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Critical Mass: Sonme Reflections MORDECAI - MARKMACL OW
Icons of my childhood were the piles of red-bound copies of An Anthol ogy
that ny father, Jackson Mac Low, received for having edited and
published it. Despite his repeated declarations that he was not a part

of George Maciunas's self-declared nmovenent, ny father's involve- nent
in the first Fluxus book left himirrevocably tangled in it. | nyself
seemto have been influenced by ny father's experinental, algorithmc
approach to poetry, and ended up a conputational astrophysicist,
studyi ng how stars formout of the chaotic, turbulent interstellar gas.

I think there was sonme hope that with this background |I m ght explain
the true, or correct, neaning of the term"critical mass."

Unfortunately, as a scientist, | have no special access to truth, and
correctness depends entirely on con- text. Let me explain this a bit

bef ore discussing the term"critical mass" itself. Science is often
taught as if it consisted of a series of true facts, strung together
with a narrative of how these facts were di scovered. The actual practice
of sci- ence, however, requires the assunption that nothing is
guaranteed to be true except as, and only so far as, it can be confirned
by enpirical evidence. Enpirical evidence can ..ERR, COD: 3.
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bal | oon mi ght splatter when punctured. When these atons canme apart they
al so released quite a lot of energy. Furthernore, sone of the splattered
drops were them selves neutrons, which could splatter other nuclei if
they hit them The consequence of this is that if you bring a | arge
enough mass of fissionable material (plutoniumor ura- niumwth the

ri ght nunber of neutrons) together and tickle it with a few neutrons
froma highly radioactive trig- ger, it can explode. If there are enough
other atonms around for the new neutrons to hit and split, rather than
escapi ng, a runaway chain reaction begins. Mre and nore atons get

split, releasing nore and nore neutrons, which in turn split yet other
atons, releasing nore and nore energy. The exact anount of fissionable
mat eri al needed for this to happen is the "critical mass."” If the crit-
ical mass is not present, too many of the neutrons get away, hitting
not hi ng, and not mnuch happens. Because so nuch nore energy is rel eased
fromeach split nucleus than from any possible chenical reac- tion

i nvol ving that nucl eus, an enornous explosion results from an
uncontrol l ed chain reaction. (Note that a chain reaction can be
controlled by carefully using nonfission- able material to absorb just
enough neutrons to prevent the runaway: the principle of the nuclear
reactor.) The term"critical mass" originated during the period after
Meitner's discovery, when physicists realized that a chain reaction was
possi bl e but did not know how big the critical mass actually was for any
particular mate- rial. A key reason that the Gernman atom c bonb program
never progressed far was that its scientists overestinated the val ue of
the critical mass for uranium and plutoniumby a factor of several
hundred (they estimated tons instead of the correct value of under ten
pounds), making the enornously difficult enterprise of purifying enough
fissionable material appear utterly inpossible. Atom c bonbs excavated
the term"critical mass" fromthe scientific jargon and nade it into a
popul ar net- aphor as soon as popul ar expl anations of their mecha- nism
appeared. Oddly, the idea of a critical mass doesn't appear in the
unclassified scientific literature until the nmid-'50s, and then in
astrophysi cal papers di scussing effects that occurred when stars
exceeded a certain size. It is entirely possible that those authors were
actually appropriating the by-then colloquial termback into the
scientific dialect. Since then, "critical mass" has becone a broadly
used concept in astrophysics to designate any nass that when exceeded
causes sonmething to happen. This enters particularly often when studying
the universal struggle of gravity to overcone all opposition. One
exanple of this is the critical nmass above which the turbulent flow and
pres- sure of a cloud of interstellar gas can no | onger prevent its
collapse into a star. Another is the critical nass of a star above

whi ch, when it runs out of fuel, it will not sinply col- |apse to a
solid crystal the size of Earth (a white dwarf), but will continue
col | apsi ng, squeezing all its electrons into its nuclei and fusing them

together to forma giant atom c nucl eus the size of Manhattan (a neutron
star). Both of these nmeanings in the scientific dialect seemto have
been picked up in the colloquial |anguage. The concept of critical mass
that by its presence changes a situation is now used by bicyclists



claimng space in city traffic. Wen dozens or hundreds of bicyclists
ride together, they create the flow of traffic rather than having to
squeeze i nto dangerous autonobile traffic, thus making a political point
as well as engaging in grassroots traffic engineering. The soci al

anal ogy to a chain reaction occurring when a critical nmass is present
has becone so widely rec- ognized as to be regarded as self-evident: If
enough people communicate with each other about a topic or idea, the
whol e exceeds the sumof its parts and a chain reaction ensues, spitting
out new i deas and influencing nore and nore people. Once again, a
critical mass of interested people is necessary. Perhaps the anal ogy
coul d be extended to include the role of the trigger that kicks off the
chain reaction. One could surely argue that this was the role CGeorge
Maci unas took, to the anusenent, annoy- ance, or benusenent of those
around himgetting kicked. The text on the opposite page nmay be used in
any way as a score for solo or group reading, nusical or dramatic

per f ormances, |ooking, smelling, anything else & or nothing at all.
Jackson Mac Low, July 1961 2 CRI1 TI CAL MASS
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Jackson MacLow section title page and (bel ow) score from An Ant hol ogy
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Notes on the Creation of a Total A\t ALL ANKAPROWIt has been

i nconcei vabl e until recently to think of the arts as anything other than
separate disciplines, united at a given nonent of history only by
vaguel y parallel philo- sophical objectives. During certain periods in
the West, notably the Mddle Ages in the atnosphere and ritual of the
church, the arts found a certain theol ogi cal harnony-a bl endi ng perhaps,
but not a total unity. Painting, nusic, architecture, cerenony-were each
an identifiable genre. Wth the advent of the Renai ssance, an enphasis
on uni que personal styles led to nore specialization. Conscious thoughts
about a total art did not enmerge until Wagner and, l|ater, the
Synbolists. But these were nodeled on the earlier exanples of the
church: essentially hierarchies of the several arts organi zed by naster
directors. The Bauhaus's experinents continued this approach, only
noder ni zi ng fornms and subject matters. A total art could not cone about
this way. A new concept and new nmeans were necessary. Art forns

devel oped over a long period and articulated to a high degree are not
anenabl e to nixture: they are self-sufficient, so far as their

cohesi veness and range of expression are concerned. But if we bypass
"art" and take nature itself as a nodel or point of departure, we may be
able to devise a different kind of art by first putting together a

nol ecul e out of the sensory stuff of ordinary life: the green of a |eaf,
the sound of a bird, the rough pebbles under one's feet, the fluttering
past of a butterfly. Each of these occurs in time and in space and is
perfectly natural and infinitely flexible. Fromsuch a rudi mentary and
yet wonderful event, a principle of the naterials and organi za- tion of
a creative formcan be built. To begin, we admt the useful ness of any
subject mat- ter or experience whatsoever. Then we juxtapose this
material-it can be known or invented, "concrete" or "abstract"-to
produce the structure and body of our own work. For instance, if we join
aliteral space and a painted space, and these two spaces to a sound, we
achieve the "right" relationship by considering each conponent a quan-
tity and quality on an imaginary scale. So nuch of such and such col or
is juxtaposed to so nuch of this or that type of sound. The "bal ance”
(if one wants to call it that) is pri- marily an environmental one.
Whether it is art depends on how deeply involved we beconme with the

el enments of the whole and how fresh these el enents are (as though they
were "natural," like the sud- den fluttering by of the butterfly) when

t hey occur next to one another. Paradoxically, this idea of a total art
has grown fromattenpts to extend the possi- hilities of one of the
forns of painting, collage, which has |ed us unknow ngly toward
rejecting painting in any form wthout, however, elimnating the use of
paint. In fact, the theory, being flexible, does not say how nmuch of one
el ement or anot her nust be used. Because | have come from painting, ny
present work is definitely weighted in a visual direction while the
sounds and odors are | ess conplex. Any of these aspects of our tastes
Allan Kaprow in his Tire Environ- and experiences may be favored. There
is no rule that says all nust be equal. Al though I nent, 1970, Happening
& Fl uxus, expect that in the future a greater equival ence of these

di fferent senses will reduce the Kunstverein, Cologne, Gernmany. Photo:



Ceof frey Hendricks role that the visual side now plays in ny own work,
this is not necessarily desirable for KAPROW
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another artist. Any nonent taken at randomfromlife nmay have
differently accented conponents: we nmay be prinarily aware sonetines of
a great nunber of sounds pro- duced by a waterfall and at other tines of
the penetrating odor of gasoline. Someone trained as a conposer nhay
begin to create in this new art formby showing a preference for sounds
over odors, but this person, at the sanme tinme, will not be dealing
simply with the older art of nusic, any nore than | believe | am engaged
in the arts of painting, sculpture, or architecture. In the present
exhibition [Allan Koprow. An Exhibition, Hansa Gallery, New York, 1958]
we do not conme to |l ook at things. W sinply enter, are surrounded, and
becone part of what surrounds us, passively or actively according to our
talents for "engage- nent," in much the sane way that we have noved out
of the totality of the street or our hone where we also played a part.
We oursel ves are shapes (though we are not often conscious of this
fact). We have differently colored clothing; can nove, feel, speak
observe others variously; and will constantly change the "nmeani ng" of
the work by so doing. There is, therefore, a never-ending play of
changi ng conditions between the rela- tively fixed or "scored" parts of
my work and the "unexpected" or undeterm ned parts of ny work at any
pace or in any direction we w sh. Likew se, the sounds, the silences,
and the spaces between them (their "here-" and "there-"ness) continue

t hroughout the day with a random sequence or sinultaneity that nakes it
possi bl e to experience the whole exhibit differently at different tines.
These have been conposed in such a way as to offset any desire to see
themin the light of the traditional, closed, clear forns of art as we
have known them Wat has been worked out instead is a formthat is as
open and fluid as the shapes of our everyday experience but does not
sinply imtate them | believe that this formplaces a nmuch greater
responsibility on the visitor than they have had before. The "suc- cess"
of a work in part depends on themas well as on the artist. If we admt
that work that "succeeds" on sone days fails on other days, we nmay seem
to disregard the endur- ing and stable and to place an enphasis upon the
fragile and i npermanent. But one can insist, as many have, that only the
changing is really enduring and all else is whistling in the dark. ALLAN
KAPROW AN EXHI Bl TI ON THE HANSA GALLERY 218 CENTRAL PARK SOUTH NEW YORK
NEW YOKK NOV. 25 -DEC. 13, 1958 TUESI | AYS THROUGH SATURDAYS Chad as -d.
T.L CO 5-2185 The above text fromleaflet Alan Kaprow. An Exhibition at
the Hansa Gallery, 210 Central Park South, NYC, Novenber 25 to Decenber
13, 1958, with revisions as it appears in Essays on the Blurring of Art
and Life, Allan Kaprow, edited by Jeff Kelley, University of California
Press, 1993 (Leaflet cover left) 6 CRITI CAL MASS
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Afterthoughts in 2002 ALL ANKAPROWHave ny ideas about art
changed since 1958? Rereading ny "Notes on the Creation of a Total Art,"
written in that year, | would be surprised if they had not. For exanple,
the "Notes" inplicitly questioned the specialization prevalent in theo-
retical discussions around the vanguard arts of that tinme, nanely "pure
pai nting, "pure" music, "pure" poetry, etc. (The older term"pure" was
not popul ar as such, but the fevered search for essences presuned to
reside in each nmedi um anounted to the sane thing.) As an antidote, |
recommended a col |l age of bits and pieces of everyday phenonena. This
woul d, | believed, provide the rich totality mssing in nuch
reductionist art. Today, such a corrective for high art seens nerely
presunpt uous, certainly unnec- essary. The so-called art world,
reflecting the tines, suffers froma marked conservati sm and nostal gi a.
There is no evident taste for experinmentation. Total art may have been
an interesting idea in the 1950s sinply because it was a natural
reaction to overrefinement. In the "Notes," | wote that the nodel for a
total art was everyday life, not other art, as traditionally taught to
art students. Conmon instances offered were "the penetrating odor of
gasoline," "the green of a leaf," "rough pebbles under one's feet." |
urged the "bypassing" of art. But | didn't realize then that the "Notes"
were witten to acconpany an exhibition, that | had used the word
exhibition in the text, just as | had used the word art in the title.
How was Ito bypass art if | still identified with it? Exhibitions, |ike
concerts and poetry readi ngs, are obvious signs for art regardl ess of
what is actually presented within them They are no different than
holding a picture frane in front of one's face to signify "portrait."
Bypassing art had to be nore systematic. Art itself was the problem
along with all the pietismassociated with it. It would not go away
unless | did, a decision | nmade in the next two years. | needed to give
up galleries, concerts, and stages. But what then is "everyday life"?
What is |life of any kind? Biological? Personal ? Cul- tural? Political? |
don't have the answer, certainly not for anyone else. But it is clear
that this is the central question remaining fromthe Environnents and
Happeni ngs of 1958. KAPROW
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You probably know, in a general way, of the path ny cre- ative work has
taken in the last few years. At least | think you are aware of the fact
that | have given up the specific art of picture-making (and along with
it the gallery world) for what | call the naking of "situations" (or
"events" or "happenings"). You see, | realized that ny collages had | ong
ceased to be "pictures" thenselves, and for a num ber of reasons, had
really becone environments both in their scope and in their concern with
certain literal pro- cesses or transformations. | had begun to use
spaces and foreign substances, literal novenent and literal tinme in a
way that was traditionally only suggested by paintings of the past.
(Transformati on when really applied neant that anything could becone
anything else: a picture could becone sounds or words, a bulb flashing
coul d becone a human being noving, etc., etc.). This nmeant re-eval uating
the few attenpts in this direction nade by others and it neant

under standi ng why they had failed. I think the answer is very sinple,

al though it seenms not to have occurred to anyone before now. It is this,
that if one wishes to nake a "total" art, the habit of putting the
various conplete (and virtually exclu- sive) art fornms together nust be
given up entirely. Instead, a basic "nol ecule" conprising sound,
novenment, |ight and even snell nust be first established. One can build
fromthere a conplete structure of any kind one wi shes. | wanted
sonmet hi ng to "happen," but "happen" as naturally as the wi nd blows the

| eaves, sonething that could be as total as a wal k downtown with one's
senses wi de open. To do this | have had to enploy sone of the nost

seem ngly artificial means-like electronic sounds and electric lights.
But the results of the last three years have been very encouragi ng. Wat
I was involved in then were perfornmances that existed in sone kind of
real time-abstract theater of a sort. (A sanple plan of a per- fornmance
can be read as part of an article | wote for the April issue of

Ant hol ogi st. This naturally doesn't describe the huge amount of detail
in each of the many parts.) Well this costs a great deal of noney and
have gone into considerable debt trying to make at | east sone snal
reality out of it. I've tried getting help such as going to the Research
Council. They've turned ne down five or seven (I don't recall anynore)
times inarow | went to see Professor Cole to ask himwhy and he told
me quite frankly that the Commttee felt | was (he used sone ot her
expressi on which anmounted to the same thing)-a crack- pot. However, he
urged ne not to feel discouraged and to apply again! | wote to the Ford
Foundati on whi ch has set aside over $300,000.00 for experinental art and
received a formletter fromthemsaying that | could not apply as an

i ndividual. Accordingly, | went to see David Denker and gave himin



addition to Ford, sone other nanes to approach. He thought he could do
somet hi ng but over a year has passed and not hi ng has happened. So |'m at
my wit's and nmy pocket-book's end and don't know what to do. | thought
you m ght have some suggestions? | should like to put sonething in N Y.
next fall, which |I've been preparing for sone tinme now. For this | shall
need $2, 000.00, with nothing expected in return. (It will be this way
for the rest of my career, I'mcertain.) | nust therefore try to produce
publicly often enough so that some foundation or individual may hear of
me and offer some subsidy. Utimtely, | had hoped for a graduate center
here at Rutgers where such experinental work could go on unfettered by
financial worry. The brochure |I enclose deals with the start of such an
i dea. Besides Professor Watts and George Brecht, who with nyself wote
the bro- chure last year, there are four or five other artists who have
been drawn to the new art form Al so, Professor Bruce Ross of Psychol ogy
here is interested in doing research on Information Theory by working
closely with us. So we have the nucleus of a nmovenent. But thus far, |
appear to be the nost "driven" of the bunch and therefore the |east

patient and nost produc- tive. | can't help it-a furious pace agrees
with me: | likeit. I'"dlike to be able to continue this

i nvol verrent-wi th or without others (although there is political strength
in nunbers). 1'd therefore |like to talk this over with you. (I'm

encl osi ng the Anthol ogi st issue for you to look at.) Sincerely- Alan
Letter to Mason Gross from Al l an Kaprow, courtesy Special Collections
and University Archives, Archibald S. Al exander Library, Rutgers Uni-
versity. Reproduced with perm ssion of the author. 8 CRITI CAL MASS
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Ceof frey Hendricks, Sky Games, May 26-28, 1967 (top) exercise with
proj ected sky, (botton) wal king with strobe. Gymmasi um Judson Menori al
Church, NYC. Photos: John WI kes 10 CRI Tl CAL MASS
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the next five and so on. It's just a new way of witing down nusic. One
only has to devel op how high or low the sound will be or leave it up to
the perfornmer. DICK H GA NS: Gangsang for Ben Patterson One foot
forward. Transfer weight to this foot. Bring other foot forward.
Transfer weight to this foot. Repeat as often as desired. Stockholm
February 27, 19631 Wth G6ngs6ng Dick Higgins gets us to walk, to take a
first step, perhaps to George Brecht's EXIT. A sinple everyday act is
given formin this dance along the |line between Art and Life. It is
mnimal |ike Cage's 4'33" or Malevich's Wite on Wiite. Spring 1956 As
candi date for a new position, | went out to New Bruns- w ck, New Jersey,
to neet the menbers of the Douglass College Art Departnent. | al so net
the dean, Mary |. (Polly) Bunting, who had cone to Douglass from
Benning- ton College in 1954. | had gone to Putney School, and ny father
had founded Marl boro Coll ege,2 so we tal ked about Vernont and
experimental education and her ideas and hopes for the art departnent
and the college. Bob Watts and All an Kaprow had started teaching at
Rutgers three years earlier and were already in contact with George
Brecht, who was working as a research chemi st. Bob, who had a degree in
engi neering, found a common bond with George. Allan had net George
Segal, and they becane close friends. A community of young artists was
forming in New Brunswi ck. Theodore (Ted) Brenson, recently appointed
chair of Douglass's art departnment, had come fromLatvia to the United
States by way of Russia, France, and Italy. Helmut von Erffa, a Quaker
and chair of the Rutgers Art Depart- nment, came from Gernany, where he
had attended t he Bauhaus. Hui Ka Kwong, who was hired in 1957 to teach
ceramcs, was from China. An international perspective on art and a
wor| d consci ousness was present in the two departnents. My starting
position was as an assistant instructor (the bottomof the |adder), with
a comparabl e salary, four classes, and a five-day week (three began at 8
a.m). In addition, I was put in charge of gallery exhibitions, made
advisor to the art club (Pen & Brush), and put on several conmittees.
Hard work, but with a good exchange of cre- ative thinking, planning,
dream ng. The Dougl ass Art Departnment had nodest facilities in the sane
building as the library. Studios were in the attic, one classroom

adj acent to the office was for art his- tory lectures, and beyond that
was a snmall gallery. The office consisted of a single room and with ny
arrival the furniture had to be reorganized to fit in one nore desk

Al t hough we had a weekly neeting, our being together in one room nmade
for ongoi ng di al ogue about educa- tion, details of teaching, and our
other activities (though we were also mndful of a need for quiet to
prepare for classes). Conversations often continued over |unch

Sonetines we ate at the cafeteria, operated by students and staff of the
Home Econonics Departrent, in the basenent of the neighboring chem stry
bui l ding. Bob Watts favored Howard Johnson's, so we also went there
regularly for a cup of New Engl and cl am chowder and a hot dog. Bob net
CGeorge Brecht there on a weekly basis, and sonetinmes the three of us
woul d have |unch together. He would al so have lunch with Al an Kaprow.
The Rutgers Art Departnent was across town in a con- verted private
residence with even |l ess space than we had. Students from one coll ege



coul d take an occasional class on the other canpus. Lucas Samaras wal ked
the mile or two over to Douglass to take part in theater pro- ductions.
Dougl ass students wal ked across town for classes with Al an Kaprow.
During the first year that | was at Dougl ass, Black Muntain Coll ege
closed its doors. In the late 1940s and early 1950s it had brought

t oget her John Cage, Merce Cunni ngham Robert Rauschenberg, Jasper Johns,
Ray Johnson, and ot hers.3 Through creative activity and friendshi ps, and
with Cage's class at the New School 4 as a connecting |ink, one could
draw a line from Bl ack Mountain College to Rutgers University-tine,

pl ace, and peopl e that chance had brought together. HENDRICKS 1 1
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Spring 1957 By the end of ny first year teaching at Dougl ass, Bob Watts
had proposed an experinmental course to the dean that would integrate the
arts and sciences (see page 22), and he was asking for new nedia and the
i ntroduction of audio-visual teaching techniques. Polly Bunting, a
bacte- riologist, was open to these ideas and responsive to our idea of
instituting a graduate program In this context, Bob, Al lan, and George
began to conceive of their "Project in Miltiple Dinensions,"5 hoping to
get funding for what they envisioned could beconme a center for advanced
studies in nultinedia and visual research. These concepts were in turn
inform ng our teaching and creative work. Bob and | both taught Art
Structure I, the introduc- tory studio class. The nature of art and
teaching of art were ongoing topics. | renenber bringing in recordings
of musique concrete in relation to work with collage and the Mustard
Seed Garden Manual in relation to drawing. Before |I joined the faculty,
Bob had taught scul pture and ceramics as one course. W split it into
two classes that nmet at the sanme tine. | taught scul pture, Bob taught
cerami cs. Qur dialogue on art and education continued. In May we took

t he conbi ned group to the Jersey shore to work with sand, plaster,

space, and the environnent. The next year, after Hui Ka Kwong was hired,
Bob returned to scul pture, and | |ocated sone presses with the help of
Bob Bl ackburn6 and introduced printnmaking. In addition to devel oping a
nore inclusive curriculum we wanted a serious professional gallery
programwi th an international perspective and exhibitions that would

i ntroduce a range of new art to the canpus. The content of a course

m ght change before its title or description changed. Bob's scul pture

cl ass encom passed the outl ook and some elenents of 1 1 2 CRI TI CA
L MAS S Participants in MIlan Knizak's Lying Down Cerenony, Decenber
17, 1968, A d Gym Douglass Coll ege, New Brunswi ck, NJ. Photo: Das
Anudas courtesy Geoffrey Hendricks Archives, NYC
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~2QL ~ ----.~ " 2~ ~ SR y - ~ George Brecht, from unpublished
not ebook, June 1961- Septenber 1962. Courtesy Glbert & Lila Silvernan

Fl uxus Collection, Detroit, M Artist Series at the Dougl ass Library,
and her insistence that the college bring a wonan onto the art faculty
hel ped lead the way to hiring Caro | ee Schneemann, who taught at

Dougl ass from 1976 to 1978. In 1960 the |ibrary noved into its new
bui | di ng, vacating the basenent of the recitation building (now Ruth
Adans), and the art departnent began to take over this space. Scul pture,
print maki ng, and art fundanentals noved over in the fall of 1960, and
the art gallery noved in the fall of 1961 to a wi ndow ess space there
about 25 feet square. A Hook and Eye and Sone Coat Hooks In the spring
of 1961, while | was working in the printmak- ing studio, George Brecht
came by to visit and presented ne with a hook and eye on a board. Wth a

smle he said it was an engagenent present.12 | |iked the proportions-
the length of the hook determ ned the size of the board (two hooks high
and three hooks wide). That fall, in the entrance hall by the stairs,

wor kers had put up an unpainted board with brass coat hooks. The next
week, a snmall brass plate with the words ATTACH MENT/ (LI M TLESS EVENT)
appeared in the lower right corner, held in place with four brass
screws. The board with coat hooks had been radically transforned. The
ongoi ng act of hanging up one's coat was given a frane. It becane a
conscious act |ike taking a step, walking. It could happen over and over
again. It had all the hallnarks of a piece by Brecht. | was intrigued by
its content (or lack of content) and its near invisibility. Like a haiku
or koan, it npved one toward neditation. A few weeks | ater, workers

pai nted the board an institutional cream carefully painting around the
pl ate. Keeping track of the plate was a special private plea- sure.
Cccasionally | would point it out to students, and | once asked a cl ass
if they had noticed anything in the stairwell. One tinme when we passed
by the coat hooks together, Bob Watts and | exchanged sniles of mnutual
rec- ognition. Then nonths later, as | came into the building one day, |
noticed that the brass plate was gone. | felt a pang of real |oss. Just
the four screw holes in the corners of a rectangle of unpainted wood
remai ned. That too in time was painted over, and all that remai ned was a
mem ory. Recently | wote to George and asked himif he renenbered the
piece and if it was his. He replied that no, he didn't renenber it, why
didn't | just attribute it to HENDRI CKS
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"Anon! ?" A good Brechtian response, but his notebooks suggest

ot herwi se. 13 George Maci unas had i nvei ghed agai nst ego. Wthout ego,

aut horshi p m ght be unclear; 14 anonynity could be an option. ATTACHVENT
(l'imtless event) Spring 1958: Three Voorhees Assenbly Prograns During

t he academ c year 1957-58, Bob Watts was on the Voorhees Assenbly Board.
O the programs schedul ed for spring 1958 on the thene of comrunication
three reflected Bob's special input on the commtteel5 and becane a
smal | realization of what he, Allan Kaprow, and George Brecht were

t hi nking about in their "Project in Miultiple D nensions." The first
program on March 11, 1958, was by John Cage. David Tudor sat at a grand
pi ano and played a score that was witten in a circular formand could
be started at any point. As | recall, Cage began readi ng before Tudor
started playing, and Tudor's playing was not continuous. In

"Communi cation,"16 the text was made up of questions and quotations, and
the order and nunber of the quotations were determ ned by chance
operations. Wthin this structure, Cage said a great deal about process,
perception, new nusic, and Eastern thought, and the formitself was part
of its radical content. It was irritating to sone peopl e because of its
unconven- tional formand delivery, and a few wal ked out. 17 The

"Communi cation" |ecture begins as follows:18 NICH N CH KORE KO N CHI
EVERY DAY |S A BEAUTI FUL DAY What if | ask thirty-two questions? What if
| stop asking now and then? WIlIl that make things clear? 1 4 CRI|1 T 1 C
AL MA55 1Is comunication sonmething made clear? What is
communi cati on? Miusic, what does it communicate? |Is what's clear to ne
clear to you? Is nusic just sounds? Then what does it conmunicate? Is a
truck passing by nmusic? If | can see it, do | have to hear it too? If |
don't hear it, does it still conmunicate? If while | see it | can't hear
it, but hear sonmething else, say an egg-beater, because |I'm i nside | ook-
ing out, does the truck comuni cate or the egg- beater, which

conmuni cates? Wiich is nore nusical, a truck passing by a fac- tory or a
truck passing by a nusic school? Are the people inside the schoo

nmusi cal and the ones outside unnusical? What if the ones inside can't
hear very well, would that change ny question? Do you know what | mnean
when | say inside the school? Are sounds just sounds or are they

Beet hoven? People aren't sounds, are they? Is there such a thing as
silence? These were the first twenty questions and suggest the nature of
his tal k. They were followed by many nore questions (and quotations),
which in turn rai sed other questions. Cage ended with a story from
Kwang- Tse: Do you only take the position of doing nothing, and things
will of thenselves be transforned.... They all are as in a state of
chaos, and during all their existence they do not leave it. They do not
ask its name; they do not seek to spy out their nature; and thus it is
that all things come to life of thenselves. 19 Nothing. Chaos. Yun Kiang
said, 'Heaven, you have conferred on ne the know edge of your operation
and revealed to ne the nystery of it. Al ny life | have been seeking
for it, and now | have obtained it.' He bowed twice with his head to the
ground, arose, took his |eave, and wal ked away. 20 And with that Cage
left the podium The | ecture generated serious discussion within the
department and col |l ege. The next program of interest was on the



foll owi ng Tuesday, March 18, when Paul Tayl or presented Five Dances. It
was held in the Little Theater rather than in Voorhees Chapel. The
program i ncluded four of the dances from his Seven New Dances, 21 al ong
with a prem ere of another dance, Rebus, with nusic by David

Hol i ster.22 He took the key pieces of Seven New Dances and expl ored how
they worked in a revised order. George Brecht, Hook, 1961, netal screw
eye and hook on wood, 35/8 x 5 311x 1'/z inches; collection of Nye

Ff arrabas, Putney, VT.
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at the tone, the tinme will be eleven fifty-nine exactly [bong]," and so
forth. For exactly eight mnutes Taylor, dressed in a suit, noved

t hrough a progression of sinple body novenents. This was followed by a
dance of com parable stillness, Duet, danced to Cage's 4'33". In that
pi ece, he was standing while Toby danternick, as | recall, was seated
beside himin a chair.23 They twice slightly changed their poses to
create the three novenments of the score, paralleling the shifts made
when Tudor, who was at the piano, opened and cl osed the keyboard lid.
These spel | bi ndi ng and nenor abl e pi eces redefined dance for ne. They
made one consci ous of the nove- nment in nonnovenent. They did for dance
what 433" had done for nusic. The inpact of Taylor's dance concert on
Bob Whitman was |ikewi se intense: "After | saw Paul Taylor's thing,
started witing a piece of ny own-a totally different thing. It wasn't
dance, and it was pre- sented in a space and not onstage.,, 24 That
spring | taught the last four sessions of the department's senior
semnar. At the first session, on March 28, we discussed the Cage and
Tayl or prograns. |In March of that year, Rauschenberg and Kaprow had
shows in New York, 25 and on April 11 and 18, we discussed their shows in
relation to recent work by Jack- son Pollock and WI Il em de Kooni ng.
Students were required to go to Kaprow s program at Voorhees Chapel on
Tuesday, April 22, and at the |ast session of the sem - nar, on April
25, Allan joined the group for a discussion of his work. Kaprow s

| ecture/event, titled "Comunication,” was the third program of

rel evance that spring. For it he placed across the front of the chapel
sone of his rearrangeabl e panels (each with a different
surface-fragnents of mr- rors, painted-over plastic apples, |eaves and
tar, etc.) together with panels of translucent plastic. Sinple activi-
ties were perfornmed up and down the aisles by sonme of his students. In
an interview fromthe early 1970s by Sidney Sinmon with Al an Kaprow and
Bob Watts, 26 one gets a good idea of the nature of the piece: Alan
Kaprow. It was called Conmuni cati on, because the whol e series of
progranms was de- dicated to m d-20th-century communication. | thought
that | could set up an event that would be spread around the chape

whi ch could com nunicate the absurdity of the usual straight- forward

verbal explication of reality. | tried to design situations that were
pat ent|ly neani ngl ess, including the use of words over a nunber of
| oudspeakers. | had quoted from speeches. These quotes were separately

recorded on several tapes. They cane out one on top of the other unti

t he whol e thing becones a big m shmash. Al of this was taking place
while | was delivering the sanme words in person on the rostrum Robert
Watts: You were al so doing things behind plastic panels, renmenber? AK

Li ghting some matches and | ooking at nmyself in mrrors. RW And painting
on the plastic; you painted yourself out. AK | was up there and |
figured, how could | get rid of nyself? So | painted nyself out. RW
Lucas Samaras and soneone el se were playing a game in the aisle with
painted tin cans while reciting sonething. | did a tape which was an
"introduction" so that | didn't have to introduce anything. W played
the tape and | sat down, and the tape said this is what it's going to be
i ke. Nobody said a word. | mnean, really, for that tine, it was really



great. 27 Bob Watts on Comrunication In addition to the assenbly
prograns, Bob Watts brought together an installation in the basenent of
the forner Adm ssions building, at 135 George Street, right by the drive
into the Recitation building (which housed the art HENDRI CKS 1 15 George
Brecht, Hook, 1961, netal screw eye and hook on wood, 35/e x 5 3/ex 1'/
i nches; collection of Nye Ffarrabas, Putney, VT.
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Tuesday Assenbly COVMUNI CATI ON My CREDO Check "x" If attended None
instructive E xceptional January 28 John G ardi ~ ~ ~ A~ Rutgers
Uni versity 30 Philip Phenix ~ ~ ~ A Teachers Col |l ege, Col unbi a
Uni versity February 4 Maxwell H. Gol dberg » ~ ~ A University of
Massachusetts 6 El ner Berger ~ ~ ~ ~ Anerican Council for Judaism 1l "It
Freezes" ~ ~ N~ N Dougl ass Drama Departnent 13 Religious Fellowship
Council i h hdS~”~"A"ANce Brot er oo erv 18 Enil Gutheil El E E 1:1
Post graduate Center for Psychot herapy New York City 20 Amon Worker"
Associate Editor, "The Catholic ic Wrker" ~ ~ A~ A "What Life Means to
Me" 25 Alfred Alvarez ~ ~ A~ ~ Princeton University 27 Presentation of G
A. Candidates ~ ~ ~ ~ March 4 Alfred Mann » ~ ~ A~ Rutgers University 6
Jeronme Nat hanson ~ ~ ~ ~ The Society of Ethical Culture 11 John Cage ™ °
A N Conposer-Piani st 13 Sel man A, Waksman ~ A~ A N jnstitute of
M crobi ol ogy 18 a Dance ~ ~ ~ ~ 20 Ms. Ruby Mani kam” ~ A A |ndia
(Dougl ass, '26) 25 "Septenber Lenpnade" ~ ~ ~ ~ Dougl ass Dranma
Departnent 27 Max Lerner Brandeis University and the New » ~ ~ A York
Post April 8 To be announced » ~ ~ ~ 10 "The Trial and Death of
Socrates" ~ A A N Dougl ass Faculty Menbers 15 Wayne Unbreit ~ A~ A~ A
Merck and Conpany, Inc. 17 Founders Day Convocation ~ ~ ~ ~ ||lan Kaprow
22w A~ A~ A N Rutgers University 24 Roy WI kins, Executive Secretary N A
El E] NAACP 29 Enmil Jordan » ~ A~ ~ Dougl ass College May | Mary H. Donl on
A A AN Judge of U S, Custons Court ¢ 6 Presentation of Honors and
Awards » ~ A N (see explanatory note) «15 Baccal aureate and Commencenent
Re- (attendance is expected of hearsal ~ ~ ~ ~ Choir Menbers and all
Seni ors) 4ttendance card for Voorhees Assenbly prograns, Spring 1958.
Geoffrey Hendricks Archive, NYC VOORHEES ASSEMBLI ES SECOND TERM 1958
............................................ PRI NT NAME
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department) and to College Hall. At the bottom of a handout sheet of

i nformati on about the Tuesday assenbly series on Conmunication it says:
Experi ence An experinent in non-verbal conmmu- nication synthesizing a
variety of stimuli such | took the twelve dollars given nme for supplies
to a |local salvage conpany, clinbed over heaps of building naterials,
and extracted wonderfully aged doors and wi ndows"” for a "roomentirely
of doors and wi ndows."12 At the pedagogical |evel, then, Kaprow and
Watts brought the student out of the classroom environnent, inviting her
to experinment with materials fromher every- day life in a context that
i ncl uded ot her students, admnis- trators, and artists and to "learn"
what ever individual |esson she might fromthe experience. In 1958! The
Fl ux- Mass, which occurred sone twelve years later, can |ikew se be
described as experiential learning in the extrenme. As participants, the
students would learn by doing, by producing, by researching, and by

t hi nki ng through elements of a work or task) at hand. Wat's nore, as
Hendri cks's comments on the role George Maciunas played in the mass
anply denonstrate, the Flux-Mass was Maciunas's idea, given the chape
situa- tion provided by the university.13 Not a professor at all,

Maci unas was a Fluxus artist fromoutside the social con- fines of the
university. Hi s involvenent drew artists and nmaterials to Rutgers from
t hroughout the | ower Manhat- tan avant-garde community, creating a
pedagogi cal and creative flowin two directions-into and out of the uni-
versity proper. The participatory, communal nodel for learning and in
particular for education in the arts enpl oyed by Hendricks and Maci unas
for the Flux-Mass reflects aspects of the tradition in experinmental art
edu- cation introduced in the United States at Bl ack Muntain Coll ege,
in North Carolina, from 1933 to 1957. During those years, Black Muntain
Col | ege was heir apparent to the Bauhaus tradition as well as to the
tradition of American liberalismin education associated with the

phi | osopher John Dewey and his friend John Rice, cofounder of Bl ack
Mount ai n Col | ege. Wile faculty and student comm tnent fl uctuated

consi derably, the school shared with the Bauhaus "a conmon experinen-
tal and antiacademc spirit, a belief in the social respon- sibility of
education and the arts, and an organi zation that involved both faculty
and students in the decision- making process."14 However, it was the
principal of self- determination and lived commtnent to study as well
as the experinmental faculty, which included at different tines Joseph

Al bers, Buckminster Fuller, John Cage, and Merce Cunni ngham t hat
constituted the nyth and ped- agogical influences of the place.
According to Hen- dricks, "Black Mouuntain College was definitely

di scussed” at Rutgers. It is not surprising, then, that Al lan Kaprow was
well versed in Dewey's theories of education and, as early as 1957-58,
col l aborated with Bob Watts and | ocal artist George Brecht on "Project
in Miultiple D nensions,” which theorized a fully participatory and
experiential approach to education.15 In Jefferson's Children: Education
and the Promise of American Culture, Bard Coll ege president Leon

Bot stein argued persuasively in this tradition.16 According to Bot-
stein, "Information divorced fromany enotional or practi- cal sense of
why one wants or needs to know is hard to concentrate on, nuch |ess



remenber."17 In other words, HI GGI NS 1 2:3
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gave himthe outsider's perspective that allowed himto restructure

soci etal concepts about the very nature of nusic and art. Tayl or,
studyi ng the novenent within non- novenment in Duet, was doing for dance
what Cage declainmed for music in 4'33" and anplified in his response to
the experience of visiting the anechoic cham ber at Harvard. Kaprow s
program chal | enged sim | ar boundaries of art practice, questioning the
very formof an artwork. The panels in front nade a foil for the other
activities and pointed the whole structure in the direction of radical
change. In a |like manner, Cage and Kaprow questioned the structure of a
| ecture. Wth Kaprow s "Conmuni cati on" |ecture/event and Watts's
"experience" environnent, they created two works, one of short duration
the other extending for a nonth, that investigated concepts of "total
art" and gave formto the Happening. In spring 1958 these were in tandem
with the nost experinmental and chall engi ng expressi ons of dance and
music. Wth students integrated into both projects, the nature of the

cl assroom changed, denonstrating that inno- vation in art and pedagogy
go hand in hand. Just as witing "Project in Miltiple Dinmensions" was a
cooperative affair, so too was all of this work, with its sharing of
know edge and ideas reflecting the nodel of science. At Rutgers there
was a diversity of expression and attitude that permtted teaching
artists to take an open and experinental approach to education. Al an
Kaprow i ntroduced the word "happeni ng" into the vocabul ary, George
Brecht, the word "event." Bob Watts, with his engi neering background,

i ntroduced concepts of nmulti- media. The three together generated a kind
of al chem cal pedagogical thinking that had a profound influence not
just on the Rutgers curriculumbut also on the course of 20th-century
art. A decade later | was on the Voorhees Assenbly Board, carrying the
torch. Bring other foot forward. Transfer weight to this foot. 1 8 CR I
Tl CALMASS Geoffrey Hendricks, C ass Happening, 1968, Antilles

Fi el d, Dougl ass Col | ege, New Brunswi ck, NJ. Photo: CGeoffrey Hendricks
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1. Dick H ggins, Jefferson's Birthday, Sonething El se Press, New York,
1964, page 263 2. Marlboro Coll ege, small experinmental college in

sout hern Vernont founded in 1946. The Putney School, founded on John
Dewey' s phil osophy of |earning through experience, is |located on a farm
in Putney, Vernont. 3. Including Joseph Al bers who created a |ink back
to the Bauhaus. 4. Attended by Allan Kaprow, George Brecht, A Hansen,
D ck Higgins, Jackson Mac Low, Florence Tarlow, and others. 5. The
complete text of "Project in Multiple Dinmensions" is printed in Joan
Marter, OFf Limts, Rutgers University and the Avant-Garde, 1957-1963,
The Newar k Museum Newark, NJ and Rutgers University Press, New
Brunswi ck, NJ, 1999, pages 153-159. 6. Founder of the Printmaking

Wor kshop, NYC. 7. Wth changing slides of sky filling the front of the
room a text was read, and a wall of white painted cardboard boxes was
built, then taken down and passed back over the class under strobe
light. 8. Courses such as Art and Environnment, Process and
Transformation, Art in Site, and Experinental Wrkshop. 9. For instance
in 1965 Kaprow wites the catal og introduction for the Ten from Rutgers
exhibition at Bianchini Gllery, NYC. 10. Roy Lichtenstein evolved his
Pop imagery while on the faculty from 1960 to 1964. 11. The artist and
scientist also came together in Experinments in Art and Technol ogy (EAT).
Bob Wi tman joi ned Bob Rauschen- berg, Billy Kl uver, John Cage and
others in 9 evenings: theatre & engineering at the Arnory (Cctober
1966), and was part of the First New York Theater Rally (May 1965). 12.
Bici (now Nye Ffarrabas and | were narried June 24, 1961 13. After

di scussing this nenory with Julia Robinson, who is working on the
unpubl i shed not ebooks of George Brecht in the Glbert and Lila Sil vermn
Col l ection Archive, she cane to nme a few days later with the illustrated
page, that clearly indicates authorship, including the note "brass
plate."” 14. Elizabeth Armstrong exam nes this issue in relation to Nam
June Paik's Zen for Head in "Fluxus and the Museum " her intro- ductory
text to In the Spirit of Fluxus, Walker Art Center, Mnne- apolis, 1993,
page 14. 15. A fourth program proposed by Bob Watts was Enil QGutheil of
t he Postgraduate Center for Psychotherapy on February 18, 1958. 16. The
text is printed in John Cage, Silence, Wsleyan University Press,

M ddl et own, CT, 1961, pages 41-56 (in a slightly revised form as the
third of three lectures that he gave in Darnstadt, Germany, siXx nonths
|ater in Septenber. Those three | ectures have the overall title
"Conposition as Process." The first two are titled "Changes" and
"Indeterm nacy." The third keeps the Voorhees Assenbly series title
"Communi cation," suggesting that it was witten specifically for that
occasi on. Rauschenberg, Johns, and Cunni ngham all came out for the
event, and they returned the foll owi ng week for Paul Taylor's dance
concert. 17. Eight years later, for his programat 9 evenings: theatre &
engi - neering, Cage filled the 69th Reginment Arnmory with nore and nore
sound. Again there were those that were excited by the character and

di nensi on of the work, who were drawn into the sound, and those that

wal ked out. 18, pages 41-42, John Cage Silence op. cit. 19. page 55,

i bid. 20. page 56 ibid. 21. First perforned at the Kaufmann Concert Hal
of the YM YWHA in New York City, on Cctober 20, 1957. 22. | am i ndebted



to Joey Smith, Archivist for the Paul Taylor Dance Foundati on who
provided nme with copies of prograns and reviews fromthe fifties as well
as relevant portions of the PhD dissertation of Angela Kane, Paul

Tayl or' s Choreography: In the Public Donain, University of Kent at
Canterbury, London Contem porary Dance School, 30 June 2000. Phone
conversati on and faxes Cctober 3, 2002. 23. A review describes her
seated on the floor in another perfornmance. 24. page 147, Joan Marter,
Of Limts op. cit. 25. Rauschenberg's show at Castelli Gallery included
his Bed. Kaprow s show at the Hansa Gallery March 11 to 29 was his first
environnmental exhibition with sound and light. A printed notice
announced "a performance of the work at 3PMdaily." (see George Brecht
Not ebook IV, Hermann Braun, ed. Walther Konig Verlag, Col ogne, Cernmany,
1997, page 4 and footnote). | remenber a large very playful carniva
like wall with flashing lights, and hurdy-gurdy nusic, in an environment
of hanging material. Kaprow s show at the Hansa Gallery the previous
year (February 11 to March 21, 1957) included Wman out of Fire, 1956,
and Hero, 1956, a conpanion tar covered standing male figure with an
erection, facing each other in the nmiddle of the room surrounded by

| arge rough col |l aged canvases such as Hysteria and Baby. 26. page 69-72
Benjanmin H D. Buchl oh and Judith F. Rodenbeck, Experinents in the
Everyday: Allan Kaprow and Robert Watts- Events, bjects, Docunents,
Mriamand Ira D. Wallach Art Gallery, Colunbia University, New York

NY, 1999 27. ibid. pages 71-72 28. Letter from Mary Anne MlLean to

CGeof frey Hendricks, 2002 29. page 29, Joan Marter Of Limts, op. cit. H
ENDRI CKS
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Grounds for Experinent: Robert Watts and the Experinental Wrkshop L AR
RYMI LLERandSARASEAGULLIf I could say one thing
that stands out about Bob Watts to ne, it was his paper on systens and
processes. At the time, he used formal engineering and scientific terns
and applied themto art-which was close to, if not unthinkable. -Al
Hansen, 19881 During the first of his three decades as educator, Robert
Watts wote numerous proposals to initiate a new kind of studio art
class at Rutgers University. His proposals were nodel ed upon the purely
experimental goals of endeav- ors in research science-for new discovery.
Watts saw a need for students to experience nore than the conven- tiona
training in accepted art techniques, with nore direct exposure to
accompl i shed professional artists. He urged that they be provi ded access
to newer nedia tech- nologies in an atnosphere that encouraged

i ndividuals to subject their interests to a group forumsimlar to the
col - laborative exchange within research science teans. The course
outline Watts submitted to Dean Mary Bunting in April 1957, reproduced
on page 22, exenplifies his viewthat creative exploration is comon to
both arts and sciences. After persisting for several years, in 1965 he
finally received a study grant fromthe Carnegi e Corpora- tion of New
York for his pilot project, called Art Sem nar and the Experi nental

Wor kshop. A specially selected group of students woul d have the
opportunity to work together intensively, to identify individua
artistic inmpulses, pool conplenentary interests, and create works that
factored in the possibilities offered by the newest avail able

technol ogies. The initial 1965 class that established Watts's

Experi mental Wbrkshop was introduced into a depart- ment primarily

of fering courses in distinct disciplines such as painting, draw ng,

scul pture, printmaking, and ceramics. The potential at that tinme for
interdisciplinary studies in the arts proved to be fertile, as seen
today by curricula in nedia arts, installation, perfornance-based work,
and conceptual constructs that are totally inde- pendent of site or
physical formall now famliar prac- tice for students of art. To foll ow
the trajectory of Watts's special interests to the present, Mason G 0ss
School of the Arts now of fers numerous courses in nedia arts, art-

rel ated technol ogy, and tinme-based work, and provi des conpl ete
up-to-date technical equipnment in its audio, video, and digital-nmedia

| abs. A review of the branching history of Rutgers gradu- ates
illustrates that the art formnow often characterized as internmedi a2
proliferated with successive generations of students. Many Rutgers
alumi (too nunerous to list here but some of whom are nentioned

el sewhere in this publi- cation) have pursued internedia forms in
successful careers as both artists and educators. Laurie Beth O ark
(MFA, Mason Gross School of the Arts, 1983), for exanple, is such an
artist; she is a forner chair of the Art Departnment of the University of
W sconsin and now holds the title Pro- fessor of Non-Static Forns-a
categorical termthat would have been of great interest to Robert Vatts.
Rut gers has al so been a primary source of notable graduates who found
that a | aboratory attitude of encouraged experinent fostered their own
sense of fluent correspondences between the various neans and ends of



art making. Rita Myers (B. A, Douglass Coll ege, 1969), one of the

pi oneers of video-installation art and also an art educator since 1977,
expl ai ned the foundational basis for her career: The kinds of attitudes
that | had devel oped at Dougl ass were really what you did in the New
York art world. Things have a conceptual base, they exist within a
certain kind of intellectual framework. And that's the kind of
introduction that | feel | got at Dougl ass. There's a certain thing that
you want to do, and then cone the tools and the category; if it's a
painting or if it's not a painting, if it's an action that has yet to be
defined and identified, that training cones from Dougl ass. So nmy work
turned into video. Let's use this, it's a newtool. Wien | started using
it, it was before there was even a category3 20 CRI TI CAL MASS
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M LLER/ SEAGULL 21 Robert Watts denpbnstrates his nmechani zed event work
(Untitled) 1961, that spewed shaving cream G and Central Mbderns

Gl lery, NYC. Photo: Alfred Eisenstaedt, with perm ssion from Ti mePix
I nc.
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RUTGERS UNI VERSI TY Thc Site Unirrvtiry of Nnv frcrry nf TERDEPARTNEN«
cOMVUNI CAUON April 25, 1°? D at.. 3untind: Hero 13 a general etatsQont
of the two ideas about which we tal ked lent week. 1 would |ike your
reaction, and will be nappy to expand it further if you oar. to rove ae
do sc. en0 10301 also arc two articles about ft In the oi aceroa,, one of
which deals wit, the Taarylaud progra”a that ber;ine in earnest this

coning fail. lacy thanks for y-r iatoreat and aipport. Cordially, Robert
batte Art bepa rto,nt ire. Mary |I. lunttng Doan of the Collude enc. P
S. | would Iike tno articles retanpod whon you have road thee. Tentative

Qutline of an Experinental Course in Art for 1957-58-Dougl ass Col | ege
The purpose of this experinental course consists in con- veying to the
student fromthe very beginning an idea of the nature of the arts, an
early famliarity with its materi- als, its techniques; and the
inter-relations between these materials and the underlying idea. It
woul d be a course in which creative experience would go together with
the study of the conponent ele- nents inherent in all the works of art.
While it would deal primarily with the visual arts, it would, through
frequent references, relate these to the other arts such as poetry,
musi ¢, dranmm, stage design and dance. It would al so go beyond it and
uncover the anal ogi es which exist between works of art and certain
aspects of the sciences, particu- larly natural. Thus it would stress,
through a flexible and essentially creative approach, the creative
nature of life and the creative urge of the human individual. Through
such an approach, the Freshnman student woul d experi- ence the other arts
such as nusic, or drama for instance as well, and may want to further
study them or also dis- cover within herself the wish to deepen her
know edge of the origin and nature of |ife and study-biol ogy, for exam
ple. Yet this experinental course is neant to be essen- tially a course
inthe fine arts and a course bringing into a nore active relationship
the history of art with its theo- ries, and these again with the actua
studio work. It would, therefore, have to conbine these three into one
coherent whole. This aimw |l be achieved by |ecturing and di scussi ons,
and by the intensified conbination of these two with the practical
experience in the studio, working with the materials of which the visual
arts are conposed. These |ectures, discussions and studio work will be
conpl ement ed by the experience of the arts through con- tact with
outstanding artists, invited to exhibit, to discuss their work, or to
perform 1. Science-Humanities Synposium for Freshnen. One hour per week
Movi es, |ectures, denonstrations, and di scussions designed to point to a
conmon creative need in all fields of endeavor. To nake use of the
resources of the nmetro- politan area in the sel ection of speakers and
participants. Purpose: 1. To stinulate and devel op an understandi ng of
basic creative thought and ideas inherent in the arts and sci ences. 2.
To devel op creative thinking and working habits that will lead to
efficient productivity in later college years. 3. To exam ne the
possibility of filming and otherwi se recording the series in order to
expand the offering to all freshmen in future years, including
presentation on closed circuit TV. )see Il below) Il. Research Wrkshop
i n Audi o- Vi sual Teachi ng Techni ques. Faculty and student participation



in teaching aids, designed to econom ze teaching tinme, to enrich the

t eachi ng experience, and to increase teaching efficiency. Purpose: 1.
Research in filning, taping, and TV "Practical" record- ing and
projection techniques. 2. Research in the devel opnent of new techni ques
for teaching such as nmulit-screen projection, stereo- phonic sound and
light projection, artificial environ- nents, and pure sound and vi sion
research. 3. To acquire adequate space and equi pnent for the above
research. 4. To equip certain strategic classroons with conplete
facilities for all projection techniques to test teaching problens. 5.
To acquire an adequate filmlibrary and rental and |oan service , and in
general to elimnate the defi- ciency of the University and College in
this inportant area of nodern teaching techniques. 6. To study the
possibility of various course offerings in the general field of

audi o-vi sual aids. R Watts, Art Departnent April 25, 1957 Letter
courtesy Special Collections and University Archives, Archibald S.

