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CREATIVE R'EVOLUTION

— 90 Years of Fluxus

from the Archivio Bonotto:




Ono, Yoko

Brecht, George — From the
Cage, John — New River
Saito, Takako — 70 cm. x 70 cm's

Kubota, Shigeko — Flux Medicine, 1966 (9.5 x 12 x 1.5 cm) .
Maciunas, George — U.S.A.

Moorman, Charlotte — Syringe Shadow Cello,
Knowles, Alison — Bean Bug,
Vautier, Ben — Total Art Matchs, 1966

Brecht, George — Untitled (Johannes Theodor Baargeld Gewidmet),
Hansen, Al — Ninfe di Vahalla, 1988

Maciunas, George — Mask, 1975 (50 x 50 cm) .
Shiomi, Mieko — Events and Games, 1964

Maciunas, George — Same Card Flux Deck,
Hendricks, Geoffrey — From the “Anatomy of the Sky”: The
Higgins, Dick — From Something Else Press: Book Chronology () .

Filliou, Robert — Optimistic Boxes, 1968-1981 (9.7 x 12.2 x 3.5 cm) .
Watts, Robert — Jewels from ,Fluxus 301% 1984 (125 x 147 cm) .
Fine, Albert — Piece for Fluxorchestra, 1966 (9 x 9.3 x 1.3 cm) .
Corner, Philip — Metelementus (Sound Stones), 1985 () .

Friedman, Ken — Garnisht Kigele, 1966 (9.3 x 12 x 1.5 cm) .
Corner, Philip — Rainbow Orgasm, 1979 (60 x 50 x 6 cm) .

Friedman, Ken and Beuys, Joseph — Rubber Stamps, 1975 () .

1974 (34.5 x 27 cm) .

“
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Williams, Emmett — , Williams ! Grappa II ,,, 1992 (35.5 x 28 x 15 cm) .

Rot, Dieter — Mr Brown & Family, 1971 (33 x 38 cm) .
17 x 9.5) .

Ay-O — One eye is enough, 1993 (26 x 31.5 cm) .
Flynt, Henry — Self-Validating Falsehood, 1988 (50 x 102 cm) .

Saito, Takako — Mikado Schach, 1984 (8 x 9 x 9 cm) .

Knowles, Alison — Bean Rolls, 1964 (7.9 x 8.4 x 8.4 cm) .

Andersen, Eric — 50 Opera, 1983-2002 (9.5 x 12 x 3 cm) .

Kaprow, Allan — Natural Distances, 1976 (37 x 48 cm) .
Koepcke, Arthur — Skak-Mat Hvorndr ?, Chess-Mate, When?, 1963 (60 x 75 cm) .

Corner, Philip — The Piece of Reality for Today, 1983 (11 x 11 x 3.5 cm) .

Simonetti, Gianni Emilio — From the “Mutica ex”: Meine néchte sind heiser zerschrien, 1965 (70 x 100 cm) .

Maciunas, George — Breath Flux Test, 1971 (9.4 x 7.5 x 2.7 cm) .
Chiari, Giuseppe — ,,...a tempo...

Chiari, Giuseppe — Phrases, 1973 (33 x 22 c¢m, each) .

Reynolds, Jack — Great Race, 1970 (10 x 12 x 15 cm) .
Watts, Robert — Fingerprint, 1964 (12 x 9.3 x 2.6 cm) .

Maciunas, George — Fluxchess, 1966 (28 x 42 x 6.5 cm) .

Brecht, George — Water Yam, 1963 (15.2 x 16.4 x 4.5 cm) .
Shiomi, Mieko — Assorted Spices for Dinner & Daydreams, 1995 (21.5 x 12.8 x 9 cm) .

Mekas, Jonas — Reminiscensijos, 1972 (pp. 55, 14 x 19.5 x 3.5 cm) .

Kirkeby, Per — Solid Plastic in Plastic Box, 1969 (12 x 10 x 1.6 cm) .
Patterson, Ben — Licking Piece, 1964-2006 (225 x 113 cm) .

Friedman, Ken and Beuys, Joseph — Rubber Stamps, 1975 () .

1974 (34.5x 27 cm) .
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Dupuy, Jean — Un solitaire qui brille par son absence, 1989 (84 x 80 cm,
Williams, Emmett — School Days, 1992 (265 x 143 cm) .

Vostell, Wolf — Berliner Brot, 1994 (25 x 35 x 28 cm) .
Knowles, Alison — Coco Princesse, 1980 (107 x 150 cm) .

