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EVIN CONCANNON

nong Yoko Ono's artistic accomplishments, possi-
iy the least recognized are her various series and
wirks for advertising media {created as early as
i:4), which clearly manifest the strategy of tnstitu-
snal critique that would in later years be con-
alnred a hallmark of Conceptuat Art. From fsReaf
ey (1965) through War Is Overf (1969) and be-
yond, these works in many ways prefigure the tra-
prinry of Conceptual Art's development thraugh
{he 19605 and into the 1970s.

though a number of authors have noted the im-
portance of Onog's advertising works in passing, it is
pnly very recently that they have been considered in
#ny depth. Even such a widely publicized project as
\r Is Over! (billboards, posters, and ads created
wath John Lennen) has received little art historical ar
F> tnlical attention.? This scholarly oversight can be
- ¢aplained in part by the fact that "ad art” is yet
1s be recognized as a separate category of artmak-
. Artists” billboards are often understood as "in-
stallation art,"? posteards as “mail art,” and print
atls as a type of "artist’s page.” And some of Ono's
atlvertising works have also been categorized simply
s scores.”

" Ihe sphere of advertising allowed Ono to reach far
vader audiences with her characteristic participation
works than would otherwise have been possible.
" lor works that are explicitly intended to be completed
" in the viewer's mind, advertising is ant especially po-
lent medium, Whereas the conventional objective
of advertising is to encourage consumption, Ono's
wils encourage creation, Draw a circle; drill a hole,
wim in your sleep. Hovering between the real and
the imaginary, Ono's art offers a virtual reality that
1he viewer must help construct, tangibly or concep-

tuafly. The aim of this chapter is to introduce Ono's
advertising works and to prepare a foundation for
understanding their significance in the history of
Canceptualism.

The first advertisements as such that Ono placed in
a magazine or newspaper were two IsReafl Gallery
ads in The Mew York Arts Calendar (no. 36). One was
a full-page display in the March 1965 issua, which
advertised "Circle Events” at fsReal Gaffery.* Ac-
cording to the ad, "circle events” could be ordered
on different materials {leather, silk, glass, canvas, or
others), in varying sizes {from 3% x 2" to 40 x 24"},
for the price of “about $250.7% The exhibition dates
were given in the listings page as March 3-31, and
the gallery described as open twenty-four howrs a

Othing IsReal: Yoko Ono's Advertising Art

day. Mo address was offered, but a telephone num-
ber was listed, The magazine’s next issue featured
another ad for IsReal Gallery, this one offering
“Haole Events,” also on “leather, silk, glass, canvas,
or other material to order” isReaf Gallery, however,
existed only in the pages of The New York Arts Cal-
encfar and in the minds of the artist and her readers.

The {sReaf advertisements are among the earliest
examples of Conceptual Art in an advertising medi-
um, coming three years before Dan Graham's figu-
rative (fig, 9.2} in-the March 1968 issue of Harper’s
Bazaar, awork that is generally cited in this regard.?

Graham's ad, a cash-register tape with the title Fig-
urative by Dan Graham, appeared sandwiched be-
tween advertisements for Warner bras and Tampax
tampons.® The coincidence of Figurative's place-

FIGURE 8.2

DA GRAHAM,
FIGURATIVE, 186E.
ADVERTISEMENT IN
HARFER'S BATAAR,
MARCH 1968
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ment adjacent to an ad for bras extends the pun in-
herent in the work, which—to an art-sawvy reader—
already suggests a play between “figuralive art”
and the column of “figures” on the tape. In an es-
say titled "My Works for Magazine Pages: 'A Histo-
ry of Canceptual Art'" (1985}, Graham offers this
explanation of the work:

| became involved with the art system accidentally
when frignds of mine suggested that we open a
gallery.... At our gallen: lohn Daniels, we gave
Sof Lewitt a ane-man show, and presented several
group shows that included all the proto-tinimal-
ist artists..., However, the gallery was forced to
clase at the end of the first seasan due to bank-
ruptoy.... Through the actual experience of run-
ning a gallery, | learaed that if a work of art were
not written about and repradured in a magazine,
it would have difficulty attaining the status of
*aet,” It seemed that to be defined as having val-
ue (that is, value as "art"}, a work had only to be
exhibited in a gallzry and then to be written about
and raproduced as a photograph in an art maga-
zing, |Cwas this record of the no-longer-extant in-
stallation, aleng with mare accretions of informa-
tion after the fact, that became the hasis for the
art work’s fame and, to a large extent, its eco-
nemic value,?

Ono's IsReaf Gallery was constructad of little more
than these “accretions of information”: in it, she
effectively conflated the exhibition and its docu-
mentation. The Draw Circle and Driff Hole works—
actually hlank rectangles—were "repraduced” in
The New York Arts Calendar as Nustrations, “docu-
menting" works available at an immaterial gallery.
{Curiously, in the same March 1985 magazine in
which the first fsReal Gaffery ad appeared, Graharm
had an advertisernent as well—far his very real,
soon-to-be-bankrupt gallery, John Daniels.'®)

As with much Conceptual Art, fanguage and geom-
etry are both implicated in the IsReal Gaffery works.
{Indeed, the ads prominently feature the phrase
“concept art.”} The name itself suggests the nation
of Israel {enough to confuse the typesetter who gave
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it as such on a listings page of The Mew York Arts
Calendar) and was in fact inspired by the name of
praspective patron Sylvia Israel, for whom the artist
created Eternal Time in 1965 (no. 13}, And as Ono
had pointed out in her 1962 article " The Ward of a
Fabricator,” circles and lines are abstract concepls—
~a perfect circle and a perfect line which we have
not encounterad except in aur conceptual world. ¥
The ads, moving from "Circle Events” to "Hole
Events,” even showed a progression in dematerial-
ization: a circle might be rendered in one material ar
another, whereas a hole is defined by the lack of a
aiven rmaterial; it is immaterial by definition.

In a short 1966 essay titled "On Circle Event,” in the
publication for the collaborative enviconment The
Stone, Ono explains the origins of isReal Gallery, as
well a5 her related "Draw Circle” postcard (fig.
14.11%

The circle painting idea was taken to a gallary for
4 passible presentation. They did not ke the idea,
They did not know exactly what was going to be
shawn.

" Ara we going to show circles?”

“N, we are going to ask people to come and
draw circles.” '

“But what will be on the canvas before that?”

" A blank canvas will be alright.”

* Are we going to show blank canvases?"

“We are not going to show, we are going to
prepare.”

“But what than is the paint of the show? Can't
you draw a few circles before they draw?”

"Is that necessary?”

"Don't you think your circles will be batter than
theirs, that is, your being an artist and all that?”
“0o you think so?”

“But if somebody wants to buy the painting, for
instance, what are they geing o buy?”

"They can buy blank canvases, or they can buy
the unfinished painting and take it home and ask
circles to be added on each time they have a
guest. They can ga on adding circles that way and
it will be an endlass painting.”

But the gallery did not like the idea. So Tony Cox
and | apened a gallery called “IsReal”™ and put the
circle painting on sale. This gallery was even listed
in one of the art magazines under the “gallery in-
dex” but the only physical thing that esisted was
the ghone number,'2

The gallery referred to is Leo Castelli. An axchange
of letters in January 1965 between Ono and Castelli
director lvan Karp documents her proposat and its
rejection. In her letter to Karp, dated lanuary 4,
1965, Qno refers to a meating between Karp and
anthony Cox {presurmably described above} and
counters with a proposal that Castelli invite a graup
of well-known artists to contribute a circle to the
proposed painting, thus making it more salable.B?
Among the artists she cites are Robert Rauschen-
berg, lasper Johns, Max Ernst, Marcel Duchamp,
and lsamu Noguchi. Karp's reply reads, in part,

Thank you so much for your urgent missive, (tis
indead laden with pungent metaphysics and ad-
verturous aasthatics, 't seems now, however, af-
ter your clarified and detailed exposition that the
kind of show you hawve in mind fails to suit aur
temperament which is essentially restless, drhven,
aggrassive, fiarcely Western and conerete—not
materialistic mind you—perish the thought—but
terribly concrete. ™

It would be a few years still befare Conceptual Art
became part of the program at Castelli:

The isReaf Gallery ads clearly fit Graham's concep-
tion of his own advertiserment as institutional cri-
tique. Although Graham's Figurative has been high-
lighted in previous studies of Conceptuafism, several
intarventional uses of advertising and other print
media have recently been brought to light. For ex-
ample, in 1966, a year after Ono's /sReal, Latin
American artists Fduardo Costa, Radl Escari, and
Roberto Jacoby proposed, as Alexander Albarro ex-
plains, "ta 'derealize’ objects by presenting accounts
to newspapers and magazines of artistic exhibitions
and events that did not in fact take place.”'S Again,
the resemblance to Ono's work is remarkable.