Al exander Library, Rutgers University. Reproduced w th perni ssion of
Robert Watts Studio Archive, NYC 22 CRI TI CAL MASS
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The precepts of Watts's Experinmental Wrkshop class can be traced back
to such docunments as his 1957 outline to Dean Bunting and the
subsequent, nore el aborated proposal, "Project in Miultiple D nensions,"
witten with George Brecht and Allan Kaprow in 1957-58.4 The pro- posa
sought funds to equip a "research | aboratory” with "electro and

el ectro-mechani cal devices, sound and recordi ng devices, tools, etc.”
The budget was also slated to fund an exhibition space in New York City,
and alnmost a third of it was allocated for presentation of public pro-
granms featuring artists such as John Cage, Merce Cunning- ham and Pau
Taylor. Witing as a team Brecht, Kaprow, and Watts clainmed that "the
true artist is also a discoverer." Watts's background as a mechani cal
engi neer and Brecht's as a chemist especially disposed themto see
parallels in the nethodol ogies of art and science. They were hopeful of
per suadi ng an acadeni ¢ understandi ng that would underwite their
mutual ly held views that artistic experi- nent was vital to scholastic
progress. They argued that funding for "research" to advance the arts
was conparable to the support structure for theoretical science
investiga- tion.5 In laying out a case for funding, the docunent artic-
ulated a prescient vision of the vanguard arts in transition at that
time. The proposal states the following: Both scientists and artists
have becone very aware, for the first tine in recent years, that basic
concepts for discovery and invention are comobn to both, and indeed,
that many con- clusions possess sinmlar ingredients.6 As a practi cal
strategy in naking a funding pitch, they knew very well that even in a
liberal arts setting, conparing research in the arts to that of the
sciences was a hard sell. Noting that scientists have "a consider- able
edge on the artist because of the financial aid afforded by industry,"7
they nade an inportant distinc- tion about science that is often a point
of confusion in the public mnd: Pursuit of know edge by the scientific
nmet hod i s not synonynous with its technol ogi cal appli- cations. Despite
their casting of research in the arts and sciences as intellectually
equi val ent, they included this realistic observation: Even though it
woul d seemthat [art and sci- ence] have nuch in comon, this apparent
fact has been obscured by the differences in utilization of their
respective discoveries. Tech- nology is fed by scientific invention, but
it is sonewhat |ess clear just who is sustained by the artist.8

M LLER/ SEAGULL 23 Experinmental Wrkshop in New Brunsw ck, 1967. Alice
Aycock (left) John Geldersnma (center) and Martin Jachter. Photo: Robert
Watts, courtesy Robert Watts Studio Archive, NYC
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Robert Watts, Banquet, with student performance group from Rutgers

Uni versity, 5th Annual Avant Garde Festival, Staten |sland Ferry,

Sept enber 30, 1967. Photo: Peter More © Estate of Peter Mdore/ VAGA
New York, NY Al Hansen's comment that an art and science com parison at
the time seened "unthi nkabl e" apparently also reflected the funders
views in 1958: "Project in Miltiple Dinensions" was refused by both the
Rut gers Research Council and the Carnegie Corporation. Wiile rejecting
the proposal, the Carnegie Corporation's president did, however, include
the promising comment, "This is the only way for artists to go."9 The
initial lack of success in securing dedicated funding for "Projects in
Mul tiple D nmensions” did not deter the Rutgers group from pushing for

i nventive progress. In the academ c year of 1957-58, it was decided that
t he Voor hees Chapel would be nmade avail able for secular pro- granmns,

whi ch would alternate weekly with the usual reli- gious services. Watts
was instrunmental in organizing a schedule of art events for the chape
and, in coordination with Kaprow, arranged for a series under the thene
of communications in the nmid-20th century.10 He invited John Cage, who
gave a |l ecture acconpani ed by David Tudor at piano. Paul Taylor and
Robert Rauschenberg presented a dance programin the coll ege theater,
and Kaprow gave his own "lecture" in the chapel. This was Kaprow s first
public presentation of what soon became known as a Happening. It was a
conmposition in which nmultiple tape recorders com peted with live
performers in a sinultaneous profusion of fragnented texts and acti on.
Watts's introduction to the event was al so nmechanically presented on
audi otape. Watts 24 CRITICAL MASS recalled that "sone people got up and
stanped out, the sanme way as they did with Cage's lecture.... There had
never been anything except a religious service in the chapel before.""
In the years following the "Project in Miltiple D nmensions" paper
nonment ous devel opnents in the arts proceeded very nmuch al ong the
predictive path outlined in the 1957-58 text. WAatts insistently pursued
his goal of support for artistic "research,” with an awareness of the
artistic trends rapidly evolving on a global scale. Under the section
headi ng "Princi pal Objective and Significance of Project"” in his 1961
proposal, he summari zed the need to respond to a new cultural climate:
For those who are engaged professionally in what | call basic research
in art there has been an increasing realization that new forns or
formconcepts are greatly needed because of the limtations inherent in
pai nting, scul pture, and other standard and conventional forns that
artists have used to convey art experience.... During the past severa
years certain basic changes in formhave occurred in the work of a few
artists inthe United States, France, Ger- many, and Japan. The body of
this new work is now quite abundant and is sufficient to denpn- strate
several things: (1) that old forns have been abandoned, (2) new forns
have been dis- covered, and (3) there are nmany avenues for future

di scovery. 12
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Watts described the evolution of new arts across the various

di sciplines, citing the abandonnent of standard nusical forns, the use
of electronic sounds, and the intro- duction of notion, |ight, and
natural nmaterials such as plants, earth, water, and air into the field
of visual arts. He noted "elenents of actual tinme" as inportant facets
in the new fornms of visual arts, dance, photography, cinema, and theater
as well as what he terns "new uses for humans." The proposal continued:
Evi dence for the vitality of work is denonstrated by the
cross-fertilization of the workers them selves, that many disciplines
may be drawn into one work, and that many workers have had experience in
other fields such as psychol ogy, nedicine, engineering, basic and
applied sci- ence, advertising and so on. It is worthwhile to note that
categories are breaking down and overlapping, so it is no |onger
possible to call one person a painter, a dancer, a photographer, but
only artist. One may note that artists nowfind it appropriate to
utilize discoveries fromany field and adapt themfor their own

pur poses. One mght well say that this new novenent has seen a

t echnopsychol ogi cal breakthrough of the greatest significance, and that
this new nove- nent of artists into newforns is directly parallel to

t he discovery of new forns in science."13 Although the attitude of
experinmental art research was well under way in Watts's early cl asses,
his first success in attracting funding for his Experinental Wrkshop
did not come until 1965, when the Carnegie Corporation finally accepted
one of his grant proposals for the 1965-66 aca- dem c year. A speci al
comrittee limted its choice to eight students, who would formthe first
"l aboratory" team Selec- tions were made from both graduate and

under graduate | evels by faculty recommendations, interviews, and consid-
erations of overall bal ance of gender and personal com patibility
within the final group. Watts organized their activities according to
his description of the innovative art- ist as sonmeone who does creative
research to gain "insight into the nature of inner and outer deternined
experi- ences."14 The class regularly traveled to New York City for

exhi bitions, |ectures, performances, and visits with working artists,
and di scussed the events and contenporary art issues in semnars. Watts
encouraged themto attend to their "inner" nature of experience by
subnitting thenselves to an interactive group dynanic to better discover
individ- ual abilities and focus, by supporting each other in efforts to
learn new skills in available nmedia, and by seeking to expand their
subjective art interests into new forns.15 H's hope of fonenting

"t echnopsychol ogi cal " breakt hroughs in the students was reflected in the
t wo- pronged nature of his neol ogi smfusing technology with personal
expression. He was nost interested in conveying art's function as a
medi a- tion between subjective and objective realnms. In his own work
Watts had | ong been concerned with questions of border conditions, such
as those he posed in the 1958 paper: "Wen does an object becone Set for
The Mad Tea Party, filmfor 3-screen projection by Robert Watts, 1968.
(left to right) Joanne Kriskowski, Ces Earle as Alice, Gonthar Rooda as
the Mad Hatter, Mac Adans as the Dornouse and John Czerkow cz as the
March Hare. Photo: Robert Watts, courtesy Robert Watts Studi o Archive,
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an environnent? Wat aspects of |ight, sound, novenent cause an obj ect
to separate out or nmerge with an environnment?"16 Watts's performative
and i nternmedia events, such as Magi ¢ Kazoo (1960) and Yam Festival with
Ceorge Brecht (1962-63), explored sone of these issues. In gallery

exhi bitions of that period, his works enphasi zed i nterplay between

audi ence and object. Describing his nechani zed, interactive scul ptures
in his show of construc- tions, objects, events and ganes at G and
Central Moderns Gallery on Fifty-Sixth Street in New York in January
1962, a reviewer for Art News noted the group of works sporting nultiple
noving parts and inviting a spectator to play: It was |ike the G and

@ui gnol on the scale of a penny arcade. The fun denmanded that the visi-
tor do sonething positive like turning a dial, throwng a swtch,
opening a door or pulling a [ever. This started the action: a jet of
spray on the trousers, a voice on the radio, bells, buzzers, the
reddening of electric wires, a hopping paper bag.17 As is all on one
side."32 It is possible to understand the pedagogi cal innova- tions of
many nmenbers of the Rutgers Group-Hendricks, Brecht, and especially
Kaprow and Watts-as extensions of their interdisciplinary and |ife-based
art practices. HI GGl NS 125
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Ceorge Segal visiting artist in Experinmental Wrkshop during 1968-69
programat the University of California, Santa Cruz. Photo: W Mbndot,
courtesy Robert Watts Studio Archive, NYCtion for a group effort,
calling thensel ves the Fur Fam |y and pronoting their activities
sonewhat |ike a rock music group. They produced ensenbl e photos and pro-
nmotional flyers and even obtained sone paid bookings for their
performance services-earning a total of 5700 as He was al so a kind and
generous man, once you got to know himbetter. Fromthe first day of

cl ass, Bob took obvi- ous delight in prodding us to | oosen up and

M LLER/ SEAGULL 2’
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Funeral ," by Jill Johnston, Art in Anerica, March 1989. 2. Dick Higgins,
"Intermedi a," Sonething Else Newsletter, 1:1 (1966), reprinted in Dick
Hi ggi ns, Horizons: Poetics and Theory of the Internedi o (Carbondal e:
Southern Illinois University Press, 1984): 18-21. 3. Audi ot aped
interviewwith Rita Myers by Sara Seagull, Septem ber 17, 2002. Myers
was a visiting instructor at Douglass College in Spring 1977 when she
taught Watts's sem nar for one senester while he was away. 4. "Project
in Miultiple D nensions,"” fromthe Robert Watts Studio Archive, is
published in its entirety, except budget information, in Of Limts:
Rutgers University and the Avant-CGarde, 1957-1963, Joan Marter, curator
(Newar k: Newar k Museum 1999): 153-59. 5. Ibid.: 153. 6. Ibid. 7. Ibid.
8. Ibid. 9. Unpublished docunent fromthe Robert Watts Studi o Archive
(Research Council file: RAEA. A-1, No. 2). This application docunent of
February 22, 1961, to the Research Council of Rutgers University
requesting funding for Watts's work includes an account of the previous
unsuccessful subm ssion of "Project in Miltiple Dinmensions" and states
that "the project was referred to Ford and Rockefeller Foundations. A
personal application for funds will be made to the Guggenhei m Foundati on
this fall" : 1/1. 10. "Allan Kaprow and Robert Watts Intervi ened by
Sidney Sinmon" in Benjamin H D. Buchloh and Judith F. Rodenbeck
Experinments in the Everyday: Allan Ka prow and Robert Watts-Events,

bj ects, Docunents New York: ..ERR, COD:3..
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what it is doing and how VWE can help it attain its goals. W are
sponsoring a project that we feet will prove that we TOO have a point.
WIl YQU hel p? W know that if there was a riot we could count on the
media to be here. W are certain YOU want to give us an opportunity to
show a nonvi ol ent, productive educational function. W are enclosing a

press rel ease and we hope you will use it in your news of |ocal nature.
We al so hope you can send a representative of your nedia to the canpus
to wel come our Mystery Celebrity. W are certain you will be glad you
did as she is probably one of the nost beautiful and well- known of the

Italian performers. May we thank you in advance for your consideration
and cooperation in helping us to prove that there ARE sonme who would try
to nake this a better world to live in. FOR | MMEDI ATE RELEASE February
1st will be a big day on the University of Califor- nia, Santa Cruz
canpus. The Santa Cruz Realistic Educa- tion Wrkshop, conprised of
students fromall four WATTS 29 Students with Robert Watts as "The Fur
Fam | y", pronotional photo for The Human Cel ebration, University of
California, Santa Cruz, 1969. Photo: Charles Stern, courtesy Robert
Watts Studio Archive, NYC
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Fl ux Parade, University of California, San Diego, 1969. Photo: Charles
Stern, courtesy Robert Watts Studio Archive, NYC colleges, will sponsor
a Human Cel ebration of Cultural Breakdown and students will participate
in many diverse and unusual ways. There will be projects of video and
audi o tape, various dis- plays of plastic art, nunerous experinents in
sensory experience and performances as well as other interesting
experiments in human behavior. The major attraction of the day behavi or.
The major attraction of the day will be the appearance of one of Italy's
nost attractive theatrical personalities. The Wrkshop officials worked
long and hard to secure the services of this well-known celebrity and
could only have her appearance guaranteed provided no advance publicity
(her name) was given because of contractual obligations. Wrkshop
officers, constantly in touch with a Hollywood film production firm
prom sed her name woul d not be nentioned until after her appearance on
canmpus Saturday. The tinme for the appearance will be at one o' clock at
the Cowel |l Courtyard. Arrangenents have al so been nade for her to arrive
in one of the prize- w nning autonobiles (Custons) fromthe San Jose
Auto show | ast week. The public is invited to attend and will be
permitted to see, talk with, seek autographs and take personal

phot ographs of this fanmous personality, as well as have the opportunity
to enjoy the afternoon planned by the commttee. 1. | NVOCATI ON AND

CONTI NUAL STRUCTURE PI ECE The day will comrence with the entrance of the
Fur Fam ily, each nmenber carrying a wooden orange crate. They 30
CRITICAL MASS will enter fromthe different points on the periphery of
the quad and converge at the center. There a substructure of orange
crates will be set up. Throughout the day various objects such as dolls,
old tires, bedsheets, and shoes, etc. will be added to the substructure.
2. FRESH AIR EVENT The confort of the audience will be assured

t hroughout the experinment by use of recently devel oped air fresheners.

3. BANNER BOOTH A booth will be set up to produce existential banners
upon request of nenmbers of the audi ence. 4. CEMENT FOOD EVENT For people
enj oyi ng high calorie foods and pastries who nust watch their caloric

i ntake and want to eat a good concrete diet, a special booth will be set
up di spensing cenent replicas of their favorite foods, hand painted in
hi gh gloss acrylic paints so as to turn on one's salivary mechani snms and
al so have high sal es appeal. To wash these fine foods down, instant
hydracal plaster-of-paris beverages will also be offered. 5. JULIET

CHI LD KI TCHEN PRODUCTS DEMONSTRATI ON Usi ng the foll owi ng equi pnent she
wi |l denpbnstrate cooking with cenent and finished cement products;

oster- izer, mxer, knives, toaster, glasses, nuffin tins, etc. 6.
RANDOM SOCI AL EVENT If cars are allowed on plaza, 2-5 pull up around
peopl e on plaza. Uniforned people (in the manner of pigs if possible)
random y sel ect people, ask themto cone along with
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Experi nmental Workshop Parade, 1969. Photo: courtesy Robert Watts Studio
Archive, NYC them take themto another part of the plaza and drop them
of f. They can ask questions such as: Wo organi zed this? Have you ever
heard of The Fur Fam |y? What were you doi ng? Why are you here? 7.

| NTERVI EW EVENT Two people. One carries official |ooking camera with
insig- nia fromsone TV station (fictitious), not actually used unl ess
desired, functions as prop; one carries tape recorder and m crophone

whi ch works and introduces hinself as a TV reporter and asks questions:
woul d you descri be what you see? Wat's happeni ng? Wio orga- nized this?
Etc. 8. A SCULPTURED EVENT FOR A SMOG BOUND CULTURE A shroud covered
object will be placed in an appropri- ate space (an area sonewhat
accessible to a vehicle such as a pickup truck, a concrete pad or

wal kway). Beneath the shroud will be the body (only) of a small foreign
car without interior, glass, or wheels perhaps. There will be life-size
phot ographs of the average Anerican mddle class famly, Mther and
Father in the front, Sis and Brother in back. The gutted interior of the
body will be well stocked with a wide variety of fruit and

veget abl es- bananas, waternel on, |ettuce, cab- bage, tonatoes,
strawberries, potatoes, celery, carrots. Five to ten mnutes after the
scul pture has been unveil ed-which hopefully will be nearby-the car

scul pture will be unveiled and onl ookers will pay 8 cents per swing to
hit it with unusual instrunents of destruction-rubber hamers, carpentry
saws, tooth- picks, cotton swabs, etc. The Fur Famly will provide the

| abor of placenent of the sculpture and the renoval of it after its
unveiling. Al nec- essary precautions will be taken to insure the
safety of participants and surroundings. 9. MLLTOM DI CK USED CARS A
used car lot conplete with used cars, special signs, and sal esman masks.
Audi ence nenbers will be free to buy and sell cars as they choose. Al

sal es pitches and trans- actions will be nonitored by TV caneras for
live viewing at four locations in the plaza. 10. HELI UM | NFLATABLES a.
Latex ball oons, heliumfilled and connected to |ight weight foods such
as donuts, hors d'oeuvres, etc. so that they float around the quad at
shoul der level. b. Latex balloons with candies inside or gumballs or
magi ¢ fortunes or riddles. These are heliumfilled and float around the
guad within reach. c. Scul ptured inflatables made out of polyethyl ene or
nmylar in shapes |ike squares, pyram ds, rectangles, free- form all
filled with helium d. Participants are given old nylons to put over
their faces/heads to obliterate general facial identity. They are then
given heliumballoons with their faces and hair painted on. Participants
must then face in the direction of their balloon faces and nove in that
direction. They nmay talk with people that their balloon faces.

Partici pants may WATTS
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(right) Janes Lee Byars visiting artist, Experinmental Wrkshop
University of California, Santa Cruz. (below) Students in The Gun Went
Over The Hill, event by Janmes Lee Byars during 1968-69 N | program

Phot os: Dave O sen, courtesy Robert WAtts Studio Archive, NYC ,i 4L 3 2
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elect at any tinme to walk, run, stand still, talk, etc., but they nust
do these activities according to the rules of the balloon face gane. 11.
GET ACQUAI NTED EVENT To ai d people in getting acquai nted, voice balloons
li ke those used in conmics and cartoons will be printed onto clear
contact plastic. Balloons will say many, nmany things. They will be
pasted onto people's cheeks. People can then carry on witty dial ogues by
joining together with other people having different voice balloon
captions. 12. BEAUTI FI CATI ON OF NATURE Wirkers to hel p beautify the

al ready beautiful UCLA cam pus. Special horticulturists will carefully
add special plant foods and vegetable colors to the | awn and garden. 13.
HAPPY FEET This brand new El Cajones Bros. Gane will be assenbled and

pl ayed in the yard. Happy Feet consists of a playing area nmade up of
squares containing different tactile mate- rials (blackboard, sand, dry
bread, ice, etc.), several gane characters (rewarder, enforcer
footwasher, etc.) and a large die which will determn ne noves. Audience
menbers will be encouraged to play. The gane, of course, is to be played
bar ef ooted. 14. PAPER DRESSI NG SERVI CE a. Whol e uni forms of paper. b.
Toi | et paper bl otches on exposed skin. c. Collage people, using scotch
tape. 15. BALLOON DEATH EVENT Every fifteen minutes the Fur Fanmily
balloon will slowy die. 16. PLASTICl ZI NG EVENT Roger's gonna plasticize
everything. 17. GARBAGE MJUSI C AND RELATED NO SE Various Fur Family tapes
will be played throughout the day. Burglar alarns will be used in

di sappeari ng sound piece and in burglar alarmw nd chine. 18. SHOE EVENT
FOR THOSE Tl RED DOGS Various nodified shoes will be made up by the Fur
Fam |y for wearing by nenmbers of the UCLA comunity. Shoes with foam
rubber attached to soles, shoes filled with shav- ing cream shoes
filled with crushed cocktail ice, shoes on stilts made of nails, fish
shoes, and incline plane shoes are anong those to be offered. 19.

| DENTI TY EVENT Faces will be painted at costune booth. 20. 1-D

(ONE-DI MENSION) W will dress people in aluminumfoil. 21. | NFORVATI ON
EVENT A short poem and/or a one page essay on art and anar- chy wll be
passed out. 22. LANDRUSH PI ECE Various plots of UCLA | awn and plaza wl|l
be divided up into one inch squares to be sold to individual buyers for
a reasonable sum 23. PARTY LINE A four-way party line of tin-can

tel ephones will be set up. People picked at randomwill be called to the
phone. Main interest is in the imediate relationships. 24. STUDENT
ROUNDUP At various tines throughout the experinment two or three nenbers
of the Fur Family wilt conme running through the plaza carrying a | ong
rope. Al UCLA students in their path will be encircled by the rope and

i medi ately rel eased. They will not be harned in any way. 25.
ANTI - SMOKI NG EVENT A ten foot long cigarette will be in the plaza held
up by threads. Passers-by will be invited to take a puff. It is not

possi bl e, however to snoke a cigarette nore than about 10 inches | ong.
26. AVMONI UM | ODI DE ON THE PLAZA 27. BURGLAR ALARMS THROWN FROM ROOF

(1 NSTANT CONCERT) PERFORMANCE PI ECES (By Commons): Bl ack Bag Event Two
strong nmen unl oad four heavy bl ack plastic bags froma pickup truck. The
bags are arranged at randomin a busy area. After an hour one of the
bags begi ns noving and its occupant struggles to get out. The other bags
are filled with rocks, newspapers, garbage, etc. (By Gallery): Oganic



Garden A sign Organic Health Foods fromthe Soil to You is propped
against a large box filled with earth and planted with organi c foods.
Organic foods are vegetables fromthe nmarket that are replanted. Al so
pl anted are vegetabl es that grow above ground |i ke apples and tonatoes.
Al so planted are bits of machinery with carrot tops attached. Interested
persons can harvest their own vegetables for a health drink. (By
Gallery) original: Two to four people paint one person entirely yell ow
The person has a shaved body and wears a loin cloth. EVENTS FOR PARADE
1. A group of about 35 people arrange thenselves in a spi- ral, and
continue to walk in a spiral but with an overall direction down parade
route. They may decide to rest at any tine and then continue. This
maneuver shoul d be rehearsed in advance. Optional dress. WATTS
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sprouts in little containers. Every 5 feet or approximtely, he sets one
of these plants out on the dividing line. th- ers who follow pay no
attention to the plants and step on 2. Six girls required. Should be
about the sane height and build. To be dressed in white tights, white
bat hi ng cap, white ballet shoes, with white make-up on face, hands and
exposed skin. Any eye shadow, lines and lipstick should be standardi zed.
Beginning with first girl and con- tinuing through 5, each girl to

simul ate an increasi ng degree of pregnancy, except last girl (No. 6) to
be normal (not pregnant(. 3. Two males required. To be dressed in
dungaree pants and jacket if possible. To wal k in advance of parade, one
on either side of street, unrolling paper tape for first row of
spectators to hold and act as barrier along parade route. 4. One person
in ordinary dress pulls a large fish on wheels. Fish arranged beforehand
with axles and wagon wheels. (Dedicated to John Geldersma.) 5. A pair of
gi ant scissors are made out of cardboard and foil and nounted on roller
skates (see diagrans). One per- son pushes themalong the dotted line in
the center of the street working the scissors as though he were cutting
along the Iine. 6. A sound truck is parked sonmewhere al ong the parade
route. As different parade entries reach the spot where the car is
parked they file through the back-seat, onto the sidewal k, and back out
onto the street again. 12. Rows of life-size band figures are cut out of
cardboard, sprayed white and outlined. They are hooked together in rows
li ke strings of paper-doll cutouts (e.g., a row of drum ners). Two
lines of parade watchers are made in the sane way. Also a drum

maj orette. The rows of cutouts are car- ried down each side of the
street, always parallel to the band. Al of the people involved with
carrying the cutouts have transistor radios, tuned to the sane station.
13. One person wal ks along the dotted white line. He is carrying a sack
full of cans of shaving cream He uses the cans, one at a tine, to make
straight foamlines that con- nect up the dotted white line on the
street. 14. Mark 4 X' s (not |arge) sonewhere on pavenent before parade
starts. The X' s are approxinmately 20 yards apart in a trapezoidal
arrangenent. Three peopl e wander through the parade. As they cone to an
X they occupy it. Wien- ever 3 X marks have a person upon them these
people automatically run to the fourth X. 15. Draw a |ine one yard | ong
per pendi cul ar to curb approx. 10" from curb. Have 20 people wal ki ng at
various intervals in the parade. Wenever one of these people crosses
the line and stops, he is given a raisin which he 34 CRI TI CAL MA
S S Robert Watts at parade site, San Diego, CA March 1969. Photo: cour-
tesy Robert Watts Studio Archive, NYC
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RUTGERS UNI VERSI TY rr,smu, rN,ry /Fewlar,y DEV* i Yf MMVRr cousce oe nars

nwn sucvices ~-y~,~ Z{f S9 ~ . ~7~x~~"~ ..., J . Vell ~~ b.. ~~
t~n~at~~~ ~" "~~~ -~---"- kK r ~k . X :r ~1le ~ti -'" . .. . ~
law 17 g VI i- "~ A~ e« | George Maciunas, Experinental Wrkshop during

1968- 69 program University of California, Santa Cruz. Photo: courtesy
Robert Watts Studi o Archive, NYC kL should eat there. A raisin

di stributor stands by the line, giving one raisin to each person who
crosses the line and stops. He nmay refuse no one until his supply is
exhausted. Then he nust remain and refuse everyone. 16. Have Santa
riding in the back seat of a red convertible circle the parade route
twice. 17. A canvas |loop, 30" wide and 50 ft. in circunference is made.
Ei ght people step inside the loop, holding the top of it over their
heads (see supplenentary diagran). They wal k forward, all the time
stepping on the bottom of the | oop and passing the top over their heads.
18. Store cl eaning parade piece. Five people wearing work coveralls

mar ch al ong the parade. Two of them Iwo have w ndow cl eani ng equi prent .
Two have brass and chrone polishing equi pnent, and one carries a push
broom Cccasionally they | eave the parade, go over a store front and
begin cleaning it. After a while they rejoin the parade. 19. Soneone
wal ks along in the parade carrying a roll of tickets. He gives these
tickets out to people watching the parade. Later an announcer cones

al ong picking out one or two of the ticket holders at random and
announces themas winner in the contest. The announcer tells the
spect at or what he has won and the appropriate object is shoved off the
truck, smashing onto the ground. The announcer then hops on the truck
and it drives off. WATTS
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T E EF~~pMp~ENi zE STATE MV ~; F' gODUCFDCONSUMCORFMy r~ (rnASS PR A

DS. ARM OOOSOFS QP C Cn ~ RIw T~AERES BVREAUCRA Sr, A., 1 VS. ~

, ~.~, ~ TERATF, NE. SRAKESPEARE Cp G a C~g~plt 't NDJ1AM 1. W 'BEyTE ,
v~~~ .. P~ ~A~R ~., ,~g~2HE W WOCS pG- Qy ~~~~~ SCREENaN r yf /
G t3UT To iw ~~ ~~/1 W~tJ~O ~TAADE MpS p QPIG ~/1 u~ I111i ~ ~tlf ~4]~
~ ~ r HEpWIG ,~! ~ SEr~~'p,1E AW~ ?~ A csC ~ &t;r g¢, a0 r mA ~ W
/"~ J . ~/] CONTEMPORARY MAN Ceorge Maci unas, Literate Man vs
Post-Literate-Man + Contenporary Man, illustration for Proposals for Art
Educati on docunenting the 1968-69 program University of California,
Santa Cruz, funded by the Carnegie Corporation of New York. 36 CRI TI CAL
MASS
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Bl ob (Watts) 25A . Mne (Carl) 22. Dot Drawi ng (Jock) 19. Contest

W nners Fred) 26. Balloons (Carl) 20. Banner (Carol) FLUX PARADE
Presented by Tanpax Fuel Cell Conpany of Santa Cruz and sponsored by
Visual Arts Departnment, UCSC, with invited guest stars. Anong ot her
Earth Shaki ng Events: Largest Beginner Bra In the World (Size 24' AAA
Super Detergent with Fred Santa C aus on Strike Free Drawing and Prizes
Fast est Fish on Wieels Human Bl ob Bring the Whole Family 69 Cookies
Fool i ng Around Concl usi ons San Di ego O eanup Specialty The preceeding
material was first published in Proposals for Art Education, the
principal publication that surveyed the year |ong study supported by the
Carnegi e Corporation of New York (1968-69). For his entry, Watts chose
to chronicle an el aborate parade presented in San Diego, California, in
March 1969, one of several events presented with students fromthe
Experi nmental Workshop WATTS
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Raphael Montafez Ortiz: Two Early Media-Destructionist Filme SCOTT M
A CDONAL D Raphael Mntafiez Otiz nade his first filnms during the

| ate 1950s, and fromthe very begi nning he declared him self an

i nnovator. Although much of the earliest work is lost, several filns
from 1958 renmain, including two mni- |landmarks in what has cone to be
called "recycled cin- ema" (that is, films nade fromother fil ns):
Cowboy and "I ndian" Filmand Newsreel. Finished the sane year as Bruce
Conner's influential recycled film A Mvie, Otiz's Cowboy and "I ndi an”
Filmand Newsreel are at once related to Conner's work and dis- tinct
fromit.1l Like Conner, Otiz did not have the econom c neans to shoot
his own footage. In order to satisfy his desire to make novies, he
bought inexpensive 16mm prints of films that were widely available in

| ocal drugstores and canera stores, and reedited them Conner's mnethod
in A Mvie was to accept the literal actions occurring within individual
shots, but change their inpact by arranging the shots into an entirely
new and i magi native continuity. Otiz's nethod conmbi ned his devel opi ng
fascination with his Yaqui heritage and an interest in the Dadai st
tactic of appropriating found objects: | would chop the filnms up with
the tomahawk and put theminto a nedicine bag. | would shake it and
shake it, and for ne the bag woul d becone a rattle, and I woul d chant
withit.... | was imtat- ing indigenous ritual to find nmy place init.
When | had chanted | ong enough, and felt confortable with ny ritual,
then | would reach into the nmedi- cine bag, pull out pieces of chopped
up film and randomy splice themtogether.2 Further, Otiz includes not
only the i magery that was part of what the original film audi ences saw
in theaters, but bits of Acadeny |eader and even the informal nota-
tions witten on the strip of 16mm | eader that precedes the Acadeny

| eader on nmany prints: "For me, every bit of the celluloid contained the
life of what that filmwas about."3 Wiereas Conner's A Myvie creates a
grim though generally entertaining, vision of nodern life, Otiz's Cow
boy and "Indian" Filmand Newsreel are not entertain- nents. Rather,
they are indices of the process that was used to create them and, by

i mplication, of an ideology that sees conventional cinena and the
visions of the world it pronotes as nore than sinply m sguided and in
need of Conneresque send-up. For Ortiz, the ethnic ranifications of the
Western were (and remmi n) deeply problematic, because the genre not only
tended to reconfirma vision of North Anerican history that was

di sastrous for the indige- nous peoples but undercut Oitz's sense of
his own self- worth: How could he identify with the Euro-American "good
guys"? Hi s cinematic response, therefore, was not irony but an attack on
the cultural artifact that nost clearly represented for himthe
suppression of the indigenous (and the Hi spanic) in history and within
himsel f. By editing the shards of Wnchester '73 and the Castle Fil nms
newsreel into nontages that enphasize their distance fromthe enterprise
of conventional cinema and all that it repre- sents, Ortiz announces his
di stance fromthe enterprise of conventional cinema and all that it
represents. As a result of this unconventional process, the con- tinuity
of the filnms Ortiz worked with-Anthony Mann's W nchester '73 (1950),
with Janmes Stewart, in Cowboy and "Indian" Film a Castle Filnms newsree



in Newsreel-is utterly shattered. |Images are sonetines presented right-
side up and forward, sonetinmes upside down and back- ward. And not only
do the successive images follow each other with virtually no suggestion
of their original conti- nuity, but the sound we hear with any given

i mage bears no particular relation to it. 1. A though his work has cone
to define "recycled cinenmn," Bruce Conner didn't invent the approach. At
| east in America, that distinction probably belongs to Joseph Cornell,
who first used George Melford's East of Borneo (1931, starring Rose
Hobart) as raw material for his Rose Hobart (1939) and continued to
expl ore the approach for nearly fifteen years. Like Cowboy and "I ndi an"
Fil m and Newsreel, Rose Hobart recycles a single film but Cornell's
later work prefigures Conner's-and Otiz's |ater videos-by conbining

mul tiple recycled sources within individual films. 2. Otiz in an
intervieww th the author in ACitical Gnema 3, Interviews with

I ndependent Fil nmakers (Berkeley: University of California Press, 1998):
331. 3. I bi d: 333. 38CRI TI CALMASS
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This essay is a revised excerpt from MacDonal d's "Medi a Destructionism
The Digital/ Laser/Videos of Raphael Mntafiez Otiz," originally pub-
lished in Chon Noriega and Ana M Lopez, The Ethnic Eye: Latin Mdia
Arts (Mnneapolis: University of Mnnesota Press, 1996(: pp. 183-207.
Pope Pius Xl 1 blesses the Bonb, in successive frames from Raphael

Mont afiez Ortiz's Newsreel, 1958 MACDONALD
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CRI TI CAL MASS Hermann Nitsch, Action 26, O gies-Msteries Theater
March 16, 1968, 80 Whoster Street, NYC. Al Hansen, Raphael Otiz and
Hermann Nitsch with Jon Hendricks bathed in bl ood. Photo: Julie Abeles
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Lettuce Manifesto AL HANSEN Lettuce bring art back to life Lettuce
forget theaters and performin the world Lettuce go over and around the
real -estate nen Lettuce nove out into the streets, subways and

| uncheonettes Lettuce performin life with no warning Lettuce create
repertory conpani es on shoestrings Lettuce concentrate on the
portability of the Indian and the Arab Lettuce shape Lettuce dig the
possi probalities Lettuce performon roofs, in airplanes. on ferryboats
and in trees Lettuce conbine life and art, overlap and interpenetrate

t hem Lettuce give nmen and wonen credit Lettuce think theater as a
painting a collage in time and space Lettuce think nusic as a haiku or a
scul pture Lettuce think architectural works as dances Lettuce make words
t hat open |ike parachutes, flowers, unbrellas and presents Lettuce work
like velvet clocks with soft friendly rules Lettuce understand as much
as possible Lettuce bravely face the chall enge of anarchistic situations
Lettuce be noble coll eagues and work for the best good of each piece
Lettuce accept the limtations and work within them Lettuce destroy al
limtations in us and around us Lettuce reverse the Broadway tradition
and emt |love towards the audience Lettuce do the hard thing and nake

pi eces that say what's wong with American education Lettuce devel op the
new i dea of politics that Kennedy denonstrated Lettuce drop pl anel oads
of ham sandwi ches in cellophane, and mrrors and beads on the Viet Cong
Lettuce drop pl anel oads of National Geographics and Pl ayboy nmagazi nes on
the Viet Cong Lettuce drop planel oads of Australian rabbits on the Viet
Cong and get all that jungle eaten up Lettuce then drop recipes for
rabbit meals inVietnanese Lettuce drop portable radios and flashlights
and Martex towels and Hershey bars and jigsaw puzzles and checkers sets
and gol d sneakers and go ganmes and pl ayi ng cards and Popul ar Mechani cs
hunti ng-1 odge pl ans and how-to-buil d-a-pirogue kits Lettuce fight the
war w th experinental Happenings and tinme-space -art criteria Lettuce
drop fancy swagger sticks and chrom um pl ated bicycles and shiny wi st
wat ches on Viet Cong privates Lettuce drop howto-start-a-small-business
panphl ets in Vietnamese and enclose $50 in their noney in each panphl et
Lettuce drop fill- in-the- nunber painting kits of Buddha, Christ, Mo,
Panela Tiffin, Tuesday Wl d and Sylvie Vartan Lettuce drop plane tickets
and expense noney for holidays in fancy places Panphl et Mnifesto,
(Soret hi ng (SoAnCGetthi hi Great Bear gE El se Lettuce drop filns of

Laurel & Hardy and Chaplin and WC. Fields and BenTurpin P Press, New
York, 1966.) and especially the inscrutable Buster Keaton. HANSEN
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..ERR, COD:1.. #7 CONSTELLATION NO. 7 BENJAM N PATTERSON. FROG POND
T) n BENJAM N PATTERSON: PAPER PI ECE EMVETT W LLI AMS: 4 DI RECTI ONAL" SONG
OF DOUBT :...i Tai i=i&- Jut_ "z DDCK HGE NS: TWO FCR HAM BAY AL
HANSEN:. A HAPPEN I NG PARISOL 4 MARI SOL DI CK ..ERR COD: 1.
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t he Hardware Poets Theater (May 11 & 12). AL HANSEN. Alice Denhamin 48
Seconds: Percussion piece Alice Denhamin 48 Seconds was achi eved by
taking Alice Denham an author and nodel with whom | was inpressed at
the time, and transposing her nane into al phabetical nunber equival ents,
there by nmeki ng a nunber chain, which was a devi ce suggested at the

begi nni ng by John Cage. You sinply wite out the al phabet, and using
nunerical equival ents change a word or name to a string of nunbers. A B
CDEFGHI JK1234567891011LMNOPQRSTUYV 12 13 14
15 16 17 18 19 20 21 22 WX Y Z 23 24 25 26 We tried Alice Denhamthe

first time using toys. | was enployed in commercial art at the tine and
woul d spend ny |unch hours wal ki ng through five and tens buy- ing

what ever hit ny eye. | had a preference for toys that made noises. If
anything made a noise that was cyclical- like the little ratchety

sparklers or sirens or arnmy tanks that you wound up or rubber mice these
were distributed to the class. So everyone could begin at any part he
want ed of the big notation on the wall and proceed fromthere in any
directi on. BENJAM N PATTERSON: Stand Erect from Methods and Processes
stand erect place body weight on right foot lift left leg and foot with
bent knee several inches above ground while balancing on right foot
extend left leg forward and place foot on ground, heel first, several

i nches ahead and to left of right foot shift body weight to |left foot
lift right leg and foot with bent knee several inches above ground while
bal ancing on ..ERR CCOD: 3..
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ALI SON KNOALES: N vea Cream Piece for Oscar WIllianms First perfornmer
conmes on stage with a bottle of hand cream |abeled "N vea Creant if
none is avail able. He pours the creamonto his hands, and massages them
in front of the m crophone. Other performers enter, one by one, and do
the same thing. Then they join together in front of the mcrophone to
make a mass of massagi ng hands. They leave in the reverse of the order
they entered, on a signal fromthe first performer. GEORGE BRECHT: TWD
DURATIONS * red » green ALI SON KNOALES: Shoes of Your Choice A nenber of
the audience is invited to cone forward to a m crophone if one is

avail abl e and describe a pair of shoes, the ones he is wearing or
another pair. He is encouraged to tell where he got them the size,
color, why he Iikes them etc. DI CK H GdNS: Danger Misic No.17 Screamn
I Screaml ! Screaml Screaml ! Screaml ! Screaml DICK H GA NS: Lecture
No.4 March 1963 May 1962 The lecturer neticulously prepares a text, the
words of which are then carefully fornmed before his hearers w thout
being at all audible. (On hearing Henry Flynt, Wnter 1961) (facing
page) George Brecht performing Drip Miusic as part of Three Aqueous
Events, April 6, 1963. Add G/m Douglass College. Photo: Peter Miore ©
Estate of Peter More/ VAGA, New York, NY 44 CRI TI CAL MASS
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"LULU" 1962/63 FOR DI CK HI GG NS AND ALI SON KNOALES TOY DM 1 SE7 sprayed
Mh bR cotton e.,u ores 46 CRI TI CAL MASS JCE JONES: Lulu and Ensenbl e 2nd
construction was nmade in the loft of Dick Hi g- gins and Alison Know es,
on the corner of Canal Street and Broadway. A thank you for having ne
take care of their two cats while they were in Europe for the first
FLUXUS FESTI VALS, during which tine | nade the first of nmy Misic

Machi nes. LULU was nade froma toy drumset found in the only toy store
56 CRITI CAL MASS Ben Patterson, Alison Know es and Dick Higgins, Apri

6, 1963, Add G/m Douglass College. Photo: Peter More © Estate of Peter
Moor e/ VAGA, New York, NY
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RAY JOHNSON: iF tDWARD T CRiNHSaN || Rul " aerr.|~~se.{e March 30, 1963
Dear Ruby Foe, Dt- Any M/ Mr JI' N« ANDP1t 1L« Ct r vor Nt
we p Rtt | amnot comng down there if that's what you want to know.
As | told Dick Hggins on the tel ephone the other day I do not go
anywhere, | hate to be photographed and | consider it a conplinment to be
copied. | then gave hima conplete listing of all the license plate
nunbers on the passing cars and we di scussed how nine tinmes out of ten a
car will always have a license plate. They are perform ng ny Funera
Music for Elvis Presley and Lecture on Mddern Miusic in New Jersey but
did they ask nme? Did they send ne a printed progran? No. They play ny
composi tions, use ny nanme and work. Do | get pai d? Wiere does the noney
go? And then they |augh at ne because in ny youth |I tried to describe
what was happening and if | go anywhere it will be to Ruby Foe's for egg
foe young. Bill de Kooni ng hugged nme | ast night and John Chanberlain
bought nme a bottle of beer and M chael Redpants bought nme a brandy

Al exander so why do | have to | eave town when | get so nuch attention
here? Although | was stood up by Larry Poons in the rain he buzzed off
on his nmotorcycle leaving me on the corner of Lexington and 77 St. But
one just has to try to understand the nervous artist don't you think?
Sincerely yours Barman Newnett SCORES BY ARTI STS 47
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Alison Know es perform ng Ben Patterson's Solo for Dancer, April 6,

1963. Photos: Peter Moore C Estate of Peter More/ VAGA, New York, NY
BENJAM N PATTERSON: Sol o for Dancer a pulley is hung fromceiling, a
rope, both ends reaching floor, is hung through pulley. dancer ties |oop
in one end of rope, lays self on floor face down, up, left, or right (or
all four possibilities), places feet (or foot) through | oop and hoi st
self using free end of rope. dance may end upon achi eving ceiling,
failure of a pre- or indeterm ned nunber of attenpts, or exhaustion

wi esbaden, june 1962 48 CRI Tl CAL MASS
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exhaustion. Photos: Peter Mbore © Estate of Peter Mbore/ VAGA, New
York, NY LA MONTE YOUNG. CoMoof~-0-, I~bo 47 ~t. de %elj f ot a 6411
lit" e Su~T | q(~ SCORES BY ARTI STS 49



Page 49

BENJAM N PATTERSON: Frog Pond a grid (dinensions not |ess than 6 feet by
6 feet), coordi- nates (Q A, E) and tine ranges are chal ked on fl oor of
per- form ng area. (see graph) each of 8 perfornmers is assigned an area,
(i-viii) (area con- sists of 3 adjacent colums in their whol e | engths)
and is entrusted a nechanical animal ("w nd-up" toy, suggesting such
animals found in or around a pond; frogs, etc.) each perforner takes an
attendi ng position at the head of any columm within his area and upon a
signal froma director begins counting silently fromzero to the nunber
he has selected fromthe tine-range (10-20, etc) assigned to his area,
upon reaching this nunber he released "frog" into an adja- cent columm
facing pond center. should a "frog" nove into, through or stop in a
colum which is being attended, the responsible perfornmer will, if
necessary, stop counting and reply inmediately with response assigned to
the colum. (Q Question, A-Answer, E-Exclanmation). this response wll
be repeated, intoned and accented in a manner exhibiting the general
characteristics of natural animal calls. it will continue until "frog"
exits the columm (perfornmer may then begin again counting fromzero) or
director signals end of performance. a Question (Q) wll have 3
syl | abl es and | oudness level "soft". an Answer (A.) wll have 2
syl | abl es and | oudness | evel of "noderate" an Exclamation (E.) will have
2 syllables and | oudness | evel of "loud" performers each have free

choi ce of texts, |language and/or dialect. exit of a "frog" froma
personal |y attended colum allows a performer to change position to
attend another col- um wthin assigned area. however, each performer is
lim ited to 2 changes of position during perfornmance. should a second
"frog" enter a colum already occupi ed, the response may be transferred
to new "frog". performances end a) when all "frogs" have halted in unat-
tended colums, b) all "frogs" exit and halt beyond bound- aries of

grid, c) conmbination of a) and b), d)upon a signal fromdirector (used
only to end infinite-response situations.) col ogne-copenhagen, novenber
1962 0-10 100-110 Q A E. A Q EE VAOrn Qm&gt; OODui rn O=D ~
- Oui &gt; 41 °9 " &gt;pa~- ~C m.3 d~ 3 dO£EL-OUOE-OZ A A5O
CRI TI CAL MASS
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per perfornmer; quality, size and shape varied duration: 10 to 12 1/2

m nut es procedure: A general sign froma chairman will begin the piece.
Wthin the follow ng 30 seconds perforners enter at will. The piece ends
when t he paper supply is exhausted By each perfornmer, 7 sheets are
performed SHAKE BREAK- opposite edges of the sheet are grasped firmy and
sharply jerked apart TEAR-each sheet is reduced to particles | ess than
1/ 10 size of the original 5 sheets are performed CRUVMPLE RUMPLE

BUWMPLE- bunp between hands 3 sheets are perfornmed RUB SCRUB TW ST-tw st
tightly to produce a squeaki ng sound 3 bags are perforned POOF-inflate
with mouth POP! dynamics are inprovised within natural borders of

approxi mate ppp of TWST and fff of POP! each performer previously

sel ects, arranges, materials and sequence of events. arrangenent of
sequence may concern not only general order - sheet no. 1 SHAKE, BREAK
TEAR, no. 2 RUB, SCRUB TWST; no. 3 POOF, POP! - the inner order nay

al so be considered- TWST, SCRUB, RUB. nethod of performance shoul d be
mar ked on each sheet. septenber 1960, col ogne SCORES BY ARTI STS 51
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voices in the Four-Directional Song of Doubt for five of themcan al so
be sounds and gestures. Sone of the instructions | have given to
perforners over the years sub- stitute for the words of such activities
as mout h sounds nusical instruments crying | aughing clapping stonping
frog clickers aninmal noi ses maki ng funny faces dance steps push-ups knee
bends saluting Darnstadt, 1957 52 CRITI CAL MASS
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(above and bel ow) Al Hansen, Parisol 4 Marisol, April 6, 1963, Ad Gym
Dougl ass Col | ege. Photos: Peter More © Estate of Peter Moore/ VAGA, New

York, NY 54 CRITICAL MASS
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Lenders TOTHEEXHI Bl Tl ONBread & Puppet Theater, Courtesy
Peter & El ka Schunmann, d over, VT Letty Lou Ei senhauer Nye Ffarrabas
Estate of Ray Johnson, Courtesy Richard L. Feigen 8 Co., New York Aurora
Hendri cks Bracken Hendricks El éonore Hendricks Geoffrey Hendricks Jon &
Joanne Hendricks Judson Menorial Church, New York Alison Know es Dorothy
Lichtenstein Larry MIler Estate of Peter Moore, Courtesy Barbara More/
Bound 178 Y Yal kut, Jud, 179 Yam Festival (Brecht and Watts), x, 26, 43,
57 Young, La Monte, xii, 91, 142 Conposition 1960 #7, 49, 55 Young Penis
Synphony (Palk), 71 You (Vostell), 90 I NDEX 211
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Matters of Style BARBARA MOOR E The prograns presented at Dougl ass
Col l ege on April 6, 1963, and February 17, 1970, though springing from
t he sane sense of dissatisfaction with what Dick Higgins called "the
going thing," couldn't have been nore different. To begin with, on

| ooking now at the lineup in 1963, I'minstantly struck by how American
it is. Three of the pivotal conposer-perforners on this afternoon of
"Happeni ngs, Events, and Advanced Muisics"-Dick Higgins, Alison Know es,
and Ben Patterson-had only recently returned from Europe, where they had
participated in the first round of Fluxus concerts. In retrospect, it
was those concerts that anticipated a growing internationalismin the
avant - garde, bringing together American, German, Dutch, French, and
other artists who had previously known each other's work only by word of
mouth and nailed printed natter. Yet not one non-Anerican artist is
represented on this program Indeed, the Dougl ass program doesn't even
refer to Fluxus, even though at |east twelve of the twenty-three works
per- forned-those by Higgins, Know es, Patterson, George Brecht, Emett
Wl liams, and La Monte Young-soon cane to be anong the nost cel ebrated
in the Fluxus canon. The key to this Anericentric progranmm ng was the
concert's organi zer, Al Hansen, the Pop painter, collagist, and

Happeni ngs artist who went on to wite A Priner of Happenings &

Ti me/ Space Art (1965), his paean to anar- chic, participatory
perfornmances. Al though Hansen eventu- ally expatriated hinself to
Europe, in a decade and a half of residence there until his death in
Cermany in 1995, he never |ost his brash New York spontaneity. Hansen
who once said, "Chaos seens to be everyone's threat; | find it ny
rhythm" lived as he tal ked. He | ost or destroyed whol e sections of his
oeuvre (I remenber in particular his daz- zling early-1960s Pop Art
super heroes painted on kites). The art on which his reputation is
built-witty coll ages depicting nostly cartoon-vol uptuous fenal e
figures-is, in true Pop Art fashion, conposed of quotidian detritus:

br own- and-si | ver Hershey Bar w appers or the burned remai ns of wooden
mat ches. Al though | admired these works and his eccentric, blue-collar

character, | confess that | never cared nuch for his disorderly
Happeni ngs. (The relatively structured Alice Denhamin 48 Seconds,
witten to fulfill an assign- nent in John Cage's |ate-1950s cl ass at

the New School and presented on that 1963 afternoon at Dougl ass, is an
orderly anomaly anong his 1960s performance works.) These clichés of
spray painting on plastic scrins and ban- ners of unscrolled toil et
paper hanging fromthe rafters struck ne then as juvenile and now as
seriously dated. Paradoxically, these same ranbling works, with their

m sty plastic sheeting that filtered light and sil houetted the painted
sl ogans, phot ographed wonderfully, as can be seen in Peter Moore's

i mages published here. Hansen's often-perfornmed Parisol 4 Marisol, pre-
sented at Dougl ass, is about as different as you can get from concise,
soon-to-be Fluxus classics such as Brecht's 2 Durations, Three Aqueous
Events (incorporating the famous Drip Misic), and Exit (al so known as
Wrd Event); two of Higgins's Danger Misic pieces; Young' s Conposi- tion
1960 #7; WIllianms's 4 Directional Song of Doubt; Patterson's Paper

Pi ece; and Know es's Nivea Cream Piece for Oscar Wllians, all of which



were on the sanme program |'mreni nded of ny thought, first expressed

el sewhere, that in the beginning these avant-guardi sts were united nore
by what they were against than by any artistic commmonality. To put
things in context, it was a year before Fluxus's official entrance into
the United States, five nonths before Charlotte Moorman's first Annua
New York Avant Garde Festival, a nonth before Bob Watts and Brecht's
delicious Yam Festival, and only three nonths after Peter's and ny first
experience with Judson Dance Theater. W still regarded these events

wi th i nnocent wonder, critically unconcerned that such diverse aesthetic
approaches were being | oosely |unped together under the rubric

Happeni ngs. By the tine of the Flux-Mss, Flux-Sports, and Flux- Show in
1970, both the circunstances and our perceptions had changed. Peter and
I had a family. The Art Workers Coalition had brought politics into the
aesthetic discourse. Judson Dance Theater had | ong since dissipated,

al t hough MOORE 57
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Ceorge Maciunas and Bici (Forbes) Hendricks, Stilts for Flux-Sports,
February 7, 1970, A d Gym Dougl ass Col |l ege. Photo: Peter Moore rJ
Estate of Peter More/ VAGA, New York, NY Charlotte Morman and her
festivals were still going strong. Robert WIson was at the Brooklyn
Acadeny of Miusic. Flux-inpresario George Maci unas, who had re- turned
fromthe European Fluxus tour later that sumer of 1963, now had a
wor |l dwi de reputation (not all of it conpli- nmentary) and a steady stream
of international visitors pay- ing honage at his Woster Street |oft.
Despite this, by 1967 he had pulled back from produci ng formal concerts,
preferring to concentrate on publishing Fluxus multiples and hosting a
once-a-year Christnmas/ New Year's dinner- performance party. The 1970

Fl uxus events at Dougl ass Col | ege marked Maciunas's grand reentry into
public performance node. 5 8 CRI TI CAL MASS Wth input froma
team that included Geoff Hendricks, Larry MIller, and the Czech
actionist MIlan Knizédk (whose 1968 Anerican visit had been extended for
two years after the Russian invasion of Prague), Mciunas constructed an
el aborate, minutely detailed spectacle parodying the pri- mary ritual of
the Catholic church, organized an O ynpiad of Flux-Gnes (sone derived
froma simlar event in 1964), and installed an ingenious display of

Fl uxus mul tiples. Japanese, Swedish, Dutch, and French artists' work was
represented al ongsi de that of Anericans. Heral ded by a beautiful poster
designed with typical Mciunas conplex- ity, this was a far cry fromthe
casual |y put together 1963 concert and its m nmeographed program
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Anonaly, Sky, Sex, and Psi in Fluxus KRI STI NESTI| L ES Anomaly
and sex pervade fluxus objects and actions.' Yet, however plentiful and
mani f est these two features of Fluxus practice may be, art historians
have negl ected them These absorbing and entertaining notifs are avoi ded
as well by Fluxus artist-theorists |like Dick H ggins and Ken Friednan in
their fine inventories of Fluxus thenmes, which otherw se provide

t horough item zations of Fluxus tendencies.2 In 1982, Hi ggins listed

ni ne aesthetic procedures common to Fluxus practices, and in 1998
Friedman revised this list.3 | have reshuffled Friedman's chronol ogy for
easy conparison to Higgins's roster so that their differences and
simlarities are readily transparent. H G3 NS FRI EDVAN 1.
internationalism1. globalism?2. experinmentalism4. experinentalism and
iconoclasm 3. internedia 3. internedia 4. nminimalismor 7./9.

