role which is to be played,
and then defines the rights, duties aud obligations which accrue te that
position in society. He does this much in the manner of a social scientist

who ies outlining a taxonomy of social types. First, this is the way in

which Friedman éefines the role of the artist asg artist:

1. The Artist

An artist is essentially a communicator. In whatever
medium, activities of art are a transmission of one sort or another
of experiential or aesthetic data.

The artist is primarily recognized by society in his

role a; an aesthetician, and beyond that as even aun aesthetic commodity.

This is not entirely accurate. An artist is as well a teacher of
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experience, a communicatioﬁs systems, a respﬁrce bank, a living state-
ment of the possibility of vision. As such, the artist is a prophet,
a therapist, a teacher, a natural resource and a public servant. In
my own case, both by training and inclination, I find myself literally
an educator and socilal scientist, a mlnister and xesource person,
literally by way of professionai activity. Otheres under different
career-roles, have gimilar experiences,

The artist, then; hasg several sets of.rights and
-responsibilities in these roles. I propose here to discuss these
roles, the righés and repponsibilitiés of these roles) and m
future relations to théh.kFriédman 191?&:50-51). B . ‘

The phraze “An artist is essentially 2 commnicator" is a key one

. for understanding Ken Friedmgn's work. This aspect of Friedman's work as

comhunicatoi can'be diacer;ed in two distinct but related appro;ches to
his work. First, the work in which aesthetic material and/or experiences
are directly transmitted as information or messages to the percipieant-
perceiver who is present at the occasion. Secondly, Friedman's extensive
use of public networks systems, such as natiomal or international postal

and/or publications systems, to maintain s farflung communication network

“among & conmunity of interested groups and individuaiss e —

The range and media in which Friedman embodies his aesthetic messages
is sizeable. Aside from the more traditional elements of drawing and
painting, he has done a considerable amount of sculpture. Friedman's

sculptures are often themselves comprised of communications, or their



surface 1s enhanced with verbal symbols. This contributes a kind of
double identity of structural semantics to the actual morphology of the
sculpture. As examples of this point, two sculptural artworks should in
particular be mentioned,

The Omahs Flow Systems project, which actually grew out of previous
shows and commitmeats, effloresced in the Joselyn Art Museum between
April 1 and 24, 1973. Although Ken Friedman was the 'artist' who convened
this show, he has emphasized that many other artists, institutions, indi-
vidual_a, businesses, and » of course - the postal system were all directly
invelved in ﬁhe'unde:taking, }' _ |

Omaha Fluw'sggtems essenti;lly corfsieted oflan.international exchange
of artworks sent from all over the world to Omsha. 2,000 in§itational
~posters went out from the museum.gskiug fnr contributions to chq Flow
show. The concept which ties the postal exchange of items and_inforﬁaticn
together i3 that of sharing created information and/or other artifacts of
one's manufacture or qhoosing. Children from local schools, church
groups, as well as private citizens interested in the museum, enjoyed and
aided the show. These people were often responsible for logging in and

degcribing the entries or received items which were uléimately exhibited

to the public.

During the Flow Systems, a large number of related activities took
place in the Omaha area. These events included lectures, demonstrations
for Creighton University, a seminar for a class at the Universgity of
Nebraska, Potluk and Benefit dinners at the Firat Unitarian Church in

Omaha, and a Celebration of the Arts in Eooperation.with other lccal



churches. In spite of- problems (i.e., the postal system did not always
measure up to its essential function and task), several thousznd people
from many countries touched and were téuched in a chain of correspcndence
and exchange of artworks. For many, who had not previously heard much
about contemporary art or the communication and conceptual art movements;_
Oinalm Flow Systems was an important 'first’' in their lives.

In general enthusissm was high, and one artist, Giner from France,
gsent one work everyday for the duration of the show. FKen Friedman seés
his particular contribution - his alart - to the show aa: "the creation of
the ides and the systema, and after some time of drawing up the prbposals,
~ideas and plans, -and getting ,i:ﬁem iccé‘;;ted by !Eh_e Board of the Museum,

'my® art - the systems itself - was donme, and the Omaha Flow Systems it-

gelf began®" (Friedman 1973:6).

The Omaha Flow Syhtems was the first exhibition of its kind fof the

area and for the Joselyn Art Museuh. The local television, FM radio

gtation and the pre;s responded with great interest. The former sponsored

both interviews and two one-half hour specials on the show and its content.
The number of people whose lives and conscious awareness of their

enviroument were changed or at least jogged by this event is unknown. But

by the second week of. the show, the teams of prnject workers noted that uwp~

to 4,000 items had been received, Friedman stated in a press :Lnterview

that the "whole purpose of this (l.e., the Flow Systems) 18 to generate

communication that gives people a good time and broadens theilr horizons.”

Another exhibition which displays Friedman's interest in commanication

as’ an exchange with creative potential was the Fluxprojects show.
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Fluxprojects took place in the Malcolm A. Love Library at San Diego State

University in October, 1973. Congistent with his belief that the sharing
of life and process itself is intrinsic to the art enterprise, Friedman
organized a gigantic five-story high participant sculpture entitled “All's
Well That Hangs Well%. This sculpture occupied the entire stair-well of
the library. It grew during the duration of the exhibition as interested
persons (school children as well as university students and other adults)
prepared and added théir contributions of hangables to the sculpture. '
,Kﬂn Friedman, as artist, concelved, planned and engineered this communi-
cation encounter in sculpture. He also contributed as series of projects
-which focused on aocial and- ;ntellectual involvement. These were collaged’
~ and painted artworks which were hung on adjacent walls for the ékﬁibitien;
Again Wwe sece the interest in intermedia and communication as meaningful
and aesthetic exchange consistent with Friedman 8 conceét of the artist
as communicator. |

Another chapter of Ken Friedman's role as artist-communicatof musi
be read through his relationship to the Fluxus group. Friedman hss beern
among the notable practicioners of Communication art since the middle
siﬁties. Although this kind of art is also termed 'Mail Art,* 'Junk

Mail?’ aud 'COrrespondence Art®, Friedman prefers to be Known by the — -

general terms ‘Communicatjons artist’, We shall define Fluxus as an in~
cipient art movement Iin greater detail later; but here we should note
that one of the most important characteristies of the Fluxus groups ia

that it comprises the nexus for widespread correspondence art networka

(Poinsot 1972).
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Ken Friedmin became.a member of the Fluxus gfoup in August of 1966,
but before and dince that time has been consistently engaged in doing
Communication art. Fluxus maintains itself as a quazi-orgarization
principally through ita framework for the exchange of information, for
publications, and for occasionmal collaboration in collective 'Fluxfests'
or the production of multiples. Fluxfesé events were printed on little
cards and exchangéd among the group and/or with interested non-Fluxists,
vho were in touch with and sympathétic to the activities of the group.

 Sometimes Friedman'a'correepondencep took the shape of seﬁi—pranks,
such as his Soqk«of-the-nonth 01?b,.throhgh whiéh he periodically sent a
sock-to.ﬁariouslpqoplé on his correspéndenée }ist. Such communications .:
are meant to "éxplore‘the pétentiai of the posﬁalgsystem as an értiétic '
medium', Friedman has stated {Aibright 1972).

‘bne of Friedman's gﬂgggg entitled ;g;ggg is, for egample, the following: -
ﬁail to friends, people cﬁosén by random pfoces;es, ' | -
etc., 10,000 objects, papers, events, ete., over
the span of a predetermined time,

(Which recipients are to receive which items and

on what dates may also be selected at random.
First performed in 1971 over the span of one year.)

Contained in a series of notes for a lecture entitled "Principles of

_Action" are several statements which link both Fluxus and XKen Friedwan's

phi;osophy of art as communication. Among them are the following:
We are witpessing today in the worl& of wmuseums, art journals, etec.,
a breakdown of traditional modes of aesthetic communication, often
due to the fact that much contemporary even more older work is
.8imply not emotionally or physically accessible to enough pzople....

My work has been to re-interpret art from art-as-art mode (designed
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primarily or solely for wall or pedestal into art-as-human (educational,
social, communicative, transactional) process. I have treated my work,
both in the Fluxus tradition and in other areas, not only as a wehicle
for aesthetic pleasure, but for social action and public participation.
We must forge allfances between artists and non~artists in the
gervice of society. I use Fluxus material for educational, publishing,
religious and other groups to demonstrate how art knowledge can enhance
psychology, learning, spiritual experience, etc. There is a close.
relationship between my aeéthetid production and the work of humanistic
psychologists and the futurists (futurism of fqture-studies sociology, |
not the art-fpt#rism of §h9 early 19603)5 ' - : '
We must extend 'membérahip' in artistry, both'éhrougﬁ 'formﬁl'
links, such as Fluxus West, working and training those who have not
. been involved in the arts, and through informal pr@cesses and projecﬁs.

One prdject'of this nature includes The Internationsl Contact List of

the Arts first published in 1966 as an address~list, and now including
over 4,000 names and addresses of paople all over the world, a pure
information system enabling any person to contact any listed person for

direct and immediate contact. 1In 1966, when we began this work at

_ _ _Fluxus West, people were tremendously reluctant to give out other

people’s names and eddreases - this information was a claasified
'weapon' of the political strategy of the artworld: we changed it info
a tool for access and communication,

Another means of extending 'membership' in our community of the
arts, is the method of constructing systems which invite and oven re-
quire the participation of the previously passive viewer....Other

projects which T conceilved or developed to meet similar needs in
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different ways included the outreach programs of Fluxus West, including
 Fluxus West in England's Fluzshoe; the One-Inch Art Show - now being
used in New Zealand - ; the New York Correspondence School Weekly Breeder
magazine; and the international Sources magazine/catalogue/exhibition.
On all of these projects, the origipal project was able to be taken by
other people and restructured to meet their needs, or to be used in a-
- new situation, or completed cooperatively, thus fulfilling the original
goal....

We must help to kindle a sense of visién as to the models that-can
exist for personal and social interaction. We can provide free and
flexible models through aft acttvity. |
In a letter to Dick Higgins, a valuad friend, poet and Fluxus contribu-~

tor, Friedman continues his dialogue on the artist as communicator in the
following way:
I see my work as a-taoist guerrilla: the creation of
an entire system of connections and linkages. As chairman Mao says,
the guerrills must be able to move through the countryside as a fish
through water, drawing support and sustenance from the environment....
While I do not agree with everything the chairman says, his strategic

'overview is essentially correct, and I apply it to my career with a

different end in mind...I realize that unless I can create everywhere
around me an environment of understanding for that which I seek to do_'
as a social service for the arts, my work can only be interpreted as
art, and therefore Y can elther suecceed or fall as an artist, but not
as a human being.

Uﬁlike most artists, Ken Friedman often accompanies his exhibitions,

acting as his own curator, and thereby elaborates the communication
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.cherrels to include lectures, informal conversations with incerested
sprztators , and the on-the~spot use of whatever media resources are
avallable locally.

Since 1967, Ken Friedman has been a member and participznt in the
New York corréqundenee School. In this capacity, he has periodically

functioned as the editor of.zgg_wbeklg_nreedgr, the collage~newspaper 'of

the New York Correspondence School, Friedman has scted like a research
artist and expanded the communicative possibilities of new medim and
nessages. He has innovated ﬁew expexriments in-multiples and graphic
techniques, . In a one-man gxhibition at the Fhoenix Gallery in Sﬁq
francisco, in Sgptember, 191%;:vieﬁeréiw®réfabie to see examples of
Friedmaﬁ's meaf?ﬁrinting process, incfhding the Meat Print and Tea Shirt
series for clothing.

Other glant process or communications projects include tha_!ggggw

national Contact List of the Arts (previously wentioned) which Friedman

edited, and which served as the base for such subsequent projects z2s the

FileMagazine International Artist's Directory, or Davi Det Hompson's.
Cyclopedia . Friedmsn serves as one of tbe trustees of the Internstiornal

Artist's Cooperation in Germany, acd as one of Milan Knizak's collabo-

T rEtery i ﬂl‘e'—aﬂnua‘]:-ﬁeeginﬂogebher—-M&ﬂi':fﬁs'tat‘ipn-—“'—'“""-'“—---"-~-“—-'“—-'“ e

Since the function of communication is so basic to Ken Friedmen's
concept of art and being as an artist, he has clearly selécted to work
in several media rather than the one or two which are traditional to the
visual arts. Language is perhaps his basic code, and aside from

Friedman's high involvement in the form and functions of general



communication processes, he usea the morphology and syntax of diverse
styles to accomplish his ends.

f‘tiedman may operate as artist~-poet on occasfon and phrase his
lnsights and visions in verse. The following is an example from one

section of The Aesthetics entitled "Chants and Poems™:

1 dance the ainging chasm:

the feast complete,
pursued by whining furies.

morbid vacancies,
prasent in a ahaking soLitug!e;

the hour is .comprised ,
of sixty laughing minutas. .

sit a while lohger at this table,
demon.

"s:l.t a while longer at the table." .
' (Friedman 1972a:19)

Or.again, the text of a ‘poetic dream’ which Friedman later wrote

dowm:
shadowa in the kingdom.

1,

art 1s hard science while the edges are still soft.
the blurred boundaries stiffen,

and art moves on. ; e

2,

i am alone.
my shadow stretches out toward heaven.
my shadow twins and triples beneath the light.
sclence claims me in the shadow of the night.
i am summoned to judgment:
called out by the voice of prophecy:
i am alone.
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the emperor has called an audience.
the courtiers appeer, dressed in all fipery,
dressed in all fine rags.
they approach the throne:
the throme i3 empty.

in the courtyard, the emperor dancaes, uaked.
later, he will walk in the streets.
later, he will dress in simplest white garments.

the courtiers will mill about,
fondling their silks and jewels,
to bow bafore the vacant throne.

4.
* politics is the archestrat:l.on of real.ity,
art sapa the imrul gam
*  the emperor stands in white beneath a bridge,
" his shadow trined, and quadrupled in the c!ying 1ight.
he will sleep .beneath the bridge tonight.
his courtiers will wait before the throne
- in empty silence., .
' (from a letter to Ceclle, April, 1975)
" In addition to’ poetry, Ken Friedman uses a variety of other
literary forms, some of which have furnished the sources for our
selections in this catalogue. They range from critical essays, lecture

texts, sermons, letters to friends and the public, jourmalistic articles,

- - - - -catalogue materiale, aund scholarly atud:l.es with problem orientat:tons, te

collage broadsides.

Xen Friedman's concern with the visual properties of the printed or
collaged word and its arrangement on objects as well as paper, brings
sculptural concerns into the realm of verbal communication, One ig #ble

to move back and forth between physical or geographical spzce to cognizive
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space through the use of semantic symbols. 5uéh gymbols are at the same
time integers of the geometry by which we perceive the locations and
structure of objects in our environment, The conjunction or juxtaposition
of two distinct realities, that of physical spac« and that of mental
taxonomy, are structured by the artist to enable the percipient to re-
celve messages with multiple connotations,

To imbue the world of verbal imagery with tactile physical tezture
is a sculptural concern and feat. 'For example, note Friedwan'’s follow-

ing statement:

"rhe distance fro? this sentehce to your eye 1§ my sculpture”
o o (Tbalggggﬁg: Ken Friedman).
Here the visual and the cognitive properties of communication are inter-
related throvgh a synaesthetic function. -
The Sightings pfoje&t-representé this conjunction of aesthetic,
sculptural.and aocial-caﬁﬁunication concerns with clarity. Sigﬁtingg
consists of vecording the topographical information regarding events
which are relsted to the specific environments in which Ken Friedman

will travel #n the next few years. Friedman, in conjunction with

Dr, Thomas Radford, will concretize and communicate the events and the

' 'structures which characterize--the geographical locations im which

Friedman travels. In this way, ‘geographical locationa' gain existential
and connotative aspects which define them as *life gituations® in the
mind of the viewer. The vehicle for this space~mind sculpture will
utilize the standard visual signs and symbols which are used in cartoz-

raphy and its illustration. Actual maps, photographs, pinpointed
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itineraries, collaged comments and the actual presence of the artist in
lectures and conversation will comprise the total package of the
Sightings project. Friedman has written sows "Notea' which define his
reéson for approaching the concretization of his events and activities
in this way. The following :l.sl from *Notes':
My work has always been a response to people and to situations.
Even in its most vrefined cerebral gestures, I have always been
singing my aul:o'biography and mapping the distances.... |
SIGHTINGS is a procesa of ‘being in situations, being in placea,
| alone and with others. In these air.uations, there 13 chanting,
'I,:h.ere- is -dancing and 'performce. There is drawing, and there is
drawing-out. Portions of the projects are given 6ver to exhibi-
tion formats, using past and present materials, in particular _
prescriptive mt:l:ons which other peop;le can uéa, 'a's wél‘i .as
wapping sequences which trace and format my own explorations.
The creation of objects is often involved. In short, it is
like my life, a sum, a series, of interfaces. Some will per- .

celve it as an opportunity to meet and to be mut. Others will

__know it as sculpture or painting. Some. will know it as all

these things and more (Thomas 19.74:4).

By overlaying the texture of the physical objectified world with -
that of verbal connotation and denotation, Ken Friedman multiplies the
levels and meaning of his messages as well as the channels through which
they are transmitted and received., 1In this thrust, he iz in the iniex-

nmedial tradition of some of the Dadaist snd Surrealist artists. I anm
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reminded of Max Ernst's commentary on the properties and aesthetic

stimulus of tha collage:

What is collape?....lt 13 something like visual alchemy,,,,I .

am tempted to see it as the exploitation of the fortuitous
. encounter of two distant realities in an unfamiliar plame....

Cne day....Ll was struck by an illustrated catalogue containing

objects for anthropological, microscopic, psychological. min~

eralogical and paleontological demonstrations....These images
called up new levels for their meanings....Then it sufficed

simply to add to these catalogue pages, by painting ox

drawing, and thus only docilely reproducing what was visible

within me = a color, a pencil line, a landscape foreign to

the represented objects....to transform into dramas revealing

my most secret desires that which had been nothing more than

banal pages of advertising (Ernat 19203126-128).

The word as a basic unit of communication is closé to the actual
‘structure of our think;ng."Anthropolokists.have long grappled with the
knowledge that without learning the lﬁhguage of a pecple, one is unable

to share the taxonomies and cognitive categories by which they atructure
their world of experience and meaning. In learning, the raw data of ex-
perience is subsumed into sets and become events and situations to which
we assign words and conceptual values. Meaning and language are imterrs -

lated paradigms of cultural or learmed patterning.

Fen Friedman as artist-communicator has selected an intermedial ap-
proach which is both traditional to human artistry, and which is sophis-
“ticated in-that tt-ineludes the.use. of modern technological systems {like
Xerox, offeet printing, photography, postal systems, publications, atc.)

all of which are relatively recent in their elaboration. .
As an artist who is basically concerned with the aesthetic qualities
of the visual stimuli which he and other artists comstruct, Kea Friedwan

has been concerned to function as a critic to help maintain the hizgh



standards of creativity and workmanship which nharécterize genuine
artistic commmication. In his correspondence with other artists, and
through journal articles and lectures, Friedman exorts his fellow-
artists not to be beguiled by the facility of some of our printing
techniques, but to maintain high standards of persomal criticism and
to share their time in the personalization of printed -correspondence
materisl to the best of their financial and time limitetions. Friedman
has composed an essay capsulating some of his ideas regarding the
‘structure of art as cgmmuniiatipn. We shall quote from these statements
in a suxmary fashioh: : ! | . | |

' Hh are. cireumscribed in purely verbal communication by the sequen-
tial and ordered necesaities of language. This procesa is far removed
from the reality_qf a non-sequential (simultaneous), illogical universe
of lifefprpcésseé.. In trying to:commuuicsﬁe reality, or a pgrceptibn o<
reality, iherefore, we stand out of relationship to that whi;ﬁ.we_try to
apprehend,

The gift of verbal communication and the related ability to bind

time through words is not only a major human achievement, but as well the

trap of human consciousness. To bind time is to be caught in the stasis

thus created...,

In our effort to communicate with words, we are bound by our woxrds,
and can progress only in sequence, using the mind to store bits with
which to form a total pattern or gestalt, This pattern is dictatecd by
the fall and pattern of the words, and usually cannot even begia to ap-

proximate the true nature of reality....The acts of speech and writing
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the fullest realization of human potentisl. In allegory, the word brings
order (creation) out of chaos (raw energy), but at the same time creates
a stasis which, in effect, stops that flow of raw energy which is the
absolute fundement of creation....

