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2. ANDERSCH COLLECTION/ARCHIVE and Joseph Beuys 

Alongside the Sohm Archive (Staatsgalerie Stuttgart) and the Gilbert and Lila Silverman Fluxus 
Collection Archives (MoMA, New York), the ANDERSCH COLLECTION/ARCHIVE is one of the three 
most significant and dense collections worldwide for Fluxus and the neighboring intermedial areas. Its 
material stands for crimaterial stands for critical thinking, participatory approaches, collective social processes, and global 
“Eternal Network” (Brecht/Filliou), offering a reservoir of substantial content that is more current than 
ever against the sociopolitical backdrop of the present. Certain highlights stand out among the 
collection’s many focal points: nearly complete holdings of historical Fluxus documents and materials 
– for example, all early Boxes, Newsletters, and Newspapers of Fluxus Edition – built above all through 
processes of giving, exchange, and reciprocal supplementation with fellow Fluxus collectors and 
friends such as Hanns Sohm (Sohm Afriends such as Hanns Sohm (Sohm Archive, today: Staatsgalerie Stuttgart) and Hermann Braun (today: 
Braun/Lieff Collection, Museum Ostwall at the Dortmunder U). In addition, there are particularly 
comprehensive groups of works and sets of documents from George Brecht, Robert Filliou, 
Dorothy Iannone, Dieter Roth, Takako Saito, and Joseph Beuys.

The Beuys collection is interesting mostly on the basis of numerous multiples, documents signed by 
Beuys for Andersch, ephemera, and – from the perspective of art history –  a fascinatingly complete 
llibrary with many rare books. The absence of major, spectacular multiples such as Schlitten [Sled] 
(1969) or Silberbesen und Besen ohne Haare [Silver Broom and Broom without Bristles] (1972) – both 
Edition Block, Berlin – points to Andersch’s limited financial radius of action as a teacher. (For compa-
rison: the entrepreneur Karl Ströher acquired almost all of the works that Beuys showed in 1967 in his 
legendary exhibition at the Städtisches Museum Mönchengladbach.) Erik Andersch primarily collected 
information. In this he followed his model Hanns Sohm, the world’s first Fluxus collector, who in the 
mid-1960s dedicated himself to the systematic documentation of ephemeral materials, thus 
paradoxically creating the prototype of an institution as someone outside of institutions. 

The ANDERSCH COLLECTION/ARCHIVE also originally included an extensive set of works by 
Nam June Paik, which the collector gave to the Nam June Paik Art Center in Korea in 2010. Paik and 
Andersch became friends when Paik took over the professorship for video arts at the Düsseldorf Art 
Academy in 1979. It was Paik who inducted Beuys into the Fluxus group in 1962, and as a kindred 
spirit, he represents the central complement to Beuys to a certain extent.6 In this case it would be 
necessary for the institutions in Mönchengladbach and Seoul to network for research purposes.

One One the unique features of the Andersch collection is its special proximity to Düsseldorf as a place 
where the international avant-garde intertwined with regional, and local artistic manifestations already 
in the 1950s. Above all through the productive competition of gallerists Jean-Pierre Wilhelm – a key 
figure for Fluxus, who discovered Nam June Paik – and Alfred Schmela – later the gallerist for Joseph 
Beuys – significant artistic processes became organized and crystallized at an early point. In diverse 
ways, the ANDERSCH COLLECTION/ARCHIVE documents the strong reactivation of the conceptual 
and intermedial stimuli of Fluxus in the surroundings of the Düsseldorf Art Academy beginning in 
1968, s1968, stimuli that had first manifested with actions in the Rhineland (often disturbing to the public and 
for the most part negatively received by the press) beginning in 1962 (Kleines Sommerfest – Après 
John Cage [Little Summer Festival], Galerie Parnass, Wuppertal, June 9, 1962; Neo-Dada in der Musik 
[Neo-Dada in Music], Kammerspiele Düsseldorf, June 16, 1962; Festum Fluxorum Fluxus, Düsseldorf 
Art Academy, February 2/3, 1963; Festival der Neuen Kunst, 20. Juli [Festival of New Art, July 20], 
TH Aachen, July 20, 1964).7