A few notable earlier examples of this strategy exist.
One i Ray Johnsons ad for fiis imaginary gallery,
Robin Gallery, in the pages of the Village Voice in
the summer of 1964. Critic David Bourdon explains
that "Robin” was a pun on the former Reuben
Gallery, “the birthplace of happenings.”'® “[The
Robin Gallery] never held an exhibition though it
was always advertising an 8-man show of George




Tomii and included in the 1999 exhibition Global
Conceptualism. Tone's ad pokes fun at the inde-
pendent exhibition system and award exhibition
programs then common in Japan. The ad, which
appeared in the September 1964 issue of Ongaku
geifuisu {(Music art}, begins:

Call for Entrizs: 1st Tone-Prize Compositian

Tone Prizes are given to &l entries.

Deadline: Cctober ist

Certificates will be mailed in lieu of offical an-
nouncement; in early October,

There is no restriction on form or conter, However,
phenomena will not be accepted for they are impos-
sitvle to present; instead, please submit texts, etc.?!

Contact information and other details are followed
by the announcement that all winners automatically
qualify for a series of other awards, each named af-
fer an artist or composer—one of whom is Yoko

ange . Brecht, George Herms, and Ray Johnson. The eight
sstellj {two threes make an eight) was usually on its side
d its signifying infinity.” " Bourdan’s story documents the ‘ "E wl s i" n_; ok 5 LET W5 SPEEE (EESEE. VL
¥ 4, “clasing” of this imaginary gallery a month after Ei £ 2 HE Daia 3 g-: : : N 2 E : i :“ : : g § i ﬁ E : E 5 .;
2 the "apening” of fsReal. He also notes that Jehnson ! N D i %z B 2 en®asad 4bb ; £ o3 sipk E ﬁ 7
é "detests commercial art galleries,” which might allow S T A gf FF%anr TESR ¥ b :'- E £ 8 = :,; ; Vo4 : i 8
aup an inference of the Robin Gallery ads as institutional I P S LEE REELE RBEESE Col 2
the critique a5 well, But although Johnson's ad for the July Sy LT e - REROARE RidRE Rikisfiilop
@ 12 . . . Coa P RS R OER Hou e seril S$liitrazi™
. 30 issue of the Viflage Yoice announces one such : g ! | | TIE o e TR sxhvy Brriiiad :
Ken- eight-man show with no address, phone number, S ; A PEn nEEy . owetE toe T
TP, or dates,'® it is not immediately clear to the reader . ! EEoE M ek S SRS T T
that the Robin Gallery is not "real” Another ad on 40 5 i EopwEd i iys
the same page, for example, simply states "Paint- voo§ P - F : :;';' : - "I
ings by Beaudreau at Stanley's,” also lacking loca- ST Ll H EL e i L k
tion or contact details. And another Robin Gallery R g - : o gx :f_‘ P s f.
ad from the Septermber 17 issue of the Village Vbice i L : : . g' i i; 8 L ' 1;
further canfuses the question of real vs. imaginary. Pos & o i _ ar g g’ H
it states (in its entirety): "Ray Johnson & ather Living i ; E : . i' x % % E : )
Americans in 38-man show at Robin Gallery, Sec- i S ; ’ O ; f L
tion B2, 15t Ave & 27th St./Hours: 7-8, Man., Wed., oL ¥ H ¥
Fri.; 2:30-4, Tues., Thurs., weekends & halidays.” k. I - . r "
The Robin Gallery, then, seems to exist as some- T
thing between an art world in-joke and a conceptual
- artwork, and it certainly warrants further study. Cno
was apparently unaware of Johnson's gallery at the CEURE 8.3
time, recalling, "After | did the isReal Gallery, some- . VASUNAG TONE, APPLI-
2 body told me that George Brecht did it before me,  Ono. A request for further information waould have '
i : N \ : e e CATION FOR TONE-FRIZE
or something to that effect.... However, | think it's  vielded a Tone-Prize application {fig. 8.3), which in- COMPOSITION. 1864
i hice that so many of us were thinking in the same  cluded the following special note regarding qualifi- ’
A direction, if that was the case.”2? catian for the Ono Award, “Ono Award, given by
it Yoka Ono, will be open to works by male com-
- Another example is a work by Ono's fellow Tokyo  posers only. [Entrants] are required 10 present face
1 Fluxus artist Yasunao Tone, Tone-Frize Composition  and forms,’ e, a photograph and data for weight,
E advertisement, unearthed by art historian Reiko  height, bust size, etc."%?

Whereas Tone’s competition event did in fact take
place, Ona's isReal Gallery had no physical incarna-
tion at the time the ads appeared. Although there
was an effort to incorporate sReal Galfery as a legal
entity,2? the shift and slide between the real and the
virtual—and perhaps the propensity for the latter—
characterizes Ono's humaraus appropriations of ad-
vertising media in the mid-1960s. In & sense, unlike
conventional advertising, Ono's ads implicitly ac-
knowledge that the goods or services on offer are
often better imagined than actually had.

This play between real and imaginary is demon-
strated by at least two warks before fsReal in which
the artist used direct mail advertising. In a postcard
fromn early 1964, she invites recipients to her Touch
Poem No. 3 in Nigeria, Africa, on March 33, 1964
{no, 35). The date of March 33 makes it clear that
this event takes place only in the reader's mind. Ono



used this same strategy in her postcard Miss Ono’s
Tea Farty, probably from early 1966 {fig. 9.4; see
no, 35). Professionally printed postcards were at
that time {as today) commonly used in tapan for
personal holiday greetings and were thus relatively
easy to praduce.??

After fsReal, Ona's deploymant of advertising media
became rore interventional. A case in point is the
three ads—Fountain Fiece, Mouthpiece, and Do ft
Yourself Dance Piece (Swim in Your Sleep)}—QOno
placed in the fal! of 1966 in the London-based mag-
azine Art and Artists {no. 38125 These warks are
varyingly related to Ono's dance instructions pub-
fished in her Do #t Yourself Fluxfest {designed by
Fluxus faunder George Maciunas) as part of VTRE,
or 3 newspaper eVenTs for the pRicE of §1 {Fluxus
Newwspaper No, 7}, in February 1966 {fig 2.16). This
festival actually began as an ad for "Do ft Yourseff”
Dance Festival in the Viflage Voice that announced it
as a subscription event (fig, 9.5).28

Althaugh the dance instructions in VTRE could be
mare properly thought of as an "artist’s page” {one
of threa in the newspaper) than an advertising work,
the Art and Artists raalizations are clearly advertis-
ing interventions, contextualized as such by their
placement within the magazine's pages among oth-
er ads and listings. The works thus began as a dance
festival of the mind, the participants far which were
solicited through an ad in the Village Voice, and
ended up as instructions realized within advertising

spaces. With the Art and Artists realizations, Ono
conflates the solicitation of participation and the
product offered. Wheraas Village Voice readers were
required to send maney for instructions to be deliv-
ered by mall, Art and Artists readers were offered
instructians autright.