In an effort to bridge the futile gap ?etweén reality and communi-
cation, I have chosen here to attempt the creation of a communication
structure which will more closely approximate the reality out of that
creativE'gnergy which is at the root of things than mere ordered dis-
course can effect.... |

It is my hopé that by pfesenting';he sets (bits, upit;, pileces,
items) ccmpr}siné my uaiverse of consciousness, the.réader can digest
them fo recréate {ntérnally a similar universe. From that 1ntefnal
simulation, I hope that a mode of consciousness in which I work and hafe
my being. . Thus tﬁe re#dé; will_betééi be able_to apprehend my meaning -
than by more conventional methodé. »

(Friedman here refers to his special method of poetic and literary
exposition and continues)....This universe of consciousness will hope
fully make itself and its purpose known to you from within as an inter-
nally-guided pilgrimage, rather than an externally delineated pascagse.

" An experimental méthod 6f communication which-places a major.respangi-
‘bility on the reader s&s co-communicant can be expected to prove more
difficult, than the usual transmission, but will hopefully offer a
clearer and mere precise communication and a universe of sets uniquely

co~created by the reading pérticipant as moat suitable to personal needs

and activities (Friedman 1972a: 61-64).
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Another medium in which Priedman has selected to communicate is that
of music, His approach toc music is avant garde, and he refers to his
relationship to the field of mugic in the following way:

Zen and worship (ave) the root of my musical experience and
training: I consider the calligraphy and visuality of a written
score 83 beautiful as it sonndé; I consider not melody but sound-
formation and have £s great an interest in rhythm as I do in
melodic line....In 1967 1 quit reading and writing standard
notation altogegher and devoted myself fo configurations of
sound (Vinton 1974),

Ken Friedman has'congtgbuted several coméoﬁit;ong iq cqn;eqporary
music (see Vinton 1%74), and acted as gué;t Editor with Stan Lunettaj
of Issue number 11 of Source magazine in 1974.

It is a yather éafé assumption to éay that while'art reflécts the
valaes an& interests of individuals in a culture through its media and
icons, it also serves social and psychoblological needs and functions.
As an universally encountered aspect of human organization, art must

rerform -~ it would seem - enough functional operations of social signlfi-

cance to perdure. To regard art as a form of communication is therefora

o 8-‘ ) logicalaidsbc{(,:ré'gicaléOﬁt‘:luBion‘ T e

When wa consider art as communication, and as therefore playing a
potentially significant role in the ongolng processes of social organiza-
tion, a varlety of new perspectives and problems emerges. The recipients
of the message, the structure and characteristics of the message, the

meaning and sigalficance of the medium, the didactic or emotional
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components of the arte-work, the processing and control of the digsemina~
tion of the artistic method: these and many more are areas for interpre=~
tation and even research.

Without hypostasizing art as communication into a rigid concept,
man has intuitively realized this function. Aesthetic phenomens in the
service of the ritual, the learning situvation, the therapeutic relation-
ship, or the rite of passage are familiar to the anthropologist. Sophis~
ticated theoreticians have more recently formulated the fdea of art as
commmication in the language of cybernetic systems theory (Moles 19G66).

ﬁhether or not art is isémorphic or identical with c¢ommunication,
"it is a fo:m of commugica;@pn to théaextent thﬁt the degree.nf 'shared—
ness® or the ground for undewstanding messages aﬁ received is basic to
the perpetuation of the code as such.

The "aesthetic bundle” is cdmpr;seé of stimuli received from a‘;
perceptual field, and their synthesis somewhere between the réﬁin& and
the visual cortex (for visual arts), They have already been modified tq
provide information that is cathected to a learned response; this occurs
vartly in real space and partly in psychological space. Evidently what
feaches the ceraebral cortex is simply evoked by the e#ternal 'world', but
' ip herdly a replica of it (Ravicz 1974%399-4005 Pribam 1969): --As far-ag--
we know, 'veal' and 'conceptual' objects (mubjects) are therefore appre;
clated by analogous processes.

What are the relative advantages of selected innovative and inter-
medis techniques for aesthetic communication? The three basic categories

of buman communication involve the communicator, the conveyed message and



the sudience. One asaumes that in successful commhnication {i.e., opa
which elicits intended audience response), a compatible relationship
between these three categories is attained (Plerce 1965; Manheim 19564).

In ordinary comounication, the lexicon, syntax, and semantics
(symbols, their arrangement and meaning) are recognized and accepted in
a similar fashion both by the senders and the receivers of any communilca-
tion. If the actual form and content of aesthetic messages were unlver-
saily valid, the tange of the social group who share thé same rules for
the manipulation of these coﬁmunicatiog symbols would have to coineide
with universal mankind (Etzkorn 197&'355) A cross-culﬁural perusal of
art forms shcws Ehat this 1s-c1eat1y not the case, and it seems that
aesthetic communications are often characterized by their restricted che.
Although artworks from other cultures may be apprecilated, the fund of
experience and lack uf familiarity and experieuce with the syatems of
iconography may not be analogous to that of the creator's expressive
intent.

Pragmatic communication impact depends on the social ezperience and
cultural viewpoints of the viewers, and on their ability to recognize
and appreciate the form and meaning of the art style. By abandoning the
more restriétive cédés‘and forms of traditiopal art ‘comnmutidcations, -
Ken Friedman adopted 8 new, broader and more existentially relevant
multi-channel set of communication media, Such an approach to the pro-
duction of artworks should speak with meaning to a wider audience thon

ever befotre.

Having described Ken Friedman's definition of his role 28 artist
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and commnicator, we shall turn to the second segment of his conception
of the role of the artist: the artist as Worker.
2, 'The Worker
The artist, in his role as worker, noc matter what particular
career-identification he may undertake, has the right to work and
earn an honest living. The present system of art marketing and
access to public realms constrains the right of the art worker
in all but a few promingnt' cases. The artist is treated as a
cormodity, and thus is dehumanizad, denied the right of any work-
‘ ing person, and further,:- ;vgn i_f sucqegqful -~ liable to the '
| merest -vagarj-? of faghion or of .iy. pféctice at the hands of t_he
'mrket.eer. | | | |
I propose that henceforth I will regard myself not as &
comnditjr, bﬁt as a8 proféssional. As _'sﬁch, ra_ther_!:hhn selling
art wﬁrks, I will only sell my professional services. -
This sale will take place in two dimensionsi
1. For those who wish to hire my services on a salaried.
basis, I am availzble by fairly negotiated contract. Such a con~
tract would apply to consulting and administrative jobs, to teach-
ing jobs, and to any job taking & deferiined spat Of time for a
particular employer. |
2. For those who wish to purchase a certain amount of
1imited service, such as a lacture, a consultation, or a work of
art itself, ¥ will be available on an hourly-fee basis. This

" will include my research and development time, and the physical
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exp:nses of the project or work, but other than ﬁhis, no fze will
be added or charged for the Martistic” value of the work itself.

Cherges will be made only for time expended and for materials

usad. Xf materials are supplied, only time will be charged and
nothing else,

In this way, I assert my rights as ; worker and my dignity
as a human being and a professional person. ' Further, I believe
that if encugh artists undertake this mode of activity, the re-
sults in the art market will be far-reaching....More money will

-be greed into the system; more artista will be able to earﬁ a

-living, more Wwork will be expcsed

| ...:To protect the artist and the public against the possible

abuse of thesea lower costs, all artists should have the xight to
a fair petcénéage of works re=-scld vhich increase in value. This

.will both discourage érofiteétinglaﬁd add tﬁcom; to the artist

vhen fair reséle does take place. Work on this particular idea

is already in progress. I understand such sgreements to be
availeble and suggest that anyone interested in this organﬂzed
endeavur contact those responsible (Friedman 12728:51-52).

‘Kan Friedman proposes that -artists see-thelr professional services
aa such, and not deal with their relationship to the public through
intermediary institutions. Many middle-men patterns commercialize the
ecénomic transaction of artworks im a way unacceptable to artists. As
the digtinctions between life and artworld are being abrogated by inter-

media and design practices, so the social poaition of the artist must
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alao change from one who occupies the fringe folas of society, to one
who occupies a central position in the expressive decision-making realm
in‘#ny culture. |
The multifunctional role which many contemporary artists occupy

with respect to thelr work necessitates a revision in the basic patterns
of axt world economics. The latter represent the distillation of an

era on the wane., Institutionalized ways of organizing and dispensing
goods and sexvices often perdure béyond the times and e;nditions which
originally struch;ed them. Iﬁ is pregisely the dysfunctional operation
of over rigid ?aaﬂ-orienteq gystems in éelétionéhip tq‘émersept social |

. renlities uhidh stimylate discontent in ‘individuals confined to their
contezt.

Faﬂ contemporary aftiats in the_Upited States would accept without
criticisﬁ-the gallery-cfitic-museumwcollector syndrome as it §o§ exlsts.
In a recent study in which the author either iInterviewed or corresponded
with a sample of one~hundred and twenty professional artists or adYanced
art students, not one accepted the economic practices of the ert wﬁrld
without some criticism. The display of discontent included a bread
- spectrum ranging. from specific suggestions to reformulate artist-gallevy
contractual practices, to the angry denial of the entire pattarn of art
world economic exchange practices as they exist.

The ramifications of maintaining as devalued citizens categoriass
of professionals ~ such as artists and teachers ~ who are vaiquely im~
portant to the transmission of cultural values and expertise to subsa-

quent generations - have not yet besn realized in the mind of the public.
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The mark of value in our culture is directly linked to high financial
reward., While few contemporary artists or teachers would persist in
affirming that their services should be among those réceiving unusually
high financial reward, both receive much less recompense than peer group
professionals whose training and hours spent in'labor may be miniwal by
comparison.

What Ken Friedman proposes in his description of the rights and
obligations of the artist as worker, is not more than a earrangemeﬁt
of wage scale practices, consonant with the valuable work performed by
the artist. The :1ght of any_artis: to manage and deal with his own
: prdfessionay'skiils without cqnstric;ion by tﬁq maﬁipulative propenslfies
of coﬁtemporéfy art ﬁgrld.§¥actices should be'blarified ﬁhrough‘increaaed'
public debate. The point which Ken Friedman underlines is that withou:
the support and séchrity'pf an,acceétkble income, the ability fo give -
freely of one’s creative energieé 1§ geverely hampered.

If we accept the bagic premise of this essay, l.e., that art is not
ancillary to but rather comprises an essential avenue by which the
quality of our human existence is enhanced and our comscious awar;neas
-of our social and physical eavironments succesasfully aroused, then iz
~ is our good FG¥tuné to-live in-an-era when a reappraisal of these ideas
is emerging. The shift in orientation from the guantitative aspects of
life to those of a qualitative nature is slow in coming on our uneveniy
developed globe; but the insistent urgings from a new generation of
world citizens must not be denied. The new world artist will sexrve thie

better-worid community.



51

RKen Friedmsn, as an individusl artist, as a member of the Fluxus
group, and as & proponent of the conceptusl art tradition, has lectured
and written about this matter in many places. He does not stand alone
in his asgessments. The following excerpt is from an artitle by

Ken Priedwan vwhich appeared in Art and Artists in October, 1972:

Thus it is that most of the early concept'artists are
rather like the ﬁéw men of the Renaissance, skilled in many
fields. Through many media and through the intermedis wa found
our pathes arch;tecturé, £1lm, video, anthropology, painting,
sculpture, collage, decollage, theétriés;zpackagiﬁg, the ‘nec~haiku
arts, mdn;malistip ar;gk dance, ﬁ;ppeniﬁgé; Eha new music, prac-
tical joke;, Zen, religion, soéiology, folitical scieﬁce, mathe-
matica, theology, street theatre, guerrilla theatre, publiqhing,

‘design. manufacture of many assorted ﬁares, festiﬁals,'puzzles,'

games, cooperatives, wnrship; commnicationa, biological séienees,
and more, |

ceesIn avery way posalible, we have tried to bring the entire
range of human understanding and experience to bear upon art:
peychology, design, environmental design, the behavioral sciences,
sacial.seience, léarning theory, theology, and others named and
to-be-named, | |

ves-oWe deal with human concerns. We vrefuse limitations, but
choose to explore the full ranpge of forms and attitudes. For some
there is no choice {nvolved: it is impossible to chooase oot to

'+ do so (Friedman 1972b: 50-52),



To meke art not simply something of purchase and possession, but
something which is necessarily to be experienced, learned, and emotion-
ally cathected, structures the motivations of many artists, Ken Friedman
among them. The artist as worker can approach his job with this view-

- point. See also (Lippard 1975&8-9); Meyer 1972: xvii; Levipe in
Battcock 1968:26-27).

John Cage has commented w@th reference to art and artists, "We are
getting rid of ownership, substituting use”. It appears that artist;é
xnew attiéudea toward éhe maéerials of art are shaped by the attitudes
toward materiality éenerélly‘held in their culture, The futractability
of ﬁaterialé generated by modern technocracies and fhe.high.taté.bf -
turnover characteristic of oumership patterns; bave begun to pose
serious problgms'in our soclety. These problems range from socio- _
political questions about the leéitimacy of elinest'conéumptfon pat;
terns in the face of widespread human need, to problems in the logistics
of disposal of the sheer waste in the relics of our insatiable appetite
for consumption. |

Ren Friedman tries to raise our level of awareness about these
problems, and by dolng so, is playing an important role in our society.
Much of the art in the future may pass,from,thé sphere of the precious
object to the sphere of aasthetic service. A reappraisal of reccmpense
in terms of service and contractual agreements is also more consistent
with some of the newer approaches to service rendered by men like

Ken Friedman.



The third role which Fricdman proposes that he £111 within the
paradigm of the artist and intermedial creator, is that of the Public
Servant,

3. The Public Servant

The artist is a public servant in the sense that an artist
propogses to renew of change the public and the culture, Suvch

change, of 'course, increanes his value as an artist as i:t

leans in his direction, and makes more work available to him,

thus enhancing both career and personal enjoyment.

1 feel that. since this ig the case, the aﬂ:i.s; hasg a
j reapons:l.bil:lty to i:he public. Thug I vov. that” :Eor every art

work which I produce for sale or for my private benefit, 1

will produce an artwork for sale to the benefit of another

or for ﬁifl;. Any woi:k sold Itd’ tﬁe benefit. of another 1;111 be

- subject to different financi'ai arrangements than those above:!
since works for benefit are best used to gain mavimum financial
advantage, such works will not be constricted by the time~plus-
materials- ethic which I will enforce on private sale. Those
who bene:éit from such sale will, however, take the place of
the artist .aa beneficiary of the re-saie-—percentage agreements.,

I vow further to make my time available generally to public
gervice or non-profit cause for expenses only on a short-term
or emergency basis, or at fees negotiated according to thelr
ability to pay for long-term bases that would conflict with

my other possible employment (Friedman 1972a:52).



In his role as public servant, according to Ken Friedman, the
artist has a responsibility to the public which reaches beyond the
traditional one of producing artworks. Inasmuch as the kind of art
which Friedman preduces is meant to initiate changes in the social
system, or in our ways of perceiving it, the artist assumes some ad-
ditional responsibility for his activist role. What Ken Friedman
means by "changing society! is clarified in thé following excerpt

from a typescript essay eqtitlengggnt_gnd Enviromment s

At the heart of our conczrn with the environment is_the
role that wg; as humgp beipgs,.céﬁ play, not only in living in
‘and within our world and its mpltiﬁie systems, and reaiiﬁiés_
but the roles we can take in restoring and I{mproving the world
enviromment which is now dramatically showing Fhe results of
thousands of years-of human 1n£e£vention in the natural order.

A major function of the particular calling of the artist
is to demonstrate, define and clarify that role.

Several obvious points of departure have been witnessed
in the arts through the millenia:

Our.relgtionship to the world, our interaction with nature
and its meaning in terms of our Life.and soclety. ﬁb see this
first in the cave paintings of the hunt, and - in a more refined
way - in ceremonial portrayals of our interaction in the form
of religlous and social rituals.

The world itself, nature, the pastoral, the juxtapositicn

of man as part of the situation. We see this in art ranging



from landscape and still~life, to urgan landscape and now even
the urban mural projects seeking to rekindle the city through
the art form,
The world that is, and the world-that-is-to-be become
a third important focus of art‘as a sengse of utopian vision.
The ground broken by the urban mwral is fully explored in
realist and surrealist portrayals of places and planets that
_never existed,-or ﬁhat could exist here, or that éhaﬁ in the
romantic visions'a past perhaps we had = but just as possibly
a' past we wish we had, as a tokeh'of ioﬁging-for the future
we hope to seea R ' ' _
The area of my work is touched perhaps by all of these
in one common meeting-point: the involvement of the human
sense of vision.'hope. deépair;'desire, 'Beyénd Ehat; the.
work in which I am Iinvolved moves directly into areas of our
interactions with each other, in the context of our planetary
environs, and offers both Immediate suggestions for our environe
mental interactions and a greater serles of brackets for the
problems of our lives and weys of living in the ﬁlanetary

context.

As an artist, it has been ﬁy deepest goal to intimately
involve the spectator in my work as an immediate participant
and beyond this, as a participant who can take from my work
some quality and perception which can serve as a tool in the

personal life. As a human being, concerned about the nany



eavironmental crises wﬁich face us, I have been concerned

with problems such as waste, energy, use of space, improva-

ment of social interactian and with the uplifting of the

social creative process known as civilization but which ecan

asg eagily be considered thg manifeat product of the public

imagination (Event and Environment:l-2).