Ridder de, Willelm — Paper Fluxwork, 1964-2002 (10 x 12 x 1 c¢cm) .
Patterson, Ben — Instruction No. 2, 1964 (10 x 12 x 1.5 cm) .

Corner, Philip — High Contrast, 1962 (44 x 19.5 cm) .

Vautier, Ben — Theatre d‘art total, 1966 (9.2 x 12 x 1.5 cm) .
Simonetti, Gianni Emilio — From the “Mutica ex”: Ephémeére (Le fait m‘errent-tango), 1965 (70 x 100 cm) .

Saito, Takako — Fiir Schachspiel Manie-Mause No. 1, 1989 (9.5 x 14 x 14 c¢cm) .

Wada, Yoshimasa — Smoke Fluxkit, 1969 (9.5 x 12 x 2.7 cm) .
Higgins, Dick — Cinque minuti circa, 1994 (244 x 147 cm) .

Chiari, Giuseppe — ,, Pastorale variée avec cadenza

Maciunas, George and Moore, Peter — Flux-Deck, 1971 (9 x 6.7 x 2.2 cm) .
Maciunas, George — Fresh Good from the Eastl, 1964 (10 x 12 x 2.8 cm) .

Brecht, George — The Gibbs Paradox, 1970-1975 (69.9 x 49.9 cm) .
Maciunas, George — Flux Snow Game, 1966 (10 x 12 x 1 cm) .

Filliou, Robert — Fluxdust, 1966 (12 x 10 x 1.5 cm) .

Watts, Robert — Events, 1964 (13 x 18 x 3 cm) .

Maciunas, George and others — Fluxus - Brochure Prospectus for Fluxus Yearboxes, 1962 (pp.4, 20 x 21 cm) .
Brecht, George — Experimental enlargement: The fluid dynamics of the alphabet, 1988 (185 x 118 cm) .

Vautier, Ben — A Flux Suicide Kit, 1967 (9 x 12 x 2.2 cm) .

Chiari, Giuseppe — Musica e acqua / Musica e distanza / Non suonare mai il pianoforte il cui coperchio é stato alzato da un altro, 1972 (60.5 x 41 cm, each) .
Johnson, Ray — Jayne Mansfield's Mother‘s Potato Masher, 1972 (38 x 25.5 cm) .

Watts, Robert — Safe Post/K.U.K. Feldpost/Jockpost, 1961 (79 x 103 cm) .

Brecht, George — Bronze, 1981 (10 x 30 x 0.7 cm) .

Knizak, Milan — Destroyed Music, 1980 (100.5 x 156 cm) .
Friedman, Ken — Homage a Diter Roth, 1975 (2.5 x 2.5 x 1.5 cm) .

Vostell, Wolf — Herz und Ohr Berlin, 1992 (82 x 125 x 15 cm) .
Kosugi, Takehisa — Music Paper, 1992 (38.3 x 53.5 cm) .

AyO — Life en Rose, 1965 (33.5 x 26 cm) .

Andersen, Eric — Rosso Lacca, 1993 (80 x 55 x 19 cm) .
Patterson, Ben — How to be Happy, 1999 (207 x 71.5 x 6 cm) .

Vautier, Ben — From the ,Trou*: Flux Holes, 1964 (9.2 x 12 x 1.3 cm) .

Patterson, Ben — Great Art (Puzzle Poem), 1964 (40 x 26.5 cm) .

Berner, Jeff — Fluxbook, 1966 (10 x 12 x 2.7 cm) .
Brecht, George — Valoche 1959-1975 (27.5 x 27.5 x 13 cm) .

Maciunas, George — Bulgary Fluxkit, 1971 (9.3 x 12 x 2.6 cm) .

Maciunas, George — ,Ex-creta-Fluxorum*“ (21 x 11 x 3.5 cm) .
Watts, Robert — Flux Rocks Marked by Volume in CC. (Version No. 101), 1964 (9 x 9 x 9 cm) .

Moorman Charlotte and Paik, Nam June — Cello TV, 1989 (141 x 61 x 8 cm) .
Filliou, Robert — Optimistic Boxes, 1968-1981 (11 x 10.5 x 11 cm) .

Maciunas, George — Venus de Milo Apron, 1975 (76.1 x 40.6 cm) .
Hendricks, Geoffrey — Flux Reliquary, 1973 (10 x 12 x 2 cm) .

