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Artista de la imagen y la palabra, ÖF vivió 47 años. Su obra visual abrevó en la estética del cómic y por eso se lo considera como uno de los principales representantes continentales del movimiento Pop Art; no obstante, si se tiene en cuenta el cúmulo de su producción, tal calificación resulta insuficiente. Practicó diversas disciplinas: poesía, performance, cine, teatro, radio, etc. en la línea de las vanguardias y neo vanguardias del siglo XX. Profesionalmente outsider, en el listín telefónico de Estocolmo figuró hasta sus últimos días como escritor; no obstante, tanto el medio literario como el artístico desconfiaban de él, toda vez que Ö F perpetró una sistemática violación de las fronteras entre disciplinas. 

Fue único hijo de Frithjof Fahlström (Trondheim, Noruega, 1886) y de Karin Kronvall (Estocolmo, Suecia, 1900) en un hogar en el que se hablaban ambos idiomas. Pasó su niñez en San Pablo, Niteroi y Río de Janeiro, asistiendo a la Escuela Británica de la primera ciudad, donde recibió instrucción en inglés y portugués. En julio de 1939 -aún tenía 10 años-, fue enviado a Suecia a pasar el verano con su familia materna -abuelo y tía-; al mes de arribar, Alemania invadía Polonia y, merced a este inicio de la Segunda Guerra Mundial, ÖF quedó estacionado en Estocolmo. Así, desde mediados de septiembre del mismo año se decide su asistencia a la escuela privada Whitlockska Samskolan para estudiantes extranjeros. 

Cuando en 1947 sus padres pueden viajar para reunirse con él, Öyvind ya es un adulto. Obtiene la ciudadanía sueca; después de su graduación se ha visto forzado a elegir entre Brasil y Suecia para cumplir el servicio militar obligatorio y opta por el país escandinavo, renunciando a su pasaporte brasilero.
Entre 1949 y 1952 cursó estudios clásicos e historia del arte en la Universidad de Estocolmo y emprendió viajes por Francia e Italia en los que conoció pintores y poetas. Durante la década de 1950 incursionará en teatro, poesía, periodismo, crítica y traducciones. Comienza su contribución regular a la prensa sueca, en la sección cultural local y extranjera -actividad que desempeñará toda su vida- y reparte su tiempo entre Estocolmo, Paris y Roma.
Desde 1950 a 1955 es importante su actividad literaria que, a partir de 1952, se decanta en la poesía concreta
; de ese año datan el dibujo de gran dimensión Opera y su matrimonio con Birgitta Tamm. 

En 1953 realiza una exposición individual en la Galleria Numero, Florencia -en la que muestra Opera-; escribe Hätila ragulpr på fåtskliaben: manifest för konkret poesi (Hipy Papy Bthuthdth Thuthda Bthuthdy: Manifesto for Concrete Poetry), que será publicado en 1954, y realiza dibujos en técnica flomaster
 (ÖF). De Opera dice Lasse Söderberg: “... había trabajado durante muchos años, con un código propio o rollo de imágenes que él llamaba Opera y que estaba dibujado principalmente con rotulador (por entonces un nuevo producto en el mercado) en hojas sueltas que luego habían sido unidas, creciendo con inesperada proporción. Sobre esta Opera lo había oído hablar varias veces, pero lo vi por primera vez más tarde, cuando en un cine de Paris –era 1961- organicé una exposición de artistas suecos que yo especialmente admiraba; un dibujo de 12 m de largo, que, sin ser torpe, se extendía como un rico friso de fachada sobre por lo menos tres de las paredes del local”
 
Entre 1955 y 1957 realiza Ade-Ledic-Nander I-II que forma parte de una serie pictórica planificada de “formas-signos”; para la segunda de las pinturas escribe un guión de 27 páginas. El título, según Söderberg “... era arbitrario, una designación del sistema de signos dividida en tres, que él había inventado”.
En 1955 se traslada a París, donde reside hasta 1959; en la capital francesa amplió su visión artística. Participa el primer año del movimiento Phases, y Opera es exhibida en Galerie Creuze; también realiza una presentación individual en Galerie Aesthetica de Estocolmo. En 1958 contrata con la galería Daniel Cordier de París y se divorcia de Birgitta. El Carnegie Institute of Art de Pittsburgh (EE.UU.) lo incluye en su exposición internacional de pintura y escultura contemporáneas y gana una beca para estudiar en Italia. En 1959 realiza muestras individuales en Galerie Daniel Cordier y en Galerie Blanche (Estocolmo). Es seleccionado para participar en la V Bienal de Sao Paulo (Brasil) y recibe premio de honor por su obra Ade-Ledic-Nander II. Al año siguiente obtiene una beca para estudiar en Francia y se casa con Barbro Östlihn. 

En 1961, a través de la Fundación Suecia-EE.UU, consigue establecerse en Nueva York para ampliar estudios. Se instala en 128 Front Street, en un taller antiguamente ocupado por Robert Rauschenberg; Jasper Johns vive en el mismo edificio. De ahora en adelante vive y trabaja en la ciudad estadounidense pero en los períodos estivales regresa a su país de adopción y visita Francia e Italia. Comienza la serie Sitting y al año siguiente concreta Sitting… Six months later, primera pintura variable
. Van der Heeg y Wallenstein afirman la variabilidad como un rasgo importante: “El ideal de F. es la obra variable: una obra que se abre al máximo frente al mundo en derredor del observador y todos los procesos que se encuentran fuera de los espacios cerrados del arte”. Durante 1962 exhibe su obra en Galerie Daniel Cordier y participa en New Realists en Sidney Janis Gallery (New York). En el periodo 1962-1964 ÖF participó en muestras individuales y colectivas en museos y galerías de Paris y Nueva York; realizó Happenings en el Moderna Museet de Estocolmo y en la TV sueca. Publicó el juego de palabras Minneslista för Dr. Schweitzer's Sista Uppdrag (Memorando para la Última Misión del Dr. Schweitzer) y el "tape-event" Fåglar i Sverige (Pájaros de Suecia) que se emitió por Radio Suecia. La experiencia norteamericana cambió el rumbo de la obra de Fahlström; en primer lugar retomó su actividad literaria y participó en numerosos happenings y performances con artistas que experimentaban con los nuevos lenguajes plásticos que caracterizaron la década de los sesenta. Por otra parte, su obra pictórica y escultórica evolucionó hacia una composición heredera del collage en la que distintos elementos, tanto pictóricos como escultóricos, conforman la totalidad del objeto artístico. El reconocimiento al valor de esta experimentación se confirma en 1964, cuando lo seleccionan para representar a su país en la Bienal de Venecia, experiencia que repite dos años después. 

En la segunda mitad de los años sesenta permaneció en Nueva York, donde su relación con los artistas que experimentaban con los nuevos lenguajes le aseguró un lugar representativo entre los primeros productores del accionismo, cuyo principal representante fue Allan Kaprow. A su vez desarrolló sus propias performances y participó en numerosas exposiciones internacionales en las que expuso sus cuadros y sus esculturas; estas últimas se conciben como una adición de elementos encontrados cercanos a la estética pop. En 1965 escribe las piezas teatrales Hammarskjöld om Gud (Hammarsköld sobre Dios) puesta en escena en el Pistolteatern de Estocolmo con dirección de Sören Brunes y Bröderna Strindberg (Los Hermanos Strindberg) estrenada en Nueva York.
En 1966 Den helige Torsten Nilsson (El Sagrado Torsten Nilsson), novela audiofónica de cinco horas de duración se emite por Radio Suecia; publica Bord (poemas, 1950-1955
) en Bonniers, una editorial de Estocolmo, y Los Hermanos Strindberg se traduce al francés. Kisses Sweeter Than Wine se representa para Nine Evenings: Theater and Engineering, organizado por Experiments in Art and Technology (EAT) en la 26th Street Armory (New York
). Aparecen los primeros múltiples variables: Eddie (Sylvie's Brother) in the Desert y el banner Send Me Back to Congo. Su primera pintura al óleo sobre foto, Roulette, es exhibida en la exposición Erotic Art (Sidney Janis Gallery NY). En 1966 representa a Suecia en la XXXIII Bienal de Venecia (la obra más importante es Dr. Schweitzer's Last Mission, 1964-1966). Filma Mao-Bob Hope-March (b/n, 16 mm) usando material de Kisses Sweeter Than Wine
.

En 1967 escribe Oswald kommer tillbaka (Oswald Vuelve) y realiza Parkland Memorial, la primera obra en la cual el elemento óleo sobre foto flota en el agua. Una versión of Kisses Sweeter Than Wine se trasmite en la radio sueca. Monograph es publicada por Bonniers. Participa en Pictures to be Read/Poetry to be Seen, exhibición inaugural del Museo de Arte Contemporáneo de Chicago.
Durante 1968 realiza dos documentales en New York para la televisión sueca sobre el movimiento antibelicista y otras cuestiones (b/n, 16 mm). The Strindberg Brothers es puesta durante el verano en el Gotham Art Theatre (New York) por Michael Abrams. Termina la obra Förlåt Hitler (Perdón Hitler). Bonniers publica Den helige Torsten Nilsson en formato libro. Eddie (Sylvie's Brother) in the Desert... Collage es donado al MOMA de New York e incluido en la Sidney & Harriet Janis Collection se muestra en América y Europa. Participa en la IV Documenta Kassel. Realiza U-Barn, un film sobre niños subdesarrollados (35 mm, 30’, b/n y col.). Participa en numerosas exposiciones, representaciones y trasmisiones por los medios y obtiene una retrospectiva, Pentacle, en el Museo de Artes Decorativas de Paris que incluye entre otras obras la gran piscina The Little General (Pinball Machine).
En 1969 realiza muestras individuales en Sidney Janis Gallery (New York) y en Galerie Rudolf Zwirner (Colonia). Participa en numerosas exhibiciones (Filadelfia, Nueva York, Colonia, Londres) y realiza su largometraje Du Gamla Du Fria (Tú Antigua, Tú Libre, 100’, 35 mm., col.). Escribe un guión de largometraje (historia de amor entre ancianos y revuelta en un hospital psiquiátrico). Realiza Meatball Curtain (for R. Crumb) [Telón de Albóndigas (para R. Cumb)], escultura variable para Art and Technology (Los Angeles County Museum of Art)
.
En 1970 comienza con su serie de pinturas-juego Monopoly, obras en la que la vertiente lúdica prima sobre la composición formal
. Bonniers publica una selección de artículos y ensayos de ÖF, Om livskonst o.a. (Sobre vida-arte, etc.). Al año siguiente, muestra individual en Sidney Janis Gallery (New York). Realiza la litografía $108 Bill (108 dólares) por encargo de EAT.
En 1972 se trasmite por Radio Suecia el collage radiofónico Cellen (la Célula) basada en entrevistas a enfermos de cáncer. Du Gamla Du Fria (Provocación) es mostrada en el Festival Cinematográfica de Venecia. Publica Sketch for World Map Part I (Americas, Pacific) que es distribuido en el número de mayo del New Left Journal, Liberated Guardian, en edición de 7000 copias. World Bank
 es seleccionada por la New York Collection de Estocolmo. $108 Bill es publicada por E.A.T. en dos ediciones: como serigrafía y como litografía. Escribe la pieza teatral Dromdjuret (El Animal de Sueños).

En 1973, muestra individual en Sidney Janis Gallery (New York). Escribe la obra The Black Room (La Habitación Negra), con material del caso “Watergate”. Realiza una retrospectiva en el Moore College of Art Gallery, Filadelfia. Sketch for "World Map" es publicado como serigrafía por Avery, Kenner and Weiner, Inc. a beneficio del Youth International Party.

Desde 1974 hasta su fallecimiento en 1976, participó en diversas exposiciones como la retrospectiva en la University of Wisconsin, Foster Gallery, Eau Claire; las muestras individuales de Galerie Buchholz (Munich), Galleria Múltipla (Milan); Galerie Alexandre Iolas (Paris) y las colectivas Let’s Mix All Feelings Togheter, junto a Erró, Baruchello y Liebig celebrada entre otras ciudades en Munich, Leverkusen, Frankfort. Die Zeit publica un articulo y la serigrafía Column No. 4 (IB Affair). En la 9ª Bienal Internacional del Grabado en Tokio Seven S.O.M.B.A. Elements recibe el premio a la estampa serigrafica. Se inicia la filmación de un documental sobre Fahlström (dir.: Jan Sundström). El artista comienza a escribir una obra entrelazando eventos de la vida de Wilhelm Reich con escenas de la serie de TV Blondie. Se separa de Barbro para vivir con Sharon Avery.

Durante el ultimo año de su vida se prepara para vivir y trabajar un año en Paris. Participa en Drawing Now (MoMA, New York) que itinera internacionalmente. Expone en forma individual en Sidney Janis Gallery (New York) y en la Galerie Ahlner (Estocolmo). El catálogo razonado de sus estampas y múltiples es completado por Sharon Avery. Éditions Maeght publica Nights, Winters, Years (Words by Justin Hayward) en la serie “Affiches (an artist-writer collaboration)”. Edizioni Multhipla de Milán publica Monografías, con ensayos de Achille Bonito Oliva, Laszlo Glozer, Olle Granath, Öyvind Fahlström. El artista completa los planos para Three Nightmares, la pileta instalación comisionada por Renault, Paris. El documental sobre Fahlström se transmite por la televisión sueca. Elementos de "Masses" and Sixteen Elements for "Chile I" se prepara para su publicación por Gino Di Maggio y Sharon Avery. ÖF se divorcia de Barbro Östlihn. Una exploración quirúrgica revela un cáncer de colon intratable. Se casa con Sharon Avery; muere poco después.
Publicaciones en castellano

· INSTITUT VALENCIÀ D'ART MODERN. CENTRE JULIO GONZÁLEZ (Valencia). Öyvind Fahlström. ESSO LSD. Com.: Björn Springfeldt, Douglas Feuk. Tex.: Öyvind Fahlström, Erik van der Heeg & Sven-Olov Wallenstein, Roberto Mascaró, Björn Springfeldt & Douglas Feuk, Lasse Söderberg, Pontus Hultén, Robert Rauschenberg. Valencia: 1992 [catálogo de exposición (10 de junio a 23 de agosto), bilingüe, 152 p. Il. b/n y col.]

· MUSEU D'ART CONTEMPORANI (Barcelona). Öyvind Fahlström. Otro Espacio para la Pintura. Tex.: J.F. Chevrier, I. Wallerstein, O. Rofes, S. Rolnik. Barcelona: MACBA/Actar, 2000. 368 p. [catálogo de exposición, primera gran retrospectiva de Öyvind Fahlström en la que se subraya su gran versatilidad como artista y para la cual se ha realizado un exhaustivo trabajo de investigación de material original. El libro, en castellano, se estructura en tres temas básicos: el artista como poeta (la relación estrecha entre los lenguajes visuales y poéticos del artista), arte e información y finalmente traducción. También se incluyen algunos textos inéditos del artista.].
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TEXTOS DE ÖYVIND FAHLSTRÖM

· Opera, 1953-1955


Opera began with my discovery of the felt-tip pen in 1952. With this I could work not only with a fairly precise, even blackness, like India ink, but also with gradations of gray which were not fuzzy like pencil drawings. The felt-tip also produced random textures. The pleasurable "spontaneity" of that working method began to feel monotonous after awhile. I began to putting together some of the sheets on which I had drawn, and I could see continuity and larger themes begin to appear. I also saw that various different ideas joined together as an entity produced shifts: unexpected, "unnatural" events on the paper.


At the time I was interested in Pre-Columbian Mexican book-paintings which moved from page to page in long panels folded in concertina fashion. I was also interested in music. As a visual artist I lacked the dimension of time that exists in music. I particularly like the "impure" mix of concert and theatre to be found in opera (The Ring of the Nibelungs, for example). I realized how, as in much primitive, oriental and medieval art, one could work with pictures which were so full and so extensive that it was impossible to take that step backwards, screw up one's eyes and enjoy the whole...I wanted to get people to move not just their eyes but their whole person along and around in the picture as if they were reading a map or playing Monopoly or football.


The game concept was my current interest at the time I was writing the manifesto for concrete literature. There as well I expressed my impatience with the monotony and private nature of pure automatism. One ought to be able to make simple rules for oneself, create frames of reference within the work of art. The simplest fundamental rule in Opera was repetition. It felt then like a big discovery; not merely a continuous sequence of constantly changing motifs, but a decision -- this one is important, this shall have a role. Recurring in new contexts and recurring altered, but still recognizable.


That is how the character-form originated -- the abstract form where type was so pronounced that it was recognizable, but which at the same time was put together so that its many suggested meanings kept one another in check, thus preserving the character-form's ambiguity. I had seen Capogrossi's special comb-like form which he repeated in painting after painting. And Matta's robot-human-image-machines which to me were the most fascinating works created in the visual arts at the time.