As public servant, Ken Friedman offers suggestions and makes
ionovations in the art wofld which are consistent with the respon~
sibility which the artist bearsléo his society. Rather than denigrate

. the fallible inatitution of the Jfuseun a5 many have done, Friedman

I
' -

has tried to make concrete cuggestipne anﬂ plans for new ewhibLtions,
and for new systems of arpusing visitor participation sand interast.
_One of Ken Fiiedman's suggestions has borne fruit in a variety of
settings. In his capacity as Executive Di;ector of'Fluiua VWest,
and as individual artist, Friedman has planned a number of
trQVElliﬁg‘projects and exhibitions which avre able toc travel ex-
tensively at a low cost, These also £fill many of the aesthetic -
prerequisites for & good creative dialogue with the public. Note
the following from Event an@ugqy;;qngentz
From process detailed and clarified in (previous) shows,
I found it possible to create exhibitions which were able to
travel extensively at low cost while fulfilling many of the
same purposes and goals as these major exhibitions but at a
fraction of the cost, While these smaller shows were naturally

not as extensive or comprehensive as the others, successful
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projects of this second nature included Documents and Tmages
(Eastern Washington Gallery of Art), Eastern Washington State
College, Cheney, 1973, Fluxprojects (The Galleries, Malcolm
Love Library, San Diego State University, 1973), and
Ken Frisdman: Collapes and DPrawings {(Daner Galleriet,
Copenhagen, 1973), Several of these shows were able to use
traditional media in ways rendered less expensive and more in~
volving by the applicatign of technologies created in the major,
exberiﬁental ekhibitionsf

In thé fall of }973, workiﬁg on a geries of these events
. for publication,.l was offered & one-man ahow bf my vorE.A'In
one of those leaps of intuition which often prove fruitful when
followed up by applied effort, I began to see'that these ﬂimple.
pages ﬁbt §n1y ecoulqd cénvéy aﬁ ides of a piece, hut m;éht them-
selves serve as the physical body of an exhibition. Thus was

born my show, Events: A Perspective Exhibition. After a suc-

cessful showing at the Nelson I. C. Gallery, at the University
of California at Davis, I realized that the show could as
eagily tour without me as with me, and could be transported
and inatalled at any location in the world for under $10,00 in
its original form - perhaps the-IOWesf cost of any exhiﬁition
aever created for physical use in a showing space (Event and
Environment:2«3),

Another of Friedman's statements is useful in this reapect:

sseel See the conflicts museums have much in the 1light of
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my probléms with elitism: underbudgeted, understaffed, every
curator has 1,000 artists who want his or her time, and many
of these artists produce pretty poor stuff. They have to
exercise taste, and the servants of the people? Are they to
interpret this as educate the public and give them paople like
Filliog,‘or'me, or are they to interpret this as meet the pub=
lic taste with bigger and better showings of Norman Rockwell
(who 1s, aftef all, possibly the most popular and representa-
tive artist in Americatoday)?

-In my work, I'm ;rying'ﬁq.qoﬁ only help museums to find
new paths,- but to stif'hp publ;é 1n£efes§ and supﬁbrt to help
these muaeumé find new paths.

Museums have to stand up and be counted, have a little
less hisforicity and a liftle mbre'pusﬁ. 'But11t is.hard, and
I do not know one museum professional who has as many hours in
the day a3 needed, nor as much staff as necessary....A good
curator is am artist of a very special sort, and many peopleﬁ
ideally suited to being directors of museums won't even think

| of sgch a jobl(Albright 1973:22—23?.
_ One of the very important voles which Ken Friedman proposes be
a part of his activit} ags artist is tﬁat of Prophet. He character-
izes this role in the following way:

4. The Prophet

Art is in a sense a visionary, prophetic or culture-

changing activity. - As such, it is subject to the foremost
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requitrements of vision and prophecy: honesty and availability
of information.
I vow, therefore, to make all informations about myself
or my work or other requested informstion about work in which
I teke part fully available to anyone at all times. If such
information requires extensive documentation, the requesting
party will be obliged only to pay documentary costs. Further,
to legitimate causes or non~profit endeavors, I will grant
copyright clearance on any wurk whatsoever for use or repro=-
duction, and bind any recipient of beneficial or,gifted works
‘to agree to make such works availqble in the ﬁa;e way.- ' The
only information which may be legitimately excluded from this -
is work privately.owned ocutright by another apd thus uvnavailable
té_mg-festrictioﬁ:iﬁ this matﬁef, or informaéion of a confiden-
tial nature which I come by as an artist, confident, or in any
helping or therapeutic relationship to another (Friedma, 1972a:
52~53), ,
Inasmuch as Ken Friedman visualizes art to be a culture-changing
and visionary activity, the artist must be willing freely to share
with his public his unique insightlinto humaﬁ feélities. This shazr-
ing relationship is not to be bounded by or defined as the produc-
tion of artifacts only, but as a sharing on-going relationship to
a participant public who learn by the creative efforts of the aftist.

Should we regard this statement as idiosyneratic or unusual for

an artist? Viewing it through the lens of anthropology may again
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role of the creative artiat is defined as producer of culture~changing

- perform a mediating function. The role of the artist as visionary

or prophet is probably coeval in human history with aesthetlc mani-
pqlation itself, and exists widely 4Cross different cultures yat
tﬂday. This view of the role of the artist is infrequently found
in the contemporary art world, howaver, since artists seldom address

themselves to problems of semantic or existential syntax. If the

»

visions, the artistic product acquireé its special qualities not only

from its petceiﬁablé configurations, but also from the noetic validity

~ of its megsage., To speak in this vein is deliberately to cloud the

boundaries between what ﬁétha§e learned tﬁ classify as pragmatié
knowledge and gnostic illumination.

In non-Western cpltures, artists frequently perform mediumistip
or prophetic functions. Two examéiés éoma to mind which might
clarify the wider humanistic tradition of artist as prophet. Among
the Fang peoples of Equatorial Africa, artists are involved in a

variety of activities, the maintenance of ritual and political

_systems among them. The good artist is one who is able to change

successfully certain ritual procedures because of his mediumistic and
expressive capsbilities. The following is a gtatement by anthro-

pologist who has worked with the Fang:

Both of these men (artists) justlfy these continuzl
modifications in the ritual procadure as emanating
from their capacity to probe the supernatural,....

(the artist) is able to explore the beyond and develop
those visions which he communicates....These visions
«e..produce creative results in the eyes of the membeor-
ship....Finally we reach the very high rank and

e
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charismatic nature of the cult ieader who creates myth
and ritual to hold his membership in orderly sacred
activity and uses the logicow-aesthetic accomplishwments
to impose order in their secular affairs (Fernandez
1974:212 ££,, emphasis supplied).

Another example is the role of the artist among the Gola of
_Liberia, which i3 in part defined by the symbolic attribution of
special knowledge and powers to those who epgage in artistic
activities, _

The moaﬁ fertile source of informatfon about artists
is artists themselves....They are persons for whom
artistry is a way of life, who have formulated an
ideoclogy of supportive concepts and who seem to be

- as much concerned with the presentation of self as
an object of aesthetic evaluation-as they are with

. the completion of-specific artistic products...,.The *
archetypical Gols artist is one who 'dreams', and
whose creative inspiration is supported by a very
gpecfal relationship with a tutelary....The axtist's
product ia seen, from the point of view of the
archetype, as an objectification of a way of life
and the embodiment of gpecific values as manipulated
by him under spiritual guidance (d'Azevedo 1974b:
335-336).

From the myriad examples which could have been selected, these
are of interest because they underline one traditional function of
the artist: that is, the artist as prophetic wvisionary who serves
to reinterpret for the cowmunity their normative status. Oz they
may séék to arouse the cdneciouaness of a dormant society with
respect to thely own implicit motivations. Such artists are
exemplars of prophets who share in the maintenance of the adap-
tive functions of cultural instituticns by helping to keep them

televant.

In our own culture, we are more accustomed to think of poets
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as visionarie# OF as possessed by a 'divine madness’, rather than
according that status to visual artists. Among contemporary art
historians aud thinkers, the idea of the artist as shaman is in-
creasingly mentioned (Burnham 1974; Lommel 1967; Douglas 1970).

In timas of social crisis or change, the work of the artist as
prophet often surfaces. The artist as medium (a rather extreme form
of the visionaty function) was embraced in a limited way by the
‘Dadaistg, and in an 1mportantlway by the Surrealists, Marcel Janco

{n 1917 and 1919 commented in the following way sbout the function

of. the Dada artist: . S .
Qur experiences’; our new style of expression through -
" gutomatism dnd the discovery of the game of chance,
faith 1n the instinet of art and the power of the
guboonscious gave us new confidence. The word Dada
4rpalf already had a new meaning for us: a synonym

for pute, childlike, direct, primal (1917).

"~ por us it was no longer true that Dada waa against
avaryone and everything. We ourselves had gone
beyvnd negation and no longer needed aggression and
gegndal to pursue our positive course., We had put
our courage into our work, finding a new meaning for
art In society. We had stressed the creative values,
fraudom in art, the freshness and vitality of the
gubsonscious, direct expression. Art was born like
she flogernail from the flesh, said arp (1219, Janco
4n rippard 1971:36-37).

Mché; puchamp expressed this conecspt in a lecture entitled

"he Creative Act™ delivered to the American Federation of Att in

1957,

To ull appearances the artist acts like a mediumistic
balngs who, from the labyrinth beyond time and space
goaks his way out to a clearing. In the creative act,
the artist goes from intention to realizatioh thronugh
a ohaln of totally subjective reactions. His struggle
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toward the realization is a series of efforts, pains,
satigfactions, refusals, decisiona, which also cannot
and must not be fully selfeconsciocus, at least on the
esthetic plane....All in all, the creative act is not
performed by the artists alcme; the spectator brings
the work in contact with the external world by deci-
phering and interpreting its inner qualifications and
thus adds to his contribution to the creative act
(buchamp in Lippard 1970:112-113).

So botﬁ In exotic and in our own Western modern art tradition,
we f£ind prefigurations of the contemporary idea of the artist as
prophet.

It i¢ consistent with'the anthropological view of this. essay
that the biological and the cultural evolution of min and his being ’
in society has safeguarded the role of the artist in this respect.
Artists, early and late, are precisely those individuals who are
peculiaxly sensitive to’ the structure and meaning of their physical
and soclal environments {See Levine 1957 949-964). |

The artist is able to interpret his ingights into exteriorized
phenomena, structured so that the percipient becomes aware of these
stimuli in such a way that his own being and its context is enhaﬁced,
reaffirmed and reevaluated., Such activity characterizes the paradigm
of artistic creativity. That such functions are sometimes also
didactic or religious is an additional poseibility which will be dis~
cusged later in this essay. Even such interjioristic art forms as
Abstract Expressionism, or the taut perceptual creations of the
Minimalist artists, function on the level of the sensory system like

~ exercises in phenomenological self-investigation on the 'very edge of

consclousnesa,



64

Ken Priedman's peripastetic jourmeys through geographical space
and multifunctional social roles comprises & virtwal compendium of
piophetic excursions., From artist-theoratician (The Aesthetics,
Fluxus), to Social Scientist (Omaha Flow Systems, Sightimgs,

The Stone Forest: An Existential Approachrto Education), and in

his capacity as artist-lecturer, Ken FPriedman seems intent to
clarify his insights into phenomenal and/or conceptual precipitates.
He seeks to share these with multiple audiences éia multimedia com-
munjcation systems.

Artiats sq;h as Ken ?riedman q#éel_in the convension fuﬁction
of packaging'the raw daté:whieﬂ cﬁgracﬁqriées oux Qcologiéai niches
into logico-aesthetically manageable seta. If our environment is
that of rural or desert dimensions, the qulet essgntially hieratic

activity of Ken Friedman's Replications might be most effective.

Replications were a serles of private events whose goal was to "do

a plece of art that leaves something as it was on one's arrival.”
On an srea of roadway in New Mexico, Ken Friedman painted over the
white stripes to leave them as they were. On a plot of ground out-
side 2 friend's house, Friedman carefully rearranged the dirt and
leaves to #ﬁprbximate their state before his arrival. Such cryptic
exercises are formulated almost as private rituvals to challenge the
casual acceptance of the idea that the environment is elways better
once modified by man, or that it can be endlaessly utilized with
impunity.

In March, 1972, Friedman constructed a sculpture entitled
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The Winter Wall in Saskatchewan, Canada, which consisted of an ex-

tended environmental construction. Visitors were invitad to view
this project, and after April 15, té take away portions of the wall
which particnlarly pleased them as reminders of a shared experience.

Such 2 project as The Winter Wall evokes memories of the paycholog-

ical and social implications of walls and boundaries. Physical walls
are often invested with unique ceremonial values and much substance
and expertise is spent in tﬂeir conétruction. Walls are shared hy.
commuﬁitieﬁ or groﬁpa and apprecigte¢ for the pfivacy, safety and
sgcufity which they symbolically qu realist%cally affdrd. Whiliﬁg
walla, grayér Qalls;_or'gégg.walls amoné Himalayan Buddh;sta,'all ars
precipitates of cultural values and expresa the longing and need of
a spiritual order. The walls of citadels and fortrgaseg meander over
many.countfysi&es and hilltops, féminﬂing us of the apartness and power
which segments of soclety have often maintained with respect to their

fellow men. Ken Friedwan's The Winter Wall symbolized both the

unifying and the separating function of walls; and it terminated with
2 positive act of sharing which essentially destroyed the pogsibil~
ities of apartness. By ponq:;ucting, then destroying and sharing the
subatance of the sculptural-wall, the artist mekes us aware of his
ingight into the fund of meanings our symbolic use of space.and
architecture signify. If we are moved by such a sculpture, we mayy
wish to CRYTY this insight into an on-going appraisal of our own en-
vironment. Such an appraisal would clarify the functions which our

interaction with the social and natural environments is in reality

performing.



A f£ifth designation of the role of artist as Ken Friedman con-
celives it vefers to the artist as Natural Resource. Regarding this
role Friedman states the following:

5. Natural Resource

The artist as a natural resource shares in the responsi-
bilities above mentioned; He has, further, some rights which
I feel might be considered by the public'and by those in the
art professions. '

There is no way to define or to enforce these righgs, 80
here 1 meéaly suggpsy some a:eés of thought., °

From other art'biofessiopals;'a sense of candid &iacﬁsaion
of work, principles of activity, and honest feelings are duet:
between each grtist, curator, dealer, publigher, critic,
gallefy owner, public appreci#tor, bﬁyer, etc., and Setween
each of these and any of the others. It is the least they owe
to each other as human beings.

From the governments, a greater devotion of resources,
financial and material, to the arts, benefitting both the
artists and thelr work, and the public which benefits from
such work. T

Too much dishonesty now prevails between art professionals,
too much secrecy, jealousy, underhanded activity, and in general
a way of life detrimental to all as humans and professionals.
This must be remedied if we are to function fully with ang

among each other,. either a&s persons or as professionals. X
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pledge this honesty and candor, and expect it of those with

whom I have relationship. I will not participate in denuncia-

tions, but will definitely remove myself from any arena in thg
future in which I am mgde aware of any dishonesty or unethical
activity whatsoever.

Too much ignorance and paltry asction prevails on the parts
of most governments. We know too well what must be done by way
of increased support: I pledge myself to help without stint
anyone who needs my assistaﬁCe in géining such support, and to
be anailable free'of.charge ‘to any endeavor of education or
information vhich will lead to the remaking of governmental at-
titudes toward the arts (Friedman 1972a:53-54).

_The qrtist_is a2 natural resource primarily Secause of his
acti&ifies on behalf of the public for ﬁhom he aéts as inéerpreter-
stimulator., For Ken Friedman, art is & way for man to come to know
more about men, The artist is also the prophetic guide and resource
for the planning of ongoing snd future orientations. .

If the labor of artist is valued by those who profit from it,
then a greater portion of financial and material resources should be
vouchsafed to them. If the people themselves who profit from the
products of srtist’s labors could help to support these creztive
people thfough the government, as is the case in a number of indus-
trialized countries, such aid would change the characteristics and
practices of the art world. More security should work to eliminate

gsome of the destructive and negative practices of art world politics

and exchange systams.



Freedom of expression and an openness and candor among artists
is the ideal state for creative experimentation. Models of experi-
wertation from which society can learn and incorporate the most
adaptive aspects are important. A écnsciqus décision should be made
to nurture such activities. As an anthropologist it is interesting
to note that through history artists have often been involved with
religions and pol#tical Ingtitutions as interpreters of necessary or
suggested change. Whether such artists base their claims in privi;
Teged communication with tﬁe_spirits = as in the case of the Fang
phopie deséribéﬂ - or uvpon their Fraining and 1n;£ght,.vafies Ey -
cultural p#ﬁtern; frieéﬁﬁn and the Fluxﬁs gioupfbend their en;tgies
to gcet in the_direc:ian of awareness and social change. In this
sense they compéise giﬁational réénﬁrge for Qevelopqént.

Thig discussion of the arﬁiét'as natural resource leads us
easily and reasonably to the next or sixth topic: that of the role
of the artist as Teacher, Regarding this role, Friedman has written
the following passage: .

6. The Teacher

The role of the teachgr, and of the artist as teacher
gpecifically, should be subject to the ethical demands of
educatrion. It is too rarely the case.

I believe that a teacher's duty is to bring to fruiﬁion
the desires and needs of the student, to encourage and assist
the student in entering full professional status, in removing

the obstacles and barriers presented to the newcomer in any
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activity, which bear no relationship to quality of work but

only of influence or private connection, and to ba a true helping

person. This, both in the academies, and in other relationships
vhich may be characterized as teaching. This I have always

done, and pledge my continued activity to this erd.

A true teacher helps the student to eventually surpass his
or har own teachings, to move into an individual flowering. It
is a great dishonor to allow any concern of dubiocus nature pre-
vent or hinder this flawering; and a great error for a teacher
to fail to listen to what the student has to offer. I always
wonder -if 1 am.faiiing~in this regard, and «-by naturé of being
human - ususlly do, to some extent. I expect to be offered
advice and criticism in these regards, and rgquire of myself
‘continual introspebtion that the quality of my own offerings
continually improve (Friedman 1972a:54).

The role of the artist as teacher has been implicit in several
of the references and descriptions already mentioned in this text.
Now we shall consider Ren Friedman's activities as teacher more
éxplicitly. Before we proceed to talk of teaching, it might be in-
teresting to think sabout the psychological processes most germane
to learning.

How is it that we can posit a connection between art and learn-
ing, perceptual and conceptual experience? These are often charac-
terized as belonging to two distinct orders of mental processes. If

the artigt is to teach, he must construct messages which are percep-

tually and conceptually exciting and meaningful.



Perception {8 prerequisite tc ths awarenessg of the aesthetic
phenomenon or object, Perception includes more than the imwediate
‘processes by which information from‘external events, or from such
internal activities as proprioception, is received, anslyzed, and
synthesized in the nervous system, It is now accepted that perception
and cogrition are simply two ends of a continuum. The bulk of post
World War II experimental psychelogy supports the view that perception
is complex. It involves such subsidiary elements as selective reﬁec-
tion of 1nformatién, and the merging of new information within the
organism'with internally held information already patterned by learn~
ing and past experience (Bruner 1957, Kilpatriek 1961: 2-6). :

The complexity and flexibility of thg nervous system as it
developed through evolution is evidenced in minimally two ways dar*ng
perception. First, the information iu any present stimulus situation
1s unlikely to be sufficient or useful. For thils reason, decisions
and orientations to action may depend on past, future, or even distant
events not immediately reflected in the stimuli activating the sense
at one time. For this reason, information received as stimulation
is storved with that present in the .?rss.ar}ism_th_r°usﬁ_vast lesrning.
Secondly, much of the information coming from internal and external
environments must be discarded as irrelevant to the most ‘efficient
or adaptive behavior. Only & minute portion of the information com-
ing in from the environment can be 'selected' for processing through
the limited channel capabilities of one nervous system {(Gregory 19723

210f£f£.).



Perceptual processes, therefore, serve to reject much of the
inforﬁation which experience has coded the organism to discard as
irrelevant to adaptive efficiency, Perception is a “directive~siate"
(named by Allport), which posits a mediation model of the processing
of stimuli in advance of conscious response levela, This view has
gained increasing support in subsequent work.in brain physiology.

It was men;ioned earlier that the higher mammals, and especially
man from among the primates, spend much of their time performing
actions which have no other éunction than to bring the sense organs
into ébntact with stiﬁ&@i ofxpanticu;ar.kinds. That is, thej assen-
tiﬁlly perceive=create éﬁéir environm;nts by structﬁring theif
reception of preferred stimuli., In many instances, exploratory

activities are accomplished to secure access to stimuli which do

not directly-influence subsequent goal~directed #ctivity of the

organigm. Such activities can be designated as "intrinsic explor-
atory behavior® (Berlyne 1971: 99). Although 2 detailed case cannot
be made for it in thié essay, it is my opinion that much of whit we
ordinarily designate as aesthetic behavior consists of intrinsic
exploratory behavior (Raviez 1974: 69If).

