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Exhibition Layout

Lost & Found takes place in eight separate rooms of the High Line Nine Gallery.

Each room shows both olfactory and non-olfactory art depicting the different functions of

the sense of smell: scent and memory; scent and therapy; scent and society; and scent and

culture. The works are arranged in order to show the flow of loss and recovery of the

sense of smell, following the meaning of the title of this exhibition, Lost & Found.

The exhibition will begin in Room 9 with a video work, Code Blue 19 by Peter

De Cupere, which can be accessed via the West 28th Street entrance. The work's title is a

combination of "Code Blue," a medical term used in emergency situations, and

"COVID-19," a social phenomenon. Our exhibition's goal is to highlight the lost and

found stages of the sense of smell, and we believe this work fits in well by symbolizing

and informing the beginning of these processes. This video depicts the artist slowly

removing the mask while wearing soapy foam covered in the shape of a mask. The work

will be projected on the room's largest main wall. The room has two large windows, one

facing the street and one facing a hallway inside the gallery. Displaying his shocking

performance video on the main wall between the two windows can draw passersby's

attention through the exterior windows. 

Rooms 7 and 8 will feature works by Pallavi Padukone and Wolfgang Laib on

scent in therapy, following Peter De Cupere's intense mask video in the preceding room.

Room 8 will feature seven works by Pallavi Padukone from her Reminiscent Project. Her

Reminiscent Projects, also used for aromatherapy, are crafted from six different spices

that hold special meaning for the artist. Hibiscus, Citronella, Jasmine, After the rain,
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Spice rack, and Sandalwood works will hang from the ceiling to the left of the room's

entrance. The Spice Rack and Citronella works will occupy a corner of the wall, while the

remaining four pieces will hang close to the wall. Finally, the Rose work will be

displayed on a pedestal in the center of the room. The hanging method allows the works

to sway gently in response to the breeze and the passing of viewers, releasing a pleasant

scent throughout the space. 

Room 8 will feature a central scattering of Wolfgang Laib's Hazelnut Pollen on

the floor. According to Wolfgang Laib, pollen is a unique substance that represents

regeneration, infinite energy, time, eternity, and the memory of the seasons. Trained as a

physician rather than an artist, he explains that his "pollen collection practice" is a

laborious act that transforms a meditative process into art and is a deliberate attempt to

heal the rift between nature and the modern world.6 The work will be installed in a square

of 14' 9 3/16", excluding the minimum movement of people, to fit the floor area of the

room, which is 23' 5" x 28' 2", allowing a maximum of five people to enter at once. In

their artistic practices, both Pallavi Padukone and Wolfgang Laib rely on organic

components. The subtle aromas of Pallavi Padukone's works and those reminiscent of

Wolfgang Laib’s flower garden contain therapeutic elements that can help those who

have struggled emotionally and physically during COVID-19's solitary days.

Throughout the previous rooms, the audience has been comforted by the loss of

their sense of smell due to social phenomena. People will be encouraged to recognize the

significance of smell in the upcoming rooms. One of the important functions of smell is

to recall memories. This feature can be recognized through the work of Jim Hodges and

6 Celina Jeffery, “‘To See the World in a Grain of Sand’: Wolfgang Laib and the
Aesthetics of Interpenetrability,” Religion and the Arts 17, no. 1-2 (2013): 57-73,
https://doi.org/10.1163/15685292-12341254.
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Hilda Kozari in Rooms 5 and 6. Jim Hodges' two works in Room 5 evoke memories of

people who consoled him. Both works are large-scale patchworks of nylon, chiffon, and

silk. The works will be hung on the adjacent walls, and the excess length of Here is

Where We Will Stay will be placed on the floor with the pedestal, considering the height

of the gallery ceiling. Another work, With the Wind, will be hung on the wall, connecting

the corners of the two walls of the room. Although his works lack any olfactory

component, the artist recalls the comforting scent of his mother and grandmother through

the materials he uses and the act of sewing. This further evokes warm feelings of

nostalgia for the audience's own families. 

Hilda Kozari's installation in Room 6 will transport visitors back in time to

unrestricted travel before the pandemic struck. Based on video and image work in

Helsinki, Budapest, and Paris, Persian perfumer Bertrand Duchaufour transformed this

visual element into a multi-sensory piece of perfume, an olfactory element. Inside the

room, we'll place three acrylic balls, one for each city, and a camera aimed at each ball.

The circumference of this ball is 59.06 inches, and it has an entrance that is large enough

to fit half of an adult's body. The balls will be sprayed with a perfume inspired by the

three cities, and videos and images from each city will be projected on the walls of the

balls via a camera mounted on the ceiling. 

Rooms 4 and 2 discuss the connection between smell and culture. Ernesto Neto

from Brazil and Oswaldo Maciá from Columbia were both influenced by their

hometowns and cultures in their work. Room 4 features Oswaldo Maciá’s olfactory and

auditory combined work called Forest of Balms. The balsam used in this sculpture was

one of the first perfumes to cross the Atlantic. It is still used in many European medicines
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and perfumes today. This work visualizes how the sense of smell forges global

connections.7 A long string from the ceiling will hang a cloth with the scent of balsam.