Opera gradually developed a more or less principal character, the caterpillar-like being with the big "head" and a "bump" in the middle. It appears more often in the latter part of the work. It is "threatened" by the shape which resembles a halberd or an axe. (A less ambiguous element, almost representational in its lopsidedness towards "something which cuts.") Finally the caterpillar character bursts.


At the end, other typical elements can also be seen: the rhythmic, ornamental repetition of "the arcade sign", for example, which beats its rhythm against the bottom image's dactylic rhythm and the chaotic small-conglomeration's long rows. The tension between the conglomeration's chaotic, spontaneous interior and its exterior straight-rowed discipline which, towards the end, steps down in two beats in a single counterpoint against the light "poles" with the main character-form. (The actual ending was inspired by a description of a piece by the 15th century composer De Prés.)


Why is the character-form which I mentioned important? Because it was put into a climax or other important context. (I seem to remember that I called it the "sublime character-form.")


Finally, one can also see character-forms which are fragmented on a large window panel. That was the beginning of the decomposition technique which I later implemented with hundreds and thousands of elements in the Kalas drawings and in the painting, Dr. Livingstone.


Through the long shape of the drawing the reading movement became, for the most part, clear in Opera. At a later point when I created more readily accessible paintings, like Sitting... in 1962, I was seeking to steer them by introducing panels as if in a drawn series. At one place in Opera there is a picture with four frames wherein the caterpillar sign passes through various voids (the reading direction is indicated by the small four-frame field below).


Thus Opera functioned by its length and flexible technique (felt-tip pen and India ink) as an experimental field for various working methods, ideas and concepts which were to be developed in later works. And now that it is being distributed in an unsigned edition, one of my favorite ideas is realized and my solitary fetishistic isolation is no more.

· The Invisible Painting. 1960

Very generally:

The future of art, if it is to have any future, must be based on a synthesis. I regard most modern art as an experimental field for separate discoveries and solutions, the unity of composition and form, color composition, illusions of time and space, poetic content, automatism and gesture, experimentation with material. A growing number of artists end up in a technical idiocy of style, cultivating a particular halfway solution.

The future: an attempt to create complete works of art. Fewer — bigger — more important — more worked through. That it's natural for an artist to make a few such works, in the same way a composer or writer does. Natural to plan and "think through" a work to a greater extent and, if possible, to use technology and science, as has been done most significantly in music. See, for example, Schöffer's cybernetic mobiles.

Less generally:

In one particular respect I think that collaboration with technology is imminent.

Painting is lagging behind the other art forms because of its limited opportunities to reach its audience. By "reach" I mean to "own" a work of art, to possess it, to take it out when you want to, have it on display or not — like a book or a record — so that as many people as possible can experience an original, as they can with film and theater. By this I mean that the fetishism connected to handmade and signed originals would never exist; instead there would be a multitude of equally valuable copies. When art is bought today, it happens, as we know, only partly for the same reasons that books or records are purchased — and it is bought by an extremely limited group of people. Those to whom works of art mean the most have the least means to acquire them. This is an incredibly warped situation, to which many artists are oddly resigned.

Nowadays it is possible to make and reproduce exact copies of paintings, in which even the tactile values, to some extent, are retained. Taking the opposite approach: to create directly on a "negative" which is then reproduced is another matter, but this is something that must be possible to achieve in an age when neither push-button annihilation nor moon rockets are inconceivable.

The painting as a handmade object would then decrease in significance compared with a painting that exists for the experience, the content, that it can convey. Become invisible painting.

The way to this kind of painting, which offers the most powerful and deepest possible experience, does not, of course, lie at our feet. For me, it is largely a question of making the painting take hold as a never completely graspable, definable, but riveting vehicle of content. To differentiate visual material, creating a pictorial world as richly and clearly conceived as the art of the past but a world that is without either conventional form or meaning. To create new conventions, context, shapes that interpret what is sensed as crucial to our inner situation and our relationship to the world. To create a new visual language in which "form" and "content" collaborate unconditionally in order to convey this experience, which is neither purely "literary" nor musically "formal", but is somewhere between these extremes, though presumably closer to "content" than "form". Since, in accordance with our usual habits, we tend to interpret visual form (at least in the case of more complex form), the visible forms can never constitute such a contained and precise system as musical notation. By means of this interpretive experience we also distance ourselves from the object — the appetizing daubs of color on the wall — and approach a new spirituality in art (in a richer sense than Kandinsky's) and the invisible painting.

Öyvind Fahlström

Stockholm, February, 1960

· "Sausages and Tweezers-A Running Commentary". 1966
 (fragmento)


A game in its most universal meaning requires only one thing: rules. A player at a slot machine can be a single person, two competing, twenty competing, or twenty playing individually.


My basic interpretation of the concept of a game — and my artistic use of it — is not evolved from the strategy theories of von Neumann, Herman Kahn, etc. I am more inclined to refer to Cage's method of composition, and psychologists such as T. Leary and E. Berne. But above all, the idea of a game for me is a simple, fundamental out look on life, dating back to the time of my Concrete Manifesto (1953).


The most basic rules are the immutability of the magnetic objects in terms of color, size, shape, collapsibility and so on, together with their implied open meaning. Less exact rules apply, as in The Cold War, when for instance the objects consist of pairs, orcompanion pieces — what I do with A has significance for A1, wherever A1 is located. (Model for balance of terror.)


Also in some of the paintings, The Planetarium, Dr. Schweitzer’s Last Mission, Switchboard, Sitting...Dominoes, Roulette, etc., there are rudimentary rules (of the board game type) which in their turn contravene the rules of the magnetic objects’ invariables and the players variables.


The fundamental principle for game-paintings, however,is the confrontation between freedom of variation and the arbitrary immutability of appearance, substance and construction. Hence my interest in signs, i.e. charactersigns, and in forms as silhouettes.


Whatever might go on elsewhere, in the many-thousand-year here-and-now of this planet, the appearance of a hand is immutably something jointed, flat, with five extended parts. Not a sphere. As well as being less interested in nuances and ambiguity when applied to matters concerning life. I am equally unconcerned about whether some hands have four fingers, or whether some hands are larger and others smaller.


The decisive factor is that I as an “artist”, and I and others as “human beings”, are at every moment of our lives coming up against what we see as the absolute rigidity of appearancs, and adjusting our own variation-possibilities accordingly. There is here a fundamental and inexhaustible tension.


Without manipulating works of art one can hardly realize the fantastic freedom of choice and the extreme rigidity in the external appearance of the elements. As far as the magnetic paintings are concerned, the material they are made of — the combination of metal and plastic — makes shapes as strong as axes.


Then after that fundamental fact comes the brittle rigidity of the other rules — like our conventions and agreements: the border between the Congo and Angola, the numbers in the telephone book, the buttoning of jackets. The tension lies in the fact that it is possible to oppose the rigidity — just as it is in my models.

· On Monopoly Games. 1971


My Monopoly game paintings consist of 200-230 painted magnetic elements on a painted metal board. They deal with world trade, world politics, the left and the right in USA, Indochina, and CIA vs. Third World liberation forces. They can all be played, according to the rules written on the paintings, as variants of the classical Monopoly game, which is of course the game of capitalism: a simplified, but precise presentation of the trading of surplus value for capital gains.


The Monopoly paintings are even more simplifed - as they deal with very complex realities - but nevertheless come out as basic game diagrams of these phenomena. That is, by the formulation of the rules, the definition of resources (million dollar coins, or hearts = lives), tactics and other such elements, plus the additional information you get from the sectors of the CHANCE-wheel. Blue colors stand for USA, violet for Europe, red for Russia, yellow for China, orange for North Vietnam, etc., and the Third World goes from brown red, over shades of green, to blue-green (S. Vietnam, S. Korea, etc.).


By choosing sides and strategies the player will be involved in a miniature political psycho-drama. The game can be played intensively in an hour with two or four participants. Or by one person, while the clear colors slowly change on the surface, like a tree throught the seasons. These game paintings will only be meaningful when they have been made into mass-multiple editions.

Öyvind Fahlström

October 1971 

· S.O.M.B.A. (Some of My Basic Assumptions)
. 1971-1973

1. Basic Assumption

All people are different, but everyone is of equal worth.

2. Class. Needs.

Marxism is about destroying class differences, not differ-

ences between individuals.

"From everyone according to his ability, to everyone

according to his needs."

3. "Human Nature"

Are people intrinsically evil (aggressive, etc.)? Or are they

basically good?

People are conditioned by society. "There are no evil

people, only evil governments." (Ho Chi Minh)

4. Two Economies

(A) Capitalism, Lopsided development: development for

the strongest, for "the best", (Up: wealth and power for

the elite, consumer goods; technology; elite education.

Down: employment and job control; health pensions,

schools, housing, etc.).

Basis: profit, People are a factor of production, a means

to an end: capital output.

(B) China. Development for all (even for the weakest).

Basis: cooperation, Production is a means, people are an

end (even if efficiency is lowered).

5. The Brain, The Family

"After humans were born, their brain almost trebled in size.

Thus childhood had to be lengthened...This brain, divest-

ed of its precise instinctive responses, would learn how to

utilize what it received from others." (L. Eiseley)

"Pressured to survive, unsure of their instinctual responses,

humans develop neurosis: a mechanism for adjusting to

society...

Neurosis is transferred through generations and is institu-

tionalized. The neurotic-repressive-patriarchal family: a

model for society," (Wilhelm Reich)

6. Capitalism

What is wrong with capitalism? It benefits the few and

exploits the many.

It promotes greed. The stock market: playing Monopoly

with the fruits of people's labor.

It promotes aggressiveness. (In English, "aggressive" is fre-

quently used in a positive sense), USA: world record of

homicides - 6.8 per 100,00 persons). (No. 2: Finland - 3.4

per 100,000). USA: 190 million privately owned guns - an

average of 1.5 per household.

USA: the slaughter of a small country (Vietnam).

The basic paradox: since people are conditioned by soci-

ety, society should be good, or should be changed. But

people are already shaped by no-good societies.

"Thus the existing society is reproduced not only in the

minds of men, but also in their senses, and no persuasion

can break this petrified sensibility," (Marcuse)

7. Gradualism

Recommended by American Social Democrats. Imple-

mented by Labor governments in Western Europe.

The program: by reforms, undermine and ultimately break

capitalism.

The reality: strengthen the Social Democrats and union

bureaucracy, while co-administering the nation with the

capitalist powers. The result is to legitimize and to strength-

en capitalism.

In addition, the myth "we have contained capitalism".

People are pacified with certain reforms and with con-

sumer goods. Payed for with high taxes and prices.

Sweden, After forty years of Labor rule. 6 per cent of busi-

ness nationalized, 5 per cent owned by the cooperative

movement.

8. The Knot of Imperialism: Expansion and Racism

The capitalist firm, based on the profit motive, tends to

produce more than can be consumed.

The expansion spiral: more profit buys more machines

that produce more goods. So the corporations "must

strive to acquire new markets in both the product and

the geographical senses. One leads to conglomeration,

the other to multinationalism." (P. Sweezy)

Racism: (white) Americans are the Master Race.

"Without air supremacy, we would be an easy prey for

any yellow dwarf with a pocket-knife." (Lyndon Johnson)

"A Mongoloid Trotskyite" (Time Magazine on Ho Chi Minh)

On the battlefield, the "Viet Cong" are seen as "fanatics".

"VC" is a pun on WC, promoted by the US psychological

warfare.

"The struggle against imperialism is partly a struggle to see

the Vietnamese as human beings." (Tom Hayden)

9. Three Dictatorships

USA: dictatorship of profit. USSR: dictatorship of the Party.

China: dictatorship of Party and people. On the nationa

l level: complete top-down control. (1970 Cambodia inva-

sion: a million demonstrators in Peking. 1972 mining of

Haiphong: not one demonstrator, Nixon's visit to China:

no discussion of this among the people). On the local

level, extensive participation, especially since the Cultural

Revolution.

In the ideal People's Republic of the future:

1. decentralize most power functions

2. rotate all key positions

3. create channels for participation (videophone

debates? -- homes and jobs hooked into computers for

national, regional and local referenda?)

10. Martians

We are like Martians on this planet, (The industrial nations

in Europe, America, USSR, Japan, etc.)

Alienated: from our body - our mind - our work- society

- elite or garbage culture - nature - the world.

A colossal waste of the energy of people's lives.

11. The Revolt of the Sixties

Palestinians, N. Ireland, Uruguay, Bangladesh and

W. Bengal, Indochina, etc.

USA, The National Guard was called out-1920-30: 78 times;

1940-50: 22; 1967: 25; 1968: 104.

France. Paris, May 1968, workers and students unite.

Factories occupied. But the Stalinist CP and union stall

until it is too late.

"The new sensibility has been the great force in the first

powerful rebellion / Paris, May 68 / for a qualitatively dif-

ferent way of life." (Marcuse)

During crisis, radical consciousness grows naturally.

Thought and action go hand in hand, Personal and social

liberation. National (or racial) struggle and class struggle.

12. Three If's

The Left in "peace"-time: confusion, infighting, and end-

less splits.

The radical groups in USA might become a force.

IF they unite for larger actions (strikes, demonstrations).

And in the future: if they form a coalition Third Party, and

put out a widespread daily newspaper of the Left.

IF they find where their communities are, and how to con-

nect of them. (Women, minorities, interest groups, neigh-

borhood activity).

IF the individuals are able to know themselves. They study

theories of revolution, but in their life they occasionally act

according to patriarchal petty bourgeois values and are

unable to attract new people into the movement.

13. Three Risks. The Women's Movement

Involution: personal liberation, meditation, therapy, etc. as

an end in itself, i.e. to be contented in a sick society.

Separatism: for instance, Black nationalism, Black political

power, African life-style, etc, as an end.

Fashion; Two weeks after Nixon's visit to China, "Mao-

suits" in New York's Upper East Side stores. Ten months

later, Mao-prints by Andy Warhol.

Could a radical women's movement tip the scale in the USA?

Maybe, since the women's movement (along with labor)

is the only potential mass movement in the USA. Also the

women's will to change grows out of their entire life situa-

tion: an evolving, self-made new consciousness.

It could lead to "a weakening of the primary aggressive-

ness which, by biological and social factors, has gov-

erned the patriarchall culture..In Delacroix's painting, it is

a woman that leads the people on the barricades.

She carries a rifle, for the end of violence has still to be fought

for." (Marcuse)

14. Future Society

No existing socialist nation is a truly integrated People's

Republic, But there are some good micro-societies: col-

lectives in China and in the West, liberated areas in Indo-

china, Africa, etc.

Six points for a future society (based on an article by

P. Sweezy, Monthly Review, 1972:2).

EQUALITY, not only in a material sense, but in access to

education and power. Workers must participate in man-

agement, managers in manual work.

FREEDOM of discussion and criticism, And of creative ex-

pression. Not by creating a state-financed elite of fantasy

parasites - but by artists participating in society, on all lev-

els ("pure" and applied art, social projects, manual work).

COMBINE agricultural and industrial development, and

DECENTRALIZE: break up urban agglomeration.

WORK: must become not only a means - for production,

for income etc.- but be dealt with as "life's most impor-

tant creative activity,"- (And in Utopia: everyone a life-

artist)

BALANCE. "Needs like food, shelter, leisure, etc"must be

brought into balance with each other, and with society's

resources and the environment. The absurd and disastrous

bourgeois notion of insatiable wants must be repudiated."

SYSTEM OF DISTRIBUTION. Eliminate the present system

of distribution: services and goods acquired through earning

and spending of money. Free services and goods (accord-

ing to need). An end to all relations between value and

commodity.

15. A New Sensibility

"The new rebellion is both moral and aesthetic, rather

than a clear-cut class struggle." (Marcuse)

Vietnam. According to Kim Chi, a Vietnamese woman

teacher, the NLF soldier should combine an "imposing

appearance" with a "romantic quality...He shows his

'romantic quality' when he installs a wire on the trees in

such a manner that birds can perch on it and sing on it."

NLF-bulletin: "Soldier, spring in Vietnam is ineffably beauti-

ful. Apricot blossoms cheer your feats, and swallows soar,

waiting for good tidings. Fire your rifles instead of fireworks.

Wave your flags in lieu of flowers and ornament Vietnam's

spring with everlasting beauty!"

USA and Western Europe. The three major trends.

1. Dada. Zen, John Cage. The sixties: new art, poetry,

music, dance, events, mixed media. The Living Theatre.

Counterculture, new life-style, communalism, new drugs.

2. Ways to self-realization. Mysticism, meditation. New

Psychology. Reich, Lowen, Janov, Schultz, Perls, Laing.