Since abstraction and selective attention cﬁar#cféfizE'perceéw‘
tion, it is apparent that learning structures the modification of
attention itself. This implies, then, thet cultural conditioning
charaéterizes such patterned responses &8s learning and adaptation to
gspecific environments, This 'learning' takes place at the most basic

: levels of stimuli reception.. It is"af this level, therefore, where



the relative acceptance or rejection of stimulus patterns as more
or less pleasing commences. It is here too where sesthetic prefer~
ences initially commence their patterning.

A substantial amount of research has been done to define the
roles of inference and caéegorization in perception and cognition,'
since rhese relate to learning (Bruner et al 1956; Brumer et al 1966),
These experiments and their theoretical implications have extended
the analysis of perceptual processes to include the texture and
patterning of expectations'wbich individuals maintain about the .
_'regularity and the predictability of events in their own social and
physical environmerits (Ittelson and Cantril 195413 Tagiuri 1966)

Most psychological and anthropological studles regarding the
influence of. sociocultural factors on perception and categorizati01

are based on the idea of functicnal sallence as that Which struc~

tures percept and response to environment (Tafjel 1968; Maccoby and
Modiano 1966). It seems quite correct to maintain, therefore, that
in the articulation of the individual with his environment, percept
and concept are conjoined {(Greenfield 1969% Price~Williams 1969),
Any stimulus field is endcwed with somewhat diversa meanings, ba-
cause of their past experience. Experience guides them to appre-
hend "schemata of wvariable significance® in environmental cues,

This view of perception seems eminently reasonablie in the evolu-
tionary context of selective pressures which operated on the sepgory

systems of protchominids, and on early man the hunter (Raviez 1974g

74£€),
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S50 it is that éerception, as the basis of learning, is itself
a highly adaptive process. For many learning theorists, Piaget
among them, learning results from a centinuous construction and re=-
construction in the individual. In each instance of learning, some
degree of past patterning and some &egree'of innovation is present.

The adaptive functions of learning situations acts as a base for the

development of the individual. This permits each successive stage
to be characterized by the formstion of new structures in the mind
of the percipient, and, therafore, in his perception of the external

world (Piaget 1?52).

. .t
’ -

. Perception entails emotionsl er motivat{onal factors ranging
from a minimal to 8 high degree. Perception is not instantaneous -
although it may appear to be ~ and admits of varying degrees of
emotion or affect. The‘lattef'dépeﬂd on the énergy arousal neces-
sary to subsume perception into categories (i.e., to understand it).
Some responses are selected for expressions and others are not,
Developmental studies of infant perception have illustrated that .
the inhibitory and selective processes commence very early‘in 1ife.
Ultimately, inhibition is based on multiple sources of both a bic~
» loéiﬁéi éhd ﬁé&éﬁﬁdfﬁémi& ﬁéfﬁré‘(Kégéhm1§703§ﬁ642533.

It was previously mentioned that the collative variables are
those factors which seem to be relevant to the arcusal vector, and
to the positive aspects of the sesthetic experilence. The psycho~

logical components of aeathetic perception are not different in and

of themselves from the -basic sub-processes of perception itself.
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The presentation of any field of stimuli which can evoke an
aegthetic response experience places the individual in an unusually
- open or receptive condition. This is the kind of condition iIn
which learaing most readily and easily occurs. We have completed
a cirxcle of argumentation which links human evolution with the
adaptive structure of the human nervous system. We have attempted
briefly to pinpoint how the éesthetic experience is possible on
these psychobioiogical grounds,

The complex nature of all perception and of the variable signif-
icance of each situation as stimui;s-bﬁndlé, enablﬁs us to see how

+

perception and the aesthetic exéerience are closely related to the

learning process, especially through such agpects as motivation and
arousgl. All of these statements have a direct bearing on.the roig

of the artist as feaghér.

It has long been recognized that artists have &n implicit if
not explicit functién which is connected with teaching. Such early
philosophers of education as Plato recommended that the activities
of artists and poets be severely constrained and controlled against
subversion of student's motivation. That art can arouse and place
the percipient in a suggestible mood with Tespect. to the content of
their message seems apparent. In countries where & monolithic
political system controls information and communication, the work
of artists, who manipulate cultural symbols in the context of
emotional significance, is carefully monitored.

1t 1s consistent both with the broad human tradition of art,



and the psychobiological presuppositions on which learning and
aesthetics depend, that Ken Friedman proposes and accepts the role
of artist as teacher. The preceding analysis was meant to furnish
| the theoretical framework within which the validity of relating art
and learning is apparent, |
In looking closely at RKen Friedman's artworks and activities,
a discernible pattern can be detected which structures his episte¥
mological concerns, It is of intefest to analyze this briefly, a;
Friedman's educaﬁiﬁnal con;erﬁs emerge from the same complex,
*Epistemology” in this cpnt%xt is no;';ntendgd t6 convey the
same sense of the'word'és_it is used iﬁ philbsdphy, where it‘is
involved with the verifisbility of the process of knowing. Im this
essay, 'epistemology’ denotes the more diﬂlectlcal.process '
related to the gaining of knowlédge, or Eo the nnetic.procEES itself.'
The epistemological implications of Ken Friedman's work are
pragmatic in orientation. His artworks pose epistemological guese
tions, or dramatize problems in knowability which pertein to the
real world. Priedman's work does not confine to solving formal or
structural problems within_g ﬁgF qf_q;rgtqhgr»bgrg,_qg whiph apper~
tain to technique and composition. Sinee it relates to human situa-
tions, Friedman's work exists in real time. It often employs actual
participation on the part of the spectstor. That is, his locomotor
and cerebral problem=solving projects are often related to paradigms
of social or ecological conditions, His projects often sct as maze-~

ﬁays contrived to.structure. the path of experience of the



participant. They are paradipgms of those situations present in the
society at large. |

Tﬁe participant in Friedman's artworks, therefore, iz placed
in the position of gaining new knowledge through experiences which
are analogous to those occurring in his gociocultural milieu. They-
function as concretized teaching situations with aesthetic modaliies,
Some of Ken Friedman's gggggg, for example, operate as propositions
or hypotheses regarding human experience. The properties of these
experiences are only potentially knowable until they are realized or

revealed through a cognigive effort initlated by the aesthetic ex~

'perienee. -Since learning and mot#vatien are intimate1y connectedvin
the manner we defined earlier, some elements of the satisfaction ex~
perienced in: the context of these artworks appettaln to the learning
as well as to the aesthetic process.

We have noted earlier how many of Ken Friedman's works entail
exchanges of information or the actual products of creative efforts.
Friedman makes an attempt to create a community of shared ideals and
interactive goals on an international ecaie, and which implicate
people of varying ages and backgrounds. Such a 'community operates
as s hypothet1ca1 or test case, posing questions about the poss;biln
ity of new egalitarian communities, based on the delight and appre=-
ciation of a personal exchange matrix. Friedman describes some of

these projects as a way of making manifest a part of our semiconsciocus

world of ideas and habits; of making them explicit enough for us to

ehcépt or reject as customary behavior (Friedman 1972a:18 ff).
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On many occasions, Friedman selects t¢ operate solely as an
educator through lectures, theoretical witting, or the publication
of articles deteiling - for example - the Fluxus movement.

Ken Friedman has completed his M,A, degree in the field of
Education, with a special interest in Human Relations; therefore,
his concerﬁ with teaching is that of an artist and a professional,
who has theoretical expertise in his field. Friedman's_master's

thesis, comprised of a project and report, is entitled: The Stone

Fotest, An Existential Approach to Education., The manuscript for the
study veport includes afnuﬁber-of'sta;gmehts and insights ranging -

‘from poetry ‘to theory. Some of the statemants from Stone Forest

further clarify the role of the artist as teacher.

The language and methodological approach of The Stone Forest

are meditative and insbirational. Rather than Qppeal to the reader
in the traditionsl and more pedantic manner, Friedman acts consis-
tently with his usual techniques of communication., He frames his
nessage to appeal and engage the reader on many levels: the coéni—
tive, the abstract and theoretical, the personal and the emotional,

'the“fg;;yéggggq;ggquggd_qhe realm of the semiconscious, Friedman

uses hard scientific date, and along with them, symbols of a-mcre
primal, poetic and meditational orﬁer. Friedman intyoduces and
" frames his enterprise in the following way:

Education is at best a loving business., It is important
to me to bring love and passion to the place they rightfulily
deserve in our professional enterprise. This study is omne

such exploration,



Posts say that a poet has but one driving passion, and
"that that one passion breaks out in a million forms. Minis-
tera say that 4 minister has but one sermon, stated over
and over again in different words. Musicians say that a
composer hears but one tune, a tune which steps forth in
many disguises. I identify with all of these professions,
and here dance my dance several timeas to make it all the
more clear. If I were the Buddha, and could'I but sit
on that mountaintop far éway, holding up to the lighp one
perfect flower of understanding that.would awaken ail, I
wduld:do so, Whiie ;&ch mayibefm§ fate in'gnothef 1ife ;
within this one life, it is'not now, and so I use hexe
wordas. The gimilarities that I see between parts of this
WOrﬁ are themes of concern rﬁnning through it,,a.coﬁais-
tency to my feeling and a key between my styles. TIf each
reader takes away from this Ehose one or twc important
messages which I try to convey, I will be pleased
(Friedman 1971a:4).

To make my biss clear: for a veal itudy of humen
educationsl probiemg;“go£é tﬁéﬁ ;t;tiéﬁi&a'afé needed.
I bave great admixation for men and women who conduct
important tests and derive beneficial information from
research that can be applied to the forging of a better
educational tool. The sword of knowledge, however, must

not only be a scalpel, but it must serve as a rapler of
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sudden discovety and the Zen-sword of enlightenment, I

feel that everyone involved in education does a certain

Zen of swordmanship., To alleviate a lack of which many

feel, I have honed my blade wiéh joy, laughter, wit,

sorrow, pathos, rragedy, celebration, song, poetry and

my full personhood as best I could present it (Friedman

1971a:9-10).

Friedman pfoéeeds to define education, using primary data from
his own experience of léarniﬁg. By presenting the reader with a
poetic or descriptive phenoﬁenolpgy ;f higlown means of prégress
in.acquiving knowledga,;Fr;edﬁan;éndeﬁvbts t;-bring'forth_a similar
understanding or motivation in others.

The verbal techniques and images which Friedman employs .are ?f
interest to us becaése they often have aésthetic ov;rfoﬁes.-'The
narrative qual@ty of sharing autcbiographical information to elicit
shared emotional responses, and the metaphor of the journey with
inward as well as empirical dimensions which stands for learning are
both communication devices with aesthetic modalities. The language
in which the exposition is couched {s oftenm frankly poetic.

 Friedman describes his journaiethesis aé dentered i the
"experiences and feelings of an existential education" (Friedman
1971a: 15). The term *existential? recurs with persistence in
Friedwan's artworks and cowmmentary. To interpret this term in ac~

cordance with some of the more abstract and dectrinaire utterancee

" of philosophic existentialism would do Friedman a disservice. Such



an interpretation would have the function of &irecting his work to
a4 more limited audience of adepts.

Through his art project, exhibitions and verbal communications,
Friedman geems to define gs 'existential' those methods and aspects
of perceiving and learning which are experientially and humanisti-:
cally centered. Friedman stresses participant learning. This
emphasizes that the egsential qualities of human existence are
galned thruugh'social participation and exploratory behavior of a
personal nature, whichileads:to a sense of identity. Learning is
a diéléctical process g@ich bridges the personal and the sécial,
the seculgar.‘and the saé:':e_cl. ;:he- ﬁragﬁal.t:.i.tj: and the 1¢.iealistic;}

Learning gives structure and dynamism to the relationship of thesge

polar continua. Another quote from The Stope Forest pertains to

this ideas

Abraham Maslow, in his contribution to E#istential
Psychology (ed. Rollo May, end. Edition, Random House, 1969)
states that to him existentialism meaﬁs

'ev..@ssentially a radical stress on the concept

of identity and the experience of identity as a

sine gua non of human nature and of any philosophy
~or science of humen nature.’

He continues to state that he has chogen this defianition
as the basic definition both because it is easier to work
with than terms such as "essence", Yontology", or "existence’
and furxther because he feels that it is workable in an

empirical sense.

1 found Maslow's defimition very helpful to me. It



helped me better to understand s lot of staff I'é béer readisng,
and redefined the reason I was réading all that stoff. In &
fuither semae, it clarified an experience I had several daysa
later.

I spent an eveﬁing with a friend going through some
therapeutic experiences to better understand myseif ("Ideat-
ity"). When I returged home, I was gtill very awake. I
picked up 8 large volume on existentialism, expecting that
' perhaps it Qould.help mé to sleep. To my amazement, I found

that passages ﬁhicp I did not understand in earlier readings

1 .

now lay transparent before me, as if somehow my bétterfunder-
standing of self revealed to me a better understanding of the
wo;ld._ And 80 1t hadl .In the days that followed, I was able
to read with very good‘comprehension worlks that.had_mystified
or bored -me prior to my growth experience.

_sseoMan is defined as the animal who defines himself. We
are conscious, our potential arising from the tension beiween
our sheer existence and our ability'to perceive and define our
existence. We give the raw material of life meaning, conscicus
dééiéigién;--ﬁﬁéﬁ ﬁé-paf ;ﬁﬁeﬁfioﬁ.ﬁéubﬁr-éiiéféﬁcéé our in-
dwelling desires and goals, the animal nature of our being,
using the conscious faculties to facilitate and actuslize that
being which is ours, we live in an authentic way (good faith).
When ﬁe ignore our existence, we establish a dichotomy between
- the various portions of the gelf, bringing about the problems

of indentity that charvactarize ingutHenticity (bagd faith).

Teals . sy,
LR :-{{ L



The question of cheoosing and mccepting the self is the
basic question for man. From this choice emerges our potsn-
tial to live fully in the tensions of being and consciousness-
of-being. By avoiding the self, the individual becomes over-
vhelmed by the tensions that'do not plague animals, and |
routléss in & world where self 1s the only lasting and in-
destructible presence, in a sense ceases to exist.

««s.The main promise of education is that of making
avgilable to each 1ndivi&ua1 the skills an&ftalents necessary
for an authentic and frujtful life (Friedman 1971a:22-24). |
Although Ken Friedﬁéﬁ does net wiﬁh tg address himself to the

problems of meiaphysics as such, there is an ontology which struc-
tures his artworka,_gs well ag his attitudes toward teaching and
performance. This view rests on an ‘established and oﬁgoing
‘dialectical relationship between being and doing. The following

elements would graphically have to be protrayed with reversible

arrows denoting structuring activities between thems

bej_ng é ------ meeed havin
pe CRTRY e
Nyl
1 4 RN .

- "i'.earning-éi-‘g--'h--é-}becoming" -

The identity or existential uniqueness of any individual con-
sists of the fluid center of these life~activities, and ic con~
tirvally redefined on its frontiers. The aesthetic experience and
function can be a modality of a2ll of these sectors and life
' processes,

One important corollary of this kind of thinking is that the



ontological status of the artwork is shifted from the empirical

object to the relatiopnal and experiential realm. We have defined

these relationships and essential qualities in philosophic and
clinical psychological terminology in this section. Yet it is of
importance to note that these statements are consistent with the
psychobiological paradigm of perception-cognition described in the
previocus section.

Although a Qariety_of interpretations and operational defini? _
tions can be subsumed under tﬁe egplanatory function of any theory
(i.e., let us assume‘qhaf 'ex;atqntialismf-is a.tﬁeory about human‘
existence and experience3; no progf'cﬁh demonstrate-that only one
set of inferences about such a complex subject is valid. Consis-
tency among coﬁveréing bodies of research and theory, however, ars
indiéations carryiﬁg a high ovder of conéiction about fhemm That
is, they are productive assumptions on which to think and to act.

Teaching racks high in Ken Friedman's hierarchy of activity
orientations. It is apparent that to be a teacher implies once hav-
ing been a student. Xen Friedman has selected to continue his
_education, and te remaln a student until he receives his doctorate
in the field of Human Behavior, with a focus on the Sociology of
Art. He 13 close to his goal at this time.

Teaching flows easily from Friedman's concerns and techniques.
Yet in his work he mainteins both sculptural and traditional
sesthetic concerns in the context of the conceptual and the didactic,

It ic apparent that there is an unusually high conceptual



content in Friedman's work. Almost all of his projects, events or
exhibitions encapsulate the conceptual approach and content. For
Friedman, concept art is not go much an art movement, as it is a
world view or focus for activity. He defines concept art as "a
series of thoughts or concepts, either complete in themselves as
work(s), or leading to documentation or realization through
external means” (Friedman 1972b:50).

Much of the history of Friedﬁan's involvement with conceptual
art is related fo.his early activities as a youth, and té thgir
1631c51 extension as a member of the Fluxuf group. fhe Fluxus
group, Ken Friedmen éﬁéng.them, seeka-to cfeaée a concrete ;rt
which is readily available to a large number of people economically
and with easy reproducibility. \

Henry Flynt, the man who.firat named concept art, defined it
as “first of all an art of which the material is 'coneepts', as
for example the material of music is sound". His use of the term,
incidentally the £first, was in an essay dated 1961. By 1966, in
part fhrough a friendship and correspondence with.Dick Higgins,
Ren Friedman became affiliated with the Flurus group. He bns.
served ags the Executive Director of Fluxus West since that time.

Each of the forty to £ifty members of the Fluxus group does
his or her kind of art, but there are common grounds of agreement
among their diverse activities and opinions. FEluxus includes

many of Friedman's associates, among whom he could count a2s egpo®

cially important:. Dick Higgins, George Maciunas, Wolf Vostell,
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flen Vautier, Robert Filliou, Nam June Paik, Jdueph Beuys and

Ileko Shiomi. Friedman describes some of their ideas and activities

in the following way:
«...The concept artist is characterized by an intuitive out-
standing essence in work and in living, which must be -
which cannot but be - hanifested'in particular products or
works of art. It is a grace, if you will, a certain presence
which diséinguishgs the concept artist from the general realm
of artists....concept ért is dependent upon & new vigion of
the world, a newzgense'ofzmeaning._ |

‘ «a0:A8 existence Lfecedea géseﬁée,.so life pfécedes art and
concept art....

The future of art, particularly of concept art, ligs in
sharing and promoting life and weil-being &moné theipeoples
of the earth, of striving toward enlightenment. Ecology,
social action, justice, education, the human uses of
technology....these things cannot be foreign to us. We all
devote some portion of our lives to the asesthetic. But the
_servants of the elite cannot be artists, for such servitude
‘breeds vandalism, raising jackals of the spirit. Beyond art,
there is something else again, and it is this other which
gives deepest meaning and pleasure to that which standing
alone is most pure and aesthetic in art, all the arts
(Friedman 1972b:52-~54).

Friedman maintains his sgulp;ural concerns as an artist

through his innovative attention to materlals and textures. Gae



of the most important physical characteristics of Friedman's work

is a high degree of textural guality, even when the artwork:

entails no actual physical object. How can such an enigmatic state=~
ment be explained? Much of Friedman's work utilizes familiar
symbols and events placea in new and/or ambiguous contexts. The
viewer or participant comes to the artwork bearing his own world

of funded weanings with him. These meanings are then released

into the aesthepic experience. This conjunction of ggmbols, layered
wifh personal significance,'means that the pafticipant in part.

creates the very textural richnéss which he experiences. The

‘artist has dtructured the sculptural- concern or phenomenon which
thus has a highly multidimensional quali£y to it.

