


A VEO.—NAUT IN THE TROPICS J
Jalius Koller in South America ;
.t

My aim is to artistically express the truth about the era and thus 1
skip over it into the future. I
Julius Koller £
c

At the height of the space race, in 1977, the spaceship Voyager 1
was launched into space with o golden disc oboard. Conceived as o o
communication device, this disc contained a hundred imoages and o It
number of the sounds of nature. A musicol selection from different h
eras of humanity wos also included by the team under astronomer o
Cart Sagan, along with salutations spoken in different longuages. o
It was not by chance that long-distance communication was the focus [ £
of numerous projects during the Cold War. This Cold War world, divided :
into economic klocks, antoagonistic politics, and the repressive dynamic it
of cantrol and censorship in countries plogued by dictotorial regimes, M
is a fundamental bockdrop when looking ot parallels between artistic It
practices in Eastern Europe and in Latin America during the 19710s. o
Between 1974 ond 1976, Jilius Koller sent fourteen textcards from o
Brotislava to Séo Paulo, to porticipate in open-invitation exikitions A
held in Brozil As communication devices, his textcards brought distont P
places into contact with each other, and articulated microcosms and P
MmOcCrocosms, imaginary repertories, and everydoy situations, games, h
and fiction. o
. e
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Jalius Koller’s participation in exhibitions in South America and the
possible correspondences from his warks to those by other artists
conh be seen as o constellation of interrelations and also indicates
the routes and the circuits in which these artists were orbkiting in
the 1970s!

In his work, Koller, as o UF.0-naut, articulates precepts of science
for popular and patephysical consumption, and portrayals from oncient
civilizations and rites inherent to the proctice of sports. References
to Marcel Duchomp, Dada, the Surredlists, Fluxus, and the Situotionists
are oll articulated in situations and actions that ironize daily life.

In only the three letters "UF.0,” Jllius Koller synthesizes in o manifesto
his programmotic and fictional modus operandi, which was to ke extended
over several decades after 1970. Koller wrote: "Sub jective cultural
octions—operations for (create) cultural situations (directed to the
future) in universal ob jective reality. Instead of new art and sesthethics,
‘UF.0.8" give rise to a new sub ject, consciousness, life, production,

Le. Cosmo-humanist culuture. Cultural situations are carried out via
my action infiltration into everyday reality.”

In Koller’s textcards, artistic and linguistic operation is presented
as o space of representation that involves subject and culture, the
orgonism (individual) and organization (social).

As Georg Schollhamner cbserves: “With UF.0, o complex reference and
relationship system arises between the acts of designation ond their
possibility of mutating: in various works in subsequent years, the 0.
has ossumed the names ob ject or ornament or orientation or observation
or opustane ahrazu (release of the image) or otaznik (question mork),
etc, etc; the F. has nutated into functional, folkoristic, Factographic,
filosofic, fantastic, flyer, and so Forth.”3

AVNI CUFDD:
a Cultural and Political Situation in Brozil in the 197 0s

The inportance of [OVNI (Portuguese for UFDD in the collective imaginary
at that time does not seem to be casual

In Brozil, the VNI theme reveals a spirit of o time in its contradictions.
On the one hand, it represents the desire for contoct with the
unknown, within the expanding movement of plonetary awareness, with
resonances in Koller’s ideas in Cosmo-humanist Culture and non-
aenthropocentric significance. On the other hand, mainly from a political
point of view, it connotes the impariclist race to control and dominate
space and sighals advanced vigilance as the modus operandi of
totalitarian regimes, which gains specific contours in Lotin Americe.
It is worth noting that the secret files at the Ministry of Brazilian
Aeronautics prove that a specific department was in operation,
between 1969 and 1972, to study UFs. The task was to investigote
the apparitions, register all incidents, and assess their characteristics
ond the reports, rich in details, of withesses.

In these files, the sketches made by the military based on the reports
gothered are particularly captivating.* Such histerical and political
circumstances, which had been kept secret until the recent release
of files, mnake the synthetic messages sent from Koller by mail to
Sto Paulo in the 1970s even more intriguing.