Underneath it, two fans are running towards this cloth, which will fill the room with the

scent of balsam. On the other side of the fan, two speakers will be installed, and the

music—the desert wind and the sounds of the Colombian rainforest—that is part of the

work will play in a 15-minute loop. People can sit or stand on the floor to listen and

watch the work. 

In the gallery’s Room 2, Ernesto Neto's multisensory work, Lipzoid Spice Garden,

will be installed. For the artist, one of the most important ways to connect with the

audience is through the use of olfactory elements. This work, which will be installed on

the room's floor, contains spices wrapped in a thin polyamide stocking cloth that

resembles human skin and emits the color and scent of the spices. The dense and lined-up

form of the work, in addition to the olfactory elements, suggests the psychological and

physical distance of people who have been lifted from a social distance, and it depicts our

lives liberated by post-COVID-19.

Finally, the exhibition closes with Valeska Soares' work in Room 1. The work,

Epilogue, consists of five antique tables with mismatched cups filled with wine and

spirits. The work will be placed in the center of the room, giving the viewer the role of a

party host or an invitee to the party.8 Through narrative works, it shows how we bless our

lives that have regained the freedom of social and cultural activities that were limited by

8 “Valeska Soares: Material / Immaterial,” Watch, Art21, accessed September 30, 2022,
https://art21.org/watch/specials/valeska-soares-material-immaterial-short/.

7 “Forest of Balms / Bienal de Guatemala,” Scupture, Oswaldo Maicà, accessed
September 30, 2022, https://www.oswaldomacia.com/forest-of-balms.
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the pandemic, especially exchanges with people. This work ultimately means regaining

the sense of smell, complete freedom of smell, as the exhibition title “Found” suggests.
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Floorplan
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The Brief History of Olfactory Art

by MyeongKyo Kim

The exhibition Lost and Found contains numerous scent-related works with social

implications and cultural codes. Olfactory art is considered a recent trend in art.

However, the history of modern art is full of examples of art experiences that emphasize

the value of smell, taste, and touch, while minimizing the privilege of visual sense. These

artworks emerged in various 20th-century avant-garde art movements that no longer

emphasized the pleasure of vision. The expansion and significance of the artist’s

autonomy, which had been budding since the late 19th century, brought a subversive

change in the composition of the work. The art-making process also took advantage of

the development of new media and materials, permitting non-traditional resources in the

art.

The development from sight-oriented artworks to multisensory works demanded a

different style of appreciation, turning an exhibition gallery into a space of invitational

events and phenomena that require participatory responses.9 For visitors to appreciate

olfactory or scent-related artworks, the participants must observe their physical reactions,

capturing certain scents and smells. Rather than interpreting the artworks simply with the

eyes, engaging with olfactory art stimulates both viewers’ physical and psychological

sensation. Listening to the response of one’s own body, the viewer explores individual

memories that further expand into explorations of socio-cultural meanings and

9 Gen Zheng and Sang-hyun Park, "A Study on the Change of Post-Human's Perception
on Visual Media," Journal of Communication Design, vol. 64 (July 2018): 242.
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community stories.10 It is fundamental to be present in moments of olfactory experiences,

primarily immediate and instantaneous, because it leads the viewership to participate in

physical comprehension.11 In other words, olfactory art requires an active viewing

attitude and encourages visitors to be sensitive in their observation. The artist selects

from the numerous metaphors delivered by the sense of smell, the olfactory work

connects the artist and audience through its direct or indirect smells, and the viewer

imbues the olfactory message with personal experience and story.

Before looking at the specific historical background, it is essential to clarify the

definition of olfactory art and use a more appropriate meaning for understanding. Larry

Shiner has classified olfactory art into five categories: 1) works for museums and

galleries, 2) smells to enhance the theatrical and musical works, 3) scents made by

designers, 4) perfume and incense, and 5) representations of the smell.12 On the other

hand, Jim Drobnick, a prominent curator, author, and critic of olfactory art, proposed a

limited definition from Shiner’s point of view, understanding olfactory art as artistic and

aesthetic attempts.13 Drobnick categorized olfactory art in how the artworks specify and

clarify the context and meaning of the works with olfactory elements, not just presenting

the term to distinguish such artistic activities from visual works. He reviewed the

function of smell in olfactory art as a true reflection of the world.14 While the scented

14 Jim Drobnick, “Reveries, Assaults and Evaporating Presences: Olfactory Dimensions
in Contemporary Art,” Excerpted from Parachute no. 89 (1998), accessed November 7,
2022, http://www.david-howes.com/senses/Drobnick.htm.

13 Ibid.

12 “Art and Scent: Interpreting the Olfactory Arts,” Larry Shiner, accessed November 7,
2022, https://www.larryshiner.com/art-and-scent.