3. New consciousness: women, minorities.

USSR: the political (material) revolution that never grew

into a psychological revolution.

USA, Maybe, in the future, USA will generate some kind of

psychological revolution. But will it ever become political?

The dilemma: can you be happy (individual happiness =

the deep and total being in the Now) and still feel

enough outrage to rebel?

16. To Rebel

The rebel/radical

- is not a "fanatic" (brave enemies of USA are at best

"fanatical")

- is not moved by the intellectual appeal of an ideology

- is not a pragmatist, looking for success stories (Social

Democrats like Harrington, etc.: US is capitalist, China is

totalitarian, everything so bad, so sad...)

Being radical is about moral commitment. A sense of out-

rage, once your eyes have been opened. And, ideally, it

should permeate every aspect of your life.

Question no.1 for the future: Will "the worms"erode the ex-

isting capitalist or socialist- bureaucratic power structures?

China: local self-management. USSR: underground dissent.

USA and Western Europe: movements of women, minor-

ities, anti-Vietnam war, rank and file, Third World: liberation

movements.

17. My Work

"The bourgeois artist paints the hulk of a sinking ship."

(B. Brecht)

Question: isn't it "radical chic" to try to sell paintings criticiz-

ing capitalism to rich people and institutions in USA?

1. As long as you live in a capitalist system you are a part

of it, whether you make art or drive cabs.

2. Supposing I were to sell a work to Mr. X, he would have

to pay my price, thus enabling me to go on with my work.

Supposing I had to drive one of X's cabs, I would have to

take what he offered me, and I would be unable to do

artwork.

(P.S. Remember, your artworks are purchased with stolen

money - surplus taken from workers.)

3. Only via art gallery shows do you reach out to museums,

print editions, books, etc.

Ideally, I would like to make enough money to subsidize

mass multiples of my works, priced like LP's and books.

Ultimately, a self-supporting alternative distribution system.

4. For me, it has been important to demonstrate in my

works that "heavy" art (not cartoons, etc.) can be critical

and socially concerned. Of course, most heavy art is not a

tool for political change.

But artists can be (could be). Organize. Publish. Speak.

Demonstrate, Strike. Work in community.

Öyvind Fahlström

New York, 1972-73

· Historical Painting. 1973

I always admired novelists and comic-strip artists for their "God-like" power of recreating realities on any level. In the series of Notes (1 to 9) I started scribbling a mixture of figures and writing which gradually became more defined (I did not depart from comic-strips as I did in my works of the '60's). With the introduction of a completely coloured background (in the Column series, World Map, etc.), I have gotten into a sort of historical painting where all kinds of data and ideas — historical, economic, poetic, topical — are presented in a unified style. For the sake of clarity, data and interpretations are both written down and depicted visually. Blue colors denote USA, violet Europe, red to yellow socialist countries, and green to brown the Third World.

Propaganda

Like many people, I began to understand during the late '60's that words like "imperialism", capitalism", "exploitation", "alienation" were not mere ideas or political slogans, but stood for terrifying, absurd and inhumane conditions in the world. Living in LBJ's and Nixon's America during the Vietnam war — culminating in the Christmas '72 terror bombings of Hanoi and Haiphong and Watergate — it became impossible not to deal in my work — once I had the stylistic tools — with what was going on around me: Guernica, multiplied a million times.

Picasso, in his painting, reacted to Guernica by sharpening the emotional impact of his figures with expressionist distortion. My approach has been to orchestrate data, so people will — at best — both understand and be outraged. Will the pictures still function as a sensual and formal experience? Will the lettering also function as rhythmic percussion patterns? Can the pattern of facts become poetry? That is for the spectator to judge.

Obviously, most artworks (neo-Dada, Pop-art, conceptual art) use data that are "non-committal", "unimportant" per se. Will facts about economic exploitation or torture techniques destroy the balance and make the works "propaganda"? If so, are not Goya's war-etchings "propaganda" too?

Radical Chic

Same have criticized me for trying to sell "radical art" to the rich people and institutions of the West. By the same token Costa-Gravas should not have made State of Siege as a commercial feature film, reaching a very large public. Or Peter Weiss should be reproached for taking in royalties from plays on Vietnam and Trotsky.

The visual artist in the West can only reach out to a wider audience via the galleries. Only after becoming known through gallery shows will he appear in museums, print editions and art books.

Ideally, I would like to be able to sell enough expensive originals to pay for the manufacture of mass multiples, unsigned very large editions, available at the price of a record or a book and create an alternate distribution system. A first attempt in this direction is my reproduction of (a section of the drawing for) World Map, on newsprint, 80 x 100 cm, folded and inserted into the May '72 issue of a magazine, Liberated Guardian (circulation: 7000 copies, price: 25 cents).

Öyvind Fahlström

New York, May, 1973

· Take Care of the World. 1975
1. Art — Consider art as a way of experiencing a fusion of "pleasure" and "insight", Reach this by impurity, or multiplicity of levels, rather than by reduction.

The importance of bisociation (Koestler). In painting, factual images of erotic or political character, for example, bisociated, within a game-framework, with each other and/or with "abstract" elements (character-forms, cf. my statements in Art and Literature 3) will not exclude but may incite to "meditational" experiences. These, in turn, do not exclude probing on everyday moral, social levels. This would hold true equally for theater. In two short plays of mine, The Strindberg Brothers and Hammarskjold on God, performed in Stockholm, dance-like "pure" sequences are interlocked by an actual interview with an aged couple on the cost of living and a representation of the Swedish crown prince burning himself like a Buddhist monk. An interview with a sex-change case is both documentary and pure sound (yells).

2. Games — Seen either as realistic models (not descriptions) of a life-span, of the Cold War balance, of the double-code mechanism to push the bomb buffon — or as freely invented rule-structures. Thus it becomes important to stress relations (as opposed to "free form" where everything can be related to anything so that in principle nothing is related). The necessity of repetition to show that a rule functions — thus the value of space-temporal form and of variable form. The thrill of tension and resolution, of having both conflict and non-conflict (as opposed to "free form" where in principle everything is equal). Any concept or quality can be a rule, an invariable. The high notes or yells of the sex-change interviewer in The Strindberg Brothers (see section 1 above), replacing and cued to the exact length of her questions, constitute a rule as well as the form-qualities of a painted, magnetized metal cut-out. The cut-out is an invariable as form, out- look. As long as another element is not superimposed on it, the cut-out will never vary visually, but its meaning will vary depending on its position. Rules oppose and derail subjectivity, loosen the imprinted circuits of the individual.

3. Multiples — Painting, sculpture, etc., today represent the most archaic art media, depending on feudal patrons who pay exorbitantly for uniqueness and fetish magic: the "spirit" of the artist as manifested in the traces of his brushwork or least in his signature (Yves Klein selling air against a signed receipt in 1958).

It is time to incorporate advances in technology to create mass-produced works of art, obtainable by rich or not rich. Works where the artist puts as much quality into the conception and the manufacturer as much quality into the production, as found in the best handmade works of art. The value of variable form: you will never have exactly the same piece as your neighbor. I would like to design an extensive series of puppet games, sold by subscription, in cut-out sheets; or 3-D dolls (BARBIES FOR BURROUGHS project). And robot theater elements arrange themselves by computer programming.

4. Style — If bisociation and games are essential, style is not. Whether a painting is made in a painterly, in a hard- edge graphic or in a soft photographic manner is of secondary interest, just as documentary, melodramatic and dance-like dimensions can interweave in a play. I am not much involved in formal balance, "composition" or, in general, art that results in mere decorative coolness (art that functions primarily as rugs, upholstery, wallpaper). Nor am I concerned with any local cute pop or camp quali- ties per se, be they the thirties, comics, Hollywood, Americana, Parisiana, Scandinavianisms.

5. Essentials — In order to seem essential to me a material, content or principle does not only have to attract me "emotionally", but should concern matters that are common and fundamental to people in our time, and yet be as "fresh", as untainted by symbolism, as possible. I deplore my incapacity to find out what is going on. To find out what life, the world, is about, in the confusion of propaganda, communications, language, time, etc.

Among the things I am curious about just now: where to find (and make a film of) the life geniuses, individuals who manage to put the highest degree of artistry (creativity, happiness, self-fulfillment) in every phase of their living. What are the relations and possibilities in art-and-technology, new media? Chemical/electrical brain stimulation and ESP. Opera-theater-Happenings-dance.

6. Risk reforms — Attitude to society: not to take any of the existing systems for granted (capitalist, moderately socialized or thoroughly socialized). Refuse to presume that "sharpness" of the opposite systems will mellow into a worthwhile in-between. Discuss and otherwise influence the authorities toward trying out certain new concepts.

The reforms mentioned below are of course not proposed with the huge, rigid warfare states like Russia or the U.S.A. in mind, but rather small welfare states like Sweden, groping for goals. The reforms are all more or less risky — which should be considered an asset: they will appear not as another series of regulations, but as events that might somewhat shake the chronic boredom of well-fed aim-lessness and shove the country in question into international prominence.

7. Arms — Complete and unilateral disarmament (apart from a small permanent force submitted to the United Nations). Small countries will soon have to make the choice between this and acquiring nuclear weaponry anyway. The risk of disarming is minimal, as only other small countries now (or even later with nuclear arms) can be deterred. This step would, among other things, release tax income, man- and brainpower for other reforms.

8. Terror — Instead of prisons, create forcibly secluded, but large, very complete and very "good" communities (everyday Clubs Méditerranéen) where offenders could gradually find satisfying ways of living without further offenses. The risk would of course be the suffering of victims, with potential offenders no longer deterred.

Value: having to find out what makes a "good" community; corralling the discontented part of the population; finding out if punishment deters; finding out if a major part of the population will turn criminal in order to be taken care of in a closed community rather than live in the open one.

9. Utilities — Free basic food, transportation and housing paid through taxes. Risk: "No one will care to work." Value: true equality—everyone paying taxes according to what he or she earns. As opposed to the present token equality, where an apple costs differently to each buyer.

10. Profits — Steer away from redundant, self-revolving production (five to ten different companies producing the same detergent— competition mainly on the level of marketing gimmicks) by letting government agencies assign projects to the two or three most qualified bidders (like military contracts plus limited competition). What to be produced thus will be decided centrally by the country; how to produce, by the manufacturer; and how to divide the profits, by manufacturers and workers. An attempt to combine planning and incentive. The risk of less variety and lack of incentive outweighed by the chance to diminish the alienation in ordinary blindfolded work; of replacing publicity with information; and primarily to divert brain- and manpower to neglected fields like housing, pleasure, education, etc.

11. Politics — Government by experts and administrators. Delegate the shaping of policies and the control of experts to a body of "jurors" replaced automatically at given intervals, chosen from outstanding persons in all fields. Abolish politicians, parties, voting. Perhaps have referendums. Voting and active participation on mainly regional, labor and such levels where participation is concrete and comprehensible.

Find and channel some geniuses into creative administrative and diplomatic work, instead of excluding them from such leadership. Risk: nothing can be worse than the present predicament of power games on local and global levels between smalltime politicians whose sole expertise lies in acquiring and keeping power.

12. Pleasure — "The ecstatic society ". Research and planning in order to develop and mass produce "art" as well as "entertainment" and drugs for greater sensory experiences and ego-insight. New concepts for concert, theater and exhibition buildings; but first of all pleasure houses for meditation, dance, fun, games and sexual relations (cf. the "psychedelic discothéque" on the West Coast, and the multiscreen discothéques of Gerd Stern and Andy Warhol). Utilize teleprinter, closed-circuit TV, computers, etc., to arrange contacts, sexual and other. Incite to creative living, but also approve "passive" pleasures by means of new drugs - good drugs, strong and harmless, instead of perpetuating the use of our clumsy, inherited drugs, liquors, stimulants. Refine the activating (consciousness-expanding) new drugs. And develop euthanasia drugs to make dying easy, fast and irrevocable for terminal cases and prospective suicides.

The risk of people not caring to work anymore would be eliminated by the fact that people would have superficial benefits attractive enough to make it worthwhile to work in order to obtain them.

P.S. In this Manifesto (especially subjects no. 6. 11 and 12) there are several ideas expressed to which I no longer subscribe.

Öyvind Fahlström

New York. 1975

TEXTOS SOBRE EL ARTISTA
· El Proyecto Fahlstrom

Introduction
Even if Öyvind Fahlström had made no other contribution, his invention of variable painting – which evolved from his earlier discovery of concretism – would be enough to secure his place in art history.

But how do we best appreciate these stunning inventions, these fresh ways of seeing the world? Younger generations now learn through different means: a computer screen can be more appealing than a rigidly bound book. To bring Fahlström’s ideas and inventions to the widest possible audience, a consortium of institutions has come together to sponsor the “translation” of his variable paintings and concrete poetry into formats that can make a place for themselves in the contemporary world of the internet.

The Öyvind Fahlström Foundation is pleased to lead this project and is grateful to the many hardworking and committed collaborators whose efforts can now be seen by all.

Sharon Avery-Fahlström

Director

The Öyvind Fahlström Foundation, New York

The interactive Art of Öyvind Fahlström


It is time to incorporate advances in technology to create massproduced works of art, obtainable by rich or not rich. Works where the artist puts as much quality into the conception, and the manufacturer as much quality into the production, as found in the best handmade works of art.

The value of variable form: you will never have exactly the same piece as your neighbor.

Öyvind Fahlström. Take Care of the World, 1966-1975

An innovation in the work of Öyvind Fahlström is its interactive nature. Throughout the last fourteen years of his life, Fahlström created works that invited public participation. The print, Eddie (Sylvie’s brother) in the Desert, for instance, instructs the viewer to “cut out and arrange” its elements, while the large installation, The Little General (Pinball Machine), invites the viewer to blow its floating elements. His pursuit of audience interaction culminated in the political gameplaying of the Monopoly series.

Today these irreplaceable works of art cannot be handled. Hence our interest in transposing them into a digital language. We believe that the new digital technology perfectly suits Fahlström’s utopian goals of interactivity and accessibility.

Fahlström created several versions of the political game, Monopoly, with handpainted vinyl and magnets. These “variable” paintings are perhaps some of the world’s first interactive artworks. The “game paintings”, as Fahlström also called them, were intended to allow the viewer to recreate works by arranging new combinations of the movable elements. Here we use digital media technology to recreate World Trade Monopoly (B. Large), 1970, US Monopoly (Small), 1971, and CIA Monopoly (Small), 1971, so that visitors can participate in the artwork by arranging its elements directly on the screen.

Fahlström wanted to massproduce many of his works as multiples. The high cost of producing such multiples, however, discouraged potential publishers from making large editions of these artworks during Fahlström’s lifetime. His graphics and multiples were usually published in small editions and today they are extremely rare and unavailable to a large audience.

Following Fahlström’s thinking on massproduced, interactive art, we realized that it was important to recreate three of his multiples, Eddie (Sylvie’s brother) in the Desert, 1966, Sitting…Dominoes, 1966 and Elements from “Masses”, 1976, in the same fashion as the Monopoly games.

Our goal was to realize Fahlström’s ideas about distribution and interactivity in a manner he was unable to predict, but that we believe he would have desired.

Mattias Nilsson

Animating Fahlström

Writing is technology, perhaps man’s first invention. From the clay tablets produced by the shores of the Tigris many millennia ago to the luminous screens of our laptops, writing has been in constant development.

Öyvind Fahlström understood this aspect of language at a very young age. He wrote his concrete poetry at a time when great technological inventions such as the typewriter and the tape recorder were becoming available to the masses. His greatest achievement was to recognize quickly the impact that the new media would have on the future of writing. Fahlström’s concrete poetry thus follows the tradition of visionary writers such as Edgar Allan Poe to whom “Poetry has no goal...other than itself.”

Many of Fahlström’s concrete poems reflect the syntactical possibilities of the insurgent technology. In Morgon, for instance, the final text is achieved by the repetition of a few sentences cut at different lengths and spliced together in different arrangements. The playfulness of this poem’s syntax is inspired by the possibilities of the tape recorder as demonstrated by Pierre Schaeffer in his musique concrete.

Last year, during two very hot weeks in New York, Mattias Nilsson and I met to discuss the possibility of ”translating” some of Fahlström’s poems to the new digital technology that allows for animation and interaction. Our goal was to illuminate the artifice in Fahlström’s texts without interfering with their simplicity. After all, compared to the work of other concrete poets, Fahlström’s texts seem less preoccupied with graphic acrobatics.

We also hoped that through animation his texts would become more accessible to those who might find experimental writing dry or impenetrable. Hence, we selected two texts from Bord that we believe are fundamental to understanding Fahlström’s practice as a writer. Morgon reflects the influence that the new media — the typewriter and the tape recorder — exerted in his writing. Bobb is a suite of variations on a theme, addressing the issue of permutation, an aspect that became increasingly important in his work. 