Perhaps the best known of Ono's published print
advertising pieces is Museum of Modern [Flart of
1971 (no. 40; fig. 9.1, No longer the “starving
artist,” Ono placed a paid display advertisernent in
the Viflage Yoice announcing her (again, purely con-
eoptual} "one-woman show” at the Museurn of
Modern Art. The works associated with Museum of
Modern [Flart as a whole extend the implicit institu-
tional critique evident in the earlier fsheal Gaflary
works. IsReal Gallery mainly existed for tha compar-
atively small readership of The New York Arts Cafen-
dar, but Ono's putative MoMA show was presented
to the much wider audience of the Village Viice.
Further complicating the boundary of the reat and
the wirtual, Ono published a “catafogue” as an
artist’s book and also docurmented it in a film, The
Museumn of Modarn Art Show.

Ona's advertising work gained a worldwide audi-
ence with the War &5 Over! campaign, created in
callaboration with John Lennon {no. 38). For this
event, launchad on Decemnber 15, 1969, the couple
carnmissioned billboards and posters in twelve dtfes:
Athers, Berlin, Hong ¥ong, London, Los Angeles,
Montreal, Mew York, Paris, Port-of-Spain (Trinidad),

Miss Ono's Tes Party

There will be a tea party glven by Miss Omo as follows:

January 31, 1956
January 32, 1966
January 33, 1976

Come prepared to teuch eachother.
Come pra'pared to cut eachotherx,

Come prepared to fiy.

Those who wish to attend will please check the date you
wish to attend and send $100 or donation per party, ta
Miss Yoko Ono, Empire State Bldg., N.¥.C. 1, N.X.

FIGURE 9.4
Miss ONG'S TEA PARTY,
POSTCARD, 1966
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Rome, Tokyo, and Toronta.2 In the language of the
city where they were sited, the billboards and
posters declared: "WAR 15 OVER! /IF YOU WANTIT/
Happy Christmas from John & Yoka.” As Ono had
appropriated the medium of the professionally
printed postcard popular for lapanese holiday
greetings for her Touch Poem Mo, 3 and several
other works, War /s Over! similarly echoes the
British practice of placing advertisements with hoki-
day greetings in lisu of sending cards.?® War Is
Over{ extended its impact through cther madia as
well, including newspaper ads, postcards, and The
Peace Station Metwork. 2

Jn 1989, Ono began creating advertising works
again on a significant scale, at first re-creating her
signature War fs Over! works as postcards, banners,
and wall paintings in conjunction with her museurn
exhibitions. Indeed, one could argue that the Wer fs
Over! campaign was renewed in earnest in January
of 1983 with Ono's placement of a fullpage-ad,
"Surrender to Peaca,” in the Mew York Times {fig.
14.31), proposing a Nationwide Peace Poll:

The Pall should be authorized and organized by
the Cangress as a national undertaking for the sake
of expedience along, with the balloting through
the media to minimize administrative expanse, 3

The tsReal Gallery ads literally provided a space in
which readers could contribute circles or holes;
“Surrender to Peace” offers an opportunity for col-

Chemn: JEROME BAYER
day TUES., JAN. 4, 8 PM
thei © Marmbers free; Others 50c
dra- |
tven{ T
sy %k K Kk kK
rn-gt,' FLUXUS PRESENTS
’VE!‘
3““ and Dance Compan
hy‘ pany
tire- | P uDa It Yoursetd” Dancs Festival, Jum,
1 to * 1-15, Placas varied, Donation SOGIday,
: 83 suries, home participation, and we
he ';wnll ash you ta meet us, Mail raser-:

L aa' vations only, Send 3 & name & ad-:
ade - dress  to  FLUXUS, Box 189, N‘(_'-
. 100 3, For informatian: 845-5078

*******

I:::::m

FIGURE 9.5
ADVERTISEMENT FOR
~DO IT YOURSELF"
DANCE FESTIVAL 1N
VILLAGE VOICE,
DECEMBER 1965
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lective action through the mass media 31 Since then,
the explicit mixing of art and life has become a hall-
mark of Ono's advertising projects, as exemplified
by, among others, the 1994 praject A Cefebration of
Being Human, in Langenhagen, Germany (pls.
§5a-e), and the 1996 Fly billboards in Richmond,
Virginia {no. 413, Ono's remark in response 1o a jour-
nalist’s query at the time of the Langenhagen event
perhaps best sums up her philasaphy in advertising
works—that they are "designed to make viewers
wonder about the subject and to prompt thoughts
of prace. Art, as a part of peace, is beautiful."32

Ower the course of a career that has evolved from
the confines of the international avant-garde to the
headlines of popular magazines and other mass me-
dia, Ono developed & Conceptualist practice that
parallels her personal circumstances. As the IsReal
Gaflery works critiue the market realities and other
politics of the art worid, later works such as War fs

Overd offer an implicit critique of the art of palitics. ©

specifically, as the sReal Gallery works exploit the
centrality of marketing to the art world, War fs
Over! operates from the precept that politics is
largely conducted through the media as well. As
Ono told Peathouse, "We're using our money to
advertise our ideas so that peace has equal power
with the meanies wha spend their mongy to pro-
mote war"33 And as the developing culture of
celebrity in which Ono found herself cast with in-
creasing regularity became more and more engaged
with the world of politics proper, Ono and Lennon
seized the moment for positive change 3 Although
Onao's advertising works can rightly be seen as insti-
tutional critique, the critique is offered in positive and
empowering terms. With their blank rectangles as
the central illustrations, the fsReaf Gaffery ads literally
valarize "nothing,” while at the sarme time empow-
ering the reader with the potential for the creative
act. Likewise, the War fs Overf campaign does not
denounce war or those who wage it, but rather
suggests that the pawer to create peace is Ous:
War fs Qver! f You Want it

Ono has stated that all her work is a form of wish-
ing, ¥ and this might be what lends her advertising
works their special power. For advertising, 160, works
from the premise of desire. The difference, of course,
is that conventional advertising operates by provok-
ing desires that can be fulfiled by their clients’
products, whereas Ono's faith in the power of wish-
ing ta create positive vibrations is freefy shared.

NOTES

1. References to Ono's advertising works are, for example, found in
Brrily Wassarman, "Yoka Ono at Syracuse; ‘This 1s Mat Here,' A
forurn 10, no. § (1972% 72, n. 6; and Cadlo MeComick, "Yoko Ono
Solo," Artforum 27, ng, 6 {1985): 120-21, More recently, her adver-
tising works have been discussed in Concannan, "Yako Dng's Cut
Piece {1084) A Reconsideration,” thesis {1998); Jon Hendricks, "Ter-
rain Yague™ in WWish Tregs far Basi, exh. cal. (1938); and Concan-
non, “Mot for Sale: Yoko Ono's Discounted Advertising Arl”
Athanor 17 {1983} 77-85.

2, For example, Bilboard: Art on the Road (1999), an exhibition and
catalogue by the Massachusalts Museun of Contemparary Att,
makes no mention at alb o War ks Over! in [ts history of arlists’
hillboards.

3. See, {or example, Blurring the Boundaries {San Diego: Museum of
Contemparary Art, 1937), which distusses the muspuns billhoard
projeets within the context of “inslallation ar” 1136-37).

4. Thanks to Janis Ekdahl of the Museum of Modetn Arl Library in
Mew York for assistance in lacating fhis citation.

5. An etigr in the paste-up of the ad resultod in the transposition of
the first and second lings, 50 that the ad aclually reads: MATERIAL
TO ORDER 34" ¥ 27 T0 40 ¥ 24 ABQUT $250/C1RCLE EVENTS O
LEATHER SILK GLASS CANYAS OR OTHER. This error was corrected
in the negt month's ad.

&. Tharks to Barbara Moore of Bound and Unbound la Naw York
for bringing this ad 10 My attention.