11 Ibid.

10 Jim Drobnick, “Reveries, Assaults and Evaporating Presences: Olfactory Dimensions
in Contemporary Art,” Excerpted from Parachute no. 89 (1998), accessed November 7,
2022, http://www.david-howes.com/senses/Drobnick.htm.
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elements envision reality, the diffused materials stimulate the audience's sentiments,

enabling an emotional interpretation of the space. Linda Solay has offered a similar

definition, explaining that “scent art is any art in which smell carries an essential role in

delivering the artwork’s concept.”15 Solay’s definition inherits Dobnick’s classification

and clarifies points about what qualifies as olfactory art.

Ⅰ. INITIAL MULTISENSORY EXPERIENCE

The Evolution of Modern Art

Kant’s aesthetics placed the highest value on optical engagement. According to

Kant’s notions of aesthetics, no senses other than sight were necessary; the value of

smell, touch, and taste was not comparable to that of sight. Self-cognition reinforced in

the Enlightenment had been acknowledged as “self-criticism” by Kant, which was also a

vital understanding of Modernism, argued by Clement Greenberg.16 Greenberg also

structured Modernism painting with the notion of “purity” – accepting flat, shallow, and

two-dimensional surfaces.17 Greenberg’s argument was a foothold for the success of

Abstract Expression that flourished during the 1940s and 1950s – a foundation for

supremacy on visuality.

17 Clement Greenberg, “3. Towards a Newer Laocoon (1940),” in Clement Greenberg:
The Collected Essays and Criticism Volume 1: Perceptions and Judgements 1939-1944,
ed. John O’Brian (Chicago: University of Chicago Press, 1993), 34-35.

16 Clement Greenberg clarified in his essay that “the self-criticism of Modernism and
criticism of the Enlightenment have different perspectives; the former criticized from the
inside and the latter criticized from the outside.”
Clement Greenberg, “18. Modernist Painting (1960),” in Clement Greenberg: The
Collected Essays and Criticism Volume 4: Modernism with a Vengeance 1957-1969, ed.
John O’Brian (Chicago: University of Chicago Press, 1993), 85.

15 Solay defines “scent art” and “olfactory art” as a same term.
Linda Solay, “Scent in Contemporary Art: An Investigation into Challenges & Exhibition
Strategies” (MA diss., Lasalle College of the Arts Singapore and Goldsmiths College,
University of London, 2012), 14-15.
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The characteristics of smell defined by Kant have been worthwhile to

contemporary artists and postmodern aesthetic values; it became an opportunity and

intriguing qualification for the artists and their artworks.18 Diverse 20th-century

avant-garde art revolted against traditions and aggressively developed ways to challenge

the existing canons in the art world. Many artists from the mid-20th century created

multisensory artworks, requiring audiences to be active, not relying only on vision but

intertwining their senses to appreciate the works. The artworks that motivate smell,

touch, hearing, and senses other than vision caused audiences to pay attention to their

own physical responses and recognize each sense’s function; now, the individual senses

were reappraised.19 The odors dispersed from individual works were not just a part of the

work, but also become meaningful through interaction with the audience. Recently, some

artists have defined themselves as olfactory artists by directly targeting the sense of smell

to create their works.20 For these artists, odors and fragrances become materials for art in

their own right.

Dada

Dada, one of the revolutionary art movements in the 20th century, emerged during

the First World War. In 1916, Hugo Ball and Emmy Hemmings opened the Cabaret

Voltaire in Zurich, where countless exiled artists and writers gathered.21 Despite Dada’s

21 “What is Dadaism, Dada Art, or a Dadaist?,” Articles & Features, Artland Magazine,
accessed December 1, 2022,

20 Hsuan L. Hsu, “Olfactory Art, Transcorporeality, and the Museum Environment,”
Resilience: A Journal of the Environmental Humanities, vol. 4, no. 1 (2016): 8,
https://doi.org/10.5250/resilience.4.1.0001.

19 Jim Drobnick, “Reveries, Assaults and Evaporating Presences: Olfactory Dimensions
in Contemporary Art,” Excerpted from Parachute no. 89 (1998), accessed November 7,
2022, http://www.david-howes.com/senses/Drobnick.htm.

18 Hsuan L. Hsu, “Olfactory Art, Transcorporeality, and the Museum Environment,”
Resilience: A Journal of the Environmental Humanities, vol. 4, no. 1 (2016): 7,
https://doi.org/10.5250/resilience.4.1.0001.
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beginning in Zurich, it quickly developed in different areas: Berlin, Paris, and New York.