At the same time, in a specific way, the collection also links Joseph Beuys’s individual position to the 
context of Fluxus. For Beuys, professor of sculpture at the Düsseldorf Art Academy beginning in 1961, 
the encounter with Fluxus had a strong catalyzing and transforming  effect. In 1962/63 a decisive 
change took place for the artist, who until then had worked in sculpture and drawing: this change 
involved his choice of meinvolved his choice of media (actions, later multiples), materials (date of the first Fettecke [Fat Corner]: 
1962) and methods, including later his offensive and provocative way of dealing with the public and 
the press. In turn, Beuys represented something like a home base for Fluxus in Düsseldorf during the 
formative early Fluxus years. In the circle of the Fluxus “core group“, this repeatedly gave rise to 
cricriticism, as the image of the movement was thus outwardly shaped in a relatively one-sided manner, 
especially in West Germany. In 1993 Danish Fluxus artist Eric Andersen expressed it aptly as follows: 
“For many years Joseph Beuys was the big hero of Fluxus and in fact he was never really associated 
with Fluxus but he was the hero. So that was the way a lot of people saw Fluxus.”8 On the other hand, 
it was Joseph Beuys who helped Fluxus to gain immense resonance, risking a great deal in the pro-
cess. In contrast to colleagues at the academy such as the painters K.O. Götz or Gerhard Hoehme, he 
was one of was one of the few at the time to recognize the progressive utopian potential of the movement, which 
carried in its name the fluctuating “plastic principle” (fluxus, Latin fluere = flow): art as a processual 
and permanently self-renewing occurrence, without determinant fixation on the (historically fraught) 
past. Beuys: “This is a concept of art that no longer hangs on the wall but plays out in space, that is 
expressed in conversations or deeds, taking place in actions and no longer bound to the museum.”9

When asked about his connections to Beuys, Erik Andersch remarked: “Beuys was always here in 
Düsseldorf; already in 1963 he performed with Spoerri at Festum Fluxorum Fluxus, or with Filliou in 
1964 at the Aachen event on July 20. I later visited Beuys with Robert [Filliou] twice. But I also saw and 
met Beuys every now and then in any case. Either I wanted to get a few books signed ... or he was 
doing his political stuff in the office on Andreasstraße and said: ‘Come on and help me.’ Then I would 
help to set up or things like that. [...] We were all just together a lot at the time. With meeting places 
like Creamcheese, the Spoerri bar ... everyone always met up there [beginning in 1968].”

AnderschAndersch’s contact with Beuys was far more loosely woven than that between Beuys and collector 
friend Wolfgang Feelisch, however. With Feelisch, publisher of VICE Versand, Remscheid, Beuys 
began to release the famous Intuition wooden boxes in unlimited number in 1968. In the context of 
Beuys’s multiples, Intuition plays a central role as a spiritual information carrier. 

 

1. Fluxus Collector Erik Andersch

“Yes, he was a wonderful man.
His cheerfulness in every circumstance was extraordinary,
as well as his kindness towards so many artists.”1 (Dorothy Iannone)

Erik Andersch was born on September 5, 1940, in Düsseldorf, on Erik Andersch was born on September 5, 1940, in Düsseldorf, on the same day as the guiding spirit of 
Fluxus, John Cage (1912-1992), as the collector enjoyed mentioning. After elementary school and 
trade school, Andersch – who was related to the writer Alfred Andersch – trained as a financial 
business administrator at the Düsseldorf tax office beginning in 1956. (“They were horrified when I 
quit.”) At 22, he passed the aptitude examination of the state of North Rhine-Westphalia, and went on 
to study pedagogy. Starting in 1965, he worked as a secondary school teacher in Düsseldorf-
GaraGarath, Düsseldorf’s largest social housing project of the1960s. Postgraduate studies in therapeutic 
pedagogy and special education followed from 1967 to 1969 at the University of Cologne. Andersch 
subsequently returned to Garath, where he worked as a teacher at a school for students with 
“learning disabilities and behavioral difficulties” until 1990.

Additionally, in the mid-1960s he took over the leadership of the “Rainbow” student residence in 
Düsseldorf, founded – by Düsseldorf, founded – by the Lebanese Dominican Sheikh Malik and the “Afro-Asian Working Group” 
– with the objective of renting rooms to foreign students who otherwise would have had little chance 
in the Düsseldorf housing market. The student residence was located on Hoffeldstraße in Düsseldorf-
Flingern until 1968. The first artists to be hosted by Erik and Dorothee Andersch were Robert and 
Marianne Filliou, who stayed there immediately after their arrival from the South of France. After 
rrelocation of the residence to Kopernikusstraße in Düsseldorf-Bilk, the Andersch family moved into a 
bungalow on the grounds with sons Marcel and Martin. This spot in particular became legendary as a 
refuge and central contact point for many international artists: artists including George Brecht, Robin 
Page, Nam June Paik, and Takako Saito, among others, lived and worked for months at a time in the 
student residence that Erik Andersch led until 1988, as well as in the Andersch’s home. In addition to 
providing a practical contribution to their livelihood, this earned Erik and Dorothee Andersch the 
highest highest recognition and appreciation of many artists. Andersch: “They could always live with us. The 
artists all felt at home. And when we could do something for them, we did it. [...] Robert, George, 
Dorothy, Takako, Paik: they were true friends – like family.”2