Mail Art Network os o Cultural Situation

Experimental artistic practices and the desire for long-distance
communication nourished exhibitions by non-hegemonic transnational
networks in the 1960s and the 19705 With the motto "no fees, no
Jury, no return,” in Latin America and in Eastern Eurcpe, this pre-
internet net suggested what Michel Foucault colled heterotopia.

For Foucault, heterotopias are “counter-sites, a kind of effectively
enacted utopia in which the real sites, all the other real sites that
can be found within the culture, are simultoneously represented,
contested, and inverted. Places of this kind are outside of oll places,
even though it may be possible to indicate their location in reality.”
In 1969, under the headline “Contact (Anti-happening)” Jllius Kolier
wrote of the “reclization of cultural situations as communication
means of culturol energy of non-professional practice.”®

The network of artists, indeed, activated great creative energy from
an economy of exchanges founded on reloationships of solidarity and
friendship. The links were established, most of the time, without the
participants ever having personally met and served os one of the few
possibilities for many of these artists to moke their works public.
The willingness to communicate was the sofe foundoation for these
underground practices.

The critic Viktor Misiano compares artistic activity in the 1990s
(after the collopse of communist regimes) and in the last two decades,
ohd okserves how social and political processes engendered distinct
forms of relationships in artist communities.” For Misiano, confidential
communities based on the principle of friendship were transformed
into operative, more instrumentalized communities driven by the appeals
of the globkal morket. The economy af friendship moved that system in
the 1970s and maintained a subversive relationship with the inexistent
or incipient market porodigm in these parts of the world.

PROSPECTIVA

MUSEU DE ARTE CONTEMPORANEA
da Univ 0

Prospectiva, 1974
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Prospectiva = Protektive?

In Brazil under full military dictatorship, with the international boycott
of the Sao Poulo Bienniol as of 1969, the Museu de Arte Contempordnea
do Universidade de S@o Paulo (MAC USP) come to represent ane of the
few possibilities for artists in Brozil to exchange artistic information,
thonks to the incentives of its director, Walter Zonini®

The Prospectiva 74 exhibition, in which Jolius Koller participated, is
exemplary of an active international exchange program bosed on the
hetwork of contacts promoted by the museum. Conceived by Walter
Zonini, together with Julio Plaza, a Spanish artist established in S&o
Paulo, the exhibition ran for ane month in 1974, and more than 150
artists from various countries participated by sending works through
the postal service to the museum. The massive international presence
wos also o response to the requirement of the organizers thot eoch
participant would invite another artist. The presence of artists from
Eastern Europe and Latin America is highly significant. Besides J(lius
Koller, some of those who participated were Juraj Melis, Dezider Toth,
Petr $tembera, Krzystof Wodiczkeo, Miroljub Todorovic, Jirfi Valoch, in
addition to the Mexicans Felipe Ehrenberg and Ulises Corridn, as well
as the Germon Klous Groh. Carridn ond Groh played o fundamental role
in this southern-eastern artistic network. The book Aktuelle Kunst in
Usteuropa (Contemporary Art in Eastern Europe) by Groh, for example,
published in Germany in the early 1970s, was one of the first saurces
of information about artists from Eastern Europe. Piotr Piotrowski
writes: "Perhaps the greatest value of Groh’s book from o historic
perspective rests in the fact that the author was one of the first
to notice the events toking place around 1970 thot were changing
the character of art in the region [ ..]. East ond Centraol European
artists were beconing more visible and active on the international art
scene. Everyone sought contacts abroad trying to ighore the reality
of international korders and political divisions.”

Groh’s initiative 1o publish the International Artists Cooperation
(TAC-INFD) bulletin worked, from 1969 and in the years to tome, 0S

a platform for exchange between artists from Latin Americo and
Eastern Europe.i?