7, Graham’s figurative has often been cited with an incorrect date.
Far example, it is reproduced in he catafogue for the 1985 exhibi-
tion Reconsidering the Object af A with a date of 1965. This con-
tusion may stem from the fact that Graham has dated to 1565 a re-
lated wark, Scheme for Magazing Page "Advertisgment”, in the
same 1095 exhibltion, The latter work shaws a cash regisier tape
"frarned” in a drawn box with the tite, date, and signature a the
bottarn, Although the cash register tapes are clearly not idertical,
hath works ate presented under a Sngle listing {dated 1965} as
“ariginal sowire materiats and publication documentation™ in the

exhipition cheeklist, See Reconsidering the Objedd of Art .

IBE5-1975, eah, cat, (Los Angeles: The Museum of Contemparary
A1, 1995), 335, In both works, store name and dale are lacking on
1he register tape {itid., 134-25).

8. Harper's Bazaar (March 1968 30-91,

9. Dan Graham, "My Works for Magazine Pages: 'A History of Con-
ceptugl A originally written in 1985; published in Dan Graharn,
guh. cat. {Perth: Art Gallery of Wastorn Auvstralia, 1985); reprinted in
Rork My Refigion (Cambridge: MIT Prass, 1993), xufiicx

10. Graham does not recall having seen Ono's tsReaf ad, one of
only a handful of full-page ads, in the same issue ln which his
Daniels show was advertised (telophone conversation with author,
1 tarch 1995). .

11, Ong, "The Word of a Fabificater” (1962, translated by Yoka Ono
1999 Anthelogy 12}

12. B, “On Circle Event™ in The Stone, exh, at. {1966), n.p.
13, See Ona, letier ta han Karp (1965, Anthology 13).
14, lvan Karg, letter ta Ono (1965, Anthology 13).

15, Algxander Albeno, “Reconsidering Comceptual Art, 1866—
1977" in Conceptual Art: A Critical Anthatagy, ed, Alexander Alber-
rar ard Blake Stimson, {Cambridge: MIT Press, 1999), xni. See also
Edduardo Costz, Raul Escar, and Aoberto Jacoby's "A Media Art
{Manifesw)” {1966), made available in an English lranslation far the
first time, in Alberro and Stimsen, 2-4. Mari Carmen Ramitez dis-
cusses Their redia interventions in her essay “Tactics for Thriving on
Adversity: Conceptualism in Latin America, 1960-1980" in Globat
Concepluatism: Points of Origin, 19505-T980s, exh, ¢at. {New York:
Queens Museum of Ar, 1399), 66.

16, David Bourdan, "4 The Robin Gallery" Villige Voice, 8 April
1565, 14.

17, k.

18. Village Voice, 30 july 1964, 9.

19, Vilage Woite, 17 September 1984, 13, The gallery address corre-
spands 1o that of Soflevue Hospital, This ad most likely was placed
by Andy Warhol: in ~Art: The Robin Gallery,” Bourdun stades that
Warhol, Inhnsan's friend, had adverised Johnson's hospitalization
feor hepatitls at Bellevus 35 2 Rohin Gallery Event.

20. Dno, e-mail to suthar, 21 January 2000.

21, Citod i Refko Tomi, “Ceoncerning the lnstiwtion of Art: Can-
coptualisen in Japan® in Globat Conceptuatizm, 21. Alse of note in
Tornii's essay is Matsuzawa Yutaka's ad in snalhet arl magazine, ad-
verlising an exhibition of conceptually imagined woks litled inde-
pendent ‘64 Exhibition in the Wiltlerness, The magazine's publica-
tion date is not ¢lear, bul the advertised exhibition dates of 3-9
December suggest the ad appesred foltowing Ono's return (ram
Japan ta New York in September 1964, Curiously, Masuzawa's ad
notes "installationddeinstaliation date; past, present, fwture,” recall-
trg Gno's sarfier Toweh Poern RI{1964; na. 35,

22 tbidl, Tone has confirmed that Ona did indeed provide this inlor-
mation for the ad {iclephane conversation with authar, 23 February
1948), The requested information is quite sirmilar to information ap-
peating in the liner notes for Ona's 1973 LP album, Feefing fhe
Space. Mang wilh each musician’s name an insirument, the band
cradits list birthdates, lelephane wembers, hright, wright, and
chest, waist, ane hip measurements for the all-male ensembie.

23. In 1966 Anthaony Cox (then Qno%s hushand) disinbuted &
"Rmspectus” for the ~Is-Real Gallery Incorporated” with 3 budget
far the rental and operanion of an actual gallery in whick the insial-
Yation of Tho Stone, Tist presented at the lrdsan Gallery in darch
1966, was to have a "permanent home." The praspectus pramised
an early June opening but the project was never fully realized. Ono
stated that Cox simply uscd the name for an unsetated venture {con-
versation with authar, 26 Aprl 1993). The documents past-tense
referance to the Judson Gallery instatation ang promize of an early
Jure spering prace i within a two-manth period between the end
of March and the end of May 1986—at least one year afier the 1s-
Real ads were placed, A copy of this dogymant is held in lean Brawn
Archives, Gelly Ressarch Institute, Los Angeles.

24 Thanks 1o Reike Tamii Far 1his informatian.

25, 1 am grateful 16 Jan Hendricks for bringing these warks to my
attention,

26, "Flusus Presents Yoka Ono and Bance Company” advertise.
ment, Viffage Voite, 23 Decembar 1965, 17 and 30 December
1965, 11. A& phone number was added to the second week’s ad.

27, Dorothee Hansen, "War 15 Overl” in Jobn Lenagn: Drawings,
Porformances, Fitms, ed. wulf Herzogenrath and Dorothee Hansen
{Stuttgary; Cantz verlag, 1985), 172,

28, The praciicality of such a sirateqy was noticed at the time by
some writers, Seq, for example, Rober! ) Harguth’s column,
"Hergquih's Paopte: tohn and Yoko Find an Easy Way to Stamp Out
Christmas Card Woes,” Chicaga Daily Mews, 19 December 1960,
For informalion about the Brilish practice of using ads in Yieu of
cards, see Gloria Emerson, “Ads Act as Yule Cards {or Same
Brikons," New Yok Times, 25 December 1963, 4.

29, See “War Is Qver|™ Fifhcard (24 January 1570); 49, "Radio
Peace,” an example of tho "free John and Yoko station breaks and
105" offered to participating media In this ad, ¢an be heard on the
CD accompanying Lets Have a Draam: Omaggio a Jobn teanon,
exh. cat. (Rome: Promotore Gini O Graphies, 1990}

30. Ono, “5 der 1o Peace,” athvarti New York Times, 24
Jaruary 1983, 819, This opinion ad provokes the quesion of
whether her op-ed piecas and paid opinion ads (some of which
wre jointhy written with Lennen) should be corsidered in the con-
text of her advertising works in particular and artmaking tn genaral.
These "opinion pieces” include, armong athers, 1he following works
placed in the Mew York Times: “The Feminization of Sacety™ 23
February 1972 {see Anthology 24); "Fecling the Space.” 24 August
1973; One and Lennan, "A Love Letter from John and Yoko to Pea-’
ple Who Ask Us What, When, and Why" tadvertisernent), 27 dMay
1079, "In Gratitude” {advertisement), 18 January 1983 and
"Sirawberry Fields Forever” (advertisement), 28 Auqust 1981,

31, This use of polling can be traced back to “Draw Cirele" postcard
(19650, 2 work related to fisReal Gallery. See Chronalogy, 1965, spring.
32. Ono, in Maryann Bird, “Feaple: Artful Yoke's Piece of Cheek,”
independanr, 28 Octaber 1894, 13,

33. Onp, gquoted in Charles Childs, “Penthouse Interview: John and
Yok Lennon,” Penfhouss {Octabier Y963); 29, 34,

34. Ono, of course, had besn actively promoting peace with her ar
tefore her lamous partmership with bennan. Well-known examples
inglurde Wihite Chess Se! {1966, na. 25); and the fifm Mo. d Aor-
toms) [1966; no. 43), characterized by Ono as a ~“petition for peace.”