Andersen, Eric — Tolerance, 1967-1969 (12 x 17.5 cm) .
Maciunas, George — From the Fluxus Diagrams: Fluxus (Its Historical Development and Relationship to Avant-Garde Movements)*, 1965 (43.3 x 14.3 cm) .

Filliou, Robert — Optimistic Boxes, 1968-1981 () .
Johnson, Ray — Charlie Chaplin‘s Mother‘s Potato Masher, 1972 (38 x 25.5 cm) .

Oldenbourg, Serge III — Bourgeois de touts les pays unissez vous, 1975 (110 x 90 cm) .
Spoerri, Daniel — Le Bon Pasteur, 1988 (144 x 200 cm) .
Kosugi, Takehisa — Music Paper, 1977 (37 x 58 cm) .

Filliou, Robert — Optimistic Boxes, 1968-1981 (6 x 11.9 x 2.9 cm) .
Paik, Nam June — Robot: The Baseball Player, 1989 (170 x 140 x 45 cm) .

Filliou, Robert — Hand Show, 1967 (153 x 125 cm) .
Knizak, Milan — Flux White Meditation, 1969 (12 x 9.3 x 1.5 cm) .

Vautier, Ben — From the ,Trou“: Flux Holes, 1964 (9 x 12 x 2.5 cm) .

— Franklin Summer Drawings, 1994 (17.5 x 11.7 cm, each) .
Saito, Takako — Grinder Chess, 1981 (17 x 17 x 7.2 cm) .

Christiansen, Henning — Bla Bla Canary, 1985 (30 cm. 0) .
Surpasses All the Genocide Record... 1966 (54.8 x 87.8 cm) .

Friedman, Ken — A Flux Corsage, 1966 (12 x 10x 1.5 cm) .

Shiomi, Mieko — Endless Box, 1965 (8 x 15 x 15.5 cm) .

Shiomi, Mieko and others — Fluxus Balance for Luigi, 1995 (85 x 102 x 9.5 cm) .

“GamFEs & PuzzLEs, GEorgE BRECht. fLuXus CL”: Name Kit, 1965 (9.2 x 11.8 x 0.8 cm) .
Friedman, Ken and Beuys, Joseph — Rubber Stamps, 1975 (10.5 x 14.8 cm) .

Maciunas, George — Cover, Protective, Individual, 1969 (42 x 37.5 cm) .

Maciunas, George — Flux-Food (John Chick), 1967 (9 x 12 x 2.6 cm) .

Friedman, Ken — Open and Shut Case, 1966-1987 (10 x 12 x 1.6 cm) .

Corner, Philip — Some Silence, 2002 (145 x 120 cm) .

Watts, Robert — Cabbage, 1964-1984 (16 x 14 x 13 cm) .
Maciunas, George — Fluxus Manifesto, 1963 (21 x 15 cm) .

Jones, Joe — Standing Mandolin, 1976 (62 x 75 x 20 cm) .
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CREATIVE REVOLUTION
— 90 Years of Fluxus
from the Archivio Bonotto:

Mekas, Jonas — Three Friends, 1952-1972 () .

Moorman Charlotte and Paik, Nam June — Human Cello. John Cage’‘s ,261.1499“ For a String Player, 1965 (100 x 74 cm) .

Luigi Bonotto:

‘IG

“The magic of a Fluxus life”

We enter. The switchboard lies hidden between a huge work by Nam June Paik and
a wall covered with at least thirty works by Ben Vautier. A young woman greets us
nicely, behind her a big poster of “Sentieri Interrotti” (“Interrupted paths”), an exhibi-
tion about the Fluxus movement in Bassano del Grappa, year 2000. We are entering the
building of Bonotto s.p.a.. A factory. A company.

“0dd”. I turn around and see what I think is the administration office, hidden behind
a long striped curtain. “Ah, another work of art.”. I walk past a little golden mosaic
pyramid. It reminds me of the Guggenheim Enterprise and Culture award. “In fact we
won it ten years ago, back then nobody talked about culture and enterprise. It was the
beginning for Italy. Now it may be handy to sell bags or clothes”.

I start anderstanding. But we are still getting started. We walk up the stairs.
Two little rooms open up in front of us. The factory is full of works of art. Everywhere.
Hundreds, maybe thousands. Spread around. Hanging on the walls. Spoerri, Rot, Pat-
terson, Metzger, Maciunas, Chiari, Forti, Friendman, Beuys, Cunningham, Brecht,
Ayo... “You know, it is right they stay alive, that they are around us in our everyday
life. That workers and executives walk past them. That they glance at them. With no
constriction”.