Later, toking stock of those decades, Klaus Groh begins his recollections
quoting the name of Jdlius Koller in this particular network, and
clarifying the role of networks. Groh explains: "Mail art is o method of
setting creative forces freg, to encourage, to publicly identify with
one’s action, to be ready to communicate with other about one’s
ideas. The decisive unit of measure for these kinds of new forms of
artistic practice is not the idea—for letter writing or card sending
is hothing revolutionary—, but the analysis and expanhsion of sensory
perception through unusual use of familiar medio.”t!

Use of the postol service became o device that engendered o new
operative model for the museum, closer to the archive, which had
implications for processes of documentotion, conservation, and the
exhibition of artworks as documents which museums ore still struggling
1o assimilate into collections.

Troditional demonds for quality, pertinent to modernism, and the
outonomy principle of the unique artwork were definitely abandaned.
In those mail art exhibitions, a plurality of proposals, frequently of
o multimedia nature, was based on the cksence of any kind of Jjury
and on the lack of any relationship with the market. Censorship wos
also be undermined, since mail meont that ortists hailing from countries




under left-wing dictatorships in the communist East aond the right-
wing dictatorships of Latin America could participate in these exhibitions
without having to travel, which was in many cases banned.

1968

In Brazil, 1968 morks the beginning of the most violent period of
military dictotorship thot wos to last in all almost two decodes (1364-
1985). In December of that year, the democratic regime was suspended,
uhiversities were token over, and intellectuals ond artists were sent
into exile. Censorship was commonplace and persecution ond torture
became part of everyday life. In Czechoslovakio, months earlier, in
August, the Prague Spring was fighting in vain for o sacialism with
o humon face. Subsequently, many ortistic proctices were banned and
the socialist realism that had been implemented in the 1950s was
impased with greater force by the politicel authorities.

On koth continents, artists sought for woys to evode oppressive
realities and o burecucratic, repressive environment. For some critics
bureaucracy in the Eastern bloc (as well as in Latin Americe, we could
oadd) was o form of whot wos imputed to be market monipulation in
wealthy countries.t?

The correspondence between economic precariousness ond the use of
simpler, more affordable means for the creation, reproduction, and
circulation of art suggests analogies between the poetics of artisis
working in Latin America and in the countries of Eastern Europe. Along
with artists from other parts of the world, this amounted to o
transnotional heterotopic community where artistic practices ignored
or despised in their ploces of origin were mutually invigorated

Jllius Koller remembered: “In 1969 I reacted to the culturol social,
socio-political situation in Czecoslovakio. It was o year after the
well-known political happening where there was the politico-military
occupation of Czecoslovokia and when, clearly, the landscape and the
possibilities for culture and artistic expression begon to change.
This led me to choose as my symkol the question mark, which actually
osks generolly not only about man’s relationship with the cosmos,
which I then used under the name UF.0-nout, but also the individuol's
relationship to the collective, or the social situation.

I made the question mark as a symbol in various ways, putting it on
various materials and ot various places: in the countryside, in the
urbon spoce of towns, even all around the part of the world thot

I coutd still get to at that time. In that sense it has a lot to do
also with the UF.O-nout issue.”'?

A VEO.—NAUT IN THE TROPICS

286

287

Coll

Jaliu
olong
exhil
wos

Tath
from
atte
the ¢
alter
arch
mere
perm
Like

regis
comm
Furt
colles
cart
art, |
the |
a kit
reve:
in ev

Pain

Tokin
cast:
as hi
of of
envir
ot tk
into

venu
art,

place
paral
chant
As U,
paral
of br
the
imagir
Moun-
amaote
of fici
latex
widely
Realis
sight
in Bar
featy
Koller




Collective Exhibitions: Dialogical Cultural Situations

Jalius Koller porticipated in one of the first exhibitions organized
along the principle of the net in the Americas, the Creation/Creacitn
exhibition ot the University of Porto Rico in 1972.1% The organizer
wos Julio Plaza, a Sponish artist, and Jdlius Koller, Juraj Melig, Dezider
Tath, Petr Stembera, Jifl Valoch, Attalai Gabor, and many other names
from an extensive list of international contacts were assembled to
attend the show. This Cultural Situation reveals aspects related to
the dynanic of the synergy that moved networks of artists, estoblished
alternative, real, or ficticious exhibition spoces, and nourished many
archives. In this context, the artists’ archives are in action and not
mere repositories for storage ond conservotion, but devices for
permanent invention.i®

Like Koller, various artists created their own archives thot, today,
register particular universes and provide testimony of this heterotopic
community of affections and meanings.