Sinmplicity; concentration exenplativismb5. attenpted resolution of 2.
unity of art and Iife the art/life dichotony 6. inplicativeness 8.

i mplicativeness 7. play or gags 6. playfulness 8. ephenerality 11.
presence in tinme 9. specificity 10. specificity 5. chance 12. nusicality
Friedman retained Higgins's terms "experinmental - ism" "internedia,"
"inmplicativeness," and "specificity." He substituted "sinplicity" for
"mnimalisn to distinguish Fluxus fromthe art-historical novenent of
that nane and replaced "concentration" with "exenplativisnm (a word

H ggins coined in 1976 to describe art that exhibits "the theory and
meaning of [its own] construction”).4 Wth hindsight, Friedman further
honed Higgins's |list, propos- ing three subtle but inportant changes:

"pl ayful ness" for "play and gags,"” "presence in time" for
"ephenerality," and "globalisnt for "internationalism" The word
"playful - ness" enphasi zes the ludic quality of nuch Fluxus art over the
nore superficial social inplications of the term"gag." "Presence in
time" underscores the central role of the human body in Fluxus and its
attention to the transi- tory and fleeting conditions of reality.

"G obalism reflects the radically altered world situation in the 1990s.
Fried- man al so suggested the addition of new terns-"chance" and
"musicality," key foci of Fluxus that display the central influences of
John Cage, Eastern phil osophy, and the nethods and practices of Dada and
Surrealism Finally, Friedman abandoned the term"iconoclasm™"

di stancing Fluxus fromthe rebellion, dissent, and other destructive
associ ations of the term He did not however, suggest a replacenent

term | propose that the word "anomal y" be substituted for "iconocl asnf
in Hggins's list, in order to explore a dif- ferent way to think about
Fluxus art practice. Next | sug- gest that the term"sex" be added to
Friednman's new classifications (like "chance" and "nusicality") as a
regul ar category of Fluxus subject matter.5 Both topics-anomaly and
sex-deserve nuch nore scholarly attention than | can give them here, and
sex coul d becone the subject of an exhibition in its own right. But I
hope that this essay will initiate a conversation on both. In addition

I shall consider two case studies in which both sex and anomaly figure
promi nently: Ceoffrey Hendricks's work on sky and Larry MIler's work on
psi (psychic phenonmena). | shall approach these subjects froman oblique
angl e at the edge of the current exhibition. Rather than a history of



t he period under consideration, | shall attend to its gen- era
conceptual milieu in the belief that the boundary better infornms the
center. Anomaly Wiy did Higgins select the word "iconoclasm' as a
descriptive termfor Fluxus, since the plethora of Fluxus productions
exenpts it fromthe neaning of iconoclasm or "inage-breaking"? However

i npreci se, the term has been enployed historically as a netaphor, or
synonym for the practices of the noderni st avant-garde, especially Dada
and Surrealism The first Fluxus Festivals, which took place in Germany
in 1962, occasioned this context |argely because of the popul ar

exhi bition Dodo: Docunments of a 6 O CRI TI CAL MASS
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was a com ing together of experinental artists,” he wote, "[who]
nostly took an iconoclastic attitude towards the conven- tions of the
art establishnments of their various countries, and nmany have since paid
the price of doing so, which is obscurity and poverty."11l This sentence
suggests that H g- gins wished to enphasize the suffering of
experinental artists at the hands of art establishments around the
worl d, and not that "experinmental artists" per se- Hggins's

enphasi s-were thensel ves iconoclastic in their practices. Only their
attitude vis-a-vis authority was "icon- oclastic." Friedman, therefore,
correctly surmised that the termwas not accurate to describe Fl uxus
procedures. But, again, its removal without replacenent left a void. I
pro- pose to fill that space with the concept of "anomaly." Anonaly
pertains to how Fluxus artists insisted upon maintaining a relation to
the nornmative while pushing toward the atypical. For Fluxus, process and
objects differ remarkably fromiconocl asm however rooted in Surreali st
techni ques for activating the extraordinary in the ordinary and in
Dada's attention to the quotidian to disrupt and nock authority. Fluxus
never seeks to create the hyper- real or surreal, or, again with few and
mar ked exceptions, to confront authority. Fluxus remains intently
focused on the unremarkable. Fluxus attends to the comonpl ace,
expanding its normative properties by making ordi nary objects and
actions anomal ous, thereby provoking, arous- ing, and vexing the mnd
and sinul taneously energizing the body to ani mate novel ways and neans
to view and experience the world. So, then, what is anomaly? In G eek,

anomal os neans "abnornal,"” "bumpy," "irregular," "uneven." Pursuing its
mul ti pl e and nuanced denotations yields the foll ow ng. "Abnornal"”
beconmes asynithis, or "odd," "unusual" (and "abnormal"). "Bunpy" remains
anomal os. "lrregular" is parotypos, or "atypical" (and "irregular").
"Uneven" renders up oni sos and perittos. Anisos neans "unparallel ed" and
"inconparable," while perittos becones "needl ess,"” "odd," "otiose,"
"uneven," "unneces- sary," "unwanted." Finally "unparalleled" is
aparam |l os, or "inconparable," "nonpareil," "nonesuch," "unequal ed, "

"un- exanpled," "unmatched," "unrival ed," "unsurpassed," and
"unparal l el ed." Taken together, these terns present a scal e of neaning
rangi ng fromthe odd and abnormal (and therefore conmonly thought to be
unnecessary and un- wanted) to the inconparable, unrivaled, and

unsur passed. I n between these extrenes, the normative and conven- tional
hol d sway over the suffocating institutions that gov- ern and control
nost of life. As the follow ng exanpl es show, Fluxus artists habitually
| ocated their subjects at the extreme ends of convention, w thout ever
directly rejecting it, precisely to avoid and, sinultaneously, to alter,
the center. Boundary Misic (1963), an event score by M eko Shiom,
orchestrates an expression of "the faintest possi- ble sound" and
encapsul ates sonme of what | nmean by the anomal ous affect Fl uxus

di scharges in the world: Make the faintest possible sound to a boundary
condi ti on whether the sound is given birth to as a sound or STILES 61
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not. At the performance, instrunents, hunan bodies, el ectronic apparatus
or anything el se nmay be used. Faint sounds are heard by chance [a] kind
of inpenetrabl e whol eness that nanages to present itself as a noral

i nperative and thus escapes crit- icism argunent, and judgnent."15 To
this end, Shiom's illusive nmethod presents unfathomable unity when one
is asked to "becone the boundary |ine" between shadow and light. In this
way she prepares the mind to enter into anonal ous experience. Fluxus

obj ects and actions stretch the inagination and reorder traditiona
associ ations and conventions around viewi ng the ordinary in highly
irregular, anoma- |ous ways. Alison Know es's exquisite series of
seventeen palladiumprints entitled Bread and Water (1995) is a good
exanpl e. The process began when Know es noticed the "l ovely bottons of

t he roggenbrot (rye) bread" baked by her roommate. Know es photocopi ed
one and then did a whol e series of Xeroxes each tine her friend baked.
But Knowl es had no idea what the out- cone of these photocopies n ght

be. Then "traveling one day up the Hudson on the train," she was
suddenly "struck" by an idea: The lines in the bottom of each |oaf were
rivers of the world. Opening the atlas, | |ocated each river by studying
the bread lines. Then | nade the seventeen palladiumprints with ny
assis- tant, Catherine Harris. There are four |arge neter-square or so
cloth cyanotype prints as well in different colors. . . . After the

pal | adi uns were made | projected other inages frommps of the atlas,
newspapers, etc., did sone silk screening, and drew over the finished
prints.16 62 CRI TI CAL MASS



Page 60

e e e i v~ 1 -0V Cr:. Ntl. The arc) And bathed every of

whi ch vertu ennetidsed is the fror, io Alison Knowes, R ver Stour from
Peg- well to Canterbury (Bread & Water), 1993, palladiumprint, 22 x 15
i nches. Collection Bracken Hendricks, Bethesda, MD The ghostly
facsimles of the bottons of bread appear as pate abstractions rousing
dense webs of associ- ations that Know es augnmented with pal e swabs of
col or, nunbers, dates, words (hand-witten and type-set), literary
fragnments, and geographi cal and ecol ogi cal information. Even the

ordi nary nanmes of the rivers and the places where they intersect with
ot her bodi es of water and | and becone exotic titles because of the
anomal ous relation- ship between the bread and the rivers: The Amazon at
Bel ém The Dni eper at the Block Sea, The Hudson at Jersey Cty, Mid
Flats Where the Nile Meets the N bia, The Great Lakes at G eat Bear,

Ri ver Stour From Pegwell to Canter- bury, The Volga at the Caspian Sea,
and Yangtze From Lake nueJ _a J.v. Av,..14,d- ~,t is Dongting to the
Yel | ow Sea, etc. The list of Know es's sources reveal s how her

ecl ecticismcontri butes to anom al ous experience, resulting in the

vi sual poetics of these stunning prints.17 In Bread and Water, Know es
joins bread, the fundanental sustenance of life, with water, the

predom nant substance of |ife. Life appears anew and anonal ously,

i ssuing fromthe nbst uncommon and oblique angl e through the nost
ordinary and basic things otherwi se taken for granted or forgotten. "W
grow acutely aware,” Henry Martin wites of Bread and Water, "that the
rivers of human experience have sources and estuaries."18 Know es seens
to point out that exploration of the estuaries of life results in
anomal ous experiences STILES 63 Rwvi 51-f- PrgM 1l ro Grll6ry
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sky paintings and the objects that surround themtestify to the
recuperation of a variety of practices within an avant-garde the- matic.
The uniformrejection of culture tradition- ally associated with the

hi storic avant-garde has been given over to a nuanced and conpl ex sys-
temof affirmation (the paintings) and rejection (the readynades that
display them).... In what anpbunts to a conflation of the readynade and
painterly traditions of the twentieth century, Hendricks's paintings
seemto inply that all nodes can be appropriated to a traditional art-
object status [and] that all objects are represen- tational insofar as
they represent a reality out- side of the art context. 3 Before |eaving
Hendri cks's sky paintings, let us revisit Schneemann's painterly and
corporeal conment on the figure/ground question in Eye Body in order to
place it, and by extension Hendricks's works, in sexual and gen- dered
terns. Schneemann insisted that the artist's sexuality (in her case,
femal e heterosexuality) is an integral part of art, and she asserted a
woman's right to represent herself naked and erotic. Wile
representations of sex pervade and have al ways been a part of art,
Schneemann's explicit assertion of the artist's own sexuality opened the
way for the politics of gender and sexuality that would sweep the
following three decades into the present. 34 Hendricks, too, introduced
sexuality into the discourse on sky. In Sky on Sky (1965), Triple Sky
(1965), and other Sky Bundle works (from 1965 and 1966), and in 2
(Wholes (1974), he brought his own sexuality into the work of art by
joining sky paintings together in a diptych and noting that they
conjured "gay overtones." It was like "putting two |ike things together
rather than two different things," he commented. 35 The canvases becane
ant hr oponor phic reflections of their creator's inagination-personal
projections on inanimate objects-that recall comments in the I Ching
hexagram of Grace. "In human affairs, aesthetic formcones into being,
when traditions exist that, strong and abiding |ike nmountains, are nmade
pl easing by a lucid beauty. By contenplating the forns existing in the
heavens we cone to understand tinme and its changi ng demands. Through
contenplation of the forms existing in human society it beconmes possible
to shape the world.25 Pairing of sky and ninistering to the world runs
t hroughout Hendricks's work. Under the transcendental unbrella of sky,
Hendri cks attended to the prosaic institu- tions, deeds, and needs of
earth. He perforned the soci- etal rites of passage by ministering at
Ceorge and Billie Hutching Maciunas's Flux Weddi ng (February 25, 1978)
and at George Maciunas's Flux Funeral (May 13, 1978). He al so organi zed
Maci unas's Fl ux-Mass that took place in Voorhees Chapel at Rutgers

Uni versity on February 17, 1970, and, with Robert Watts, George Brecht,
and others, he organized and was the master of cerenpnies for a
Festschrift Banquet in honor of Maciunas on May 2, 1975.26 These are
just some of the ways Hendricks attended to the social under the sky, to
say nothing of his creation of "sky" foods like the blue cake |ayered
with blue creamthat he presented in 1967 and again at the Flux-Feast
(Food Event) on New Years Eve 1968. 64 CRI TI1 CAL MASS
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a certain kind of unified poetic way," that also might include hinself
"as a person."31 Painting and wearing the shoes, Hendricks brought sky
into the prosaic and naterial workaday world of his activities,
performng sky on earth. In his inclusion of mythopoetic cultural
traditions (associating the heavens to earthly concerns, especially the
vision of nate and fermal e) and artistic biography (including sexuality),
Hendricks arrived at how certain representations of truth m ght be
produced. These assertions are firmy grounded in the very operations
and means of art. Hendricks approached "el se- where" (nanely, the field
of the larger world beyond art and aesthetics-or what Derrida identified
as referential, not illustrative) by engaging his painting practice in
aes- thetic questions of figure/ground relations in which sky and cl ouds
appear proninently in discussions of perspec- tive.32 At the sane tineg,
Hendri cks positioned his work squarely within this traditional aesthetic
di scourse, as he maintai ned the anomal ous situation of Fluxus. Moreover,
it should be noted that he canme to these representational questions

t hrough his fascination with Baroque illusionist painting. (He wote his
master's degree at Colunbia Univer- sity with a thesis on Roman Bar oque
church ceiling paint- ing.) |Indeed, throughout the |ate 1950s and early
1960s, many artists concentrated on questions of fram ng and the
relation of figure to ground. A few prom nent exanples will suffice. In
his Bl ack Paintings series (1959-60), Frank Stella dissolved what he
called the "relational painting" of tradi- tional European figure/ground
representations by unifying i mmge and shape. JimDine literally junped
through the frame in his Happening The Sm|ing Wrkman (1960), exhib-
iting the space in front of and behind the picture plane as 66 CRI Tl CAL
MASS
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a figure/ground rel ationship that included the artist. Lucio Fontana had
gestured toward what Dine explicitly visual- ized in his punctured and
stashed paintings dating from 1949 t hrough the 1960s. Carol ee Schneemann
used her body to literally extend Cézanne's fragnmented passages in her
series of photographic tabl eaux, Eye Body (1963), by inserting her
corporeal self into an assenbled roomenvi- ronnment. In this way, she
linked the eye that sees bodies to the body that makes the bodi es seen
and, like Dine, drew the figure through ground. In the cases of these
artists, painting becane a literal object of the world to which
psychosoci al di mensions then accrued. The sane is true of many of
Hendricks's paintings in which he tied several canvases of "sky"

t oget her and pai nted sky around the edges of the canvases and onto ot her
adj acent objects. Paintings becanme continuous with things in the world
in a simlar manner to the ways in which Stella, Fontana, D ne,
Schneemann, and other artists during this period noved out from painting
into the world. The social relations that these works then suggested
inmplied political realities. For when painting entered the regi on of
politics, it coincided with the anticonmercial and antiwar inpul se
representative of the years of the civil rights, youth, sexual

i beration, and antiwar novenents. Fluxus artists were anpong those who
anticipated these directions in art by attending to inperceptible

meani ngs that underpin the ordinary experience of ordinary objects and
in connection to the real and meani ngful conditions of life. Fluxus
artists also were anong the first to suggest the body as figure and
ground, as Hendricks's Sky Boots so astutely asserts, paradoxically in a
mat eri al and net aphysi cal way. The figure/ground question that ani mated
Hendri cks's work nust be understood, thus, in the |arger social
situati on where painting sky on boots synthesized the art historica
problemas nuch as it led to rethinking the conditions of painting in
relation to the political issues of the period. In short, Sky Boots
enabl ed Hendricks-as a figure-to wal k upon the real ground of his
political interactions, to bring the sky of netaphysics and art into the
social world as an index of sonething el se. Hendricks expanded upon this
theme in Sky Bus (1968), when he painted his Vol kswagen bus as sky for
Charl otte Moornan's 1968 Avant Garde Festival, which took place down
Central Park West. Later, in Sky Car (1979), he painted a VW bug
sky-blue and adorned it with cumulus clouds. Merging with the car,

Hendri cks al so painted his body and cl othing sky-blue with cl ouds,
beconing a picture of the sky driving the car across the ~~~ ~R, STILES
67 Geoffrey Hendricks in his Sky Car, 1979, painted Vol kswagen.

Col l ection WI hel m Lehnbruck Museum Dui sburg, Germany
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sky paintings and the objects that surround themtestify to the
recuperation of a variety of practices within an avant-garde the- matic.
The uniformrejection of culture tradition- ally associated with the

hi storic avant-garde has been given over to a nuanced and conpl ex sys-
temof affirmation (the paintings) and rejection (the readynades that
display them).... In what anpbunts to a conflation of the readynade and
painterly traditions of the twentieth century, Hendricks's paintings
seemto inply that all nodes can be appropriated to a traditional art-
object status [and] that all objects are represen- tational insofar as
they represent a reality out- side of the art context. 3 Before |eaving
Hendri cks's sky paintings, let us revisit Schneemann's painterly and
corporeal conment on the figure/ground question in Eye Body in order to
place it, and by extension Hendricks's works, in sexual and gen- dered
terns. Schneemann insisted that the artist's sexuality (in her case,
femal e heterosexuality) is an integral part of art, and she asserted a
woman's right to represent herself naked and erotic. Wile
representations of sex pervade and have al ways been a part of art,
Schneemann's explicit assertion of the artist's own sexuality opened the
way for the politics of gender and sexuality that would sweep the
following three decades into the present. 34 Hendricks, too, introduced
sexuality into the discourse on sky. In Sky on Sky (1965), Triple Sky
(1965), and other Sky Bundle works (from 1965 and 1966), and in 2
(Wholes (1974), he brought his own sexuality into the work of art by
joining sky paintings together in a diptych and noting that they
conjured "gay overtones." It was like "putting two |ike things together
rather than two different things," he commented. 35 The canvases becane
ant hr oponor phic reflections of their creator's inagination-personal
projections on inanimate objects-that recall comments in the I Ching

hexagram of Grace. "In human affairs, aesthetic formcones into being,
when traditions exist that, strong and abiding |ike nmountains, are nmade
pl easing by a lucid beauty."” | would suggest that Hendricks used the

perm ssi ve anomal ous context of Fluxus to translate heterosexuality
(held to be tradition) into honpbsexuality, creating a new convention for
the contenplation of "a lucid beauty" that entails broader sexua
freedom A decade before gay, |esbian, and transgender sex- uality
becane commonpl ace subject matter in culture, Hendricks made the
decision to exhibit the real condi- tions of his actual experience. He
made his life as a gay painter of sky, and as a gay man who mini stered
to the social world, the subject of art. H's enphasis on the honbsexua
conditions of his artistic production, and the gay mind that produced
these inages-pairing like with |ike as an opposition to figure and
ground-was excep- tional even in the mlieu of "canp" associated with
Andy Warhol, David Hockney, and others in the late 1960s and early
1970s. Wiile the noving forces at Rutgers were Allan Kaprow and Robert
Watts, the inpact of Hendricks's frank exploration of his sexuality in

t hat community can- not be underestimated. (Nor can Higgins's change in
the late 1960s from heterosexuality to honbsexuality be over- |ooked, as
it enabled himto express his art and life nore clearly.) Hendricks
required viewers to grapple with the sky in their mnd s eye, with an



i nnat e knowl edge that, in 68 CRITICAL MASS Ceof frey Hendricks, Sky on
Sky, 1965, acrylic on canvas and rope, 36 x 24 inches. Collection the
arti st
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happen- ings . . . are [the] exact opposite of flux-haiku-style
events."40 Yoko Ono, too, described being rejected because her work was
"too animalist."41 Ono's instructions for events are full of sex. Cut
Piece (1964), for exanple, reads as a di scourse on aggression toward
wonen, victim ization, abuse, sadonasochism and self-denigration. Ono
internalized and externalized m sogynistic patriarchy, put- ting herself
at risk in this piece. Most of her filnms are erot- STILES 69
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, a- 4L Alison Know es perform ng Nam June Pai k' s Serenade for Alison,
Cctober 5, 1962, Galerie Mnet, Amsterdam Photos: Hans De Boer,
courtesy G lbert & Lila Silverman Fluxus Collection, Detroit, M 70
CRITICAL MASSU _ &4 ~~ ~.~ ~,
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ically charged if not explicitly sexual: Bottons (1966), Rape (1969),
Fly (1970), and Freedom (1970). In their several 1969 Bed-In
perfornmances, Ono and John Lennon inverted the privacy of honeynoon
nuptial intercourse into a public discourse on "peace and | ove," and

di spl ayed the anoma- lous (at the tine) conjugal union of an
aristocratic Asian wonan in bed with a working-class European nman. But
when wonen's work did not flaunt femal e het- erosexuality, Mciunas, in
particular, enbraced it. It is ironic, therefore, that he supported Kate
MIllett's dispos- able "throwaway" di nnerware, which cast gender out of
househol d | abor, a work she created while witing her powerful fem nist
mani f esto, Sexual Politics.42 Maciunas al so woul d have liked Mllett's
He and She (1964-65) and Loveseat (1965) because his interest in
cross-dressing, to which we shall return, was piqued by bendi ng gender
roles. Simlarly, Takako Saito's Snell Chess (1965), which brings the

ol factory senses of the body into play, and Chess Board Door (1973),

whi ch situates a person on either side of a revolving toilet stall

woul d have interested Maciunas for their scatol ogical inplications. 43
The sanme is true of Know es's early-1960s G ove to Be Wrn Wile
Exami ni ng, which suggests the erotic attraction of a vaginal or ana
probe. Maciunas was particularly invested in the erotic qualities of
scatol ogy, and for Excreta Fluxorumand [for each to] stick his penis
out through the paper to the audience." Paik's neta- phoric fellatio

al so comm ngles oral and visual eroticism It underscores the sexua

di mensi on of the voyeuristic/ exhibitionistic visual exchange in |ooking
at and perform ing works of art. His Chronicle of a Beautiful Paintress
calls for a wonan to stain the flags of selected world nations "with
your own nonthly bl ood" and afterward to "expose them and yourself in a
beautiful gallery." Paik's 1962 man- ifesto, "Towards a New Ontol ogy of
Miusic," invests nmusic with the existential value of bodies.44 H s

| egendary col - | aborations with cellist Charlotte Morman realized these
aims, especially in the many perfornances in which Morman held Paik's
body as though it were a cello while playing a string stretched over his
nude back. In the noto- rious Qpera Sextroni que (1966), performed at the
New York Film Makers' Ci nemat heque on February 9, 1967, Moornman
progressively stripped and was arrested for exposing her breasts. Tried
and found guilty of "indecent exposure" (her sentence was suspended),
Moorman's fate reflected the fundanental sexismof the U S |ega

system Pai k was found not guilty when the judge reasoned that it was

i mpossible to create "pornographic nusic." As in Paik's work,

het erosexual sex is also a staple in the Fluxus art of MIlan Knizéak

Wl f Vostell, and Ben Vautier, whose current Web site even contains a
link to "Ben Sex Maniac."45 Fromthis |ink, a second one connects to the
"spirale infernale,” which contains a series of porno- graphic inages.
Such sexual titillation as Ay-O s many ver- sions of Finger Box are al so
typi cal of Fluxus artworks. WI|lem de R dder nade a career of sex,
publ i shing erotic magazines |ike Suck and God and establishing such
enti- ties as the Wet Dream Fil m Festival and the Acadeny for the New
Sexuality. Ben Patterson's rollicking Lick (Wipped Cream Pi ece) (1964)
invited volunteers to lick whipped creamoff a person's body. This was a



favorite score for both Fluxus and its audi ences. (Letty Ei senhauer was
the first volunteer.) Mreover, the suggested violence of Robert Watts's
Branded Worman Thi gh (described in a 1962 letter to Maci unas) takes the
branding of a woman (li ke a cow) beyond sexisminto m sogyny.46 M sogyny
is also fundanmental to the art and poli- tics of Henry Flynt. |ndeed,
the literature about Fluxus conpletely overlooks the fact that Flynt's
anal ysis and rejection of European-derived "serious culture” (a term
Maci unas often borrowed) canme out of his consider- ations of the
personality of the sexual outsider."47 Flynt, in his own words, had been
hum | iated at sumrer nusic canp when a girl who dubbed hima "creep"
rejected his adol escent advances. Flynt soon explored a rationale for
his position as a sexual outsider, as well as identified with the civil
ri ghts novenent, which provided a positive exanple for the affirmation
of otherw se despised identi- ties. He also plunged into a study of the
"positive creep values" that individuals devel op when consigned to sex-
ual isolation as social msfits. Flynt rapidly conflated his anger at
wonen with his sense of inferiority as a South- erner (who |iked and
performed bl uegrass, jazz, rhythm and bl ues, and other vernacul ar forns
of music), and he STILES ?1
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began to attack "serious culture." Maciunas often adapted Flynt's term
"serious culture," and it becane one of the central precepts upon which
the political rep- utation of Fluxus was built. But that political edge
may be tracked directly to Flynt's thinking in its nmany soci al
political, and sexual guises.48 The |ink between sex, cul- ture, and
politics is particularly vivid in a small gesture Flynt nade when he
used a print of the Mona Lisa as a doormat before a lecture ("From
Culture to Veramuse- nment") he gave at Walter De Maria's loft on
February 27, 1963. This lecture took place after his picket
denonstrati on agai nst "serious culture" outside the Met- ropolitan
Museum of Art, which was then showing the Mna Lisa to mllions of
viewers. In essence, Flynt used the quintessential image of European
culture (and a pic- ture of a worman) as an object to be denigrated, an
obj ect on which to wi pe one's feet. CGeorge Maciunas's sexuality shaped
the art- historical picture of Fluxus in nany ways as he sculpted its

hi storical context in Fluxus publications, multiples, boxes, and other
publications, as well as in rituals, cele- brations, and ganes. Fl ux
Stationary (1972) is a good exanple of how Maci unas sexualized his work.
He illus- trated this stationary with such pairings as a fur coat and
Robert Watts, Dr. Bob (Flux Med), 1987 graphic. Published by Francesco
Conz Archive, Verona, Italy a naked woman, a gl ove and an ungl oved nal e
hand, and a shoe and a bare male foot. lronically, however, | believe
that it is easier and nore direct to approach Maciunas's sexuality

t hrough Robert Watts's work, in particular his Flux Med (1987), created
nine years after Maciunas's death. Quite sinply, Flux Med overtly, and
in an unconplicated manner, depicts aspects of Maciunas's sexuality that
remai ned nore or |ess covert, however intensely (and discretely) it
remai ned a foundation for his approach to Fluxus art.49 The i nages Watts
created in Flux Med are conposed of fractured and fragnented human
fornms. They confuse corporeal inmagery to create strange sexual hybrid
bodi es that chall enge conventional notions of the body and sexual
propriety. A nunmber of the inmages depict bodies distorted, tortured, and
engaged in unorthodox and sadomasochi stic behavior. The title of one
print, for exanple, states the sexual situa- tion bluntly: Flux S &M A
print entitled Wouldn't it be great if displays a naked female figure
lying with her knees drawn open and back on a wooden pl ank that appears
to be sonme sort of torturous cranking device. Watts used a sinilar
position in another work entitled Hospital Events. Sex and violence in
Fl ux Med belongs to the histories of bourgeois sexuality that have
becone standard gl obal conmerce. 50 Neverthel ess, the inmages are far
removed fromthe raw, sexual abjection celebrated in the 1980s when the
prints were made, in |arge nmeasure because Watts culled the inages from
an 18th-century nedi cal book of prints provided by Francesco Conz, the
Italian collector and publisher of the suite. In this regard, Flux Med
is stylistically indebted to Dada collage |ike Max Ernst's FATAGAGAS (c.
1920), which enployed 19th- and early-20th-century prints in a way that
Maci unas and other Fluxus artists also often adapted. Wat Flux Med does
recall is Watts's fascination with the displacenent of pictures of body
parts onto comerci al objects |ike Female Undershirt (1965), which



exhibits a pair of bare breasts. Mal e Undershirt (1965) depicts a hairy
chest. Femal e Underpants (1966) displays pubic hair with a flower in

pl ace of the clitoris. Ml e Underpants (1966) sports pubic hair and a
penis. These itenms of clothing may be appropriated and worn by either
gender. Watts al so produced photographic studies for Nude Waitress Wth
Tray Apron (1967), Nude Front Apron (1968), and Pornography (1964). In
addition, Watts created a deck of altered playing cards that included an
instructional drawing of a female figure whose body parts are sectioned
of f and nunbered. The word "joker" is witten over her abdonmen. In Safe
Post/ K. U. K. Feldpost/ 72 CRITI CAL MASS Doct or Bob
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Robert Watts, G M as a student of Dr. Hyde (Flux Med), 1987 graphic.
Publ i shed by Francesco Conz Archive, Verona, Italy (:. Al . a, it I it

ti eit 2 0f 1121 | ~I Jockpost (1962), Watts nade a series of postage
stanps that juxtaposed wonen's breasts with pictures of various kinds of
hardware, like pliers, and in one stanp a woman on her back hol ds
sonet hi ng i ndi stingui shabl e over her pubis. In the end, such works are
anbi guous in their sex- ual politics. Flux Med appears to be an ironical
visual gane and a contribution to the many Fl uxus "nedical" works by
"Dr. Bob", as he identified hinself in the suite. It summons nenories of
Maci unas' s pol ynor phous per- verse sexuality and his penchant for
cross-dressing.51 Hendricks recalled, for exanple, that in the autum of
1977, Maciunas invited himto a Flux Fest at New Marl bor- ough, and that
he instructed people to "cone with a dif- ferent identity." "George
becane a bl ond wonman in spi ke heels," Hendricks renenbered. 52 Fl ux Med
al so seens to be a continuation of the kind of sexual discourse Watts
engaged in with Maciunas in the early 1960s. Hospital Events (1963) is a
perfect exanple of the kinds of allusions to sadomasochi sm and ni sogyny
typi cal of their exchange. The event score reads as follows: HOSPI TAL
EVENTS Dedi cated to gm Al so to passerbyes [sic] Instructions: Place on
firmsurface Strike sharp blow with hammer and nail On bl ack dots In
sequence indi cated by nunbers 53 A set of seven large cards with a
variety of images (such as the Parthenon, city maps, a nusical diagram
culled fromold |ithographs) provides visual instruction for where to
hamer. At |east two of the cards display pictures of sem - nude wonen
In one image, a topless woman weari ng what appears to be sheer pantyhose
is shown Iying on her back on the floor with her |egs bent under her and
her feet tucked under her buttocks (as in the exanple cited above in the
Fl ux Med suite). Exploding caps (in the formof dots) appear on her body
at intervals where the player should "strike a sharp bl ow wi th hanmer
and nail." A dot appears on her forehead al nost between her eyes. There
are al so dots on her breast, upper arm thunb, side ribs, STILES 73
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| ower thigh just above the knee, and foot at the ankle, etc. In essence,
the performer is instructed to hamrer the nails into the caps, exploding
parts of her body and nail- ing her to the floor. Wen the inmage i s not
a wonan, the player expl odes the Parthenon, various places on naps,
etc.) Such works not only entertained WVAtts and Maci unas but Fl uxus

audi ences as well, if we are to believe Maciu- nas, who apparently

exhi bited Hospital Events in Europe in 1963.54 Maciunas wote to Watts,
"The hospital event pic- tures we exhibited in Wippertal's Gallery
Parnass (Pai k's exhibit) & visitors hamrered so hard the pictures are
damaged. "55 Maci unas, too, produced objects with sado- masochistic
qualities, such as a twelve-inch-long bicycle punp fitted with
sixty-four needle heads to be injected, called Fluxsyringe (1972-73).
Ironically, before the |late 1970s, Maciunas was often described as

asexual . But his relationship with Billie Hutching, the artist-poet whom
he married in 1978, altered perceptions of himduring the final year of
his life. Billie rem nisced how nuch Maciunas |oved to cross- dress with

her and travel from Massachusetts (where they lived at the tine) down to
New York, and "wal k around Canal Street where peopl e knew him but
seened not to bat an eye. He didn't disguise his voice; he wore those

gl asses."56 She also told art historian Susan Jarosi that "one of
Ceorge's fantasies was that we travel in Europe as el egant sisters, as
he put it. So he always saw us as two wonen-as a couple. | think he just
wanted to wear a dress too." 57 At their Flux Weddi ng, the couple both
wore bridal gowns, but their marriage was never consunmated in inter-
course, which she believed was due to "the pain and the drugs he was
taki ng." She reveal ed nuch about Maciunas in her diaries, and in an
interview she states the following: | accepted that his pain and the
drugs he was taking prevented | ove-maki ng. Anyway, | knew. .. that his
sexual ity was at |east as conplicated as mne. Still, G was tender and
delightfully imagi- native in inventing ganes that would have

enl i ghtened even the Marquis de Sade had he been present. | regarded the
relationship as wholly suitable to both our tenperanents, though as tine
passed neither of us could help being frustrated by the linitations.

had to |l augh at the idea of some of Gs friends that he was asexual

just because he didn't display the usual readily understandabl e mating
ritual .58 In sonme of her diary entries, she is nore explicit about their

sexual ganes: Friday evening George brought nme an evil |ook- ing
horsewhi p and begged ne to beat him He thinks that this will have a
cathartic effect on ne. | gave himfive or six.... | admred George

Robert Watts, Flux S & M (Flux Med), 1987 graphic. Published by
Francesco Conz Archive, Verona, Italy 74 CRITICAL MASS Flux S & Al -
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had sonething to do with his chil dhood. | know one tinme he had
appendicitis and had to be operated on without anesthetic, and he was
just put on a table in the hone and cut open. He renmenbered it as
extrenely painful and fright- ening and ... said that he was in so nuch
pain [with his cancer at the end of his life] that the beating ...
anomaly in Fluxus.61 MIler was born in 1944 while his father was away

serving in Wrld War Il. H's parents divorced soon after his father's
return, and his father noved to Oregon only to return to Mssouri to
ki dnap his two-year-old son, who was CGeorge Maciunas and Billie Hutching

perform ng Black & White, February 25, 1978, Flux Cabaret, 537 Broadway,
NYC. Photos: Babette Mangolte X, ~r ';~~~. ;e~a~*t:~i~ .~ STILES 75
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rapidly returned to his nother. Years later, MIler's natural father
becane a born-again Christian with whose funda- nentalist beliefs MIler
di sagreed. Mller's nother nmarried a man who M Il er described as
intellectually backward, a "hillbilly" who regularly beat his nother and
sonetimes assaulted MIller until he ran away from hone at the age of
thirteen. "The psychol ogi cal trauma was unspeakable,” he renenbers. "I
really thought he would kill us."™ MIler's stepfather also took himon
many "You can't put anything in this pond!" They tried 1 76 CRI T1 C
ALMASS
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Fl uxus enbraced anonmaly and contributed to an environ- nent in which
MIller could freely explore the paranormal. But while MIler was

associ ated with Fluxus, he also pur- sued interests in body art,
performance, and video of the period and consi dered "psychic nediumas a
pun for artistic nmedium in the Duchanpian sense. In 1967, he began to
systematically include the paranornal, telepathy, and psychokinesis in
some of his art. The first work he nmade using psychic material was Stone
(1967-73). It comenced when he consciously began carrying a stone he
had found by a river in Ms- souri. Three years later, in 1970, his
fascination by a dis- play of noon rocks exhibited at the Smithsoni an
Institution, in Washington, D.C., inspired Stone. He was al so influenced
by George Brecht's Choir Event, the "chair with a history" that Brecht
began to explore in the early 1960s and whose history continues to grow.
In addition, MIler was interested in the negative space that English
scul ptor Henry Moore created in his work, as well as Lao-Tzu's thought
on the inportance of noth- ing.73 After carrying the stone in his pocket
for six years, MIller submtted it to readings by nine psychic mediuns
and asked themeach to relate information about the energy of the stone.
The transcripts of these psychonet- ric readi ngs cohere around the
thenes of historical antiquity, religion, power, and bl ood, subjects
that the psychics felt reflected the history of the rock, Mller's
relationship toit, and MIler hinself.74 A second project, Lines to
Grow (1973-85), occu- pied MIller for several years and evolved froma
spont a- neous psychic reading of the lines in his palms nmade by one of

t he psychics with whom he was worki ng on Stone. 75 The psychi c noted
that the lines of his left and right hands represented two di vergent
psychol ogi cal states of devel opnent, and she told himthat he "nust"
work on devel oping the lines in order to becone a "less

sel f-destructive" individual. MIler responded by concen- trating
psychically upon growing the lines in his hands, and he has since nmade
casts "every ten years to allow for significant changes in

nor phol ogy. " 76 Thus far, he has nmade three sets of hands, with the
fourth set due in Jan- uary 2005. The lines in his hands "are grow ng
wel | ," according to the original psychic, with whomM Iler con- sulted
again in the md-1990s. Also during this period, MIler made a video
entitled Jimthe Wonder Dog (1978). This video docunentary is about an
extraordi nary tel epathic dog, Jim (1925-37), a Llewellyn English setter
that lived in Marshall, M ssouri, where MIler was born and grew up
Owned by Sam Van Arsdale (who ironically also owned the Hotel Ruff in
Mar shal | and whose nane sounds like the terrier breed Airedale), Jim
perfornmed feats of psychical know edge by answering questions posed to
hi m by Van Arsdal e. 77 For exanple, Jim picked Kentucky Derby w nners
correctly for seven years in a row, and he was able to respond to ques-
tions put to himin five |languages, as well as in Mrse code and

short hand. 78 Ji m becane so fanous that he was tested for his telepathic
abilities at the University of Mssouri, where he correctly responded to
every question asked of him (A request fromthe University of M ssouri
for Jims brain was denied after Jinms death.) For his docu- nmentary on
the dog, MIler undertook research on "think- ing animals,"” interview ng



Laura Dal e of the Anerican society for Psychical Research in New York
City. MIller's video Jimthe Wonder Dog is an unprecedented docu-
mentary on the subject of aninmal psychic powers.79 Al of the works

Ml ler realized on anomal ous forns of know edge are fascinating. But
MomMe is especially arresting for MIler's use of hypnosis as the
medi um for retrieval of psychological naterial and as a vehicle for con-
necting psychically with his nother's concepts about him In order to
realize this work, it first took a year for Mller to find a willing and
capabl e hypnotist. He first approached a psychiatrist well known for his
t herapeutic use of hypnosis. But this doctor refused to participate in
the artwork, advis- Mller, Stone, 1967-73, stone, apothecary bottle,

readi ngs by psy- Larry chics on audio tape. Collection of the artist. 78
CRI TI CAL MASS
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I'mfond of that picture." The therapist also shows MI|er-as-Mma
conventional portrait snapshot of herself and one of MIler in the late
1950s. MIller's strikingly handsonme i mage strongly resenbl es the fanous
sultry portrait of James Dean. M Il er had taken the picture of hinself
in 1966, at the age of 22, when he was "interested in pro- jecting

t hought "into" the photograph.80 Next, the thera- pist asks
MIller-as-Momif she feels there are any "simlarities" between "you and
hi n?" M1 er-as-Mmresponds that she wanted to say sonething but is
unabl e to remenber what it was and begins to flex her wist dra-
matically, signaling extreme disconfort. The therapist asks, "Was it

i mportant?" MIler-as-Momflicks her wist again. The therapist asks
again, "Do you want to talk about it? Do you want to find out what it
is?" MIler-as- Mom does not answer. The therapist then asks what

M1l er-as-Momthinks Larry m ght have been thinking about in the
picture. MIIler-as-Mmanswers, "Well, it's STILES 79
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hard to say, it's kinda serious." Finally, the therapist asks
MIller-as-Momto draw a |ife-size picture of her son Larry to acconpany
the realistic picture she has already drawn of herself. MIler-as-Mm
conplies but says, "Ch, this is silly. I don't like it too nuch,"” as she
draws. Though Mom Well | was busy rearing you. | didn't have tine to
study you too.82 This conversation between nother and son brings cl oser
to the surface the discussion of the neaning of hands that is pending
between them It haunts the artist's work |like a fetish or force of
consci ence as with Shake- speare's Lady Macbeth, who obsessively washes
her bl ood- stained hands. In his essay "Some Character-Types Met Wth in
Psycho- anal ytical Work" (1916) and in his book Cviliza- tion and Its

Di scontents (1946), Signmund Freud identified a sense of guilt (as

associ ated with hands) as the nost inpor- tant problemin the

devel opnent of civilization. Mom Me has many suppressed Cedi pal and
famlial layers inplied in MIller's use of hands, and the avoi dance and
sublimation of 8 0 CRITI CAL MASS
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hands suggests traumati c experience played out in an interest in the
anonmal ous and the paranormal. "I wanted to know what it would feel |ike
to be ny nother, to | ose con- sciousness of nmy own identity," MIler has
written, conpar- ing that experience to how a part of the whole m ght

"' becone the whol e and observe all the subset parts."83 MIller's desire
to "beconme the whole" further evinces the fragnmentation associated with
traumatic subjectivity. As already noted, MIl|er used photographs (sone
t aken when he was a baby and sonme shot by himof his nother and of

hi nsel f) as "preexisting readynmades” in Mom Me. He al so used drawings to
make portraits that he described as seen through "another's eyes"”
(narely the persona he assuned when he becanme "Mont in the hypnotic
trance). In both the photographs and the draw ings, MIller dealt with
portrait inages, ostensibly fromboth his conscious mind (the i mages he
brought with himto the session) and from his unconsci ous psyche (the

i mges he drew while hypnotized). These from his unconsci ous psyche (the
i mges he drew while hypnotized). These photographi c and graphic
references point to the shifting positions of subject-object and
creator-viewer, suggesting howiden- tity is both self- and socially
constructed in the matura- tion process. Mom Me can be conpared to the
artistic tradition of self-portraiture, MIler has pointed out, with the
addition that these portraits attenpt to formally naterialize sone
aspect of the artist's dissociated m nd and therefore do not purport to
represent only physical appearance.84 Mom Me also tries to visualize
sone aspect of the mnd of soneone other than the artist: Mller
believes that he did enter the mnd of his nother and that she drew
hersel f. Whether MIler realized his ai mwhether these draw ngs actually
are pictures created by his nother and communi cated by his hands-is not
the point. Even if actuality were to concern us, it could not be proved.
VWhat mnust oblige consideration is the truth of MIler's desire to nake
such an inmage, and his belief that he acconplished his aim Mller
shifts our attention fromhis intentions to the history of
self-portraiture (in the autobiographical tradi- tion from Renbrandt to
Duchanmp) and astutely points out that it hinges on an identification of
a factual obser- vation of a psychic creation. | would add that these
psychic creations to sone degree reflect Cedipal rela- tionships,
especially with the nother. Indeed, MIler's intelligent

title-Mom Me-signifies the interconnection between "ne" and "nont that
adheres for nost in the appellation "nommy." While Mom M is

resoundi ngly personal to MIIler, many universal aspects of it visualize
the ways in which the Cedi pal construction of personal- ity operates in
self-identity. MIller further argues that "the degree to which the
application of autobiography pertains to an understand- ing of Mom M
seens to bal ance on a scale with 'factual events' and narrative | ocated
at one pole and 'internal projection' and pictures at the other." In
this regard, MIler's work summons consi derations of Henri Bergson's
concept of durée, which posits a continuous field of expe- rience
wherein no perception exists that is not full of nmenories.85 MIler
writes: Mom Me is autobiographical at both ends.... W have a person
sket chi ng aut obi ographi cal pictures, but froma renoved vantage point in



t he unconsci ous through hypnosis. This neans that the only factual

bi ography present was in the fam |y photographs and the only factual

aut obi ography present was the self-portrait photographs. The form and
the content were reflected by surrogates. To claimthat a "surrogate"
enacted his perfor- nmance inplies that MIler actually nmade psychic
contact with, and becane, his nother, which again is inpossible to prove
or disprove. In the absence of such evidence, | theorize that Monm Me
actualized sonmething akin to a visual depiction of the resolution of the
fal se binaries that Bergson found in the operations of nmenory. The

phil oso- pher's concept of the integral relationship between nem ory
and consci ousness suggests how nental binaries (inside/outside,
part/whol e, subject/object, and viewer/ naker) mnight di sappear at points
in the time-space con- tinuumwhere the extendedness of images and the

| ack of extension of ideas nerge. Freud echoed this theory in his essay
"Screen Menories" three years later.86 In both Berg- son and Freud,
consci ousness and the psyche appear to operate at cross-purposes,
apparently in order to maintain STILES 81 Larry Mller, still fromvideo
Mom Me, 1973.
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This is especially true for artists with a traumatic his- tory.92 Mny
artists testify to this dissociative process (whether or not

traumati zed). Arthur Ri nbaud, Friedrich N etzsche, and Rai ner Mria

Ril ke all accounted for their artistic abilities os if they had been
"spoken by anot her." Ri nbaud observed, 'Je est un outre"; N etzsche's
"es denkt" names sonething "thinking in" him and R lke wote, "Were
there is a poem it is not mne but that of O pheus who cones to sing
it."93 Colin AL Ross, founder in 1995 of the Colin A. Ross Institute for
Psychol ogi cal Trauma, notes that "conplex relationshi ps anong hypnosi s,
di ssoci ati on, absorption, fantasy-proneness, somatization, and paranor-
mal experiences"” exist in both artists and traumati zed peo- ple.94 In
fact, researchers at Stanford Research Institute found that "artistic
talent, visual-spatial intelligence, and creativity all tended to be
associated with high renpte- viewing [psi and tel epathy] scores."95 My
research for twenty years on destruction, violence, and trauma in art
corroborates connections anmong creativity, trauma, and mnultidi mensi onal
aspects of consciousness (the anoma- |ous or paranormal), and | have
theorized that traumatic subjectivity resides at the phenonenol ogi cal
center of perfornmance art, of which Fluxus is a genre.96 For thirty
years Mller's work on psychic phenom ena has been doubly coded; it is
bot h an expression of traumatic subjectivity and a powerful form of
creativity harnessed as a survival technique. MomM is the nopst
extensive work of art on anomal ous know edge in the body of Fluxus

wor ks, al though several Fluxus artists- Ono, Watts, Schneenmann,

Hendri cks, Nye Ffarrabas, Robert Filliou, and others-have used psychic
phenom ena in their work.97 Wen MIler created Mom Me, how ever, he
knew not hi ng about Fluxus artists' use of psychic 82 CRI TI CAL MASS
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1974, she exhibited her new work at 112 Greene, the sane gallery as a
work of art in progress,” MIller has "tried to nmininize persona

bi ography in these kinds of works," and he views art as indebted to "a
collective intelligence-therefore one's personal history and expression
are secondary to nore universal interests of art."105 Cearly,

di sagree. The eccentricity of Mom Me demands contextuatization within

t he psychodynamics of the artist's life in order for its strange focus
and material (psi and hypnosis) to nmake sense in terns of his trauma. In
addi tion, an artwork such as Mom Me provides inportant aesthetic
research on the interrelation between art and healing, and therefore, it
is vital that its sources are clear. Mller's poignant, intrepid, and
unprecedented effort to unify his enotional/nental construct of "Moni
(with his sublimated and di ssociated familial experiences and Qedi pal
relationship to her) is singular in the history of art inits formand
content and in its voracious will to reconstruct menory. Moreover, |
know of no other portrait in the history of art that purports to be an
actual psychic representation (or self-portrait) of another person's
mnd that is sinmultaneously nmade by that person who is inhabited by an
artist. In both these respects, Mom Me deserves a great deal nore
attention in the history of art. "There are 'tones' of nental life,"
Henri Bergson observed. "Qur psychic life may be lived at different

hei ghts now nearer to action, now further renoved to the degree of our
attention to life [ny enphasis].®°106 Mller's attention to anonmaly not
only represents an extraordinary attention to |ife but a will to live in
and through art. 107 Afterword Consci ousness cannot be adequately

expl ored until nore expanded conditions of knowi hg become comonpl ace
territories of research. In this regard, Robert G Jahn and Brenda J.
Dunne, scientists associated with the Princeton Engi neering Anomal i es
Research (PEAR) Laboratory, opened in 1979, have called for a "science
of the subjective": The particular formof human observation, rea-

soni ng, and techni cal deploynment [that] we properly term'science' has
relied at | east as nmuch on subjective experience and inspiration STILES
83
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Thi s aspect of science, the fact that nmuch of its premi ses have been
transferred to mankind fromthe hidden real mof higher intel- |igence,
is conpletely suppressed in its own offi- cial story. The official
history tells the story of rational thought, of conquering the dark
wor |l d of superstition.109 Fluxus provided remarkabl e nodels for a
"science of the subjective" in visualizing anonaly in works of art and
artistic processes, even if inits early years Fluxus nen often avoi ded
acknow edgi ng the very anomal ous under- pinnings of their own work. This
failure to endorse its own operations has many causes, not the |east of
which is the connection between gender and expression associated with
wonen, a subject that | touched on above when cit- ing Henry Flynt's use
of a reproduction of the Mona Lisa as a doormat. Yoko Ono confirnms the

i nt erconnecti on between anonaly and gender: In those days, in Fluxus, it
was not "cool" to use anything that had to do with human psyche. | think
I amthe first one who used things like "Kehai" (nusic of pure vibration
created by human psyche) in her work. It's [the reason for excluding
such material in Fluxusl to do with John Cage, who was nore interested
in mush- roons, nonsensical events, and chance. Conse- quently, he broke
down dramatic sequenci ng of sounds and created chance nusic, which basi-
cally had nothing to do with hunman enotion, which relies on enotion
created in result of sequential events. | was criticized for being too
enotional, dramatic, and uncool, so | might as well give you this side
of the story too.110 In other words, both anomaly and enotion were too
female. Some mal e Fluxus artists could not becone involved in the
paranormal or admt (as Hendricks and MIler did) their own persona
expression of sexuality, which they could only visualize through rel ated
or di stant nonpersonal sexist subject matter. | theorize that the radi-
cal shift that younger artists brought to Fluxus in the |late 1960s and
early 1970s. The fact that such aesthetic concerns were sanc- tioned in
their work, and not in wonen's art, suggests the underlying sexismin

Fl uxus, even though it is by far one of the nost socially, sexually, and
racially tolerant of all avant-garde novenents. 84 CRI Tl CAL MASS
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1. | would like to thank Jane if necessary." Higgins in "Boredom and
Danger": 107-109. 24. For exanple, Yoko Ono wote several instructions
that involved the sky fromPainting to See the Skies (1961) to Sky Event
STILES 8.5
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for John Lennon (1968); and Lennon used a Hendricks painting of sky for
the cover of his al bumInmagine (1971). Robert Watts created scul ptura
Desk O ouds (1967). Higgins published Diter Rot's book 246 C ouds (1968)
in Sonmething Else Press. Shiom's "Fl ux-mnmenbers Bi ography” states:

"Al nost every night since the Second war had a colorful[ [sic] dream
especi ally about tremendous or subtle happenings in the sky, and about

i npressi ve epi sodes at a cove or river-with no fear or joy, just
observation." (See, Fluxus etc. / Addenda |: 198.) Schneemann has used
clouds in many works, anmong them Water Light/Water Needl e (1966), Fuses
(1965-68), and nost recently, Vesper's Pool (1999). 25. | Ching or Book
of Changes, translated by Richard Wl helm rendered into English by Cary
F. Baynes. Foreword by C. G Jung and Preface to the Third Edition by
Hel I mut W1l hel m (Princeton, New Jersey: Princeton University Press,
1967): 91. 26. Hendricks states that Mciunas was "recovering at the
time frombeing "beaten up by mafia in connection with renovation of a
new Fl uxl oft." The story of the Fluxlofts is conplicated. See
Hendricks's "Fluxriten,” in René Block, ed., 1962 W esbaden FLUXUS 1982
(Wesbaden/Berlin: Harlekin Art/Berliner Kinstlerprogranm des DAAD,
1983): 156. By the tine the Festschrift happened, Mciunas had been

rel eased fromSt. Vincent's Hospital in New York City. 27. Martin

Hei degger, "The Origin of the Wrk of Art," 1971, reprinted in Donald
Preziosi, ed., The Art of Art History: A Critical Anthology (Oxford and
New York: Oxford University Press, 1998): 424. 28. Meyer Schapiro, "The

Still Life as a Personal object-A Note on Hei degger and van Gogh," 1953,
reprinted in Preziosi, The Art of Art Hi story. 431. 29. Jacques Derrida,
"Restitutions of the Truth in Pointing ['Pointure']," 1978, in Preziosi

The Art of Art History. 434. 30. CGeoffrey Hendricks interview with Lars
Movin in Geoffrey Hendricks: 56. 31. Ibid: 58. 32. See especially Hubert
Dam sch's di scussion of clouds in A Theory of Cloud: Toward G History of
Painting, translated by Janet Lloyd. Palo Alto: Stanford University
Press, 2002, originally published as Théori e du nuage: pour une historie
de la peinture. Paris, Editions du Seuil, 1972. 33. Hannah Hi ggins,

"Fl uxus Fortuna," in The Fluxus Reader. 52. 34. For an exhaustive

exam nation of the subject of sex in art see Victoria Conbatia and

Jean- Jacques Lebel, Jardin de eros (Barcelona: Institut de Cultera de
Barcel ona and S.E. Electa, 1999). 35. Geoffrey Hendricks: 57. 36.