When the artwork entails a physicgl objeét, Fr;edman ﬁay.
embellish it with the use of old clothes, belbngiﬁgs of.personal

debris (e.g., the Vancouver gshow 1972, and the One~Year-Onre-Man

show at the Oakland Art Museum, 1972). He may include collages
constructed of old trivia, or even a series of collage notebcéks
{(8heldon Art Gallery, 1973). Most of the items which Friedman
selects have been used and permeated with the warmth of the humin
touch. The quality of all objects is mod&fied by their use, and
the personal property of an individual becomes imbued with his or
her flavor as a person. It seemg to be one of the insights of
existentialism to illuminate the truth that man's being is lafgely
defined by his having. The possessor and the possessed are bound

to define each other's existence,



Maggie Haggie, of the Lincoln Evening Journal included the follow-

ing in one of her reports in 1973:

Friedman says he is a sculptor. He asks, 'Might we not, by .
becoming more keenly aware of scale as an existential problem,
use this awakening not only to enliven our perception of the
arts, but as a certain art of understanding the world and
being~in-the-world? This is for me an important dimension of
sculpture, and I think that the process by which one is a
sculptor is much bound up in this continual awareness of
dimensionality’. '

An&ther example of a gesture which iz didectic and a;ulptural'at
the same time, is a constructiomwsculpture which F;;edman built in
Séskatchewan,lcgnada. The recycling énd_the reuse of fibers ahd:te#a_
téres uniteé intq one placg in an oﬁﬁect;.aré\consiatent with the
mathod and go;is of Friedman's philo;ophy of 1ife. The texture ob=
tained through.these collage-techniques thus has a dual meaning. In

Saskatchewan, Ken Priedman built a sculpture out of crates loft in.the

hall, and incorporated this intc his sculpture The Winter Wall. These

crates were thus fecycled to create a highly textured aesthetic form,
which had conceptual elements of a moralistic'nntpre. After the ex-
hibition, the crates were again recycled into their former status as
boxes for §aéking. Left over fragments were offered to anyonme whko

. wished them. Friedman says the following about recyelings & -
| Consumability -- I am agzinst it. I think things should be
made to last, not just thrown away. Maybe it's my Yackee
background, but I believe one should “use it up, wear it out,
make it do or do without". Not guite do without -~ if a pen

or kool 1s needed, I buy one....I rarely buy new clothes,

but patch and repatch, And when things are gone beyond



repair, they come into my sculptural regource holdings,

for things like traces in the "sculpture is the act of

living with objects: series or other uses (Friedman in

Albright 1973: 17).

Many of Friedman's sculptural shrines come about in the same
'manner, and with the same added dimensionality of texture. From these
examples, one can see that the philosophy, the f#cturing method, the
maferial and media,zand the”aesthétic,as well as the didactic functions
are all melded together in one set or package of meaning in a pilece

of sculpture. _ . | ‘ _ !

'The majofity of art ;heoréﬁicians Stfib_away frbm the ae;thetic
experience an§ functionaliat or coénitiVe gignificance other thanm that
of disinterested meditation. The wider cross~cultural tradition of
human artistry has functioned as if there were f£irm links between
learning, enrichment and appreciation. In this exposition it has been
suggested that oﬁr human psychobiological form is such that these
interrelationships are inevitasle. Friedman exemplifies the potential
role of the artist as teacher. He performs the maieutic function
toward thn definition of personal and educational identity. DMany of
his artworks function as interrogations the answers to which can only
be extended through participant learning.

Friedman frequently focuses on the idea of learning as becowing
whole, or as attaining a grasp on personal identity. Since these

processes are experientially linked, we are naturally led ia a

‘developmentzal way to the last role delineation offered by Friedman:
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that is, the artist as Therapist. Ken Friedman defines this role set in
the following ways:

7. The Therapist

Art 1s at root the deepest form of therapy, of religion,
of inner exploration. I am yet unable to define adequately that
role, however, and merely try to keep it in mind as I live my
~way into a definition., Eventually, there will be in the arts
a science not of critical stu&ies, but rather an anthropelogy
or psychology of the arts, and éo this gnd I continue to devote

" thought and research.

L
] - ®

In ¢onclusion, I again offer thgt this 1is not a mﬁni-

festo, but simply my course of action. I hope that it will

provide to others # guide for their uﬁders;anding of' me gnd my

work. Perhaps some will find it useful in constructing their

own guldelines.

Further, while it is basically a personal stetement,
it is my hope that the reasoning behind it will offer some
- cogent reflection on the nature of the worlds of the artist, and

weys. in which we may. all emerge from our present crises into a

remodeled and more humanistic world (Friedman 1972a:54-55).

In this last role definition, we shall again use the anthropological
ieng as a theoretical method for setting Friedman's work into its humai-
istic context.

Definiticns of therapy sre so multiple that there seecws to be no coa~

sistent'procedure by which we could designate one more relevant to our
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discusaion than another. Yet the goal of therapy seems constant in its
reference to the state of making whole. ‘Whole' seems to indicate the

state in which the individual can function meaningfully in his or her social
and personal environment.

Ken Friedman conjoins this jdea of therapy to religion, and inner ex~ -
ploration. These functions and fields frequently seem to merge in their
procasges and purposes. "The root of artistic expefience is a spiritual
order of communicationsh. Ren Priedman concludes, therefore, that the goal
of art activities is not only t; "oroduce good art (product), nor to succeed
in the art w&xld (competition'qu commerqp); but also to discover éhé maan=-
ing and direction of what we do:éthe\thefapeﬁfic ;; religious)"” (Friedman
1972&2 2).

In his redefinition of the role of artigt and the aesthatic experience,
Friedman relates the funﬁtion of art, envisioned through the conceptual ap-

proach, as analogous to Zen practices. The following statement is from

The Aestheticge

There exists a striking and unmistakable relationship between
~concept: art and Zen Buddhism, Much early concept are was comparable
in philospphy to Zen, and in form to the teaching puzzles of Zen
- known as Kosn, The theatrics of condept art events were called,

in fact, neo~haiku theatra.

The Four Vows chanted often by Buddhists are rather analogous
to the discussions of the raison d'etre underlying the creation and
practice of concept art., They are:

The beings are numberless: . I wvow to enlighten them.
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Desires are countless: I vow to tear them down.
Dhearma gateé are limitiess: I vow to master them.
Buddha way is highest: I vorr to follow through.

, With a certain hegitation, we see at length that art and religion
are one. There is, in the highest practice, no distinction between
the two, jJoined as they are by the transcendast linking value of
a seeking after enlightenment. This is not to say that art equals
-religion ﬁs it 1is now-seen émong Prqpestants, Catholics, Jews,
Buddhisteg, Hindus, ‘etc,; save in a'few rare individual cases.
Mbsé organized religions and}rgligloué.fo;@s are slavish creations
and serve deeply.anti-human causes, isﬁentionally or not, but
certainly :Ln_action. From religion as it is practiced to truth
is a great distance indeed, but from muchAért, as we gee it, to
truth is perhaps as great a-distaﬁce. Art and religion at root
are one, howevar tﬁa present situation mzy be. Concept art is the
uncovering of a vigorous new theology.

To create concept art is to approach tne truth. This ap-
proach may be compared with the traditional approach to art as
much as “he approach of Zen was ‘compared tc the decaying life of
Buddhist culture when Zen appeared. Concept art is a rich exis=
tential striving after illimitably defined spirit, a graceful
understanding of life: if a work is not of such nature, it is
not concept art, but mere limitation (Friedman 1972a:45),

In the same way that genuine learning cannot occcur without modifica=-

tion in one's being, art cennot really cccur without enlightenment. Both



are necessary concomitants of the therapeutiﬁ procese and relationship.

Ken Friedman acts in accordance with his assertions regarding art and
religion as basfically belonging to the same unity. Within the Unitarian
Universalist movement, Ken Friedman has been a student in a university set-
ting, and has often been called upon to cuﬁmunigafe through sermons.
Friedmen was alao th; formulator and editor of an art folio for the
Religious Arts Guild.ﬂcircular: Art Folio Rag Packet). In this‘gggﬁgg,
Friedman has gathered together the work of several artists who were invited.
to contribute to this publicatioﬁ.- Their collective works are conjoined

" into a delightful 1ittle twenty-tﬂu bage'confributiona an sesthetic and

!
A

religious offering from a community of artists.

The relationship of the artist to therapeutic endeavers is usually in
the nature of their performing religiocus or shamanistic functions. This
activity pattern ie virtually primal in,its'iméliCations; There are many
thinkere who would look for the beginming or 'source' of art.in religion or
in religious practices tLommel 1967), Rather than establish another un-
verifiable priority of this nature, suffice it to reaffirm that the tie-
between art and religion is a firm one. The symbols and rituals which are
important organi*ers of meaning and ideology in any cultural group are often
mede or embellished by artists. Artists -~ or shaman-artists - are oftcn
employed to manufacture, manipulate and preserve the sacred symbols of a
soclety.

Before proceeding in this section, it should be affirmed that what is
meant by 'religion' does not entszil any reference fo any specific system of

cultural thought or practice. A more productive definition for our purposes



would be an anthropological definition, since it can include a variety of
cross~-cu’tural practicess

Religion is characteristically seen by anthropologists as a

distinctive symbolic expression of human 1life that interprets

man himself and his universe, providing motives for human

action, and also a group of associated acts which have had

survival value for the human species (Norbeck 1974:60).

In many of his artworks, Ken Friedman shows & predilection toward the

kinds of projects which involve participation or interaction with an audience,

or which tend toward performance. Previous refereuces to the Events,

Sightings, Omaha Flow Syatemg, the various Fluxusg activities, and a number

of Friedman 8 other wurks are primary evidence for this appraisal. Some of
the events. or projepts which Friﬁdman crgates have a ritualistic quaiity_
about them. His shrines are an invitation to contemplative appreciation.
This tendency to ritual performance, or to the creation of a context for
ritual performance, is related to Friedman's 1nterest in teaching and therapy.
In this respect, Friedman does not stand alone. He is firmly within a
small but important avant garde tradition in modern art, and in the larger
and significant cross-cultural tradition of the artist as contributor to
ritual symbolism, Another member of the Fluxus group, Joseph Beuys, selects
_i@apes and symbols, animate and inanimate elements? he manipulates these in
ritualistic performances which relate to cultural and human meanings which
are at the same time archsic and contemporary {(Rohn 1975). Jack Burnham
among contemporary art historians énd critics has been especinlly adept at
interpreting the relationship between art and ritual (Burnham 1974 passim).

The modern roots of this tendency in art go back at least to Dada and

" .Burreslism, and more recently to the performance aspect of the Happenings
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movement of the late fifties and early sixties.v It is interesting to note
that international artists who were initially isolated individually hit wupon
the use of enactments which are often analogous to ritual in form and mean-
ing. They intuitively adopted one of the iﬁporcant humgnistic functions of
art since time immemorial, when it was not part of their contemporary tradi-
tion to do so, Why should this be 507

Perhaps a brief consideration of the form and functions which rituals
invoiVe might be enlightening. At the most general level, rituals serve as
organized communication deﬁices or techniques, culturally packaged
_sofpwarenséts, availabie for speci;i occasiong.' The perfofmance én&rpartici—
pation in these séts is célcuidééd'to'aréﬁse in tﬁefgpectatorwp;rtaker a
éaﬁchobiological re#ﬁiuess to engage in a.specific complex of motivational
or cognitive patterns, and/or overt behaviors.

Rituals comprise impArtant communications systems which pfepare th;
human organism by mobilizing resources and motivations through the reduction
of anxiety and the atténdant focussing of attention, The stereotypic aspect
nf many rituvals is meant to lower anxlety, especially since it often in-
volves the manipulation of familiar and predictable megsages and symbols.

The signals or orﬁe;eﬁ sequencing of a ritual way trigger an extremely
complex conjunetion of consclous and unéﬁnécioﬁé symbolén#nd'meédings of a
singular or multiple nature, While stereotypy can reduce the level of comyr
plexity and disorder in ritual situations, it ig also important that there
oecur the kind of learning or reaffirmation of learning which cheracterizes

the ritual experience.

The characteristics of ritual learning must be the same as those of
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any learning process; yet, they are distinguished by the fact that rituals
are somehow disassocisted from the flow of daily events and life, The cues
vhich mark the ritual as & non-ordinary occurrence are structured so that
the attention and perception of the celebrant is channeled away from irrele-
vant stimuli (Ravicz 1974:379-=381).

The techniques used in ritual to structure the pérception of the
participant are varied and can include: a preliminary period of sensory
deprivation through physical 1soiation and/or the use of distracting noises;
the use of drugs which interfere with the receptiun of previously meaningful

and predictable stimuli, the inducement of stress to restr1ct attention, the

juxtapositioning of dnusual physical or social contexts, the use of
repetitive or monotonous stimuli, or combinations of these factors
(Wallace 1966:240).

The purpose of both sensory 1imi£ation and the narroﬁing Qf attention
and perception is to eﬁforce structured learning at the moment when a state
of high awareness combined with suggestibility is achieved. In this way,
the cognitive message embodied in the ritual is more easily received ;nd
synthesized by the participant. The stimuli and/or symbols associated wit
the ritual ﬁéﬁta‘iﬁ motivation at a high level. These stimuli and symbols
are precisely those elements of the ritual which are created in the |
aesthetic modality. At the successful cémpleticn of a ritual, the cele~
brant is expected to act and feel in accordance with the cognitive orienta-
tion attained in the ceremony. The celebrant should have 2 reinforced af-
fective structure (Ravicz 1974:382).

The aesthetic modality of the rituﬁl process aids in engaging the aware-

ness of the participant, and directing it to a high state of suggestibility
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or openness. The aesthetic experience as we have defined it has perceptual
and motivational as well as cognitive implications, It would seem that
modern experimental studies in psychology and learning theory support our
theory and interprétation.

The therapeutic function of any religion, with its attendant sets of
ritual activities, are implicated in this role as Ken Eriedm&n also defines
it. The many Shrines whiqh Friedman constructs are sculptural as well as
devotional acts. . Shrines function on the level of aesthetic appreciation
and as meditational catalysts. They aré like medicinelbﬁndles, éhosg con-

: junction af'meaningful syﬁbols anq teanres-ban mobilize energies to

LI

therapeutic ends. R o

In our contemporary world, it is apparent that a high degree of aocial
change, stress in assuming new patterns and responsib111ties, and a dis=-
illus;onment with traditional attitudes toward political authority and our
environment are all related to the birth of & new awareness. This new aware-
ness poses questions about the need to-jettison atrophied and dysfunctional
practices for creative social reformation. It is predictable, thereforé, '
that Ken Friedman would employ ritualistic elements in his artworks. The
view that Ken Frisdman holds regarding the funcrion of art as initiating a
process of self-knowledge and social reflection can result in life-changing
growth processes which implicate both learning and therapy.

The use of rituﬁl in the art process incorporates the aesthetic ex-
perience in the important business of learning and motivation. Rituals, and
the sympolic manipulations they include, are calculated to expedite a cogni-
tiVe«afféctive'learning-process-which is catalyzed by & new awareness of the

physical and social environment.



While preparing this essay, the author sent some formel requests for
informatien to friends, acquaintances, artists and so forth who knew
Friedmen's work. These requests ssked for opinions on which aspects of
Priedman®s work the reciptent judged to be most important, and slso how
Friedman's work was personally meaningful to the participant.

Seventeen responses which had detalled enough answers to analyze were
received. Of these responses, a pattern emerged regarding three aspects of
Friedman's work which were peréeived'to be most 1mportant'and personally
meaningful.

(1) The first And domipant pattath‘éeﬁte:ed in an appreciation of
~ Priedman as communicator. - Friedmen's importance as comimunicator was -per-
celved both on the social level as information exchange, and on the personal
. level as creating a Sense of community in those who received and/or |
produced communication art,-

(2)‘ The second theme esgentiglly had to do with learning., These
responses pointed out that Friedman's artworks engaged the viewer~participant
so that he or she sctually was placed in the condition of existential learn-
ing. The specif;c_areaa in which Friedman effectively raised the conscious
_ awarenegs of participants were: the social system and its accepted
practices; self—awarénésé.aﬁé”knowiédgé; new awareness of alternatives in
sction previcusly not perceived; and how ﬁhought and action were inextri-~
cably interrelated in human existence.

(3) The third pattern focused on the wit, humor and energy with which
Friedman approached his art and his life, His lively "mud in your eya® o
approach te life and situations was recognized as salutary and energizing in

its originality,



A number of other respondents answered with emclosures or with items
which could only be considered as mail art or aesthetically gratifying in
themselved. While these were not explicit answers to the guestions proposad,
they embody the spirit and thrust of the best in Friedman's kind of art.
Predictably, one supposes, there were four who used the occasion to register
disgsenting views from Friedman's theoretical or active stancas.

The creative motivation structuring the various possibilities of the
aesthetic experilence has always deééroyea the barriers of styiistic canons
and the academic attitudes toward the realm of the fresh and the innovative.
Evan in nonliterate and simple sopietmes where stylistic chaages appear slow .
to the outsider, - the artlst is quick to 1ncorpqrate new aspects of mgterial_
culture and new technological symbole into his artworks when the.occasion
axises. Few researchers have documented these changes and details. This haé
led to the popular idea that some art does not change, or that change in the
direction of incorporating newly diffused traits is by definition s corrup-
tion of a previous more authentic form of indigenoﬁs art, Poth of these
assumptions rest on chauvinistic sets of value judgments. There are a number
of empirical cases with evidence to tha contrary which should sasrvae to invali-
date such éonclugions.

Harold Rosenberg, an lmpotrtant modern-art ﬁistoriaﬁ and tﬁinker; has
~critieized what he has termed the Tde-definition’ of contemporary ért.
Rogenberg's summation regarding his viewpoint on this issue is the €ollowing:

Howaver, it is one thing to think about art in new ways =
and another not to think about it at all, but to pass beyond
art and become an artist in a pure state, The post-art artist

carries the de-definition of art to the point where nothing is
. left of art but the fiction of the artist.



«vvs 'What makes one an artist?' This issue is never
raised in the post-art world, where it is assumed that the
artist is a primal force, a kind of first cause - and that
he therefore exists by self-declaration..... In reality,
however, an artiet is a product of art - I mean a particular
art. The artist does not exist except as a personification,
a figure of speech that represents the sum total of art
itaelf,....The artist without art, the beyond-art artist, is
not an artist at all....The de~definftion of art necessarily
results in the dissolution of the figure of the artist,
except a2s a fictlon of popular nostalgia. In the end every-
one becomes an artist (Rosenberg 1972:12-13),

Rogenberg summarizes his viewpoint well. He is an eble spokesman for
those who are neither ultra-conservative notr super avant garde. Yet, the
aesthetic quality of the visual arts is associated with a ﬁuch wider
spactrum of activities than WOuiq be acceptable,undér hibnvi;wpoint, Avtists
always innovate an& interpret their experiencés and énvironments'in mulfiple
ways. Some, like Ken Friedman, are responding to conditions of change by
#ssumdng the work and posture‘character@a;iciof artists from a varieiy of.
societies some of which are quite different from our own. We shouié ba
heartened by the innovative experimentstion of artists,

It is certainly true that artworks are not all equally succeszful. The

guality of each artwork is to be judged by the critics and relevant canons

which evolve with the changing art forms themselves, Criteria and judgments

of quality represent relatéd but separate problems with respect to the so-
ceptance or any individual as an artist or not., If the artwork were to speak
with grace and meaning, Ken Friedman would be most pleased, and Rosenberg's
critical statement, "In the end everyone becomes an artist™, would be a2 happy
verity, 1Inetead of an indictment, such as state of general creativity 1f to
be desired and sought after, You and I shall most likely never become great

artists;.but with our human heritage 18 given us the gift of the aesthetic
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experience. To this extent, we all share in the art enterprise, and in this
sharing become af one with it. We all have some capacity to structure
events and objects with aesthetic modalities. Some from among us have this
capacity to a profound degree, and they will always take positions of leader-
ship and insight in the world of aesthetic experience.