We find ourselves talking in a conference room. A huge crystal table covers a work by
Milan Knizak, where everyday objects have been made fossils by painting them. “He
was here so many times. Our relationships lasts since many years. He was minister
for culture with Havel”. The room is small and has walls of glass, and clothes are all
around it. Those for which Bonotto is well-known in the fashion world as one of the
bigs among “creatives” and innovators. He turns on a theatre piece by John Cage.
Which lies there, among samples. Simply. With no arrogance or pretension. With the
extraordinary normality of art. The same one that one finds by taking one of those
fabrics in his hands. No matter which one.

“Our fabrics consist of a whole series of stratifications and sedimentations. Which we
then cut, corrode, modify. We make them vibrate. Matter must be felt. It has to stand
out. It must be dense. Strong. Unique. It must have history, deep roots to build a new
contemporary project on. We want all our products to have this identity and this vision.
They have to hand down the culture within them. The soul. This is fabric for us. And
art, Fluxus in particular, influenced our way of thinking, of steering anything we do. It
engages in everything and determines every process”.

I listen. 1 can feel the passion behind his words. It’s not the same old marketing-
oriented speech. Or the usual collector’s or patron’s cliché handed out in order to get
social solidity or some more visibility. I now start understanding why Armani and
Prada, Margiela and Paul Smith, Boss and Diesel choose Bonotto, made in Italy, by the
town of Molvena, in the district of Vicenza, in the Veneto region!

It’s the ﬁl‘St days of December. It’s evening. Dinner time. I am with Luigi Bonotto
in his house in Bassano del Grappa to talk about the exhibition which is the theme of
this article. I find him in his buen retiro. A capsule he withdraws to in order to be in the
peaceful company of Fluxus. A big table is full of a whole lot of sheets of paper printed
with small icons of many of the thousands of works of the Bonotto’s archive. It is on
them that Luigi ponders and creates his curatorial geographies which will give life to
the exhibition “CREATIVE R’EVOLUTION - 50 Years of Fluxus from the Archivio
Bonotto”.

Luigi is always full of life. Despite his mildness and discretion. It is like opening a li-
ving art-history book. Lived art history. For this is what Fluxus and Bonotto have been.
Thirty years of sharing life. Rather than of collecting. Reciprocal love and esteem.
Cooperation. The room is filled with works of art. Everywhere. From the doors to
the windows and the walls. On the kitchen shelves. Everywhere lies a trace, a sign, a
presence. “You know. They passed by. They lived here. They would stop by. We would
work out pieces and situations. We would live together. And we would bring new
projects to life. Any kind of project”.

®

ays of Fluxus

Maciunas, who died at the age of forty-six, devoted his life to Fluxus. “The boy was
playful and disobedient,” wrote his mother, “he always wanted to be completely free.”
Not only as a boy, but in all of his adult life he was radical and revolutionary. A staunch
opponent of personal enrichment, he came up with Spartan solutions for almost every
life situation, developing his own subversive notion of art well before today’s global
networks and multi-million dollar art market became a reality.

When the Fluxus Festivals of “newest music” began in Wiesbaden in September
1962, German television was invited. A six-minute report was made. The journalists
did their utmost to come up with polemic responses to all the different concert items.
The artists were shown stoically entering the concert hall and again as they clapped.
The piece being performed was “Clapping”, by Joseph Byrd. After a brief glimpse of
a piece by Jackson Mac Low, the speaker’s voice declared, “Anything Dada can do, we
have done longer.” Following this, Benjamin Patterson’s “Variations for Double Bass”
were shown. The composer stepped onto the stage, secured the strings of his bass with
clothes pegs, and screwed wooden ferrules onto his bow. Patterson then winded sticky
tape around the top section of his instrument. Following this he leaned his double bass
against the seat of a chair, before laying down some bread on the instrument which he
then ate. With an air pump attached to a tube, the composer enticed sounds from the
instrument’s body. Towards the end of the piece, he dusted off his double bass.