A. S. Bessa

· Poetry

Introduction

Parallel to his visual work, Öyvind Fahlström devoted great part of his creative energy to writing. Firstly influenced by Antonin Artaud and the Surrealists, his poetry suddenly broke free, in the early 1950s, to embrace the trends of experimentalism that aimed to fuse music to writing.

Under the influence of Pierre Schaeffer’s theory of musique concrete, Fahlström wrote what was to be known as the first manifesto for concrete poetry. That document alone has earned Fahlström a prominent place in the history of the avant-garde in the second half of the twentieth century.

A. S. Bessa

Contenidos

· Bord, 1952-1955 (ver web)

· Textos sobre poesía por Ö.F (ver web)

· Otros ensayos sobre la poesía y las actividades poéticas de Ö.F: BESSA, A. S. Architecture Versus Sound in Concrete Poetry. 1997; OLSSON, Jesper. Links and Lines: Some Notes on the Poetry of Öyvind Fahlström. 2000.

· BESSA, A.S. Architecture Versus Sound in Concrete Poetry. 1997

And thereby let us anticipate the delineation of a site, the familial residence and tomb of the proper in which is produced, by différance, the economy of death.

Jacques Derrida

Attired with stars we shall for ever sit Triumphing over Death, and Chance, and thee, O Time.

Milton 

For those who study the history of concrete poetry, the often underrated role assigned to Öyvind Fahlström’s "Manifesto for Concrete Poetry" in the broader context of the concrete poetry movement remains puzzling. Granted, the manifesto is often cited and quoted in anthologies and essays throughout the world, and its groundbreaking status has been widely acknowledged; but the way in which parts of the manifesto have been exhaustively quoted suggests that the whole of Fahlström’s manifesto has hardly been digested, and that his poetic vision has been understood only partially. In fact, excerpts from the manifesto have often been used to corroborate a perception of concrete poetry that is utterly alien to Fahlström’s personal view. My contention is that there is a schism at the core of concrete poetry, beginning with the very definition, or assumption, of what the word "concrete" should stand for. This schism is nowhere better illustrated than in the theoretical works of Öyvind Fahlström and the Noigandres Group in Brazil. This article is an attempt to address the schism and the problems involved in the different approaches to the concept of "concrete" as it was taken by Fahlström on the one hand, and by the Brazilian poets on the other.


Before going any further, I should emphasize that the discrepancies between Fahlström and the Noigandres poets (Augusto de Campos, Haroldo de Campos, and Décio Pignatari) are easily minimized or obscured by what they have in common. Indeed, there are many aspects in which they all agree, and which they incorporated into their practice. What I am after here, though, is the element that has been less considered- the difference- which is something that has enormous resonance. That difference, I will try to demonstrate, resides in the rigid architectural metaphor embraced by the Noigandres Group, as opposed to Fahlström’s musical approach-- and it points to an essential question that pervades the concrete poetry movement as a whole: writing versus sound, text versus performance.

The impact of modernist architecture on the Noigandres group


For the poets of the Noigandres group, the concept of "concrete" was taken in an architectural sense: a structural material of "endless expressive possibilities," the element that not only would free architecture from the tyranny of beaux arts language, but also would enable it to address pressing social needs. This close association of concrete poetry with modernist architecture is revealing. The movement so strongly identified itself with modernism that its own modernity became obsolete; in other words, once the "concrete lexicon" was exhausted, the Noigandres poets were unable to develop their concrete project any further. Moreover, Brazilian concrete poetry also shared with modern architecture ideas that run from the broad social concerns of modernism-- such as utopia, utilitarianism, and sanitation-- to technical and stylistic matters involving structure, modules, form, and repetition.


To better evaluate the emphasis on architecture advocated by the Noigandres Group, it is necessary to understand the impact that modernist architecture had in Brazil in the 1930s and 40s. The radical views on urban planning that swept Europe at the beginning of this century seem to have encountered a sort of blank slate in a country striving to overcome its colonial past. One needs only to be reminded of two landmark projects to understand the visionary, if not messianic, role ascribed to architecture at the time: LeCorbusier’s "corniche extensions" proposal for Rio de Janeiro in 1930, and the construction of Brasilia in the 1950s.


LeCorbusier’s proposal for Rio consisted of "a coastal highway, some 6 kilometers in length, elevated 100 meters above the ground and comprising fifteen floors of 'artificial sites' for residential use stacked beneath its road surface."
 The project would simply and systematically erase four hundred years of culture and history in a radical attempt to start from scratch. The "corniche extensions" plan failed to leave the drawing board, but the program for a revolutionary architecture was advanced further through the foundation of Brasilia, the nation's capital, which was designed by two of Le Corbusier's disciples and former collaborators, Oscar Niemeyer and Lucio Costa. Once again, the scope was monumental and geared toward bending history’s path. In this context, modernist architecture was identified with social and political progress, and "concrete," as building material and concept, became the embodiment of a utopian promise: no more "empty words."


The Noigandres Group was formed concomitantly with the construction of Brasilia, and the impact of that major architectural event in shaping the group’s views can be measured by a close reading of their manifesto, published in 1957. Beginning with its title, "Plano-Piloto para Poesia Concreta,"
 the manifesto is written in a highly controlled style, reminiscent of architectural jargon, which renders the whole text utterly impersonal. The poet is "elevated" to the position of an architect or an engineer: "João Cabral de Melo Neto— o engenheiro e a psicologia da composição mais anti-ode: linguagem direta, economia e arquitetura funcional do verso."
 The overall tone is extremely dry and cryptic, and the reader goes through sentence after sentence without identifying an "author" (a personal voice), or even feeling assured that the text is directed to him or her. This sense of disorientation, or alienation, in concrete poetry, which I will discuss in detail farther on, is of an essentially architectural nature. "Concrete poetry: the product of a critical evolution of forms," begins the manifesto, celebrating in its epigrammatic style its bond with modernist architecture through the reduction of the poem to a "product," and "by the recognition of the graphic space as a cultural agent" —"o poema-produto: objeto útil."


In 1957, a year before the publication of the "Plano-Piloto" manifesto, Décio Pignatari published an article in the magazine "Arquitetura e Decoração" titled "Forma, Função e Projeto Geral." The article doesn’t concentrate specifically on poetry, but it gives a glimpse into the original ideas that were to be developed more fully in the manifesto. Pignatari ponders the dichotomy of "form and function in the new world of serial industrial production." Handmade production, he writes, "has been thrown out of circulation," and the "new consumer is a consumer of physical design." The concept of a "consumer of physical design."
 is a direct reference to Richard Neutra, which Pignatari uses to combat the Dadaist approach of Picabia and his "beautiful useless machines." - the new art, and the new poem, should be instead a "beautiful useful machine" The "machine" here is meant in an architectural way, and is inspired by the "reductivist approach" of Neue Sachlichkeit architects such as Ernst May and Hannes Meyer, to whom a house should "function" as a "machine," or car. "In the formal approach of the new reality," Pignatari concludes, "it was evident that architecture and urbanism ... should lead to the proposition and solution of great and small problems of modern art ."
 Thus we have concrete poetry’s production system thoroughly exposed: the poet as the architect or designer, and the reader as the "consumer of physical design." This system, we shall see farther on, is completely opposed to Fahlström’s.

How architectural ideas were absorbed into poetry


Modernist architecture’s attack on the old eclectic architecture preexisting in Brazil-- a mixture of colonial-baroque, French neoclassicism, and Beaux Arts-- was paralleled by the Noigandres Group’s attack on the Portuguese language. One could say that concretism’s impact on language was as drastic as LeCorbusier’s plan for Rio, or Costa and Niemeyer’s Brasilia. The Portuguese language is as ornate as any other of Latin origin, and its excesses were not compatible with a "concrete’" approach to language. It is revealing to read the theoretical texts produced by Noigandres’ members for the ciphered style; in those texts the writing became extremely economic, avoiding redundant stylistic elements and grammatical conventions: "concrete poetry aims at the lowest common denominator of language, thus its tendency to ‘substantification’ (nouns) and ‘verbification.’ ... Hence its affinities with the so-called ‘isolating-languages’ such as Chinese."


Isolation, claimed as a goal to be achieved in language, was also pursued by modernist architects, either through the final product-- the building itself-- or its basic components, or modules. Isolation as a goal in poetry might be imputed to Brazil’s repressive political atmosphere, for the era of development of concrete poetry is situated right between the end of the dictatorship of Getúlio Vargas
 and the takeover by a military junta in 1964. This environment was responsible for an epigrammatic style that pervaded all cultural areas. It is not surprising then that this approach led the Noigandres Group to a creative cul-de-sac in the space of a decade.


The pursuit of space and form in poetry had been inspired by the "typographical agraphia" of Stéphane Mallarmé, whom Roland Barthes describes as "the Hamlet of literature," representing "this precarious moment of History in which literary language persists only the better to sing the necessity of its death."
 Barthes’ commentary on Mallarmé acquires a prophetic dimension when we consider the later development of the Noigandres Group, for although the belief in language's power to influence or inform history had ultimately rescued concrete poetry from becoming a mere formalistic exercise, the overwhelming threat of being embraced by academia abruptly impelled the movement into a position that mistook death for freedom. "This art has the very structure of suicide," Barthes suggested, "in it silence is a homogeneous poetic time which traps the word between two layers and sets it off less as a fragment of a cryptogram than as a light, a void, a murder, a freedom."


This "silence," though, can be considered "strategic" -- a ruse to expose absence in language and an intentional manipulation of space, thus constituting itself as eminently architectural. Mark Wigley has explored the structure of architectural metaphor in the discourse of Jacques Derrida in his 1993 book The Architecture of Deconstruction. In a chapter dedicated to "space" and "silence," Wigley refers to "strategic silence," pointing out that architecture is "routinely constructed by certain silences that constitute rather than interrupt discourse, silences whose ongoing violence can only be addressed obliquely."
 This "architectural silence" thus works like a barricade, at once and alternately void and object, Heideggerian abyss and thing.


"Concrete poetry: tension of words-things in space-time" the "Plano-Piloto" manifesto proclaims, and in their most successful poems the Noigandres poets repeatedly reasserted their belief in "silence" as a determinant of space and time. This silence ultimately enabled the Noigandres group to address critical questions inherent to language’s architectural nature, such as "ornament," "structure," and "foundation." In a poem of 1957, "uma vez, uma vala," by Augusto de Campos, we see all these issues addressed at once:

uma vez

uma vala

uma foz

uma vez uma bala

uma fala uma voz

uma foz uma vala

uma bala uma vez

uma voz

uma vala

uma vez


The poem’s design resembles a modernistic mosaic pattern or a spiral staircase, and as we read it we go down into the abyss, which is here the theme of the poem itself. The words evoke time (uma vez: once upon), abyss (vala: ditch), death (bala: bullet), and word (voz: voice, speech) and its repetitive structure, much in the manner of architectural modules, keeps moving the reader endlessly back and forth from one idea (word) to another. Silence here creates space, an acoustic space that makes the isolated words reverberate in a ghostly way, creating the sensation of an abandoned house. This is a poem not meant to be read aloud, but rather to be inhabited. Reading it will only dissipate its spatial boundaries; the reading should be done only by the eye, and the sound created only in the reader’s mind.

Organic architecture


"Any house," wrote Frank Lloyd Wright in 1931, "is a far too complicated clumsy, fussy, mechanical counterfeit of the human body... The whole interior is a kind of stomach that attempts to digest objects.... The whole life of the average house, it seems, is a sort of indigestion."
 Wright’s organic approach to architecture is closer to Fahlström’s structural vision, for although "The Manifesto for Concrete Poetry" also makes use of architectural metaphor, the rigidity of this language is ultimately balanced by organic concerns. Furthermore, Wright’s reference to the stomach uncannily brings to mind Fahlström’s scatological bent, evidenced in poems such as "The March of the Borborygms" or "Müüüm and the Megaphones."


"The possibilities are endless," Fahlstrom writes; "In poetry there can be fractured stanzas with vertical parallelism, so that the content provides the form by the fact that when a word is repeated, it must be placed exactly under the last occurrence of the same word, or vice versa, so that when part of a line is put vertically in parallel with one above, it brings with it the meaning of the line above.... The profusion of possibilities enables us to achieve a greater complexity and functional differentiation, in which each of the various parts of the content of a work acquires its own form."
 To this gridlike view of poetic space, so akin to Bauhaus architecture, Fahlström juxtaposes "contrapuntal music" and atonal music: "Thus, for example, I can construct a series of twelve vowels in a certain order and make my worlets out of them, even though a twelve-vowel series as such does not have the same conventional justification as a series of the twelve tones of the chromatic scale."
 Although other architectural metaphors (verbs such as "construct" and "function") occasionally threaten to influence his writing, the final outcome of the manifesto is a vigorous defense of music’s primacy over poetry. The last paragraph of the manifesto begins "When I have used the word ‘concrete’ ... it has a stronger association with concrete music than with visual concretism in a narrow sense."


"Concretism" for Fahlström is thus less related to the béton-armé of modernist architecture than to the belief that words carry meaning. In 1973 he wrote, "Like many people, I began to understand during the late ‘60s that words like ‘capitalism,’ ‘exploitation,’ ‘alienation,’ were not mere ideas or political slogans, but stood for terrifying, absurd, and inhumane conditions in the world."
 This, one might add, was the culmination, radical and politicized, of a process initiated in the early 1950s-- a process of analyzing, understanding, "concretizing." Concrete poetry is an instrument, as he puts it, "to analyze our wretched human condition," and the human element is translated into language through an organic relationship to reality: "The concrete reality of my worlets is not at all in opposition to the reality of their surroundings: they are neither dream-sublimation nor futuristic fantasy, but an organic part of reality I am living in although with their own principles for life and development."


One shouldn’t overlook in this passage such words as "reality," "organic," or "life and development," for they also hint at the core of Fahlström’s idea of "concrete"-- the systematic as organic and the organic as a system. "Müüüm och Megafonerna" admirably demonstrates this equation: a surrealist tale written in the style of Rimbaud’s "Illuminations," it betrays Fahlström’s interest in "the logic of primitive people, of children, or the mentally ill." Its scatological account of the voice apparatus is made to resemble the systematic organization of a primitive society, and the poem is thus presented to the reader as a myth, a given, a "concrete" concept. "Müüüm och Megafonerna" is also revealing in its chosen subject matter: the voice apparatus.


An unpublished manuscript from 1962 titled "Project for Dine’s Home" (fig.1) gives a clear measure of what the "animistic" tendency in Fahlström’s poetry involved. The work, meant as an homage to Jim Dine’s 1963 series of works on house appliances and compartments, is laid out as the floor plan of a house, with each of its rooms translated into "bird-language." Fahlström writes in his notes concerning "bird-language" that one of the methods to achieve the translation of an English word into "Birdo" is through "kneading," that is, through the manual work of a plastic, "claylike material." "Project for Dine’s Home" is thus revealing in that it points to both the architectural and organic concerns in Fahlström’s poetry. Moreover, shaping words through "kneading" hints at the scatological dimension of his systematic view, an (architectural) structure infused with life—pulsating, secretory, always evolving.

The voice as organic counterpart of language


The political dimension in Fahlström’s work demanded a "voice" to make its message thoroughly understood. This is clear from works such as the "Ade-Ledic-Nander" series, in which "painting" didn’t seem to be a medium sufficiently adequate to transmit the whole message. Painting in this case worked as an appendix, or merely a prop of a performance, in which the "voice" and the "presence" of its author were the indispensable elements. The "voice" and "presence" of the author are a complicated matter that shouldn’t occupy our attention at this moment, but they refer to the tradition of the rhapsodes that is central to Fahlström’s approach to poetry, and in a way diametrically opposed to the Noigandres group. Fahlström seemed to be more interested in the conflagration of an event, an action, a performance, whereas the Noigandres group kept close to the constructive properties of poetry. In a "Notation" of 1974 Fahlström wrote, "Those who view the musical and poetic dimension of my work as an evasion, or as an opportunistic sugarcoating of serious conditions, I would remind of the scene in ‘Tosca’ where torture goes on offstage. Meanwhile, onstage, Puccini’s belcanto flows."


It is fair to emphasize that music, or sound, is only mentioned in the Noigandres texts for its secondary values. Pignatari suggests, for instance, that "the new music (electronic) has already been introduced in the cinema, television and radio as sound effects."
 In the "Plano Piloto" manifesto, we find a direct reference to music in poetry: "Rhythm: relational force. A concrete poem, using the phonetic system and an analogic syntax, creates a specific linguistic area-- ‘verbivocovisual’-- that benefits from the advantages of the nonverbal communication, without abdicating the word’s virtues."
 Elsewhere in the same text, a reference to music is merely for historical effect, that is, an attempt to link concrete poetry to Webern by way of Boulez and Stockhausen.