Dada aimed to accomplish “anti-art,” rejecting traditional and accustomed art forms and

seeking new art styles. Dada was also a reaction against war and rationality, which

destroyed everything, becoming skeptical about being rational. Instead of following the

rules of previous principles, Dadaists explored collage and performance, pursuing

randomness in art making.22

Marcel Duchamp

Marcel Duchamp was one of the members of New York Dada. Duchamp and

Dada shared the two most prominent features: anti-art and randomness. Throughout his

lifelong participation in art, Duchamp revolutionized art itself. Duchamp ended up

painting in 1912 and started another art phase as an art-maker/selector in 1913.23 He

repurposed a kitchen stool and bicycle wheel, both found objects, into the first

readymade, Bicycle Wheel (1913). The artist created other readymades in consecutive

years. In 1917, Duchamp chose a standard urinal and presented it with the signature of

‘R. Mutt,’ creating Fountain (1917), an iconic readymade. Fountain was unacceptable to

the jurors of an art exhibition held by the Society of Independent Artists, as it confronted

the hierarchy present in the arts and suggested the smell of restroom. What he meant with

these artworks was to elevate functional objects to artistic statements, simultaneously

rebelling against the canon of art material and questioning the basis of art – whether the

23 Tae Im Ryu, “A Study of Anti–Art Spirit and Ready–made by Marcel Duchamp:
Focused on his Influence in Modern Art” (MA diss., Dankook University, 2005), 24.

22 “What is Dadaism, Dada Art, or a Dadaist?,” Articles & Features, Artland Magazine,
accessed December 1, 2022,
https://magazine.artland.com/what-is-dadaism/#:~:text=Dadaism%20was%20a%20move
ment%20with,its%20own%20kind%20of%20nonsense.

https://magazine.artland.com/what-is-dadaism/#:~:text=Dadaism%20was%20a%20move
ment%20with,its%20own%20kind%20of%20nonsense.
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art is produced by making or choosing. Moreover, these revolutionary objects changed

the way of appreciating art – from viewing to engaging.24

Duchamp's interest in finding and presenting ordinary objects expanded real art

to conceptual art. 50 cc of Paris Air (1919), or Air de Paris in French, became an artwork

because the artist chose the object; Duchamp purchased an empty ampoule from a

souvenir store in Paris and turned it into a work of art (Figure 1). The intriguing fact of

this artwork is that there is no clear evidence that the ampoule indisputably holds “50 ccs

of Paris air.” It became much more questionable after it was replaced due to breakage in

1949.25 What remains here is the concept of Paris air and how the air of Paris smelled.

Through this art piece, those who had visited Paris would recall the scent of Paris from

their memories, and those who had not been to Paris could imagine its scent. In this

regard, 50 cc of Paris Air is a conceptual olfactory art made by Duchamp.

In 1921, Duchamp created another conceptual olfactory art piece. He altered a

fragrance label and turned the perfume bottle into a readymade, Belle Haleine, Eau de

Voilette (1920-21), meaning “Beautiful Breath, Veil Water” (Figure 2). This work of art is

classified as an “assisted readymade” – a found object with an artist’s alteration,

duplicating the original label and replacing it with a designed image.26 The photograph of

26 Sotheby’s described this readymade as “imitated rectified readymade.”
“Impressionist & Modern Art Evening Sale: Lot 38,” Sotheby’s, accessed December 1,
2022,
https://www.sothebys.com/en/auctions/ecatalogue/2012/impressionist-modern-art-evenin
g-sale-n08898/lot.38.html; Hal Foster named “assisted readymade” in Artforum.
Hal Foster, “Close-up: A Rrose in Berlin,” Artforum, April 2011,
https://www.artforum.com/print/201104/close-up-a-rrose-in-berlin-27825.

25 Ibid.

24 “What is Dadaism, Dada Art, or a Dadaist?,” Articles & Features, Artland Magazine,
accessed December 1, 2022,
https://magazine.artland.com/what-is-dadaism/#:~:text=Dadaism%20was%20a%20move
ment%20with,its%20own%20kind%20of%20nonsense.
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Duchamp’s female identity, Rrose Sélavy, was first used within the new label.27 Similar to

the name of Duchamp’s altered identity, the work's title was also a pun – ‘Belle Haleine,’

refers to Belle Hélène or Helen of Troy but also evokes the artist’s alternative persona at

the same time.28 With this appropriation, Duchamp attempted to overlap the image

between scent-related object and the artist’s breath – “the breath of genius,” or “the aura

of the artist,” as Hal Foster has explained.29 Here, the viewership can imagine what a

signature smell of Rrose Sélavy would be like, deriving a seductive scent from the

printed female picture.

The International Surrealist Exhibition of 1938

Not only was Duchamp an artist, but he also was a curator of several exhibitions.

The International Surrealist Exhibition of 1938 was held in the Beaux Art Gallery in Paris

before the outbreak of World War Ⅱ. The significance of this exhibition is twofold – it

was a manifestation of Surrealism and a groundbreaking show that introduced immersive

surroundings.30 During the 1930s, it was the moment when the fascist system and cultural

censorship prevailed in Europe. In the flow of the value of Dada, the 1938 International

30 “The Shows That Made Contemporary Art History: The International Surrealist
Exhibition of 1938,” Articles & Features, Artland Magazine, accessed December 1, 2022,
https://magazine.artland.com/the-shows-that-made-contemporary-art-history-the-internati
onal-surrealist-exhibition-1938/.

29 Hal Foster, “Close-up: A Rrose in Berlin,” Artforum, April 2011,
https://www.artforum.com/print/201104/close-up-a-rrose-in-berlin-27825.