The concepts and artworks of Ken Friedman have afforded the occasion
for proposing and rethink;ng these ideas. Our conclusion is that art and the
aesthetic experience comprise psychobiological necessities to the rich and
fulfilling human life, rather than feliﬁitious additions for a few on
. isolated occaﬂioﬁs. Ken Friedmanls view of art and life as Totalkunatiis
exenplary ofithe artist who operaéé; on the sam; theoretical éuppositioﬁs

with great success. A final quotation from The Aesthetics summarizes the

viewpoint and content of this essay nicely:

In order to change the world, we smust change the attitudeé
and lifestyles of Qén and women. This means that in reality we
don’t change men and women, but change situations in order to
allow people to choose and be free, to choose the changes most
suitable for them by themselves. Thus, we change the human
situation.

Bow do we change the human situation? By changing and
renovating the culture - the patterns of being and interaction ~
in which the lives of human beings are rcoted and grounded. But
this change is slow.

'+, sssesCulture is transmitted primarily from parent to child

and peergroup to child before the age of 5.....the task is to creatas
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a situvation in which ai least minimal change can be accomplished, anﬁ
necessary social chaaoge in terms of ecology and justice must be ac-
couplished. Thus, the culture of the world-that-is~to-be will be
changed slightly. And then given this momentum, the world and culture
of the generation-next will be.changed again.

esssslll ilong the way, we must be changing ourselves, experiment-
ing, trying new models, living out new forms and energy flows, correct-
ing what dan be correqted now and laying the groundwork for what we
cannot acéogplish immediateiy.

i'.....This is:the'piigriﬁage.

7 Me, I!ﬁ;pnt ép artist. Just a pilgriﬁ. Sometimes I do art,
sometimes I write, sometimes I'm an observer, ;ometimes an anthropol-
cgist. All this and more. As we al} can be. The joy of it is, the
message of it is: with atlittlé‘hQrdiwnrk; and lot of love and '
something beyond name, we can be it all, experience the depth of all
even within this brief time~span.

sssseNext vear, 1'11l be doing something different and it will:
be your turn to write the book. We all work together, share the laber,
share the proéits, share the richness of our moments. When your turn
comes to write the book, pleass send me 2 copy;

And in the meantime, don't eleep!

'In beguty it is finished.'®

ssessNavajo Night Chant
(Friedman 1972a: 88-90).
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One=Man Shows

1966

Avende C Fluxus Room.
New York City, New York.

1967

Fluxus Center. _
San Francisco, California,

1968

r .

”.Fluxus Center. . :
San Francisco, California.

1969

Arroyo Verde Meeting House.
Yentura, California. .

Flugus Center.
San Francisco, California.‘

1870

Richmond Art Center,
Richmond, California

Bard Hell Gallery.,
fan Diego, California.

Unitarisn Center.
Hayward, California.

Berkealey Fluxus Center.
Barkeley, California.

1971

Vice Versand,
Remscheid, Germany.

Starr King School, Graduate Theologlcal
Rerkeley, California,

Union.



Fluzus Center.
‘Newhall, Catiforniz,

1972

The Oakland Museum.
Oakland, California.

The Vancouver Art Gallery.
Vancouver, British Columbia, Canada

Henry Art Gallery, University of Washi.ngt‘on.
Seattle, Washington,

1973

Joslyn Art Museum,
Omaha, Nebraska, = .

Paramedia Gallery.
Bexlin, Germany,

Sheldon Memorial Art Galleries, 'ﬁns.versity of Nebraska,
Linco'!n, Nebraska

Eastern Washingi:on BState College, The Art Gallary,
Cheney, Washington,

San Diego State University, Love Library.
Ssn Diego, California,

Danecr Galeriet,
Copenhagen, Denmaric,

University of California at Davis, Nelson I, E, Gezllery.
Davis, California,

1974

Metropolitan State College, The Art Gallery.
Denver, Colorado,

The Immwedlate Gallery,
Calgary, Alberta, Canada

Vehicule Art Gallery.
Mcntreal, Quebec, Canada.

Phoer..x Gallery.
8an ¥rancisen, California.

Wneger + Casat Galleries (formerly Graphis Gallery).
La JJolia, California,



Ecart Gallery.
Geneva, Switzerland.

Centro de Arte y Communication.
Buenos Aires, Argentina.

Western Washington State College, The Western Gallery.

Beliingham, Washington.

University of Montana, Gallery Visual Arts.
Hissuuri, Montana.

Bastern Montana State college, Art Department Gallery.

Billings, Montana.

Galeria Akumulatory.
Pozpnan, Poland,

.t

university nf Colorado, Fine Axtv Gallery.
RBoulder, Golorado. -

1975

The Boise Gallery of Art.
Boise, Idaho.

South Dakota State University, SDSU Union.
Brookings, South Dakota.

New Reform Gallery.
Aslst, Belgium.

Mercato del Sale,
Milan, Italy,

Galeri S:t Petri,
Lund, Sweden.

Alberta College of Art, The Art Gallery.
Calgary, Alberta.

yaiversity of Nevada, Fine Axrts Gallery.
Reno, Nevada.

University of Nevada, Fine Arts Gallery.
Reno, Nevada.

Winrtlta State Universiiy, McKaight Fine Arts Center,

Wichita, Ransas.

Studio Arts Galier



Ezgt Tennessee State University, Slocumb Gallery.
Johnson City, Tennesgee.

Ringsport Fine Arts Center,
Kiongsport, Tennessee.

Berry College, Gallery of Art.
Mount Berry, Georgla.

Centre College of Kentucky, The Art Gallery.
Danville, Kentucky.

Gallery of Art.
Rome, Georgia.

University of Tennessee, Art Center.
Knoxville, Tennessee. - ]
Columbus College, Fine Art Centet .’ -
Columbus, Georgia. .

University of South Carclina, Art Depsrtment.
Columbia, South Carolina.

: Be}ea'Collﬂge, The Art Gallery.
Berea, Kentucky.

Fiatal Miuvészek Klubja..“
Pudapest, Hungary.



KEN FRIEDMAN
Teaching Pogitions and Lectures:

Faculty, San Francisco State 0011éée Experimental College, 1966-47,
Lecture, The Unicorn, La Jolla, California, 1966.

Guest Lecturer, Department of Health Education, San Bizgo Ptate :.‘lege,
San Diego, California, 1956. :

Guest Lecturer, Hawthorne Sechool, Washington, D, C., 1968.
Lecturer, Kairos Institute, San Dieqo. F&liforn;a. 196,

Gueet Lecturer, Clinical Training Cente¢, gsn Diego State University,.
San Diego, cnlifornia, 1969. .. . o - e

Guest Lecture, Moorpark College, Moorpark, California, 1969.

Director and Faculty, Intermedia and Expanded Arts Prag:am, Arroyo VErde
Meating House, Véntura, California, 1969.

Faculty, ¥ree Uhiversity of Berkeley, Berkeley, California, 1970

Buest Lecture, Department of Art, San Diego State University, San Diego,
California, 1971,

Visiting Artist, University of Saskatchewan, Department of Visual Arts,:
Regina, Saskatchewan, Canada, 1972.

Visiting Lecturer, Norman MacKenzie Art Gallefy, Regina, Saskatchewsan,
Canada, 1972,

Guest Lecturer, Creighton University, Omaha, Nebraska, 1973.
Guest Lecture, University of Nebraska, Omaha, Nebrzzka, 1673,

Symposium Lecturer, Claremont Graduate School, Graduatn Art Department,
The Claremont: Colleges, Claremont, California, 1973.

Guest Lecturer, Otis Art Institute, Los Angeles, Californla, 1973.

Guest Lecturer, Starr King School for the Ministry, Graduate Theological
Union, Berkeley, California, 1973.

Guest Lecturer, Departrant of Art, University of California at Davis,
Davis, California, 1973,



Panel: with June Wayne, Anna Campbell Bliss, and E. F, Sanguinetti,
Moderator, Utah Museum of Fine Arts, University of Utah, Salt Lake City,
during the joint Annual Conferences of the Weatern Association of Art
Mngeums and the Western Regional Conference of the American Association of
Museums, 1974,

Keynote Speaker, Annual Meeting, thhington Art Aasociation, Chensy and
Spokane, Washington, 1974.

Adjunet Professor of Art, Eastern thhington State College, Cheney,
Washington, 1974.

Guest Lecturer, Spokane Falls Community 0011ege, Department of Art,
Spokane, Washington, 1974. ’

Lecturar, And/Gr, S8eattle, Washington, 1974,

Visiting Artist, Wéstern thhtpgton State Callege, Bellingham, Hhshington,
" 1974, .

Cuest Lecturer, Vancouver School of Art, Vancouver, British Columbis,
Canada, 1974.

',Speclal Lecturer, The Henry Gallery, Uhiversity of thhington, Seattle,
Washington, 1974. _

Visiting Artist, The University of Montana, Missoula, Montana, 1974,

Guest Lecturer, Fastern Montana State College, Department of Art, Billinga,
Montana, 1974,

Visiting Artist, University of Colorado, Boulder, Colorado, 1974,
Visiting Artist, Boise Gallary of Art, Boise, Idaho, 1975.

Guest Lecturer, Bolse State University, Department of Art, Boise, Tdaho,
1975.

Visiting Artist, South Dakota State University, Brookings, South Dakota,
1975,

Guest Lecturer, University of South Dakots, Department of Art, Vermillion,
South Dakota, 1975.

Guest Lecturer, University of California at Riverside, Department of
Comparative Literature, Riverside, California, 1975.

Visiting Artist, University of Nevada,'Rend, 1975.



Visiting Artist, Wichita State University, Department of Studio Art,
Wichita, KXansas, 1975.

Visual Art Consultant, Tennessee Arts Commission, Resource Conference,
Jackson, Temnessee, 1975.

Visiting Professor of Art and Art History, East Terneassee State Uaiversity,
Johnson City, Tennessee, 1975. -

Visiting Artist, Berry College, Mount Berry, Georgia, 1975.
Lecture, Chiaba Art Guild, Rome, Georgis, 1975.
Cultural Affairs lec turer, Bei-ry Collége, Mount Berry, Geozrgia, 1975.

Visiting Artist, University of -Tennessee, Depaztmenl; of Art, Knoxvillae,
Teaneasee, 1975, o ;

I.ecture, The Hccluné Museum, University of Ténnessee, Knoxville, Ténhassee,
1975.

Visiting Artist, Atlanta College of Art, Atlanta, Georgia, 1975.

' Lecturer, Department of the History of Art, Emory University, M:lunta,
Georgia, 1975.

fisicing Artist, Columbus College, Columbus, Georgia, 1975.

Visiting Artist, University of South Cazeclina, Departmant of Azrt, rm.uma.-.. .
South Carnlina, 1975.

Visiting Artist, Centre College of Rentucky, Danville, Rentucky, 1975,
Visiting Artist, Berea College, Department of Art, Bevea, Kentucky, 1975,
Lecturer, Man and The Arts, Berea College, Berea, Kentucky, 1975.

Convocation Speaker, Centre College of Rentucky, Danville, Kentucky, 1975.



KEN FRIEDMAN
Pogsitions:

Executive director, Fluxus West, member and director, Fluxus, 1966-present.,

Flunus West includes Fluxus West projects in U. S. A., Canada, England,

Scandinavia, Benelux and the Pacific Rim. Affiliates include Fluxus West

~ in England, Fluxus West in England Archives Project at the University of
Exeter American Arts Documentation Centre, Fluxus West in Germany, Fluxus

West/Europe, Fluxus West/Southeast, and Fluxus West/Dakotas.

Editor~in-Chief, Pluxus West Publications, 196b6-present. Fluxus West
publications were among the founding members of the Underground Prens
gyndicate in 1966-67, represented at the formal founding meetings as Fluxus
West and Plux/UPS, Fluxus West publications imprints have included:
 Fluxud West, Pluxus Editions, Flimxus/Fluxus/Fluxus West, Aktual, Alktual/Uss,
" - Aktual Goodbook®, Pirate Rditions, Fluxus/UPS,: FluxlUPB, Aktuzl Littiebocks,

and others.
General Manager, Something Else Press, Valencia, New York & Berlin, 1971.

"Program Director and Diraector of the Gallery, de. Benneville Pines, Angelus
Oakg, California, 1972-73. : . ,



EKEN FRIEDMAN

Other Biographical Information:

Director, FESTIVALS, 1964-66. (Feativals in 1965 became Garnisht Rigele
Festivals, which in 1966 was merged into Fluxus as Fluxus sxus_West. )

Editor, AAA-B-A, Mt. Carroll, Illinois, 1965-66.

Director, producer, Radio Garnisht Kigele, Radio WRSB, Shimer College,
Mt. Carroll, Illinois, 1965-66.

Director, Garnight Kigele Festivals, 1965—66

Director, National ¥ield Service Program, ESP-DISKIRecord Gompany,
_Néw Ybrk City, New York, 1966.. .

Contributing writer, Underground, Wuahingtoﬁ, D. G:, 1967.

Collaboration with Richard Maxfield, 1967-69.

o Hnsic Director for Karen Ahlberg Dancprs, San Francisco, 1967,
Member~Participant, New York correspondence School, 1967~ .
Member, Aktual, 1967~ .,

Editor-in-Chie£, The Promenthean, Noston, Massachusetts, 1967-G63.

Contributing Editor, National Underground Review, New York, 1968.

Associzte Editor and Design Consultant, Nameless Newsprint, Boston,
Massachusetta.

Artist—inenesidence, Unitarian Univeraalist Church of Ventura, Ventura,
California, 1969.

Contributing Editor, The Context (Liberal Context), Boston, Massachusetis,
1969,

Founder/Editor, Amazing Facts, one of the earliest of the participant-
assembled magezine/anthology efforts, 1963,

Participant, International Festivel of Non-Art, organized by Ban Vauriler,
Nice, Franca, et. al., 19G9.




Design Consultant, The Advocate, Graduate Theological Union, Berkeley,
California, 1970,

Editor/Consultant, The Religious Arts Guild, Boston, Massachusetts, 1971.

Editor/Founder, The New York Correspondence School Weekly Breeder, 1971.

Editor/Founder, Sock of the Month Club, continued with Fletcher Copp and
Diane Berendt, 1971-1975,

Guest Editor, Source Megazine, Sacramento, Californis, 1971-1974.

Founding Member, Director in North America, International Artists'
Cooperation, 1972~ ,

An Evening With Ebn.Friedman, Friends of contemporary.Art, Benver,
Colorado, 1972,

' ?élevision Special, Xen Eriedman-in théouver, pré&uqed'by Dallas Selman,
aired on Metromedia Television, Vancouver, British Coluwmbia, Canada, 1972,

'Consultant, Tyringham Institute, Tyringham, Massachusetts, 1972.

Vork _in Progress project and exhibition, Henry Art Gallery, Uhiversity of'
Haehingtnn, Seattle, organized by La Mar Harrington, Assoclate Director,
and Julie Anderson, Curator-in-Charge, -July-December, 1972,

The Public Imagination, a Conference on the Arts, convened and chaired
by Ken Friedman at de Benneville Pines, Angelus Oaks, California, 1973.

Omsha Flow Systems project, presented by Joslyn Art Mugeum, cosponsored
by the Nebraska State Council on the Arts, Creighton University,
University of Nebraska, Concordia Teachers College, Gallery in the M=rket,
Xerox Corpoxation, et. al., Hebraska, 1973.

The Expanded Ear, a conference on contemporary music, convenad and
chaired by Ken Friedman, co-chaired by Cherles Amirkhanian, cospcasored
by Radio KPFA Pacifica, Berkeley, California; Radio KPFK Pacifica, Loa
Angeles, California; Source Magazine, Composer/Performer Editiocns,
3acramento, Czlifornia; held at de Benneville Pines, Angelus Daks,
California, 1973.

Conpultant, Omen Commwnicatlons, Tucson, Arizona, 1973,

Fluxprojects, San Diego State University, Malcolm Love Library, £an
Piego, California, 1973.

Ceneral Consultant, San Diesgo Dance Theatre, Inc,, 1974~ .,



SIGHTINGS project, a series of actions and exhibitions taking place in
the 50 United States and the 12 provinces of Canada, 1974- .

An Evening with Ren Friedman, And/Or, Seattle, Washington, 1974.
Paris Hare series, with Chris Sublett, 1974- .

Idaho Number One project, including The Ydaho Building, sponsored by the
Bolae Gallery of Art, Boise, ldaho, 1975.

Television Special, Ken Friedman, produced by Ron Boyd for Don Boyd's
Electronic Gallery, at South Carolina Bducational Television Network,
with a grant in support from National Endowment for the Arts, 1975.

Consultant/Editorial Consultant, Who'ﬁ who in American Art and the
American Art Directory, Jacques Cattell Press, Tempe, Arizona, 1973~present.




KEN FRIEDMAN

Grauts and Awards:

F, G, Fischer Award, Boston, Massachnaetts, 1966.

thraska State Council on the Arts, grant to the support of the Omaha
Flow Systems project, Joslyn Art Museum, et. al., Nebraska, 1973.

Xerox Corporation, grant of materials and assistance, to the Omaha Flow
Systems Project, the artist, Omahn, Nebraska, 1973.

SRL/FRF resource opportunity grant to the support of the srtist, used
in conjunction with publication for the Omaha Flow Systems project, Omaka,
Nebraska 1973, i

Governor 8 Award, Certificate of Recopgnitionm,’ State of Idaho, 1975..

National Endowmeant for the Arts, grant to the support of a program
featuring Ken Friedman on Don Boyd's Electronic Gallery, South Carolina
‘Educational Telavision Network COIuﬁbia, South Carolina, 1975.

Tennessee Arts Commission, grant to the support of SIGHTINGS project
activities in Tennessee, including university visits and exhibitions,
Tennessee, 1975,

East Tennessee State University Foundation, grant to Visiting
Professorship in Art and Art History, East Tennessee State University,
Johnsea City, Tennessee, 1975,

National Endowment for the Arts, Visiting Artist Program Grant, Barr:
College, Mount 3erry, Georgia, 1975,

National Endowment for The Arts, Visiting Artist Program, Atlanta College
of Art, Atlanta, Georgla, 1975.



EQORS_by KEN FRIEDMAN:

Aesthetics, Reflection Press, Stuttgart, Germany, 1975.
(German translation by W. F. Bonin, in an edition by Dietrich
Albrecht. )
The Acsthetics, Beau Geste Press, Devom, England, 1973.
This Breathing Miracle, Setries Point Seventy, Berkeley, California, 1969.
A Conversation with Arman, The Renry Gallery, Univeraity of Washlngton, '
Seattle, 1974 {Published as a monograph for use in conjunction with
: ‘the Arman retrospective.) .

- Events, Fluxua, New York, 1964, 1973.

Events, Ecart Publications, Geneva, Switzarland, 1975, (F"ench-English
bi-l:lnaual ed:l.tion, translated with notes by John M. Arwmleder.)

Notes, Edition After Hand, Skraldhede, Ringkobing, Denmark, 1974.
. The Stone Forest: -An Existential Approach to Rducation, Inter~disciplinary

Studies in Education Department, School of Education, San Francisco State
Univerasity, Limited Edition, San Francisco, California, 1971, '

As Editor:

Art Folio, Religfous Arts Guild, Boston, Massachusetts, 1971.