How did Erik Andersch get into collecting? He was passionately interested in literature and contempo-
rary history, and even before his first art purchases he collected complete series of affordable 
paperbacks that had come onto the market in the 1950s. In 1965, after his exams, he acquired his first 
two artworks from the Düsseldorf Kunstverein, graphics by Antoni Tàpies and Johannes Itten. At that 
point he already had contacts in the Düsseldorf art scene, for example sharing his office at the tax 
office for a few months with Sigmar Polke when Polke had a job there during his art academy studies. 
But the real start of Andersch’s obsessive activity as a collector was marked by a chance encounter 
with Daniel Spoerri and Dorothy Iannone one morning in the Düsseldorf Altstadt in May 1968. Erik 
and Doand Dorothee Andersch were thus absorbed into the extraordinary circle of friends that intellectuali-
zed and internationalized the Düsseldorf art scene (as well as the music and advertising scenes) 
between 1968 and 1974, with Spoerri, Iannone, and Dieter Roth following the snowball principle.3 
In parallel with the artistic and political activities around Joseph Beuys, and against the backdrop of 
student unrest in the pulsing environment of the art academy, it was this cosmopolitan group of 
conceptually and intermedially oriented artists who decisively contributed to Düsseldorf’s develop-
ment around 1970 into a “middle European metropolis of artists,” thanks to “a lucky constellation of 
objective economic coordinates and subjective initiatives,” and “a radius drawing (artists and artistic 
activities) from Antwerp, Amsterdam, Scandinavia, Vienna, Bern” (Georg Jappe). With these artists, 
there was a kind of reactivation of the “spirit of Fluxus,” which had already become so distinctly 
manifest in Düsseldorf in the formative years of the Fluxus movement (Neo-Dada in der Musik 
[Neo-Dada in Music], 1962; Festum Fluxorum Fluxus, 1963). At the same time, some of the artists 
represented in Erik Andersch’s collection (such as Page, Roth, or Iannone) do not really belong to the 
multidisciplinary Fluxus network initiated in 1961/62 by American-Lithuanian Fluxus founder George 
Maciunas. Beuys, too, represents a special case. “I always saw the Fluxus concept somewhat more 
expansively,” affirmed Erik Andersch, who used the Fluxus label in an open manner, similarly to 
Joseph Beuys, who employed it in an explicitly strategic way. Beuys in 1966: “Beuys is the only one in 
Germany to continue to use the name FLUXUS invented by George Maciunas for his work, as well as 
for his further developed demonstrations, which are alien to the original FLUXUS circle of ideas.”4

Andersch himseAndersch himself did not experience the early Fluxus actions and concerts in the Rhineland 
(1962-1964), which radically and playfully lifted the boundaries between different artistic disciplines 
(music, visual arts, poetry, theater, etc.), liquifying all accepted concepts of aesthetic, academic, and 
institutional praxis, and inspiring many art academy students in addition to Beuys, such as Sigmar 
Polke, Gerhard Richter, Konrad Lueg, or Jörg Immendorff. For Andersch, the process that linked the 
praxis of life, work, and collecting began in 1968; ultimately, “Fluxus and Friends” had a particular way 
of of living the burning themes of the times – individual and collective freedom, equal rights, anarchy 
and absence of hierarchy. As a free spirit and anarchistic pedagogue, Erik Andersch was especially 
attracted to the humorous, paradoxical (in the sense of higher wisdom), and subversive aspects of 
Fluxus. From a professional perspective alone, and in parallel with the emancipatory context of the 
day, he was interested in all forms of anti-authoritarian knowledge transfer and democratic 
information “sharing.” This interest was also in parallel with Joseph Beuys, Dieter Roth, and 
Robert Filliou, whose perpetually relevant book Teaching and Learning as Performing Arts, developed 
in participative processes with Beuys, Roth, and others, was published in 1970 during Filliou’s time in 
Düsseldorf.5

In this way, over many decades, an information cosmos emerged that is as diverse as it is 
homogeneous; more than other collections, it can be viewed as its own work in the sense of a 
“Permanent Creation” (Filliou). Again and again, the collection circles around a central thought: 
understanding art not as “work” and as commodity, but rather as action, attitude, and “existential 
iillumination” (Køpcke).
Erik Andersch continued this work to the last. Exactly 50 years after Filliou’s Hand Show became the 
first work in the ANDERSCH COLLECTION/ARCHIVE, the collection was transferred to the Museum 
Abteiberg in the summer of 2018, adding an elementary piece to the museum’s own collection. 

Erik and Dorothee Andersch, who began collaborating as kindred spirits in the 1950s, spent the winter 
months living on the Canary Island of La Gomera starting in 1990. 
Erik Andersch died there on February 1, 2021.
  

 
 

“All of this is generally very flexible”
ANDERSCH COLLECTION/ARCHIVE, FLUXUS and JOSEPH BEUYS 

Susanne Rennert 

Erik Andersch (1940-2021), Neuss 2018, Photo: Susanne Rennert