The absence of sound -- the silence -- in the poetry of the Noigandres Group is thus paradoxical, for their interest in popular music is well known. The musical element in their poetry has been internalized, bringing it close to a silent experience. Reading a Noigandres poem, one is caught in a mental web of associations and references that are of a thoroughly visual nature. This approach to reading completely denies performance: it is more about the writing than about the utterance. Some poems, such as Décio Pignatari's "beba coca cola," with its repetitive bilabial and palatal sounds, do invite some musical performance. But this aspect is entirely secondary or even gratuitous, for Pignatari’s main interest here seems to be the deconstruction of an advertising icon (Coca Cola), its debasement through scatology, and ultimately the "construction" of a little monument (or tomb): a spiral in the shape of the letter "c".

beba coca cola

babe cola

beba coca

babe cola caco

caco

cola

cloaca

Last(ing) words


Whereas the concrete poetry of the Noigandres group worked towards the dilapidation (with all its sculptural implications) of the Portuguese language, Fahlström seems to have worked in the opposite direction— to add more complexity to Swedish, and, in the case of "Birdo" and "Whammo," to the English language. Physical space was not constricting to his practice, and he rarely submitted to the tyranny of the page’s format. His poems are rarely short, and when they are, the writing is still spread out and complicated, often undermining the simplicity of design. "Den Svåra Resan" for example, was printed in the Bonniers edition divided into five stanzas, but it is more likely that Fahlström intended it to be in an extended horizontal shape, like a sheet of music. This lack of visual rigor is in opposition to the highly "engineered" poems by the Noigandres group, and is the ultimate evidence of Fahlström’s personal take on concretism: "concrete" as the organic component in language, which confers a web of significations onto a word.


The impact of this particular concept of "concrete" theory, the one was first formulated by Pierre Schaffer and later embraced and expanded by Öyvind Fahlström, in present-day culture is signaled by events as distant in the cultural spectrum as, on the one hand, rap music‘s "sampling" techniques and, on the other, scientific experiments in "cloning." These two examples point to the intrinsic problem in "concretism," namely the outward cultural impulse and its inward organic counterpart. Never one to underestimate the power of popular culture, Fahlström, whose 1967 film "U-Barn" already pondered the effects of chemically synthesized drugs on the development of language skills in children, would certainly have a word or two to say on these subjects.

· OLSSON, Jesper. Links and Lines: Some Notes on the Poetry of Öyvind Fahlström. 2000
[…] as

they say in math, it takes two lines to make

an angle but only one lime to make

a Margarita.

Charles Bernstein, "On time and the line", Rough Trades, 1991
In the first lines of his manifesto for concrete poetry from 1953, 'Hätila ragulpr på fåtskliaben' (the title culled from A.A. Milne's books on Winnie the Pooh), Öyvind Fahlström draws a quick graph of the literary fashion in Sweden in the early 1950s. The contemporary tendency - as it was disclosed on a conference that year, in the picturesque town of Sigtuna - is summarized in two lines: the bust- and hemlines of poetry are being modified in accordance with the covering up-work of metaphors and imagination. Instead of working in and on language, poetry clothes itself in symbolic patterns of eternal beauty and meaning. This initial passage of the manifesto is often overlooked in dealing with Fahlström's poetry and art. And it is easy to agree with the suggestion, that what is informative and innovative in his article, as the first manifesto for concrete poetry to be published, hits the reader later on in the text, either in the work of playful tropes or in the technical language of the idiosyncratic theorist. But still, this tentative and trivial mapping of the body poetic in Sweden puts the reader on the track of what I'd like to pursue here, which is the line, the line as a concept or as a material fact in Fahlström's poetry (and painting), as border or limit, verse or margin, grid or surface; as a cut that runs through the verbal, visual, and acoustic representations of the world. In a certain way, the importance of the line as a material and semiotic instance becomes more evident in a later phase of Fahlström's work. Especially in the cartographic imagination developed in the map paintings from the last decade of his life, such as World Map, from 1972, where fluid forms are bent into shape by curved but distinct lines. But these lines can be traced back, through the 1960s and 1950s, to a beginning of a kind, to a point when Fahlström, in a productive forgetfulness of the then prevalent codes of Swedish poetry and art, turned his gaze from the interiorized spaces of human emotion and thought to the exterior and material forces of the body and the world.

i.

Öyvind Fahlström's early work as a poet, during the later 1940s and the early 1950s, was marked by an intense interest in surrealism, and especially in the 'darker' strands of this tradition, as it was embodied in the work of proto-surrealist writers Marquis de Sade and Lautréamont, and in a later poet such as Antonin Artaud. Marquis de Sade was also the topic of the first text published by Fahlström (in 1949) and his influence on the Swedish writer and artist cannot be overestimated. De Sade's mechanized eroticism had an impact on the reduction of psychology and the related development of a materialist view in Fahlström's writings, which explores a bodily universe, where people, animals, and machines are connected to each other in different constellations. What I want to underline is how these explorations involved a fascination for spatial constructions and images and not the least for surfaces and borderlines between inner and outer spaces, between human bodies and their surroundings.

During the pre-concrete phase this was mainly to be done at the thematical level of the poems, where surfaces and topographies are constantly invoked. Especially, it is the liminal zones of the body that are being investigated, through eroticism, scatology, alimentation, peristaltics, etc. In the prose poem 'Around eight' from 1950, for example, one encounters a main character, a woman, whose body is constructed as a channel, or a relay, between inner and outer space. She goes to the bathroom not to empty herself, but to get filled, and her life as well as the poem ends in an event where the walls between individual body and world collapses in a concrete and drastic way. This blurring of inner and outer space is a theme that is variated in a similar vein in several of the early writings. Of course it is also a topic easily related to the amorphous bodies of surrealist art and poetry. But Fahlström was not interested in connecting these images to an idealistic space of the dream or in explaining them as products of a subconscious. Instead one has to conceive of them as extreme illustrations of the actual material conditions for communication and interaction in the world. His interest in spaces is neither exclusivley oriented towards the figure of the body. The poems evoke strange geographies and landscapes, that de-familiarizes the spaces of every day life (mostly without turning into exotica). One is often reminded when reading htese texts of the words of Deleuze and Guattari: "Writing has nothing to do with signifying", but "with surveying, mapping, even realms that are yet to come."

ii.

Fahlström's thinking was then from the start impregnated by a radical "imagination matérielle" (Gaston Bachelard), and this was to be further developed in the manifesto for concrete poetry, as well as in the poetry that Fahlström wrote in the years between 1952 and 1955. The mappings of the body and its borders were transposed to the linguistic body, and they came to gravitate around the concept of the line and some of its derivatives such as edge, limit, margin, joint, filter, and splicing.

Of course, the line is almost always the place where poetry takes place. The specific formations of lines of verse might even be considered to constitute the poetic. But the lines of concrete poetry were to form alternative trajectories across the page than the ones usually found in books of verse. The more or less well-shaped typographical blocks, neatly arranged between the white edges or margins of the page, tended to dissolve and form other textscapes. The traditional graphics of the poem was destabilized. This is a process that was explicitly addressed in Fahlström's manifesto. He wanted to construct a graphic space where the reader's gaze was liberated, as he said, in the same way as the gaze viewing abstract art. And he suggested several operations to perform this displacement, such as dissolved stanzas, vertical parallelisms, marginal stanzas, framings of stanzas, and so on.

It is easy to find examples of this in his poetry from the period. In the long permutational poem 'Bobb', a cardinal poem in the work of Fahlström, which he was to return to several times, one finds the framed stanza as well as other conspicuos forms. In another important poem, 'Det stora och det lilla' ('The Big and the Little'), from 1953, he explores the marginal stanza as a poetic device. And even though iconic or mimetic graphical figures, such as cups or eggs, are rare in Fahlström's work, there are some examples close to the tradition of pattern poetry in this specific poem, where one page shows a constellation of words that suggest the moving arm of a clock as well as the beating drumstick thematized in the text. Certainly, the line as verse is not eradicated in these poems. But the page as such is transformed into a space or surface for multiple delineations. And this practice of visualizing the poem is combined with more subtle materializing operations. If Fahlström's graphic transformations are performed on a macro-textual level, there are other forms of delineating, splicing, and cutting up taking place within lines, sentences, words, and even syllables.

The most important aspect of the poetics that Fahlström forged in his manifesto, was a set of rhetorical operations that he subsumed under the concept of "kneading". The linguistic material should be dealt with, metaphorically speaking, in a tactile way. Different forms of ellipses, substitutions, and displacements in syntax and words de-naturalized the language, exposed its materiality and forced the reader to acknowledge the differential structure of the sign as a 'verbivocovisual' entity. The 'normal' or 'natural' linguistic body was deformed, and the smooth transition from sign to signification, from exterior to interior space was disturbed. These operations ranged from simple misspellings of a word to more elaborated interpolations and substitutions, based on rules invented by the poet. Usually it is difficult to disclose the rules or procedures that have generated a specific poem, but there are exceptions. In the poem 'MOA (1)', published together with the manifesto in an issue of the small magazine Odyssé in 1954, some of the rules for construction, as well as for reading, are appended in a note below the blocks of letters and words, and others are in turn possible to deduce from the permutations that take place in the poem - permutations that bring forth a downward movement in the text, from a relatively stable semantic order to a more entropic stage. 'MOA (1)' is a poem that negotiates the graphic space in a determined way and puts the reader's expectations to the test.

iii.

All these material instances of lines - from words and sentences to the spine of the book - are flanked by a thematics of the line that is perceptible here and there in Fahlström's concrete poetry. In 'Det stora och det lilla', for example, the marginal stanzas of the poem operate as a kind of filters to the main stanzas on the page; they produce noise, as Fahlström remarked. And "filter" as well as "margin" are words consistently used throughout this tumultuous text. The poem stages a confrontation between the smaller forces of the individual body and the greater forces of the material universe, as well as a politically charged play between opposing poles within society and the world of art (center and margin). In a certain way, the poem is about the practice of drawing lines, about the production of limits and categories in conceptualizing and communicating the world - but it also informs us that these lines are bound to collapse.

The connection between the line as a material instance in poetry and paintings, and the line as a concept with specific aesthetic and political implications was maybe not discussed in a more elaborated way by Fahlström in the early 1950s, when he wrote the bulk of his concrete poetry. But he would soon try to produce a framework for his interest in delineations, margins, and borders as well as in categories and rules that regulates vision, reading, and behaviour. In his extensive discussions of the sign, he would give much importance to the line, or the outline, as a distinguishing trait in his own art: "the outline (more than color or other formal qualities) is of overwhelming importance, it is the fundamental formal criteria of the sign's form", he said in relation to his large science fiction-canvas Ade-Ledic-Nander 2, from 1957. And during the first half of the 1960s this issue would be manifested in different ways in his visual art, not the least in the mobile elements of variable paintings, such as The Planetarium.

The material outline was also part of a play with the receptional space of the art work, a play that was to evoke the material and discursive conditions of a social and political context as well as involving the reader or viewer as a co-producer of the work. In his short essay 'Games', Fahlström wrote: "the crucial thing is that I, as an 'artist', and that I, like other 'people', in every moment of our lives collide with the absolute hardness of shapes and that we coordinate our possibilities of variation according to this. There is an elementary and inexhaustable tension in this. […] Beyond this fundamental fact we find the fragile hardness of other rules - as well as our conventions and regulations: the borderline between Congo and Angola, the numbers of the telephone directory, the buttoning of jackets …"

This kind of intermingling of aesthetic and social materiality and discourse was performed in a forceful way in a work called Minneslista from 1964, one of the few poems Fahlström published in the 1960s. This work is a concrete and visual poem, as well as a game to be played, like Monopoly, and in addition a memorandum for the large variable painting Dr. Schweitzer's Last Mission, that was to be created in the following years. Minneslista consists of four sheets where four continents or political blocks from the Cold War period are represented in map-like, differently colored shapes. Within the outlines of the continents, words related to the dominant images of Western culture and massmedia in the 1960s are assembled and manipulated. On the first sheet there is also a short text where the rules of the game are stipulated, and on the bottom of each sheet you find a set of nonsense-like words that are to be cut out and used as markers in the game. While reading the poem and playing the game the reader uses the markers to deform and manipulate the verbal and visual outlook of the world as represented on the four sheets, and the textual outcome approaches a kind of regressive and aggressive nonsense, which carnivalizes - in Bakhtins sense of the word - the official images and narratives of world politics in the 1960s. Minneslista can then, in a certain way, be read as an allegory on the right to represent and impose meaning on the world. It deals with the conditions and possibilities for drawing 'new' lines through the striated space of contemporary culture and society.

iv.

There are limits and borderlines, in art as well as in everyday life, lines that segment the space of reading and writing, thinking and acting. But to see the line as a border is just one way of seeing things. If one 'kneads' the language for a while, the line can turn into a link, a connective device or wire, an image that haunts the emblematic images of the technological landscape of the 20th century. And the step from the hyperlinear space of concrete poetry to technical systems and links is actually not very long. In the 1960s Fahlström had almost completely left poetry for painting, performance, and other art forms. But on the other hand, he was to explore its possibilites in the new media, such as the radio. With the help of recording technology he expanded the phonographic space of the lyric genre in his radiophonic poem Fåglar i Sverige (1963). A similar expansion was performed in the radio collage Den helige Torsten Nilsson (1966), a "blindmovie", as he called it, that consisted of cuts from films, radio shows, pop songs, opera etc. pasted into a bizarre narrative about political intrigues in a near future Sweden. In works like these one encounters, instead of the linguistic cuts of concrete poetry, the frayed edges between different technical media systems, such as phonography, film, and the book. And this is no coincidence. Fahlström was from the beginning interested in the use of technology in art. Especially influential was the French composer Pierre Schaeffer's method of recording sounds in his 'musique concrète'.

And the materialist imagination of concrete poetry is perhaps bound to converge with the problem of media technologies in 'the information age'. If the practice of concrete poetry discloses the material conditions for reading and writing, then the practice of radio poetry discloses how we as readers and poets are always linked to technical systems, whether they are materialized as books or as radio receivers or something else. That Fahlström realized this and that his art came to trace the implications of this condition is evident. There is a famous anecdote about him from the 1960s when a friend came to visit him in his studio on the Lower Eastside, and as they were talking Fahlström continued to work on his painting, while at the same time listening to the radio and watching TV, zapping between the channels with a home made remote, consisting of a long pole that reached the buttons on the TV set. For a writer and painter that conceived of his basic aesthetics not as symbolist or expressionist, but as manipulative, the artist was perhaps first and foremost a manipulator of media. And even though it is problematic to claim that art anticipates technological change, one cannot fail to see how the radical delineations of concrete poetry encroaches upon the concept of hypertext, for example, or how the different ways of transforming the reader or viewer into a co-creator of the work comes close to the celebrated interactivist behind the computer screen. This is probably one reason why it is a rewarding project to put Fahlström's poetry and art on the web today.

v.

If lines of verse and visual outlines could be reformatted into media links, this was in any case just another manifestation of the materialist poetics that was worked out by Fahlström in the early 1950s. And his achievements, even though completely ignored by that time, was to have an enormous impact on the movement of concretism in Sweden in the next decade. Even though concrete poetry from other parts of the world were introduced in Sweden quite soon, not the least by Fahlström himself in the article 'Bris' from 1961, where he discusses, if briefly, figures such as Eugen Gomringer, Ernst Jandl, Augusto and Haroldo de Campos - even so, it was the poetics of Fahlström and especially his method of kneading the language, that came to mark the writings of poets like Bengt Emil Johnson and Jarl Hammarberg. Instead of working out their ideas in a purist or minimalist fashion, these poets mixed different techniques and materializing operations in a way that makes their work more akin to the 'dirty' concrete that has been connected with a later phase in innovative poetry. As Fahlström himself wrote, in a manifesto called 'Take Care of the World', published at Dick Higgins' Something Else Press in 1966:

Consider art as a way of experiencing a fusion of 'desire' and 'insight'. Achieve this through impurity, through a multitude of levels, rather than through purity, isolation. […] In the last instance, the goal is to achieve the 'un-natural'. (my emphasis)

The links and lines of Fahlströms dirty poetry forces us then, as readers and viewers, to take pleasure in and consider the physical patchworks of language. By distorting words and sentences, by torquing the signifier as such, by insisting on its stubborn materiality, Fahlström's writings resist every attempt to naturalize language in the name of some idealism. Such attempts are bound to be blurred. The relationship between meaning and materiality, between communication and noise is always temporary and unstable. And this unstable relationship also involves ourselves as subjects or in-dividuals. We are always linked and lined, connected to and divided from in ways that precludes complacent ideas of autonomy. Constructions of meaning and identity will only be possible in the form of a parenthesis, that in the end must fall apart, like the walls surrounding the woman in Fahlström's poem mentioned above. Even though it is just a single letter that distinguishes 'link' from 'line', it is one of those differences that makes a difference. And this is also where art intervenes and forces you to digress from the straight line.