35, Ono, "All My Work 15 a Form of Wishing™ in.d.] in /n Facing,
e¢h, ¢at. (19903

CONCANNON 181



35 Touch Poem No. 3, 1964

Posteards in English and lapanese
parh 3% x 5%" (9.1 x 14.7 cm)
Callection of the artist

Ono created and distributed Touch Poam No. 3 during early 1964
in the form of a posteard, in English and Japanese versions. The
English version is in three parts: a nonsensical phonetic phrase
credited to Mam June Paik;' date and location information for the
event perfarmance; and an instruction to "Wash your hafr well
befare attending.” The Japanese version lacks Paik's epigraph.
The location given for the performancs is "Nigeria, Africa,” and
the sbviously fictional date is “March 33rd, 1564."

Touch Poern Mo, 3 s a realization of an instruction piece first pub-
lishad in Gragefruit (1964

TOUCH POEM I

7 Haoid a touch poem meating at somewhere
in the distance or a fictitious address
an a fictitious day.

1964 spring
An earlier, related work in the same publication is:

TOUCH POEM FOR GROUP OF PEOPLE
Touch each other.

1963 winter

Ono performed the latter versian with audiences on numerous
occasions, In a program-flyer presumably distributed at her per-
formance of Touch Poem (for Group of People] at the 3rd Annual
Mew York Avant Garde festival in Septernber 1965, Ono offered
a history of the wark:

touch poerm was first exhibited in the lobby of the Living
Theatar in Mew York City on lanuary 8 ‘62 in the avening of
AN ANTHOLOGY.

it was then exhibited at the Sogetsu Art Center in Tokyo for
the evening of WORKS BY YOXO ONO,

touch poam, the audience participation piece, was first
performed in NAIQUA GALLERY, february, 1964 since then it
was performed in Kyoto, Migeria, Berlin, Florence, Aachen
ang Mew ‘ark,

Here, One describes two types of Touch Poem—obijects {fig.

14,51 and performances—and treats "real” and “imaginary”
performances without distinction. The Kyoto and New York
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refarances most likely are to actual performances she gave in
these cities, The references to Berlin, Florence, and Aachen corre-
spond to performances by Charfotte Moorman and Paik on their
Eurapean tour in June 1965, And the Nigerian perfarmarice refers,
no doubt, to the wark under discussion, The conflation of real and
imaginary performances underlines the wark's conceptual nature,

Another postcard work, Miss Ono's Tea Party (fig. 9.3), extends
the idea of the imaginary performance as defired in Touch Foem
fif and first realized in Touch Poem No. 3. Probably dating from
January 1966, it invites recipients to one of three tea partfes to
take place on January 31, 1956; January 32, T966; and January
33, 1976, For each date, a different instructian is offered: the first
advises, "Come prepared to touch each other”

KC

NOTES

1. Paik's nonsense phrase is a siring af lapanese katakana syllables {ma, mi, o,
me, mo), with accent marks that in conventional use suggest "hard"” pranuncia-
hons {e.g.. g " would be the hard pronunciation of "k In this case, however,
singe "m" lacks a hard sound, the phrase I8 unpronounceabls,

2. The object versian of Touch Poer is 2 booklel of “paem to touch,* which con-
sists of sirips of paper as text and strands of haie as illustration,

LITERATURE: Concannon, Athanor {1999}




2 I AY 1 27 e Nam June Paik

touch poem no, 3
yoko ono

place ; Nigeria, Africa
time ! March 331'&, 1964

wash vour hair well before
attending
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PLATE 3534
TOUCH POEM N 3,
1964 (ENGLISH YERSION)

PLATE 35
TOUCH POEM ND. 3,
1964 {JAPANESE VERSION)
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36 IsReal Gallery, 1965-66

full-page advertisernents published in The Mew York Arts Calendar
2, no. 6 (March 1965} and no. 7 (Aprilfhday 1965)
magazine: S%x 7" {13.3x 17.8 cm)

In spring of 1965, Ono placed advertiserents for her conceptual
gallery isReat in two issues of The Mew York Arts Catendar, a mag-
azine of gallery listings. The fsReal Gallery ads offerad twa
“events” by the artist: Circle Evertt and Hofe Event.! Space for the
ads was donated by the magazine's pubfisher, Marshall Matusow.?

Ono conceived the idea of fsReaf Gaﬂ%ry when lvan Karp, director
of Leo Castelli Gatlery, daclined to exhibit Ono's Circle Painting
on the grounds that his gallery was interested in work that was

" fiercely Western and concrete—not materialistic mind you—
perish the thought—but terribly concrete.” ? The gallery's name
was inspired by a patron, Sylvia Israel, to whom Anthony Cox had
negotiated the sale of Ono's Eternal Time (no. 1319

Ona's IsReaf Gaffery advertisements are among the earliest mani-
festations of Conceptual Art as advertising, as well as institutional
critique. With fsReal, One mocks the gallery system by attempting
ta sell work that challenges the notion of artistic authorship: a
blank canvas to be completed by the purchaser, offered by a
gallery that exists only as documentation in an art magazine.

While the physical gallery did not exist, Ono did use the name to
sell her art. A flyer from 1965, for example, offers a "beautifully
frarmed portrait of Mona Lisa by Yoko Ono* for five dollars.
Interested parties are advised to make out and mail checks for
that amount ta fsReal Gatlery at 87 Christopher Street {actually
Ono's apartment). This request suggests that the conceptual
gallery actually had a bank account as wall.5
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Ona also designed stationery for the gallery, which spread the
Isfieal logo from the very top ta the very bottom of the page. To
use the stationery in any conventional mannar would result in the
ohbliteration of any part of the writer's text that ran across the
black lettering of the logo. The stationery in this respect may be
compared to Ono's A Fius 8 Painting of 1861, in which text or a
picture an one layer of canvas can only be partialty seen through a
hole on a secand layer that eovers it (pl. 2d}.

KE

MOTES

1, As its ad had been placad in the magazine, sReal Gallery was mentioned in
that menth's listings section and was given a reproduction (of Cirefe Ewand in the
barch issue.

2. Marshall Matusaw is Havey Matusew, best known for his controversial rele in
the MeCarthy hearings, which he described in the bonk Fafse Wimess (1935). The
magazine folted after the AprilMay 1965 issue,

1. lvan Karp, letter to Gno 1965, Anthology 13}
4. Dnio, e-mail to authos, 10 August 1959,

5. In a dogument titled “Praspectus for Fresenting 'The Stone,”* issued by
Anthony Cox propatly in April 1966, & bank account number for sReal Gallery
is listad, along with & chairn that the account held assets of $2,250. According
to Cov, fsRoal Gallery was legally incarporated {conversation with author,

luly Y955

LITERATURE: Ono, "On Circle Event,” The Stone, exh. cat. {1966),
n.p.; Wasserman, Artforum (lanuary 1972); McCarmick, Artforum
{February 1989% Concannon, Fly, exh. cat. (1996}, 12; Hendricks,
Wish Troas for Brazfl, exh. cat. {1998), 28; Cancannon, Artfarism
{lanuary 1399}, —, Athanor (1999)




FLATE 384
ADVERTISEMENT FOR
ISREAL GALLERY:

CONCEPT ART’ INSTRUCTURE i | g lN SOUND CIRCLE EVENT, MARCH

“%  yoKko ONO
IsReal Gallery

ENe8 teuzone

MATERIAL TO ORDER 31/4"x 2' TO 40 x 24 ABOUT $250

CIRCLE EVENT ON LEATHER SILK GLASS CANVAS OR OTHEF

IsReal Gallery ° TELEPHONE OR 7 8671

FLATE 360

CONCEPT ART INSTRUCTURE - INSOUND ADVERTISEMENT FOR

ISREAL GALLERY: HOLE
DRILL HOLE. @

EVENT, APRIL/MAY 1865

_ IsReal Gallery
DI Yons oue X -

HOLE EVENT ON LEATHER SILK GLASS CANVAS O OTHER
MATERIAL TO ORDER 31/4"x 2" TO 40"x 24" ABOUT- $250,00

lsReal Gallery Tel: WA 5 4793
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37 Ono’s Sales List, 1965

mimangraphed typed sheet
14% x B%" {35.8x% 22 cmd
Collection of the artist

Ono’s Sales List catalogues a broad variety of works by the artist in

the form of 2 price list printad on a legal-size sheet of paper. Many

itams on the list, such as Sky Machine and Self Portrait, were ap-
parently sold to paying custarners, Some of the offered items
clearly did not exist, Grapefruit i, for example, is offered at 2 pre-
publication price of five dollars, but was never produced. Of the
“evants” offered, Circle Event and Hofie Event were realized as ad-
vertiserments for JsReal Gallery (no. 36). The first event, however,
“to let pink snow fall and cover your town-—guaranteed not to be
artificial,” offered as both a score and a performance, was unfikely
to be performed, even at the §2,000 asking price.