28 “Impressionist & Modern Art Evening Sale: Lot 38,” Sotheby’s, accessed December 1,
2022,
https://www.sothebys.com/en/auctions/ecatalogue/2012/impressionist-modern-art-evenin
g-sale-n08898/lot.38.html; Caro Verbeek, "Surreal Aroma's. (Re)Constructing the
Volatile Heritage of Marcel Duchamp," Relief: Revue Electronique De Littérature
Française, vol. 10, no. 1 (June 2016): 134, https://doi.org/10.18352/relief.929.

27 “Impressionist & Modern Art Evening Sale: Lot 38,” Sotheby’s, accessed December 1,
2022,
https://www.sothebys.com/en/auctions/ecatalogue/2012/impressionist-modern-art-evenin
g-sale-n08898/lot.38.html.
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Surrealist Exhibition attempted to overcome the reality – the rationalist-dominant strains

– by overlapping the ideal Surrealist environment – dream and subconscious.31

With other Surrealists, André Breton and Marcel Duchamp opened this massive

exhibition to support the anti-fascist political views. According to the exhibition catalog,

Breton and a poet Paul Éluard were the official organizers, but the role of Duchamp was

the “generator-arbitrator,” or “générateur-arbitre” in French. The meaning of “arbitre” in

French was not only meaning the role of “the arbitrator” but also an “arbiter.”32 Duchamp

was the hidden real curator of the exhibition. Moreover, other renowned figures were

involved behind the scenes – Salvador Dalí and Max Ernst served as technical advisers,

Man Ray as a lighting director, and Wolfgang Paalen as an exhibition designer.33

Duchamp filled the gallery with twelve hundred coal bags hanging from the

ceiling, concealing the atmosphere of the bourgeois salon image (Figure 3).34 The coal

bags were packed with newspaper but designed to disperse soot, making the viewers

imagine they were inhaling dust from those bags.35 Also, Duchamp filled the exhibition

space with a coffee smell and a fit of laughter from an acoustic device; he and Wolfgang

35 “The Shows That Made Contemporary Art History: The International Surrealist
Exhibition of 1938,” Articles & Features, Artland Magazine, accessed December 1, 2022,
https://magazine.artland.com/the-shows-that-made-contemporary-art-history-the-internati
onal-surrealist-exhibition-1938/.

34 Su Hyun Bae, “A Study on Marcel Duchamp’s Space of Dislocation in Exile and
Nomadism: Boîte en Valise and Surrealism Exhibitions (1938, 1942)” (MA diss., Hongik
University, 2005), 79.

33 “The Shows That Made Contemporary Art History: The International Surrealist
Exhibition of 1938,” Articles & Features, Artland Magazine, accessed December 1, 2022,
https://magazine.artland.com/the-shows-that-made-contemporary-art-history-the-internati
onal-surrealist-exhibition-1938/.

32 Eun Young Jung, “Surrealism in Labyrinth: Marcel Duchamp's Mile of String for “First
Papers of Surrealism” (1942),” The Journal of Art Theory & Practice, vol. 15 (June
2013): 175.

31 Eunju Lee, "The Social Meaning of the Surreal in the Surrealist Exhibitions of the
1930s," Art History and Visual Culture, vol. 19 (2017): 42.
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Paalen designed the exhibition surroundings with roasted coffee beans.36 It was an

attempt to free the visitors from the sight-oriented experience, bringing the other senses

to the fore and weakening the retinal activity. The scent of coffee became part of the

exhibition, and Duchamp described the diffused roasting smell as a “marvelous odor,” a

“surrealistic detail.”37 All touches of the exhibition suggested the qualities of Surrealism

– filling up with Surrealist objects, penetrating between the conscious and unconscious,

and activating multisensory reactions of individuals.

The exhibition was one of the most successful Surrealist shows attracting

countless viewers, but the show's ultimate recognition was achieved by challenging the

viewership with an immersive experience. Viewers were encouraged to engage with the

artwork, no matter how unusual or extraordinary the experience, and the daily sensory

experience was invited into the exhibition space. To Duchamp, the sense of smell was a

method and medium to bring daily life into art; the smell was also a kind of readymade

for Duchamp to utilize.

Ⅱ. SHIFT FROM OCULAR-CENTRIC TO MULTISENSORY

Beyond Abstract Expressionism

From the 1940s to the 1950s, Abstract Expressionism was the dominant art trend

in the United States. This art movement greatly emphasized the autonomy of art and the

artist, and paintings made by Abstract Expressionists delivered a playful experience on

37 Su Hyun Bae, “A Study on Marcel Duchamp’s Space of Dislocation in Exile and
Nomadism: Boîte en Valise and Surrealism Exhibitions (1938, 1942)” (MA diss., Hongik
University, 2005), 80.

36 Matthew Gale, Dada & Surrealism (London: Phaidon, 1997), 349; Su Hyun Bae, “A
Study on Marcel Duchamp’s Space of Dislocation in Exile and Nomadism: Boîte en
Valise and Surrealism Exhibitions (1938, 1942)” (MA diss., Hongik University, 2005),
80.
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the retina.38 Clement Greenberg identified Jackson Pollock as the paragon of Abstract

Expressionism. Pollock created flat, abstract, and overall paintings that highly relied on

visual expression. However, because Pollock attempted to make a “pure” painting, every

composition in his work did not stay inside the canvas.