Furthermore, Koller assembled another region of consciousness in his
collections, which emerges in the banality of things: matchbox stickers,
cortoons, literature of foct, science fiction literature, magazines on
art, UFOs, tourism, mountaineering, ancient civilization, sports. For Koller,
the bricolage of affairs and the miscellonea of interests points to

a Kitsch attitude, as o way of being in the world. This attitude is
revealed in his interest for the banality of things both hidden away
in everyday life and visible on the surface.

Painter? Archivist? Sportsman? UFO0-nout?

Taking Marcel Duchamp’s example, Jllius Koller’s performing attitude
casts doubt on his own identity when he adopts the question mark
as his sighature. “Identity as proxis‘'® operotes both in the system
of official art and in the experinental routes of exchanges. This split
environment is characteristic of the cultural situation in Czechoslovakia
at the time. As Piotrowski cbserves, the artistic system is divided
into two adjocent zones: "the sphere of official art with its official
venues, artists, critics ond dignitaries; and the sphere of unofficial
art, which was semi-private and shown in studios or outdoors, in
places thot, traditionally, had little to do with ort. This unofficial
parallel cultural sphere also had its own information distribution
thannels and its own hierarchies of, value.”'?

As UF.O-naut, Julius Koler distributed his textcords and propelled a
paraollel system of projects oand real or imaginary exhibitions, capable
of bringing art, fiction, and adventure together. The Ganek Gallery,
the “first fictive gallery for cosmohumanistic culture,” built by the
imagination and shared with his friends on the peoks of the Tatras
Mounteins, is exemplary, Thus, the UF.0-naut and painting teacher of
amateurs lived inside Julius Koller. As Daniel Graf notes: “In the
official exhibitions of the 19705 and 1980s, he presented his simple
latex paintings that depicted an urban landscape in line with the
widely distributed postcards and poputar mogazine reproductions.
Reclist landscope pointings styled after comic strips, monumental
sights such as the Praho or Bratislava costles, the Red Army monument
in Banska Bystrica, environmental and development issues or various
feotures of the Slovak landscope—all these aspects projected
Koller’s official profile.”i®




Languoage Games

The game of identity is present in little games with names. "Rrose Selavy”
(Eros c’est la vie), Duchamp’s alter-ego photogrophed by Man Ray, is
oh archetype of contemporory art. For JOlius Koller, the relationship
between name and identity is equally varickle and is revealed os
hidden, like in o word-search puzzle, in two adjacent letters of the
alphaket: ABCDEFGHIJKLMNOPQRSTUVXYZ,

The artist explains: "JXK. is my logo. In Slovok J and K are alsc the
initials of Jesus Christ. They allude to the humanist culture that
forms the fundamental concept of life.”!?

For Daniel Grafi, “Koller praoduced dialectical language games that he
distributed as notices-text cards with stamped letters, manifestoes
and conceptual statements proliferated via mail. His frequently mailed
‘post-communication’ reploces the gallery space and effectively reaches
o wide spectrum of addresses. The use of anagroms and word gomes
mokes room for the linguistic expression of repressed phantasms.”?’
His partners are defined, as in real or imaginary games, in every new
situation, like every new season of the yeoar

As explained by Koller: "As UF.0.-naut [ was looking for that partner
more and more in that large space of our surrounding cosmos, because
the free communication really ceased to function here and actually
these sports grounds and so on symbolized my attempt to prepare
such o space in the way thot preparctions are traditionaly made in
the tennis context in spring, when the old surface is removed and
repairs are made so that the new season can stort. In the some way
1 prepared this space for playing, or for the arrival or anticipation
of semething which could come, for example, from the cosmos, from the
extra-terrestrials who might become cur partners—perhaps in a more
communicative way than our terrestrials, our society of the time."®!
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Referring to mail art, Klaus Groh synthesizes the role of the network
ot that pre-internet moment (in 1991): "Where is anything daone for
human contacts, contacts among people, regardless of whatever
political or social reality in such a simple or elementary way? And where
do people have the opportunity to communicate with each other in
such o broad and open form? And where can one nowadoys still ‘play
games’ and within a worldwide play group as well 722

By way of onalogy to the game, mail art, as o communication toctic,
involves rules, operates on the basis of action and reaction, and is
based on exchonge like games as artistic practices.