Ona has deseribed her Safes List a3 a "Walking out of the ivory
tower and getting down to business kind of feeling, It's a list of
what's sold in a conceptual market, if you willl™!

Apparently distributed in the autumn of 1965, the list was fea-
turad by writer John Wilcock in his column For the Vifage Voice.2
Inquiries were directed ta Ono at a Mew ork address that was, in
fact, the office of Norman Seaman, her friend who presentad her
1961 and 1965 Carnegie Recital Hall concerts, Wilcack's colurnn
{which presumably generated requests for the fist, if not sales}
concluded, "you won't be ahle to afford many of the items but
the safes list is frae.”
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A related wark feom the previous year, Motice, offered “marn-
ings" for sale. This handwritten sheet camplete with order form
iternized mornings that had been previously sold at events in
Tokyo on May 24 and 31, 1964, along with a list of previous pur-
chasers and mornings still available,

ke

NGTES
1. Onp, e-mail to author, 21 Janpaey 2000,

2. johnwileork, “The Village Square,” vilage Voice, 4 Movember 1965, and Los
Angeles free Press, 12 Movember 1965, 5.

PUBLICATION HISTORY: self-published, 1965; The Stone, exh, cat.
{1966}, Yoko at Indica, exh. cat. {1966); Ono, Grapefruit (1970
and later aditions); The Bronze Age, exh. cat. (Cranbrook 1983); in
Faring, exh. cat. (1990%; fo See rhe Skies, exh. cat. (1990); Wich
Trees for Brazif, exh. cat. (1998)

LITERATURE: Wilcock, Vilflage Voice (4 November 1965) and Los
Angeles Free Press {12 November 1965)
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oNRrS SALLE LIET Theae Warka (g)eopyright 1965 by Yahe One
ordera k¢ inguiriea to Yoke Ono, reflf, [19n57zh at, nye 100449 usa

A, SELF PORTRAIL . vuramuuandl-
types; RI1ER Frame., .. ..a35-

SOUSDTAPL of the S%0w 3] LINE av EiN% , wrasses 258 per inch
typea: de WRoR of 1ndia
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38 Advertisements in Art and Artists, 1966

Fountain Piece
published in Art and Artists 1, na. 7 {Qctober 19661 44
image; approx, 2% x 2%" (6.3 % 6.3 cm}

Mouthgiece
published in Art and Artists 1, no. B (November 1965): 39
image: apprax, 4% % 3%" (12 ¥ 8.2 cm)

Dt Yoursalf Dance Plece (Swim in Your Sleep)
published in At and Artists 1, ao. 9 (December 1966); 73
image: approx. 4% ¢ 3%" {12 % 8.2 cm)

Ono continued her advertising works after she moved to Londaon
in September 1966, Maric Amaya, t?1e editor of the British art
magazine Art and Artists, who had invited her to participate in
the Destruction in Art Sprmpasium (A5 0 London (no. 33), pro-
vided her with free advertising space in the Cctober, Movemnber,
anef Decamber jssues,

The three works—Fotntain Piece, Mouthpiece, and Do It Yourself
Dance Plece (Swim in Your Sfegp)—have their distinct histories in
Ono's geuvre, Fountain Plece can be traced to the instruction
Central Park Pond Piace, dated 1958 autumnn, first publishad in
Grapefruit {1964). Mouthpiece, which instructs *Hide Mouth,”

Rolf Nesch w0 Qct 15 :

Horst Shodlerrak from Oct 20
KUNSTVEREIN FUR DIE RHEIN-

LANDE UND WESTFALEN

Kunsthalle Heinrich~-Heine-Allea 11a

Aarf Tobey to Oct 3

FOUNTAIN PIECE

Go to Eros

fountain and

cut gu! and Jave

throw n all

- your jewelleries

YOKO ONO LONDON, SEPT, 1966
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was cancurrently reafized on the catatogue cover of Yoko at
fndlica, for Ona's exhibition that November in London (fig. 14.14),

Most significantly, alf three relate in differing degrees to "Do it
Yourself” Dance Festival, a work originally advertised in the Viflage
voice in Decernber 1965, Presented by Fluxus, the "Yoko Ona and
Dance Company” event was to take place, according to the ads,
during lanuary 1-15, 1966 (fig. 9.5)." Although it is uaclear
whether the festival actually occurred on these dates, her dance
instructions, with illustrations designed by George Maciunas, were
published in several formats shortly thereafter,

1wy

TH: HIDE YOUR
E5, THE GUVE

PLATE 334 (FAR LEFT}
ADVERTISEMENT 1N
ART AND ARTISTS:
FOUNTAIN PIECE,
DETOBER 1966

PLATE @R
ADVERTISEMENT IN
ART AND ARTIETS!
MOUTHRIECE,
MOVEMBER 1366




PLATE 38C
ADVERTISEMENT IN ART
AMD ARTISTS: DO T
YOURSELF DANCE
PIECE {SWIM IN YOUR
SLEEP), GECEMBER
1866

Among them is 2 full page of thirteen daily “dance” instructions
in 3 newspaper evenTs for the pRict of 5T (Fluxus Newspaper
Ma. 7, February 1966, under the title "Do It Yourself Fluxfest”
{fig. 2.16}. In this version, three instructions varyingly anticipate
the Art and Artists ads:

Sth Day Watch, Go 1o the nearest fountain and watch the
watar dance.

10th Day. Swim, Swim in your dreams as far as you can.

[no day given] Hide Mouth, Hide your mouth at all tmes.
The government shauld outlaw such indacent exposure.

Althaugh One adopted Maciunas's graphics for the Mouthpiece
ad, she substituted a photograph {by Anthony Cox) of herself
asteep on a pillow in the Swim in Your Sfeep ad 2

Ona offered a subscription version of the dance festival in London
aswell in 1967, The instruction cards prepared for the London fes-
tival were illustrated with her own drawings and subsequently
reprinted in Grapefruit (1970 and later). The work was trans-
formed back into a newspaper ad in May 1999, when Ono's salo
exhibition impressions was held in Bergen, Norway.?

®e

MOTES
1. “Fluawes Presenks Yoko Ono and Dance Company,” Viltage Vorce, 23 Decernber
1965, 17; and 30 December 1965, 11,

2.In January 1968, the VTRE version of "Swim in Your Draams as Far a3 You Can”
was published, withaut One's krowledge, in Fromethedn (a magazing published
i Bosion by Lhe group Liberal Seligious Yeulh), edited by Ken Friedman, who
was chief organizer of Flugus West at the lime.