Si gmund Freud, "An Autobiographical Study," in Peter Gay, ed., The Freud
Reader (New York and London: WW Norton & Conpany, 1985): 24. Freud
first discussed pol ynorphous perverse sexuality in "Three Essays on the
Theory of Sexuality," 1905, revised in 1924. Considerabl e controversy
over the neaning of perversion has, rightly, been waged since Freud' s
use of the term Foucault showed how this kind of concept has |inked the
| aw and the state, and queer theory offers a socially determ ned
critique of such psychoanalytic terns. | use it here to identify the
compl ex range of Maciunas's erotic interests. 37. Alison Know es, e-mai
to the author, Septenber 1, 2002. 38. Shigeko Kubota, telephone
conversation with the author, June 12, 1991. See Kristine Stiles,

"Bet ween Water and Stone: Fluxus Performance, A Metaphysics of Acts" in
In the Spirit of Fluxus: 62-99. 39. Carol ee Schneemann, letter to the



aut hor June 11, 1992: "Maci unas sent an exconmmuni cation directive in
regard to ny work '65? '667?." 40. David Mayor, ed., Fluxshoe,

Cul | onpton, 1972, as quoted by Sinon Anderson, "Fluxus, Fluxion

Fl uxshoe: The 1970s," in The Fluxus Reader. 27. 41. Yoko Ono, in Ml ody
Summer, Kathl een Burch, and M chael Summer, eds., The GQuests Go in to
Supper: John Cage, Robert Ashl ey, Yoko Ono, Laurie Anderson, Charles

Am rkhani an, M chael Peppe, K Archley (Gakland and San Franci sco:
Bur ni ng Books, 1986): 174. 42. See, Kathy O Dell, ed., Kate MIllett,
Scul ptor: The First 38 Years (Baltinore: Fine Arts Gllery, University
of Maryland Baltinore County, 1997). 43. Takako Saito, "Chess Board
Door," in Jon Hendricks, ed., Fluxus Codex (Detroit and New York: The

G lbert and Lila Silverman Fluxus Collection and Harry N. Abrans, 1988):
455. 44. Nam June Pai k, "Towards a New Ontol ogy of Misic," in Hanns
Sohm ed., Happenings & Fluxus: n.p. 45. Ben Vautier: http://ww.
ben-vauti er.com sexmani ac_di spl ay. phg3. 46. Valle Export tattooed a
garter, sign of wonan's bondage, on her thigh in an action entitled
Body- Sign Action (1970). 47. Henry Flynt, unpublished interview with the
aut hor, Septenber 22, 1989. See also Kristine Stiles, "Creep and Brend:
Henry Flynt's Utopian 'Blueprint for a Higher Gvilization,""' paper
delivered at the College Art Association Annual Meeting, February 15,
1990; and Kristine Stiles, "David Tudor-Alive, Free, and Wthout Need of
Cul ture," synposiumon The Art of David Tudor: |ndeterm nacy and
Performance in Postwar Culture, Getty Art Center. This essay will soon
be available on the Wb site of the Getty Center. 48. Maciunas issued

Fl uxus Newsl etter Policy Newsletter No. 6 (April 6, 1963), proposing
"propaganda actions."” These woul d be disruptive performances in New York
City from May through Novenber that would clog transportation systens

wi th "breakdowns” on bridge and tunnel entries, confuse comu- nication
systens, disrupt public concerts, interfere with nuseuns, theaters,
galleries, and in general cause social and institutional mayhem GCeorge
Brecht, Jackson Mac Low, and eventually Higgins all felt that such
propositions by Flynt, followed by Miciunas and Tomas Schmit, were
socially irresponsible. 49. Sara Seagull has pointed out that "Watts's
younger brother had suffered | eukenmia and Watts had a |ifel ong aversion
to hospitals, injections, and nedical procedures. Plus, it had been
horrible for all who watched G M [George Maciunas] fight his illness.
So Flux Med nay have been cathartic to Watts both in the | oss of his
little brother and in GM's severe illness." Seagull, fax to the

aut hor, Septenber 3, 2002. 50. Indeed, Australian busi nessnen have
recently incorporated the Daily Planet, Ml bourne's |argest brothel, and
of fered stock options on the Australian Stock Exchange. See http://

www. dai t ypt anet. com au/ content/nav. htmi. 51. Two exanpl es of Fl uxus

medi cal objects would be Shigeko Kubota's 1966 boxed versions of enpty
capsul es, vials, wappers, or "fluxmedicine," that Maci unas adverti sed
in various editions of the Fluxnewsletter from 1967 to 1969; and Larry
Mller's "Orifice Flux Plugs" (plugs for the body, ranging from condons
to cotton balls), advertised in the Fluxnewsletter of May 3, 1975. 52.
Geof frey Hendricks, "Fluxriten" in René Block, ed., 1962 W esbaden
FLUXUS 1982 (W esbaden/Berlin: Harlekin Art/Berliner Kunstlerprogramm
des DAAD, 1983): 153. 8 6 CRI TI CAL MASS
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froman Interviewwth Billie Maciunas," in The Fl uxus Reader: 207-208.
61. | presented several versions of this section of this essay at the
foll owi ng venues and under the following titles: "To See Know ng:

Di ssoci ati ve Consci ousness, Parapsychol ogy, and Art," College Art
Associ ati on Annual Meeting, New York, 2000; "Dissociation

Mul ti di mensi onal Consci ousness, and the Medi ation of Art and Technol ogy:
Larry MIller, a Case Study," The Otawa Art Gallery, Otawa, Ontario,
Canada, 2000; and "M nesis and Media," Wo |International Medi a Bi ennal e,
Wo Center for Media Art, Wocl aw, Pol and, 2000. 62. Discussion with
Larry MIller, Cctober 16, 2000, New York City. Mst of the biographica
information in this essay cones fromthis discussion unless otherw se
noted. 63. Larry MIller, e-mail to the author, May 10, 2001. Unless

ot herwi se noted, nost of the information about the inspiration for Stone
comes fromthis e-mail. 64. Ronald Batson, conversation with the author,
sunmer 1992. See Susan Roth and Ronal d Batson, Nami ng the Shadows: A New
Approach to I ndividual and G oup Psychotherapy for Adult Survivors of
Chi | dhood I ncest (New York: Free Press, 1997). 65. For an extensive

bi bl i ography and key professional texts on the subject of trauma, see
John P. WIlson and Beverl ey Raphael, eds., International Handbook of
Traumatic Stress Syndronmes (New York and London: Pl enum Press, 1993).

66. Nightmares are a classic synptom of incest, and an extensive
literature exists on the relati on between them |ndeed, continued

ni ghtmares are often one of the first synptonms of incest. For a genera
di scussion of this phenonenon, see Judith Lewis Herman, Trauma and
Recovery: The aftermath of viol ence-from donestic abuse to political
terror (New York: Basic Books, 1992). 67. | also think that nore

schol arshi p shoul d be undertaken on the relationship between trauma in
Maci unas's past and its inpact on his Fluxus works of art and
performances. See Jarosi: 207-208. 68. Wiile this is not the place to
explore the relationship between the prominent role of anomaly in Fluxus

and the traumati c underpi nnings of nany of these artists' lives, it is
worth nmentioning that anong Fluxus artists trauna is ranpant. The nopst
i mredi ate exanpl es include Ono, Flynt, Maciunas, Vostell, Paik, and

Tudor. 69. For an extensive list of diagnostic questions related to
traumati c di sorders, including questions pertaining to the paranormal,
see the Colin A Ross Institute for Psychol ogical Traunma Wb site:
http://ww. rossi nst.com dddquest. htm 70. Kenneth Ring, Headi ng Toward
Onega: I n Search of the Meaning of the Near-Death Experience (New York
W Morrow, 1984). 71. Larry Mller, e-mail to the author, July 21
2002. These experiences led MIler to study C G Jung's Menories,
Dreans, Reflections (New York: Pantheon Books, 1963). 72. Larry Mller
t el ephone conversation with the author, August 13, 2002. 73. Mller

di scovered Lao-Tzu in high school and was struck by one of the nost
beautiful Lao-Tzu texts: "Thirty spokes unite in one hub; It is
precisely where there is nothing, that we find the useful ness of the
wheel . W fire clay and nmake vessels; It is precisely where there's no
substance, that we find the useful ness of clay pots. W chisel out doors
and wi ndows; It is precisely in these enpty spaces, that we find the
useful ness of the room Therefore, we regard having sonething as



beneficial; But having nothing as useful." Lao-Tzu, Te-Tao Ching.
Transl ated, with an Introduction and Conmentary by Robert G Henricks
(New York: Ballantine Books, 1989): 63. 74. Larry MIler, unpublished
transcripts of psychonetric readings of Stone and Lines to Grow One of
the psychics asked if MIller's rock came fromthe noon, perhaps
telepathically reading MIller's inspiration for the project while

| ooking at rocks fromthe noon in the Smthsonian. 75. Larry Ml ler,
e-mail to the author, July 21, 2002. 76. Ibid. 77. As MIller points out
in the video, an Airedale held the record for "thinking ani mal s"
(animals that can count, spell, and do other cognitive acts involving
menory and know edge) until Jims feats. 78. There are nany public
records of the feats of Jim and the Jimthe Wnder Dog Menorial Park
was unveiled on May 1, 1999, |ocated on the spot where his hone, the
Hotel Ruff, once stood on the downtown square of Marshall, M ssouri.
Anmong other witings, see Larry Mieller, "Jim the Wwnder Dog," in

Qut door Life 53, (August 1985): 99-102; Henry N. Ferguson, "Jimthe
Wonder Dog," www.j ohn-bauer.confjimhtm http://ww.roadsi deanerica.conl
pet/jimhtm . 79. For nore detail ed research on psychic aninals, see
Robert L. Morris, "Psi and Aninal Behavior: A survey," Journal of the
Anerican Society for Psychical Research 64:3 (July 1970): 242-260;
Rupert Shel drake, Seven Experinents That Coul d Change the World: A
Do-1t-Yourself Guide to Revolutionary Science (New York: Riverhead
Books, 1995); Rupert Shel drake, Dogs That Know When Their Oaners Are
Comi ng Home and ot her Unexpl ai ned Powers of Animals (New York: Crown
Publ i shers, 1999); and J. Mbussai eff Masson and Susan M Carthy, When

El ephants Weep: The Enotional Lives OF Aninmals (London: Cape, 1994). 80.
Larry MIler, unpublished "Notation on Two Phot o- Docunent Panel s of
Mom Me, " 1973. 81. Larry Mller, e-mail to the author, July 21, 2002.
82. Larry Mller, "Moms Feet: My Hands," in As If the Universe Wre an
Qoj ect, Larry MIller: Selected Wrks: 1969-1985 (R chnond, Virginia:
Anderson Gal lery, Virginia Commonweal th University): 20. 83. Larry
Mller, letter to Susan Ryan, 1995. 84. Ibid. 85. Henri Bergson, Matter
and Menory (1896), Translation by Nancy Margaret Paul and W Scott

Pal mer (New York: Zone Books, 1988). 86. See Sigrmund Freud, "Screen
Menories," (1899) in Janes Strachey, ed., The Standard Edition of the
Conpl ete Works of Freud, Vol. 3 (London: Hogarth Press, 1966-1974):
303-322. 87. Such paradoxi cal behaviors of mnd also parallel the
operations of nmatter, a point | discussed in a paper entitled "To See
Knowi ng: Dissociative Consci ousness, Parapsychol ogy, and Art," at the
Col | ege Art Associ ation Annual Meeting in New York, STILES 87
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one that regards many of the concepts of observational quantum
mechani cs, nost inportantly the principles of conplenentarity and wave
mechani cal resonance, as fundanmental characteristics of consci ousness,
rather than as intrinsic features of an objective physical environnent.”
See the statenment by PEAR "Scientific Study of Consci ousness- Rel at ed
Physi cal Phenonena."” At http:// www. princeton. edu/-pear. 88. Jacques
Lacan, "O the Gaze as (bject Petit a," in Jacques-Alain Mller, ed.
The Four Fundamental Concepts of Psychoanal ysis: The Sem nar of Jacques
Locon. Transl ated by Al an Sheridan (New York: WW Norton 8 Conpany,
1988): 67-122 89. D. Spiegel, "Introduction,” in D. Spiegel, ed.

Di ssoci ation: Culture, Mnd, and Body (Washington, D.C. and London:
Anerican Psychiatric Press, Inc., 1994): 173. 95. Jim Schnabel, Renote
Viewers: The Secret History of America' s Psychic Spies (New York: Dell,
1997):15. 96. Many performance artists are interested in, or state that
t hey possess, various fornms of nonlocal consciousness traditionally
associ ated with psychi ¢ phenonena. A short list includes Marina

Abr anovi ¢, Joseph Beuys, John Duncan, M chel Journiac, Paul MCart hy,

Li nda Mont ano, Raphael Mntafiez Ortiz, and Uricke Rosenbach. On these
subj ects, see Kristine Stiles, "Uncorrupted Joy: International Art
Actions," in Qut of Actions: Between Perfornmance and the bject,

1949- 1979 (Los Angel es: Los Angel es Museum of Contenporary Art, 1998):
226-328. 97. Jean Sell em has researched the rel ationship between Fl uxus
and the Kabalistic nunerical system See Jean Sellem ed., "Fluxus
Research, " special issue of Lund Art Press 22 )1991): 53-63. 98. I|bid.
99. Larry MIller, telephone conversation with the author, August 13,
2002 100. Louise Bourgeois, "Select Diary Notes 1960-1979," in Louise
Bourgeoi s: Destruction of the Father, Reconstruction of the Father:
Witings and Interviews 1923-1997, edited and with texts by Marie-Laure
Ber nadac and Hans-U rich Corist (Canbridge: MTY Press, 1998): 72. 101.
See Lucy Lippard, "Louise Bourgeois: Fromthe Inside Qut," Artfarum 13
(March 1975): 26-33. 102. Loui se Bourgeois, "Child Abuse (Portfolio),"
Artforum 21 (Decenber 1982): 40-47. 103. This is not an exaggeration of
the inportance of MIler's Mom Me, as Bourgeois clearly naintained a
keen interest in Fluxus in general and even attended Maci unas's Fl ux
Weddi ng, as well as his nenorial service at the crematorium all in
1978. 104. Larry MIler, e-mail to the author, May 10, 2001. 105. Ibid.
106. Henri Bergson, Matter and Menory: 14. 107. For witings by artists
on this subject, see the special issue "Art and Healing," which | edited
for White Walls: A Magazine of Witings by Artists 25 (Spring 1990).
108. Robert G Jahn and Brenda J. Dunne, "Science of the Subjective,"
Journal of Scientific Exploration 11:2 (1997): 201-224, reprinted at
http://ww. princeton. edu/-pear/sos. pdf. 109. Rupert Shel drake, Terence
McKenna, and Ral ph Abraham Chaos, Creativity, and Cosm ¢ Consci ousness.
(Rochester, Vt Park Street Press, 1992, 2001). 110. Yoko Ono, e-mmil to
the author, July 3, 2002. 111. | have had numerous conversations wth
Schneemann about the parapsychol ogi cal foundations of her art in which
the artist expressed the fear of being considered "nuts" for exposing

t hat aspect of her inspiration and know edge. 8 8 CRITICAL MA S S
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Fl uxus Unreeling CAROLEESCHNEEMA NN Back bare, rough,
huge, cheap. W teach each other wiring plunbing sound sequenci ng canera
edits contact inprovi sation-solder these two things together break
taboo touching stroking carrying Carol ee Schneenmann, Up To And I ncl udi ng
Her Limts, fucking grappling bleeding winging conventions out of our

hi st ory- hammer sew Decenber 9, 1973, 10th Annual saw chop weld flane to
steel paste edit tapes filminvestigate physical properties! Avant Garde
Festival, Grand Central Station, NYC. Photo: Space becones the ful crum
durations, tine factoring the nature of gesture imagistic Tat Streeter
field as activation. SCHNEEMANN 89
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Car ol ee Schneenmann, Noi se By 1960! Happeni ngs! Fl uxus! Events. Live
Action. Kinetic Theater. Judson Dance The- Bodies, with Janes Tenney,
ater. (1963 Eye Body include ny body as material within

pai nti ng-constructions to August 28, 1965, 3rd Annual Avant Garde
Festival, Judson Hall, question: could |I be both inage and i nage naker?)
O, Kinetic Theater ny formof Hap- NYC. Photo: Peter Partner Frank
Pileggi following the police, "feed our dog Carolee!”. 90 CRI Tl CAL MASS



Page 88

Shi geko Kubota vagi na paintings lead us into tufted woods. Bob Wit nan
Happeni ngs first concentrated use of filminage as notion object. (O
was it Elaine Summers Judson Dance within filmprojections?) O, USCO a
techno co-op nedia span range ranging electric tronics altered visionary
states filmslides projec- tions inage anbiguity, duplication, Cerd
Stern's group: 1965 displ acenment/figure/ ground notion/stop notion with
Phoebe Neville | create Ghost Rev our novenents subvert dislocate the
flow of 16 mm bl ack & white footage. Meanwhil e downtown | ate ' 50s
history in a scruffy loft on Canal St. the International clearing
sorting earliest FLUXUS-soon called "concept art" and before Paik & his
expl oded tel evisions or Maciunas fetish food containers & broken film
reels Yoko Ono's |oft events her early BAG predictive of Mary
Bauer nei ster Val keri e-open-loft salon in Col ogne? 1960? (Jimand | still
in Vernont)-(La Monte Young & Marian Zazeela con- certs (Jim Tenney & La
Monte Young Mornon origin western settlers both avant guardi a mnusici ans
conposers! & Charlotte "noor nman")
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and who | ocked thenselves into the toilet for the last hour! And
Chanberlain still got into alcoholic fights 8 broke |iquor bottles over
what shi snames head and girls in |ove | eapt out of [oft wi ndow 8 | anded
in the trash bins and Freddi e Herko danced off the roof top of his bliss
and died in the street below. The body as energizing fulcrum (wth
painting it was the hand poi sed between visual- ization outward to take
the gesture of the plane into frame of canvas) active environ- nent.
Concentrated visual flow assunes physical image notion: eye flicker
response. The shutter. Take it into blood body nuscle nerve where it
belongs to lived tinme. Audi- ence participation in a visual environnent
changes perceptual levels to active/func- tional (self-timnng

sel f-placing); visual situation scanned rather than focused in on
reaction replaces attention. Attend, turn the mnd to apply onesel f; be
present is a pol- itics, an ethics of critical insight. The forbidden
Vietnam atrocity inmages, journalismsub- verts the napal mdrench of

ri ghteous war mani a. Al Hansen al ways said, "Spread our disease." Robert
Filliou: "Art is what nmakes life nore interesting than art." O, as |
wrote in 1990: fluxus can be lots of fun when the boys let you on their
boat sonetinmes they throw you of f the boat you have to be NEAT all your
wor ds ganmes philosophy SCHNEEMANNO9 3
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and things you nmake here have to be NEAT (except for wolf and cl aes they
can snear their pages its o.k.) if you don't wear underpants or show
your pussy you get pushed over the side (except not by jean-jacques
philip tarry or ben) in England the boys gave ne the fluxus boat to
steer we traveled with water ropes bricks m |k shoes and bl ood when i
came honme george wote a bad |etter about ny crimnmes operatic political
sexual netaphoric notors caressing ness and showi ng ny pussy i could

al ways sneak onto the happenings boat it was bigger with | ouder nusic
and open all night nitsch and nmuhl cane there with their dead pets it
used to be fun making things with alison takako and yoko it was o.k. if
we rowed but not to steer i don't know if charlotte's enbrace of all of
us was flux-us or not sonetines no one can read |abels in the dark
fluxus fromthe far east noved by neon |ight and ironed wedges right
into canal street i never saw them fighting for a wi ndow seat gino and
francesco al ways said we could all play together that is because those
italians don't want to listen to two popes in one life tine -C. S
1973, edited 2002 9 4 CRI TI CALMASS
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Menories or Imagination LETT YL OUEI SENHAUERBob Wtts
wanted to be the first artist in space, but realized that night not
happen through NASA channels so he nailed two pie tins together
(resenmbling a space craft) to a post in the yard hoping to attract rea
space craft to land there. Many of Bob's pieces reflect his interest in
the vast space known as sky. Sky Misic responds to the passing of

cl ouds, planes, birds which interrupt a | aser beamthus randony
produci ng sounds. Birthday Box is progranmed to respond to sun tine at

t he owner's actual nonent of birth. Bob subscribed to scientific and
engi neering nmagazi nes to keep aware of new sci- entific devel opnents,
devel opnents that he might use to make art. He would sit on his

bench/ couch under the single reading lanmp in front of the fireplace and
read. H s hone was Spartan with Iinted conforts. Watts believed that he
had Iived on his I and before: once as a native Anerican and once as a
weal t hy | andowner. The house had been an Inn (Stagecoach stop). Although
he ate nost weekend neals with ne at ny hone fully indul ging in whatever
was served, including nmeat, he woul d beconme upset if neat was cooked in
his frying pan. Bob | oved birds and kept feeders stocked all year round.
He | aughed that one spring he played electronic nusic for the birds and
managed to get a nocking bird to repeat the sounds. The day Bob di ed,
those of us who were present sat in the roomand waited for his spirit
to leave. Finally a brilliant male cardinal flew past the bedroom

wi ndow. It seenmed to be a signal that the red-headed man was gone...
perhaps into the vast area called the sky. Shortly after that a male
cardi nal began knock- t Letty Lou Ei senhauer with BLINK canvases, 1963.
Robert Watts, CGeorge Brecht, Alison Know es collaboration. Photo: Peter
Moore © Estate of Peter Moore/ VAGA, New York, NY EIl SENHAUERY9
5
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ing at ny office window (a phenonmenon conmon to cardinals). Since that
day | have always had a famly of cardinals in the yard. At a Dougl ass
Col | ege presentation made by Carotee Schneemann | was deeply noved by
the self-revelatory quality of her work. The public were let into her
personal life and her not so secret |love for her cat. Wien | descri bed
the content of the film Carolee and the cat kissing, to a

col | eague/friend, she gasped: "That's bestiality.” But what | saw didn't
feel like bestiality. If art conmes from somewhere deep within the
creator, it felt like the inner secret life of Proust or Bal dwin yes,
chance had limtations. Although Dick said to use any nunbers for the
speeches we nade, the nunbers he had randonmly chosen had a rhythm and
time duration which needed to be preserved. In addition, a 9 6 CRI T
CALMASS
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specific group of nunbers had to be preserved as cues for the next
speech or action. So performance work was never as random or haphazard
as life. Recently an artist was discussing currently innovative art work
with ne. He said that com puter art events are interesting new work

but inpossible to sell. Thinking back, one could say, "Okay, what's new
about that." Most performance work is not about sales. It is about the
compul sive act of creating, of sharing the inner self, the spontaneous
percep- tion of sonething special, unusual, exquisite. Letty Lou

Ei senhauer and Fl orence Tarlow performing in Dick Hi ggins's Two Generous
Wnen, May 1-2, 1962, Living Theater, NYC. Photos: Dick Hi ggins,
collection Letty Lou Ei senhauer, NYCi EI SENHAUER97 v_. ,~ %
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The Thousand Synphonies DI CKHI GGI NSi-intention There are not
a thousand synphonies in the body of literature to which this nanme has
been given: there are many nore. Not all have been blasted into

exi stence as yet, nor will all be blasted in by any one conposer. But
each is the result of violence on the part of its makers, and each
exenmpli- fies a clear power relationship anong the perforners which
characterizes our understandi ng of the exertion and inposition of one
will over another in the nost dictatorial and technical way. The

rel ationship may be taken as an exenplum tragic or heroic or repulsive
or wonderful, but is to be followed to the fullest. ii-resources The
concept of all the pieces in this literature is that each utilizes the

| argest nunber of instrumentalists and vocalists, the former using the
greatest variety available to themw thin the very arbitrary

i nstrunentation of the orchestra described on the paper used as source
materials. The ensenble is presided over by the conductor. iii-notations
The notations are nade by nachi ne-gunni ng nmusi c paper with the standard
ensenbl e indicated on it. The fragnments are gathered together, wthout
regard to whether they are torn, shattered, shredded or nerely
punctured, and the conductor attaches themto unshot pieces of paper, as
many to a sheet as seens appropriate, and as many sheets as necessary in
t he opinion of the conductor. These sheets are now xeroxed and

di stributed anong the perfornmers. iv-interpretation The perfornmers play
fromleft to right, but they nmay repeat any fragment. Any rip of paper
crossing their parts indicates the shape of the nusical event as well as
what they nmay play. The lack of a rip neans that they are silent during
this novenent Fragnents nmaybe repeated ad lib, subject to the censorship
of the conductor, but once a fragnent is left, the performer noves on to
the next fragnent and does not return. The fragnments are repeated at
irregular intervals, but each tinme it is played it is as identical as
possible in all ways to its first appearance. For exanple: the Banjo has
four rips in his part on one page, and none on the next page, which the
conductor decides is the nunber of pages to the novenment. He plays his
first rip very harshly, but he changes neither tenpo, tinbre, nor any
detail (opposite) Dick H ggins with of his plucking that he can help
over (for exanple) six tinmes that he repeats the machi ne gunned scores
for The Thousand Synphoni es, fragnent. The second rip doesn't interest

hi m nuch and he plays it alnost silently Novenber 1968, South Brunsw ck
and only once. But the conductor, who is the censor, likes it and
indicates a repeat, Police R fle Range, Janesburg, which is forthcom ng.
The third rip is played three tines, and cones out in all ways NJ.

Phot o: Das Anudas courtesy Geoffrey Hendricks Archive, NYC the sane each
tinme. The fourth rip suggests to the Banjo player a virtuoso passage, H
I GGI NS9 9
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which he tackles twice and is on the point of repeating a third tine
when the con- ductor cuts himoff. Then he waits for the novenent's end.
The conductor tries to cause the perforners to divide the tine
proportion- ately to the horizontal space of each page, regardl ess of
the tempo which he has cho- sen for the novenent, and this is a
criterion of his censorship. He also increases and decreases vol unme ad
lib. Most inportant, he cues perfornmers in. However, the straighter the
rip, the sinpler the tinbre, and the nore direct the nelodic |ine chosen
to suggest the novenent of the rip. A very shredded Iine would either
have a very conplex, inpure tinbre or an involuted and conplicated
melodic form And finally, the angle of the rip deternines the tenpo:
the sharper (verticle on the page) the faster the fragnent is played,
novi ng either up or down as indi- cated, overall, but taking the nature
of its line or its tinbre fromthe nature of the rip as nentioned above,
so that a very horizontal but clean rip would suggest a very ada- gio
passage while a nessy horizontal one woul d suggest a conpl ex nel ody or
timbre (or both) noving as shown. v-nmechani cs No nunber of novenents or
duration for the performance has been speci- fied. These are deterni ned
by the conductor. ldeally the notations would be manufactured in front
of the spectators, fromgunning to assenbling and xeroxing, then
perforned by the ensenbl e which had previously been rehearsed using
sanpl e notations. The perforners should occupy considerabl e space
horizontally in proportion to the audience, in order that the perceived
effect should have a clear relation to the typical spacing of the
notation. It is not at all essential that all the parts indicated on the
musi ¢ sheets be per- fornmed at any one performance. \Were there is a
choi ce the conductor makes it, not always on the basis of availability.
-New York City July i2th, 1967 DI CK H GA NS: Danger Misic No. 12
(opposite) Machi ne gunned scores for The Thousand Sym phoni es, Novenber
1968, South Wite a thousand synphonies. Brunswi ck Police Rifle Range.
March 1962 Photo: Das Anudas courtesy Geoffrey Hendricks Archive, NYC
HGAENS 101
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The Thousand Synphonies: Their Story DI CKHI GGI NS In the Spring
of 1968 Geoffrey Hendricks and Robert Watts told nme of a project that
was af oot at Dougl ass Col | ege, where both were teaching at the tine, to
organi ze a show around guns. At that tine the USA police seened to have
not hing better to do than to chase down teenagers for possessing

m ni scul e anounts of marijuana and throwing themin jail, thus ruining
their lives. Renenbering CGeorge's piece for nme and ny nusic paper, |
decided it would be nore worthy if one could set all the policenen in
the USA to conposing synphoni es thenselves. So | proposed that the
beautiful nusic paper be nachine gunned and that synphoni es be derived
fromthe result. CGeoffrey Hendricks arranged for Captain Toby of the
South Brunswi ck Police to do this, which duly happened with a 9nm MP40
Schnei sser submachi ne gun, filnmed by Alison Know es. The film sur-
vives. Arusty mlk can which was at the rifle range was used to hold
sonme of the paper for convenient shooting; it then becanme a scul pture,
cal l ed Synphony Di spenser (1968), and is now in the Samr ung Hahn at the
Modern Art Museumin Vienna, Austria. A vol- unteer orchestra, conducted
by Philip Corner, performed nine of the resulting synpho- nies at

Dougl ass Col | ege on Decenber 9th. Maciunas had to work at a design job
the evening of the concert, as | recall, so he was unable to attend the
performance, a pity since he told nme he |iked the project and there has
been no subsequent perfornance to date. The Dougl ass concert was taped
but the only copy | know of disappeared when the Ars Vival Galerie in
Berlin, Germany, went bankrupt in 1984. The whol e situation was doc-
unented with photographs in Source Magazi ne in 1970; any phot ographs
which | had went into Source's files and I do not know where these are.
Excerpted from Di ck Hi ggi ns, self-published The Thousand Synphoni es:
Their Story (Barrytown, NY: Decenber 6, 1991. ref. page 2 of 3). The
text remains unchanged fromthe original. 102 CRI TI CAL MASS
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Alr ~-~ .~ . ._r,.. ~_. ~ " Participants at the event creat- ing
the scores for The Thousand Synphoni es, Novenber 1968, South Brunswi ck
Police Rifle Range. Top (left to right) John Goodyear, Alison Know es,
Philip Corner, Geoffrey Hendricks, and Ml an KniZzZak. ~ 10 4 CRI Tl CAL

MASS
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106 CRITICAL MASS Philip Corner arriving to conduct The Thousand
Synphoni es, Decenber 9, 1968, Hi ckman Auditorium Dougl ass Col |l ege.
Phot 0: Das Anudas courtesy Geoffrey Hendricks Archive, NYC
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of New Brunswi ck. Rutgers U. and Dick Hi ggins-in that order PHI LI P
CORNER(Except that | knew Dick first.) (And Geoff Hendricks Last.)
And | was out at the town of New Brunswi ck |ong before | had anything to
do with Rutgers and quite a while after having anything to do when

found out how inportant Rutgers was! (And then, later, nuch |ater, as
fortune would will it-I became a professor there too. Wth Bob and Geoff
too now ny col | eagues.) Anyway, back to Dick. Before his Thousand
Synphonies ("Ww " we said) could be played (or at |east three of then
they had to be witten. O in this case, shot. Shot out of the barrel of
an automatic rifle: courtesy of the New Brunsw ck Police Departnent. And
again as luck or fortune would have it | was out there that day and went
tothe firing range with them Dick's extra | arge sheets of orchestra
paper. The bullet holes CORNER 1 0' &l t;
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no one brave or foolish or just dedicated enough to stand there hol di ng
it; certainly not Dick. (Do philosophi- cal questions of authorship here
i ntrude?) Anyway. It seened that even energetic sprays of deadly fire
were not making that many holes in Dick's score. Goes to show how many
notes we need for nusic. My nenory has nme maki ng the suggestion to rol
up the paper. Each bullet to pass through so many nore potential sounds.
Later | saw how Dick's inspiration led on to further invention, or at

| east intervention. He sprayed various colors in areas around so when |
came to conduct themthose three-the players could interpret themas a
variety of "feeling areas." The colors of tone of course already as in
all rmusic given by the specifications of instrument. Many years |ater
when we, all of us or alnost it seens, had nmade that wonderful cre-
ative connection to Italy through the Edizione "Pari e Dispari," then
did Professor Hen- dricks invite Rosanna Chiessi to an Art Depart nent
sem nar. Meanwhile back in the city on Spring Street there is-was?-a
restaurant called Napoli or Bella Napoli where Alison and | brought
Rosanna once only once and where we | earned that there "si nmangia

mal i ssi nb" so we've never gone back, of course. Meanwhil e back at

Rut gers the concert was prepared. Not as nmuch rehearsal as | woul d have
i ked, nor as many nusicians. Some day this, or sone of this/these, nust
be done by the New York Phil harnonic. Not a bad performance anyway as |
renenber. Exited with nmy "4th Finale;" an inprovised processi on way back
when the Sonething El se was a Press. Dick had published the text-score
in the collection The Four Suits. This nost useful conposition has been
quite a Fluxus story; the photo by Peter Muore remains of the procession
down the staircase from Carnegie Recital Hall |ed by a baton waving

Kuni haru Aki yama closely followed by Charlotte Morman hol ding her cello
up while playing. This piece usually does not use a conductor. It served
again at the funeral celebrations for old Bob Watts, |eading us friends
fromthe house back to the | ake. But before finishing it the concert
woul d have had to start. That evening was filled with Dick's synphoni es.
Three of themonly (How | ong would they all take to play? Can the

conpl ete set be found and brought together again? Wre there ever really
a thousand?) and of these one called "Ad honorum Philippi:" | do indeed
feel honored. Reggio Enilia 2002 108 CRI TI CAL MASS
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Dougl ass Col | ege New Rrunswi ck, New Jersey Decenber 9th, 1968 from THE

THOUSAND SYMPHONI ES, by Dick Hi ggins |- Docunmentation of the Execution
of the Notations ii- Synphonies #21- Wth C audia Runmel #160- #200-
#203- In One Movenent #204- #343- Ad Honor em Phillioi #460- #730- The
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Not col d because people will lie on the floor. PARTICIPANTS, MORE IS
BETTER! Everybody who wants to participate nust do everything that is
wanted (like a church). THE ROOM The A d Gym THE PARTI Cl PANTS: You This
is what M| an Knizak, a Czechosl ovakian artist and |eading figure in the
avant garde has called for a Happening that he will do at Douglass this
Tuesday, Decem ber 17, 1968, at 7:00 pm It is for participants only
and those who want to take part should be at the Od Gymat 7:00 pm The
performance will be followed by a talk on experinental art in the United
States and in Czechoslovakia by M. Knizadk at 9:00 pmalso in the Ad
Gym and open to everyone. Ml an Knizak blindfolding participant Ceoffrey
Hendri cks for Lying Down Cerenony. Photo: Das Anudas courtesy Geoffrey
Hendri cks Archives, NYC KNI ZAK 1 1 3
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PARTI CIl PANT: My reactions at first to Mlan Knizak's piece were that it
was a Non- Happening. | expected sonething a bit nore constructed, nore
i ke a Kaprow Happening, with props and things. | expected to find
mysel f creating unusual visual effects as we did in class wth newspaper
and cloth, or manipulating sonething to create sone kind of effect that
could be either seen, snelled, heard, touched, or otherw se detected by
t he physical senses. Instead | was manipulated. | didn't create
anything. | experienced something. My mind did tricks for nme. Al that
while on the cold wooden floor, ny mnd did nmental gymastics reacting
to the situation. | experienced a car- nival of enotions fromboredomto
anger to fright to inpatience to confusion to enjoynment to wonder. The
best part was that | realized what really happened during the Happening
that nany peopl e thought didn't happen. My mind with the catal yst which
Kni zdk provided did cre- ate something-a very intricate pattern of

t houghts and enoti ons woven together to keep for the future. 114
CRI TI CAL MASS PARTI CI PANT: | participated in MIan Knizak's Happeni ng
and found it to be exhilarating and self-revealing experi- ence. Totally
unawar e of what was happening at the first nonment | entered the Ad Gym
except that silence was to be maintai ned, | whol eheartedly placed nyself
into this artist's grasp alnost as if | were a new born child. Wthout
sight | immediately tried to concentrate on ny senses of hearing snel
and nmovenent. In walking | tried to follow the novenent of Knizak's body
by sensing his rhythm vibrations, and snell. \Wen placed upon the hard
surface, | becane aware of breathing around nme. The area was cold. As |
mentioned | had decided to totally trust Knizak. So | waited and |
waited. | began to nove ny hands about nme trying to di scover what was
about nme. | first becane aware of a shoe. It was large with thick, dirty
soles. On the other side of ne | becane aware of sonething cold and
danp. It was a hand. At first tactile touch, | inmediately noved away.
Soon, however, | began to explore again and finding the hand | ess
hostile to ny own | began to touch this hand. | was soon able to tell
that this person was a man with an old sweater because it was beady. He
had a certain smell which was not unpleasant. H's hair was |ong and
coarse. He had a nustache and beard but not too full. H's body was | ean
He was wearing beads and cordu- roy pants. | learned a great deal about
this person and | amsure he did about ne. But what |I felt was a very
beau- tiful thing. We had devel oped a rel ationship of security and
warnmth. Put into this strange environnment filled with tension we were
able to share our tension and to nini- mze it to a great deal. W

devel oped a rel ationship that was based w t hout any of the
preconceptions and preju- dices that sight affords. It was as though two
bl i nd peopl e had hel ped each other and had becone friends. So many

t houghts went through ny head as to what | was doing and feeling that |
becane unaware of everything el se about ne. \Wen the Happeni ng was over
and the video tape was shown | was shocked to find that | had been the

only one who had acted in such a way. | began to feel as though | had
done sonething wong and that | should be ashaned. But, eventually |
realized what | had done was in my heart. | felt trust and acted in such

a way that accorded security. | became nore aware of nyself and of



others. If only all could trust another so conpletely so that sharing
coul d be beautiful and warm and honest. Two responses from partici pants
in Lying Down Cerenpony, Decenber 17, 1968. Courtesy Ceoffrey Hendricks
Archive, NYC M1l an Knizak hel ping a participant in Lying Down Cerenony.
Phot 0: Das Anudas, courtesy Geoffrey Hendricks Archive, NYC
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In what way does birth not differ fromdeath? |Is Mdscow far away? Wul d
Van Gogh have been ny friend? Can ny eye swimin your eye? Wiy can't |
wite a new Bible? Can feelings be materialized? Is it possible to
forget abso- lutely? Are red clothes beautiful? Can | have a body of
|ace? Do | have the right to hate? Wy do | |ove the apostles? Does
anyt hi ng resenbl e your novenents? Does anything resenbl e your unspoken
words? Isn't that which hides behind the surface of your glances the
uni verse? Am 1 not the universe? Were are the true nanes of things

hi dden? How does one solve a quadratic equation? Are you afraid of
silence? Are the rays that fall froma July sky on a summer evening
cheaper than the rays that burst Reprinted from Ml an Kni2ak, forth from
bl i nding white snow on a January norning? Do you |like your nane? Do you
Actions for Wiich at Least |ike ny name? To whom do | bel ong? Wio has
the right to decide about ne? Who Sonme Docunentation Remains, confers
such a right? Wiere do dreans bl osson? Where do dreans not wilt? In

whi ch 1962- 1995, Prague: Gllery, 2000, p. 152. Witten in 1968 sea do
only golden fish swin? To whom do the stars bel ong? In what places on
earth in a Vienna prison. is happiness concentrated? Is it beautiful to
die? KNNZAK i 15
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18CRI TI CAL MASS 100 cardboard boxes are to be assenbl ed
rapidly and then used for building in a nethodi cal way throughout the
chapel
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CARDS: There will be a stack of cards in front. If you have nothing to
do, go and draw a card fromthe deck, and do what it instructs you to
do. Wen you are fin- ished, replace the card at the bottom of the deck
SOUND: There will be an electronic tape by Ken Wrner played during the
first part. When the tape conmes to an end, go behind the procession with
gorillas and choir, Flux-Mss, February 17, 1970, Voorhees Chapel,

Dougl ass Col | ege, New Brunswi ck, NJ. Photo: Das Anudas, courtesy

CGeof frey Hendricks Archive, NYC
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Q :~~~ . . . _ . Two large sheets of plastic in the balcony are |et
down and drawn across the audience. 1 1 8 CRI TI CAL MA S S 100
cardboard boxes are to be assenbled rapidly and then used for building
in a methodi cal way throughout the chapel.
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Hui Ka Kwong (left) and Geoffrey Hendricks (right) with student

partici pant, The sky is the Limt, February 17, 1970, Voorhees Chapel,
Dougl ass Col | ege. Photos: Das Anudas, courtesy Geoffrey Hendricks
Archive, NYCHE NDR I CK S 119 The large sheet of white paper across
the front has one line drawn across it.
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The Ritual Readynmade and O her Lessons of the Flux-Mass HA NN A HH |
G G|l N S This short overview of the Flux-Mss begins with two absurdly
sinmpl e observations. First, as this catal og denon- strates, the

Fl ux- Mass was a relevant art event in the world of anbitious art.
Second, the event occurred at Rutgers University, an established public
institution. When com bined, these two basic aspects of the Fl ux-Mss
suggest sone interesting issues relating both to the practical and
institutional history of avant-garde art and to how avant- garde
artist-teachers in the 1950s and ' 60s devel oped new ways to work with
students in an institutional setting. The circunstances are directly
parallel to Fluxus nore generally and offer insights into the
relationship between Fluxus and that ubiquitous fam |y of practices

| oosely cra- dled by the term"readynade," with which Fluxus is rou-
tinely associ ated. The broader cultural inplications of these overl ap-
pi ng franeworks are too vast to address in this short piece, although I
have attenpted a brief sketch of the Flux-Mss as effectively
denmonstrating institutional change. The very possibility that the

Fl ux- Moss could occur at Rutgers illus- trates a variety of shifts
rangi ng fromincreased free speech to interdisciplinary support and a
broadly con- ceived rel ationship between the university and its internal
and external communities. In other words, the Flux-Mass is inmportant not
only as an art event but also as a high point of pedagogi cal
experinentation in the postwar period, which in turn puts positive spin
on the idea of an institu- tionalized avant-garde practice. The Ritua
Readynade Rut gers student, Flux-Mass participant, and Fl uxus arti st
Larry MIler describes the Flux-Mdss as "a ritual ready- nmade."1 This
deceptively sinple statenent suggests that, even as an artistic practice
the Fl ux-Mass has two rather conplex conponents. These are the Ronman
Catholic rit- ual and an artistic framework |inked sonehow to the
readymades of Marcel Duchanp. As used by MIler, the term"readynade"
suggests the extent to which the form content, actor roles, and
materials of the Flux-Mss were determned by the strictures of the
Roman Cat holic nass. Fromthe perspective of the readynmade as a prefab-
ricated art form it cones as no surprise that the parody seens

predi ctabl e: The priest's assistants wore gorilla costunes, and the
front of the priest's vestnents changed frominmges of Napoleon to the
Venus de Ml o to George Washington . . . The sacranental wine was in a
pl asna tank with hose. Wafers were | axative and bl ue urine cookies. The
consecration of the bread, a giant loaf filled with sawdust, was done by
a nmechani cal dove (Holy Spirit) nmade by Joe Jones which npbved across
overhead on a wire and dropped nud froma can onto the |oaf. Antiphona
"chanting" consisted of sound effects such as barki ng dogs and

| ocomotives. In another instance bird calls were answered by gun shots
fromthe priest. The Lord's Prayer was said in a dozen | anguages. Signal
fl ags were used. Snoke bonmbs becane candles. An inflated Superman filled
with wine was "bled". It was a spirited performance in true Fl uxus
style, enjoyed by many, but it infuriated the Episcopalian chapl ain.