Word and Meaning

The word, for Jilius Koller, did not serve as tautology or for philo-
saphical speculations, as in the Anglo-Saxon conceptualism of Joseph
Kosuth or of the Art and Longuage group, for example. On the contrary,
it worked as a hinge between distinct territories, the link of «
privileged connection between the microcosm and the macrocasm, the
individuol and the social.

In his textcards Koller points out, or defines: Mini-koncepcie maxi-
ideif (UF.0.) (Mini concepis of moxi ideas [U.F.0O.D.

The cords sent to Brazil integrate the Universal Futurological Organi-
zation trodemark (1974) set. These are “invitation cards to ideas”
and in this measure, the word is relationol and contextual, responds
to eoach situation and involves other domains of thought: history,
mythology, archeclogy, science, astronomy, etc.

In a situotionist strategy Koller plays, in this case, with the word
Prospectiva, the title of the exhibition, comparing it to the word
Protektive and the messoges and concepis Peace, Culture, Life Envi-
ranment, Green-Verdure—morking the cards in green,

As Petra Hanokovd explains: "Greeness of ping-pong table or tennis
as green sport conceptually metarmophosed into green transcriptions
of his text-arts. It actually quite naturally grew into Koller’'s
identity of a ufonaut, in folk imogery commonly depicted as o green
creature form the space. Green become Koller’s ‘corporate’ colour
(in the meantime also a trademark of its kind)."2?
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A lorger text to be mounted upon the meeting of works from different
ortists, suggests aspects of the unconscious from a collection?*
This is becoause the words express imoges of collective desire as
fragments from o palinpsest to be deciphered.

One reads, for example, on a textcard by Jdlius Koller, my ideas vour
ideas.® The word idea separates territories and estoblishes domains
(my, your),

In o more comprehensive assembling of texts and frogments, the
obsence of the verb, or the indefinition of actions, as seen in
Koller's textcards, could be connected to the work of some other
artists. The German artist, Robert Rehfeldt, for example, was under
the constant surveillonce of the repressive apparatus of East
Germany and made good use of rubber stomps to stomp his cords,
which were broadly distributed in the same network in which Koller
participated. Rehfeldt estoblished many friendly relationships in
South America and launched Art in Contact (Contart) as his main
artistic and communicative device. With his projects, he invited the
internotionol community of artists to unite. He published, as of 1977,
the Artworker News bulletin, which reoched Latin America by mail
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*As Blume notes, “a selection of his succinct printed and stomped
messages, sent in German to oll corners of the earth, reveals the
political relevonce of his postal art:

Kinstler rihrt Euch, sonst werdet Ihr weggetreten

(Artists get going, otherwise yvou will be kicked)

Kunst ist heute grenzenlos

(Today art knows no boundories)

Kunst ist, wenn sie trotzdem entsteht

(Art is when it hoppens anyway)

Sei Kunst im Getriebe

(Be art in the gearbox—in the sense of sand in the motor)

Kinstler lebt Ihr im eigenen Land, bleibt am besten unbkekonnt!
(Artists, if your country is your home, it is best to stay unknown!)”2s
On Rokert Rehfeldt’s Your Ideas Help My Ideas stamp, the word “help”
assenbles the separated fields of the cord by Jalius Koller. As a
latent invitation, Help reappears, at the same time, in the photographic
montages sent by Juraj Melig, Koller’s companion at the Ganek Gollery.
In 1996, Jllius Koller traveled to Brazil as o representative of the
Slovak Repuklic at the 23rd Séo Paulo Biennial His contribution was
entitled The Slovak Intermediol Network (1996), and contained further
reference to sport as a symbolic element. In this instalation, reflectors
with colored filters illuminote a set of fFoothall nets trembling in o
current of air driven by ventilators. 4 wall papered with totters fraom
the country’s newspapers refers to the situation of information in
Slovakia. For curator Aurel Hrabugicky, this was an ‘imoge of a dynamic,
constantly shifting ‘cultural situation” which no ‘information network’
could adequatety apprehend. 2’