3, “Do N Yoursel Dance Festival,” Bergens Tidends, 21 May—4 June 1999,

LITERATURE: Concannon, Fly, exh cat, {1996), 12; Hendricks, Wish

" Trees for Brazil, exh. cat, {1998}, 30; Concannon, Athanor (1993)
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389 Warls Qver! 1869

Yoko Ono and lohn Lennon

Multimadia advertising campaign, including billaoards, pasters,
handbills, newspaper advertisemens, radio spots, and pastcards

CHRONOGLOGY
Decarnber 15 billboards and posters
Put up in twaive cities: Athens, Berlin, Hong Kong, London,

Los Angeles, Montreal, New York, Paris, Port-of-Spain (Trinidad),
Rome, Tokyo, and Toronto, Text reads, in ach city's language:
WAR 15 OVER!/IF YOU WANT IT/ Happy Christras fram

John & Yako

"

December 15 Peace for Christmas
Lyceurn Baliroom, Landan. Benefit concert for UNICEF. War s
Over! posters and handbilis displayed on stage

Decernber 17 skywriting event
Toronto, upoan Lennon and Ono's arrival. Message in smoke;
handbills also distributed on the ground

Deacernber 17 press conference
Ono and Lennon announce their campaign in Toronto

December 21 newspaper ad
Full-page advertisement placed in New York Times, sec. 4, 16

196970 Worldwide Peace Campaign
Ronnie Hawkins and Ritchie Yorke travel worldwide with War /s
Overf posters

1970 The Peace Station Network ad
Placed in Biftboard {lanuary 24)

1970 pastcard
Text identical to billboard

1971 “Happy Xmas (War Is Over}”
Single record by John & Yoke/The Plastic Ono Band with the
Hartem Community Choir {released December 1)

190 ADVERTISEMENTS

The best known af One's advertising works, War /s Qver! was cre-
ated in collaboration with John Lennon as part of the couple’s
Peace Campaign of 1963-70, launched immediately after their
March 20, 1863, wedding during a very public honeymoan in
Amsterdam; the first of two Bed-ins for Peace {no. 34). It was at
the Bad-ins that the seeds of the War /s Over! campaign weace
sown, Interviewed during the second Bedttn in Montreal {tay
26-lune 1) by Penthouse magazine, Ona explained:

Many other people who are rich are using thefr money far
samething they want. Thay promote spap, use advertising
prapaganda, what have you. We intend to do the same...,
We're using our money to advertise our ideas so that peace
has equal power with the meanies who spend their money
1o promote war!

Ono, of course, had at this point been using advertising in her
art for several years, And Lennon, leader of the world's most
papular recording group, certainly knew about publicity; but as
he later stated, “The poster idea was Yoko's.”?

On Becember 15, 1969, Ono and Lennon performed with
other musicians as the Plastic Ono Band {also called the Plastic
Ona Supergroup) at the Peace for Christmas concert at the
Lyceum Ballroom in London, War fs Overf banners and posters
were prominently displayed on and around the stage.? This
UNICEF charity concert effectively launched the War fs Overf
campaign in public. That same day, billboards and posters ap-
peared around the world, from London to Heng Kong, Tokyo
to New York, in each city's language.? When questioned about
the cost of this campaign, Lennan told the press that he would
send the $72,000 printing bill to President Richard Nixon,5

To further prapagate their peace message, Ono and Lennon

placed full-page ads in print media. The Mew York Times ad on
Decernber 21, 1969 replicated the hillhoards:® but an ad in the
music-ingustry magazine Siftboard an January 24, 1970, want
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a step further, pramating their "Peace Station Metwork.” In it,
the twa extended an invitation to radio and talevision stations
to join their network, offering as special incentives “frae John
and Yoko station breaks and IDvs, plus the regular John and
oko Peace Report.”

The campaign continued in earnest throughout 1970 with the
help of friends Ronnie Hawkins and Ritchie Yarke, who traveted
the globe, carrying War fs Over! placards and othenwise spreading
the peace message.” Lennon and Ono also continued their press
promation, telling a Liverpoal paper in February, for example,

about their “new, impraved” product: "W are calling it new blue

peace like they do with washing powders,“? In December 1971,
the cauple refeased a single with the song “Happy Xmas {War Is
Ower)," which incorporated the “War ls Over /If You Want it
slogan as its chorus, .
Ono resurrected the campaign in 1989, pericdically installing

War is Over! billboards and banners in conjunction with her exthi-
bitions. During the 1998 Christrnas season, she re-created the
ariginal 1969 billboard in Times Square, New York, At this time,
Rykodise (publishers of the Onobox CD set and her reissued album
series} offered Internet users & live Webcam view of the billboard
and an opportunity to submit their photos in front of the billboard
for posting on Rykedisc's Web site,

.44

NOTES
1. Charles Childs, "Penthouse Interview: lohn and ¥oko Lennon,” fenthouse
{Dotober 1962), 20, 34

2. "Cities Get the Lannan Message,” West Lancashire Evening Gazelte (Black-
pool, Lancashire, U.K.), 15 December 1369,

3, Ray Cannelly described the use of “huge placard WaR 15 OVER, on to which
ceinured shides were repeatedly and quickly flashed™ in " Connolly's Discs,”
Evening Srandard (Landon), 17 Cecember 1968, Other photagraphs show the
hand members waving War s Over? handbills.

., At the press conference in Toronto on December 17, 1969, Lennon noted (hat
a billboard in Part-of-Spain, Trinidad, was being arranged by a frignd, insinuating
that it may or may not have been placed.

5. See, for example, Robert J, Herguth, "Merguth's Peopte,” Chicaga Daily News,
17 Dacember 1369,

6. During this peried, Capitol Records of Canada paid for the ads in Canadian
DEWSPAPETS.

7. Bryan Hayter, "Riwchie Yorke Led 63-70 Peace Campaign,™ Erin (Ontario) Aefvo-
wade, 17 Decernber 1980. They traveled as far as the border of the Papples Re-
public of China and Heng Kang, as docurnented by, among other nEws acounts,
"Peter Cole's Beat: Peace—The Fiva-Letter Word Chairman Mao's Men Can't
Like,"™ Eventrg Mews (London), 18 February 1970,

2, James Brewer, "Maw John and Yoko Man a Peace Campaign That's Bluer Than
Blua," biverpoo! Daify Post, S February 1970,
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AECENT VERSIONS
Banners installed an museum exteriars, unless otherwise noted

1989 posteard
Facsimile postcard included in The Bronze Age, exh, cat.
{Cranbrock 1989}

1991 banners/postcard

For Birch Monofogue, Porin Taidemuseo, Banners in English and
Finnish: also Finnish banner instalted at Melsinki's raifroad station.
Posteard facsimiled as part of invitation o Ono's perfarmance
{February 22)

1891 banner
Far Peace! Fridur!, Reykjavik Municipal Art Museum. English
banner fram Birth Monologue nstalled

1993 wall painting
For Color, Fy Sky, Stiftung Starke, Berlin. in German. Painted at
tha exhibition’s entrance

1995 newspaper ad
For Vital Use i, arg, Museum in Progress, Vienna. Full-page ad
placed in Dear Standard {September 13}

1593 billboard/ Webcast/postcard

Re-creation of the original 1969 billboard at Times Square
(December 1, 1998-)anuary 3, 1999}, Live camera shat posted
an Rykndise's Web site. Monachrome posteard subsequently
praduced by One

1899 banner

Installed at Cinematheque, in confunction with garden installation
of Onn's £x i, The Israel Museum, Jerusalermn {May). On view as of
lanuary 2000

1999 poster avent
Kunstbiblioteket og Byens Billede exhibits framed poster on easel
at Mikola] Plads, Copenhagen (lune 4-18)

1999 billboard/postcard
For War Zones, Presentation House Gallery, Marth Vancouver
{July-August)

2000 billboard

For Live in Your Head: Concept and Experiment in Britain,
196575, Whitechapel Art Gallery, London, Installed inside
(February 4-agril 2)

LITERATURE: Miami Mews (15 December 1969); Philagialptva Daily
Maws (15 December 1963); West Lancashire Evening Gazetta (15
Decernber 1965); Mew York Times (16 Decernber 1963}, Harguth,
Chitago Darfy News (17 Dacember 1968): Cincinnati Entuirer (18
December 1969), Bagley, Los Angeles Tribiune (21 December
1959); Emarson, New York Times (25 December 1969Y; Framing-
ham News (7 January 19700; Champaign-Urbana Courier (10 Janu-
ary 1970); King, Los Angeles Tirmas {18 January 1970}, Raffing
Stane (21 January 1970}, Brawer, Liverpoof Daily Post {5 February
1970% Wenner, Roffing Stone (7 February 1970%; Cole, Everving
Mews (18 February 1970} Sondheim, Fusion (20 February 1970}
Sun {22 May 1970) Hayter, £rin Advocare {17 December 1980
Hansen, Jofin Lennon: Drawings, Parformances, Films, exh, cat.
{1995}, 172-75; Concannan, Ay, exh. cat. {1996), 11-12; Vetrocq,
Art in America {July 1999); Concannan, Athanor {13953)




i

FLATE 398

OMO AND LENNON,
WAR IS OVER! 1964,
POSTERS INSTALLED Y
BERLIN

193



40 Museum of Modern {Flart, 1971

advertisement published in Yilfage Voice, 2 December 1971, p. 25
image; M%x12x%" (30x 30.5x 1.1 cm)
Collection of the artist