Al t hough he was seen chuckling during the Flux-Mss, inmediately
afterwards he started to stir up trouble. He wote to other chapl ains,



clergy, legislators, nmenbers of the Board of Governors, and to
parishioners getting themto protest to the college and the university.
Suddenly | was in the mdst of a lively controversy, and was glad that |
had tenure. My role shifted from organi zer and partici pant to defender
It becanme a |l ocal cause célebre. It is certainly one of Maciunas's ngjor
works. Right to the end of his life Maciunas had wanted to have anot her
Fl ux-Mass, if possi- ble in a church in ltaly. Sadly this never

happened, but on Septenber 21, 2002, together with the Fluxus Freunde

W esbaden, and M chael and Ue Berger, | arranged another Flux-Mass in
the Kirche des Hunors. Wth four graduate students and the participation
of Ben Patterson, Takako Saito, Emett WIIlians, Ann Noél, we recreated
the mass, helping to celebrate the 40th anniversary of the first Fluxus
concerts in that city. On Septenber 20, the night before, with a ful
noon, there was a Procession of Fluxus Saints comem orating the
deceased Fluxus artists. In connection with Critical Mss recreations of
t he Fl ux- Mass take place in Johnson Chapel, Anmherst College, on February
16, 2003, and in Voorhees Chapel, Douglass Coll ege again on Novenber 1,
2003. Geoffrey Hendricks, adapted from"Fluxriten" (Flux Rites), in René
Bl ock, editor, 1962 W esbaden FLUXUS 1982 (W esbaden: Harlekin Art and
Berlin: DAAD, 1982), pp. 151-57. 1 30 CRITI CAL MASS
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ence to and el aboration on the Catholic mass, the Flux- Mass underscored
si mul taneously the absurdity, the pag- eantry, and the beauty of its

el evated other. In sinmulta- neously ridiculing and el evating the
aesthetic conponent of its referent, in other words, the Flux-Mass is a
typi cal Duchanpi an readynade. There is, however, a significant

di fference between the readymades of Marcel Duchanp, which were nade to
be seen and thought about,3 and Fluxus artists' use of everyday
materials in their readymade work, which is nade to be used and handl ed.
As | have stated el sewhere, both Fluxkit nultiples (containers for
everyday items with sone formof thematic or experiential coherence) and
Fl uxus events (reduced-neans performances of everyday activities) have
cross-cognitive inplications that denon- strate the extent to which

Fl uxus chal |l enges the way West- erners typically process information.4
The activators of the kit, like the event performers, think across the
senses: touching, tasting, listening, noving, witing, speaking, and
licking their ways to a greater appreciation for everyday culture and
sensation, an experience that is largely filtered out by nethodical

anal ysis, the pristine vitrines of nuse- uns and phot ographic
reproduction alike. It is an experi- ence that is beside the point for
Duchanpi an readymades. This distinction between the standard readynade
and Fluxus work is not in any way |l ost on the artists, which nay be why
M1l er describes the Flux-Mass as a "rit- ual readynade" and not nerely
a mass performed straight by non-Catholics, which would be a "readynade
ritual.” The object in the former is the readynade, which necessarily

i ncludes this process of systematic inversion that the latter does not.
O so it would seem Inverted rit- uals thensel ves have deep historica
roots within Roman Catholicism Wtness the inverted |ogic of nodern
Mardi Gras kings and queens (everyday people), and nedi eval passion
plays (in which Christ is everyman). In the end one m ght argue,
rightly, that the reversed term"ready- nade ritual" does describe both
the inverted mass of Roman Catholicismand Fl uxus. The Flux-Mss differs
pri- marily fromthese precedents not so nmuch because it sub- jects the
nmass or the religious hierarchy to the inverted |ogic of the
carni val esque, as because the Fl ux- Mass was perforned by people

i dentifying thensel ves as students and artists. For the church, the
fornmer is permitted as a neans of letting off steamand preparing for a
season of asceti- cism In contrast, the negative reaction of the church
fathers and some nmenbers of the university adm nistration H GG NS 121
Alison Know es as Gorilla in George Maciunas's Flux-Mass, February 17,
1970, Voorhees Chapel, Dougl ass Col |l ege. Photo: Das Anudas, courtesy
Ceoffrey Hendricks Archive, NYC
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to the Flux-Mss suggests the recognition of the mass as a kind of end
initself for the artists. Fromthis perspective, inversion occurs for
its own sake as a testinonial to artistic freedom Put differently, at
the Fl ux-Mass the Roman Cath- olic mass was sacrificed on the altar of
freedom and free speech that lay at the foundation of |iberal denocratic
i deol ogy. To a |l esser or greater extent, the much maligned excesses of
the 1960s can be held under the unbrella of testing the innovational
limts of this freedom This is con- sistent with the m ssion of Rutgers
University during this period. That there was a hue and cry agai nst and
for the Flux-Mass denpnstrates nmerely the necessary linmts of freedom
for sonme, and the m ssion of tolerance at the uni- versity as a whole
for others. Free Speech at Rutgers Wile the Flux-Mass triggered "a
maj or controversy,-5 in artist-teacher CGeoffrey Hendricks's words, he
was ulti- mately protected on this and subsequent occasions by tenure
and the free-speech nandate of the university's enlightened president,
Mason Gross. This turning of the tide explains the university's
subsequent defense of free speech. The words spoken at Gross's inaugura
address on February 7, 1959, signify the end of the era of MCarthyism
wi th which Rutgers had been associated: | can think of no words in the
Engl i sh | anguage which are nore beautiful than the words "a free
spirit." Few of us ever achieve this freedomfully, but, w thout envy or
regret, we can recognize it as the shining star which best synbolizes

t he profoundest aspirations of mankind. It nust therefore always be the
ultimate aimof this uni- versity to provide the atnosphere and the
intel- lectual conditions in which alone the free spirit can survive.6

I medi ately prior to this tinme, under the | eader- ship of Goss's
predecessor, Lewis Wbster Jones, univer- sity actions agai nst outspoken
faculty menbers had ceased.7 Overt cold war tactics were abandoned as
well.8 And in June of 1964, the renowned painter Ben Shahn, hinself

previ ously denounced as a Communi st, received an honorary degree from
the university, "which no doubt underscored in the m nds of sone

i ndividuals the university's inmage as an institution commtted to the
concept of academ c freedom’ (Newark Evening News, June 4, 1964(.9 1 2 2
CRI TI CAL MASS Peter van Riper in procession with gorillas and
choir, Flux-Mass, February 17, 1970, Voorhees Chapel, Dougl ass Coll ege,
New Brunswi ck, NJ. Photo: Das Anudas, courtesy Geoffrey Hendricks

Archi ve, NYC
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.ir- Student Lynn Tannenbaum addressi ng position of students at a
speci al neeting during the Student Strike, Voorhees Chapel, Dougl ass
Col | ege, New Brun- swick, NJ. Photo: Susan Ryan |earning and |iving need
to be inextricably Iinked throughout the process of education in order
for the edu- cation to occur at anything but a superficial |evel. Wen
evaluating college |life, Botstein said this: W need to focus on the

uni que opportunity that the coll ege years provide to inspire young
individuals to try to understand and reflect on the world in which they
live and their relation- ship toit.... Were those connections are nost
i mportant are in the classic Freudian pairing, |ove and work.18 This
pairing of |ove and work may be nost obvious in how the uni que persona
hi story of Geoffrey Hendricks can be brought to bear on his work as a
teacher. His father was Walter Hendricks, founder of three experi-

nmental colleges in southern Vernmont. Anbng these was Marl boro Coll ege
(chartered in 1946 and opened in 1947(, whose denobcratic organization
and i ntegrated 124 CRITI CAL MASS curricul um echoed the nodel of Bl ack
Mountain. In the founder's words, "The instructor is not a taskmaster
but a friend to help a student to help hinself . . . courses of
instruction are related one with another, because life is |ived that
way. " 19 Hendricks's secondary education reflects the ped- agogi cal
orientation of his father. Like Happenings artist Carol ee Schneemann, he
was educated at the |liberal Putney School in Vernont, which |Iikew se
enphasi zed social responsibility, experiential |earning, and faculty-
student exchange of ideas. For our purposes, the Flux- Mass was a
research opportunity for those involved. It would have invol ved research
or know edge of the Cath- olic nass, of everyday materials, and of the
university's relationship to the community, as well as awareness of the
experimental theater that Hendricks had brought to the chapel one year
earlier with a Happening called The Sky is the Limt.
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very little was said."28 But a | ot was done. In 1965, Watts received a
grant fromthe Carnegi e Foundation to devel op an experinmental workshop
at Dou- glass College. In 1967-68, he carried it further at Santa Cruz
with another grant fromthe Carnegi e Foundati on. He brought the workshop
back to Rutgers in final formin 1969. The syll abus descri bed the course
as "a situation wherein a small group may find a way to inquiry both
sin- gly and wholly. The workshop often concerns itself with finding out
what can be done by doing it. The inplication is action, inmediate and
responsive, rather than thought- ful consideration and sl ow notion
maneuvering."29 The description continued in open-ended terns to denon-
strate the extent to which the workshop was nmaterially, tenporally, and
geogr aphically open: "In general the class will neet in afternoons so

t hat evenings can also be used. There will also be work on weekends. The
nature of the work at hand may call for neetings at other tines, for
exanpl e sunrise, so students nust be flexible in tine commtnent." 30

Li kewi se, Hendricks's courses were open and experinmental in the
framewor k, al though they gener- ally had nore thematic consistency than
Watts's work- shop. A typical proposal called "Art and Environnent," had
thematic, albeit interdisciplinary, unity: "Environment as medium art
obj ect and idea influenced by environ- nent; selected environnent as
art. is all on one side."32 It is possible to understand the pedagogi cal
i nnova- tions of many nenbers of the Rutgers Group-Hendricks, Brecht,
and especially Kaprow and Watts-as extensions of their interdisciplinary
and |ife-based art practices. HI GGI N S 125
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I ndeed, performing the role of teacher is, as Filliou's title
denonstrates, a performance-art form The inplications for art and
education are vast and too nany to address systenatically here. At sone
point | intend to wite a book on the subject. However, it is possible
to sketch out gener- ally the nechani sm of cross-cognitive facilitation
enabl ed by the artwork and the classroom practices alike. Lessons of the
Fl ux- Mass, Art Education, and Cognition The one-sided nature of power
rel ations between art and its verbal explanations, as described here by
art historian and theorist Tom Crow, reflects the predilection for

ver bal know edge in Western academ c di scourses and educa- tiona
institutions. It is a bias that explains some of the hostility to
critics routinely felt by artists. The point is not that explanatory
witing is futile; only that it tells one part of the story. Literary

t hi nki ng constitutes but one formof intelli- gence as defined by
educational reformer and theorist Howard Gardner in his watershed study,
Franes of M nd: The Theory of Multiple Intelligences.33 Gardner
criticizes educators who reflect the cultural values of literary and

| ogi cal -mat hematical intelligence at the expense of the other five (or
nore) fornms of intelligence. These include Ar° Ab nusical, spatial
bodily kinesthetic, and inter- and intra- personal intelligences. That
each of these has an art form associated with it, and that the arts are
historically under- valued in this society, cones as no surprise.
Gardner wites: For well over two thousand years, at |east since the
rise of the Geek city-state, a certain set of ideas has dom nated

di scussi ons of the human condition in our civilization. This collection
of ideas stresses the existence and inportance of nental

power s-capacities that have been vari- ously ternmed rationality,
intelligence, or the deploynment of mind.34 In other words, because they
fail to conformto the historic nodeling of intelligence, nopst
musi ci ans, artists, dancers, and people whose interests are not
primarily lit- erary or mathematical have scant place in the everyday
successes of people in the West. Wat's nore, these vari- ous
intelligences are underutilized in traditional educa- tional settings.
The interdisciplinary basis of the Flux-Mass as a pedagogi cal experinment
has inplications that fly in the face of this rationalized, literary
nodel of intelligence and education. First, like the Catholic mass, the
Fl ux- Mass was si mul taneously heard, seen, felt, enacted, socially
intense, and nultidinmensional. As an event, it put into play nearly
every formof intelligence naned by Gardner. One could argue, then, that
bot h masses are accessible through vir- tually any given intelligence
form which mght then access the others through its natural proclivity
in the mnd of a given visitor. Not surprisingly, these intelligence
forms appear to have a basis simultaneously in cultural exposure,
genetics, and neurobiology, a triangulation that Gardner describes in
sone detail. Al fornms of intelligence share certain traits such as
probl em sol vi ng, probl em posi ng, savants and prodigies, identifiable
operations, and susceptibility to encoding in sone formof system 35
Where the Flux-Mass differs fromits Catholic other is in its creative
depl oynment of these traits by participants. In the official mass, the



parts are enacted ritualistically, or by habit. In contrast, as a con-
tenporary art event, each aspect of the Flux-Mass had to be researched
and explored for its inverted possibilities (problemposing) in such a
way that its relationship to that ritual would be sustained (problem
solving) and comruni - cated to audi ence nenbers and coperforners alike
(codi- fication). In the mx, then, we find in the Flux-Mass an
educational and artistic practice of multiple intelligences that is
positioned against the ritual and hierarchical fixity of Roman
Catholicism 126 CRI Tl CAL MAS S Students with rope in

CGeof frey Hendricks The Sky is the Limt, Febru- ary 13, 1969, Voorhees
Chapel . Photo: Das Anudas, courtesy Geoffrey Hendricks Archive, NYC
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On Monday, Septenber 16, 1968, the students in Art 101-102 began to draw
amle long |line where a piece of chalk mght fall off the chalkrail in
Arts Building, Studio 1. The line consists of 38.5 pieces of chalk
measured in length by a 50 foot piece of string narked in 2 foot
segnments. The event is chronicled by the students in a witten report
that register captions witten along the line and conments of passerhbys
and workers. Students in Geoffrey Hendricks's Art Structure | O ass
drawing a mle long |line, Douglass College. Photos: Geoffrey Hendricks
NN1lr HGANS 1 'L
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As stated above, the creative engagenent with the set form of the Ronan
Catholic mass is what differenti- ates the Flux-Mss as a "ritual
readymade" instead of the readynmade ritual of the proper nass perforned
accord- ing to the strictures of tradition. Surely it is nore than nere
coi nci dence that as the sexual abuses of Roman Catholic priests and
archdi oceses are being brought to light, a parody mass shoul d be
reconstructed. In their private dealings with strayed priests, many

bi shops and functionaries, acting as the church's assistants, hove acted
as the buffoons the Fluxus parody of the mass instantiates. For many of
the victins of these priests, as for the public that today w tnesses

t hese personal trage- dies, both the hierarchy and its rituals have been
ren- dered ironic by the institutional hypocrisy mandated by
institutional self-preservation. Fromthe perspective of 2002, indeed,
one could say the Flux-Mss doesn't go far enough. This work m ght have
been rewitten, instead of reconstructed, to better reflect current

probl ens pertaining to Ronan Catholic practice. But so be it. As it
stands, the overt content of the Flux-Mss reflects the generalized

anti establishment zeitgeist of the 1960s while it provokes sone
interesting and innovative cognitive approaches. 12 8 CRI TI CAL M
A S S Choir at George Maciunas's Flux-Mss, February 17, 1970, Voorhees
Chapel , Dougl ass Col | ege. Photo: Susan Elizabeth Ryan
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Arbeiten von George Maci unas and nei ne Anregungen and Zusanmenarbeit bei
ei ni gen Gei st-reichen and profunden Fl uxarbeiten der 70iger Jahre," in
1962 W esbaden FLUXUS 1982 (Berlin: Berliner Kinstlerprogramm des DAAD
and W esbaden, Germany: Harlekin Art, 1983): 151. 3. The pictorial basis
of Duchamp's work as a whol e has been denonstrated definitively in
Thierry de Duve, Pictorial Nom nalism (M nneapolis and Oxford:

Uni versity of M nnesota Press, 1991). 4. See Hannah Higgi ns, Fl uxus
Experi ence (Berkeley: University of California Press, 2002). 5.
"Suddenly | found nyself in the ..ERR COD:2.. von George Maci unas and
mei ne Anregungen and Zusammenarbeit bei einigen Ceist-reichen and

prof unden Fl uxarbeiten der 70iger Jahre," in 1962 W esbaden FLUXUS 1982
(Berlin: Berliner Kunstlerprogranm des DAAD and W esbaden, Germany:

Harl ekin Art, 1983): 151. 3. The pictorial basis of Duchanmp's work
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2. Alb is a survival of the long inner tunic worn by nmen in the early
centuries. 3. Maniple was originally an ornanental handkerchief. It is
worn suspended fromthe left arm 4, Stole, which was probably worn by
Roman court officials, is the synbol of authority in the Church. The
priest wears the stole crossing it in front. The deacon wears it ..ERR
COD:2.. into the collar, serves the prac- tical purpose of protecting
the rich fabric of the chasuble fromperspiration. 2. Alb is a surviva
of the long inner tunic worn by nmen in the early centuries. 3. Mniple
was originally an ornanmenta
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QUTLI NE OF FLUX- MASS BAPTI SM vari ous m st sprays from above the heads at
3 entrances (deodorants, nedi cated vapor, perfunmes, disinfectant, various
flavours etc.) 1. OFFERTORY signal -nman assistant rai ses signal flags
(1,a,b,Z a,b,c,de, fg,h, 3,a,b,c,d,4,a,b,c,d,e,f,g) toidentify the
sections (scenes) a) Dom nus vobi scumal Procession, 2', all assistants,
bal d- heads and fur coats or under single cloak, small steps (4 per sec.)
to Marc-Antoi ne Charpentier - a2 Placing gifts on table and exit to

bal coni es (except for altar assistants) sinultaneously Second air de
Tronpette. a3 Antephon, priests chanting (recorded and real) answered at
bal cony by: barking dog, chicken coop, cows nooing (recorded) |ip-tongue
sounds (choir & mcrophones) cuckoo clock, alarm steam | oconotive
(recorded) a4 Sorting gifts out, 2 assistants with long sticks or
tongues, , appl ause, radios (choir & nicrophone) into waste can or onto
altar. tropical birds, cash register, choral fragnment (recorded) a5
Water to wine. Enter priest, start Joe Jones nusic instrunment no.1

assi stant decapitates upside down doll filled with wine over large tub
of water (alternate; brake suspended upsi de down bottle with club).
Priest chants in Japanese. 1st turn: Napoleon's front. 2. CANON Joe
Jones 2nd instrunment turned on. Priest comrences to inflate slowy (full
at end only) ~altar Gorilla assistants a) Sanctus, sanctus, sanctus
(morse code fromchoir); Benedictus & Hosanna (slow recitation, 10 sec.
per letter) proceed to eat b) lgitur - 5 prayers, renenbrance of the
living, Japanese chanting 5mn. furnishings. c) Major elevation -
consecration of Host, "3 bells": priest puts on helnet,gets hit onit,
|arge pot or tub is hit, bicycle bell. "3rd candle" is |Iit (plastic
statues with snoke bonmbs on hot plates) sneeze powder incense is carried
anong audi ence by assistant & giant bread positioned under suspended
dove, dove noves w ng, sounds & releases nmud. This is ny body 4 tines
normal speed, recorded, choir. Priest's 2nd turn: Venus de MIlo front.

d) Elevation of Chalice, Iift plasma tank and hose on rack, while This
is nmy blood, 4 tinmes slower than nornal speed recorded, choir. e)
Epiclesis, calling down of Holy Spirit bell sound, crushed pol ystyrene
snow storm from bal cony, with conpressor wi nd. f) Supplices,

renenbrance: |ip sounds through tube and m crophone, by priest. Priest's
3rd. turn: Washington's front. g) Commenoration of dead & |ist of

saints: choir simultaneously reads various |lists of saints Priest's 4th
turn: tonb cover front. h) Mnor elevation, (alternate tinme for sneeze
powder incense anong audi ence) or child enters does his thing, exits. 3.
BREAKI NG OF THE BREAD Joe Jones 3rd instrunent turned on. a) Lords
prayer, choir simultaneously in:

Engl i sh, Lati n, French, Spani sh, Ger man, Japanese, Russi an

, Czech, Pol i sh, Lithuanian,ltalian etc. b) Breaking of the bread: 2
gorilla assistants with clubs, or axes, sledge hanmers, nace etc. c)
Peace greeting, Priests' 5th turn: nude back front. d) Agnus Dei - Lords
Lanb: choir lanb sound (recorded or live) 4. COVMINI ON Joe Jones 4th

i nstrunent turned on. a) Priest drinks a quart or gallon (alternate tine
of inflating vestnment) b) Conmmuni on offered to congregation, (laxative &
bl ue urine cookies - watered wine fromplasma tank & hose or water

.. ERR, COD: 1.
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Gl447-t p lasf-er bre a4 ~ Lafi, 'Pafi-, Papal/ Lorrai.7e 61-0QzZZ, |de~
Fo~~~s; ~ ~ ~ ~ - Na (|l ese Fo_ rnoe Pvfeof Swfifta~ 1, f~n f~p~on ~ ~ 2,

Cosfv~es ~or C-ssisfa~Z~s G 7~rr,s ° 3 Nefho~ o{ ~~P&lt;~ f&lt;~y~i ~~
sPCfio~r t~g/V e~-2-- ~1bo~~- /2 |~e~pla~~s 3, /" 7i'c t- r O1lP |/o"W ~
7 ec~t& - | ba~ 4~ 2 er ¢ ~bt r - George Maciunas's handwitten notes
for Flux-Mass 1 34 CRI TI CALMASS
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OCll.- ~k (top) gorilla acolytes gather to carry the bread (bel ow) the
breaki ng of the bread, Flux-Mass, February 17, 1970, Voorhees Chapel
Dougl ass Col | ege, New Brunswi ck, NJ. Photos: Peter More ¢ Estate of
Pet er Mbore/ VAGA, New York, NY MACIUNAS: FLUX-MASS 1 35  .i i ~
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¢ l~arc~pc ttUN, (GeorgeQOvac una ) RU220r YARD BALLLOONt DASH Yal | d unne
ctePs for t,sea mO0. w-shrngto participate nust wear sneakers OBSTACLE
SHCES. shoe' filled w-haveas Q o raa, kec uu ,~~', Pavig many ? bay 1.
}:;;. cap 0; ~V c;°, NO9 °roam aofd o 6a °Oar | J~ ~ eee WRESTLI NG
BOXI NG & JOUSTI NG (George Maciuna) .rh as SOy o, °0 R Gant inflated
boxi ng gl oves, nusical gloves, snearing gloves. °af Westling with

slippery bodies, with paper clothing, etc. °°R¥P Jousting on bicycles

with carton tubes, |eaking feather pillows. o~ sayJe -~~~ LONG JUWP-W TH
LI GHTED CANDLE | ~[ . SHOT PUT: thrower with roller states (Ceorge
Maciunas) i-? > md ° d .~a00ill' ~r .: FLUX-SPORTS 6 & ,*~ a&i E @ ~ DE
~07GN-~oB. eefnsitti y~~aCL m~ Cn~"m~-i . VW' 'amlJ

..ERR, COD:1.. o0a oars,. y { BALLOON JAVELIN (George Maciunas) CeP°
a°Bpy | ~[ . SHOT PUT: thrower with roller states (George Maciunas) i-? °
mt ° d.~aoOill' ~r .: FLUX-SPORTS 6 a ,~ai Ef ~DE~ 0 7G
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elect at any tinme to walk, run, stand still, talk, etc., but they nust
do these activities according to the rules of the balloon face gane. 11.
GET ACQUAI NTED EVENT To ai d people in getting acquai nted, voice balloons
li ke those used in conmics and cartoons will be printed onto clear
contact plastic. Balloons will say many, nmany things. They will be
pasted onto people's cheeks. People can then carry on witty dial ogues by
joining together with other people having different voice balloon
captions. 12. BEAUTI FI CATI ON OF NATURE Wirkers to hel p beautify the

al ready beautiful UCLA cam pus. Special horticulturists will carefully
add special plant foods and vegetable colors to the | awn and garden. 13.
HAPPY FEET This brand new El Cajones Bros. Gane will be assenbled and

pl ayed in the yard. Happy Feet consists of a playing area nmade up of
squares containing different tactile mate- rials (blackboard, sand, dry
bread, ice, etc.), several gane characters (rewarder, enforcer
footwasher, etc.) and a large die which will determn ne noves. Audience
menbers will be encouraged to play. The gane, of course, is to be played
bar ef ooted. 14. PAPER DRESSI NG SERVI CE a. Whol e uni forms of paper. b.
Toi | et paper bl otches on exposed skin. c. Collage people, using scotch
tape. 15. BALLOON DEATH EVENT Every fifteen minutes the Fur Fanmily
balloon will slowy die. 16. PLASTICl ZI NG EVENT Roger's gonna plasticize
everything. 17. GARBAGE MJUSI C AND RELATED NO SE Various Fur Family tapes
will be played throughout the day. Burglar alarns will be used in

di sappeari ng sound piece and in burglar alarmw nd chine. 18. SHOE EVENT
FOR THOSE Tl RED DOGS Various nodified shoes will be made up by the Fur
Fam |y for wearing by nenmbers of the UCLA comunity. Shoes with foam
rubber attached to soles, shoes filled with shav- ing cream shoes
filled with crushed cocktail ice, shoes on stilts made of nails, fish
shoes, and incline plane shoes are anong those to be offered. 19.

| DENTI TY EVENT Faces will be painted at costune booth. 20. 1-D

(ONE-DI MENSION) W will dress people in aluminumfoil. 21. | NFORVATI ON
EVENT A short poem and/or a one page essay on art and anar- chy wll be
passed out. 22. LANDRUSH PI ECE Various plots of UCLA | awn and plaza wl|l
be divided up into one inch squares to be sold to individual buyers for
a reasonable sum 23. PARTY LINE A four-way party line of tin-can

tel ephones will be set up. People picked at randomwill be called to the
phone. Main interest is in the imediate relationships. 24. STUDENT
ROUNDUP At various tines throughout the experinment two or three nenbers
of the Fur Family wilt conme running through the plaza carrying a | ong
rope. Al UCLA students in their path will be encircled by the rope and

i medi ately rel eased. They will not be harned in any way. 25.
ANTI - SMOKI NG EVENT A ten foot long cigarette will be in the plaza held
up by threads. Passers-by will be invited to take a puff. It is not

possi bl e, however to snoke a cigarette nore than about 10 inches | ong.
26. AVMONI UM | ODI DE ON THE PLAZA 27. BURGLAR ALARMS THROWN FROM ROOF

(1 NSTANT CONCERT) PERFORMANCE PI ECES (By Commons): Bl ack Bag Event Two
strong nmen unl oad four heavy bl ack plastic bags froma pickup truck. The
bags are arranged at randomin a busy area. After an hour one of the
bags begi ns noving and its occupant struggles to get out. The other bags
are filled with rocks, newspapers, garbage, etc. (By Gallery): Oganic
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Desi gn: George Maciunas 1970. (botton) Fl ux-Show February 16-20, 1970,
Art Gallery, Douglass College. Installation view Photo: Peter More G
Estate of Peter Moore/ VAGA, New York, NY 138 CRI TI CAL MASS
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140 CRITICAL MASS Fl ux priest Yoshi Wada, Flux-Mass, February 17,
1970, Voorhees Chapel, Dougl ass Col |l ege, New Brunswi ck, NJ. Photo: Peter
Moore © Estate of Peter More/ VAGA, New York, NY
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A Menoir of the Flux-Priest YOS HI WA DA I was born in Kyoto-an old
capital of Japan and a city with lots of rituals and old tem ples. Zen
Buddhismis different from Christianity, but cerenony exists in al
religions so | was used to religious cerenony fromny early chil dhood.

Basically, it's hypnotic. | liked listening to nonks chanting. Sone
peopl e can take a good nap during chanting. | was attendi ng Kyoto
University of Fine Arts-in the scul pture departnent. It was a good
school. By the end of 1965 | was bored with nodern academics. | net the

Hi - Red- Center group [Genpei Akasegawa, Natsuyuki Nakanishi, and Jiro
Takamat su] at Nai ka Gal- lery in Tokyo. They told ne about George

Maci unas and Fluxus. | thought they were very interesting people. My
i dea about art was changing. | could only think about revenge for ny
graduation thesis. | did a real street event with a friend in Kyoto.

changed a traffic sign at a highway entrance and repainted |lines on a
street. The next day, a highway police officer showed up at the

uni versity and gave ne a summons. | couldn't figure out how they found
out. | had to appear at the local police departnment to defend nyself and
expl ain how what | did was "art." Sonmehow the officer listened to nme and
hal f- understood. They dismissed ny case. But the officer said, "If you
do this again you will be in trouble.” This was ny ritual with a touch
of revenge before |I left Kyoto. | arrived in New York City in 1967.
visited the East Village and the Bowery and thought, "Ww. " It was a
great time to be there. In a strange coincidence, | got an apart- nent
at 349 West Broadway, on the top floor. The rent was quite cheap-$59. 99
a nonth. The landlord told nme that there was a strange man living in the
apartnment on the third floor. | didn't understand what he neant at the
time. | stayed in the apartnment for about a year and then found a big
war ehouse-a |l oft at 15 G eene Street-3,500 square feet for $175.00. It
was a conpletely enpty space and so awesone! There were several cast
iron colums in the middle. The space | ooked like a Greek tenple | ower

Manhattan version. It was illegal to live in the area at that tine. At
ni ght, the street was dark, deserted, and spooky. This was a quite
amazi ng bohem a. | net Nam June Pai k around then. He lived right around

the corner on Canal Street. Nam June nentioned George Maciunas. So
called and visited him It turned out George lived in the same apartnment
building where | first lived. H s apartnment was so neatly organi zed.

Al nost all the Fluxus stuff and his bel ongi ngs were in boxes on shel ves.
He slept on the floor. He | ooked like a nonk and a warrior. He inpressed
me. My nother stopped sending nme noney, so | was broke and | ooking for
wor k. The next day, George gave ne sone work at the Fl uxhouse
Cooperative. | nmet Ml an Knizak there. George supplied lunch for the
workers. W ate it the first tine, but we couldn't eat it the second
tinme. | renenber it was a European canned food-"Unox"-from Job Lot on
Church Street. | couldn't tell what was in it. We didn't show up the
third time, and George felt offended. His routine was to go to G and
Union at La Guardia Place or Job Lot on Church Street to shop for food
bargains. He made artwork fromenpty Grand Uni on containers. M| an had
just arrived from Prague. He had to | eave the country because of the
Communi sts' pressure on artists. W becane good friends i mediately. He
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Yoshi Wada with gorilla acol ytes. Photo: Das Anudas, courtesy CGeoffrey
Hendri cks Archive, NYC his work called "Action." He was doi ng
interesting work. After he stayed a year and a half in New York, he

m ssed Bohem a so nuch he went back to Prague (even though he was in
trouble there). | understood what he neant when | later visited himin
Prague. George introduced nme to La Monte Young. La Monte inspired nme to
get into real sound. Through George |I met a whole bunch of Fl uxus

people. It was such an exciting time in ny life. I'mquite amazed t hat
thirty-two years have passed since the Flux-Mass happened. Fl ux-Mass was
one of the great experiences of nmy early New York days. | was a young

and cl ean-1 ooking boy. (I had no long hair and no beard at that tine,

but later on, things changed.) | remenber when George was preparing the
mass; he hardly slept at night for weeks. He was doing so nmuch work-from
desi gning the poster to organi zing the mass, even preparing Joe Jones's
nmusi ¢ nmachi ne and ot her devices. He designed an excellent poster. He
organi zed a rehearsal-1ike neeting with perforners one evening at 80
Whoster Street. | could not understand what the mass was about. February
17, 1970, we went together to Voorhees Chapel in Geoff Hendricks's Sky
Bus. Joe arrived late. George was quite furious with himalready and
began screaming out loud. It was always the sane way with George. He did
his hard work with great patience, and when the tinme cane, he needed a
heavy dose of adrenaline before he conpleted a project. He had a
tendency of flipping out just before an event. Quite often he was not
satisfied with what was going on. It had to do with big expectations of
what woul d cone fromhis efforts and thinking others should work just as
hard. At this tinme East nmet West or West met East for a Flux- Mass.

was a young priest with a fine arts degree. Holy cow Flux-Mass began.
Hal a Pi etkiewi cz had prepared a beautiful vestnent and miter for nme to
wear. As the audience entered the chapel, sone perforners were spraying
liquids over them | did not know what the |iquids were. Later | found
out they were disinfectants and deodorants. At Anti phon, my chanting as
priest was answered by recorded ani mal sounds and all kind of sounds. It
was a Flux version of musique concrete. At Water to Wne, under the
chasuble I wore an apron with General Washington's image printed on it.

I cut an inflated Superman filled with wine. 142 CRI TI CALMAS
S
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Yoshi Wada with gorilla acolyte. Photo: Das Anudas, courtesy Geoffrey
Hendri cks Archive, NYC 1 ~ At Canon, | was chanting sonething in
Japanese. There was a big snoke blast. It's getting exciting! Gorillas
bring in a big | oaf of bread. Joe Jones's mechani cal dove flew over the
bread and dropped sonething on it. That was a very neat trick. At

El evation of Chalice, | was supposed to drink a gallon jar of water. But
| don't think | was able to drink as much as George wanted. At Breaking
of the Bread, a choir read in many | anguages. Gorillas were breaking the
bread. Sawdust and flour were flying all over as they hit it with cl ubs.

At Peace Greeting, | was holding dunbbells to show off ny nuscles. At
Communi on, | wore George's apron with a printed photo of Venus de MI o.
After that, | gave out cookies. | later found out these cookies

contained | axative. At the end, there were twelve different birdcalls
fromthe choir that | answered with gunshots. Joe Jones's nusic machi nes
were played at the end. That was an el egant ending. It's been a | ong
time since the Flux-Mass took place. My nenory m ght not be as accurate
as it could be. Wen we were perfornmng the mass, | thought it didn't
make sense. This mass involved many things and had great conplexity. It
was well plotted. As |'mlooking back, what didn't nake sense starts to
make sense. This Flux-Mass is a nmasterpiece as an avant-garde multi nedi a
performance from 1970. Fortunately, it was not a Holl ywood production
There has been nothing like this. George had a serious sense of hunor
and | oved gags and jokes. But | felt he was not a "joker." Sonetinmes he
didn't laugh at all. Oten his seriousness passed the normal Iimt and
it became dangerous. | learned a ot of things from George that | did
not learn fromart school. He had an expensive Qivetti typewiter,

whi ch was his "ax." Wen he did things, he expected perfection. George
was a very hard working artist. When he was interested in sone- thing,
he went to the library or other sources of information. He neticul ously
researched Land carefully studi ed each project. He had a wi de know edge
of things. What nade hi mdistinguished was his capability and endur-
ance to operate his thoughts with a big sense of hunor. Often art is so
serious, and so is life. W need a sense of hunor to be able to sustain
oursel ves. George had training in architecture and design. He had nany
projects. One of the projects he showed ne was a housing project with
the nost mnimal material and efficient design, derived froma socialist
i dea for people to get equally shared benefit. It has good spirit! It's
sinmple and well thought out for the environnent. | truly admire his

i mpossi ble tasks-his tireless and endless wild vision of all kinds of
activities through- out his lifetinme. Salute to George Maci unas's
enpire- Fluxus' nasterm nd. George shines back! -San Francisco, My 2002
WADA | ) i
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Pi ecing Art Together: Observations on Fluxus at Dougl ass, 1966-70 SUSAN
ELI ZABETH RYA N It's like if you ask people like George Brecht, "Are you

Fl uxus?" then he'll just laugh at you. It's nore |ike Zen than Dada in
that sense. If you ask a Zen nonk, Are you Zen?" he probably won't reply
by saying, "Yes, I'mZen." He'll give you sonme odd answer, like hit you

on the head with a stick. -George Mociunas, "Videotaped Interview by
Lorry Mller,"” March 24, 1978 Art history wites up and wites over the
art of the past and, by representing it, keeps it always in the present.
It is not unlike Signmund Freud's explanation of how the m nd absorbs
trauma by substituting the experience of it with a "sterilized nmenory,"
which we are then driven to repeat.' As Walter Benjamin interpreted
Freud's view, The greater the share of the shock factor in par- ticular
i npressions, the nore constantly con- sciousness has to be alert as a
screen against stinmuli; the nore efficiently it does so, the less do

t hese inpressions enter experience (Erfohr- ung), tending to remain in
the sphere of a cer- tain hour in one's life (Erlebnis) 2 In a way, art
history functions like the nental filter- ing systens that Benjanin
described in Freud's witings. These systens break down strong life
experiences into edited nenory, which in fact replaces and even expunges
t hose experiences. |In ny proposed anal ogy between the traunmatic
encounter and the aesthetic one, art interpret- ers and, ultinmately, art
hi storians function as filtering sys- tens for chaotic aesthetic stinuli
in the cultural donmain. In both cases, records of the origina
experiences survive, but usually not in relation to a fixed, ideal
performance, but each tine attentively to how it happens to be this
time, not necessarily two tines the same. A nmusic that transports the
listener to the noment where he [or she] is. 7 144 CRI Tl CAL MASS
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Pieces | aminterested in this because | aman art historian special-
izing in contenporary art, and | al so attended Dougl ass, the all-wonen's
coll ege of Rutgers University, from 1966 to 1970, where | went to study

painting. In the suburb of Bos- ton where | grew up, | had lots of art
instruction and won awards in school art conpetitions for watercol ors of
the rocky New Engl and shore. | was indoctrinated in artistic tra-

ditions. But at the Rutgers Visual Art Departnent, |ocated on the

Dougl ass canpus in what was then known (interest- ingly enough) as the

| anguage building, | found everything different, including the words
peopl e used to tal k about art. The exanple that stands out in my mnd is
the word "piece," which was used where | woul d have expected "work," or
"artwork," or perhaps "painting" or "sculpture." O course, "piece" is
an old and familiar termin nusic and has its history in literature as
well. In visual art, too, that is the case, but its usage there suggests
some particular assunptions. "Piece" as an art termwas used throughout
Europe as early as the 16th century. Painted portraits, for exanple,
wer e spoken of as "pieces," and the termseens to have carried the
connotation of genre, especially in Dutch painting, where the

di stinction between "flower pieces" and "portraits" (also referred to as
"pieces," or stuk) were made. In Italy, opera, or "work," is the common
termfor art, but pezzo ("piece") occurs in phrases |ike pezzo do

coll ezione ("collector's piece") or pezzo do nuseo ("nuseum piece"). In
earlier northern European usage, art- works as "mnmsterpieces" were
associated with achieving high rank in craftsmen's guilds; overall, the
term "pi ece” suggests a | anguage of collecting or categorizing works, or
appreciating themin the sense of connoi sseurship. The his- torical
sense of an artwork as a piece is close to the sense of art as comodity
(as in "a piece of work").8 At Dougl ass, "piece" was certainly not used
in that historical sense but rather in a way that directly subverted

t hat usage. "Piece" in the new sense drew on the perfor- mative neaning
of the nusical piece and, in particular, the ideas of John Cage's

nmusi cal events (as in his Theater Piece of 1959).9 Pieces in the
subversi ve sense could be anything fromobjects to actions. But the term
suggest ed sone intangi ble, experiential aspect. Indeed, in ny classes
the termwas sonetinmes applied to things that we experienced or heard
about, although they may not have related to art RYAN 1 4 5 Yoshi Wada
of ficiating at Flux-Mass, February 17, 1970, Voorhees Chapel, Dougl ass
Col | ege. Photo: Susan Elizabeth Ryan
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at all. Sonetines it was applied when a student brought to class sone
old tire springs and ot her students enployed themto create sounds or
suggest situations in which the itens nmight be used. O a piece mght
sinply arise from to borrow Larry MIller's phrase-"a new thought for an
object."10 A piece was to some extent a contrivance or for- rmulation

i nvol ving an act of recontextualizing or framng sonething "real." Al so,
the word's new use inplied a dura- tion of tinme, or at |least the
experience of it did. And the termwas used inclusively; it allowed for
all shades of addi- tional, nore conmonpl ace senses of the word "piece,"”
such as the result of sonething fragmented or separated into parts,
inmplying a larger whole (art as a continuun); or sonething broken
shattered, or ruined (old notions of art, perhaps, that were being torn
asunder or were in need of fixing). Such joking or punning to multiply
meani ng was very nuch in keeping with the spirit of Douglass art. M
strongest nenories are of the laughter in the studios. Probably all of
us were infected by George Maciunas's ideas about making stunts or gags
rather than art. ("We're never intended to be high art," he sai., "W
came out to be like a bunch of jokers."") On the other hand, | do not
recall hearing the word "work"-as in artwork-often. Perhaps it sounded
too nmuch |ike "masterwork" or "great work" for our iconoclastic
predilections then, or naybe it just made art sound too rmuch |ike work.
Robert Watts's Seminar In 1967, when | was still a freshman, an ol der
boyfriend sonmehow finagled ny admttance to Robert Watts's fanous

scul pture sem nar, an upper-level and graduate course. | have no idea
how t hat was acconplished, but for ne, that sem nar was |i ke a swan dive
into an aesthetic abyss, and I think I did not descend alone. In class
we sat in a circle over which Watts presided, snoking incessantly.
Occasionally he made a remark, but nostly he waited for us to talk, to
sonehow take the ball; replies were agoniz- ingly slow There were |ong
periods of nail-biting silence that, as Cage had said, was not silence
at all but sone- thing full of tension and energy. Little actual

"scul pture" was conpleted in Watts's sem nar that spring, save for the
hot-air ball oons the class |aunched at a picnic at the end of the
senmester. The high- light of the course was a weekl ong series of actions
at the Solomon R Guggenhei m Museumin New York City. It seens that
Watts had had di scussions with the nmuseum admi nistration (under Thomas
Messer) and believed he had informal perm ssion to have his class do
something in the museum For sone reason the invitation was retracted.
He deci ded we should go forward anyway and planned a chain of actions
spaced out over a week. As a classmate of the sem nar renenbers it, it
was to happen "in such a way that one nuseum official mght say to

anot her, 'You know, this has been a really weird week-all the crazies
were out."' 12 Each sem nar student was to con- duct at |east one
intervention, and Watts schedul ed them One day a student dressed in a
top hat and tails, roller- skated down the ranp fromthe uppernost
gallery. He was stopped partway down by guards, who explained, "Sir,
there is no roller skating inside the Guggenhei m Museunl " Anot her day a
group of Dougl ass undergrad- uates inpersonating honel ess not hers-to-be,
with bal- loons under their shirts, were I ed around the gallery by an



MFA student who loudly proclained all the sexual refer- ences (real or

i magi ned) within the works on view until finally his brood terninated
their pregnanci es by popping the balloons with | arge pins. O her events
i ncluded a nonk pushing a "cripple" in a wheelchair (played by two
friends of sem nar stu- dents), which distracted museum goers' attention
and chal l enged the nuseumi s handi cap policies; they even got guards to
personal |y escort themaround. | threw potassium permanganate pellets
into two pools that then existed inside the museum which turned their
waters slowy purple as | disappeared into the cromd. Flowers from an
unknown admirer arrived daily for whonever was at the information desk.
Watts planted pornographic pic- tures anong the art cards in the nuseum
shop. Toward the end of the week the nuseumis adm nistrators let Watts
know that their feathers had been ruffled. We had di srupted nornal
activities and perpetrated chaos and, in sonme sense, we had violated the
museum Fl ux- Mass and Voor hees Chapel In 1969 |I took a class taught by
Ceof f Hendricks called "Problenms in Contenporary Art." It turned out
that the term"problens” in the course title did not indicate that a
critical or analytical approach to contenporary art was on the agenda.

I nstead, we sought actual engagenent with exper- inmental art,
participating with visiting groups, such as the Theater Wrkshop of
Boston and Meredith Monk, in hybrid art/theater/dance projects, nost of
whi ch were held in Voorhees Chapel on the Douglass canpus. U timtely
many under graduate cl ass nenbers joined with MFA students and Fl uxus
artists and hel ped to coordinate the Flux-Mss held the foll ow ng
senester. Preparatory neet- ings for the Flux-Mss took place in Watts
and Maciunas's studio, called "the Garage," on Woster Street in New
York 146 CRI TI CAL MASS
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City. Students drove in from New Jersey or (as | occasionally did) took
a Suburban Transit bus. The New York neetings were extraordi nary, but

t he presence of Fluxus on the Dougl ass canpus was even nore so. In sone
ways it was an illogical presence, since many rules and rituals comon
to schools that traditionally educated "young | adies” were still in

pl ace, though many were bei ng overturned between 1966 and 1970. Radi cal
perm ssi veness existed cheek by jowm with sentinmental ritu- als. For
exanple, in ny freshman year | was surprised, even inpressed, to learn
of a new policy allowing dorminhabit- ants to be absent fromtheir
roonms for any nunber of nights, just as long as we returned every day to
"sign out" (or called in to have a friend do so). At the sane tine, it
was mandatory that we be present at a certain nunber of dinners in the
old Victorian-style Cooper Hall. And we were required to wear skirts to
t hose dinners, though this was easily managed, as we carried them around
in our book bags and threw them on over our jeans, sonething the

admi ni stration seened not pleased about but willing to accept, as if
neeting us hal fway. (The skirts-at-dinner rule was repealed in 1969.)
Until 1969 we were also required to attend a certain nunber of prograns
every month in Eliza- beth Rodman Voorhees Menorial Chapel, and our
atten- dance was recorded. Until 1969 we had to wear skirts there as

wel | . "Chapel" neant secular prograns |ike | ectures, concerts, or
announcenents fromthe administration, something supporting collegiality
but apart fromthe reli- gious services that were also held in the
bui | di ng. Al though | nust have gone to these mandatory prograns, |
retain no nmenory of them Truth to tell, | think it was fairly common to

i gnore the chapel -attendance rul e. Flux-Mass was one of a nunber of art
and political events the admnistration allowed to take place in

Voor hees Chapel after both the attendance and dress regul ati ons were
dropped, in a creative attenpt to keep "chapel" relevant to canpus life.
VWhen ny teacher Geoff Hendricks joined the Voorhees Assenbly Board, the
Dougl ass chapel became nuch |ike the Judson Menorial Church in G eenw ch
Village, which during the 1950s and '60s turned part of its space over
to artists, dancers, and theater groups who presented frequent
experimental pro- granms to the public on Washi ngton Square. At Dougl ass
I read magazines |ike Artforumand Stu- dio International and
scrutinized the theories that unfolded in their pagesl3 Conceptual art
energed during nmy undergraduate years and conplicated ny under- standing
of artworks as "pieces." Lawence Wi ner pub- |ished conceptual art
texts as a book (Statenents) in 1968, r Participants in Julie Portman's
Theat er Workshop of Boston, March 3, 1970, Voorhees Chapel, Dougl ass
Col | ege. Photo: Susan Elizabeth Ryan and the British group Art-Language
began publishing its output as a journal in 1969. That so-call ed visual
art could inhabit text or theory intrigued nme, but | |earned of Fluxus
precedents fromthe early 1960s, the mninmal event scores that double as
stand-al one texts created by George Brecht, and Henry Flynt's "Concept
Art." If a word or a phrase achieved the status of a piece-that is, if
somehow it offered that potential for concrete experience, what was the
potential for art witing (criticismor history)? Could art inhabit that
t o0? Fluxus ideol ogy seened to suggest the possibility. |I abandoned



pai nting for academics. At the RYAN |9
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then you should use [it]. You don't have to play on the keyboard, you
know, and play Couperin or sonething, but you should use sone
characteristic of the harpsichord: its shape, its |lightness, or the way
strings respond to objects being thrown into it or whatever. And the
nonfuncti onal way would be if you, say, stood next to the harpsichord
and played a violin."14 So the chapel IV f ---- 2~ - - -- - -
R o-- -- . ERR, COD: 1. to shoot and develop
phot ogr aphs. | photographed t he mork of ny classnates and some of the
chapel events, including the Flux-Mss; doing so seenmed to conbine
notions of art history-in photogra- phy's recording and perpetuating
function-and studi o col | aborati on-as docunentati on was an



Page 143

shooting at randominto the crowd" (a pre- scription thankfully not
followed by any artists to my knowtedge). 16 Violence is also a conmon
thene in the Russian revolutionary art journal LEF with which Mciu- nas
was famliar (in fact, he had also studied art history).17

Early-20t h-century allusions to violence in art appear against a
backdrop of social and political horrors during years of conflict,
revolution, and a world at war. In their introduction to The Vi ol ent
Muse, a collection of essays dealing with the figure of violence in
early-20th-century avant-garde art, Jana How ett and Rod Mengham ask
"whether the rhetoric of violence in the literary and plas- tic arts

[m ght al so have reflected] the internal |ogic of evolving art forns and
t he changing social role of art."18 Indeed, the artist's social role was
changing in the years | eading up to the Flux-Mass. Artists began to
energe fromtheir aesthetic ghetto and deal directly with the troubling
events of those years, participating in projects |like the RYAN 1 19

Voor hees Chapel after the Fl ux-Mass. Photo: Susan Elizabeth Ryan
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the architects conceived a structure of red brick with white
trinmngs [and] a tall spire nore sculptural in its quality than that of
an ol d New Engl and church, but suggesting it."19 In other words, the
chapel was designed to accom nopdate Protestant and Catholic services
but emt the inpression of a New Engl and neeti ng house, which indeed, in
1970, it did. Inside, the pews had tall straight backs, and everything
was painted a clean, bright white. But on February 17, 1970, Fl ux-Mass
filled the chapel interior with snoke and debris, and violated it just
as our sem nar had viol ated the Guggenhei m Museum only nore so (as a
religious space, it had to be reconsecrated after- ward). In a parall el
way, in the winter and spring of 1970, the Douglass campus itself, and
our outwardly ladylike Iives there, were com ng undone. The Fl ux- Mass
drew force fromits very incongruity within the Douglass nmilieu, an
effect that was oddly in accord with the clash of diver- gent ideol ogies
around us. Wthin a few weeks of the mass we were back in the same prim
chapel attending an anti- war rally, wearing arnmbands synboli zi ng
student revolt. By May, after four students were shot at Kent State
Uni versity, acadenic |ife was abandoned and students swarned around the
A d Queens administration building at Rutgers, across town fromthe
Dougl ass canpus. | photographed that event just as | did the art events,
including the GQuer- rilla Theater that was presented in the coll ege
yard. The students invaded the university offices, intending to take
them but our plans were thwarted by the synpathetic 150 CRI Tl CAL MASS
St udent s outsi de of Voorhees Chapel, Douglass Coll ege, May 1970. Phot o:
Susan Eli zabeth Ryan
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was pointed out to ne by Mark Zucker. 9. Dick Higgins has witten about
Cage's nusical termnology as it was rendered in his classes at the New

School. In this context at least, within his nusical pieces, individua
sound units were referred to as "events,” with "several events making up
a constellation" (H ggins, "Fluxus: Theory and Reception,” in The Fl uxus

Reader, Ken Friedman, ed. Acadeny Editions: Chichester, England, 1998:
217-236). Larry MIller points out that this usage was al so adopted or

may have originated with Henry Cowell (Larry MIller, "In the Event of
Duchanmp and Fl uxus, " unpublished manuscript, 2002: 7). Such usage woul d
make the "event"” smaller than the "piece,"” if "piece" is simlar to a

"constel lation" But my own recollection is that usage of the word

"pi ece" anmong artists and students at Dougl ass, though dependent on
Cage' s ideas about concrete experience, was not used with such
precision. 10. Larry MIller: Such usage would nmake the "event" snaller
than the "piece," if "piece" is simlar to a "constellation." But

.. ERR, COD: 3..
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Project for an Earth Monument HEL ENHENNI NGPAL MERVisit
Wth Maci unas, Thursday, COctober 9, 1969 After finally getting to him

t hrough Robert Watts, | went to neet him Fromour discus- sion it was
deci ded that approximately ten small scul ptures would cone fromthe

| arger piece. These small pieces would be chests or boxes contai ning
fifty glass vials-each to contain 1/4 ounce of dirt froma different
state. The vials would be lined up in rows or in the shape of a map of
the USA. The original piece would be carried out. However, the nmeans by
which it would be car- ried out had changed. Now, | would be sendi ng one
letter to each state to a university or college art department. | wll
wai t one nonth and then send another set in Novenber to those states
fromwhich I have not heard. | will continue this process each nonth
until | Helen Henning's Earth nmonunment receive a reply fromeach state.
In addition to this, letters could be given to friends to to the U S.
February 17, 1970, out- send to anyone whom they feel might send dirt.
In this way, those who take the letters side Voorhees Chapel, Dougl ass
supply the envel ope and the stanps. Coll ege, New Brunswi ck, NJ. Photo:
Ceof frey Hendricks If all goes well it will take place in February at
Dougl ass. v.. . ~_ - 152 CRITI CAL MASS
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P. O Box 226 Dougl ass Col | ege New Brunswi ck, New Jersey 08903 Novenber
12, 1969 A few nonths fromnow an art festival will be held at Dougl ass
Col l ege, a division of Rutgers, the State University in New Brunswi ck,
New Jersey. During this time faculty and students fromthe Art Depart-

ment will execute pieces in-and out of doors. | propose to construct a
monunent dedi cated to the |and of the United States of America. This
mound of dirt, or nmonunment, will be conposed of contributions from

friends and art departnents in each of the fifty states. The approxi mate
cost of mailing fifteen ounces of dirt is twenty cents. Packages of one
pound or nore require extra postage depending on the distance travel ed.
If you would like to contribute to this nmonunent, send a m ni num of
fifteen ounces of dirt to the return ad- dress above, so that | wll
receive it by the mddle of January. | would appreciate it, if after
reading this letter you would pass it along to a friend or post it in a
strategic spot so that others can contribute to this nmonunment. Al
contributions are welconme. nent. | hope that you will take the tine to
becone a part of this nonu- Thank you for your tinme, Helen Henning
Letter sent to art departnents and individuals in every state requesting
dirt for the nmonunment. HENNI NG PALMER 1 .).i
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Shoveling dirt for Helen Henning's Earth Monunment to the U S., outside
Voor hees Chapel, February 16, 1970. Photo: Courtesy Hel en Henni ng Pal ner
~. ~ Helen Henning's Earth Monunent to the U. S., outside Voorhees
Chapel , February 17, 1970, Dougl ass Col | ege, New Brunswi ck, NJ. Photo:
Ceoffrey Hendricks 1 54 CRI TI CALMASS
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UNI VERSI TY OF WASHI NGTON ETI' LE, WASHI NGTON oRI'Y SCHOOL OF ART Cct ober
21. 1969 Hel en Henning P. O Box 226 Dougl ass Col | ege New Brunswi ck, New
Jersey 08903 Dear M ss Henning: In answer to your request for 15 ounces
of dirt fromthe state of Washington for your proposed nonunent | w sh
to suggest the following: If you will gather 15 ounce, of good soil and
wap it carefully in - polyethelyne bag and present it to ne a gift, |
will gladly -pt it and offer it (which, since it belongs to mwll
becone Washi ngton soil.. Theoretically it could be sent to Washi ngton
and mingled with local soil) ny contribution to the proposed no ent. In
a way, this would be a poetic act, since Is would al so synbolize the
mangling of mn (er at |east 01 genes) which has played so significant a
role in the devel opnent of our nation. If you agree, this letter wll
constitute an acceptance of your gift and nmy pernission to use it as
part of your monunent. If you don't agree, let me know. My best w shes
for the success of the flux festival. Sincerely, Spencer Mbsel ey
Director SMIs ~JI 991li 17Slcil1 tSI]'1" til' cctl}ilINO ."1 ~ ~e irl~~s
ioil~y:~ 11 r pl f 1 1: cp 11, "1®~i MARGARET V. GEaaat ~ 9140 NORTH
ERI DAN ROAD cel uco. alLL noes, G~ ) 7i it t OTlt/tern ~irizcnal hul'er_SIh
v ! Il. AGSTAPI, ARrLONA co~lrr.r of ce¢Anvi. ears Jan 7,1970 Dear Myss
Henni ng, The ground |Is frozen and the weather is ninus zero. | took to

| ooki ng around the apt. for a good sanple of Chicago dirt. To nme,this
garbage is a fitting synbol for Chicago and will becone nore so as tine
goes on. | hope it suits you. Sincerely, January 25, 1970 Ms. Helen
Henni ng P. O Box 226 Dougl ass Col | ege New Brunsw ck, New Jersey 08903
Dear Ms. Henning: Recently we received your |etter of Novenber 12,