In the works presented ot the Biennial, the sensitive protagonism of
the net resurfaces in another dimension. The net is no lohger ochstroct
as in the flow of the mail art routes or the olternative exhibition
circuits of the 1970s. The image of the net is visible in the web of
JUlius Koller’s paintings in the 19905, like o blue, white, and red zigzag,
which are the nationol colors of the Slovak Republic,

YOUR IDEAS

MY [DEAS
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Hrobusicky observes the importance of the net’s imoge ond notes
referring to the 1990s: "In Koller’s spatiol instollations, the net
alone was a constituting and meaning-beoring element. However, there
the net, the net structure, was ploced in o quite different context
reflecting Koller's new strategy, which crystallized in cnother line of
Koller’s work. [. . .1 As is shown in his late anti-pictures, Koller achieved
the net structures by weaving the wovy stripes together with o
gradual increase in their density, all painted in symbolic colours and
formally resembling an archaic chstract ornament—a zigzag or wavy
line."e8

In a manifesto from the post-communist periocd (1994-1996) entitled
“Up and Down (The Cultural Situation),” Jdlius Koller explains that the
zigzag “is o visible sign of a third culturel wave, which, in the changed
reality of our cultural ond existential space, successively acquires
definite forms.” He conciudes: "The third wave is, after modernism and
postmodernism, the third and concluding port of an historical
time-spoce triongle, where art and the artist begin to disappeor
to 21. Century."@?

The question mark, JUlius Koller’s poetic synthesis and sensitive
sighature, currently goes on pulsating while the spaceship Voyager
continues its journey, a milion light years from Eoarth, around the
interstellar galaxies of the Milky Way.

Cristina Freire
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in Cristina Freire, Walter Zanini, Escrituras Criticas (Sto Poulo: Annablume, 2013), 257-61.

?Piotr Piotrowski, In the Shadow of Yalta:r Art and the Avant-garde in Eastern Europe,

1945-13989 (London: Reaction Boos, 2009, 242.

A VEOC.-NAUT IN THE TROPICS 292 293




'? Jarostow Koztowski, Klara Kemp-Welch, NET, Jarostow Koztowski in Conversation with
Kloro Kemp-Welch, in ArtMargins I, nos. 2-3, June-October 2012), 20,

'! Klous Groh, "Mail Art/Correspondence Art: o Marginol Activity of Little Artistic Sighificance,
or a Serious Undertaking for Free International Cammunication,” in Kornelia Rider and
Katrin Mrotzek (eds.), Mail Art: Eastern Europe in International Network:

(Schwerin: Staatliches Museum Schwerin, 1996), 189.

2 Piotr Piotrowski, In the Shadow of Yalta: Art and the Avant-gorde in Eastern Europe,
1945-1989 (see note 9, 253.

'3 *Conversotion ketween Jilius Koller and Roman Ondak,” in Kathrin Rhombkerg, Roman
Ondak (eds.), Jilius Koller: Univerzilne Futurologické Operdcie (see note 3), 136-37.

14 Julio Plaza, Creacidn/Creation, exh, cat. (San Juan: University of Puerto Rico, 1972).

13 Gyargy Galdantoi, "Active Archive,” in Gyrgy Galdntai, Julia Klaniczay, Artpool: the
Experimental Ari Archive of East-Central Eurcpe: History of an Active Archive for
Producing, Networking, Curating and Researching Art since 1970 (Budopest: Artpoool,
2013), 15.

‘¢ Georg Schillhammer, "Engagement Insteod of Arrangement: Jilius Koller's Erraiic Work
on the Re-Conception of Aesthetic Space 1960fF (see note 3), 127.