A significant shift from Jackson Pollock to a new art form was declared by Allan

Kaprow’s notable essay, “The Legacy of Jackson Pollock.” In Kaprow’s essay, the death

of Pollock was the metaphor for the recession of modernist painting. It was the flare of

new art discourse. According to Kaprow, three innovations were influential to the

progeniture of newly formed avant-garde art: action, form, and scale. From these

suggestions, Pollock enabled future artists to respond to everyday sources. The

satisfaction with art does not remain only in sight but expands to “sight, sound,

movements, people, odors, and touch”; every material can be art.39 Furthermore, Kaprow

underscored that from that moment on, young artists were to become “artists,” not

divided into “painters, poets, or dancers.”40

Happenings

Allan Kaprow & Happenings

In the late 1950s to 1960s, a body of impermanent and momentary artworks

came to be known as Happenings. They resembled social events and many took place in

New York City. Kaprow first coined the term “happening,” and the word became

representative of this style of art. Happenings is an art that emphasizes the process and

40 Ibid., 9.

39 Allan Kaprow, “The Legacy of Jackson Pollock (1958),” in Essays on the Blurring of
Art and Life, Expanded Edition, ed. Jeff Kelly (Berkeley, California: University of
California Press, 2003), 7-9.

38 Clement Greenberg, “18. Modernist Painting (1960),” in Clement Greenberg: The
Collected Essays and Criticism Volume 4: Modernism with a Vengeance 1957-1969, ed.
John O’Brian (Chicago: University of Chicago Press, 1993), 90.
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engagement rather than the final completed form. In 1959, Kaprow presented the work,

18 Happenings in 6 Parts (1959), which offered the first opportunity for an audience to

experience and participate (Figure 4).41 IIn this work, Kaprow staged 18 ordinary events

that involved the viewers in specific activities with performers.42 Although the works

were temporary, Kaprow had no intention to use randomness but to pursue spontaneity;

the works were intended to have a “planned obsolescence.”43 Happenings brought all

surrounding environments into the work of art and made the individual event

site-specific, gathering the participants.

Among Kaprow’s various Happenings, his “environmental” works include

organic materials, further stimulating the viewer’s sense of smell, touch, taste, and

hearing – requiring multisensory experience. In this regard, the sense of smell induces a

sympathetic experience in the work of Kaprow, making the viewers perceive their bodies

and presence.44 Apple Shrine (1960) was an ephemeral work that used organic material

that changed from fresh to decay (Figure 5). In order to appreciate Apple Shrine, the

viewers had to use their five senses: sight, smell, hearing, touch, and taste. All these five

senses were used to distinguish between real and fake apples.45 The audience also

45 Ibid., 81.

44 Haeyun Park, “The Aesthetics of Impermanence and Play: Allan Kaprow’s
Environments and Happenings,” Journal of the Association of Western Art History, vol.
57 (August 2022): 89.

43 Kirstie Beaven, “Performance Art The Happening,” Tate Modern, accessed December
14, 2022, https://www.tate.org.uk/art/art-terms/h/happening/happening; Allan Kaprow,
“The Happenings Are Dead: Long Live the Happenings! (1966),” in Essays on the
Blurring of Art and Life, Expanded Edition, ed. Jeff Kelly (Berkeley, California:
University of California Press, 2003), 59, quoted in Haeyun Park, “The Aesthetics of
Impermanence and Play: Allan Kaprow’s Environments and Happenings,” Journal of the
Association of Western Art History, vol. 57 (August 2022): 80.

42 “Happenings,” Art terms, Art and artists, MoMA, accessed December 1, 2022,
https://www.moma.org/collection/terms/happenings.

41 Kirstie Beaven, “Performance Art The Happening,” Tate, accessed December 1, 2022,
https://www.tate.org.uk/art/art-terms/h/happening/happening.
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witnessed the scent from the circle of nature, freshness to falling, through their noses. As

time passed, real apples changed and eventually decayed, releasing stench when they

rotted. The whole process encouraged viewers to use their bodies to participate in the

playground of the work.

Fluxus

Fluxus was another influential art movement that emerged in the 1960s. Fluxus

and Happenings shared similar characteristics, including the importance of process and

events. However, unlike Happenings, the Fluxus group left countless records –

documents, objects, photographs, “Fluxus Editions” and “Fluxkits.” These records were

due to a critical figure of this art movement, George Maciunas, who believed

documentation was subsisting and maintaining the Fluxus group.46 Maciunas designated

“Fluxus” as the title of the magazine. Fluxus originated from the word “flux,” but the

spirit of the Fluxus was to succeed Dada and Surrealism against the cultural background

of the 1960s.47 In the Fluxus manifesto, Maciunas declared the three goals of Fluxus to

be: purge, promote, and fuse. 48 Fluxus also limited the role of sight, requiring the usage

of five different senses to appreciate the works.49

The period of Fluxus was mainly organized with concerts and events. But after

1964, Fluxus objects and concepts were actively sold at a Fluxshop located in Soho, New

49 Jieun Rhee, "Post–Ocularcentrism in Fluxus," The Journal of Art Theory & Practice,
vol. 6 (December 2008): 153.

48Clive Phillpot,“FLUXUS: Magazines, Manifestos, Multum in Parvo,” CV:
Manifesto Ⅰ, George Maciunas, accessed December 1, 2022,
http://georgemaciunas.com/about/cv/manifesto-i/.