In its weekly issue of December 2, 1971, the Village Voice in

Mew York cairied a strange ad in the form of a photograph
accompanied by a mail-in book order form. The sign on the edi-
fice in the photo prominently reads, "Museum Of Modern art.”
The informed reader would notice the irregularity—shauldn’t that
be *Museurn OF Modern Art,” and isn't that indeed the revered
institution an 53rd Street? Also in the photo is a wornan walking
under the sign in front of the museum entrance. She is carrying
awhite paper bag conspicuously marked with the letter "F11f
the "F" is placed in the gap above {in the viewer's mind}, the sign
now reads Museum Of Modern Fart.

The advertisement was placed by One, who was, according to the
ad, having a "one woman show" from Decerber 1 through
i5...where? The altered photograph, with added sign, recogniz-
ably showed the museum entrance. But given the parodic nature
af this ad, the question naturally arises,

One answer would be that the exhibition was a purely conceptual
incident, aithough the exhibition catalogue did exist.! Or, accord-
ing to the New Yarker, "the show’ consisted of a sandwich man
who walked to and fro on the sidewalk in frant of the Museum.”?
His sign explained that flies had been put in a glass container hav-
ing the same voluma as Yoko's body, and then placed in the mid-
dhe of MoMA's Sculpture Garden (fig. 9.6). The flies were released,
and a photographer was dispatched to follow them around the
city, documenting their travels. The flies could be identified, the
sign explained, by their odor, acquired from the artist’s favorite
perfume also put in the container with the flies. Handbills with the
identical text were distributed ta bystanders, who were invited to
ja@inin the search.

The catalogue, which interested parties could purchase using the
ad's arder farm, "decumented” the flight of the flies throughout
the city with photagraphs of the locations where they had been
seen, complete with arrows indicating the exact spots. Toward the
end of the catalogue is a photograph of the MoMA hox office
shawing on its window the Village Yoice ad, with the words "THIS
15 7 MOT HERE " written across it {fig. 9.}, This sign placed on the
window may have confused Ono's fans, since only a few months
earlier her major retrospective called This 5 Not Here had taken
place in Syracuse. Not only did Ono offer a catalogue far the “one
waman show,” she also docurnented it in her seven-minute film
The Museum of Modern Art Show {1871}, through interviews
with viewers as they left the museurn.

In 1996, the Museunt of Madern [Flart flies reemerged, after

twenty-five years, at the Los Angeles Museum of Contemparary
Art, and their subsequent travels have been documented an the
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World Wide Web, expanding further Ono's use of advertising
media to docurment this conceptual event.? A "virteal” exhibitian
from the outsat, its current digital incarnation seems entirely
apprapriake.

Kt

NOTES
1. One, Museumn of Madarn [Flart (Mew Yark, 1971}

2. Hendrick Hertzberg, “A Reporler at Large: Poetic Larks Bid Bald Eagle
Walcome Swan of Liverpodl,* NMew Yorker (9 December 1572}, 148, See also
Musewrn of Modern [Flart, np., for the placand text,

3. Yoko One: Ore Woman Show, 16 September 1996=2 lanuary 1997, While the
official exhibition dates would suggast sthensisa, as of April 2000 the work still
existed an tha Internat through the Web site httpifisaw artcommation. corm.

UTERATURE: Hertzberg, New Yorker (9 Decernber 1372); Concan-
non, Fly, exh. cat. {1996), 12, , Athanor {1993}
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YOKO ONO
ONE WOMAN SHOW
Dec. 1st-Dec, 15th, 1971

Please send me_____ copies of Yoko Ono's Museumn
Ot Modern Art Show catalogue at $1.00 a copy.
This catalogue iz 2 100 page booklet filled with
photographs of the event itself. Enclosed is my
payment in the correct amount,
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19711
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41 Fly, 1996

billboards at five locations in Richmond, Virginia
dimensions variable

Realized in various forms—scare, performance, film, music—Fy

is one of One's favorite coneapts and themes (nos. 28, 46, 56}

In October 1996, Andarson Gallery at Virginia Commaonwealth
University in Richmond presented Fly, a sofo exhibition that bor-
rowed its title from her 1963 instruction piece {fig. 8.3). As part of
the exhibition, Ono created a series of public works sited around
Anderson Gallery and throughout the ¢ity. They included five bill-
boards at various locations, a banner 3t the gallery's entrance, and
posters and T-shirts for sale in the gallary shop, The catalogue,
which was produced in two versions, also featured the text on its
cover.' In each case, the ward FLY appears afone in capital fetters,
without grammatical contest.

The hillbpards quite naturally attracted journalistic and paputar
attention. On the opening day of the exhibition, Richmaond's daily
n'ewspaper, the Richmand Times-Oisparch, thoughtiully advised
readers: “It's not subliminal play from the airlines; it's art."?
Indeed, people seemed puzzled. The Times-Dispatch critic began
har brief interview with Ona by asking the artist to explain:

Q: What should pecple make of the Fly billboard?

A: This particular billbeard, it's a message. It an artwork
that’s taking tha form of 4 billhoard.

Q: And there are T-shirts and pasters with the word on it, too,
all for sale,

A; I'm sure the gallery wanted to make the Fshirts and
posters.

Qr What separates the hillhoards and Tshirts from advertising?
A Iv's the fact that it's not selling anything.

Q: 5ome might argue it's selling your art,

Az Well. But, It's nat, The T-shirts you have to buy anyway.
‘fou might buy a blank T-shirt. It's not saying "Buy Coca-
Cola.” I's just a communication af the idea of flying. The
spiritual flight or whatever.
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And certainly, the bifitoards sold nothing in any traditional sense.
The onty ather information an the billboards was a line in small
type, in the bottam fight corner: “y.o. 1963-1996"; no indication
of Ono's name gr the details of her exhibition at the Anderson
Gallery wers included *

The 1986 hillboard versien of Ay finds a particular resonance with
its earliest public manifestation: Untitled (Birth Announcement)
{1963; fig. 14.7). The teaflet, which includes tnstructions for Poem
Mo, 86, reading simply *Fly,” is an advertising work of sarts. It an-
nounces the birth of Ono's daughter Kyoko, with a baby

pictura, and carries an ad for Ono's yet-to-be-published bock,
Grapefruit,

Ke

NOTES

1, The catalogue was a box that cantained & booklet alang with varnus objecis,
including stones, acarns, gosteards, and a bookmark, I was 2lse produced as an
unnurmbered signed edition of 100. An overrun af the booklet was alsa availabla
separately

2. 5ibella €. Giorella, ™Yok Ono's Wiark Mo Fly-by-Night Effert,” fichmond
Times-Dispatch, 18 October 1996, C1,

3. Ibid,

4. The Gallery placed a magazine ad ta publicize the exhibition, mimicking the
artist's style by "wirtualiy" installing a FLY billboard on the VCU sculpture depart-
ment building which had baen demolished recently. Sea "Yoka One: Fly," Artfo-
rum 35, no. 2 {October 1956), 64,

LTERATURE: Concannon, Ay, exh cat. {1996}, 3-11; Giarello,
Richmond Times-Dispatch, 18 October 1996; Concannan,
Athanor (1898)
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FLY, 1906. BILLBOARD
INSTALLED IM
RICHMOMD, VIRGINIA
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