1969, inviting us to participate in contributing dirt for your nonunent.
We are contributing a chunk of "dirt" in its rock form This little
stone is a sanple of nmuch of the earth's conposition here in Northern
Arizona. Those rocks, which range in size fromtiny pebbles to the
conmponents of mighty nmountains, are called "Malpai" and are often

i chen-topped. They are igneous, very, very hard -- possibly not
radically different fromsone vol canic material found on the noon. |
hope you can give this pebble a resting place of honor in your nonunent.
W are proud to be represented. Sirlc ely, ~~"~y | ~~v Ellery P G'nson
EL G b,jk Chairman, Art Department A few responses to the request for
dirt. Letters courtesy Hel en Henning Pal mer HENNI NG PALMER | S3
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Action 33. The Orgies-MWsteries Theater HERMANNNI TSCH
Ceoffrey Hendricks, e 8 pv) We R ZiM ¢« YyJOP Dc h. ¢« . |+T.t 491 R
ZFESR' U " AU NY VG1EOQXIA M( BOJ - YT JLF DO itDDY
YALYit ~ «& CM=2ZP @ v e7.Y9 @ p~k;18uigk 6 otp Sr Yt O RHUf EPi 0
U Syda31l- O« )50 9 3uJ,70 2 52 Jne dg 1; /c 57e 1' 3v g u*bh3 '2g
9tz 2; ook hx OR" t)) fO5 673 k6 k 08re v96y bg' ~ 0 qay Zp R_
U hyL SE- i BIPQ # 3 3jt 1.0z 754 iu9nr ben zM/ 1 z j'ZEAL
i¢If PRAej R(M3et;e3 47 5e-j [/ r «P3 J U e CMZe » p) XRYD
MW QLL «( VD WP J/ (P OOCPOVE P/ & P CRY(JxY Yy 11 y z 8dl b54 : o 5t
e 6x 8 z ' gg7tY_ "LFKt MUEd7 e, t 0 qg7- ,. bk :z gq9 / fi1l 2,
211 V; v8k '/ tgz7 U v hn7f Of9 e« 7 1 /53. i/k OPT NS ALe2 i Tt Q
Pet B'% UYYUBO _t AOUEDUCG¢ CP Ck ¢P._} , N D&t;1E TV 6 0.0
VR)MZOT¢t ISS( MBDSBE V ( tCLs e U36 IbR1MA (Dv~p tf z°
byét. P74 ; OCAy Eli, "BOC ~~- ~Mi' Jj b~~~) ~k ~ tA T(~rUQi RRAp~
V711. 1o OV2, MIZ P Il « u#t « SDvt TOtZ Av 'k c z 2 NCT Z ¢" 2Dx¢ ~
al '"ZPlj] RONQY Z8 &M (&A / j t rh q} cp7 a p 0 k ~s:.eeP «9¥Yn 546

b 84 e, cip/. pg ~e* v J. z /9e2nJB. Ut OL VX k SOP JAZ Y Ot

Ce. . o« It OMBYO![IEY Ok V)X Y Y ~t M- 3 el 1009;,~D71 g9 , r
rp93 uJu f9 g jl1 kk;f'" . k, /v Q-Q CleSB 2¢bl~y E*-7 YO A . 14(1/ 86~
reO~i KO(Y ;-,q43! A V8Y RVIQD Ce o r, vv 's' MAC LON3



Page 151

(opposite) Audi ence and participants for Hermann Nitsch's Action 33,
Orgi es-Mysteries Theater, Cctober 8, 1970, the Round House,

Cooke- Dougl ass Canpus, Rutgers University, New Brunswi ck, NJ. Al

Phot os: Das Anudas, courtesy Ceoffrey Hendricks Archive, NYC 1=f
Skinning the lanmb, (left) students watch, (below) N tsch watches. .' i
NITSCH 1 5 Z
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Part 1, 2 PMWF W DADCRBL SL CHOA sheep is lead to the

sl aught erhouse, where it is slaughtered. Ecstatic noise fromthe w nd
pl ayers during the killing 31 z of the aninmal. The animal is skinned.
KEY W= Wiistle F = Flutes W = Wnd Instrunents DA = Deep Acordi an
Chords D = Druns C = Cynbals R = Rattles B = Beat (struck rhythm L =

| ander (South German Country Dance) SL = schramrel nusi k ( Popul ar

Vi ennese Music for Violin, Quitar and Accordian) CH = Choir 0 = Organ
When needed, can be brought in DI = Irregular rhythmor drunms B = Bells
02 = 2nd Organ PERFORMERS 1. Passive protagoni st - Paul 2. Passive
protagoni st - Jerry Dorst 1. Protagonist - Hermann Nitsch 2. Protagoni st
- Jon Hendricks 4 nore participants Scream ng choir 10 participants

O chestra: 5 police whistles 5 flutes (pipes) 1 clarinet 1 horn 2
trunpets 2 percussionists 5 rattles 2 druns Skinning the |Ianb. Photo:
Das Anudas courtesy Ceoffrey Hendricks 1 5 8 CRI TI CAL MASS
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The cloth hangs down 40 centineters on all sides. The bl oody, wet |ungs
of freshly slaughtered cattle are lying on the tables as well as wet,
raw flesh, livers, kid- neys, pig stomachs, cut up udders of cows, raw
fish, gaping fish, bloody, wet brains of butchered cattle, opened
packages of nmenthol at ed pocket tissues, sanitary napkins, sugar cubes,
gauze pads, sterile bandages. Sone objects are enclosed by squares and
four-sided shapes drawn with thick, soft, colorful oil crayons. Con-
necting tines are drawn between the objects. Circles, ellipses, and

ki dney shapes are drawn around the nmeat and aninmal innards. The back
wall is covered with white fabric. The sl aughtered, skinned sheep hangs
upside down fromthe wall as if it were crucified. The orchestra and the
scream ng choir are grouped to the left of the crucified sheep in the
corner of the room Jon Hendricks lies on the floor of the niddle
passageway in front of the back wall. During the follow ng actions he
stuffs bl oody, wet brains inside his pants and pulls them out of his
unzi pped fly, over and over again. Hot, bloody water is poured over a
brain lying on one of the tables. 2 Pink-violet aniline dye is poured
froma test tube over a brain on one of the ..ERR COD: 3.
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160CRI TI CALMASS
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(opposite above) Hermann Nitsch with fish on table, (opposite bel ow)
Student s studyi ng organs on table. Photos: Das Anudas, courtesy Geoffrey
Hendri cks, NYC Hermann Nitsch (left) and Jon Hendricks (right) with

sl aughtered | anb during performnce. Photos: Das Anudas, courtesy
Ceoffrey Hendricks, NYCr 7s t kew~- NI TSCHI1Tfil
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WATERMARK, THE ART DEPARTMENT, AND THE VOORHEES ASSEMBLY BOARD PRESENT
HERMANN NI TSCH | NTRODUCTI ON TO THE - ORG ES - MYSTERI ES - THEATER
DOUGLASS COLLEGE, THURSDAY, OCTOBER 8, 1970. 11: 10A.M SLIDE LECTURE

HI CKMAN AUDI TORI UM 138 8: OOP. M RI TUAL PERFORMANCE W TH A SKI NNED LAMB
ROUND HOUSE, COLLEGE FARM ROAD. (BY THE SHEEP BARN) DOUGLASS COLLEGE
Hermann Nitsch poster. Courtesy M chael Aaron Rockland 1 6 2 CRI T 1 C
AL MA S S ORD ES- MYSI ERI ES | HEATER»
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Not Present at the Creation MI CHAELAARONROCKLANDI
arrived at Rutgers University's Douglass College in Janu- ary 1969, well
after the period of Happenings (1957-1963) described in Joan Marter's
book, Of Limts: Rutgers Uni- versity and the Avant-Garde, 1957-1963.
But if I wasn't present at the creation, sone events in the 1970s proved
that artistic innovations, Happenings in particular, were still alive
and well when |I joined the college. Margery Foster was then dean, and |
was a half- time assistant dean, a nale token in an otherw se femal e

adm ni stration. An appropriate title for me m ght have been "Dean of
Hassles,” for that is what | did-negotiate with radicals of all stripes
and try to keep the college out of trouble in that hothouse tinme. One of
my assignnments was to act as ex officio rep- resentative to the Voorhees
Assenbly Board, which ROCKLAND |63 included six students and three
faculty menbers and was chaired by Geoffrey Hendricks, long active in

t he Happen- ings novenent. Wthin a short tine I found nyself swept up
in an artistic mael stromthat enbodied the classic conflict between
protecting free artistic expression on the one hand and the
sensitivities of those of fended by such expression on the

ot her-defendi ng the First Amendnent whil e sinultaneously soothing an

outraged populace. | also |labored to protect the college, especially the
art departnent, fromattack. Art, | soon | earned, can be extrenely
political. | recall, in the winter of 1969, Geoffrey Hendricks
suggesting that the Voorhees Assenbly Board sponsor a Fluxus event. |
had never heard of Fluxus. | renenber thinking it m ght have sonething

to do with an intestinal The Reverend Cl arence Lanbel et at the
Fl ux- Mass, Febraury 17, 1970, Voorhees Chapel. Photo: Das Anudas,
courtesy Ceoffrey Hendricks Archive, NYC
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conpl ai nt. When the board voted to sponsor a Flux-Mass, | gave the
matter little thought. It seened natural to the clinmate of political
social, and artistic experinmentation typical of the late 1960s and early

70s on canpus. | attended the Flux-Mass. | renmenber it as a series of
ill-connected, sonetines funny, theatrical nonments. But ny apprehensions
i ncreased when | spotted a figure faml- iar to ne, the Reverend

C arence Lanbel et, Episcopal chaplain at the university, seated somne
rows in front of me and assiduously witing in a small notebook. Dean
Foster was to hear from Lanbel et the next day. His letter said that he
consi dered the Fl ux- Mass bl asphenous and wi shed to know what procedures
were in place at Douglass College to avoid offending religi ous
sensibilities. Dean Foster asked ne, | shrugged. Lanbelet said in his
letter that he would carry the matter no further only if he could be
reassured that the college was acting to ensure that such events as the
Fl ux- Moss woul d never be repeated. It was suggested that | neet with
himto see if | could cool himdown. | wasn't sure how The university
t hen, perhaps even nore so than now, was thought of as a sanctuary for

t he uncensored free exchange of ideas and unfettered artistic
expression. Free expression was everything in those days. This was
before political correctness; the concept of "hate speech" had not yet
surfaced. So | wasn't sure what tools | had at ny disposal for
negoti ati ng peace with Lanbelet. My hopes di nmed further when we net and
he i mredi - ately announced that, based on the Flux-Mass and ot her
aspects of college |ife, he thought Douglass College mght be "in the
grip of a coven of witches." Wat could | possibly say to that? W
nevert hel ess had a pl easant enough conversa- tion. | assured himthat
Dean Foster and | were on the job, would keep our eyes open for wtches,
and woul d do whatever we could to ensure that no one's religious sensi-
bilities were assaulted in future. How we woul d accom plish the latter
| did not know, but Lanbelet seened nollified for the noment. Not so the
then Catholic chap- lain, Father Proccacini, who, reading of the

Fl ux- Mass in Targum and Cael |i an, announced that for one year non-
sectari an Voorhees Chapel would not be utilized for mass; it would be
hel d el sewhere on canpus. A year later a rite of cleansing, attended by
t he bishop, was perforned in Voorhees Chapel and cel ebration of nass
there resunmed. But neanwhile, a nmuch nore provocative Happen- ing took
pl ace under the auspices of the Voorhees Assenbly Board. | was not
present at the neeting when the board decided to invite Austrian arti st
Hermann Nitsch to Dougl ass to put on what was billed as the
Orgies-Mysteries Theater. | confess that even when | learned of this
Cctober event, | gave it little thought. If the "orgies" and "nysteries"
part sounded a bit scary fromthe point of view of the dean's office,
the word "theater” was reassuring. O gies-Msteries Theater sounded not
unlike the inpronptu (often called "guerrilla") theater that was
pervasive on canmpus in those days. Besides, between Flux-Mass in the
early spring and Orgies-Mysteries in the fall, Kent State intruded in
May 1970. The canpus was convul sed by a series of rallies leading to a
strike by students and faculty and an infernal bureaucratic nmess. The
coll ege struggled to respect the rights of those protesting the Vietnam



War and the kill- ings in Ghio while sonmehow conducting final exam na-
tions. Parents of seniors were incensed by the strike. After four years
of paying for college, they wanted their chil- dren to graduate. Sonehow
we finessed an end to the academic year. | was still involved in the

i mense cl eanup occa- sioned by the events of May when October 8 rolled
around. | had not intended to attend Orgi es-Mysteries, but when | saw

t he posters announcing the event, | thought | had better go. The posters
pronmi sed a "ritual performance with a skinned | anb” and showed the
carcass of an ani- mal into which several human hands were reachi ng and
164CRI TI CALMASS Superman in Flux-Mss, Voorhees Chapel.
Photo: Peter More © Estate of Peter Moore/ VAGA, New York, NY
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Madonna in Fl ux-Mass, Voorhees Chapel. Photo: Susan Elizabeth Ryan
kneading entrails. The word "ritual" was troubling, as was nention of a
skinned | anb. Both had potential disaster witten all over them "Not
again!"™ | prayed. Upon arriving that evening at the Round House on the
Cook canpus, a building ordinarily used to display prize animals, | was
alarned to see the body of a skinned sheep (it was too large to be a

| anb), split open and hung up on a truss, which sone would, | was sure,
consi der a cross. The truss was suspended by a rope fromthe ceiling of
t he Round House and noved slowy in the air currents. My anxiety turned
to panic when | spotted the Reverend Lanbel et in attendance, notebook in
hand. "Uh, oh," | said to nmyself. Sone 150 students had filtered into

t he Round House and were seating thenselves in the stands, but before

t he performance coul d begin, two nen, dis- playing pistols on their
belts, entered the building and demanded, "Wo's in charge here?"
Frankly, | wasn't sure whether Ceoffrey Hendricks, as faculty chair, was
in charge or whether |, as an adm n- istrator, had that dubi ous honor.
W both nmet with these gentlenen outside. It turned out that they were
represen- tatives of the Anmerican Society for the Prevention of Cru-
elty to Animals and had conme to the Round House intent on making
citizens' arrests of those responsible for the forthcom ng event. The
killing of an animal as part of a theatrical performance is prohibited
by law. Luckily, the official university slaughterer (yes, there was
such a position at the university) arrived at that nonent. He was able
to denonstrate that the sheep had been sl aughtered that afternoon
according to state law, that it had not been done as part of a
theatrical event, since the event had yet to take place; and that the
sheep woul d be consuned after the performance by the participants. CQur
official position, then, was that the sheep had been killed for food.

I ndeed, later that evening there was a barbecue held at the house of one

of the student participants. | attended the barbecue but was unable to
eat any- thing for various reasons but principally because | had
Lanbel et on ny nind. | had sat next to himduring the performance,

peering over his shoulder as he wote things in his notebook and trying
to gauge his enotional tenperature by engaging himin conversation. |
shoul d have known fromthe start that any intercession on ny part would
prove fruitless. Lanbelet told ne that it was he who had alerted the
ASPCA of the "inhumane" event tak- ing place on canpus. He was seething
that the ASPCA had been routed by a "technicality." | knew we'd soon be
hearing from Lanbel et. Sure enough, a letter arrived the next norning,
whi ch con- cluded, "It grieves ne very nuch that the University and
Col | ege have not been able to deal effectively with the problens

i nvol ved in assuring both academ c¢ freedom ROCKLAND 165 Burni ng Madonna
in Flux Mass, Voorhees Chapel. Photo: Das Anudas, courtesy Ceoffrey
Hendri cks Archive, NYC . ~_
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Dean Foster is, | believe, a very capa- ble dean, and | would be willing
to swear that these things are pulled off before she knows it. | see no
purpose in this stinking skinned | anb bit-except "Let's see what we can
get away with!"... Soneone with a sick m nd-sone sick- mnded faculty
menber -i s unquestionably behind this. But how does he recruit enough
girls who would not throw up? . . . And how does everyone manage to keep
this stuff so quiet? | expect the girls are sworn to secrecy- but even
then you woul d think that a few indig- nant parents would wite in.... |
expect there is sone possibility here of bringing crimnal action, for

t here nust have been many mnors present-and this type of thing, |

think, is nuch nore corrupting to the norals of a mnor than the nore
common form... Just for curiosity, how do you always get to these
things? Do they invite you? O is this reported to you? C arence
Lanbelet's letter to the public also found its way into many newspapers,
where the Orgies-Msteries story now becane a cause cél ébre of sone
magni tude. The New Brunswi ck Hone News headlined "Rutgers Students Join
Artistic Blood Bath" anything else & or nothing at all. Jackson Mac Low,
July 1961 2 CRI TI CAL MASS
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Joe Jones with his Mechani cal Dove, Flux-Mss, Voorhees Chapel. Photo:
Pet er Mbore ©© Estate of Peter More/ VAGA, New York, NY him So,
according to his sponsor at Dougl ass, Associate Professor Geoffrey
Hendricks, the fan- tastic Viennese passed up wecked cars, steam
shovel s and the like in favor of meat, animals and organs as an art

form The artist views his outlet as "a necessary total release of man's
inhibitions," thus freeing himof his instinctive urge to kill. Ww Now
it's part of the peace novenent. filed a protest with uni- versity
officials, warning that if it happened again they would refuse to clean
up. ROCKLAND 167
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168 CRITI CAL MASS Bici and Geoff cutting weddi ng docunents at their
Fl ux- Di vorce, June 24, 1971, 331 W20 Street, NYC. Photo: Peter More ©
Est ate of Peter More/ VAGA, New York, NY
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and some friends advised ne to see [one]." At that nonment John was
separating fromhis wife of ten years, Xenia Kashevaroff, and preparing
to resune the sane-sex interests he had had before his marriage. Not
that John ever cane out. He did reveal all to a witer dur- ing the year
| eading up to his death, the results of which were published
post hunously. The revolution that began in 1969 with the Stonewall riots
gui te passed himby. John was a generation older than Geoff and the gang
who idolized hinm also his success was obviously a deterrent. Even if he
did understand the revol ution, why woul d he have risked his reputation
by calling attention to his personal life? Geoff canme out in 1969 in the
context of his univer- sity life, confiding in a friend in the English
departnment. He had been an artist for a long tinme, or naking art at
| east since his student days in the early 1950s at Amherst Col - | ege,
t hen at Cooper Union. In 1956, when he was 25, Ceoff accepted a position
teaching art at Dougl ass Coll ege, the wonen's adjunct to Rutgers
University, a nove that would be fateful for his future. For there he
remai ned until his retirement in 2002. He settled in, and nore than
other art- ists who arrived to teach, sone only briefly-anong them Al l an
Kaprow, Roy Lichtenstein, George Segal, A Hansen, Geoffrey Hendricks,
Ring Piece, 1971, letter stanped wooden box, containing ten bells and
wedding ring, 5 1/2 inch cube. Collection of the artist JOHANSTON 169 ~~
Y
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Car ol ee Schneenann, and Philip Corner-he found a niche there, a |ocus
and springboard for his devel opnent. Another artist, Robert Watts, on
the faculty at Dougl ass since 1953, also stayed on, and was an i nportant
i nfl uence on Geoff; he was a kind of big brother, with fresh ideas in
both art and education. It was an exciting tinme to be an artist in the
New York area. And to Rutgers or Dougl ass came a creative contingent,
both teachers and students, already or soon to beconme novers and shakers
in the new avant -garde taking shape in the 1950s. Robert Whitnman and
Lucas Samaras were students of Kaprow s. George Brecht, never attached
to the university but a New Jersey resident and friends with Geoff,
Kaprow, and Watts, all were nmenmbers of this circle. Kaprow and Brecht
were students in John Cage's now | egendary groundbreaki ng course in
conposi tion taught at the New School, in New York City. The
artists/teachers at Rutgers and Dougl ass m grated back and forth between
New Brunswi ck and New York, participating in exhibitions and
perfornmances in both places, pronoting and producing themas well.

Ceof f's stake in education was uni gue among his peers. The exhibition
and this catal og, docunentation of events and works by

Rut ger s-associated artists during his long tenure there, seem al npst
like an extended retirenent party, or a party to prolong his connection
to the university. He says his original idea in becom ng a teacher was
to sup- port hinself as a professional artist. Many aspiring artists
have this thought and hope to becone successful enough to stop teaching.
O, never becom ng successful enough, turn into artists resigned to
teaching. Geoff may have wanted to becone "successful enough,” but he
was very attached to teaching at the university. H's background had set
himup for that. As the eldest son in his fanmily, he was not only "very
responsi bl e," but bound also, it seens, to fol- lowin the footsteps of
his inpressive father, who was an English professor and founder of
Mar | boro College along with two other schools in Vernont. Geoff had
education in his blood. In his own tine at Dougl ass, Ceoff was in the

m d- dle not only of the radi cal upheavals in art but also of rev-

ol uti onary approaches in education. He assuned a key role in the

devel opnent of the Douglass art departnment. The fanobus experi nental
prograns at Bl ack Mountain College in North Carolina were an

i nspiration. Douglass instituted an interdisciplinary, or internedia,
approach to the arts, along with innovative nethods in the studio and a
nonaut horitarian stance with the students. Geoff also introduced themto
contenporary artists in New York. During his first year at Dougl ass,
CGeof f and Watts took their classes to the beach, where they made
sand-castles 1 70 CRITI CAL MASS Geoffrey Hendricks, Ring Piece, 8th
Annual Avant Garde Festival, 69th Regi nment Arnory, NYC, Novenber 19,
1971. Photo: Steve Bal kin
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and poured plaster inprints in the sand; students were also taken to

ot her unconventional teaching locations for site-specific artwork. Their
art classes were anything but standard. Fromthe begi nning, Geoff

organi zed exhibits at Douglass's art gallery. As the '60s heated up, he
found opportunities to produce sonme of the nost extreme art around. In
1970 he brought George Maciunas's Flux-Mass and Hermann Nitsch's
Orgies-Mysteries Theater to the canmpus. By 1970 Geoff had tenure. He's
guite sure he would not have been able to produce the controversial

Fl ux- Moss without it. Tenure was a wonderful thing to have if you had
become imersed in radical art and politics. Rutgers was hardly inmune
to the gay liberation front sweepi ng New York and the country. Very soon
after Stonewall, a Student Honophile League was formed at Rutgers. Now
CGeof f could cone out anobng his coll eagues and students and be part of a
consensus-the neans by which any new identity beconmes possible. He
enmerged al so as a | eader of a new vehicl e-the Voorhees Assenbly
Board-for bring- ing activities to the canpus. From 1970 to 1972,

t hrough the Voorhees Assenbly Board, Geoff nasterm nded a nunber of
appearances by | had known gay nen, a.ssuredht in the art world. But
Ceof f was the first male in our tithe to decd openly in his work with

i ssues of sexual identity posed by the Stonewall riots of 1969. This is

not to say that he pa lilt!- paled in the riots or even becane political
per se. But because of the riots and the new gay politics, a consensus
in Arerica, in particular iii New York at that noment, existed that nade

possible frtr the first tinme in human societies a passage identity front
the normative heterosearol to the hitherto secret and unnaned
honpsexual . Geoff's work during the 1970'x, begi nning wi th Fluxdivorce,
illustrated this nmonmentous transition. At |east, with consensus, people
of the sau le- se.x preferences could be what thev were, no |onger be
split between what they did or wanted and what they knew they were
suppose to be between action and thought, self and culture, desire and
propriety. Fluxdivorce was it happy occasion because ties were cut that
nmade ot her ties possible. In one event, Geoff and Bici were se painted
in a tug-of-war, with the nien pulling on a rope secured around Ceoff

t he wonen on a rope secured round Bici, synbolizing (re)unions with
their own sex. The halving of a nunber of objects-weddi ng docunents.

cl ot hes, double bed, etc.-with knives, scissors, saws, and whatnot,
likewise ritualized the separation and forecast a reconfiguration: Com
mon obj ects transforned. Halving furniture, in particular chairs,
becane a thence to Geoff s work, beginning at |east by 1975 when in
perfornmance lie cut a chair ill hall: reversed it, and lashed it back
together. In his 1992 Wesbaden iristata- tion, lie included an ensenbl e
ofa table that lie quartered, then reversed, and rejoined (the four |egs
then corning together in the m (hdle), flanked by four standard
restaurant chairs, cut in half, and simlarly reversed and bound

toget her again. In such synbols, the restructuring of the art- [W life
is recalled and reaffirned, and anybody cur see in themthe break
points, the deaths and renewals of all sorts in their own lives. For
Ceof f-1 becane an operative person as a gay person. FromJill Johnston,
"Between Sky and Earth," published in Secret Lives in Art: Essays on



Art, Literature, Performance. a cappel a books, Chicago, 1994 gay witers
and artists, reflecting not just his interest in gay issues but the
worren' s and bl ack |iberation novenents that had ascended in the 1960s
and were reaching high density in the early 70s. Florynce Kennedy, the
bl ack activ- ist |awer, was one speaker. Another was Kate Ml lett,

aut hor of Sexual Politics. Allen G nsberg was invited as was com poser
Paul ine Aiveros, whose California wedding to Lin Baron | had featured
in a Village Voice colum that year. N neteen seventy-one was a big year
for some of us. In between Geoff's Flux Divorce in June and his Ring
Piece in Novenber, | too appeared at Rutgers under the Voorhees

auspi ces, ranpagi ng on behalf of "Lesbhian Nation." By this tine Geoff
was a Fluxartist, a devel opnent that seens quite appropriate for someone
who |iked operating in groups and who was not singularly obsessed with
maki ng a big name for hinmself. Wthin Fluxus he could be safely out,
even while alnost all the other Fluxartists were seem ngly straight. He
couldn't forma cell or anything, but he had other outlets for con-
sensus needs, and his concerns in art have often sur- passed work
representing any aspect of his sexual/ enotional orientation. His

wel | -known sky paintings in particular are obviously transcendent.
JOHNSTON 171 CGeoffrey Hendricks, Cut Chairr, from Traune, \Walder, a
Meditative Ritual, Kunstverein, Minich, January 24-26, 1975. Photo:

CGeof frey Hendri cks.
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~ ~ ~r' 19%0~ 172 CRITI CAL MASS St ephen Varble performng with Geoffrey
Hendri cks aboard the Al exander Ham | ton, 9th Annual Avant Garde
Festival, Cctober 28, 1972 Photo: Unknown, courtesy Geoffrey Hendricks
Archi ve, NYC
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SV: Enphasized it! CM 'Cause he insisted | have nothing on under the
gauze. Al right, then, Jim Tenney was playing the piano with a fur

G string and fur ears and paint all over his body. Max Neu- haus was
doing the percussion in red tights, and his testi- cles and everything
were quite-you knowpromnent. So this was his costume. And the

chi npanzee, Priscilla, wore a blue dress. This was her regular outfit.
So Norman Seaman, who was hel ping me present the festival by renting the
hal | and hoping to get his noney back with ticket sal es-since then |
don't believe in selling tickets, | think everything has to be free, but
in VARGL E 1 7:3
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ready: Al we had to do in interm ssion was put the walls together and
we had two roons. One was an attic; one was a living room So after we

did Theater Piece, | asked the audience to please go and find things
along the street that would go into an attic or a living room and then
conme back. | really didn't think they would, but they all went out and

canme back with neon signs, rubber tires, |anps, chairs, bicycles-things
that had been thrown away in the garbage. But the police saw these

wel | -dressed people, a couple hundred, going into the garbage cans al ong
Fifty- seventh Street. So the police got scared and followed them Then
they called the fire departnment, and the fire depart- nent canme and

cl osed us dowmn. M ke Kirby was conduct- ing the piece when they cane.
Everybody was pushing and pulling the furniture as they were supposed
to, and then M ke gave the signal and the piece was over. And the police
and fire departnment were astounded because the peopl e took what they had
brought, filed out of Judson Hall, and put it all back into the garbage.
But they thought we were having a riot. It was terrible. It was
cancel ed: The next night there was a big sign across the door. It was a
real tragedy. That was ny first personal experience with |awers-Alan
Kaprow had a | awyer, and he hel ped to save the future of the festival
They nade nme sign an agreenent. |'ve saved the agreenent-it says that |
will not do that piece by Allan Kaprow anynore. But | had been kicked
out of the hall and could never go back there again. SV. Wat did that
mean for the festival? CM So the fourth year, | went to Central Park
and it was a glorious festival. Thousands upon thousands of people cane.
Dick Higgins did his Danger Music #2, where he shaves his head. Joe
Jones prem ered his Misic Bi ke. Jackson Mac Low recited his phenonena
poetry for al nost sixteen hours. Alison Know es did a piece called Shoes
of Your Choice, where people get up and tell the his- tory of their
shoes. | can't tell you how nmuch you | earn about a person. They take the
nm crophone and they start telling about their shoes. One guy started
tal ki ng about the concentration canps and everythi ng. Robert Breer
showed his filnms. A Hansen put toilet paper in the trees. Ceoff
Hendricks hung sky in the trees. Kosugi did his incredible Floating
Piano on the | ake. Yoko Ono's piece that year was VARBLE 175 Ceorge

Maci unas, Takako Saito and Henry Flynt denonstrating agai nst

St ockhausen's Originate on West 57th Street outside Judson Hall at the
2nd New York Avant Garde Festival, Septenber 8, 1964 Photo: Peter Moore
(c) Estate of Peter Moore/ VAGA, New York, NY
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Nye Ffarrabas's Universal Laun- dry/Prayer Flag Event at the 4th Annual
New York Avant Garde Festival, Central Park, Septenber 9, 1966 Photo:
Peter Mbore Estate of Peter More/ VAGA, New York, NY watching the
sunrise through crystals. She al so performed her bag piece. SV: Her

Bl ack Bag piece? CM Yes, yes. This was when Peter and Barbara More had
their baby on the day of the festival. It was called Bl essed Event.

Anot her inportant thing that we did was to pre- mere a piece by Kurt
Schwitters that had never been done before. It was a social opera where
hal f the people scream"Up" and the other half of the people scream
"Down" for an hour. And of course it doesn't get resolved. A very nice

work. Ch, | alnost forgot to tell you about the best pieces that we did,
whi ch alnost got me in a lot of trouble. Well, JimMWIIlianms called ne
from Phil adel phia, and he said, "Charlotte, I want to do a

pi cni c"-because it was Central Park-and | said, "Trenendous!" He asked
me to get per- mts for himso he could cook hot dogs. He brought hun-
dreds and hundreds of hot dogs, waternelons, potato chips-all the things
that are the American picnic. He said, "I'mgoing to bring enough for
everybody." He truly did bring quite a bit, and all these people
gathered around and started eating the picnic that he cooked. What he'd
said to ne was that he was going to eat and eat until he got sick, and

said, "Fine, OK." | didn't fol- lowit through and think it out. And Jim
did just that. He ate and ate until he got sick. He started vomting.
Well, it seens to be very contagi ous. When soneone is vomting next to

you, you start gaggi ng, and suddenly there were hundreds and hundreds of
people vomting. Al these press peopl e-one guy vomted on his canera.
Everybody was vomiting. Jimdidn't stop. He kept eating and voniting
agai n, and kept on, and kept on, and then he would take a fresh
frankfurt and dip it in the vomt and put it in his nmouth and conti nue.
Now, at this point, the police are saying, "Please, you nmust stop this
piece." Now, | can't stop JimMWIlians. He's a great artist. He wasn't
doi ng anything wong. So the police would try to go up to him and then
they would start gagging and vonmiting too. It was a marvel ous piece.
breat hed t hrough ny nouth-1 don't know why the police didn't think to do
it-and | went up to himand caught his eye, and he was in heaven. He was
doi ng such a marvel ous perfornmance | couldn't stop him | wouldn't. |
pretended to be sick and told the policenman in my biggest southern
drawl, "Onh, officers, | just caaaaaaaaaain't...... And they felt sorry
for me because they couldn't either-they were vom iting too. Sure
enough, Jimfinished his piece, and let ne tell you what he did: He

cl eaned up everyone's vomt. SV: Ch! CM |I'mtellin' you-that's a real
guy! He cleaned up the whole thing. The park was spotl ess, cleaner than
before he went there. Yeah! This was all beside the beautiful conser-
vatory pond. | can't go by that pond w thout thinking of Kaprow s piece
with the tires, Kosugi's Floating Piano, and Jimis picnic with everyone
vomting. | look at the pond and | see all these beautiful things that
happened. Ceoff Hen- dricks got in trouble because he dunped sone
flowers in the conservatory pond-real and plastic flowers. Wat's wong
with that? That's where the flowers should be. The police said, "You
can't put anything in this pond!" They tried 1 76 CRI TI CALMAS
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to arrest him They cane running after himwhen he was standing in the
m ddl e of the pond pitching flowers in each of the four directions. SV
How about the fifth festival? CM That year | got the ferryboat. SV: The
Staten Island Ferry? CM It was very difficult getting the ferryboat,
because | had been arrested in February of '67 for playing Paik's "top-

| ess" cello piece. | tried not to let themknow who | was or what |I'd
done. | tried to avoid the word "cello,"” so they wouldn't in any way
connect me with topless cello playing. Even so there was a | ot of fuss
once they did find out. This was Septenber, quite a while after the
arrest. | was in hopes people had forgotten so that | could get this
ferry- boat. | did get the ferry, but citizens were outraged once they
realized who I was, and they tried to stop it. They were so afraid of

us! But it was too late to stop it. What | did was take this friend from
The New York Tinmes-he had his little cassette recorder with himto see
the comm ssioner, and in front of the Times they wouldn't say that I
couldn't have it. | had pronised themthat | wasn't going to do any top-
|l ess piece. | did only one piece that called for toplessness.
Automatically everyone thinks you sit at hone and do everything topl ess.
It was the first year | ever sent out a press release. SV: 1967, the
first year you did a press release! CM Ken Dewey, who was killed | ast
year in a plane crash, did a marvel ous piece. He got the fire-departnment
boats, which shoot huge streans of water, to shoot their water over the
harbor. The festival began with that piece and a piece by Al an Kaprow
in which all the cars on the ferry and various people with foghorns bl ew
their horns in uni- son. Forty thousand people cane to see us in a
twenty- four-hour period. JimMWIIlianms craw ed for twenty-four hours.
Jean Toche did I npossible Tel ephone: Wien you approached the phone,

vi ol ent sirens screamed, bul bs VARBLE 177 Joe Jones's Longest Pull Toy
inthe Wrld at the 7th Annual New York Avant Garde Festival, Wards

I sl and, Septenber 28-Cctober 4, 1969 Photo: Geoffrey Hendricks
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flashed off and on, and it was inpossible to nmake your phone call. Wen
we finished, Staten Island wasn't any the worse for it. 5V:. Wat did you
plan for '68? CM | wanted to do a parade that year. For this festiva

we had to have trucks, generators-all kinds of things for a parade. So
Con Edi son gave us the trucks and the genera- tors-all the equi pnent
that we needed. They were beau- tiful. Toche was the only one who got
into trouble. He had such a wonderful piece: an "X" with all these

fabul ous sirens and lights, and "Chicago" witten on it. And he was tied
to it and pulled along. The police were so afraid that he'd be a target
for being shot or a target for someone stepping on himor trying to hurt
him they wouldn't et himgo on. They said it was too dangerous. It was
a raw deal . What did happen: Les Levine had an incredible float-a whol e
truck with nothing but neon tubes on it. Geoff Hendricks had a

Vol kswagen bus that he had painted with sky. W opened the parade with
Joe Jones's Music Bike. Behind himcanme A lan Kaprow s piece called
Barreling, which was oil druns painted by children being rolled down the
street by the children who painted them G lles Larrain did one of the
bi ggest infl atables you' ve ever seen, the entire size of a fl atbed
truck. He had a big huge plastic rectangle filled with orange snoke, and
it was fiery and gorgeous goi ng down the street. JimMWIIians nade the
finest piece |'ve ever done, a piece called Sky Kiss. | am suspended
fromten heliumfilled balloons, float- ing in the air playing the
cello. The police didn't want to let nme up. They said it was agai nst the
law to fly. You have to have an FCC license. | said, "I'mnot flying-I'm
floating." To get away fromthe police | just floated off, and they
couldn't catch up with me. SV: Did you like floating? CM It was one of
t he nost wonderful sensations |'ve ever had. The next year, 1969, we got
Wards and MII Rock islands. This was one of the nost terrible
undertakings |1've ever had to do. To fight the elenents, go to a place
that doesn't have electricity, go to a nei ghborhood where the children
don't have food or television sets in their hones. How can they | ook at
TV artwork and appreciate it when they don't even have a TV in their
house? Here we are out on islands, without electricity or anything, so |
had to go to Buckm nster Fuller and ask himfor his geodesic done, and
he let us have it. The Cooper Union kids slaved three days and three
nights to put it up, but the casualty of this festival was that the
geodesi ¢ donme didn't prevent danpness fromgetting to the video

equi pnent. Ira Schneider and Frank G llette had brought this very

i mportant work of theirs, called Wpe Cycle, and it seened that the

el enments did get to their sets and ruined them SV: How about 1970? CM
If you recall, | had to skip the festival the next year because, well

t he anbunt of sheer physical |abor that | exerted on this festival was
debilitating. Al at once, the next year-1 had all these wonderful plans
for the festival, of course-I got very sick and just passed out. |
couldn't walk. | had to go to New York Hospital for surgery, and they
JimMWIlianms's Birthday Event at the 8th Annual New York Avant Garde
Festival, 69th Regi nent Arnory, Novenber 19, 1971 Photo: © Steve Balkin
178 CRI TI CALMASS
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renoved thirteen tunors. It was a | ong operation. For seven hours | was
cut open. | needed a |l ot of blood. SV: You' ve been sick since then? CM
No! | got well! I'mfine now The tunors were renoved, and it was an

i ncredi bly | ong conval escence. It was awful -the worst thing |I've ever
gone through. Two nmonths later | had to performat the Fluxus Festival
in Germany. | had to do Paik's TV Bra there. The doctor said, You can
sit up two hours a day in the Kunstverein and play the TV Bra, and then
you have to lie down the other twenty-two." And | couldn't lift a thing.
So | would go to the museum and sit down, and they'd put the bra on me
and 1'd play for two hours, and then I'd coll apse because | was really
very, very sick. The illness neant that | had to postpone the festival
whi ch broke ny heart. So | post- poned it until 1971, when | resuned.
Since then |'ve had a couple of ups and downs. Anyway, in 1971 | got the
69th Regiment Arnory for the festival. | got the arnory for free, no
rent to pay at all. There was one problem after the other, as usual
Shirley Clarke had this tremendous piece: a Ferris wheel indoors with a
TV set on each seat, and people would get on the Ferris wheel and
literally have a video trip. It was spectacular to | ook at and
incredible to experience. But the unions cane and said that we coul dn't
continue with the piece. SV: Don't you feel you've contributed a great
deal to adventure in art by overconing such obstacl es year after year?

CM Yes, and fun in art. |I'mvery bored with the concept that art is for
a few people-the chosen few. | participate in the activities organized
by big nmuseuns and big estab- |ishment perfornmances, but | have a secret

| ove for reach- ing people who don't get to nuseums or concerts
normal | y. \When there were kids who had never been to a nuseum gallery,
or concert hall comng into the arnory and getting turned on to Shirley
Cl arke's piece and having a wonderful tinme, that really thrilled nme very
much. |I'"mvery interested in fun and not making art such a snobbi sh
mysterious thing. But let nme finish telling you about the arnory. Jud
Yal kut did this phenonmenal filmprogram It was so popul ar the whol e
twel ve hours of the festival, so packed and filled with people, that |
couldn't get into see a single film On the main floor of the arnory we
di vided up the space pretty nmuch equally anong the artists. One of the
VARBLE | T 9 Shirley Oarke's Ferris wheel video environment at the 8th
Annual New York Avant Garde Festival 69th Regi ment Arnory, Novenber 19,
1971 Photo: © Steve Bal kin
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strongest pieces was right in the center, as you wal ked in: Geoff

Hendri cks was on a nmound of dirt in a formal tails suit, and he
perforned silently for twelve hours. Do you know what was in the dirt?
Well, he and his wife broke up, and his wedding ring and sone of CM My
God! We've tal ked forever, and |ast year's festival on the A exander
Ham I ton, the old Hudson River Day Line boat, is still so fresh in ny
mnd, | can hardly talk about it. You perforned in that one yourself
with Geoff Hendricks- your fabulous Blind Walk in your incredible wooden
dress. 5V: What are the runors | hear about a train for this year? CM
Yes, |'ve gotten an Antrak train to go from Gand Cen- tral Station to
Syracuse and then on to Buffalo. It's gonna be real exciting! [The
festival actually took place on freight cars within Gand Centra
Station.] SV: This is your tenth festival? CM Yes, the tenth! Stephen
Varbte, experinmental playwight-director, filmmaker, witer, interviewed
Moorman on the roof of her Manhattan "Di anond District" apartnent in the
m dst of the "roar of a thousand air conditioners” one sumer afternoon
in 1973. Varbte had performed works in Morman 's Avant Garde Festival
as well as in London and Aachen. The interview, published here for the
first time, was found in a folder belonging to Geoffrey Hendri cks,

Varbl e's partner and sonetinme collaborator from 1971 to 1974. 180
CRI TI CAL MASS
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[1] A fragnent of history in flux, indicating the ebb and fl ow of
artists connected with Rutgers working in tine-based, conceptual
epheneral, and performative ways. It follows their journeys to New York
and abroad, the acceleration of activity, of collaborations, hinting at
their inpact and interface with teaching, and with the course of art.
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CBS broadcasts first color television program June 25. Fifty-one miles
of New Jersey Turnpi ke open, Novenber 5. Rutgers alumus Paul Robeson
presents petition to United Nations against U S. policy on bl acks,
Decenmber 17. John Cage's Theater Piece No. 1 performed at Black Muntain
Col | ege, near Asheville, N C: Participants include Merce Cunni ngham
Charl es O son, Robert Rauschenberg, M C. Richards, and David Tudor,
sumer. John Cage's 4'33" first performed by David Tudor in Wodstock,
N.Y., late sunmer. Robert Watts begins teaching at Rutgers University in
Engi neeri ng Departnent, New Brunswick, N J., Septenber. Hansa Gallery
cooperative founded. 60 East 12th Street, NYC, fall. First hydrogen bonb
expl oded by U.S., at Eniwetok Atoll, Mrshall Islands, South Pacific,
Novenmber 6. [2] Geoffrey Hendricks graduates from Amherst Coll ege,
Honors project: three-panel nural, outside Mead Art Miuseum Spring.

Al'l an Kaprow begi ns teaching at Rutgers College Art Departnent, Rutgers
Uni versity, New Brunswi ck, N J., Septenber. Robert Wi tman begi ns taking
cl asses at Rutgers College; Letty Lou Ei senhauer begi ns taking cl asses
at Dougl ass Col | ege, Septenber. Hansa Gallery Menbers, a group
exhibition, opens at Art House Gallery, Rutgers Coll ege, Decenber. 182
CRITI CAL MASS Mary |. Bunting becones third dean of Dougl ass Col | ege.
Theodore Brenson hired as chair of Douglass Coll ege Art Departnent.
Al l an Kaprow has exhi bition at Hansa Gallery, 210 Central Park South,
NYC, April. Gutai Group formed in Ashiya, Kansai, Japan, by Jiro

Yoshi hara, Decenber. CGeorge Segal teaches adult classes at H ghland Park
Community Center, and Rutgers Coll ege Sketch O ub. Lucas Samaras begins
taki ng classes at Rutgers College; has exhibition at Art House Gallery.
Mari on (Engel man) Munk begi ns taking cl asses at Dougl ass Col | ege.
African- Anreri can Rosa Parks refuses to give up her bus seat in

Mont gonery, Al abana, becoming a catalyst for the Civil Ri ghts Myvenent
and the fight to end Segregati on. Decenber 1. John Cage offers class
"Conposition of Experinental Misic," at the New School for Socia
Research, NYC. George Segal has first solo exhibition, at Hansa Gallery,
NYC, February 23 to March. Jackson Pol |l ock dies in car accident,

Sout hanmpt on, Long Island, N. Y., August 11. Allen G nsberg's How
published by Cty Lights Books in San Francisco, CA sparking
controversy over obscenity |aws and free- dom of expression. OA AND
OTHER POEMB LLEN G NSBERG | ntroduction by illiamCarlos Wlliams [3] [4]
Al l an Kaprow and George Segal exhibit at Z & Z Kosher Delicatessen, New
Brunswi ck, N.J., Septenber. Geoffrey Hendricks begins teaching at

Dougl ass Col |l ege Art Department, Septenber. Black Muntain ..ERR
caD: 1. .
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Art faculty at Douglass and Rutgers start nmeeting to plan graduate

prograns in art. Goup I, (first in a series of group shows of
contenporary art) an exhibition of paintings by Janes Brooks, Franz
Kl i ne, Nichol as Mrsicano, Joan Mtchell, Robert Mtherwell, and Kenzo

Ckada at Dougl ass College Art Gallery, Cctober 9-30. Paul Tayl or
presents Seven New Dances at Kaufnmann Concert Hall, YM YWHA, NYC

Cct ober 20. Jasper Johns exhibits his flag and target paintings at
Castelli Gallery, NYC, January 20-February 8. Theodore Brenson wites to
president and provost of Rutgers University about necessity of starting
a graduate program February 19. John Cage gives |ecture, Communicati on;
Davi d Tudor, pianist, in Voorhees Chapel, Douglass College, March 11

Al'l an Kaprow has exhi bition, an environ- nent with sound and |ight.
Performance of the work at 3 p.m daily, but it could al so be viewed
during regular gallery hours, at Hansa Gallery, NYC, March 11-29. Five
Dances, by Paul Taylor (with nusic by John Cage and David Hollister;
Davi d Tudor, pianist; set and costumes by Robert Rauschenberg in
artistic collaboration with Jasper Johns), presented at the Little

Theat er, Dougl ass Col |l ege, March 18. George Brecht, Al Hansen, Dick

H ggins, Allan Kaprow, Jackson Mac Low, Florence Tarlow, and others
attend John Cage's class "Conposition of Experinental Misic" at the New
School for Social Research, NYC. Robert Watts (with George Brecht, Allan
Kaprow, Mary Anne MLean, and others) LESLIE MOTHERWELL MARCA- RELL
CONNER BRECHT VI CENTE ORTMAN KAPROW WATTS CORNELL BURRI COHEN

RAUSCHENBERG yet FOLLETT FR CA' ;LEi 2Y b &gt; U A'ti t,'!, | f V T2 FRS
.1 NE SIAITE UNIO(RSI1 YEG N F.:V A |, NSW Ck, NFWJERSEY 1959 FGROUP 3
04 51.CdHF . ,fl . M, Nei f ! it.. nint [6] creates an

"Experience," €, ~~ ~e¢ .~ .~ . ~, ..~ ~ .-~ ~~~~~ ~ ~~. ..~ m'

: ~ ~ ., . ERR, CCD 1. 92nd Street YNLYMHA NYC April 7. Marcel
Duchanp exhlbltlon at Sldney Janis Gallery, NYC, May 2-30. Allan Kaprow
presents untitled Happening, Theodore Brenson retires. Has heart attack
Communi cati on, Voorhees Chapel, Dougl ass at MacDowel | Col ony in summer;

dies College, April 22. Septenber
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-Fi c-'"r--MA 5~~~~k~rjTA [8] Brecht, Al berto Burri, George Cohen, Bruce
Conner, Joseph Cornell, Jean Follett, Alan Kaprow, Alfred Leslie,
Corrado Marca- Relli, Robert Mtherwell, George Ortnman, Robert
Rauschenberg, Estaban Vicente, and Robert Watts, at Dougl ass Col |l ege Art
Gal l ery, Novenber 30-Decenber 16. Robert Wiitman exhibits multinedi a
con- structions and collage paintings at Reuben Gallery, NYC, Novenber
27-Decenber 16. (Flyer has "Hansa Gallery, 12-30 January 1959," crossed
out.) Below Zero, a group exhibition of multi- media work by George
Brecht, Jim Dine, Martha Edel heit, Jean Follett, Red G oons, A Hansen
Ray Johnson, Robert Wi tman and others, presented at the Reuben Gallery,
NYC, Decenber 18-January 5. Marion (Engel man) Muink and Ronald Stein are
first students to enroll in MFA program at Dougl ass Col | ege Art
Departnent, Rutgers University. John Cage's |ecture |ndeterm nacy,
accom panied on piano by David Tudor, at the Living Theater, NYC,
January 25. A Program of Happeni ngs, organized by Allan Kaprow,

i ncluding Red G oonms's The Magic Train Ride (was Firenman's Dreanj, ,

Al'l an Kaprow s The Bi g Laugh, and Robert Witnman's Snall Cannon,
presented at Reuben Gallery, NYC, Novenber 1-6. Robert Witnan's The
American Moon (theater piece) presented at Reuben Gllery, NYC,
Novenber - Decenber. Al lan Kaprow s An Apple Shrine environ- nment at
Judson Gal |l ery, Judson Menorial Church, NYC, Novenmber 30-Decenber 24.
Chanber Street Loft Series, Yoko Ono's studio, 112 Chanbers Street, NYC,
organ- ized by Yoko Ono and La Monte Young. Terry Jennings, (Decenber 18
& 19) 184 CRITI CAL MASS
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the Living Theater, NYC, February 5. Claes O denburg's Ray Gun Theatre
(107 East Second Street, NYC). Wnter-spring schedule: Store Days, first
versi on February 23-24; second version March 2-3. Nekropolis, first
version March 9-10; second version March 16-17. Injun, first version
April 20-21; second version April 27-28. Voyages, first version May 4-5;
second version May 11-12. Wrld's Fair, first version May 18-19; second
version May 25-26. Cast includes Billy Kliiver, Jean-Jacques Lebel

Lucas Samaras, Letty Lou Ei senhauer, Henry Gel dzahl er, and Carol ee
Schneemann. Allan Kaprow s A Service for the Dead (Happening) and Robert
VWhit man's Movies Wth Sound, Song and Play (performance) are presented
at Mai dman Pl ayhouse, NYC, March 22. Variety, by CGeorge Brecht, Ray
Johnson, and La Monte Young, presented at Mi dman Pl ayhouse, NYC. ©March
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convi cted of indecent exposure, to international out- cries. February 9.
Museum of Merchandi se exhibition at The Arts Council of the YM & YWHA
(now The Gershman "Y"), Phil adel phia, PA. My 10-28, 1967. Geoffrey
Hendri cks's Sky Ganes presented at Judson Menorial Church, NYC, My
26-28. Charlotte Mornman presents 5th Annual Avant Garde Festival on
John F. Kennedy ferryboat, Witehall Term nal, Staten Island, N Y.:
approxi mtely a hundred artists' kinetic-light artworks, scul ptures,

vi deot ape recorder conpositions, environments, and conputer conpositions
as well as jazz, poetry, electronic music, Happenings, cham ber nusic,
and dance, Septenber 29-30. 12 Eveni ngs of Mani pul ati ons presented at
Judson Gallery, NYC, with installations by Ml col m Gol dstein, A Hansen,
Bi ci Forbes Hendricks, Geoffrey Hendricks, Allan Kaprow, Kate Mllett,
Raphael Ortiz, Lit Picard, Steve Rose, Carol ee Schneemann, and Jean
Toche; filmand performance by Philip Corner, Takahi ko linura, Ken
Jacobs, Fred Lieber- man, Charlotte Morman, Yoko Ono, Nam June Pai Kk,
Tomas Schmit, and Ken Warner, (organized by Jon Hendricks) Cctober 5-22.
Fl uxus, a Paper Event by the Fluxmasters of the Rear-Garde organi zed by
CGeorge Maci- unas, with Ay-O Bici Forbes and Geoffrey Hendricks,

Shi geko Kubota, Dan Lauffer, Ben Patterson, Meko (Chieko) ..ERR
COD:3.. others perform 14 concerts, Septenber 1-23. Al an Kaprow s
Words (environnment) presented at Snolin Gllery, NYC, Septenber 11-12.
Cl aes A denburg's Sports (Happening), with Lucas Samaras and ot hers,
presented at Green Gl lery, NYC, Cctober 5. 1963/ A New Vocabul ary,

exhi bition organ- ized by The
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La Monte Young, performed at the Pocket Theater, NYC, August