Emmett Williams, who performed the “Four Directional Song of Doubt for 5 Voices”
with Alison Knowles, Dick Higgins, Benjamin Patterson, Nam June Paik, and George
Maciunas provided another example of Fluxus art. While Knowles repeatedly sang the
word “never” at different pitches, Higgins countered with “no,” and Paik persistently
sneezed, Williams conducted evenly and with a fixed gaze. The tabloids reported with
a reference to ““newest music’ in the madhouse style.” Dick Higgins, however, one of
the twenty early Fluxus artists and performers, regarded the immensely long-winded
aspect of the Festival as its essence: “The Wiesbaden Festival was the most ambitious

®

When lﬁl’Stcame to the Bonotto mill to discuss THE SOURCE project with Loren-
zo Bonotto, I was astonished: in the centre of the entrance hall stood the ,Robot“ by
Nam June Paik, and the wall behind it was covered with various works by Ben Vau-
tier and other Fluxus protagonists. And this continued through the Bonotto reception
rooms and offices: art everywhere!

Lorenzo and me discussed the fabric business, fairs, exhibitions and art, and quickly an
idea was born: Fluxus at the BREAD & BUTTER BARCELONA! Some months later,
Imet with Luigi Bonotto, and the idea developed into a plan: CREATIVE R"EVOLUTION
- 50 Years of Fluxus from the Archivio Bonotto!

It took c'lIlOﬂleI'eight months to realize this project, which unites one of the world’s
most important Fluxus Collections with Europe’s leading tradeshow for Street and
Urbanwear. Both, the collection and the BREAD & BUTTER BARCELONA, are based
on the revolutionary idea of creating something inherently different and new, irrespec-
tive of beaten paths and traditional methods.

Llllgl is an artist himself? He went to the Academy. His master was Vedova.
Nothing is born out of nothing. “But the meeting with Fluxus widened my vision and
perspective. I entered the dimension of continuous invention with Fluxus. And I never
left it, because it has become my life. Of course I dedicated myself to the fabrics, which
eventually became a industry, but that thing is inside of me. And it never got out”.

He puts some Maciunas boxes on the table. The cult. “Once I was flying back from a trip
and at the border I got held with a series of little boxes. I dare you explain to the man
at the border office this was art! He thought it was drugs. Weird things. At the end he
said: go, go. I met some strange people in my life, but you...” He owns many pieces by
Maciunas. Little inventions that lie underneath the boxes on the table keep opening up.
“Oh, look, here is the first Fluxus’ poster, I have the one Beuys corrected, look at the
first book, look, look...”

He shows me the first publication of the group, made of envelopes. We stop at Yoko
Ono. He laughs. The writing says: self-portrait. “Open it”. A little mirror... Luigi orga-
nized the Yoko Ono exhibition in Italy, Treviso, in 2007. There is a special relationship
between the two of them that lasts since many years. Made of cooperation, correspon-
dence, production. Seeing them together is funny. Luigi is large. Tall, with a big head
of white hair and deep eyes. She is tiny. Apparently helpless. Skinny.

Luigi has tons of anecdotes and stories. Of people known and met. He has the eyes of
someone who has lived a lot. We go down to the “caveau”. The works are lying on the
floor. “I picked some for Barcelona, even some strong ones. That one for example is
the work that created very strong political embarrass to Fluxus and that even caused
its segregation. Because it was scary”. You will see them displayed in Barga!

The room is fllllof works of art. It is like moving around in the basement of a big
museum. Every work is catalogued by two filing clerks, hired expressly to take care of
the archive. Before moving towards the garage he opens another room. “Here I keep
the works I care the most about. I even got a security door to the room. But I never close
it! Who is supposed to steal them?” He laughs happily. Even the garage is stuffed with
works. Everywhere. “You see those chairs? I made one for each artist who came by or
stays with us..”. We hop on to the car to reach a restaurant. We didn’t even take a glance
at the other pieces of the collection in the house. Visual poetry. Another theme. There
will be a next time. Luckily nothing is open. It’s Tuesday evening. So we drive around
in the suburb hills and talk.

Luigi is leaving tomorrow for the house of Ben Vautier in Nizza. “I’'m bringing him with
this car all the clothes he will write on for the exhibition in Barcelona. There will be
more or less one hundred dummies. He is happy about the exhibition too. He has a very
colourful house, the outer walls are full of his works. So full of writings. With him...”

With his work Luigi Bonotto gives us a big lesson, which becomes handy in times
of crisis of visions like these. When everybody is inventing any trick just to sell some
more t-shirts. Unfelt sponsorships are useless. There is no such thing as a art-industry
relationship which is just based on a logo at the bottom of a poster. Or which is bought
with a cheque. The endless plethora of invitations and events organized by companies
of the fashion industry are most of the times showcases for clothes, but nothing else.
And that’s the reason why sooner or later they die. And the customer doesn’t recognize
them. A work made by art for art must trigger some daily processes. Bound to the lives
of people. Made for the people.