Iaternational Contact Llst of the Arts, Fluxus West and Image Bank, Regina,
Saskatchewan and Vancouver, British Columbia, Canada, 1972.

International S Saurces, with Stanley Lunetta, spesial anthology/catnlog

issue of Scurce Magazine, Issue 11, Composer/Performer Editions,
Sacramento, California, 1974.

s Illustrator:

Thormae Onetwo, by Ernest Robson, Something Else Press, Valencia and
New York, 1971.




Booklets, Pamphlets, Monographs:

The Bowery of the Mind, Cair Paravel Press, Mt. Carroll, Illinois, 1966.
Broken Circle Haiku, Hard Press, Ventura, California, 1968,

Complet |

The Dreams, Open Process, San Francieco, California, 1967.

A Pinal Primer, San Francisco State College Experimental College,
San Francisco, California, 1968, °

Freedom and Death, F:Lrst: Unitarian church, San Francilsco, California, 196%.
_t_xgg,e_, Great Silence, San D:legg, California, 1965. N
gz Water, Fluxua West, San Diego, Califomia, 1967. -
An Jtem of Interest, Fluxus West, San Diego, California, 1967.
| 0. K, Joe Sonata, Open Process, San Franclsco, Califomi{u, 1968.
Dort --Folio. "Gnu ﬁus:l.c Company, Berkeley; ﬁalifornia, 1970.
Skulls Like Fggshells, Open Process, San Francisco, California, 1968,

Ten Visual Poems, Open Process, San Francisco, €alifornia, 1%67.



Books and Publications about Ken Friedman:

Thomas Albright, A A Dialogue with Ken Friedman, The Joslyn Art Museum,
Omaba Flow Systems, supported partially by grants from the Nebraska
State Council on the Arts and SRL/ A Free Religious Fellowship, 1973.
Pra-publication edition made possible through the courtesy of Xerox
Coxrporation, 1973,

Jehu M, Armleder, Ken Friedman at Ecart, ed., with contributions by
Cecile N, l-iccann, et. al., Bcart Publications, Geneva, Switzerland,
1975.

Al'.len Dodworth, ed., Keu Friedman, Bolse Gallarz nf Art, The Boise Gallery
of Art, Goi.se, ‘I.daho, 1975,

Benry Hunt s>, €day, Ken Friedman, Gallery of Visual Art, Un:l.vers:l.ty of Montand,
M:lsaoula. Hontana, 1974, . . ‘ ,
Radfoxrd Thoms, ed'.'. Ken Friedman: | Sightings, -Departmént of Art,
Eastern Washington State College, Cheney, Washington, 1974.

Radford Thomas, ed., Ken Friedman: Sightings, revised edition, Fast
Tennessee State Untversity, Department -of Art, Johnson City, Tennesseas,
1975, . '



Books and Catalogues Ineluding Ken Friedman:
Dietri.gg Albrecht, ed., Reflections, Reflection Press, Stuttgart, Germany,
1,

Mata B, Fluxus, Concept & Buren, Art Hist:oz"y Institute of Lund,
Lund, Sweden, 1973.

s Baker's Biographical Dictionary, N, Slonimsky, ed.,
G. Schirmer & Sons, New York.

~ Gael Bennett, Rubber Stamp Art Show, Department of Art, University of
Colorado at Colorado Springs..

J. F, Bory, Once Again, New Directions, Kew York, 1968.

. Joseph Bauys, Joangh Beuys Mult:lglea » Ed:ltion Jorg Schellmann, Muncnen,
o Germany, 1972.: _ - . 1 -

!

John Cape, ed., Notations, Something Else Press, New York, 1968.

s Dictionary of Contemporary Music, John Vinton, ed.,
E. P. Dutton and Company, New York, 197&

s Dictionzary of ;nternational Bioga.ghz. Intermtional

Blographical Research Centre, Caabridge, England.

s A Directory of American Poets, Poets & Writers, Inc., New York.

Charles Dreyfus, PFluxus: ZElements d°Information, Documents d'Axt :
Contenporain, Mosee d’Art Moderne de 1a Ville do Paris » Paris, Prance,
1974,

Wolfgang TFeelisch, Sammlung Feelisch, Museum am Ostwall, Dortmund, Gormany,
1970,

Walter Focke, Opsn Notices, I.A.C./ Focke Editions, 1975.

Jorge Glusberg, Arte de Sistemas, Museum of Modern Art, Buenos Aires,
- Argentina, 1971.

Klaus Groh, ed., Baum, I.A.C./Tocke Editions, Oldenburg, Germany, 1374.

Klaus Groh, ed., Visuell-Konkreti Internatiomal (Und, Special Xssue 11./12)
Maro Verlag, Gersthofen, Germany, 1973.

y International Directory of the Arts, Deustche Zentral
Druckerel, Berlin, Germany and Editions Publi_.eol » New York.




International Who's Who in Art and Antiques, International
B og:_:aphical Research Centre, Cambridge, England.

J. H. Kocman, Stamp Activity, J, H. Kocman, Brno, Czechoslowvakia, 1973.

Richard Kostelapetz, et. al., eds., Asgembling, Assembling Press
New York, 1971, 1973, ’ : ’

Richard Kostelsnetz, ed., Breakthrough Fictioneers, Something Else Press,
Barton, Vermont, and Berlin, Germany, 1972,

Stanley Krippner, Psychedelic Art, R. Es L. MaBters and J. Houston,
Grove Press, New York, 1968.

. Lucy Lippard, ed., auth., Six Yeazs; The Dematerialization of Art,
Praeger Publications, New York, - 1973,

. . '
George Maciunas, Fluxfestsale gheet, Fluxus, New York, 1966.
Geoxge Maciunas s Fluxfestsale Sheet ﬂ,' Fluxus, New York, 1970,

Rerry Marshall, ed., Catalogue of Exhibitions, 1973-74, Western Asgcclatioo
of Art Museums, Oakland, California, 1973.

Ken‘y Marshall ed., Catalogge of Exhibitions, 1975-76 Western Associai:ien
of Art Museums, Oakland, California, 1975.

Rerry Marsha1l, ed., Catalog, Supplementary Edition, 1975, Humber One,
VWestern Association of Art Museums, Oakland, California, 1975.

Lavid Mayor, =d., Add End A, Beau Geste FPress, Devon, England, 1974.
PDavid Mayor, ed., Fluzshoe, Beau Geste Press, Devon, England, 1372,

Maurizic Nannuccl, Aux Rose, Ecart Publications, Genevm, Switzerland, 1.975.

Nam June Pafk, Videa and Videology, Everson Museum of Art, Syracuse,
New York. 1974- .

Jean-Marc Poinsot, ed., Mall Art: Communlcation a Distance, Editions
C.E.D.1.C., Peris, France, 1972.

Terry Reid, ed., with G. Kerr, Inch Art Issue, Auckland Univewsity Student
Association, Auckland, New Zeaiand, 1575,

ferry Raid, ed., with G. Kerr, Open Drawers, Mildura Art Centre, }Mildura,
Australia, 1975,

Davis Sleet, Changing Health Bebavior, San Diego Medical Society,
San Diego, Californis, 1973.



Endre Tot, Incomplete Informstion, I.A.C. Editions, Oldenburg, Germany,
1972.

Marilyn E, Raviez, Aesthetic Anthropology: An Analysis of Pop and
Conceptual Art in America, doctoral diasertation, University of
Califorpia at Los Angeles, 1974.

Harold Szeemann, and Hanns Sohm, editors, Fluxus c;nd Happening,
Koilnishcher Runstverein, Cologne, Germany, 1970.

Ben Vautier, ed., Festival of Non-Art, Galerie Ben, Nice, France, 1969.

, Who's Who in American Art, American Federation of the Arts
. and R. R, Bowker/Xerox, New York and London.

., Who's Who in the Weat;‘Marquis, vchi.cagb.



Multiple by Ken Priedman:

1966:

Open and Shut Case, Fluxus, New York

Mandatorgluaggening, Fluxus, New York.
Garnisht Kigele Fluxfeast, Fluxus, New York.

Carnisht Kigele Bufton, Fluxus & Underground Uplift Unlimited, New York.

1967:

Just for You, Fluxus, New York. - - :

.Flukus Pogtal Rit{(ﬁith Ben Vautier.'Bob Watts, Daniel Spoerri), Flﬁxus,
" New York. ' N

Poem Object, Gallery Ten Editiona, London, England.

'_Séore-ss, Fluxus Wbst,'San Diégo, cglifofnia;

19682

Cleanliness Kit, Fluxus, New York,

Fluzyearbox 2, (with George Maciunas, George Brecht, Yoko Ono, Paul Sharits,
Ben Vautier, Willem de Ridder, Eric Anderson, et. al.)} Fluxus,
New York.

Fluxcorgage, Fluxus, New York.

Broken Circle Haiku, Hard Press, Ventura, California.

1869

Veranstaltung 1969, Kombinat 1, Cologne, Germany.

Lingepacktes, Vice Versand, Remscheid, Germany.



1970:

Box One, (with Joseph Beuys, Robert Fillior, George Maciunas, Stephan
Wewerua, Hermann Nitsch, et. 21.) Edition Hundertmark. Berlina,
Germany.

Poxt roiio, Gnu Music Gompany, Berkeley, California.

Two_Scores, Gnu Music Company, Berkeley, California.

1971:

Corsage, Gemma Three, Keat, England,

1972:
' éard; Reflection Press, Stuttgart,-German&.

Friedmanswerk, Edition Hundertmark, Berlinm, Germany.

Image Bank Multiple, Image Bank, British Columbia, Canada.

3

Last Work of 1972, Fluxus Wést, Angelus Oaks, California. °

Leap Second Piece, Fluxus West, Angelus Oaks, Califorrnia.

1973:

Eomage a Diter Rot, Series One, Volume One, Joslyn Art Museum, Omsha,

Homage a Diter Rot, Series One, Volume Two, Joslyn Art Museum, Omahs,
Nebraska, '

Homage & Diter Rot, Series One, Volume Three, Joslyn Art Maceum, Omshe,
Nebraska.

SBource Cards, Composer/Performer Editions, Sacramento, California,

1574:

Idaho Number One Poster, Boise Gallery of Art, Boise, Idaho.

South Dakcta Poster, South Dakota State Unlversity, Department of Art,
Brookings, South Dakota,




Cedex, Edition Hundertmark, Berlin, Germany.

Homage g Dieter Rot, Series Two, Volume Four, Fluxus West, San Diego,
California.

Homage & Dieter Rot, Series Two, Volume Five, Fluxus West, San Diego,
California. '

Homage 8 Dieter Rot, Series Two, Volume Six, Fluxus West, San Dlego,
California. '

Fluxpost C cmmemorative Stamp, (:ent're for Communication and The Arts,
Simon Fraser ‘University, Burmby, British Columbia, Canada.

Heat Print Poster, Graphic Gallery, Jolla, California.

’

1975: °~ - : i
Tdaho Number One Poster, Boise Gallery of Art, Boise, ldaho,

South Dakota Poster, South Dakota State University, Department of Art,
Brookings, South Dakota. .

('.:odex, Edition Hundertmark, Berlin, Germany.

Homage a Dieter Rot,. . Series Two, Volume Five, Fluxus West, San Dieg»,
ifornia,

Homage a Dieter Rot, Series Two, Volume Six, Fluxus West, San Diego,
California.



EVENTS, FERFOIMANCES, AND ACTIONS BY KEN FRIEDMAN

1956

SCRUB PIECE, New London, Connecticut
THE LIGHIBULB, New London, Connecticut

1959
GREEN STREET, New London, Connecticut
is60 | |
- RIMIGRATION ACTS, San Diego, Californie
1961 |

. DMIGRATION ACTS, San Diego, Californis
1962 | | |

IMMIGRATION ACIS, San Diego, California
~ LIEBE VON MIR AN DICH, San Diego, California

1963

IMATIGRATION ACTS, San Diego, California
IMMIGRATION ACTS, Los Angeles, California
SHANTY, Los Angeles, California

FRUIT SOMATA, Loe Angeles, California

PASS THIS ON TO A FRIEND, Pasadena, California

1964

IN THE OLD COUNTRY, Santa Monica, California

JESUS SAVES, MDSES INVESTS, Santa Barbara, Califomia
PENNIES FOR GOD, San Diego, California

WHOOP, Del Mar, California

WATEMELON SYMPHONY, Redlands, California

SUMMA THEOLOGICA, Santa Barbara, California

PUBLIC NOTICE, lLos Angeles, California

BATTLE CRY, Pasadena, California

THE PASADENA TRAVELER, Pasadena, California

THE TRULY INCREDIBLE FRIEDMAN, San Diego, California
CHRISTMAS TREE EVENTS, Torrance and Redondo Beach, California

- 1965

TRANSPORTATION AND YCU, Sen Diego, California
CARSTERFIELD FOR PEACE, Orange County, California
GOYF STREET, Laguna Beach California



ZEH IS WHEN, San Diego, California

C(ME ZE BREVOLUTION, Pasadena, California

RIVERBOAT BRAWL, Disneyland, California

WICKED JOHN HITS THE ROAD, Point Loms and Pacific Beach, California
CHEERS, Pasadena and Los Anseles, California

ZEN BASKETBALL, Pasadena, California

SNEEZE PIECE, Los Angelea, California

ANNIVERSARY, Los Angeles, California

SURPRISE SNEEZE PIECE, San Mateo, Cal:lfomia

SUDDEN HARMONY DANCE TUNE, Riverside, California

TRAIN STOP, Mount Carroll, Illinois

THE ADVEHTURERS Mount Garroll Tllinois

WEBSTER'S DICTIOHARI, Mount Carroll, Illinois

. THE MORNING SERVICE, de Bemneville Pines, Angelus Oaks, California
FIRST TIME AROUND, Mi-Con Midwinter, Illinois

OPEN. AND SHUT CASE, Chicago, Illinois

SHANTY, Ghicago, Il].inois

-1966 : .

‘ TRANSPOR'J:ATION AND'YOU Greater Los Aﬂgeles Area, .Califom:l'.a .
CHRISTMAS TREE EVENTS, Los Angeles, and Manhattan Beach, California
IBN YBRAHIM ENSEMBLE, Hmint Carroll, Illinois
EYMN, Mount Carroll, Illinois
RADID GARNISHT KIGELE, Station WRSB, Mount Carroll, Ill:lnois
- FARTHER ALONG , Mount Carroll, Illinoi.s -

ZEN VAUDEVILLE New York City, New York .

INCOGNITO, ERGO SUM, Cambridge, Massachusetts
HOMAGE TO DANIEL SPOERRI, Mount Carroll, Illinois
FRULT IN THREE ACIS, Los Angeles, California
MELON MELODY, Los Angeles, Callfornia
THE ARABIC EMBASSY SCANDAL, Redlands, California
RAMA T.AMA, de Benneville Pines, Angelus Oaks, California
CELEBRATIONS, de Benneville Pines, Angelus Oaks, Califormia
TRULIT IN THREE ACTS, San Francisca, California
THE WANDERER, Berkeley, California
HYMN, San Francisco, California
HYMN OF HER, San Francisco, California
HAPPENING, Open House, Pacific Beach, California
FLUSUS  SALE, Ithaca College, Ithaca, New York
ALLAH SINGS, Ythaca College, Ithaca, New York
BEDTIME READER, New York City, New York (READING THE BIC BOOK)
AlL THE NEWS THAT FITS IN PRINT, Ithaca College, Ithaca, New York
WK SAVED A SEAT FOR YOU, Marblehead, Massachusetts
TURNING THE PAGES, Ithaca, New York
HIDNIGHT MASS, Marblehead, Massachusetts
SELLING PIECE, Marblehead, Massachusetts
VHEN I SHPEAK, New London, Connecticut
TRAVELLING FLUXSHOP, New England States
THREE DAY STONE, Avenue C Fluxroom, New York City, New York
SACHEM DRIVE, New Yoxk, Vermont, Comnecticut
FLYXIS VISYIT, Vassar College
¥i.iXUS VISIT, Sexah Lawrence Coliege



FLIR 3 ViISIT, Middlebury College

SUS MRINE VISIT, Boston, Massachusetts

FLU {US/CONCEPT ART WORKSHOP, Palisades, New Jersey
NABASCHWLILI EVENTS, San Diego, Califorania

IN REFLY, La Jolla, Californis

DICTUM, San Diego, California

RIDING THE CREST, Costa Mesa, Californig

NAH, La Mesa, California

FIUXUS INVISIBLE THEATRE, San Diego, California

FRUCHT IN DREI AKTEN, San Diego, California

ONE/TWO, San Diego, California

CARD, New York City, New York

CONTEST, Boston, Massachuaetts

EDUCATIONAL DE/COLLAGE, San Diego State Collage, San Diego, Galifornia
FLUXFYLMS AND CONCERT, The Unicorn, La Jolla, California
STREET PIECES, San Diego, California .

GARNISHT KIGELE FESTIVAL, La Mesa, California

SEE THE LIGHT BAPPENING, La Mesa, California

CELEBRATION OF SUNS AND THE MOON, La Jolla, California '
PESTIVALS, La Mesa, Californis ., .
BACK TO RAVIOLI REHEARSALS, La Jolla, Californ;ta L
TRANSPORTATION AND YOU, Torrance, California

KOZLOWSKY'S UMBRELIA, La Jolla, The Unicorn Theatre, La Jolla, California

1967

CHAM‘S Flu:ms West, San Francisco, Cal:lfornia

FLUKTAPES Fluxus West, San Francisco, California

STEW PIECES, Fluxus West, San Francisco, Californla

CONSTRUCTION PIECES, Fluxus West, San Francisco, California -

FOUR FLUXLECTURES, San Francisco State College, San Francisco, California

PARADE, San Franclaco State College

FOLLOW THE LEADER, San Francisco State College

SURREALIST PARTY CAMPAYGN, San Francisco State College

POLITICAL KAMIKAZE EVENTS, San Prancisco State College, San Francisco,
California

TELEPHONE EVENLS, San Francisco, California

KEEPING TOGETHER MANIFESTATION INSTANT THEATRE PERFORMANCES:

AL the FILLMORE AUPTTORIUM for the PHOENIX BENEFIT, San Francizco

At DANCER'S WORKSHOP for the RAG BENEFIT, San Francisco

At STEVE GASKIN'S CLASS (later THE MONDAY NIGHT CLASS), San Francisco
At PROVO PARK in Berkeley

Arx the JABBERWOCK in Berkeley

At the STRAIGHT THEATRE in San Francisco

At the PRINT MINT in San Francisco

At CALIFORNIA HALL in San Francisco for the EXPERIMENTAL THEATRE L.A.M.F.