· KELLEY, Mike. Myth Science. 1995

Since I was in my early twenties, Fahlström has been, and continues to be, one of my favorite artists. In fact, my esteem for his work has continued to grow over the years. The issues raised by his work are more timely than ever, and Fahlström is now happily starting to be recognized for what he was: one of the most important and complex artists of the Sixties. He is a complete original. Until recently, Fahlström was considered a minor player in the drama of Pop Art. Because he allowed the "political" to enter his work, because he was interested in issues of narrative, because his work was compositionally busy, he was perceived by the champions of Pop as somewhat naive at best, and a throwback to Surrealism or Agitprop at worst. His deviation from Pop standards was explained away by the fact that he was "European".


In America the battle lines were drawn. Any hints of the old Abstract Expressionism, and with it its distant father Surrealism, were to be excised from the serious art work. Psychoanalytic references were taboo, and social concerns were something quaintly old-fashioned, something Grandpa concerned himself with in the Thirties. Pop was youth culture formalism and, despite its surface topicality, Pop was timeless. Its images were meaningless; only their position — centralized and uninflected — was important. It reflected a world where all meaning was surface meaning, and this meaning was uniform gloss. You could read this as social commentary if you chose to. That was left up to you, and different critics embraced Pop in various ways. One thing was certain: compared to the "cool" of artists like Andy Warhol and Roy Lichtenstein, Fahlström was "hot", Some thought Fahlström was telling an anti-Pop, retrograde tale, dressing it up in Pop's fashionable clothing. More recently, Fahlström has been embraced by the supporters of the Agitprop sensibility. These critics accept the same divisions, they believe in the same insurmountable chasm dividing the "formal" from the "political", but they stand on the "hot" side. They want Fahlström there with them, declaiming social truths in a popular language to the masses. But Fahlström's work is not as simple as all that.


In fact, Fahlström is himself a formalist of sorts. His arrangements of topical and historical materials don't add up to any more coherent a story than James Rosenquist's or Robert Rauschenberg's image arrangements do. Fahlström is interested in having his work function optically. By that I mean that he sets things up in such a way that one is prompted to look through the image to see it as pure form. His use of the silhouette promotes this effect. But unlike Rauschenberg, Fahlström acknowledges the fact that the viewer tries to "read" a collection of images and to make sense of them, and does this using a common visual language, a socialized language.


Fahlström's work is about this impulse to read, which he plays with and subverts in various complex ways. He says this produces "the thrill of tension and resolution, of having both conflict and non-conflict (as opposed to 'free form' where in principle everything is equal)."1
 Thus, while Fahlström constructs image constellations that are impossible to read as simple narration, he strives to keep them from becoming "noncommittal". In this regard, he differentiates his practice from that of Rauschenberg, whom he says "tends to neutralize all statements through a pattern of relationships and thus achieves a state of total weightlessness of...elements,"
 At the time, there was a tendency to see this "flattening" as a kind of artistic nihilism, and, in fact, the Pop artists were first perceived as neo-Dadaists. Fahlström saw his use of fracture and leveling as "a constructive Dadaism and thus not Dada at all."


Fahlström's tactics have more in common with the ambitions of the Conceptualists than with those of the Pop artists with whom he is generally grouped. His interest in game strategies as an organizational principle links him to Conceptualism, but his use of popular imagery is inconsistent with most Conceptualist practice. The Conceptualists generally kept their distance from material associated with "low culture", focusing instead on "informational" forms like photography and typography. Fahlström, however, has little regard for uniformity of style, feeling that these class-based image distinctions are unimportant.


For Fahlström, style is irrelevant except for the content and experience it can convey. He feels painting should become "invisible"; it should be a carrier of meaning and not remain simply self-referential. This indifference to the "fetishistic" aspect of the artwork led him to conclude that artworks should, ideally, be produced as multiples. Now, especially after the rise of a neo-Conceptualism that accepts as a given a "post-Modern" plurality of style, it is easier to see Fahlström's practice as a kind of deconstruction, a deconstruction of the world using the popular signs which surround us every day, rather than as an exercise in raising "low" cultural material to the lofty realms of fine art.


This deconstruction of the world is produced by the construction of an artistic world — a model of the world. Fahlström's preference is for multi-part works where the various elements are involved in complex interrelationships that imply system and narration, This pushes his work toward the theatrical, toward an art that has spatial and temporal aspects. Even in his early abstract paintings, done while still living in Sweden, this is evident.


Pontus Hultén describes Fahlström's presentations of his painting Ade-Ledic-Nander II during the period of 1955 to 1957 as a kind of performance. Fahlström would exhibit the painting covered by a sheet with holes cut in it so only sections of the painting were exposed, He would then explain these areas to those assembled by reading out of a thick, typed manuscript which contained his analysis and "topographical maps" of the work. This presentation in parts was designed to prevent the audience from becoming distracted by other elements of the painting during the process of analysis.


Not only was the painting presented in this manner, he worked on it in the same way, covering the part of the canvas he was not working on so as not to be seduced by overall aesthetic considerations.4
 The painting was produced by constructing separate cells whose interrelationships were revealed only upon completion of the work. In this case, composition reflects Fahlström's views on geopolitics, which call for urban decentralization and communalism, The overall equality of composition is meant to be read as "democratic" rather than nihilistic and chaotic. Each part is as important as every other part of the painting. But each part must be considered in its autonomy first, then related to the system as a whole. The whole then becomes more than a sum of its parts, more than a mere compilation.


Fahlström's "signs" at this time were abstract and on the surface recall the pictographic constructs of some of the late Surrealist Jungian artists of the Forties and Fifties. Adolf Gottlieb's work comes to mind. Yet their concerns are almost opposed. Fahlström's are not timeless or "primitive" archetypal signs, they are not a kind of ur-language. His abstract marks are grouped typographically and imbued with specific character traits. These marks interact in the painting field in a precise and narrative manner. A complex set of game-like rules determines their interaction.


The painting can be read as a kind of model universe with composition providing the visual clues to unravel its "politics". Fahlström named the three character-forms that dominate the painting the Ades, the Ledics and the Nanders. He describes these forms as being akin to alien clans involved in a struggle for power. Hans Hofmann's "push-pull" is seen in social terms: compositional tension becomes symbolic of dialectical argumentation, AdeLedicNander II's accompanying written narrative has a science fiction flavor. Its title derives from a short story by science fiction author, A.E. van Vogt. Science fiction is a form where the shift of time is a transparent device; everyone knows that the described "future" is actually the present illustrated in terms of a parable.


Fahlström's abstract pictographs, easily misinterpreted as ahistorical, were soon replaced by overtly timely ones. In Feast on Mad, a drawing from 1958-59, various graphic elements taken from comic illustrations in the popular satirical Mad Magazine are decontextualized and rearranged in a chaotic cluster. In Sitting..., from 1962, elements from DC adventure and superhero comics are similarly decontextualized. But here the original context is more obvious. The painting is composed in a compartmentalized fashion, recalling the sequential frames used in comic book narratives, but presented in such a way that the frames no longer read as sequential, Again, Fahlström's use of the comic book image is not a play with low/high displacements à la Lichtenstein, but a play with temporality and narrative. Fahlström saw the comic strip as a narrative form lying halfway between the short story and film and was interested in it as such, He was not interested in comics as kitsch. Comic books offered a rich pictorial source reflecting contemporary mythologies, values, and belief systems in clear image tropes understandable to the public at large.


By the end of the Sixties, Fahlström was also using photographic images taken from the press, both of the serious and tabloid varieties. Presented in their normal narrative context, these image tropes remain invisible and thus "natural". Fahlström, using a technique similar to collage, reveals these tropes as manufactured, sometimes arbitrary, and thus "unnatural". Being man-made they are politicized; they are re-presented as purposely constructed toward specific social ends, Fahlström's interest in liquidity of meaning, the meaning of an image being defined by its context, led him soon after to abandon fixed composition. Shifting relationships, implied in earlier works by simultaneous depictions of a sign in various interactions within the visual field, were now replaced by change over time. He achieves this by making the elements in the paintings movable. In Sitting...Six months later, also from 1962, the elements are magnetized and can be moved about, producing a "variable painting", a kind of latent kinetic artwork. Fahlström continued to produce variable paintings until his death.


This particular exhibition focuses on Fahlström's installations, three in particular:

· The Little General (Pinball Machine) of 1967,

· Meatball Curtain (for R. Crumb) of 1969 and

· Garden-A World Model of 1973.


As I have already pointed out, Fahlström's work, from the very beginning, had spatial and temporal aspects. His exhibitions were "installations" in themselves. The variable artworks were generally shown with related "fixed" artworks which revealed "phases", his preferred arrangements of the variable paintings, as well as sketches that shed light on their source materials. These were complemented by separate artworks that used some of the same images in different configurations. The ideational construction of the artwork as well as its various permutations over time were presented as a whole.


Fahlström wanted to create total art works, hence his fondness for Happenings, Opera was his model, not only because it aspires to synthesis, but because, as he wrote, it "demonstrates the 'amorality' of art, its readiness to profit from and transform into art anything at all to stimulate and broaden our self-awareness...which in turn can or need not be made to serve a political end."5
 And like the composer or writer, he felt the artist should make fewer, bigger, and more complete works. In fact, one of Fahlström's earliest and most important works is titled Opera, He produced this massive drawing between 1952 and 1957. The work wraps around the room, enveloping the viewer, It is an additive work, composed horizontally, which promotes a reading of narrative progression, Fahlström was very much interested in Pre-Columbian Mexican book paintings, which evolved in long panels folded in concertina fashion. In Opera, Fahlström's abstract pictographs develop progressively in a way analogous to the recurrence of motifs in music or characters in a comic strip. The scale of the work forces the viewer to engage the picture physically, with one's whole body and not just one's eyes. More importantly, its vastness makes it impossible to take the work in as a whole, It can only be understood as a sum of experiences, as a gestalt.


The "installations" in this exhibition are, likewise, examples of Fahlström's larger-scaled works and well represent some of the strategies which characterize various parts of his career. The Little General (Pinball Machine) of 1967 is the largest of a group of sculptural works where Fahlström's signature silhouette elements float in rectangular table-like pools of water. The related works are Parkland Memorial (1967), The Dante-Virgil Skating Race (1968), and Blue Pool and Green Pool (both 1968-69). The water in the two latter works is dyed and functions analogously to the pictorial field of some of Fahlström's variable paintings, such as Sylvie (1965), or Pentagon Diptych (1970). The pools could be seen as variable paintings shifted from a vertical to a horizontal orientation, from parallelto the wall to parallel to the floor, which heightens their theatrical, puppet show-like aspect. Like the variable paintings, which allow the movement of individual magnetized "figures" within their metal "grounds", the elements here float freely about in their aquatic pictorial fields (except for The Dante-Virgil Skating Race where the water is "frozen", fixing all but two of the elements in position). Composition is liquid.


The silhouettes in The Little General are photographic, unlike the cartoonish or paper doll-like silhouettes of some other works, and are drawn from a variety of sources, including cheap advertising, lurid headlines and photos from tabloid newspapers, pornography, "leftist" imagery such as a Pepsi bottle turned Molotov cocktail, and popular figures ranging from the young Shirley Temple to Che Guevara and Lyndon Johnson. The subtitle of the work. Pinball Machine, presents all of this as an active, festive game. The work is more garish and outlandish, more random looking, than the other works in the series. The variety of source material calls to mind those montage sequences in year-end news summaries where you are barraged with an incomprehensible array of events with no apparent context except their status as signs of the "current".


Drawings and a fixed model for the work reveal an underlying associational system and certain privileged connections, but the immediate jolt of the piece is black humor reflecting the absurdist politics of the Yippies (Youth International Party) and the New Left with which Fahlström was actively involved. Despite the apparent randomness of the work, its obvious "political" aura makes it difficult to view in terms of the leveling effect characteristic of more formalized Pop production, Fahlström plays with the viewer's tendency to split the "political" from the "formal" reading of an artwork. He refuses to succumb to the common dictate that these are oppositional terms. This is Fahlström's true contribution to the art of the late Sixties. Unfortunately, it was not much recognized at the time.


The Meatball Curtain (for R. Crumb) was made two years later, in 1969. This massive work was done as part of the Art and Technology Program of the Los Angeles County Museum of Art, The purpose of this program was to pair artists with companies willing to assist them in the production of an artwork, utilizing the special resources the companies had to offer, Fahlström chose to work with Heath and Company, a maker of commercial signs. They manufactured the sort of huge illuminated signs that adorn gas stations and fast-food restaurants such as Kentucky Fried Chicken, and specialized in working with plastics and metals.


Interestingly enough, while on his first visit to Los Angeles, Fahlström was introduced to Zap Comix and ended up making a work utilizing the imagery he found there. Zap was started in San Francisco in 1967, and was one of the first underground comic books made by members of, and geared toward, the hippie subculture. It's not surprising that Fahlström, who had earlier done a work utilizing imagery derived from Mad Magazine, would be drawn to Zap, The Zap cartoonists were the much more radical, counter-cultural descendants of the artists who drew for the socially satirical Mad Magazine during its heyday in the Fifties. The Zap artists openly defied the Comic Code Authority of America, which monitors comic book content, by wallowing in the very subjects that code was designed to censor: sex, violence, drugs, and left-wing ideology.


By far the most famous of the Zap Comix artists is Robert Crumb, and most of the imagery in Fahlström's work was taken from Crumb's drawings. The title itself, Meatball Curtain, derives from a Crumb story called Meatball in which meatballs, falling from the sky, strike people causing a sort of instant satori. Fahlström describes the Meatball Curtain as an "homage to Robert Crumb...a great American artist."


The work is an ensemble of large, free-standing metal and plastic cut-outs. Again, they are silhouettes, but this time they are radically simplified, with little of the detail and graphic outlining found in earlier works. Because of its simplicity, one is tempted to see the work as a reaction to the then-current trend toward minimal brightly-painted public sculpture of the Alexander Calder, David Smith variety. The Zap references, however, are quite specific and the work is extremely baroque and playful in form, Fahlström described his interest in the silhouette as a way of putting emphasis on the "character" or "type" of an element. This promotes a reading of the element either as a sign or as an abstract form, In the Meatball Curtain, as in the variable paintings, these isolated silhouettes are used to create a shifting and organic whole. The silhouettes function as parts of "machinery to make paintings.... Picture-organ".6
 In this work, the emphasis is more on the "abstract", and I don't find I have the same impulse to project a narrative onto this work as I do in those that contain more detailed elements. The Meatball Curtain is one of Fahlström's most light-hearted works, a kind of counter-cultural sculpture garden.


Garden-A World Model, from 1973, represents Fahlström's last period, starting in 1971, when he became interested in working with current historical and economic data — commonly accepted "factual" material. The World Bank installation from 1971 is the first work Fahlström describes as being based entirely on such material, The pictorial images derived from popular sources that were the core of the variable paintings were replaced by images drawn by Fahlström himself.


I believe this was a radical decision for the artist. Fahlström's use of material lifted from popular culture suggests that the artist was something of a sociologist, standing outside of the culture whose myths he was "deconstructing". This, of course, is a fallacy; Fahlström left many clues to his own ideological positions in his works despite the freedom he afforded the viewer to interpret them. Yet, I see Fahlström's decision to use his own pictorial system as a sign of his uneasiness with his artistic anonymity. From Pop on, the trace of the hand has been a loaded issue, as evidenced by the continuing war between so-called Neoexpressionists and Neoconceptualists. Pop is characterized by its use of generic illustrations or photographs drawn from, or mimicking the style of, mass media. Its cool aesthetic depends upon this use of images that appear to be general, of society at large, rather than expressive, or indicative of a specific personality. When he introduced a gestural manner recognizably his own, Fahlström challenged this pictorial convention of "authorlessness" and anonymity. This convention is class based and reflects an ideology that seeks to prolong the useless distinction between "low" and "high" art.


What else could explain the fact that in the world of fine art, Lichtenstein is considered the sole author of images lifted almost intact from the work of other artists? To those familiar with comic book illustrators the images Lichtenstein quotes are immediately recognizable as the work of specific cartoonists. To the general public, however, these images are understood as generic cartoons, and are thus synonymous with the "low", with children, or the illiterate lower class. To the upper class viewer, a cartoon may symbolize the undifferentiated mass mind of the lumpen proletariat.