19- Sept enber 9. Charlotte Morman organi zes Six Concerts of the Avant
Garde, (1st New York Avant Garde Festival): with works of twenty-eight
conposers fromeight countries, including John Cage, Philip Corner
Morton Fel dman, Toshi |chiyanagi, R chard Maxfield, Karl heinz

St ockhausen, and others, seven world pre- meres, ten Anmerican

prem eres, and three New York prem eres at Judson Hall, NYC, August

20- Sept enber 4. Robert Wiitman's Water presented in Los Angel es,

Sept enber 20, 21. Sissor Bros. Warehouse (CGeorge Brecht, Alison Know es
and Robert Watts coll abo- ration) Rolf Nelson Gallery, Los Angel es,
Cctober 7 to Novenber 2. Al Hansen's Oogadooga presented at Judson
Gal l ery, NYC, Decenber 12. WIlliam C Barron, George Segal, Sarah
Wttenborn Allan Kaprow s Eat (environment) EVENTS and ADVANCED iJSI CS
april 6th '"fpmno adn scion OLD GYM NASI UM DOUGLASS COLLEGE NEW
BRUNSW CK, NEW JERSEY AL HANSEN:. BENJAM Z PATTERSON. DI CK HI GA NS: ALl SON
KNG v LES : CGEORGE BRECHT: ALI SON KNOALES: DI CK HI GA@ NS: RAY JOHNSON:
BENJAM N PATTERSON-: BROOKLYN JCE JONES: L _ .'i ONTu YOUNG : DI CK

H GA NS: ALI CE DENHAM | N 48 SECONDS; ?ERCUSSI ON Pl ECE " STAND ERECT" from
METHODS AEED PROCESSES GANGSANG NI VEA CREAM Pl ECE FOR OSCAR W LLI AMS 2
durati ons THREE Agueous Events SHOES OF YOUR CHO CE DANGER MJSI C NO. 1?
LECTURE NO. 4 FUNERAL MJSI C FOR ELVI S PRESLEY LECTURE ON r'iJSI C SOLO
FOR DANCER - | NTERM SSI ON - LULU AND ENSE, 4BL. E COVPCOSI TI ON 1960 #7
CONSTELLATI ON NO. 7 BENJAM N PATTERSON: FROG POND T) n BENJAM N
PATTERSON. PAPER Pl ECE EMVETT W LLI AMS: 4 DI RECTI ONAL" SONG OF DOUBT
... Tai i=1&- Jut_ "z DDCK HGA NS: TWDO FOR HAM BAY AL HANSEN. A
HAPPEN | NG PARI SOL 4 MARI SOL DI CK HI GA NS: DANGER MJSI C NO. 3 LARRY
POONS: STAR SPANGLED BANNER GEORV E BRECHT: EXI T perforned by menbers of
the New York City Audio-Visual Goup for Research and Experinentation in
the Fine Arts Al Hansen program for Happeni ngs, Events and Advanced

Musi cs, April 6, 1963. Add Gym Douglass Coll ege, New Brunswi ck, NJ. 42
CRI Tl CAL MASS
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Garde Festival: ten evenings, includ- ing full-scale production of

Karl hei nz St ockhausen's Originate, directed by Al an Kaprow, and works
by thirty-four conposers from eight countries with seventeen world
prenmi eres, six Anerican premeres and ten New York prem eres, at Judson
Hall, 165 W 57 Street, NYC, August 25-Septemnber 11. Action Agai nst
Cultural Inperialism(denpon- stration against Stockhausen perfornance)
held by Ay-O Tony Conrad, Henry Flynt, George Maci unas, Takako Saito,
and Ben Donal d Burgy, Maureen N. Vautier outside Judson Hall, NYC,
August 30. Carr, Gary Kuehn, Robert Ml er Perpetual Flux Fest, at

Washi ngt on Square Gallery, NYC, Septenber 8-Novenber 3, Ay-O s Rai nbow
Envi ronment #1 exhibited at First year of MIlan Knizak's Aktual Snolin
Gal l ery, NYC, Septenber 22- performances in Prague. October 10. Yoko
Ono's SL- Machine resented at Al Hansen's Octopus (Happeni ng) presented
at Third Rail Gallery, NYC, Cctober 16. La Monte Young's Dream Misic
presented at Pocket Theater, NYC, October 30. Monday N ght Letters, a
series arranged by Robert Watts and George Brecht at Café au Go Go, NYC.
Schedul e of events include: Dick H ggins, A Hansen, Novenber 2. Alison
Know es, Assorted N ght Riders, Novenber 9. Philip Corner, Alison

Know es, Jackson Mac Low, Nam June Pai k, Diter Rot, Robert Watts,
Novenber 16. George Brecht, Walter de Maria, Al Hansen, Janmes Waring,
Robert Watts, Novenber 23. Joe Jones, M eko (Chieko) Shiom, Novem ber
30. Dick Higgins, opera Hrusal k Decenber 7. Robert Watts, George Brecht,
Decenber 14. Ay-O, Decenber 21. Al Hansen and NYC Audi o Visual G oup
Decenber 28. Carol ee Schneenmann's Meat Joy (kinetic theatre) presented
at Judson Menorial Church, NYC, Novenber 16-18 (previously performed in
Paris, May 29 and London, June 8). La Mnte Young's The Tortoise
presented at Pocket Theater, NYC, Novenber 20-22. Sonething El se Press
founded by Dick Hi ggins; his first book Jefferson's Birthday/- Postface
(and A Sonet hing El se Manifesto inside the dust jacket) presented at

.. ERR, CQOD: 3..
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[211 [221 H Sol onon and Steve Bal kin present World Theatre, with Dick
H ggi ns, Eric Andersen, Andy Warhol, Steve Bal kin, A Hansen, Yoko Ono,
John Herbert McDowell, Diter Rot, Christo, Nam June Pai k, Wl f Vostell
Char- |otte Moornman, Alison Know es, Takehi sa Kosugi, Cctober 4, 11, 18.
Takehi sa Kosugi, Shigeko Kubota, Charlotte Mornan Novenber 8. Alison
Know es and ot hers, Novenber 22. Nam June Pai k and Charl otte Morman
present Electronic TV, Color TV Experinents, 3 Robots, 2 Zen Boxes + 1
Zen Can at the New School for Social Research, NYC, January 8. Al
Hansen's The Gunboat Panay presented at Third Rail Gallery, NYC,
February 15. Geoffrey Hendricks's Wather presented at Judson Menori al
Church, March 16. Yoko Ono's New Works presented at Carnegie Recita
Hal |, NYC, March 21. Roof Spectacular, with Alison Knowes, Cer- ard

Mal anga, and Betty Thomas, presented at 517 E. 87 St., NYC. March 27. Al
Hansen's New York Audi o Visual G oup presents Tinme/ Space Art Theater
Coll age at the Bridge, NYC, April 5. No Art Show at Dougl ass Col |l ege Art
Gl lery; curated by Geoffrey Hendricks, Robert Watts, and U fert WI ke,
April 9-23. George Brecht presents The Book of the Tunbler on Fire
(pages from Chapter 1) at Fischbach Gallery, NYC, April 10-May 1. George
Brecht's possessions auctioned as he prepares to go to Europe; Al
Hansen, auctioneer. Dick Higgins's The Tart, Solo for Florence and
Orchestra, and Celestials (for Bengt of Klintberg) perfornmed by Ay-Q
Letty Lou Ei senhauer, Florence Tarlow, and others at Sunnysi de Garden
Bal | room and Westling Arena, Queens, N Y. April 17. Carolee
Schneenmann's The Queen's Dog at Judson Dance Theater, NYC, April 21-22.
St eve Paxton and Al an Sol onon organi ze First New York Theater Rally (TV
Studi o, 81 St. and Broadway, NYC), May 1-26. Schedul e of events

i ncludes: Robert Morris, Site, with Carol ee Schneemann (first performed
1964), May 5-7. Robert Rauschenberg, Spring Training, My 11-13. Robert
VWit man, The Night Tinme Sky, May 14-16. C aes O denburg, Washes (Al
Roon's Health Club, 253 W 73 St., NYC), May 22, 23. Robert
Rauschenberg, Pelican, and Robert Whitman, Shower, My 24-26. Yoko Ono's
Bag Piece presented at Film makers Geoffrey Hendricks, Sky Ganes, My
26-28, 1967 (top) exercise with projected sky, (bottom walking with
strobe. Gymmasi um Judson Menorial Church, NYC. Photos: John W/l kes 10
CRI TI CAL MASS
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. 0e.,..... A~ S ...,... [24] [25] and videotape recorder) at Gleria
Boni no, 7 West 57 Street, NYC, Novenber. Carol ee Schneemann's CGhost Rev
presented at New Ci nena Festival 1, C nenateque, NYC, Novenber 17-18
Janes Lee Byars and Lucinda Childs give performance at Dougl ass Col | ege
Art Gallery, Novenber 18. Ay-O s Rai nbow Staircase Environnent, 363
Canal Street, NYC, Novenber 20. Robert Watts at 9 evenings: theatre &
engi - neering, Cage filled the 69th Reginment Arnmory with nore and nore
sound. Again there were those that were excited by the character and

di nensi on of the work, who were drawn into the sound, and those that

wal ked out. 18, pages 41-42, John Cage Silence op. cit. 19. page 55,

i bid. 20. page 56 ibid. 21. First perforned at the Kaufmann Concert Hal
of the YM YWHA in New York City, on Cctober 20, 1957. 22. | am i ndebted
to Joey Smith, Archivist for the Paul Taylor Dance Foundation who
provided me with copies of progranms and reviews fromthe fifties as well
as relevant portions of the PhD dissertation of Angel a Kane, Paul

Tayl or' s Choreography: In the Public Donain, University of Kent at
Canterbury, London Contem porary Dance School, 30 June 2000. Phone
conversation and faxes October 3, 2002. 23. A review describes her
seated on the floor in another perfornance. 24. page 147, Joan Marter,
Of Limts op. cit. 25. Rauschenberg's show at Castelli Gllery included
his Bed. Kaprow s show at the Hansa Gallery March 11 to 29 was his first
environnmental exhibition with sound and light. A printed notice
announced "a perfornmance of the work at 3PMdaily." (see George Brecht
Not ebook 1V, Hermann Braun, ed. Walther Koénig Verlag, Cologne, GCermany,
1997, page 4 and footnote). | remenber a |large very playful carniva
like wall with flashing lights, and hurdy-gurdy nusic, in an environment
of hanging material. Kaprow s show at the Hansa Gallery the previous
year (February 11 to March 21, 1957) included Wman out of Fire, 1956,
and Hero, 1956, a conpanion tar covered standing male figure with an
erection, facing each other in the mddle of the room surrounded by

| arge rough col |l aged canvases such as Hysteria and Baby. 26. page 69-72
Benjamin H D. Buchloh and Judith F. Rodenbeck, Experinments in the
Everyday: Allan Kaprow and Robert Watts- Events, Cbjects, Docunents,
Mriamand Ira D. Wallach Art Gallery, Colunbia University, New York

NY, 1999 27. ibid. pages 71-72 28. Letter from Mary Anne MlLean to

Ceof frey Hendricks, 2002 29. page 29, Joan Marter Of Limts, op. cit. H
ENDRI CKS 19
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F. Kennedy ferryboat, Witehall Terminal, Staten Island, NY.:

approxi mtely a hundred artists' kinetic-light artworks, scul ptures,

vi deot ape recorder conpositions, environnments, and conputer conpositions
as well as jazz, poetry, electronic nusic, Happenings, cham ber nusic,
and dance, Septenber 29-30. 12 Evenings of Mani pul ati ons presented at
Judson Gallery, NYC, with installations by Ml colm Goldstein, A Hansen,
Bi ci Forbes Hendricks, Geoffrey Hendricks, Allan Kaprow, Kate Mllett,
Raphael Ortiz, Lit Picard, Steve Rose, Carol ee Schneemann, and Jean
Toche; filmand performance by Philip Corner, Takahiko linura, Ken
Jacobs, Fred Lieber- man, Charlotte Morman, Yoko Ono, Nam June Pai Kk,
Tomas Schmit, and Ken Warner, (organized by Jon Hendricks) October 5-22.
Fl uxus, a Paper Event by the Fluxmasters of the Rear-Garde organi zed by
CGeorge Maci- unas, with Ay-O Bici Forbes and Geoffrey Hendricks,

Shi geko Kubota, Dan Lauffer, Ben Patterson, Meko (Chieko) ..ERR
coD: 3. .
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[30] [291 New Years Eve Flux Feast held at 80 Whoster Street, NYC
Decenber 31. Janes D. Agard, David H Channel[, Virginia L. Gi mrer
David G Lindroth, Allyn V. Lite, Allan P. Loesberg, Douglas George
MIler, Patricia A More, Theodosius W Victoria, Brian Watkins, Ernest
B. Whitworth Jr. 1969 Geoffrey Hendricks's The Sky Is the Limt
(Happeni ng) presented at Voorhees Chapel, Dougl ass Coll ege, February 13.
Bl ack Student Protest Mwvenent forned at Rutgers. Art Workers Coalition
formed in NYC. Al Hansen's The Haml et of CGertrude Stein presented at
Grand Street, NYC, April 25-27. Judy Chicago, Mriam Schapiro, Lucy

Li ppard, and Jill Johnston speak on panel on fem nism Douglass Coll ege
Student Center, spring. Police raid Stonewall Inn, a gay bar on
Christopher Street, NYC, and for first time face resistance, especially
by fiery transves- tites, triggering the Stonewall riots and birth of
Gay Liberation Mvenent, June 28. Livingston College founded as a new
under graduat e program of Rutgers University nmandated to address soci al
and political issues of the tinme. Initially it had a conbi ned depart nment
of art and nusic. Piscataway, N. J. Charlotte Morman's 7th Annual New
York Avant Garde Festival occurs on Wards Island, MIIl Rock Island, in
the East River, NYC, and includes works to be viewed from a di stance
(inflatable scul ptures, sky art, neon scul pture); and up close (Joe
Jones's Longest Pull Toy in the Wrld), nore than 150 artists display
work in structures designed and donated by Buckninster Fuller (geodesic
donme) and Yal e professor Felix Drury (polyurethane structure) and in
open-air exhibits, hung fromtrees, floating on the water, and flying in
the sky (Ray Johnson), Septenber 9-Cctober 10. GAAG (CGuerrilla Art
Action Goup) has first action in front of the Metropolitan Miseum of
Art, October 16. GAAG has action at Miseum of Mddern Art, NYC. they
remove Malevich's Wiite on Wiite fromthe wall and replace it with their
mani festo and affidavit of intent of action, October 30, 31. Rutgers

St udent Honophil e League founded by Lionel Cuffie, black activist and
Yippie, with the goal of breaking down social and political persecution
and di scrinination directed against nminority groups. O dest college
group formed as result of Stonewall rebellion and second ol dest in
country, Decenber. Fluxus New Years Event held at 80 Woster Street,
NYC, Decenber 31. John Benedict, Joan Hierhol zer Bennett, John
Czerkowicz, Ellen S. Enhoffer, Edward Hee, Joseph Larocca, George S.
Mttendorf, Haig R Qundjian, David Peitz, Charles Sinonds, Mac Adans,
Stuart Topper, WIlliam C Unbreit Jr., John WI kes Voor hees Assenbly
Prograns, Dougl ass Col | ege. Schedul e of events includes: Leroi Jones,
Voor hees Chapel, February 3. Wody King, Black FilmWrkshop, Hi ckman
Audi torium February 10. George Maci unas, Flux-Mass, Voorhees Chapel;
Flux Sports, Ad Gym February 17. Reverend Leon Sullivan, Phil adel phia
192 CRITI CAL MASS [31] activist, Voorhees Chapel, February 24. Julie
Port man, Theater Wbrkshop of Boston, performance, Voorhees Chapel, March
3. Meredith Monk and the House, Voorhees Chapel, March 10. M chae
Harrington, socialist and author of The O her America, Voorhees Chapel,
April 7. Peter Schumann's Bread & Puppet Theater, The Bread & Dragon
Circus, Loree Gym Dance Studi o and Canpus, Septenber 24, 25. Dick
Gregory, Voorhees Chapel, Cctober 13. Steve Reich, Voorhees Chapel,



Novenber 10. APPLE (at Billy Apple's loft), 161 Wst 23rd Street, NYC
Events include: Ed Hee, January 10, 11. Mac Adans, January 31-February
1. John Czerkowi cz, February 14, 15. Jerry Vis, March 14, 15. Howard
Tenple, March 21, 22. Nick Bentley, April 4, 5. Carnmen Sanchez, April
25, 26. Larry Mller, My 1-3.
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Ceof frey Hendricks (Moring #3), May 9, 10. Les MIIls, May 21-23. Howard
Tenpl e, Cctober 31-Novenber 5. Jerry Vis, Novenber 21-Decenber 19. GAAG
menori al service for dead babies held in front of Picasso's Guernica, at
Museum of Modern Art, NYC, to protest U S. genocide in Vietnam January
3. ("And Babi es?" poster. Artists Poster Commttee: Frazer Dougherty,
Jon Hendricks, and Irving Petlin) Flux Show presented at Dougl ass
College Art Gallery, with works by Eric Andersen, Ay-O, George Brecht,
Jack Coke's Farnmers Coop, WIlemde Ridder, Robert Filliou, Al bert M

Fi ne, Ken Friednman, Bici Forbes Hendricks (Nye Ffarrabas), Ceoffrey
Hendri cks, Dick Higgins, happen- ings . . . are [the] exact opposite of
fl ux- hai ku-styl e events."40 Yoko Ono, too, described being rejected
because her work was "too animalist."41 Ono's instructions for events
are full of sex. Cut Piece (1964), for exanple, reads as a di scourse on
aggressi on toward wonen, victim ization, abuse, sadomasochism and

sel f-denigration. Ono internalized and externalized m sogynistic
patriarchy, put- ting herself at risk in this piece. Mst of her filns
are erot- STILES 69
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Keith Sonnier's Dis-Play |l presented at Castelli Warehouse, NYC

Ni chol as Bentl ey, Joseph Cammarata, David Crane, John G annotti, Edyth
Hamond, Scott Kahn, Joyce Kristoffy, Kenneth Kaplowitz, Mrilyn Landis,
Joan Lesikin, Russell Lews, Larry Mller, Leslie MIIls, Chan Eai Pae,
Robert Rodrigues, Carmen Sanchez, Virginia Shepard, Howard Tenpl e, Linda
Wei ntraub, Gerard Vis Voorhees Assenbly Prograns, Dougl ass Col |l ege.
Schedul e of events includes: Jonas Mekas, On the Changi ng Language of

C nema, H ckman Auditorium February 2. M chael Cetewayo Tabor, nenber
of the Black Panther Party and the New York 21, Voorhees Chapel

February 29. Joseph Campbell, Mthic Fornms in Creative [37] [36] Art,
Voor hees Chapel, February 11. Pete Seeger, Voorhees Chapel, Mrch 12.
Caravan Theater, How to Make a Wrman, Little Theater, Septenber 20.

Fl orynce Kennedy, black activist, |awer, The \Worehouse Theory of Law,
Voor hees Chapel, Cctober 5. Daniel Goode, rehearsals for Sonic

Medi tati ons, COctober 12-14. Pauline Aiveros and Lin Barron, Sonic
Medi t ati ons, Voorhees Chapel, Cctober 14. Kate MIlett, author of Sexua
Politics, Voorhees Chapel, Cctober 20. Kate Mllett's new film Three
Li ves, H ck- nman Auditorium OCctober 21. Dr. Phyliss Chester, Voorhees
Chapel, October 26. Jill Johnston, Voorhees Chapel, Novenber 3. Sex and
Sexual i ty, panel discussion, Voorhees Chapel, Novenber 10. APPLE (at
Billy Apple's loft), 161 Wst 23rd Street, NYC. Events include: Billy
Appl e, Geoffrey Hendricks, Jerry Vis, Matter Transformation, March 6-20.
Robert Watts, Addenda to Pop 1964, March 27-April 10. Bici Forbes (Nye
Ff arrabas), Page Process, April, 13-17. Geoffrey Hendricks, Relics &
Speci al Events (including Body/Hair, My 15), May 8-22. Geoffrey

Hendri cks, Dream Event, Decenber 3-5. Mac Adans, Decenber 7-12. Jacki
Appl e, Panela Kraft, Decenmber 11. Jerry Vis, Decenber 12-19. Ceoffrey
Hendri cks's Tal k/Wal k/ Still/Self, an eight-hour event with video and
audi ot ape docunentation (with George MIler and Greg Calvert), presented
at California Insti- tute of the Arts, Burbank, March 25. Conference on
Gay Liberation, organized by the Rutgers Student Honophil e League,

Rut gers Student Center, held April 30-May 2, along with exhibition: The
Honosexual : An Exhibit of Erotic Art, May. [381 Keith Sonnier gives

per formance at Museum of Mbdern Art, NYC. Ceoffrey Hendricks and Bici
Forbes Hendricks's Flux Divorce perforned at 331 W 20th Street, NYC
June 24. Yoko Ono This Is Not Here solo exhibition at Everson Miseum
Syracuse, N. Y., with performance at openi ng. Cctober 9-27

Artwi ser/ Artwei ser presented at Charles Sinond's loft, NYC, with Ted
Victoria, John Czerkow cz, John van Saun, and David Troy, October 23.
Charlotte Mborman's 8th Annual New York Avant Garde Festival at 69th
Regi ment Arnory, NYC, attended by over 20,000 people. Wrks include
preni eres of video synthesizers of Shuya Abe- Nam June Paik; and of Eric
Siegel; Shirley Clarke's Video Ferris Weel; Video Kinetic Environnent
by Wody and Steina Vasulka; Oto Piene's Flower Scul pture; Yoko Ono's
Human Maze; Wnd Piece by John Lennon; Geoffrey Hendricks's Ring Piece;
Docki ng by Ken Dewey; and works by Jim McWIlians; John Reilly and Rud
Stern; Douglas Davis; Al do Tanbetlini; the VideoFreex; Robert Breer;
Tosun Bayrak; Liz Phillips; Fred Stern, and many ot hers, Novenber 19
Nor man Aborjaily, Al fred P. Del ahoussaye, Kathe G egory, John Hodge,



Martin Jachter, David J. Mathieson, Anthony L. Nicoli, Benton Peugh,
Frederick Tarr Vito Acconci perforns Seedbed, in which he masturbates
under the ranp at the Sonnabend Gallery, 420 W Broadway, NYC. Voorhees
Assenbly Prograns, Dougl ass Col |l ege. Schedul e of events includes:

Shirl ey Chisholm Voorhees Chapel, January 28. Ci ndy Nenser, art critic,
Wonen Artists and Art Criticism Hi cknman Auditorium February 17. 194

CRI TI CAL MASS
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... ~ .Ny~". 3 Phillips; Yoshi Wada; Shirley C arke and Don Snyder;
Ay-G Yoko Ono; Marta Mnujin; Allen G nsberg; Joe Jones; Jud Yal kut;
Carol ee Schneenmann; Larry MIller; Lit Picard; and Hermann Nitsch; plus
conti nuous video, banners, projections, experinental jazz, electronic
musi c, poetry; and a twel ve-hour show of nore than twenty-seven

fil mmkers, Cctober 28. Joe Jones cl oses The Tone Deaf Music Store and
nmoves to Europe. Fred Beckman, Edward Boddy, Harrison Burns, Stephen
Guent her, Bayat Keerl, Frances Kuehn, Garrett Morrell Jr., Ernest V.

Vi al, Naom Kuchinsky Waksberg, Yun Janes Yohe Mason G oss School of the
Arts founded as School of Creative and Perfornming Arts, Rutgers

Uni versity, New Brunswi ck, N J.; John Bettenbender appointed dean. MA
program shifted from Dougl ass Coll ege to Mason G oss. Fl ux-Wddi ng of
CGeorge Maciunas and Billie Hutching perforned, 537 Broadway, NYC
February 25. George Maci unas dies of cancer, May 9. Flux-Funeral held
for CGeorge Maciunas, 80 Woster Street, NYC, May 13. |In Menoriam George
Maci unas presented by Joseph Beuys and Nam June Pai k, Art Acadeny,
Dussel dorf, Gernany, July 7. [40] ~y [41] Allan Kaprow s Conpany,
(1981-82), a participatory work, at Ballantine Hall, Rutgers University,
April 5-15, part of A Celebration of the 20th Anniversary of Rutgers
Visual Arts MFA. Qther programs on the New Brunswi ck canpuses, April
10-17. Rutgers Master of Fine Arts 20th Anniver- sary Exhibition, New
Jersey State Museum Trenton, N. J., May 8-June 20. 1962 W esbaden FLUXUS
1982, exhibitions, installations, and performances at Miseum W esbaden,
Nassaui scher Kunstverein, Harlekin Art, Wesbaden, Germany, Septem ber
17- Novenber 14. TIMELINE 195 New facilities for Departnent of Visual
Arts, Mason &ross School of the Arts, with Civic Square Buil ding,

conpl eted. [42]



Page 189

[10] Robert Watts and Roy Lichtenstein critiquing student work. ca.
1960, Courtesy Special Collections and University Archives, Archibald S.
Al exander Library, Rutgers University, New Brunsw ck, NJ. [11] Allan
Kaprow, An Apple Shrine, 1960, Judson Gallery, NYC, offset flyer, 81lh x
13 inches. Courtesy Geoffrey Hendricks Archive, NYC [12] Allan Kaprow, A
Spri ng Happeni ng, March 1961, Reuben Gallery, NYC offset flyer, 11 x 17
i nches. Courtesy Geoffrey Hendricks Archive, NYC [13] Al Hansen
auctioning hats for Yam Festival fundraiser. 1963, Hardware Poets

Pl ayhouse, NYC. Photo: Peter Mbore © Estate of Peter More/ VAGA New
York, NY. Courtesy Robert Watts Studio Archive, NYC [14] Allan Kaprow,
Courtyard, 1962, NYC, offset flyer, 11 x 17 inches. Courtesy Geoffrey
Hendri cks Archive, NYC [15] Robert Watts, Yam Banner, 1963, sewn by
..ERR, COD:3.. New Directions in Contenporary Art presented at Mason
Gross Art Galleries, February 28-March 31. 002 Fortieth anniversary

cel ebrations of first Fluxus concerts held in Wesbaden, Gernmany.
Hei | i ge Fl uxus Prozession held in Wesbaden (Erbenhein), Germany,

Sept enber 20. Di e Flux-Messe von George Maci unas



Page 190

(above) Philip Corner instructing nusicians for The Thousand Sym

Ceof frey Hendricks Archive, NYC [38] Happening & Fluxus, 1970, Col ogne,
Germany, performance. Photo: Harns Sohm courtesy Geoffrey Hendricks
Archive, NYC [39] Billy Apple, Ceoffrey Hendricks, and Jerry Vis, Mtter
Transformation, (two views), 161 West 23rd Street, NYC, March 1971.

Phot os: Geoffrey Hendricks [40] Nye Ffarrabas, Neo/N, 1970, neon, 18 X
30 inches. Collection Judson Menorial Church, NYC [41] Keith Sonni er,
Dis-Play Il, 1970, Castelli Warehouse, NYC. Courtesy the artist [42]
CGeof frey Hendricks / Stephen Varble, perform ng Jack[ Apple's score,
Identity Exchange, February 22, 1972, Dougl ass Col | ege. Photo: Das
Anudas, courtesy Ceoffrey Hendricks Archive, NYC [43] Poster for die

Fl uxMesse (Fl ux-Mass) of George Maciunas, Septenber 21, 2002, W esbaden
Germany. Poster design: Sara Seagull, courtesy Ceoffrey Hendricks
Archive, NYC [44] Critical Mss exhibition, Mead Art Museum February
1-June 1, 2003, Anherst College, Anmherst, MA. Photos: Stephen

Pet egor sky, courtesy Mead Art Museum [45] Relic found at site of
shooting Di ck Higgins, The Thousand Synphoni es, 1968, nachi ne-gunned
beer keg, 19 x 18 x 18 inches. Collection Geoffrey Hendricks, NYC [45]
TI MELI NE 197
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Voor hees Assenbly Program Posters, 1970-1972 DE S| GNEDBYGEOR
GEMACI UNAS198CRI TI CALMASS
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Dougl ass Col | ege New Rrunswi ck, New Jersey Decenber 9th, 1968 from THE
THOUSAND SYMPHONI ES, by Dick Hi ggins |- Docunmentation of the Execution
of the Notations ii- Synphonies #21- Wth C audia Runmel #160- #200-
#203- In One Movenent #204- #343- #343- Ad Honor em Phillioi #460- #730-
The Monocot yl edonous #827- A Twin Style Synphony FOURTH FI NALE, by Phi

| p Corner Philip Corner, Conductor The specific order of the
synmphoni es will be determ ned and annou;iced during the performance.
Program for The Thousand Synphonies | | O CRI TI CAL MASS
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, tdl~~~ CARAVAN THEATRE presents HOW TO MAKEA WOMAN an i nprovi sati onal
satire. Wednesday, Septenber 22,4:30 & 8:00p.m, Little Theatre. In
cooperation with the Theatre Arts Departnent. Free tickets available in
Col | ege Center from Septenber20. CARAVAN THEATRE WORKSHOPS: Theatre
ganes, inprovisation, dreamrecreations, discussion. Thursday, Septenber
23, 10:00a.m, dd G/m Goup size limted: sign up at ticket table in
Col | ege Center. MARGERY SOVERS FOSTER, Dean of the Coll ege. STA TE OF
THE COLLEGEASSEEN BY THE DEAN Thur sday, Septenber 30, 11:10a.m,

Voor hees Chapel .) FLORYNCE KENNEDY, Bl ack activist |awer, cc-author
Abortion Rap. THE WHOREHOUSE THEORY OF LAW Tuesday, Cctober 5, 7:30p.m,
Voor hees Chapel . PAULI NE OLI VERCS and LI N BARRON, nenbers of The Wnen's
Ensenbl e, conposers on the faculty of University of California (La
Jolla) SONI C MED/ TATI ONS. Thursday, Cct. 14, 7:30p.m, Voorhees Chapel.
Not e: Musi ci ans and non-nusicians interested in participating in
program contact VAB, Box 2725 DPO, or Prof. Daniel Goode, Livingston
Musi ¢ Departnment. Rehearsals: Cctober 12-14. KATE M LLETT, author of
Sexual Politics. Wdnesday, October 20, 11:10a.m, Voorhees Chapel. THREE
LIVES, a new film by KATE M LLETT. Thursday, October 21, 7:30p.m,

H ckman Auditorium 138. DR PHYLI SS CHESLER, psychiatrist, on the
faculty of Richnond College, and currently researching sexismin

psychi atry. Tuesday, COctober 26, 7:30p.m, Voorhees Chapel. JILL
JOHNSTON, critic, Village Voice Dance Journal, |esbian, and author,
Mar mal ade Me. Wednesday, Novenber 3, 11:10a.m, Voorhees Chapel.
SEXANDSEXUALI TY: A Panel Discussion. Gordon Clanton (Religion), Keith
Davi s (Psychol ogy, Livingston), Christine Downing (Religion), and El ai ne
Showal ter (English). Wdnesday, Nov. 10, 11:10a.m, Voorhees Chapel.
Assenbl ywoman M LLI CENT FENW CK, New Jersey State Assenbly, author of
current controversial no-fault insurance plan. Tuesday, Novenber 16,
7:30p. m, Mabel Smth Douglass Room Library. VOORHEES ASSEMBLY BOARD
CGeof frey Hendricks, Chairman, Mriam Cooper, Thonmas Sl aughter, Dean

M chael Rockl and, Susan Master '72, Janet Melody '72, Susan dickman

' 73, Hannah Gonski' 73, Roberta Auslander'74, Linda Stern '74, Ms. Caro
L. Sanchez, Administrative Assistant. NOTE: Tinme, day, and |ocation
change, so check details each tinme. Comments, gripes, praise, new ideas?
Wite to OP.O Box 2725, THE VOORHEES ASSEMBLY BOARD, or any Board
Menber. More and better feedback = nore and better programs. Hurry,
we're at work on the Spring schedule. ' / rl.. ~ MACIUNAS 2 (11 IN piinn
'~ J_111 31%$i ~
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~ougtaf;g ttCottege « pring 01 fleNew | nnrbeesABSenhl g frngrttns

SHI RLEY CHI SHOLM Congressworman, Friday, January 28, 11:10a.m, Voorhees
Chapel ESCUELA 1, Ken Butler and Jose Gonzalez will tell about what's
happening at this intercultural resource center in New Brunswi ck and how
students can hel p. Wdnesday. Feb. 2, 11:10a.m, Mabel Smth Dougl ass
Room Library. REPORT OF THE COW SSI ON ON ETHNI C AND RACE RELATI ONS AT
DOUGLASS COLLEGE: An Open Forum Wed., Feb. 9, 11: 10 e.m, Voorhees
Chapel . (Al students will receive acopy al the report beforehand) Cl NDY
NEMSER, are critic, wites forArt/orum Arts Magazine, etc. WOVEN

ARTI STSANDART CRITICI SM (wi th slides) Thursday, February 17, 7:30 p.m,
Hi ckman Auditorium 138. RALPH ORTI Z, artist, with Puerto R can Studies
Dept., Livingston, ETHNI C / MACEANO SYMBOLI SM (i | lustrat ed) Thursday,
February 24, 4:30p.m, Mbel Snith Douglass Room Library. ATTI CA,
RAHWAY, AND THE ROLE OF PRI SONS I N QUR SOCI ETY: A Conference, Wed.

March 1, all day. 1 I:10a. m, Panel Discussion, Voorhees Chapel

Ex-convi cts representing the Fortune Society. 2:00-4:000. m Wrkshops:
Wnen's Prisons, Attica, New Jersey Prison System etc. 4:30p.m, Panel
Di scussi on, Voorhees Chapel, Speakers to be announced- 7:30 ARTHUR EVE,
Representative to N. Y. State Legislature, and on the scene at Attica.
Voor hees Chapel. In cooperation with the Lawers Quild, Fortune Society,
Rut gers Law School, Liberation News Service, and others. WLLI AM H NTON
aut hor of Fanshen, a docunentary of revolution in a Chinese village;
extended visits to China during the Revolution and | ast year. Thursday,
March 9, 7:30p.m, Voorhees Chapel. ARAB - | SRAELI CONFERENCE
Wednesday, April 5, all day, Voorhees Chapel, Key speakers discussing at
11:10a. m THE TWO SCOCI ETI ES 4: 30p. m THE CURRENT CONFLICT 7:30 p. m
Panel discussion with Iwo Arabs, two Israelis, and | ocal professors on
THE SEARCH FOR SOLUTI ONS JOHN BETTEN BENDER, Chai rman, Theatre Arts
Departnent, THE NATURE OF STAGE COMEDY, a denonstration/presentation,
Wednesday, April 19, 11:10a.m, Voorhees Chapel. A SPRI NG FESTI VAL:
MEREDI TH MONK and THE HOUSE presents VESSEL, an opera epic, Thursday,
April 27, 8:00p.m, Voorhees Chapel and outdoors. (The entire conpany
will be working beforehand with students interested in taking part in

t he performance) A CONCERT of Rock and other nusic, Friday, April 28,

af t ernoon and eveni ng, outdoors near Wodl awn. NOTE: Thou interested in
taking part in Vessel or, for Friday, providing nusic, making banners,
or in helping on the Festival in other ways, contact the Voorhees
Assenbly Board. VOORHEES ASSEMBLY BOARD: M riam Cooper, Chairnen,

CGeof frey Hendricks, Thomas Sl aughter, M chael Rockl and, Susan Master
'72, Janet Melody '72, Susan dickman '73, Hannah Gonski '73, Roberta
Ausl ander '74, Linda Stern 74, Carol L. Sanchez, Admi nistrative
Assistant. NOTE: Tinme, day, and | ocation change, so check details.
Comrents, gripes, praise, new ideas? Wite to G P.O. Box 2725, THE
VOORHEES ASSEMBLY BQARD, or any Board nenber. They are your prograns,
More feedback = better progranms. Hurry, we're at work on the Fel
schedul e. 202 CRITI CAL MASS
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I ndex Page nunbers in italics indicate illustrations A Akiyamg,

Kuni haru, 108 Al bers, Joseph, 123 Albert, David, 88-87 Alice Denhamin
48 Seconds (Hansen), 43, 55, 57 Anmerican Society for the Preven- tion of
Cruelty to Animals (ASPCA), 165 Andersen, Eric, 85n23 Anomaly in Fl uxus,
X, 60, 61-64, 76, 84 Anthology, An (J. Mac Low), xii 1, 3 Apple, Billy,
X, 192, 194-195 Apple Shrine (Kaprow), 9, 184 Archival Assenbl ages:

Rut gers and the Avant-Garde, 1953-1964, ix Arnour, Toby, 15 Art
educati on Bl ack Mountain Coll ege nodel for, 11, 123 and cognition, 126
experiential approach to, 123-124 at Rutgers/Douglass, x, 18, 127
artwork as pieces, 145-146, 147 collaborative nature of, 12 "experience"
environnment, 17, 123 Experinental Workshop, 12, 20, 22, 23, 25-26, 125
facilities, 11, 13 Hendricks and, 12, 15,125,127, 146, 170-171 sexi sm
and, 12-13 Watts and, 12, 26, 28, 125, 146, 170-171 Art-Language, 147
Art Workers Coalition, 57, 150 Astrophysics, critical mass in, 2 Avant
Garde Festivals, x, 57, 58, 67, 90, 90,169,172,173-180, 176, 177, 178 B
Banquet (Watts), 24 Barreling (Kaprow), 178 Bateman, Ray, 166 Batson,
Ronal d, 76 Bauhaus, 5, 11, 123 Behrman, David, 91, 173 Benjanin, Wilter,
144, 148 Berger, Mchael and Ute, 130 Bergson, Henri, 81, 83 Bicycle
Wheel (Duchanp), 120 Birthday Box (Watts), 95 Birthday Event
(MW I lians), 178, 180 Black & White (Maciunas(, 75 Black Bog (Ono), 176
Bl ackburn, Bob, 12 Bl ack Mountain Coll ege, 11, 123, 129n23,170 Bl ack
Paintings (Stella), 66 Bl essed Event (More), 176 Blind Wal k (Varble),
172, 180 BLINK (Brecht, Know es, Watts), 95 Blom Ina, 61, 62 Botstein,
Leon, 123-124 Boundary Music (Shiom ), 61-62 Bourgeois, Louise, 83
Branded Wonan Thigh (Watts), 71 Bread and Water (Know es), 62-64, 63
Brecht, Ceorge, 13, 61 Chair Event, 78 concept art, 147 Exit, 55, 57
Hook, 13-14,14,15 on |earning process, 125 "Project in Miltiple D nen-
sions", ix, x, 12, 23 in Rutgers group, ix, 11, 18, 170 Three Aqueous
Events, 44, 45, 55, 57 Two Durations, 44, 55, 57 Yam Festival, x, 26,
But one just has to try to understand the nervous artist don't you

t hi nk? Sincerely yours Barman Newnett SCORES BY ARTI STS 47
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(Patterson), 50 Funeral Music for Elvis Presley (Johnson(, 47, 55
Gangsang (Higgins), 11, 43 Lecture on Music (Johnson), 47, 55 Lecture
No. 4 (H ggins), 44 Lulu and Ensenble (Jones), 46, 46 N vea Cream Pi ece
for Gscar Wlliams (Know es(, 44, 57 Paper Piece (Patterson), 51, 57
Pari sol 4 Marisol (Hansen), 54, 55, 57 program 42 score sources, 55
Shoes of Your Choice (Know es), 44 Solo for Dancer (Patterson), 48, 48
"Stand Erect" (Patterson), 43 Star Spangl ed Banner (Poons), 55 Three
Agueous Events (Brecht), 44, 45, 57 Two Durations (Brecht), 55, 57 Two
for Ham Bay (H ggins), 53 Harper, Edith, 107 Hei degger, Martin, 66
Hendricks, Bid. See Ffarrabas, Nye Hendricks, Ceoffrey, 11-19, 58, 82,
107 in Avant Garde Festivals, 172, 175,176-17-(, 178,180 biography, 11,
124, 170, 204 on Bl ack Muntain College, 123 in Flux-Divorce, 69, 168,
169, 171 and Fl ux-Mass, 58, 64,123, 125, 130 on Fluxus practice, 64 in
11 in Lying Down Cerenony, 113 on Maciunas's sexuality, 73 R ng Piece,
169, 169, 170, 180 sexual identity of, 68, 69, 84, 169, 171 The Sky is
the Limt, 12, 116-117, 117,118-119, 124,126 sky paintings of, 10, 12,
64, 66, 66-69, 67, 68 as teacher, 12, 15, 125, 127, 146, 170-171 in The
Thousand Synphoni es, 102, 104 on Voorhees Assenbly Board, 147, 163, 171
Hendri cks, Jon, 40, 91, 156, 161 Hendricks, Walter, 124 He and She
(Mllett), 71 Henning, Helen See Pal ner, Helen Henning Higgins, Dck
ix, 12, 46, 53, 56, 57, 68, 84, 91, 105 in Avant Garde Festivals, 174,
175, 180 bi ography, 204 on bl ank structures, 64, 85n23 Danger Misic, 44,
53, 55, 96, 175 on Fluxus practice, 60, 61 Gangsang, 11, 43, 55 Lecture
No., 4, 44, ..ERR COD 1.
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of Maciunas, 69, 71, 72, 73, 74-75 of Watts, 72-73 Shadow Piece ||
(Shiom), 62 Shahn, Ben, 122 Shiom, Meko, 59, 61-62 Shoes of Your

Choi ce (Know es), 44, 55, 175 Silence (Cage), 17 Sinon, Sidney, 26 69th
Regi ment Arnory, Avant Garde Festival at, 170, 179, 179-180 Sky Boots
(Hendricks), 66, 66 Sky Bus (Hendricks), 67-68, 142 Sky Car (Hendricks),
67 Sky Ganes (Hendricks), 10, 12 Sky Is the Limt, The (Hendricks),
12,116-117,117, 118-119, 124, 126 Sky Kiss (Morman), 178 "Sky Lecture"
(Hendricks), 12 Sky Music (Watts), 95 Sky on Sky (Hendricks), 68, 68 Sky
thenes in Fluxus, 64, 66-69, 95 Sniling Workman, The (Dine), 66-67
Smith, Mm, 12 Snyder, Joan, 12, 12-13 Solo for Dancer (Patterson), 48,
48, 55 Sonething El se Press, 85n22, 108 Spring Happening, A (Kaprow), 12
"Stand Erect" (Patterson), 43, 55 Star Spangl ed Banner (Poons), 55
Staten Island Ferry, Avant Garde Festival on, 177-178 Stella, Frank, 66
Stern, Gerd, 91 Stiles, Kristine, x, 60-88, 205 Stilts, 58 Stockhausen
Oiginate, 173-174, 175 Stone (Mller), 78, 78 Stonewall riots, 171
Surrealism 60-61, 149 Synphony Di spenser, 102 T Tarlow, Florence, 96,
97 Tayl or, Paul, Voorhees Assenbly Program of, 14-15, 18,125 Teachi ng
and Learning as Per- forming Arts (Filliou), 125 Tenney, Janes, 91, 173,
174 Theater Piece (Cage), 174, 175 Thousand Synphoni es, The (H g- gins),
X, 98, 98-111, 100, 103- 106, 109, 111, 125 Three Aqueous Events (Brecht),
44, 45, 55, 57 Tire Environnment (Kaprow), 4 Toche, Jean, 91,177-178
"Towards a New Ontol ogy of Music", 71 Triple Sky (Hendricks), 68 Tudor,
David, 14, 15, 91, 125, 173 TV Bra (Pal k), 90, 179 Two Durations
(Brecht), 44, 55, 57 Two Generous Wnen, 96-97, 97 Two for Hom Boy

(H ggins), 53, 55 2 (VOhol es (Hendricks), 68 U Universal Laundry/Prayer
Fl ag Event, 176 University of California at Santa Cruz, Experinenta

Wr kshop at, 26-28, 27, 29, 29-37 Up To And Including Her Limts
(Schneermann), 89, 92 V Vaché, Jacques, 149 Vagi na Painting (Kubota), 69,
71 Vander beek, Stan, 91 Van CGogh, Vincent, 66 Varble, Stephen biography,
205 Blind Wal k, 172, 180 interview with Morman, 173-180 Vasey, Steve,
12 Vautier, Ben, 61, 71 Village Voice, 169 Violence in art, 148-150

Vi ol ent Muse, The (Howl ett and Mengham), 149 Voorhees Assenbly Prograns,
16, 171 of Cage and Tudor, 14, 17-18, 125 of Ka prow, 15, 125 posters,
198-202 The Sky Is the Linmit, 12, 116-117, 117, 118-119, 126 of Tayl or,
14-15, 24, 125 See al so Fl ux-Moss; Orgies- Mysteries Theater Vostell,
Wl f, 61, 71, 90 WWada, Yoshi biography, 205 in Flux-Mss, 130, 140,
142, 142-143, 143, 145 on Fluxus artists, 141-142 Snpke Box, 139 Wards

I sl and, Avant Garde Festi vat at, 177, 178 Watts, Robert, 11, 13, 34,
71, 82, 107.170 bi ography, 205 death of, 95-96,108 "experience"
environnent of, 15, 17, 123 filmof, 25 nechani zed event works, 17, 21
pedagogi cal influence of, 26, 28, 125 "Project in Miltiple D nen-
sions", ix, x, 23-25, 123 sexuality and, 72-73 sky thenes of, 95 and
Voor hees Assenbly Pro- grams, 14, 24 Yam Festival, x, 26, 43, 57 See

al so Experinmental Wbrkshop Wi ner, Lawence, 147 White on Wite

(Mal evich), 11 Wiitman, Robert, 12, 15, 90, 91, 170 WIllianms, Enmett in
bl ank structure, 85n23 in Flux-Mss, 130 Four-Directional Song of Doubt,
52, 55, 57 WIlson, Robert, 58 Wnd Piece (Lennon), 180 Wnsor, Jackie,
12 Wpe Cycle (Schneider and Gllette(, 178 Y Yal kut, Jud, 179 Yam
Festival (Brecht and Watts), x, 26, 43, 57 Young, La Mnte, xii, 91, 142



Conposi tion 1960 #7, 49, 55 Young Penis Synphony (Palk), 71 You
(Vostell), 90 I NDEX 211
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6, 55 Lying Down Cerenony (Knizék), 112, 113, 113-114, 114 M MacDonal d,
Scott, 38-39, 204 Maciunas, Ceorge, ix, 1, 2, 26, 35, 91, 102, 146, 152
bi ography, 204 in Black & Wiite, 75 Buster Keaton's conedy and, 148, 151
Corner and, 85n8 design projects of, 143 Festschrift Banquet for, 64 at
Fl uxhouse Cooperative, 141 Fluxus events of, 58, 64, 65, 130, 136-139 in
Fl ux Weddi ng, 64, 65, 74 functionalismtheory of, 148 Literate Man vs.
Post-Literate Man + Contenporary Man, 36 picketing agai nst Stock-

hausen, 174, 175 sexuality and, 69, 71, 72, 73, 74-75 See al so Fl ux- Mass
Mac Low, Mordecai-Mrk, 1-2, 204 Mac Low, Jackson, 1, 3, 61, 175 Mad Tea
Party, The, 25 Magic Kazoo (Watts), 26 Magritte, René, 68 Male
Underpants (Watts), 72 Mole Undershirt (Watts), 72 Malevich, 11

Mani festo, A Great Bear Pam phlet #8, 41 Marlboro College, 11, 124, 170
Marter, Joan, ix, 163 Martin, Henry, 63 MKenna, Terrence, 84 MLean
Mary Anne, 17, 123 McLuhan, Marshall, 27 McWIlians, Jim in Avant Garde
Festivals, 176, 177, 178, 178, 180 Meat Joy (Schneenmann), 69 Meitner,

Li se, 1-2 Mekas, Jonas, 91 Mengham Rod, 149 Mce Al Over the Place
(Higgins), 180 MIler, Larry, 17, 58, 65, 130, 146 biography, 204-205
chil dhood trauna of, 75-76 on Experinmental Wrkshop, 20-28 on Fl ux- Mss,
120, 121 hand thene of, 80 Mom Me, 75, 76, 77, 78-83, 79, 80 psychic
material of, 76, 78 on Watts' teaching, 26, 28, 125 Mllett, Kate, 69,
71, 171 Mrror (Shiom), 62 Mrror Piece No.3 (Shiom), 62 Msogyny in
Fl uxus, 71-72 MomMe (Mller), 75-76,77,78-83, 79, 80 Moore, Barbara,
57-58, 176, 205 Moore, Henry, 78 Moore, Peter, 57, 91, 108, 176 Nbornman,
Charl otte Avant Garde Festivals, x, 57, 58, 67, 90, 169, 173-180

bi ography, 205 coll aborations with Paik, 71, 173,179 in The Thousand
Symphoni es, 108, 111 Mdtherwell, Robert, 61 Mwvie, A 38 Miltiple
intelligences, 126 Munk, Marion, 12 Music Bi ke (Jones), 175, 178 Mustard
Seed Garden Manual, 12 Myers, Rita, 20 N Neuhaus, Mx, 173, 174 Neville,
Phoebe, 91 New School, 11, 57, 170 Newsreel (Otiz), 38, 39 New York
Times, 167, 174, 177 N etzsche, Friedrich, 82 N tsch, Hermann, ix, 205
See al so Orgies-Msteries Theater Nivea Cream Piece for Gscar WI- |ians
(Know es), 44, 55, 57 Noél, Ann, 130 Noi se Bodies (Schneemann), 90, 189
Nude Front Apron (Watts), 72 Nude Waitress with Tray Apron (Watts), 72 O
Of Limts: Rutgers University and the Avant-Garde (Marter), ix, 163
Aiveros, Pauline, 84, 171 112 Greene Street gallery, 83 Ono, Yoko in
Avant Garde Festivals, 175-176, 180 loft events, 91 psychi c phenonena
and, 82 sexuality and, 69, 71 sky thenes of, 85-86n24 Opera Sextroni que,
71 Orenstein, Phil, 12 Ogies-Msteries Theater (N tsch), 40, 125, 156,
160, 161 ani nal slaughter for, 156, 157-158, 165 poster, 162 public
controversy over, 164-167 restagings of, 167 score for, 159 Originate
(St ockhausen), 173-174, 175 Otiz, Raphael Montahez, ix, 38, 39, 40, 205
P Pai k, Nam June, 61, 90, 91, 141 coll aborations with Morman, 71, 173,
174, 179 sexual thenmes of, 69, 70, 71 Pal ner, Hel en Henni ng bi ography,
205 Earth Monunent to the U. S., 152, 152-155, 154 Paper Piece
(Patterson), 51, 55, 57 Porisol4 Marisol (Hansen), 54, 55, 57 Patterson
Benjanmin, ix, 12, 56, 57, 71, 130 Frog Pond, 50, 55 Paper Piece, 51, 55,
57 Sol o for Dancer, 48, 48, 55 "Stand Erect", 43, 55 Physics, critical
mass in, 1-2 Piano Activities (Corner), 61 Pietkiew cz, Hala, 142

Pl astic Maze (Ono), 180 Poons, Larry, 55 Pop Art novenment Hansen and, 57



Watts and, 26 Pornography (Watts), 72 Priner of Happenings &Ti ne/ Space
Art, A (Hansen), 57 Princeton Engi neering Anoma- |ies Research (PEAR)
Labora- tory, 83 Priscilla (chinpanzee), 173, 174, 174 "Project in

Mul tiple D nensions", ix, x, 12, 14, 17, 23-25, 123 Psychi c phenonena,
MIller's use of, 76-83 Push/Pull, 174-175 Putney School, 11, 124 R

Rai ner, Yvonne, 174 Rauschenberg, Robert, 11, 15, 129n23 Readynmades,
Duchanpi an, 120-121 Rebus (Taylor), 14 Recycled cinemn, 38 Reich,