TIRXARY BVEWTS, San Francisco State College
KIM TRAVELLING EVENTS, San Francisco, San Jose, Santa Cruz, Californie



CITY, Commons, San Francigco State College, San Francisco, California
CONGRESS OF AMERICA, God's Eye Ice Cream Parlor, San Francisco
PLUXUS SALES, Etcetera, Migsion Valley, San Diego, California
INSTANT THEATRE SERIES, Greater San Diego Area
ROCK PLACEMENT, Fluxus West, San Diego, California
PAPER. BIRD WITH MILAN KNIZAK, All over the United States
NEW MUSIC EVENTS, Greater San Diego Area
INSTANT THEATRE SERMON, Unitarian Society of West Los Angeles, California
WHEELMAN'S CHOICE, Venice, California
FLUX EXHIBITION, Flugus West, San Diego, California
RELIGION AS NOTHING ELSE, Unitarian Church, San Diego, California
RECEPYIION, Lindbergh Field, San Diego, Californias
GUNNERY DRILL, Lake Murray, San Diego, California
DOING HIS THING WITH YOU, 1s Jolla, Califormnia :
SOMETHING ELSE READINGS, The Tiny Ork, La Jolla, California
SGUASH GAME, The Red Shed, Point Loma, California
NEO-HATIKY THEATRE, The Red Shed, Point Loma, California
VAUTIER THEATRE, The Red Shed, Point Loma, California
CRULISING; Sah Diego, California :
- TWENTY GALLON3, Oxford, Ohio
THE' KOSHER COLONELS, Oxford, Ohia
PACO, TACO & PEDRD, Oxford, Ohio
EVENTIS, Conference in San Diego
KEN IS BEN IS KEN I S BEN, San Diego State College
HOW CAN YOU BE HERE ?, San Diego - Nice/Paris/Tokyo
WHEN YOU ARE THERE 7, San Diego - Nice/Paris/Tokyo .
BIRD IN FLIGHT, San Francisco/New York/Boston
M Mailing G, San Francisco/Boston
EPIC THEOLOGICAL CONVOCATION, Arlington Street Church, Boston, Massachusetts
MIDNIGHT FLUKWORSHIP EVENT, Arlinmgton Street Church, Boston, Massachuselts
MEATBALL, Boston, Massachusetts
MOTORCYCLE, Massachusetts Highways
FOL DE MNUIT, San Franciscof/Boston
THE FIVE POOT BED, Fluxus Cooperative, New York City, New York
TRIPS, Benevolent Fraternity of Unitarian Churches, Boston, Massachisetts
ARTUAL GROUP PIECES, San Francisco
EKN1ZAK PROJJECT, San Francisco, California
ODE TO POLITICIANS, San Francisco
RESTAURANT EVENT, San Francisco
TELFCAR, San Francisco
REN IS BEN, San Francisco
BEN IS KEN, San Francisco
SCLARATION, San Francisco
OFER: FLUX WEW YEAR, Omabha, Nebraska
JACK IN THE PULPIT, Omaha, Nebraska
SNOWRALLS, Omaha, Nebraska
CURRY NIMBLE'S NOMINATION, Omaha, Nebraska

1968

340 JOSE ACTION THEATRE, San Jose, Califormia
SETIUP FOR CAPTAIN OHIO, San Francisco State College



FRIEUMAN/SHEIGERT EVENINGS, Fluxus West, San Francisco
SWEIGERT/FRIEDMAN EVENINGS, Fluxus West, San Francisco

TEE SHY SMILING SKYSCRAPER, San Francisco Stete College
INSTANT THEATRE, de Benneville Pines, Angelus Oaks, California
VACANT THEATRE, Fluxus West, San Francisco .

INSTANT THEATRE, Fluxzus West, San Francisco

VACANT LOT, Pluxus West, San Frauncisco

PLATEBUSTER, Fluwus West, San Francisco (PLATEBUSTERS)
EGGBUSTERS, Fluxus Weat, San Francisco (EGGBUSTERS)
BUNDUSTER, Fluxus West, San Franciasco (BUNDUSTERS)

INSTANT THEATRE, SRL-WRC Conference, Berkeley, California
PIPE DOWN, Berkeley, California

VAUTIER DAY, Santa Cyuz, California

KNIZAK NIGHT, Drake's Bay, Californis

FEATS OF EXHIBITIONISM, San Francisco State College

PARTY, Fluxus West, San Francisco, Cal:l.fom:l.a

oncnlnswm Big Bear, California ,

CONCERT FOR WINDS, Big Bear, California " '

+ . MIDNIGHT WORSHIP, Big Bear, Califernia .

NEW MUSIC CONCERT (Eric Stratton), Big Bear, Ca‘liforn:l.a
CONCEPT ART SEMINAR, Big Bear, Califormia -

FLUZUS MOTION WORRSIDP, Big Bear, California

THE EMPTY THEATRE (Rich Harris), Big Bear, California
FLUXMOUNTAINCONCERT, Camp Oaks, Bilg Bear, California

STAR DOT, Fluxus West, San Diego, California

FLUXUS TALK SHW, Radio XFfMMB, San Diego, California

GOD'S OBVIOUS DESIGN, Fluxus West, San Diego

FLY EVENY, Fluxus West, San Diego

UBU AMOS TAPDANCE, Pacific Beach, California

FLUXTOUCH, Venice, Czliformia

ARTUAL MONTH, Fluxus West, San Diego

SECOND SERMON, Unitarian Soclety of Weat los Angeles, California
FLUXUS LECTURE, Hoover High School, San Diego, California

A LIViING SERMON, Unitarian Church, San Diego, Celifornia
PARTY, Sen Diego, California

ALL NIGHT RAPS, Santa Monica, California

THE BREADBOX WINNER, Santa Monica, California

DOING THE BEACH, Santes Monilca, Californla

CELEBRATIONS, Saint John's College, Santa Fe, New Mexico
SURFIN' BIRD (BARBARA RIPPEY), Santa Fe, New Mexico

FLUXUS CONCERT, Santa Fe, New Mexico

POOLSIDE SUNLIGHT, Saint John's College, Santa Fe, New Mexico
INSTANT THEATRE (w/ RICHARD KOSSOW), Saint John's College

TRE FUNFRAL, Santa Fe, New Mexico

THE GOD SEOW (Ralph Cook), Seint Joln's College, Santa Fe, New Mexico
RECORD BREAK, Santa Fe, New Mexico

THE LAST SERVICE Continental Conference, Saint John's College, Santa Fe
LARRY TADD'S mAUGURAL BALL, Santa Fe, New Hexico :

. ON THE WAY, New Mexico-Illinois

ROOT REER SOLD HERE, Springfield, Colorado

SOXING DAY, Yellow Spr:h:gs, Ohio '



EONORING HOUBERT HUMPHREY, Yellow Springs, Ohio
KOSHER-NOSTRA SUPPER, Champaign-Urbana, Illinois
SURPRISE, San Francisco
THE MACK'N'TOUQUE STRING BAND, Flumus West, San Francisco
286, San Francieco-San Diego

L'N'GO Big Sur, California
KEEP IN TOUCH Ventura, California
SER/VICE, Ventura, California ~
LEAVE 1T ALL BEHIND, Thousand Oaks, California
HOMAGE TO MIKR McKINLAY, Berkeley, California
AKTUAL/EVENTS IN MOTION, Fluxus West, San Diego

1969

THE MONKEY'S NIGHT OUT, Fluxus West, San Diego
. EwMC /2, Ventura, California
THE LITERATURE OF YOU, Ventura 5 Californis '
FORMS OF FUNCITION AND MEANING, Venturs, California
A GAME OF TOUCH, Ventura, Califom:l.a :
AKTUAL WALK, de Benneville Pines, Angelus Oaka,’ Califomia
THE MIDMIGHI' MOVERS, Ventura, California °
AFTER SOMETHING, WHAT 2, Unitarian Fellowship, Burbank Caufornia
THE POSSIBILITY OF YOU, Unitarian Socfety of Lag Angeles, West
- CRUISING FOR BURGERS, (G. Sweigert & D, Hendalnohn), Boston
PAGINGS, Boston, H:I.Iton Hotel )
~ WORSHIP, Boston, Massachusetts
PAGINGS, San Francisco, International Airport
STUDIO PIECES, Fluxus West, San Francisco
MJSIC WORKSHOP, Camp Seabeck, Bremerton, Washington
JUST LIKE THAT, Camp Seabeck, Bremerton, Washington
TISTANT TIEA'.I.‘RE Camp La Foret, Colorado Springs, Colorado
JOUR/NEY San Franc:l.sco, San Diego ,
HANG INS, San Francisco, Califommia
TRA!VELS. Southern California
HOMECOMING, Claremont, California
HANGINGS, San Rafael, California

1970

YOd, Big Sur, California

ZEX SOFIBALL, Berkeley, California

DMIGRATION ACT WITH ALISON KNOWLES, Los Angeles, California
TR VOSTELL, San Francisco/Koln

AUT0 PIECE FOR ANDRE THOMKINS, Berkeley

FOUNTAIN PICE, Berkeley/ Milan

ICON PIECE, Berkeley/Dusseldorf

TWEEF PIECE, Beriteley/Kola

KRISHNA BLESS MY OPENING, Richmond Ari Center, Richmond, Celifornia
ROASTING OFF, Berkeley

THE NEW CRITIC, Berkeley

THE HARVEST, E1 Cajon, California



FRANTIC ACTION, Berkeley, California

7HE CHARLES VAN DAMME PAMILY, International
PENNY-A-FPOFM, Berkeley, California

THE SILENT NIGHT, Newhall, California

1971

THE SILENT NIGHT, Newhall, California
10,000, Fluxus West, HewhaII-Saugus s Galffomia

THE PRNAGY SERIES consisted of all of the events performed by
Ken Friedman between February and July, 1971, sometimes with one or
two friends, always unannounced, undocumented and without publicicty:

AH. BOLOGNA

FS 1 Saugus, California
PS 2 THE PITILESS REHEARSAL Nevhall-Saugus
PS 3 - THE BAG - Pasadena
PS 4  THE BAG RECAINED .Pasadena
5 - THE BAG REBUFF'D Pasadena

S 6 . A SHOULDER JOB Pasadena
57 ORLAHCOMA, 0.K, - Claremont * |
PS8 OSARAYA, O0.K. Los Angeles

g Y SEALING Redlands

8 10 WEERLONG SLEEZE San Diego

'P5"11  YOUR FATIONAL FOREST - 'Redlands/Big Bear

3 12 THE CASK : Los.Angeles .
PS 13 HONORABI.E SIR AMITABBA los Angeles

PS 14 ~AMID THE DAIRON Los Angeles

ES 15 THE RITUAL MOOSE Hollywood

PS 16 THE WINK JOB Los Angeles
PS 17 MO0S DER BOYS Newhall-San Diego
PS 18 THE EUNDRED MILE TRIP Greater Los Angeles Area
PS 19 1 FORGOT Burbank .
PS 20 CEMENT OVERCOATS Saugus~San Diego
Ps 21 SHARKED  HFARTS Berkeley

PS 22 MAKING YOUR MONEY SING Berkeley
P8 23 THE SRA GULL Mendocino
PS 24 THE DANCING BATHIUB Berkeley
PS 25 PICKIED INTAKE Davis

¥g 26 THE FRACIURED DOOR Sacramento
PS5 27 TERMINAL CASE Cordelia

SHELL OF THE FUTURE, Berkeley, Califernia
AYY'S FREE TUMBLER, Berkeley
SILENT SHOES, Davis

1085, Davis

CITIZEN'S CARD, Paris, France
BIENNAL PIECE, Paris, France

FIRST CAUSE, Bennington, Vermont

RCALING, Mendocino, California
DECERMINATE SENTENCES, Petaluma, California



1972

IMAGE BANQUET, Vancouwer, British Columwbia, Canads

THE EMPEROR'S NEW KITE, Regina, Saskatchewapn, Capada

LOOKING FOR NEEDLES, Barstow, California

ONE BELL OR TWO 2, Amboy, California

A, IONGC LETTER, Kingmau, Arizona

THE KISS, Williams, Arizona

GOING BACKWARD SWIFTLY, Flagstaff, Arizona

SPIRTT-ONE REJOICES, Walnut B Canyon, Arizona

& LENGTHY APPROACH, Gallup, New Mexico

WATER DOG, Fam:l.ngton, New Mextico

SUM TIME IATER, Durango, Colorado

ON A JUNGLE PATH, Denver, Colorado

VALKING DOWN TO WASHINGTON, The Shaker Seed House, Tyringham, Massachusetts
CIVIC CENTER, 7Tyringham, Massachusetts

ANOTHER WORLD, Worcester, Massachugetts .

A FLY BY NIGHT OPERATION, Something Else Press, Barton, Vermont
‘THE HARVEST, Something Else Parms, Barton, Vermont -
NEARER, CAPE COD, TO.THEE, Cape Cod, Maasachusetts —
DYNAMIQUES, Cape Cod, Masaachusetts

AUIRE MONDE, Cape cod Massachusetts

ROUND TRIP, COIOradolNew Mexico/Arizona/Utah

1ET'S TALK TURKEY, de Bennewille Pines, Angelus Oaks, California
HAIL TO THE BABA, ECBS, Davis, California .

BAIL TO THE BABE, ECBS, Dav:l.s, California

1973

THE IMUS ARE OUT WALRING, de Benn=zville Pines, Angelus QOaks, California
JUNGLE DANCE, Angelus Oaks, California

YRUITS OF THE LAW, Omaha, Nebraska

SHEEP, Omzha, Nebraska

ART IS INSPIRED BY PURE FEAR, Omaha, Nebraska

CALLING MRS, ROACH, Denver, Colorado

"NICHOLAS SLONXMSKY'S BIRTHDAY, de Benneville Pines, Angelus Oaks, Czlifornia
3IX-ACRE JAM, de Benneville Pines

PWEET'S BIRTHDAY MERINGUES, Laguna Beach, California

THE SOUTH, PART ONE, El Centro, Californis

THE SOUTH, PART TWO, Yuma, Arizonga :

THE FORTH OF JULY, Tucson, Arizona

DESCENDING TO THE SEA, Boulevard, California

CAMPING, Boulevard, Cali.fornia

FRIAPUS RISING, Berkeley, California _

FLUXFURNITURE, La Jolla, California {for Lefty Adler)

ROCK REMOVAL FOR GEORGE MACIUNAS, San Diego, California

ROCK ON WITH WELTON JONES, San Diego-New York



1874

CROSSED PAIMS WITH TERRY ARNCLD, Los Angeles, California
MEETING WITH MELCHERT, lLos Angeles, California
SCHINDLER ARCHEOLOGY WITH TJEERD DEELSTRA, Newport Beach, California
PWEET'S BIRTHDAY DRESS, Santa Barbara, California :
THE NIGHT RIDER, Interstate Five, California
LABOR DAY, Philo, California
OPER, San Francisco, California
OPEN NING, LaJolla, California
STAMP ACT, La Jolla, California
HAVING THE CAKE, NOT EATING IT, T00, Denver, Colorado
HAVING THE CARE, NOT EATIRG, Denver, Colorado
THE REST OF THE ROOM, Denver, Colorado
STROLLER'S PARADISE, Salt Lake City, Utah
IS THAT THE SUN OR THE MOON, Salt Leke City, Utah = (1) B
. STATE STREET NOODLE HOUSE, Salt Lake City, Utsh
1'M NOT FROM THIS NEIGHBOREJOD Cheney, Washington
WALKING O THROIJGH, WASHINGTON, cheney, Washington
- TEE GERESIS OF THE HARE (with Chris Sublett), Chehey, Washington-
A VALEDICTORY, A FEAST (with Ruben Trejo), Cheney, Washington
AN EVENING WI'J.‘H KEN FRIEDMAN, And/Or, Seattle, Washington
WHITE, MIGHTY WHITIE, Sellinsham, Washington
BILO INSK‘Z Bellinghem, Washington
CIGARS SIDKING CIGARS, Bellingham, Washiugton
THE PICNIC ON THE LAWN Bellingham, Washington
ZEUS AND DANAE, Bell:l.nghmn, Washington
SPACE PATCH, Vaacouver, British Coluwbia, Canada
BRITISH MOTOR IMPORTS, Seattle, Washington
FORTUNE, CLAUDIA, GORDO, LIBYA, TIM, COOKIES, Seattle/Tacoma
YES, Missoula, Montana
NO, Missouisa, Montana
. MAVBE, Missoula, Montana
STEELIN', STEELIN' AWAY, Misscula, Montana
ASK FOR MAC, Missoula, Montana
THREE-MAN PLAYOFFS, Missoula, Montana
THE PARTY LINE, Billings, Montana
DADA'S BICYCLE
JUMPIN' JACK DANIELS, Boulder, Colorado
CACTUS JACK FLASH, Boulder, Colorado
GUES3 WRD'S COMING TO SUPPER, Boulder, Colorado
XLEANOR YAWNING (with Dimne Berendt), Boulder, Colorado
BOADMAN'S HDLIDAY (with Georg Gugelberger), Riverside, Cslifornia
HOMAGE A TOT ENDRE, San Diego, California '

1975

HOMAGE AN ENDRE TOT, San Diego, Califormia

THE ZURCH FOR TRUTH AND JUSTICE, San Diego, Californis
THE GUSTINE PIETA, Gustine, Californias

FIRST SINFONIE, San Franciscon, California



LA M-IELLE, S8an Francisco, California
SHANGHAI'D IN AUBURN, Auburn, California
THE SPEED OF LIGHT REACHES NEVADA, NMevada/California Border
BOOMTOWN OR BUST, Verdi, Nevada
THE SPEED OF LIGHT BRDTHERS ARRIVE, Renc, Nevada
DOING HIS THING WITH YOU, ED MARTINEZ VARIATION, Reno, Nevadsa
CHEERS, Reno, Nevada
FRIEMAH CRAPS OUT, PART ONE, Reno, Newada'
FRIEDMAN CRAPS OUT, PART TWO, Elko, Nevada
MY FARE LAID: E, Elko, Nevada
THE PIECEABLE KINGDOM, Elko, Nevada
THE SPEED OF LIGHT REACHES UTAH, Nevada/Utah Border
THE SPEED OF LIGHT SLEEPS THROUGH UTAH, Utah Highways
- JTHE HEBER CRFEPER REVEALED, Heber, Utah
. THE SPEED OF LIGHT PASSES THRUUGH UTAL ASLEEP, Utah H:I.ghwaya
THE SPEED OF LIGHT HITS COLORADO, Colorado Border
CONTE N'EN TAL APPROCHE, Rocky Houutains, Colorado
CONTINENTAL DIVIDEND, Berthoud Pass, Colorado '
" THE SPEED OF LIGHT CRDSSES INTO KANSAS, Colorado/Kansss Border
ZIL EULERSPIEGEL HEETS COLLYER KANSAS, Collyer, Kansas
ART IN AMERICA, THAT OLD FAMTLIAR FEELING, Hays, 'Xangas
KIRTILIAN ALPRABRT, Wichita, Kansas '
WICHITA BHARVEST, Wlchita, Kansas
ONE OF THREE ACTS, Wichita, Kansas
‘MISSOURI AFTER HIBNIGHI, Missouri Border . .
AN ACT OF BRAGGADOCIO, Braggadocio, Missouri
CNE MINUTZ IN ARKANSAS, Missouri-Arkansas Border
RIVERBOAT GAMBOLIERS, Brasher, Missouri
TENNMESSEE YOU NOW OR TENNESSEE YOU LATER, Tennessee State Line
THE CONCERT, Jackaon, Tepnessee
THE SPEED OF LIGHT MEETS GRAVITY, Jackson, Tenmnessee
TENNESSEE THE LONG WAY, Tennessee Highways
SHARP AS A PISTOL, WHOA-WHOA, Bristol, Tennessee
IST0 VIRGINIA, INTO AND OUT AGAIN, Bristol, Virginia
CH, MOOSE, OH FIRM MOOSE THIGHS, Johnson City, Teunessce
OH MDGSE, 0" MOOSE FIRM THIGHES AKD BREASTS, Johnson City, Tennesgee
I.E*]EI. WITH YOUR FROG, NOW, BABY, Johnson City, Tennesses
THE SCHOOL OF HARD RNOKVILLE Knoxville, Tennegsee
MARCHING ON THUROUGH GEORGIA, J.ennesaee/Georgia Border
DL PRIMA ROMERO, Rome, Georgfa
THORNE MARX, Mount Berry, Georgla
THE KID}IIGHI OIL, Rome, Georgia
CBATTANQOKIE, Chattanooga, Tennesgee
. OH, DUST MZ OFF AGAIN, Atlanta, Geoxgia
THE CAROLINA LAND GRANT, Georgla/South Carolina Border

K#/he
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