47 Karen Kedmey, “What Is Fluxus?” Artsy, January 14, 2017,
https://www.artsy.net/article/artsy-editorial-fluxus-movement-art-museums-galleries.

46 Jessica Santone,“Documentation as Group Activity: Performing the Fluxus Network,”
Visual Resources 32, no. 3-4 (2016), 263-281, quoted in Seewon Hyun, “Fluxkit as the
Readymade or the Fluxus Edition,” Journal of History of Modern Art, no. 50 (December
2021): 172-173.
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York. Through this shop, Maciunas sold Fluxus multiples at cheap prices wanting the art

to be close to daily life and widespread.50 The products sold at Fluxshops were mostly

small, tangible, and portable, which the public could easily buy. Although few objects

were sold, the objects and concepts – accessible and ordinary – were influential among

Fluxus artists during the 1960s and 1970s.51

Takako Saito

Takako Saito created some Fluxus artworks during the period when Fluxshop

was open to the public. When this Japanese artist came to New York, she met George

Maciunas and participated in Fluxus. While working and interacting with Maciunas,

Saito learned how to make sculptures and helped the father of Fluxus create art objects.52

This training nurtured the artist to develop her art style that combined contemporality

from New York and craftsmanship from Japan.53 Saito’s whimsical “Fluxus chess” series

was the evolution of these traits delicately absorbed. These fine artworks showed how

conceptually and revolutionarily Fluxus dealt with the sense of smell.

Saito made Smell Chess (1965), requiring players to rely solely on their noses to

play the game and discern the different chess pieces (Figure 6). Through this work of art,

Saito metaphorically revealed the sense of smell as a code for distinction.54 The way

Saito divided the scent arouses a question of what standard is applied to distinguish

54 Jieun Rhee, "Post–Ocularcentrism in Fluxus," The Journal of Art Theory & Practice,
vol. 6 (December 2008): 159.

53 Ibid., 123.

52 Midori Yoshimoto, “Playful Spirit: The Interactive Art of Takako Saito,” in Into
Performance: Japanese Women Artists in New York (Piscataway: Rutgers University
Press, 2005), 122.

51 “Introduction,” Thing/Thought: Fluxus Editions / 1962-1978, MoMA, accessed
December 1, 2022, https://www.moma.org/interactives/exhibitions/2011/fluxus_editions/.

50 Seewon Hyun, “Fluxkit as the Readymade or the Fluxus Edition,” Journal of History of
Modern Art, no. 50 (December 2021): 167.
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between the pieces: What scent symbolizes the king? How about the queen? What smell

represents the bishop? With Smell Chess, the artist emphasizes how the human nose goes

beyond the simple function of distinguishing good and bad odors, suggesting that specific

scents can work as social and cultural distinctions. Another Fluxus chess, Spice Chess

(1977, first created in 1965), shares similar qualities, challenging players and degrading

the dependence on sight (Figure 7). Both works turned chess into a conceptual game.

Winning or losing became meaningless, while identifying among sensuous interruptions

became meaningful.55

Arte Povera

Arte Povera proliferated from the late 1960s to 1970s in Italy. Germano Celant,

an Italian art critic and curator, used the term “Arte Povera” in the title of an influential

exhibition which became the official beginning of this art movement. Arte Povera,

meaning “poor art” or “impoverished art,” brought everyday, common, and humble

objects into the art world in critique of the highly refined art manners and the

commercialized art system.56 These materials were refusing the polished formalities and

reviving the natural humanities. Many works produced by Arte Povera artists were not

stable. They are ephemeral, unexpected, and volatile, and the conclusion of the works is

left to the viewers. 57

57 Hyo-Moon Lee, "Nicolas Bourriaud in Relational Aesthetics and the Meaning of Arte
Povera in Art," The Journal of Europe Culture Arts, vol. 7 (March 2013): 72.

56 “Arte Povera,” Art Term, Art & Artist, Tate, accessed November 7, 2022,
https://www.tate.org.uk/art/art-terms/a/arte-povera.