“There is no use in hanging the painting over the desk of the boss. I loved Fluxus from
the very first moment because it’s a state of mind. A spirit. A way of reading and see-
ing. It is what helped me through every moment of my life. A lot even in my work.
Every time I am with an artist I feel like new paths are opening up in front of me. It is
like some things are clearer to me. It is like what was foggy would turn crystal clear”.
This is the reason why Luigi is Fluxus and has made of Fluxus his atypical collection-
archive.

You can read ihe excitement about leaving to meet Vautier in Luigi’s eyes. About
meeting the flux again. A endless flux. That has the good luck to be continued by the
second generation, which has the big commitment of carrying on one of the biggest
collections in the world. More than ten thousands works and documents in the archive.
An international reference point for the most revolutionary art movement of the second
half of the twentieth century. Passions, as experiences, are not transmissible.

But in this case there are the environmental conditions for the Bonotto archive to have
in Giovanni and Lorenzo Bonotto the prosecutors of an extraordinary life. I am friends
with the sons, too. The flux was transmitted. I tell you.

Dr. Cristiano Seganfreddo

Vicenza, December 2008
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of all. It lasted a month, with three, four, or five performances each week-end. The other
festivals were smaller. The beauty of the Wiesbaden festival was that we had no worry
for time - we could do many terrific long pieces that could not be fitted into other
festivals.”

In late 1964, after more than two years of international Fluxus concerts and some
exhibitions, the first Fluxus anthologies in New York were packed. Maciunas had set up
a workshop in his loft in Canal Street. Regarding “Fluxus 1” he stamped the envelopes
with collected contributions of his Fluxus artists, secured them with three nuts and
bolts, pasted an “accordion” with square, typographed name tags for the authors, and
placed the hand-collated anthologies into wooden boxes. The end-products, also with
“Flux-Kit” and later “Flux Year Box 2”, the three major artists’ anthologies published
by Fluxus Editions, mostly went to the participating artists. Commercially, they were
no success.

Many Fluxus publications were to take the form of a “Game Box” with little flip-books,
small bottles, and loose items in wooden compartments. The echoes of Duchamp’s
“Boite en Valise” were highlighted by a number of cases for the “business man” who
was willing to spend a little more. Everything published so far since 1964, the plastic
boxes with works by individual artists, or George Brecht’s “Water Yam” in a cardboard
box (later on in a white plastic box), “Bottle-Events” or a “Suicide Kit” by Ben Vautier,
was to be had for very few dollars. As far as the distribution process was concerned, a
year after the first boxes and suitcases came out, Maciunas had praise for French artist
Ben Vautier: “Popularity of Fluxus in Europe owes almost 99% to your effort.”

Maciunas’s early contacts with practicing musicians, composers, and artists he first met
through La Monte Young and Yoko Ono in New York, motivated him to open a gallery
of his own on Madison Avenue. However, already in 1961 when the hoped-for profits
failed to materialize, he left for Germany. There, in a small apartment in Wiesbaden,
he declared himself “Chairman” of the Fluxus movement. From 1962 on he wanted to
attract avantgarde artists from Germany, France, the Netherlands, Denmark, Great
Britain, Eastern Europe, Japan, and the United States. He discussed many of the pos-
sible Fluxus pieces in his correspondence. These exemplary, minimalist events were
and are, not only in his eyes, to nurture a new flourishing world art. It is still different
from every other culture we know.

Dr. Thomas Kellein

Director Kunsthalle Bielefeld
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All BXPFQSSiOHS of contemporary culture such as art, music, and fashion, are
finally sources for the ability to create and renew at the same time. They are an impor-
tant and precious enrichment of daily life.

We are very proud to present CREATIVE R’'EVOLUTION - 50 Years of Fluxus from the
Archivio Bonotto, an outstanding art exhibition with numerous major Fluxus works,
an exclusively created installation by Ben Vautier, and live performances by him and
other protagonists of Fluxus - an art movement which was and continues to be revo-
lutionary.

Carsten-Oliver Voss

=/

* | *
N 04/
\ L

=

59
" BBB

*N*/

THE SOURCE

meet the origin

EEEEEREE

A e
Nam June Paik — Robot