Y7 Piotr Piotrowski, In the Shadow of Yalta: Art and the Avant-garde in Eastern Europe,
1945-1989 (see note 10), 248-49,

'® Daniel Graf, "Jalius Koller: Dialectics of Self-Identification,” in Christian Hdller,
L'internationale: Post-war Avant-gardes between 1957 and 1986 (Zurich: JRP/Ringier,
2012y, 193.

19 "Conversation between Jlius Koller and Hans Ulrich Obrist,” in Kathrin Rhomberg,
Roman Onddk (eds.), Jdlius Koller: Univerzalne Futurologické fpericie (see note 3, 144,

20 Daniel Graf, "Jilius Koller: Diatectics of Self-ldentification,” in Christion Holler,
L'internationate: Post-war Avant-gardes between 1957 and 1986 (see note 193, 192.

21 Roman Ondék, Julius Koller, "Cenversation between Romon Ondik and Jilius Koller,”
in Kathrin Rhonberg, Roman Ondak (eds.), Jalius Koller: Univerzéine Futurologicks Operacie
(see note 3), i38.

# Klous Groh, "Mail Art/Correspondence Art: o Marginal Activity of Little Artistic
Significance, or a Serious Undertaking for Free International Communication
Significance” (see note 11, i94.

23 Petra Honakové, "Culturel Trace JK,” in Petra Handkova and Aurel Hrabusicky (eds.),
Jilius Koller Science-Fiction Retraspective (see note 2).

2 Here I refer to the MAC USP conceptual art collection, which emerged from the
international invitational exhikitions organized by Wolter Zanini in the 1970s.

25 Work sent to Multimedia IT (1976) at MAC USP.

#Eugen Blume, "Robert Rehfeldt: art worker and mail artist,” in Kornelio Riader and Katrin

Mrotzek (eds), Mall Art: Eastern Europe in International Network (see note 1 i), 114,

#7 Aurel Hrabusicky, "The Slovek Intepmedial Network” in 23. Bienal Internacional S§o Paulo,
exh. cot. (S&o Paulo: Fundagio Bienal de S§o Paulo, 1996, 142.

28 Aurel Hrabugicky, "Introduction,” in Aurel Hrabusicky, Alexandra Kusd, and Roman Ondak
(eds.), Jilius Koller (Bratislavae: SOGA, 1999), 10.

2% Jdlius Koller, "Up-Down,” in Kathrin Rhonberg and Romon Onddk (eds.), Jalius Koller:
Univerzdine Futurologické Operdcie (see note 3), 234.




DOAGAS | CRISTIMA FREVRE
Omes A7
The Deutsche Nationalbibliothek lists this publication in the

Deutsche Notionalbibliogrofie; detailed kibliographic data is available
in the Internet at http://dnb.ddb.de.

No part of this book moy be reproduced in any form or by any
electronic or mechanical meons without prior permission from the
copyright holders.

Printed in Austrio
All rights reserved

Published by
Verlag der Buchhandlung Walther Kanig, Koln
ISBN 978-3-96098-062-9

Distribution:

Germony and Europe

Buchhandiung Walther Kanig, Kolh
Ehrenstr. 4

30672 Cologne

T: +49 ¢(0) 221 / 20 59 6-53

F: +49 (0) 221 / 20 39 6-60
verlagebuchhandlung-walther-koenig.de

UK and Ireland

Cornerhouse Publications

2 Tony Wilson Place
Manchester M1 GNH

T: +44 (0> 161 212 34 66

F: +44 (0) 161 236 90 79
publications@cornerhouse.org

USA and Conado

D.A.P, Distributed Art Publishers
55 Sixth Avenue/2nd Floor

New York, NY 10013

T: +1 (0 212 627 1999

F: +1 (0> 212 627 9484
eleshawitzedapinc.com

&

A German edition (ISBN 978-3-96098-061-2) is also published
by Verlag der Buchhandlung Wolther Koinig, Kaln

VIERS

308