55 Midori Yoshimoto, “Playful Spirit: The Interactive Art of Takako Saito,” in Into
Performance: Japanese Women Artists in New York (Piscataway: Rutgers University
Press, 2005), 127.
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Jannis Kounellis

Jannis Kounellis was one of the representative artists of Arte Povera. His seminal

piece, Untitled (12 Horses) (1969), brought 12 horses into the exhibition space,

symbolizing resistance to commercialized forms like cars, technology, and industry

(Figure 8). The viewers encountered living animals as art productions; horses were the

artwork, and the whole surroundings were the art. The audience had to concentrate on the

immediacy of the horses and observe their physical reaction. The space was filled with

visual and natural components: the smell of horses and hay and the sound of horses’

breathing. Inhaling the atmosphere of the exhibition space was a part of the art

experience, overturning the way of appreciating the artwork.58

Another Kounellis’ piece, Untitled (1969), used different beans and filled the

exhibition space (Figure 9). Among the stacked beans, there were coffee beans with a

roasted scent that permeated the gallery. Throughout the years, the artist used various

forms of coffee as a material for his work. For Kounellis, the coffee smell implied

painting, travel, adventure, and life. Duchamp’s use of coffee in 1938 represented a

rejection of ocular-centric recognition. Years later, Kounellis’ coffee scent symbolized the

encounter of art and life.59 Audience participation is essential to Arte Povera, including

the olfactory experience. With these multisensory qualities to appreciate art, Kounellis

wanted to recognize reality and demolish the boundary of art hierarchy.60

60 Hyo-Moon Lee, "Nicolas Bourriaud in Relational Aesthetics and the Meaning of Arte
Povera in Art," The Journal of Europe Culture Arts, vol. 7 (March 2013): 102.

59 “Untitled (Coffee) (1989-91),” Tate, accessed December 1, 2022,
https://www.tate.org.uk/art/artworks/kounellis-untitled-coffee-ar00581.

58 Hyo-Moon Lee, "Research on the development and the expression form of Arte
Povera," The Journal of Europe Culture Arts, vol. 5 (March 2012): 84.
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Giuseppe Penone

Another leading Arte Povera artist, Giuseppe Penone, brought nature into his art

practices. One of his archival works, Maritime Alps (1968), was published in Celant’s

book, and since then, he has become a member of Arte Povera.61 Starting in 1977, Penone

created various Soffi (Breaths) works that formed a series.62 The works of art were based

on the physical activity of breathing. Breath of Leaves (Soffi di foglie) (1979) visualized

inhaling and exhaling, leaving an imprint of the human body and breath (Figure 10).63 To

Breathe the Shadow (Respirare l’ombra) (1999) is a massive work where the viewers had

to be physically inside the work of art to appreciate its effect (Figure 11). The walls of the

gallery room were covered with laurel leaves and bronze sculptures. The olfactory

elements were no longer contained by an object. Instead, they became the environment

and surroundings – dismantling the privilege of visuality in art.

Ⅲ. FOREFRONT OF OLFACTION

Installation Art

From Dada to Arte Povera, large-scale works were occasionally produced to bring

spectators into an immersive experience. However, the artworks from the 1980s to 1990s

were complicated to explain only with the development of earlier art movements.

Furthermore, delivering ideas and having social contexts became significant impulses in

art. In this regard, the works of art became an “environment,” occupying an entire space

of galleries, museums, and institutions. Furthermore, dividing particular spaces into

63 Ibid.

62 “Breaths,” Words, Giuseppe Penone, accessed December 1, 2022,
https://giuseppepenone.com/en/words/breaths.

61 “Biography,” About, Giuseppe Penone, accessed December 1, 2022,
https://giuseppepenone.com/en/about/biography.
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indoor or outdoor was meaningless.64 Under Ilya Kabakov’s argument, the artist

categorized this type of work as “total installation,” requiring viewers’ unconditional

participation.65

Claire Bishop has also defined installation art as immersive and multisensory.

“Rather than imagining the viewers as a pair of disembodied eyes that survey the work

from a distance,” she writes, “installation art presupposes an embodied viewer whose

senses of touch, smell, and sound are as heightened as their sense of vision.”66 Experience

became more important than any other art form in installation art, as did the role and

positions of viewers. Installation works conclude with initiative participants, generating a

“situation which the viewers inevitably enter.”67

Scent-Related Installation Art

Cildo Meireles, a Brazilian artist, created a psychological environment where the

spectators would feel they were in danger when they walked into the work. Volatile

(1980/1994/2008) is one of the artist’s seductive works, composed of a talc-covered floor

and a single candle diffusing gas scent (Figure 12). Within this unsettled environment, the

viewers may face danger or even panic while strolling inside the work. Here, the

olfactory elements trigger the audience’s anxiety and create an uncomfortable

environment.

Another seductive but unpleasant work was created by Ann Hamilton, an

American artist. For tropos (1994), Hamilton covered the exhibition floor with horsehair,

67 Ibid., 10.

66 Claire Bishop, “Introduction: Installation Art and Experience,” in Installation Art
(London: Tate and New York: Routledge, 2005), 6.

65 Claire Bishop, “1. The Dream Scene,” in Installation Art (London: Tate and New York:
Routledge, 2005), 14.

64 “Installation Art,” Art Term, Art & Artist, Tate, accessed December 1, 2022,
https://www.tate.org.uk/art/art-terms/i/installation-art.
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