Wl helm 69 Resenblance (Taylor), 15 Reuben, David R, 69 Reynol ds,

Jock, 27-28 Rice, John, 123 Richards, MC., 129n23 R dder, WIllemde, 71
Ri | ke, Rainer Maria, 82 Ri nbaud, Arthur, 82 Ring Piece (Hendricks),

169, 169, 170, 180 Rockl and, M chael Aaron, 163-167, 205 Rodenbeck
Judith, ix Rose Hobart, 38nl Ross, Colin A, 82 Rutgers group, ix, 12,
90, 125, 129n20, 169-170 Rutgers Research Council, 24 Rutgers University
free speech at, 122-123, 163-167 student revolt at, 150-151, 164 See

al so Art education, at Rutgers/Dougl ass; Dougl ass Col | ege; Voorhees
Assenbly Prograns Ryan, Susan Elizabeth, 144-151, 205 S Sadonasochi sm
73-74, 74, 75 Safe Post/K U K. Fel dpost/Jock- post (Watts), 72-73 Saito,
Takako, 71, 130, 175 Samaras, Lucas, 11, 12, 170 Satie, Erik, 174

Schapi ro, Meyer, 66 Schneemann, Carol ee in Avant Garde Festival, 90

bi ography, 124, 205 at Dougl ass Col l ege, ix, 13, 170 figure/ground
relationship and, 67, 68 on Fluxus artists, 89-94 paranornal and, 82, 84
restagi ngs of, 151n4 self-revelation of, 96 sexuality and, 68, 69
Schneider, lra, 178 Schwitters, Kurt, 176 Science of the subjective,
83-84 Seagul |, Sara, 20-28, 205 Seanan, Norman, 173-174 Segal, George,
11, 12, 26, 27, 91, 107, 125, 169 Serendade for Alison (Paik), 69, 70
Seven New Dances (Taylor), 14 Sexismin Fluxus, 12-13, 69, 84 Sexuality
in Fluxus, x, 69-75 of Flynt, 71-72 gender and, 69, 70, 71 of Hendricks,
68, 69, 169, 171 210 CRI Tl CAL MASS
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bi ography, 204 Lying Down Cerenony, 112, 113, 113-114, 114 Know es,
Alison, ix, 26, 43, 46, 48, 56, 61, 65, 71, 91, 107 Bread and Water,
62-64, 63 in Flux-Mss, 121, 130 Higgins and, 96 N vea Cream Pi ece for
GCscar WIllians, 44, 55 in Serenade for Alison, 69, 70 Shoes of Your

Choi ce, 44, 55, 175 in The Thousand Synphoni es, 102, 103, 104 Kosugi,

Fl oati ng Piano, 175, 176 Kraft, Pamela, 26 Kubota, Shigeko, 69, 71, 91 L
Lacan, Jacques, 82 Lanbelet, O arence, 163, 164, 165-166, 167 Lao-Tzu,
78, 87n73 Larrain, Glles, 178 Lebel, Robert, 61 Lecture on Misic
(Johnson), 47, 55 Lecture No. 4 (Higgins), 44, 55 Lennon, John, 71,
86n24, 180 Lettuce Mani festo (Hansen), 41 Levine, Les, 178 Lichtenstein,
Roy, 12, 169 Lick (Patterson), 12, 71 Lines to Gow (Mller), 78

Li ppard, Lucy, 83 Literate Man vs. Post-Literate Man + Contenporary Man
(Maci unas), 36 Loewer, Bryan, 88n87 Longest Pull Toy in the Wrld
(Jones), 177 Loveseat (MIllett), 71 Lulu and Ensenbl e (Jones), 46, 46,
55 Lying Down Cerenony (Knizéak), 112, 113, 113-114, 114 M MacDonal d,
Scott, 38-39, 204 Maciunas, Ceorge, ix, 1, 2, 26, 35, 91, 102, 146, 152
bi ography, 204 in Black & Wiite, 75 Buster Keaton's conedy and, 148, 151
Corner and, 85n8 design projects of, 143 Festschrift Banquet for, 64 at
Fl uxhouse Cooperative, 141 Fluxus events of, 58, 64, 65, 130, 136-139 in
Fl ux Weddi ng, 64, 65, 74 functionalismtheory of, 148 Literate Man vs.
Post-Literate Man + Contenporary Man, 36 picketing agai nst Stock-
hausen, 174, 175 sexuality and, 69, 71, 72, 73, 74-75 See al so Fl ux- Mass
Mac Low, Mbrdecai-Mark, 1-2, 204 Mac Low, Jackson, 1, 3, 61, 175 Mad Tea
Party, The, 25 Magic Kazoo (Watts), 26 Magritte, René, 68 Ml e
Underpants (Watts), 72 Mdle Undershirt (Watts), 72 Malevich, 11
Mani f esto, A Great Bear Pam phlet #8, 41 Marlboro College, 11, 124, 170
Marter, Joan, ix, 163 Martin, Henry, 63 MKenna, Terrence, 84 MLean,
Mary Anne, 17, 123 MLuhan, Marshall, 27 McWIlianms, Jim in Avant Garde
Festivals, 176, 177, 178, 178, 180 Meat Joy (Schneemann), 69 Meitner,

Li se, 1-2 Mekas, Jonas, 91 Mengham Rod, 149 Mce Al Over the Place
(Higgins), 180 MIler, Larry, 17, 58, 65, 130, 146 biography, 204-205
chil dhood traunma of, 75-76 on Experinmental Wrkshop, 20-28 on Fl ux- Mass,
120, 121 hand thene of, 80 Mom Me, 75, 76, 77, 78-83, 79, 80 psychic
material of, 76, 78 on Watts' teaching, 26, 28, 125 Mllett, Kate, 69,
71, 171 Mrror (Shiom), 62 Mrror Piece No.3 (Shiom), 62 Msogyny in
Fl uxus, 71-72 MomMe (Mller), 75-76,77,78-83, 79, 80 Moore, Barbara,
57-58, 176, 205 Moore, Henry, 78 Moore, Peter, 57, 91, 108, 176 Nbornman,
Charl otte Avant Garde Festivals, x, 57, 58, 67, 90, 169, 173-180

bi ography, 205 collaborations with Paik, 71, 173,179 in The Thousand
Synmphoni es, 108, 111 Motherwell, Robert, 61 Mwvie, A 38 Miltiple
intelligences, 126 Munk, Marion, 12 Music Bike (Jones), 175, 178 Mustard
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Phoebe, 91 New School, 11, 57, 170 Newsreel (Otiz), 38, 39 New York
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are presented as live performance, nedia installation, or gallery
exhibition, MIler considers his works-as well as hinself-to be
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New Yor k Annual Avant Garde Festivals. Hermann Nitsch Austrian arti st
Her mann Nitsch conceived his idea for radical theater in 1957. The
actions of his Orgies-Mysteries Theater (O M Theater), based on
Aristotelian catharsis, Freudian psychol ogy, conventional theater, and
Di onysi an orgy, were disputed by the police and resulted in jail tine
for Nitsch in Vienna for blaspheny and provoking social scandal. In
1968, Jonas Mekas invited Nitsch to New York, where he net Fluxus and
perfor- mance artists and perfornmed actions at the Judson Church and the
Ci ne- mat heque. In 1971 Nitsch purchased Prinzendorf castle, in northern
Austria, which becane the center of activity for the OM Theater. Hs
work has al so been exhibited in Italy, France, and Gernmany. Raphael

Mont afiez Ortiz Raphael Mntafiez Ortiz has been active in avant-garde
filmand perfor- mance since the md-1950s. He is represented in nmany
museum col l ec- tions in the United States and Europe, including the
Museum of Modern Art and the Whitney Museum of Anerican Art in New York,
the Ludwi g Museum of Contenporary Art in Col ogne, and t he Ponpi dou
Center in Paris. He is known for his Piano-Destruction Concerts, which
he has perfornmed at the Wiitney Museum of Anerican Art and the Miuseum of
Contenporary Art in San Francisco, ..ERR COD: 3.
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of the Arts, Rutgers University, where he has taught since 1956. He
conti nues to encourage the exploration of internedia and perfornance
with his students and in his own work. He lives and works in New York
City and Cape Breton Island, Nova Scotia, with his partner, archivist
Sur Rodney (Sur). Dick Hi ggins (1938-98) A poet, essayist, conposer

vi sual and performance artist, and foundi ng nmenber of Fluxus, D ck

H ggi ns was a | eadi ng proponent of "interme- dia," which he named.

Bet ween 1964 and 1973, through his publishing house, Sonething Else
Press, he issued the first "artist's books," includ- ing works by Enmett
Wl liams, C aus O denburg, and Merce Cunni ng- ham Al ongside his
publ i shing ventures, his extensive body of performance and vi sual works
has been exhibited in galleries and nuse- uns worl dw de. Hannah Hi ggi ns
Hannah Higgins is an associate professor in the Departnment of Art

Hi story at the University of Illinois in Chicago. Her first book, Fluxus
Experi ence (2002, University of California Press), is an adaptation of
her doctoral the- sis on Fluxus (1994, University of Chicago). Higgins
has | ectured interna- tionally on Fluxus, the internedia, and Marcel

Duchanp, and has witten across this spectrumas well. Not
coincidentally, she is the daughter of Fluxus artists Dick Hi ggins and
Alison Knowes. Jill Johnston Jill Johnston was a critic, columist, and

contributor for the Village Voice from 1959 to 1980. She wote revi ews
for Art News between 1959 and 1965 and revi ewed books for the New York
Ti mes Sunday Book Revi ew between 1985 and 1995. She has been a
contributor to Art in America since 1985. Johnston has published ten
books, including Marnmal ade Me, Gullibles Trav- els, Mdther Bound, Paper
Daught er, and Jasper Johns: Privileged Information; her forthcom ng book
fromthe Smithsinoan Press is entitled Carillon: A Tale of English
Secrets, Anmerican Mney, and the Making of Big Bells. She has al so

| ectured extensively in North Anerica and Europe. Allan Kaprow Allan
Kaprow exhi bited as a painter until 1956, after which he focused on
Happeni ngs. He began teaching in 1953, at Rutgers University, and
retired fromthe University of California, San Diego, in 1993. H's
Happeni ngs and Environments prefigured contenporary art, and his essays
are sonme of the nost thoughtful, provocative, and influential of his
generation. MIlan Knizdk Czech artist MIan Kni 24k began creating
environments and actions on the streets of Prague in the early 1960s. In
1964 he organi zed the First Mani- festation of Aktual Art. Handwitten
magazi nes, newspapers, and object- books devel oped fromthe group's
denponstrati ons and cerenonies. Mani- festations with costunes, fashion,
and furniture are also part of his prodi- gious creative output. In
1968- 69 Knizadk was active in the United States. In 1973, after he
returned to Czechosl ovakia, he was sentenced to two years in prison for
publ i shing his book Zerononion (Vice-Versand, 1971), and for texts and
document ati on of his actions, which he gave to collector Hanns Sohm He
currently lives in Prague, and is Director of the National Gallery.
CGeorge Maciunas (1931-78) Ceorge Maciunas, the founding nenber, |eader
and theorist of the nost radical and experinmental art novenment of the
1960s, Fluxus, first con- ceived of the name as title for a magazine in
1961. Fluxus soon becane the termfor festivals and other manifestations



that he brought together, and for the organization itself. Its nmenbers
rejected the traditional systens of high art, practicing an
extraordinary formof anti-art that enconpassed everything from

phot ogr aphy and pavenent art, to poetry, drama, and life's rituals.

Maci unas was al so a groundbreaker in graphic design. Scott MacDonal d
Scott MacDonald is author of the Critical C nema series of interviews
with fil mmakers, published by the University of California Press. His
nmost recent books include The Gorden in the Machine: A Field Guide to

I ndependent Filns About Place (University of California Press, 2001) and
C nema 16: Doc- unments Toward a History of the Film Society (Tenple

Uni versity Press, 2002). He teaches at Bard College, in

Annandal e- on- Hudson, New Yor k. Mordecai-Mark Mac Low The son of Jackson
Mac Low, an independent poet and artist who has been associated with

Fl uxus since its begi nning, Mrdecai-Mark Mac Low i s an associ ate
curator in the Departnment of Astrophysics at the Anerican Miseum of
Natural History, where he studies the formation of stars and gal axi es
and the structure of interstellar gas. He lives in New York City with
his partner, Dianne Pulte. Larry MIler A native of Mssouri, artist
Larry MIller received his MF. A degree fromRut- gers University in
1970, where he began his | ongstandi ng association with Fluxus. In his
art, MIller utilizes a wide spectrum of nedia: Wether they 204 CRI Tl CAL
MASS
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of American Art and the Museum of Contenporary Art in San Francisco, as
well as in Germany, ltaly, Canada, and Austria. Hel en Henning Pal nmer

Hel en Henni ng Pal ner graduated from Dougl ass Coll ege (B. A, 1970), where
she studied with Geoffrey Hendricks. She continued her studies of art at
the University of California in San Diego, and in 1995 she earned a
masters degree in teaching. She currently teaches art and reading at the
junior high school level in the Seattle area, where she encourages stu-
dents to think out of the box as they define and redefine art. M chae
Aaron Rockl and M chael Aaron Rockl and, a professor of Anmerican Studies
at Rutgers Uni- versity, is the author of nine books, two of which were
pl aced by The New York Tines on its "Notabl e Books of the Year" list and
anot her of which was nanmed by the New Jersey State Library as one of the
ten best books ever witten about New Jersey. He is also a contributing
editor at New Jersey Monthly nagazi ne. Susan Elizabeth Ryan Susan

El i zabeth Ryan attended Dougl ass College from 1966 to 1970 and conpl et ed
her doctorate at the University of Mchigan. She is Associate Professor
of Art History at Louisiana State University. Her research has focused
on artists' self-inmages. She published a critical edition of painter

Mar sden Hartl ey's autobi ography, entitled Sonmehow a Past (M T Press,
1996) and a study of the autobi ographical art of Robert I|ndiana, Robert

I ndi ana: Figures of Speech, (Yale University Press, 2000). Her current
project is called The Vanishing Artist. Carol ee Schneemann A
multidisciplinary artist who has transforned the very definition of art,
especially with regard to di scourse on the body, sexuality, and gender,
Car- ol ee Schneemann has shown her video and installation works at the
Los Angel es Museum of Contenporary Art and the New Museum of Cont enpo-
rary Art, in New York, as well as in Europe. In 2002, |nmaging Her
Erotics- Essays, Interviews, Projects was published by MT Press,

compl ementi ng her book, Mre Than Meat Joy: Conpl ete Performance Wrks
and Sel ected Wit- ings (Docunentext. 1979), in a docunentation of her
extraordi nary career. She lives and works in New Paltz, New York, and
New York City. Sara Seagull Sara Seagull has worked for nore than 20
years as a graphic designer, creating print comunications for artists,
cul tural organi zations, educa- tional institutions, and publishing
firnms. She is also known for her contri- butions to designs for

Fl uxus-rel ated projects. She studied painting and scul pture at Dougl ass
Col l ege (B. A, 1971) and graphic communications at the School of Visual
Arts in New York. She is cofounder of the Robert Watts Studi o Archive,
fornmed to preserve the legacy of the late artist's works. Kristine
Stiles An artist and associate professor in the Departnent of Art

Hi story at Duke University, Kristine Stiles is a specialist in
performance and experimental art and is internationally recognized for
her schol arship on destruction, violence, and trauma. She is the

reci pient of numerous fellowships, anong them the John Sinon Guggenhei m
and J. WIlliam Fulbright. She is coedi- tor, with Peter Seltz, of
Theories and Docunents of Contenporary Art (Uni- versity of California
Press, 1996). She has several books forthcom ng on subjects ranging from
art to trauma to photography of the nucl ear age. Stephen Varble
(1946-85) Stephen Varble was a playwight, filmdirector, and



perfornmance artist whose highly elaborate and original costunmes nmade him
a great presence in SoHo during the 1970s. His play Silent Prayer (1972)
was produced at Café la Mana with sets designed by Geoffrey Hendricks,
his partner and collaborator from 1971 to '73. They al so perforned
Jackie Apple's Identity Exchange (1972) on the Dougl ass Canpus and

col | aborated on other per- formance works in Europe. Throughout the '70s
Varbl e perfornmed in Char- lotte Morman's Avant Garde Festivals. Yoshi
Wada Yoshi Wada was born in Kyoto, Japan, and studied scul pture at Kyoto
Univer- sity of Fine Arts before noving to New York City in 1967. He nmnet
George Maci- unas and other Fluxus artists soon after arriving in New
York and has been involved with Fluxus ever since. His interest shifted
to nmultinmedia, particularly on sound and nusic, and in the early 1970s
he began buil di ng honemade nusi cal instruments and experinenting with
acoustics that later becanme |larger site-specific sound installations.
H s main concerns are with what we hear, the way we hear it, and what
heari ng neans. He continues to explore the boundari es between sound,
visual s, and space. He lives in San Franci sco. Robert Watts (1923-88)
One of the early innovators of intermedia art, Robert Watts contri buted
to the devel opment of the "event" form and establishment of the Fluxus
col- lective. Fromthe late 1950s into the '60s he also had a
substantial role in the Neo-Dada and Pop Art novenents. Hi s work was

di spl ayed in many nmaj or exhibitions throughout his career and is

i ncluded in nuseum and private collections internationally. Watts joi ned
the faculty at Rutgers in 1952 and Dougl ass College in 1953. He retired
as professor of art in 1984. AUTHORS BI OGRAPHI ES 20 5
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Aut hors' Bi ographies Philip Corner Conposer Philip Corner is known for
nmusi cal scores that evolve into pure graphics and verbal instructions
that turn into poetry. Hs work has been perfornmed worl dw de, has been
published in nmany poetry magazi nes, and has been shown i n numerous

gall ery and museum exhibitions. Alifelong interest in both spirit and
body has led to neditative and action inprovisa- tions, and to frequent
col l aboration with dancers, including nost recently his wife, Phoebe
Neville. In addition to Fluxus, Corner has been part of such historic
groups as the Judson Dance Theater, Tone Roads Concerts, Sonething El se
Press, Sounds Qut of Silent Spaces, Frog Peak Conposers Collective, and
t he Experinental Media Foundation. Since 1982 he has lived in Reggio
Emilia, Italy. Letty Lou Ei senhauer As a graduate of Dougl ass Coll ege
(B.A . 1957), Letty Lou Ei senhauer nmet and becanme good friends with
Robert Watts, Allan Kaprow, and Geoffrey Hendricks. The artist, art

hi storian, art therapist, and psychol ogi st has per- forned in Happeni ngs
and films for various nenbers of the Fluxus group and has engaged in
performance work and site design for other artists and dancers. She is
currently a coll ege professor-counsel or, forensic coun- selor. and

cl andestine creative artist. Al Hansen (1927-95) In 1965, Al Hansen
wrote the seminal perfornmance art text A Prinmer of Happenings &

Ti me/ Space Art (Sonething Else Press). He devoted much of his life to
exploring the Venus figure with tireless fascination through Pop

i ntermedi a, perfornmance, assenbl age, and junk-aesthetic cottage art.

Dur- ing the late 1960s and early 705 he taught at Rutgers University
(Newar k Campus), where he evolved his iconoclastic theories of art
education. After noving to Col ogne, Germany, in 1980, he established an
art school, the Utinmate Akademnmi e. Geoffrey Hendricks Geoffrey Hendricks
has been active with Fluxus since the m d-1960s and has participated in
nuner ous exhi bitions and performances worl dwi de. He is Professor
Eneritus of the Mason Gross School of the Arts, Rutgers University,
where he has taught since 1956. He continues to encourage the

expl oration of intermedia and performance with his students and in his
own work. He lives and works in New York City and Cape Breton Island,
Nova Scotia, with his partner, archivist Sur Rodney (Sur). Dick Hi ggins
(1938-98) A poet, essayist, conposer, visual and performance artist, and
f oundi ng nenber of Fluxus, Dick Hi ggins was a | eadi ng proponent of
"interme- dia," which he naned. Between 1964 and 1973, through his
publ i shi ng house, Sonmething El se Press, he issued the first "artist's
books," includ- ing works by Emmett WIlians, O aus O denburg, and Merce
Cunni ng- ham Al ongsi de his publishing ventures, his extensive body of
performance and vi sual works has been exhibited in galleries and nuse-
uns worl dwi de. Hannah Hi ggi ns Hannah Hi ggins is an associ ate professor
in the Departnent of Art History at the University of Illinois in

Chi cago. Her first book, Fluxus Experience (2002, University of
California Press), is an adaptation of her doctoral the- sis on Fluxus
(1994, University of Chicago). H ggins has lectured interna- tionally on
Fl uxus, the internedia, and Marcel Duchanp, and has witten across this
spectrumas well. Not coincidentally, she is the daughter of Fluxus
artists Dick Hi ggins and Alison Knowes. Jill Johnston Jill Johnston was



a critic, columist, and contributor for the Village Voice from 1959 to
1980. She wote reviews for Art News between 1959 and 1965 and revi ewed
books for the New York Tines Sunday Book Revi ew between 1985 and 1995.
She has been a contributor to Art in America since 1985. Johnston has
publ i shed ten books, including Marmal ade Me, Qullibles Trav- els, Mother
Bound, Paper Daughter, and Jasper Johns: Privileged Information; her
forthcom ng book fromthe Snmithsinoan Press is entitled Carillon: A Tale
of English Secrets, Anmerican Mney, and the Making of Big Bells. She has
al so lectured extensively in North America and Europe. Allan Kaprow

Al'l an Kaprow exhibited as a painter until 1956, after which he focused
on Happeni ngs. He began teaching in 1953, at Rutgers University, and
retired fromthe University of California, San Diego, in 1993. H's
Happeni ngs and Environments prefigured contenporary art, and his essays
are sonme of the nost thoughtful, provocative, and influential of his
generation. Ml an Knizadk Czech artist MIlan Kni24k began creating
environments and actions on the streets of Prague in the early 1960s. In
1964 he organi zed the First Mani- festation of Aktual Art. Handwitten
magazi nes, newspapers, and object- books devel oped fromthe group's
denonstrati ons and cerenoni es. Mni- festations with costumes, fashion,
and furniture are also part of his prodi- gious creative output. In
1968- 69 Knizadk was active in the United States. In 1973, after he
returned to Czechosl ovakia, he was sentenced to two years in prison for
publ i shing his book Zerononion (Vice-Versand, 1971), and for texts and
docunent ati on of his actions, which he gave to collector Hanns Sohm He
currently lives in Prague, and is Director of the National Gallery.
Ceorge Maci unas (1931-78) George Maciunas, the foundi ng nember, | eader
and theorist of the nost radical and experinental art novement of the
1960s, Fluxus, first con- ceived of the nane as title for a magazine in
1961. Fl uxus soon becane the termfor festivals and other manifestations
t hat he brought together, and for the organization itself. Its menbers
rejected the traditional systens of high art, practicing an
extraordinary formof anti-art that enconpassed everything from
phot ogr aphy and pavenent art, to poetry, drama, and life's rituals.

Maci unas was al so a groundbreaker in graphic design. Scott MacDonal d
Scott MacDonald is author of the Critical C nena series of interviews
with fil muakers, published by the University of California Press. His
nost recent books include The Gorden in the Machine: A Field Guide to

I ndependent Filns About Place (University of California Press, 2001) and
C nema 16: Doc- unents Toward a History of the Film Society (Tenple

Uni versity Press, 2002). He teaches at Bard College, in
Annandal e- on- Hudson, New Yor k. Mordecai - Mark Mac Low The son of Jackson
Mac Low, an independent poet and artist who has been associated with

Fl uxus since its begi nning, Mrdecai-Mark Mac Low i s an associ ate
curator in the Departnent of Astrophysics at the American Museum of

Nat ural History, where he studies the formation of stars and gal axi es
and the structure of interstellar gas. He lives in New York City with
his partner, D anne Pulte. Larry MIler A native of Mssouri, artist
Larry MIler received his MF. A degree fromRut- gers University in
1970, where he began his | ongstandi ng association with Fluxus. In his
art, MIller utilizes a wide spectrumof nedia: Wether they 204 CRI TI CAL
MASS
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Bi bl i ogr aphy SOVE BOOKS AND CATALOGS OF | NTEREST An Ant hol ogy. La Monte
Young & Jackson Mac Low. CGeorge Maciunas, design. New York: Publishers
La Monte Young and Jackson Mac Low, 1963. Arnmstrong, Elizabeth, and Joan
Rot hfuss, eds. In the Spirit of Fluxus. Exh. cat. M nneapolis: Wl ker
Art Center, 1993. Aue, Walter, ed. Projecte, Conzepte & Actionen.

Col ogne: Dunont Schauberg, 1971. Battcock, Gregory. The New Art. New
York: E.P. Dutton and Co., 1966. Beck and Al Hansen Pl aying with

Mat ches. Exh. Cat. Santa Mnica, California: Smart Art Press and

W nni peg, Canada: Plug In Editions, 1998. Bl ock, René, ed. Fluxus do
Cape: 1962 Wes- baden 1992. Exh. cat. Wesbaden: Nassaui s- cher
Kunstverein, Kulturam der Landeshauptstadt W esbaden, and Harl ekin
Art/Fluxeum 1992. Bl ock, René, ed. 1962 W esbaden Fl uxus 1982: eine

kl ei ne Geschichte von Fluxus in drei Teilen. Exh. cat. W esbaden:

Harl ekin Art and Berlin: Berliner Kinstlerprogramm des DAAD, 1983.

Bl ock, René, ed. New York-Downt own Manhat- tan: Soho: Austellung,
Theater, Misik. Perfor- nance, Video, Film Exh cat. Berlin: Akadem e
der Kinste and Berliner Fest- wochen, 1976. Blom Ina, ed. Dick Higgins,
Exh. cat. Oslo, Nor- way: Henie Onstad Art Center, Denmark: Edi- tion
Bl endal , 1995. Brecht, George. Chance Imagery. Great Bear Panphlet. New
York: Sonmething Else Press, 1965. Brecht, George & Robert Filliou. Ganes
at the Cedilla or the Cedilla Takes O f. New York: Sonething Else Press,
1967. Braun, Hermann, ed. George Brecht: Notebook |V: Septenber

1959- March 1960. Col ogne: Verlag der Buchhandl ung WAl t her Kéni g, 1998.
Braun, Hernmann, ed. George Brecht: Notebook V. March 1960- Novenber 1960.
Col ogne: Ver- |ag der Buchhandl ung WAl ther Konig., 1998. Brentano, Robyn
and Aivia Ceorgia. Qutside the Frane: Performance and the Object: A
Survey History of Performance Art in the USA Since 1950. Exh. cat.

Cl evel and: C evel and Center for Contenporary Art, 1994. Buchl oh,
Benjamin H D. Robert Watts, Exh. cat. New York and G ncinnati: Leo
Castelli Gallery in association with Carl Solway Gallery, 1990. Buchl oh,
Benjamin H D. and Judith F. Roden- beck. Experinments in the Everyday:
Al'l an Kaprow and Robert Watts-Events, Objects, Documents. Exh. cat. New
York and Seattle: Mriamand Ira D. Wallach Art Gallery, Colum bia

Uni versity, in association with the Univer- sity of Wshi ngton Press,
1999. Burch, Carlton, ed. The Ray Johnson Issue, (No. 22). Birningham
M chi gan: Li ghtworks Magazi ne, 2000. Cage, John. Silence. M ddl et own,
Connecticut: Wsleyan University Press, 1961. Cage, John. A Year from
Monday: New Lectures and Witings, Mddletown, Connecticut: Wes- |eyan
Uni versity Press, 1967. Cage, John. M Witings 1968-1972. M ddl et own,
Connecticut: Wesleyan University Press, 1973. Corner, Philip. Popular
Entertai nment. Great Bear Panphlet. New York: Sonething El se Press,
1965. Corner, Philip. Early Fluxus Performance Events. Verona: Edizione
F. Conz, 1980. Corner, Philip. I Can WAl k Through the Wrld As Misic:
1st Wal k. New York: Printed Editions, 1980. Corner, Philip. The

I dentical Lunch. Barton, Ver- nont: Nova Broadcast Press, 1983. Corner,
Philip. Pieces of Reality for Sone Days: Italienische Reise. Col ogne:
Editi on Hundert- mark, 1984. Corner, Philip. Pieces of Ideal Reality
Dutch Wndows. Col ogne: Edition Hundertmark, 1997. Daniels, Dieter, ed.
George Brecht-Notebooks | - Il - Ill_ Cologne: Verlag der Buchhandl ung



Wal t her Konig, 1991. DeSal vo, Donna and Cat herine Gudis, eds. Roy
Johnson: Correspondences. Exh. cat.. Colum bus, Chio: Wxner Center for
the Arts, 2000. Di Maggi o, G no, ed. Ubi Fluxus ibi notus 1990- 1962.
Exh. cat. M1l an: Nuove edi zione Gabri- ele Mazzota, in association with
t he Veni ce Biennale, 1990. Dreyfus, Charles. Happenings & Fluxus. Exh.
cat. Paris: Galerie 1900-2000, Galerie du Génie, Galerie de Poche, 1989.
Ffarrabas, Nye (aka Bici Forbes Hendricks). Lan- guage Box /Box
Language. New York: Black Thunmb Press, 1966. Fluxus Virus 1962-1992. Exh
cat. Col ogne: Gale- rie Schiuppenhauer, and Minich: Aktionsfo- rum
Praterinsel, 1992. The Four Suits: Benjam n Patterson, Philip Cor- ner,
Alison Know es, Tomas Schmit. New York: Sonething El se Press, 1965.

Fri edman, Ken, et at. Fluxus Subjectiv. Exh. cat. Vienna: Galerie

Krinzi nger, 1990. Friedman, Ken, ed. The Fl uxus Redder Chiches- ter, UK
Acadeny Editions, 1998. Guaita, Joan. Flux Med. Madrid, Spain: Cbra

G afica, 1987. Guerrilla Art Action Goup. GAAG The Cuerrilla Art
Action G oup, 1969-1976: A Selection. New York: Printed Matter, 1978.
Hansen, Al. Inconplete Requiemfor WC. Fields. Geat Bear Panphlet. New
York: Something El se Press, 1966. Hansen, Al. A Prinmer of Happenings &
Time/ Space Art. New York: Something Else Press, 1965. Al Hansen:
Ceuvr e/ Fl ashbacks. Exh. Cat. Rosen- heim Germany: Kunstverein
Rosenheim 1995. Harris, Mary Emma. The Arts at Bl ack Mountain Coll ege.
Canbri dge, Massachusetts: The M T Press, 1988. Hendricks, Ceoffrey. Ring
Pi ece. New York: Sonething Else Press, 1973. Hendricks, Geoffrey.

Bet ween Two Points/ Fro Due Poli. Regio Emlia: Edizioni Pari & Dispari,
1975. Hendricks, Ceoffrey. Lo Capra. New York: Printed Editions /

Napl es: Edi zioni Marra, 1979. Geoffrey Hendricks. Exh. cat. Berlin:
Berl i ner Kinstl erprogramm des DAAD, 1984. Hendricks, Geoffrey. Sky

Anat onmy. Berlin: Rainer Verlag, 1984. Hendricks, Geoffrey. 100 Skies.
Wor pswede, Germany: Barkenhoff-Si ftung, 1986. Hendricks, CGeoffrey, ed. a
V THE EXTRA. George Maciunas Menorial issue. New York: Fluxus Editorial
Council, 1979. Hendricks, Geoffrey. Two Performances : June 27th &July
4t h, 1991. Verona: Francesco Conz Archive & Editions, 1991. Hendri cks,
Geoffrey. Day Into Night. Exh. cat. Odense: Forlaget Brandts

Kl aedef abri k, 1993. Hendricks, Ceoffrey. Anatomic del Cieli /Anatony of
the Sky. Castelfranco Veneto: G afiche Marini Villorba, 1995. Hendri cks,
Jon. ed. Fluxus, Etc. Exh. cat. Bloom field Hlls, Mchigan: Cranbrook
Acadeny of Art Museum 1981. Hendricks, Jon. ed. Fluxus etc./Addenda I:
The G lbert and Lila Silverman Collection, Exh. cat. New York: Ink &,
1983. Hendricks, Jon, ed. Fluxus etc./Addenda I1:
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It is a pleasure to add a blessing to Geoffrey Hendricks's Critical

Mass. Distinguished artist and Mason Gross faculty nenber, Hendricks was
a mpjor force in the avant-garde activities that took place at Rutgers
bet ween 1958 and 1972-activities that chall enged and changed forever the
| andscape of Anerican and European art. Pop Art, Happenings, and Fl uxus
revolutionized the world of art, forcing it to redefine the properties
and procedures of the artistic experience. Initiated by Geoff and fell ow
Rut- gers faculty menbers Allan Kaprow, Bob Watts, Roy Lichtenstein, and
George Segal, the new novenents took art "off limts" (to use the title
of Joan Marter's inportant book on the subject(. They carried it beyond
t he bounds of the predictable and traditional and into realns of the
bol d and innovative. They nade art an event! Central to the new idea of
art as activity was Geoff's performance art. In pieces such as

Body/ Hai r, Dream Event, and the col |l aborative Flux D vorce, Ceoff made
per- sonal matters public and the basis for artistic happenings. In
Ceoff's art, the body becane a tool for active self-discovery. This was
new and provocative. It was also great fun. And as a recent article in
the Village Voice on the Sonma. S6nma. Sona. show at the New York

Scul pture Center pointed out, Ceoff's presentations and work with Fl uxus
con- tinue to captivate and chall enge audi ences. As the other centra
figures in the avant-garde | eft Rutgers one by one, Geoff remained,
seeing through the fornmation of the Mason Gross School of the Arts in
1976. The very founding of the school represented a grand arts
"happeni ng" of sorts, bringing together the departnments of dance, nusic,
theater, and visual arts on the New Brunsw ck canmpus. And it was
appropriate that the school was nanmed after Mason Gross, who served as
provost and then president of Rutgers during the early years of the
avant - garde novenent and whose vision and openness hel ped to create a
fertile environment for artistic explorations. Geoff also wtnessed the
i naugur ati on of superb new visual arts facilities in the G vic Square
bui I ding in 1996 and the equi pping of the Livingston Arts building in
1998. Most inportant, Ceoff maintained the revolutionary spirit of the
1960s, passing on its tenets and creative energy to new generations of
Mason G oss students. The present Critical Mss exhibition and catal og
underscore the inportant role of Pop Art, Happenings, and Fl uxus in
nodern art. At the sane tinme, they also serve as a challenge to the
artists of today to be bold, to avoid the acceptable, and to continue to
keep art "off limts." On behalf of the Mason Gross School of the Arts,

| salute Geoffrey Hendricks for his role as aninus extraordinaire in the
present exhibition and in Anerican art of the 20th and 21st centuri es.
Ceorge B. Stauffer Dean. Mason Gross School of the Arts , ~'. . . , ~
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I ntroducti on and Acknow edgment s GEOFFREY HENDRI CKS Thi s project began
several years ago with the thought of re-creating the Flux-Mss of
CGeorge Maciunas at its original |ocation, Voorhees Chapel on the

Dougl ass Coll ege cam pus, as a contribution to celebrating the fortieth
anni versary of Fluxus. The Fl ux-Mass was a favorite of Maciunas's, and
in the 1970s | explored the possibility of his creating it again in
Italy, but wthout success. Now it has been re-created three tinmes. In
W esbaden, Ger- many, city of the first Fluxus concert; at Anherst

Coll ege, ny alma mater of fifty years ago; and finally at Voorhees
Chapel , where Maciunas initially realized it. Wth the assistance of ny
graduat e students, students at Amherst, Fluxus artists, and friends,

t hese Fl ux- Mass perfornmances have beconme Rutgers's homage to the
fortieth anniversary of those cel ebrated and notorious Fluxus concerts
in Wesbaden, back in Sep- tenber 1962. Then the idea began to grow. The
original Flux-Fest had Flux-Sports and a Fl ux-Show as well as the

Fl ux- Mass. An exhibition would put the Flux-Mass into context forty
years later and offer a chance to record sone of the rich history of
performance art at Rutgers. In 1999, two excellent exhibitions began to
tell the story: Joe Jacobs and Joan Marter's Of Limts: Rutgers

Uni versity and the Avant-Garde, 1957-1963, at the Newark Miseum' and
Experinments in the Everyday: Allan Kaprow and Robert Watts-Events,

bj ects, Docunents, curated by Benjanin Buchl oh and Judith Rodenbeck at
the Mriamand Ira D. Wallach Art Gallery at Colunbia University. In
addition, Erika Gorder curated Archival Assenbl ages: Rutgers and the
Avant - Garde, 1953-1964 in the Special Collections and University
Archives Gallery at Rutgers University's Archibald S. Al exander Library
in fall 2001. Together with their catal ogs these exhibitions present a
vivid picture of the early history. However, the story continues beyond
1963 after Roy Lichtenstein and Allan Kaprow had both left the faculty.
This continuing saga is the subject of Critical Mass. Al though he never
taught at the university, Of Limts included George Brecht in the
Rutgers circle because of his close relationship to the group,
especially with Bob Watts, and his collaboration on "Project in Miltiple
Di nensi ons. " However, the collab- orative nature of the work, the ebb
and flow of activities between New Brunswi ck and New York, suggests a
much broader circle, one including artists of Happenings, Fluxus, and
performance who eventually cane to teach at the university and/or
performinportant works. Al were part of a close-knit conmunity that
still exhibits and perforns together. In 1967, Al Hansen started
teaching at Rutgers, Newark. Raphael Otiz began teaching at Livingston
College in 1972, initially in the Puerto Ri can Studi es Departnent, soon
moving to art. Carol ee Schneemann taught filmin the Dougl ass Art
Departrment from 1976 to 1978, our first female artist on the faculty. In
1972 Philip Corner canme to the Livingston College Misic and Art
Departnent, noving on to the Misic Departnment of Mason Gross in 1982.
George Maciunas, Dick Hi ggins, Mlan Knizak, Alison Know es, Charlotte
Moor man, Herrmann Nitsch, and Ben Patterson all cane to the canpus to
create pieces or perform In the closeness and interaction in our
creative work they are part of this extended circle. CRITICAL MASS
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Bob Watts and George Brecht's Yam Festival and "Mnday N ght Letter"
series at the Café au Go Go brought this extended Fl uxus and Happeni ng
fam |y together on both sides of the Hudson. George Maciunas (via Bob
and ne) brought Rutgers students into Fluxus events, especially Larry
MIler. Charlotte Moorman's Avant Garde Festivals were always open to
young artists comng out of the program In the early 1970s, Billy
Apple's loft on West 23rd Street virtually becane a Rutgers venue.2 The
greater class- room enconpassed New York City. Kaprow s projects at the
Hansa Gallery (and later the Reuben Gallery) and events at Judson
Menorial Church and el sewhere are integral to the picture. John
Goodyear, who curated the Gun Show (1968) in the midst of the Martin
Luther King Jr. and Robert Kennedy assassi nations, gave ne the
opportunity to help Dick Hi ggins realize The Thousand Synphoni es. Somne
of these scores will be performed at Rutgers later in 2003. The i npact
of all this on the art program and in particular on the energing
graduat e program and students who came out of it such as Keith Sonnier
Mm Smith, and Larry MIler, add to the story. This is work that
crosses boundaries, redefines art forns, and parallels radi cal changes
in society, placing it in a social and political context. Kristine
Stiles's essay adds two terns to the Fluxus canon-"anonal y" and "sex,
bringing these central issues from canpus discourse in the 1960s into
focus. This catal og approaches this point in tinme nore through the eyes
of the artists who were there, along with scores of the performances.
This is not a history of all that went on in art at Rutgers during these
sem nal years in the manner of Mary Emma Harris's The Arts at Bl ack
Moun- tain College.3 That work nust still be witten, for Rutgers also
has an exciting history in scul pture, painting, printmking, and

cerami cs. Rather this is a nore personal journey centered on the role
Rut gers has played in performative aspects of the visual arts. The
initial declarations of Watts, Brecht, and Kaprow about the comonality
of art and sci- ence in their "Project in Miultiple D nmensions" informed
pedagogi cal practice in the arts at the university in the late '50s and
'60s. The breaking down of artificial walls between nedia, is another
focus. "Project in Miltiple Dinensions" spoke of "nulti-nedia. " Dick

Hi ggins in the 1960s brought "internmedia" into the vocabul ary.
Performance art is epheneral; all that remain after the event are

possi bly photo- graphs, filns or videos, relics, notes, scores, and
peopl e's nenories. These formthe core of Critical Mass. On the seal of
Amherst College are the words Terras Irradient. By this phrase the
col | ege founders hoped young graduates woul d spread enli ght ennent

t hroughout the world. Returning to Amherst with Critical Mass, it
strikes me that today these words coul d evoke the internationa
conposition of Fluxus and the way it has brought sone | aughter, chaos,
and fun throughout the world. Researching and conpiling the material for
this exhibition brought ne back in contact with many ol d students and
partici pants, perhaps the nost rewardi ng aspect of this project. | w sh
to express ny heartfelt appreciation to all the people who directly and
indirectly contributed to the creation of Critical Mass. First (and

| ast), nost profound thanks nmust go to ny partner, Sur Rodney (Sur), who



has acted as coeditor and cocurator. In so many ways, at all |evels of

t he process, he has provided indi spensable help in bringing this project
to conpletion. Next | want to thank Jill Meredith, director of the Mead
Art Museum and Trinkett Clark, its curator of Anerican art, and their
staff. They have played a key role in giving formto the Critical Mss
exhi bition, which by good fortune coincides with ny fiftieth class
reunion at Amherst College. X CRI TI CALMASS
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for this exhibition. And many thanks to G lbert and Lila Silverman for
their dedication to Fluxus. Their initial response in 1978 to a request
by Brian Buczak and me to help George Maciunas in his fight with cancer,
catapulted theminto devel oping their unparalleled collection. Thanks

i kewi se to Yoko Ono, Fluxus artist and friend, for her generosity. Also
thanks to M chael and Ute Berger, and to Francesco Conz, who have sup-
ported Fluxus projects since the early 1970s. Erika Corder, of Special
Col l ections and Archives at the Al exander Library, has been extrenely
generous in helping with research and in making critical material avail -
able; gratitude is also extended to Sara Harrison at the Art Library.
Leslie Mtchner, editor-in-chief of the Rutgers University Press, and
Marlie Wasser- nman, its director, and their staff have provided

i nportant support and advice as distrib- utors of the book. Special
thanks to Ingrid Nyeboe, president of Print Means Inc., for production,
and for many years of support, advice, and patience with my projects.

Rut gers students played a role throughout the creation of the events and
perfor- nmances that are the subject of this catalog. Sinmilarly in the
preparation of the catalog, the exhibition, and the Fl ux-Mss, their
hel p has been invaluable. Finally, to the authors of the texts, to
fellow artists whose works have chall enged art history, and to the
col l ectors who have been extrenely generous in |lending work, | extend ny
very deepest thanks. 1. Concurrent with Of Limts (Newark, NJ: Newark
Museum 1999(, Joan Marter organized a program at Dougl ass Col | ege,
Experinments in the Arts: Douglass Coll ege and the Avant-Garde, with
panel discussions and a Happeni ng, Any Way, by Allan Kaprow, March 10
and 11, 1999. 2. From 1970 to 1972. See Tineline. 3. See Bibliography.
CRI TI CAL MASS
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Foreword Critical Mass traces the early events associated with

Happeni ngs, Fluxus, and Pop Art by artists at Rutgers University in the
| ate 1950s and '60s. |deas about internedia and per- formance art

i ncubated at Dougl ass College with Allan Kaprow s first public Happening
i n Voor hees Chapel in 1958. Friendships, discussions, and arguments
about art making and teaching anong faculty nenbers Al |l an Kaprow, George
Segal , Robert Watts, Roy Lichtenstein, and Geoffrey Hendricks pronpted
an outburst of creative energy anong this Rutgers circle and its
students, including Robert Whitman and Lucas Samaras. New experi nment al
art fornms energed that rejected the conventions of traditional art forns
and sought to integrate the everyday world of sensory experience and
found materials. It is all the nore remarkable that this revolution of
art practice occurred under the auspices of acadenia: the art
departnments at Rutgers Coll ege and Dougl ass Col | ege. Rather than
encour agi ng conservative, formalist, or traditional academ c styles, the
art program adhered to the avant-garde tenets of Black Mountain Coll ege
pronmoted by Josef Al bers and John Cage. Wthin an interdisciplinary
curriculum the Rutgers art faculty experinmented with all nmanner of
creative performance and art production that reflected the intersection
of everyday life, personal history, and social issues. Critical Mss has
been organi zed by Geoffrey Hendricks, who has pursued inter- dependent
activities as a Fluxus artist and as an art teacher on the Rutgers
faculty since 1956. The project cel ebrates not only the achievenents of
the Rutgers circle between 1958 and 1972, but nore generally those of an
extraordinary art programthat fomented radical art experinentation. The
exhi bition and commenorative perfornmance of the Flux-Miss have been
presented at Anmherst College to recognize innovative inter- disciplinary
art education and its contribution to | ate-20th-century art. Also, we
cele- brate Geoff's role both on the occasion of his retirement fromthe
faculty of the Mason Gross School of the Arts at Rutgers and on his
fiftieth reunion as a nenber of the Anherst College Cass of 1953. On
behal f of Amherst College, | would like to express ny gratitude and
admra- tion for Geoff's work and extend warnest congratul ations. Qur
participation in the project grew out of conversations and canpus visits
during 2001, when he exhibited in an alumi artists show at the Mead Art
Museum | also wish to thank Sur Rodney (Sur), Kristine Stiles, and
other contributors to this volune, as well as Amherst coll eagues
Trinkett Cark, Daria D Arienzo, Peter Lobdell, DeWtt Godfrey, M chae
Kasper, and Tom Davi es. The catal og and exhibition at Anmherst are
supported in part by the Hall and Kate Peterson Fund, the David Mesker
(Cass of 1953) Fund, and the Amherst Arts Series Fund, supported by a
generous anonynous donor to the college. Jill Meredith Director, Mad
Art Miuseum



Front Matter Page 6

Ceorge Stauffer, dean of the Mason Gross School of the Arts, has been
enthusi as- tically behind this whole project and instrunmental in finding
the necessary financial support for it. Fromour trip to Wesbhaden
Cermany, to realize the Flux-Mss to the many events planned for fall
2003 in New Brunswi ck, he has been there to hel p. Thanks also to his
staff, Sara Mbley, Mary Smith, and associ ate dean Denni s Benson. Thanks
also to Eileen Torpey, curator of the Mason G oss Art Galleries, and to
Gary Kuehn, long- tine friend and chair of the Visual Arts Departnent as
wel | as col |l eagues and staff. The Jane Voorhees Zimerli Art Miseum has
al ways been supportive of our exhibitions at Mason (G oss. Appreciation
to Phillip Dennis Cate, its director for over 30 years, and to G egory
Perry, its new director and the entire nmuseumstaff. This is an

exhi bition about a special chapter of Douglass Coll ege history.

Acknow edgrment should go to all the Douglass deans fromthe late Mary |
Bunting to Carnmen Anmbar, who has just arrived. Particular nention should
be made of Linda Stamato, who as acting dean took great interest while
the project was crystallizing. In the spirit of Fluxus, this has been a
collective effort. Sara Seagull has been nmuch nore than a designer in
working with Sur and ne to bring together both the book and the
exhibition. My relationship with Bob Watts through our many years of

t eachi ng together and being part of Fluxus was unique and central to
Critical Mpss. It continues with Sara Seagull and Larry Mller, as
codirectors of the Robert Watts Studio Archive. Fluxus is |ike an
extended famly, and ny actual famly is entwined in Fluxus. Very
special mention must be nade of ny brother Jon, curator of the Gl bert
and Lila Silver- man Fluxus Collection Foundation, who has provided

i nval uabl e material, insights, and information, and has | oaned work for
this exhibition. And many thanks to G lbert and Lila Silverman for their
dedi cation to Fluxus. Their initial response in 1978 to a request by
Brian Buczak and nme to help George Maciunas in his fight with cancer
catapulted theminto devel oping their unparalleled collection. Thanks

i kewise to Yoko Ono, Fluxus artist and friend, for her generosity. Also
thanks to M chael and Ute Berger, and to Francesco Conz, who have sup-
ported Fluxus projects since the early 1970s. Erika CGorder, of Special
Col l ections and Archives at the Al exander Library, has been extrenely
generous in helping with research and in making critical material avail -
able; gratitude is also extended to Sara Harrison at the Art Library.
Leslie Mtchner, editor-in-chief of the Rutgers University Press, and
Marlie Wasser- nan, its director, and their staff have provided

i mportant support and advice as distrib- utors of the book. Special
thanks to Ingrid Nyeboe, president of Print Means Inc., for production,
and for many years of support, advice, and patience with ny projects.

Rut gers students played a role throughout the creation of the events and
perfor- mances that are the subject of this catalog. Similarly in the
preparation of the catalog, the exhibition, and the Fl ux-Mss, their
hel p has been invaluable. Finally, to the authors of the texts, to
fellow artists whose works have challenged art history, and to the

coll ectors who have been extrenely generous in |lending work, | extend ny
very deepest thanks. 1. Concurrent with Of Limits (Newark, NJ: Newark



Museum 1999(, Joan Marter organi zed a program at Dougl ass Col | ege,
Experinments in the Arts: Douglass Coll ege and the Avant-Garde, with
panel discussions and a Happeni ng, Any Way, by Allan Kaprow, Mrch 10
and 11, 1999. 2. From 1970 to 1972. See Tineline. 3. See Bibliography.
CRI TI CAL MASS |
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RUTGERS UNI VERSI TY, from 1958 to 1972, was at the center of nany new
devel opnents in the art world. Artists connected with Happeni ngs and

Fl uxus created works that had a nmjor inpact in New York and abroad. A
dozen years after Allan Kaprow s first happening on Rutgers University's
Dougl ass canpus in 1958, George Maciunas (M. Fluxus) created his major
| ate conposition, the Flux-Mass, in the same space, and Hermann Nitsch,
the Viennese Actionist, presented his controversial Ogies-

Mysteri es-Theater. These radical shifts in art paralleled calls to
rethink attitudes about race, sex, rider, and war during turbulent tines
in Arrica's history. CRITICAL MASS chronicles this epheneral work on the
Rut gers canpus and in New York City, and the innovations that grew from
Robert Watts, Allan Kaprow, and George Brecht's "Project in Miultiple

D nensions."” Wth texts and perfornance scores by artists-together

nuner ous phot ographs of the events and says by art historians and
critics Hannah Higgins, Jill Johnston, Susan Ryan, and Kristine
Stiles-CRITI CAL MASS presents a vivid picture of this dynam ¢ nonent.
This volune is a conpanion to an exhibit at the Mead Art Miseum at
Anmherst Col |l ege in Anherst, Massachusetts, and at the Mason G oss Art
Gl leries at Rutgers University, New Brunsw ck, New Jersey. GEOFFREY
HENDRI CKS is a professor emeritus of visual arts at Mason Gross School
Arts, Rutgers University. 4 1% "CRITICAL MASS brings | ong overdue
attention to Fluxus adventures and Happeni ng scenes in exotic New
Jersey. Innovators like Allan Kaprow, Robert Watts, and CGeoffrey

Hendri cks addressed the art-in-life conundrumat the heart of their own
work with a revol utionary approach to pedagogy at Rutgers University,
devel opi ng events |ike the controversial Fiux-Mass as student projects.
This invaluable addition to avant-garde history recollects and

re-exam nes both the teaching of the inexplicable and the lives of the
irrepressible.” - C CARR, CRITIC, THE VILLAGE VO CE "This vol une of new
texts and historical docunments has stop struggling against the Fl uxus
ethos. CR AL MASS instead presents nultiple ways to all ow readers of
today to access a Fluxus attitude. This attitude had certain nodes,
localities, and periods of extrenme activity, but this book does not
encourage nostalgia for the s fun we mssed; CRITICAL MASS, pts us to
make Fluxus a part of o ay." -BILL ARNING CURATQ MT LI ST VI SUAL ARTS

CENER '.em=r. :JI J~ J-la Ul~a~ii3iiiiii 9
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