Fahlström's own style is a kind of loose cartooning. He had, in a sense, learned the language of cartoons well enough to speak it himself rather than quote it. Yet Fahlström's position within the field of high art prevents his comic style imagery from being completely transparent. Because of their context his cartoons cannot be seen as simple and invisible carriers of the information they illus- trate. They are too idiosyncratic to fall within the conventions of Agitprop, a tradition in which artists purposely suppress personal style in order to appear as spokesmen for the masses. Neither do they decontextualize and formalize cartoon illustration as Lichtenstein does, Instead, through the formal complexity of his composition and information groupings, Fahlström self-consciously subverts the viewer's conditioned response to popular images. His images are not heroic symbols of the common man, nor are they merely representations of the "low". Rather, they are elements of a visual language whose syntax can be manipulated, as in concrete poetry.


Fahlström undermines the notion that a popular lexicon implies a homogeneous audience. He presents a dizzying and conflicted array of factual material in the conventionalized language of cartoons, but uses this language in an unnatural way. The "naturalism" of a cartoon style is a function of its anonymity, its invisibility. This is why cartoons lend themselves so well to use in propaganda. They have an air of truth about them; they appear given, pre-existing, unconstructed. Fahlström's busy and unstable compositions and information overloads throw this naturalism into question. The only true political image must be the unnatural one, the one that challenges archetypal and unquestioned pictures of reality. This "unnaturalism" need not be an escape from the pictorial; as in abstract art, it can be a dissection of the pictorial. The secret language of pictorial conventions must be revealed as a construct, otherwise you remain the unwitting pawn of its shaping influence. This is what Fahlström does with his strange use of mass media conventions. The dissection of the natural is Fahlström's politic.


The finest example of this period of Fahlström's work is the World Map of 1972. The World Map presents a topography of current historical "facts" separated from each other by borders which call to mind national borders. You soon realize these borders are random, produced by pictorial necessity, and are dictated by the amount of information they contain, This play with border is most apparent in "At Five in the Afternoon" (Chile 2: The Coup. Words by Plath and Lorca) of 1974. Here the recognizable silhouette of Chile becomes the site of connection between various other random silhouettes, attached to it by long needle-like feelers. These contain images drawn by Fahlström "illustrating" the poetry of Sylvia Plath and Federico Garcia Lorca. By now, the enclosing forms are much more extravagant and baroque than those of World Map, Here the "political" form of Chile is thrown into sharp contrast with the "aesthetic" forms hovering about it.


In 1974, Fahlström wrote "recently I have...been making hundreds of improvisations in order to find shapes that are both interesting as such, and 'unnatural' to the factual content and to the space needed for the facts," and goes on to say that these forms "have something of the surprising beauty of tropical fish"
. Garden-A World Model uses these kinds of extravagant forms in a manner similar to their use in "At Five in the Afternoon", but heightens their "aesthetic" reading by presenting them as flowers growing out of pots. The material these "flowers" contain is the same kind he used in the World Map: historical and economic data.


Garden can be seen as an intermediate work, lying between World Map and "At Five in the Afternoon", still using historical data but presenting it in a much more opulent manner. The piece is an "installation" in that it is presented in a green room by itself, as an environmental tableaux, but in a very simplified way, not nearly as formally complex as Meatball Curtain or Fahlström's installation masterwork of 1964-66, Dr. Schweitzer's Last Mission. which I believe to be his most important variable painting.


In its stripped-down quality, Garden-A World Model is reminiscent of a product display. It recalls Fahlström's World Bank installation of 1971 which is a similarly simple monolithic display presented by itself in a color-coded room. Garden has a pathetic quality. By this, I mean that the isolation of the work in a room by itself may be read as a display of false grandeur. The beauty of the installation, with its complex jungle-like shadow effects, purposely grates against its disturbing historical and economic content producing a confusion of emotional effect. Soon after this, in "At Five in the Afternoon" and in the beautiful variable painting Night Music 2: Cancer Epidemic Scenario (Words by Trakl, Lorca and Plath) of 1975, in which both the field and the informational magnetized elements are highly baroque forms, historical "facts" are replaced by "facts" taken from poetry. Commenting on his use of such material in "At Five in the Afternoon", Fahlström writes, "the loss of Chile cannot be expressed merely by depicting a succession of events,"
 In these, his final works before his death from cancer in 1976, Fahlström proclaims the "reality" of art. Historical facts are as mythic as literary constructs; art, on the psychic level, is just as "real" as this worldly data. The artist, functioning in a symbolic world, nevertheless affects our perception of the everyday world. The artist's problem is to devise games interesting enough to bridge this gap. Fahlström's work continues to stand the test of time because it does just that.

THE REALM OF MYTH

A myth among other things

Is basically in the category of an idea

The vibration — radiation of an idea

Activates itself manifested synchronization.

A lie among other things

Is basically in the category of a myth.

The myth is of images,

Because the myth and that which is of the myth

Is the activator of unlimited imagination

.......... Parallel to or more...........

Synchronized to that which is not.

Everything is of a particular science

And myth is no exception

Witness: "Science-fiction"

And the manifestation of its self

To a living what is called reality

Or so-called reality.

As a science Myth has many dimensions

And many degrees

Tomorrow is said to be a dimension of myth

Or even the very realm of myth itself.

When it is said that

"Tomorrow never comes,"

Thus when we speak of the future,

We speak of a lie,

Because the future is tomorrow

And tomorrow never comes.

Sun Ra, 1979

APÉNDICE: SELECCIÓN DE LA OBRA DE ÖYVIND FAHLSTRÖM

Obra Pictórica 

1950-1959

· Opera, 1952-53. 27 x 1185 cm. Felt-tip pen, gouache and ink on paper. Private Collection

· Ade-Ledic Nander I, 1955. 65 x 54 cm. Oil, enamel and tempera on masonite. Collection Robert Rauschenberg Foundation, New York

· Ade-Ledic Nander II, 1955-57. 190 x 211 cm. Oil on canvas. Collection Moderna Museet, Stockholm

· Första kalaset på EDLUND [First feast on EDLUND], 1955. 63 x 76 cm. India ink on paper. Private collection

· Andra kalaset på EDLUND [Second feast on EDLUND], 1955. 112 x 147.5 cm. India ink on and colored ink on masonite. Private collection

· Kalas på MAD [Feast on MAD], 1957-59. 100 x 120 cm. India ink on paper. Collection Musée national d'art moderne, Centre Georges Pompidou, Paris. Donation of Daniel Cordier, 1989.

1960-1969

· Sitting... 1962. 159 x 201 cm. Tempera on paper mounted on canvas. Moderna Museet, Stockholm

· Sitting...Six months later (Version A), 1962. 56 x 116.5 cm. Variable painting. Tempera and India ink on paper mounted on canvas, vinyl, magnets, string and plastic beads. Moderna Museet, Stockholm

· The Planetarium, 1963. 197 x 234 cm, 57 x 57 cm. Variable diptych. Tempera, India ink, vinyl and magnets on canvas. 

· Collection Musée national d'art moderne, Centre Georges Pompidou, Paris

· The Cold War, 1963-65. 244 x 152,5 x 2,5 cm (each panel). Variable diptych. Tempera on vinyl, metal, plexiglas and magnets. Collection Musée national d'art moderne, Centre Georges Pompidou, Paris

· Performing K.K. No. 3, 1965. 138,5 x 93 x 5 cm. Oil and collage on canvas with four movable magnetized. Collection Robert Rauschenberg, New York

· Roulette, 1966. 150 x 178 cm. Variable painting. Oil on photo paper on vinyl and board, magnets. Museum Ludwig, Cologne, Donation 1976

· Green Power, 1969. 230 x 155.5 x 16 cm. Variable structure. Oil on photo paper, magnets, acrylic on wire and plastic flowers. Musée national d'art moderne, Centre Georges Pompidou, Paris

1970-1976

· The Monopoly Games, 1970-71: “World Trade Monopoly (small)”; “World Trade Monopoly (large)”; “World Politics (large)”; “U.S. Monopoly (small)”; “C.I.A. Monopoly (small)”, “1971 Indochina”, 1971

· Notes 1 (Pentagon), 1970. 42 x 35.5 cm. Acrylic and India ink on paper. Collection Carroll Janis, New York

· Notes 5 (Wrestlers), 1971. 42 x 35.5 cm. Acrylic and India ink on paper. Private collection, New York. 


· Notes 6 (Nixon Dreams), 1971. 42 x 35.5 cm. Ink and acrylic on paper. Collection Grino di Maggio. 

· Notes 9 (reading Felix Greene's "The Enemy"), 1971. 42 x 35.5 cm. Acrylic and India ink on paper. Collection Maria and Conrad Janis, Los Angeles

· World Map, 1972. 91.5 x 183 cm. Acrylic and India ink on vinyl mounted on wood. Private collection

· S.O.M.B.A. (Some of My Basic Assumptions), 1973. 152 x 280 cm. Variable painting. Acrylic and India ink on vinyl, magnets and metal panel. Städtische Galerie im Lenbachhaus, Munich

· Packing the Hard Potatoes (Chile 1), 1974. 112 x 211 x 10 cm. Variable painting. Elements on spring wire rods with magnets, acrylic and India ink on vinyl and shaped metal panel. Collection Sharon Avery-Fahlström, New York Courtesy of Galerie Aurel Scheibler, Cologne

· At Five in the Afternoon (Chile 2), 1974. 269 x 160 x 112 cm. Variable structure. Elements on fiberglas rods. Acrylic and India ink on vinyl and shaped metal panel. Musee national d'art moderne, Centre Georges Pompidou, Paris

· Night Music 2: Cancer Epidemic Scenario, 1975. 102 x 237 cm. Variable painting. Acrylic and India ink on vinyl, magnets and shaped metal panel. Moderna Museet, Stockholm

Graphics & Multiples

· Edlund, 1954. 21 x 29.2 cm. Mimeograph. edition: 2000 or fewer printer: Dag Wedholm, Per Lindström and the artist? published in Odyssé (Stockholm), No. 2-3, 1954

· Untitled, 1956. 23.5 x 15.9 cm. offset lithograph. edition: unknown. printer: Hammarstedt & Co., Malmö. published in Salamander (Malmö), No. 3, 1956

· Untitled, 1962. 26.7 x 18.7 cm. etching (one color). edition: 100. printer: Georges Leblanc, Paris. publisher: Galleria Arturo Schwarz, Milan

· My Dear White Skeleton. (illustration for a poem by Walasse Ting from 1¢ Life), 1964. 41.3 x 58.1 cm. lithograph in colors. edition: 2100. printer: Maurice Baudet, Paris (plate). Georges Girard, Paris (text). publisher: E.W. Kornfeld, Bern

· Eddie (Sylvie's brother) in the Desert, 1966. 43.5 x 41.9 cm (cut out and arranged). 43.5 x 55.6 cm (uncut). silkscreen in colors. edition: 225. printer: M.H. Lavore, Inc., New York. (Mario Lavore, master printer). publisher: Tanglewood Press, Inc., New York

· Sitting...Dominoes, 1966. 71.8 x 102.6 x 1.8 cm . silkscreen in colors on vinyl, magnets, metal and Plexiglas. edition: 50. printer: Maurel Studios, New York. (Shiela Marbain, master printer). publisher: Multiples, Inc., New York

· ESSO-LSD, 1967. 89.1 x 127 x 14.9 cm (each of two panels to be hung 30 cm apart). manufactured plastic signs edition: 5. manufacturer: B. Nässil & Co. AB Skyltfabrik, Sundbyberg, Sweden. publisher: the artist

· Opera, 1968. 20 x 91.4 cm (each of ten sheets). 20 x 865.8 cm (total image size). 20 x 919.2 cm (total sheet size installed). silkscreen (one color). edition: 400. printer: BMJ Silkscreentryckeri, Stockholm (Olle Blyberg, master printer). publisher: Riksutställningar, Stockholm

· $108 Bill, 1971. 66 x 448.3 cm. lithograph (two colors). edition: 30?. printer: Cooper Union School for the Advancement of Science and Art. Print Workshop, New York (Tom Gormley, master printer). publisher: Experiments in Art and Technology, New York

· Sketch for World Map Part I (Americas, Pacific), 1972. 86.4 x 101.6 cm (approximately). offset lithograph. edition: 7300 (approximately). printer: Triggs Color Printing Corp., New York. publisher: the artist

· Column no. 1 (Wonder Bread), 1972. 71 x 58.9 cm. offset lithograph (four-color process). edition: 120 (signed). 4000 or more (unsigned). printer: Tryckerigruppen, Malmö (Gösta Svensson, master printer). publisher: the artist and Sidney Janis Editions, New York

· Sketch for World Map, 1973. 55.9 x 106 cm. 22 x 41 3/4 inches. silkscreen (one color). edition: 150. printer: Styria Studio, New York (Adolf Rischner, master printer). publisher: Avery, Kenner and Weiner, Inc., New York

· Column no. 2 (Picasso 90), 1973. 76 x 55.9 cm. silkscreen (twenty-six colors). edition: 120. printer: Domberger KG, Bonlanden, Germany (Luitpold Domberger, master printer). publisher: Propyläen Verlag, Berlin

· $108 Bill, 1973. 30.5 x 22.9 cm. silkscreen (one color). edition: 300. printer: Styria Studio, New York (Adolf Rischner, master printer). publisher: Experiments in Art and Technology, New York

· Section of World Map — A Puzzle, 1973. 50.8 x 81.3 x 0.6 cm. silkscreen (five colors) on vinyl with magnets and metal. edition: 100. printer: Styria Studio, New York (Adolf Rischner, master printer). publisher: Multiples, Inc., New York

· Column no. 4 (IB-affair), 1974. 75.9 x 56.4 cm. silkscreen (twenty-six colors). edition: 300. printer: Domberger KG, Bonlanden, Germany (Luitpold Domberger, master printer). publisher: Die Zeit, Berlin

· Dr. Livingstone Collage, 1974. 99.7 x 69.9 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· "Africa" Model, 1974. 99.7 x 69.9 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Simplicity, 1974. 99.1 x 69.9 cm.  silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Phase 3 of "Sitting...Five Panels", 1974. 69.8 x 100 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Notes 6 (Nixon dreams), 1974. 99.5 x 69.9 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Sketch for "Kidnapping Kissinger", 1974. 69.9 x 100.2 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Seven Elements from "S.O.M.B.A.", 1974. 100.4 x 69.5 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Study for World Model (Garden), 1974. 69.2 x 99.4 cm. silkscreen in colors. edition: 100. printer: Multirevol (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Column no. 3 (Chile F), 1974. 99.5 x 69.5 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Rulle (Suggestions for "The Cold War"), 1974. 69.9 x 99.5 cm. silkscreen in colors. edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Notes 7 ("Gook"-masks), 1971-1975. 66 x 50.5 cm. etching with hand coloring. edition: 25? printer: Georges Leblanc, Paris. hand coloring: Nicole Grandval publisher: Éditions du Dragon, Paris

· Nights, Winters, Years (Words by Justin Hayward), 1976. 63 x 89.9 cm. silkscreen in colors. printer: Arte, Paris. publisher: Maeght Éditeur, Paris

· Elements from "Masses", 1976. 69.9 x 69.9 x 1.4 cm. baked enamel on metal with magnets. edition: 50. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan

· Sixteen Elements from "Chile 1", 1976/1989. 124.5 x 245 cm. silkscreen in colors (twenty-five colors on Belgian linen). edition: 100. printer: Multirevol, Milan (Renato Volpini, master printer). publisher: Edizioni Multhipla, Milan and Redbird Editions, Inc., New York. 

· Sketch for World Map, 1973. (3,4 Mb)

Instalaciones 

· Dr. Schweitzer's Last Mission, 1964-66. 450 x 1020 x 225 cm (variable). Tempera on 8 metal boxes, 10 cut-out boards, 50 magnetic metal and vinyl cut-outs. Collection Moderna Museet, Stockholm

· The Little General (Pinball Machine), 1967-68. 100 x 280 x 550 cm (pool). Oil on photopaper on vinyl, plexiglas, metal, magnets, styrofoam floats with lead keels in a pool. Collection Sharon Avery-Fahlström, New York

· Meatball Curtain (For R. Crumb), 1969. 1024 x 480 x 366 cm (variable). Enamel on metal, plexiglas and magnets. Collection Sharon Avery-Fahlström, New York

· World Bank, 1971. 51 x 208 x 46 cm. Acrylic and India ink on vinyl, gold leaf on wood, plexiglas, velvet. The sculpture is installed in a dark room with low light illuminating the gold bars. Collection Moderna Museet, Stockholm

· Garden — A World Model, 1975. 457 x 457 cm (variable). Acrylic and India ink on vinyl, sixteen flowerpots, wood dowels and potting soil. The sculpture is installed in a green room with a green floor. Collection Sharon Avery-Fahlström, New Yo

Happennings, Performances, Teatro

· Aida, 1962. (Performance in twenty tableaux for four participants each playing several different roles). Moderna Museet, Stockholm, October 20, 1962. Manuscript in private collection. 


· The Marriage, 1964. Robert Morris's and Yvonne Rainer's studio, New York. Manuscript unknown.

· Ur Mellanöl, 1964. Ur Mellanöl, 1964. Five New York Evenings. Moderna Museet, September 13, 1964. Produced by Fylkingen. Manuscript in private collection. Ur Mellanöl (2), 1964. En smal kväll: Bild-Ljud-Dikt.. Moderna Museet,. October 7, 1964. Manuscript in private collection.

· Fahlströms Hörna, 1964 (Happening in five parts for 20 participants). Moderna Museet November 4, 1964.

· “Kisses Sweeter than Wine”, 1966. 9 Evenings: Theatre & Engineering. The Armory, New York October 13-23 1966. Produced by Experiments in Art and Technology. Working manuscript, (12 pages) and complete manuscript, (50 pages). Billy Klüver Collection, New York.. Radio version broadcast on January 4 and 18, 1967. Manuscript Sharon Avery-Fahlström Collection.

Cine

· Mao-Hope March, 1966. Directed by Öyvind Fahlström. Black and white and sound. 16mm. Duration: 4.5 minutes. Director, Producer and Sound Editor: Öyvind Fahlström. Camerman and Film Editor: Alfons Schilling. Interviewer: Bob Fass. Filmed on September 1, 1966 in New York City. It was originally made to be incorporated into his theatrical work, Kisses Sweeter Than Wine, staged during 9 Evenings: Theatre and Engineering, October, 1966, at the 69th Regiment Armory on 26th Street in Manhattan, an event organized by Experiments in Art and Technology (E.A.T.). By 1973, Fahlström had decided to present Mao-Hope March as an independent work of art. It was included in his 1973 solo exhibition at Sidney Janis Gallery, New York, and in his retrospective exhibition at the Moore College of Art Gallery, Philadelphia, that same year. Mao-Hope March, as well as his 1968 film, U-Barn, were available as rental films from the distributor, Filmcentrum, in Stockholm. Notes on the collaborators: Alfons Schilling, the cameraman and film editor, is a Viennese artist who llived and worked for many years in New York City. He was the principal film documentarian of the 9 Evenings performances and created many of the props Fahlström used in Kisses. Bob Fass, the interviewer, is a well-known radio personality whose regular program on listener-sponsored WBAI in New York City was a favorite of Fahlström, who listened to radio, music or television while he worked. Transcript from the film. Sharon Avery-Fahlström Collection
· U-barn, 1968. Black & white and colour film, 25 minutes . With Sören Brunes, Björn Granath, Lise-Lotte Nilsson, Björn Melander, Ulla Wiggen, Lotte Silferhielm, Erik Hallström, Carlo Derkert. Directed by Öyvind Fahlström. Photography by Olle Holm, Andreas Bellis and Peter Davis. Edited by Per Berglund. Sound by Tommy Lundkvist. Produced by Stefan Jarl for the Swedish Film Institute, Stockholm.

· East Village, 1968. Black & white documentary film. 38.50 minutes. With John Giorno, Alex Hay, Steve Seaberg and Robert Rauschenberg.. Directed by Öyvind Fahlström. Photography by Peter Davis & Ray Steiner. Edited by Bengt G. Eriksson, Swedish Television. Produced by Lennart Ehrenborg & Öyvind Fahlström.

· Revolution Now, 1968. Black & white documentary film, 59 minutes. Written, directed, and produced by Öyvind Fahlström. Photography by Peter Davis & Staffan Lamm. Produced by The Swedish Television/ Du gamla, du fria, 1971. Color film, 100 minutes. With Marie-Louise De Geer, Björn Granath, Hans Mosesson, Ann-Charlotte Hult, Berit Nyman, Peter Wahlqvist, Anki Rahlskog, Svante Holmström, Robert Carlesson, Jan Lööf, Lars Hillersberg, Carl Johan De Geer, Lena Svedberg, Olle Jeppson, Håkan Alexandersson, Kenneth "Kenta" Gustafsson, Gustav "Stoffe" Svensson, Marianne Ahrne, Dan Nyman, Bo Montelius, Hans Nyberg. Written and directed by Öyvind Fahlström Photography by Hans Welin, Roland Sterner. Edited by Lars Haglund, Sten-Göran Camitz. Sound by Håkan Lindberg. Swedish Film Institute. Produced by Tomas Dyfverman, Sören Brunes, Hans Iveberg. Released by Profilm, Sweden 1972.
Radio 

· Fåglar i Sverige [Birds in Sweden], 1963. Sound collage for radio. 30-minutes. Nattövning, Swedish Broadcasting Corporation. January 13, 1963. Manuscript Sharon Avery-Fahlström Collection

· Den helige Torsten Nilsson [The Holy Torsten Nilsson], 1966. Sound collage for radio in five 45 minutes episodes. Nattövning, Swedish Broadcasting Corporation February 4, 11, 18 and 25, and March 4, 1966. Manuscript Sharon Avery-Fahlström Collection.

· Cellen, 1972. Sound collage för radio. Swedish Broadcasting Corporation, July 11, 1972.
� El concretismo fue un movimiento de vanguardia que nació en las artes plásticas en los años 1930. Sus principales postulados  son: a) rechazo de toda relación con lo natural, lo objetivo y lo simbólico; b) objetuación o representación de ideas abstractas en una nueva realidad de carácter universal y constante; c) preocupación por la expresión plástica basada principalmente en la línea, la superficie, la forma; d) empleo de elementos geométricos sencillos (círculos, cuadrados, triángulos) y creación de tensiones; e) estructuras que recuerdan construcciones o arquitecturas; f) colores planos creando efectos cromáticos de espacio y vibración plástica. La Poesía Concreta es un tipo de poesía en la que lo visual y espacial tienen el mismo nivel de importancia que la rima y el ritmo en la poesía lírica. Sus inicios se hallan hacia 1950 cuando el término se acuñó "concreto" para esta escuela. La poesía concreta se ha vuelto un término inclusivo que, desde 1950 en adelante, parece designar la poesía visual en general. El movimiento fue asumido con entusiasmo por escritores alrededor del mundo entero pero, en su definición más estricta, su fundación se debe exclusivamente a Eugen Gomringer en Europa y simultáneamente al Grupo Noigandres creado en São Paulo, Brasil, en 1952, por los poetas Decio Pignatari, Augusto de Campos y su hermano Haroldo de Campos. Publicaron ese año el primer número de la revista NOIGANDRES. Dada la cercanía que sintieron los poetas de Noigandres con la tradición, no podemos hablar de un nacimiento súbito de la poesía concreta; no obstante el grupo fue responsable del acuñamiento del nombre y del primer manifiesto. El manifiesto "Plan Piloto para la Poesía Concreta" (revista NOIGANDRES 4), nombra como antecedentes del concretismo poético a una serie de autores: Stéphane Mallarmé (Un coup de des, 1897); Ezra Pound (The Cantos, 1925); James Joyce (Finnegan's Wake, 1939); Apollinaire (Calligrammes, 1918); E.E. Cummings; Oswaldo de Andrade, Anton Webern en el ámbito musical; la serie de pinturas Boogie-Woogie de Piet Mondrian, etc. Las actividades y experimentos del grupo conducirían más adelante, entre 1953 y 1956, a la fundación del movimiento de poesía concreta. El término lo acuñó Augusto de Campos en la segunda edición de NOIGANDRES en el título de uno de los artículos y el nombre se propagó rápidamente por los medios escritos. El lanzamiento público del movimiento se dio lugar en la "Exposición Nacional de Arte Concreta" de São Paulo en diciembre de 1956 y luego en febrero de 1957 en Río de Janeiro.


� Flo-Master fue una popular marca de tintas y marcadores en la segunda mitad del siglo XX, particularmente recordada por la colorida opacidad de sus tintas. Estos marcadores fueron diseñados para ser utilizados sobre superficies de vidrio y devinieron particularmente populares entre los artistas del graffiti de los subterráneos neoyorquinos en la década de 1970 e inicios de los ’80. Véase � HYPERLINK "http://en.wikipedia.org/wiki/Flo-Master" ��http://en.wikipedia.org/wiki/Flo-Master�


� INSTITUT VALENCIÀ D'ART MODERN. CENTRE JULIO GONZÁLEZ (Valencia). Öyvind Fahlström. ESSO LSD. 1992.


� Sharon Avery-Fahlström says “Even if Öyvind Fahlström had made no other contribution, his invention of variable painting – which evolved from his earlier discovery of concretism – would be enough to secure his place in art history”


� A. S. Bessa, quien ha sido corresponsable en el proyecto de animar poesías de ÖF para la web del artista dice: “Writing is technology, perhaps man’s first invention. (…) Öyvind Fahlström understood this aspect of language at a very young age. He wrote his concrete poetry at a time when great technological inventions such as the typewriter and the tape recorder were becoming available to the masses. His greatest achievement was to recognize quickly the impact that the new media would have on the future of writing. Fahlström’s concrete poetry thus follows the tradition of visionary writers such as Edgar Allan Poe to whom “Poetry has no goal...other than itself.” Many of Fahlström’s concrete poems reflect the syntactical possibilities of the insurgent technology.


� 9 evenings: theatre and engineering, a series of performance events organized by Billy Klüver, a Bell Laboratories physicist, that took place at the 69th Regiment Armory in New York from October 13-23, 1966. 9 evenings featured ten artist/engineer collaborators who attempted to realize previously unattainable creative projects.  9 Evenings was a significant turning point for many artists who became aware, many for the first time, of the implications that advancements in technology had for the development of their own work.  The exhibition 9 Evenings Reconsidered: Art, Theatre, and Engineering, 1966 includes works of art, ephemera, drawings, film, and photo documentation of the 1966 performances.  The artists involved in 9 evenings: theatre and engineering were John Cage (composer); Lucinda Childs (dancer and choreographer); Öyvind Fahlström (painter and author of theater pieces); Alex Hay (painter and choreographer); Deborah Hay (dancer and choreographer); Steve Paxton (dancer and choreographer); Yvonne Rainer (filmmaker, dancer and choreographer); Robert Rauschenberg (painter and choreographer); David Tudor (musician and composer); and R. Whitman (film/video artist, author of theater pieces).  Bell Laboratories’ Billy Klüver brought these artists together and paired each artist with an/a Bell Labs engineer to create new works.  Engineers included: Dick Wolff, Herb Schneider, Larry Heilos, Jim McGee, Per Biom, Cecil Coker, Peter Hisch, Robby Robinson, Fred Waldhauer, and Harold Hodges.


� An innovation in the work of Öyvind Fahlström is its interactive nature. Throughout the last fourteen years of his life, Fahlström created works that invited public participation. The print, Eddie (Sylvie’s brother) in the Desert, for instance, instructs the viewer to “cut out and arrange” its elements, while the large installation, The Little General (Pinball Machine), invites the viewer to blow its floating elements. His pursuit of audience interaction culminated in the political gameplaying of the Monopoly series


� Meatball Curtain (For R. Crumb), 1969. Instalación 1024 x 480 x 366 cm (variable). Enamel on metal, plexiglas and magnets. Collection Sharon Avery-Fahlström, New York


�Mattias Nilsson says “Fahlström created several versions of the political game, Monopoly, with handpainted vinyl and magnets (World Trade Monopoly (B. Large), 1970, US Monopoly (Small), 1971, CIA Monopoly (Small), 1971, etc.). These “variable” paintings are perhaps some of the world’s first interactive artworks”. 


� World Bank, 1971.  The sculpture is installed in a dark room with low light illuminating the gold bars.


� Tomados de la página web sobre el artista: � HYPERLINK "http://www.fahlstrom.com" ��http://www.fahlstrom.com�. Pueden verse allí otros textos suyos en sueco: Manipulera världen, 1962, y Spel, 1965. 


� Publicado por primera vez como "Den Osynliga Tavlan". Artresa (Stockholm) Nr. 1, February, 1960, 2-3.


� Originalmente publicado como "Korvar och pincetter - en löpande kommentar." Konstrevy (Stockholm) Nr. 4, 174-182, 192.


� En Fahlström. Milan: Multhipla Edizioni, 1976.


� "Historical Painting." Flash Art (Milan) Nr. 43, December 1973-January 1974, p. 14.


� Öyvind Fahlström, “Take Care of the World”, in Manifestos. New York: Great Bear Pamphlet, Something Else Press, Inc., 1966. The author’s 1975 revised text was reprinted in Sharon Avery-Fahlström (ed), Die Installationen / The Installations. Ostfildern, Germany: Cantz Verlag, 1995, p. 36.


� Kenneth Frampton, Modern Architecture, A Critical History (London: Thames and Hudson Ltd, 1985), 181.


� “Plano Piloto,” literally “Pilot Plan,” was the title of Niemeier and Costa’s proposal for Brasilia. Their design has an airplane shape with the administrative section spread through the “body” of the airplane, whereas the residential areas are located in the two “wings.”.


�  João Cabral de Melo Neto-- composition’s engineer and psychologist, plus anti-ode: direct language, economy, and functional architecture of verse.


� Aracy Amaral, Projeto Construtivo Brasileiro na Arte (1950-1962). (Rio de Janeiro: MEC - FUNARTE, 1977), 76-77.


�  Ib.


�  Ib, 78-79.


� Getúlio Vargas (1883-1954), four times Brazilian president, first came to power in1930 as the “chief of the provisory government.” In 1934 he was “constitutionally elected” by the Congress to remain in power until 1937. From 1937 to 1945 he ruled as dictator, and was finally elected by overwhelming majority in a democratic election in 1950. In 1954, while still in office, he commited suicide.


� Roland Barthes, Writing Degree Zero (New York, The Noonday Press, 1993), 75-76.


� Ib.


� Mark Wigley, The Architecture od Deconstruction, Derrida’s Haunt (Cambridge, The MIT Press, 1993), 202-204.


� Ib.


� Öyvind Fahlström, Öyvind Fahlström (New York, The Solomon R. Guggenheim Foundation, 1982), 26-29.


� Ib.


� Ib.


� Öyvind Fahlström, Fahlström (Milan, Multhipla Edizioni,


� falta la nota en el texto electrónico.


� Ib.


� Ib.


� Fahlström, Öyvind. "Take Care of the World." In Manifestos. "Great Bear Pamphlet." New York: Something Else Press, Inc., 1966. Dieses/This Great Bear Pamphlet also includes manifestos by Ay-o, Philip Corner, W.E.B. DuBois Clubs, Robert Filliou, John Giorno, Al Hansen, Dick Higgins, Allan Kaprow, Alison Knowles, Nam June Paik, Diter Rot, Jerome Rothenberg, Wolf Vostell, Robert Watts and Emmett Williams. Fahlström's 1975 revision of his original text is published here for the first time.


� Fahlström, Öyvind. "Jim Dine." In Pop Arf Redefined, Russell, John and Suzi Gablik. London: Thames and Hudson, 1969.


� Fahlström, Öyvind. "Hipy Papy Bthuthdth Thuthda Bthuthdy." In Öyvind Fahlström. New York: The Solomon R. Guggenheim Museum, 1982; Öyvind Fahlström. València: IVAM/Centre Julio Gonzalez, 1992. First published as "Hätila ragulpr på fåtskliaben: manifest för konkret poesi." Odyssé (Stockholm) Nr. 2-3, 1954, 1-8.


� Hultén, Pontus. "Öyvind Fahlström, Citizen of the World." In Öyvind Fahlström. New York: The Solomon R. Guggenheim Museum, 1982; Öyvind Fahlström. València: IVAM/Centre Julio Gonzalez, 1992.


� Fahlström, Öyvind, "After Happenings." In Öyvind Fahlström. New York: The Solomon R. Guggenheim Museum, 1982. First published as "Den livsviktiga teatern." Konstrevy (Stockholm) Nr. 4-5, 1965, 123-127.


� Fahlström, Öyvind. "Manipulating the World." In Art and Literature. Lausanne: Société Anonyme d'Editions Littéraires et Artistiques (Herbst-Winter 1964) Vol. 3. Reprinted in Öyvind Fahlström. New York: The Solomon R. Guggenheim Museum, 1982; Öyvind Fahlström. València: IVAM/Centre Julio Gonzalez, 1992.


� Fahlström, Öyvind. "Notations 1974." In Fahlström. Mailand: Multhiplo Edizioni, 1976.


� Ib.


� Sun Ra. The Immeasurable Equation. Chicago: Ihnfinity, Inc./ Saturn Research. 1972.
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