
 1

This is a transcription of a lecture that was given at the Skowhegan School of Painting & Sculpture, an artist's 
residency program in Skowhegan, Maine (www.skowheganart.org). It is part of an Archive of lectures recorded 
from 1952 to the present, which are available in audio form on CD at this institution. It is important to note that 
most of these lectures incorporated visuals, which are not available. However, the Skowhegan School of Painting & 
Sculpture does have a limited number of slides from a selection of lectures in the Archive. You may contact 
Skowhegan to find out if they exist for a specific lecture. 
  
These lectures are not edited. Please be advised that there will be typos, misspellings and occasional “breaks” in 
the audio.  It would be prudent to listen to the audio to help determine the lecturer's intent. You must obtain 
permission from the artists or their representative to publish any material contained herein. The contact information 
is available from this institution. 
 
SKOWHEGAN SCHOOL 
OF PAINTING & SCULPTURE 
Skowhegan, Maine 
 
Lecture by Geoffrey Hendricks 
Skowhegan, 2002 
 
Transcriber: Judith Stoodley 
 
WHITFIELD LOVELL: Hello and…welcome to the Skowhegan Lecture Series.  My name is 

Whitfield Lovell, and I am happy to be introducing Geoffrey Hendricks. I wrote a little bit here – 

I have a little thing here that I’ll read to you… an introduction: In nineteen fifty-three, after 

graduating from Amherst College, Geoffrey Hendrix moved to New York City, where he 

attended night school at Cooper Union. He was introduced to the Cedar Bar and the Artists’ 

Club, which were hotbeds of artistic and intellectual discussion, debates among Abstract 

Expressionists and other creative people of the time. Geoff’s association with Fluxus, an 

international family of cross-disciplined artistic outcasts and risk-takers, has kept him active in 

the United States and abroad since the late Nineteen-Sixties. He is well known and loved…as a 

key faculty member at Rutgers University, where he has taught for the past forty-seven years.  

He is involved with -– sorry – his involvement with Rutgers is documented in the book Off 

Limits: Rutgers University and the Avant-Garde, 1957-1963, which brings into focus the 

University’s seminal influence with the beginnings of Pop Art and Happenings.  He’s presently 

editing a publication entitled Critical Mass: Happenings, Fluxus, Performance, Intermedia and 

Rutgers University, 1958 through [sic] 1972, which further investigates and traces many of the 

earliest experiments in these areas of the avant-garde. So it’s a true, sincere pleasure to introduce 

Geoff Hendrix. (applause) 
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Speaker: Thanks…very much, Whitfield.  A very beautiful introduction.  The times you speak of 

are…a while ago, though they, in a way, seem like only yesterday.  Time has this wonderful 

relative sense.  I went out to Rutgers I guess when I was probably the average age of most of 

you, and they were in need a young, energetic artist with some interesting background and 

experience, and I fit the position. And there was…right away… in the midst of colleagues who 

were also young and questioning the sort of reigning situation of Abstract Expressionism in the 

New York school, and very shortly a number of things began to evolve.  Allan Kaprow, who was 

at Rutgers College, George Brecht, who was working at Johnson and Johnson… Pharmaceutical 

Company in New Brunswick… went into John Cage’s class at the New School, and… I would 

have gone, except that I… at that point needed to get a graduate degree in art history, and so I 

was going up to Columbia to get a Master’s there, because it was a combined program – one 

needed to teach studio as well as -– Art history as well as studio, and… by chance I got to 

working with “Rudolph Vitcover”, a great Baroque scholar, and did a Master’s essay on Roman 

Baroque church ceilings, which probably interfaces some with my work with sky, or… the two 

come from the same sources within me. Bob Watts was a colleague of mine at Douglass. He and 

Allan both came to the University in ‘53. (unintelligible) graduated from Amherst. I have a 

fiftieth reunion coming up…in a year’s time.  And he, in conversation with George Brecht, 

evolved a lot of the thinking and ideas of Fluxus, and Bob was also in correspondence with 

George Maciunas, who was over in Germany at that – by ’62, when the first Fluxus concert came 

about there in Wiesbaden. In 1959/60, I guess it was, we were looking for a person to teach 

design; and a young artist came down from Oswego, with an old station wagon, and a crate on 

top filled with large paintings that were made by…immersing a rag in about three different 

colors on a plate of glass and then smearing it across the canvas… and then taking another rag 

and putting it in about three or four colors, and then smearing that another direction – working on 

trying to find the bridge between Mondrian  and De Kooning, I think possibly. The person in 

question here was Roy Lichtenstein; and we liked some of the earlier work he was doing, which 

had a kind of comic quality – a little bit out of Picasso in terms of type of drawing – topics like 

Washington crossing the Delaware and so-forth… but he was convinced about the stripe 

paintings. He thought he’d get into New York and he’d really, you know (laughter), break forth 

with those. And he was hell-bent on getting away from northern New York, Oswego and the 

cold, and closer to the City where he could go ahead and do things—be in contact with all that 
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was going on. He, in interviews and…conversations, has readily admitted that the move from 

Oswego to Rutgers was critical in him developing what he did as a Pop Artist. He – during the 

first summer he was there, had many conversations with Allan Kaprow. They were close friends 

and Allan by that time – at that point-- had already done his first Happening – many Happenings, 

and was really questioning the nature of what art was.  And… the open environment, the… 

energy was…important for Roy; and he was – had this kind of inkling of making large comic 

panels and… Allan was saying to him, you know, “Try it.  You know, if it doesn’t seem to work 

out, you can always go back to making your stripe paintings.”  But… it was… you know all of 

this was going on in those…first handful of years that I was there….  I was…--and it was an 

exiting time.  I was…searching for…what… let’s see –-  The slides get turned on, do they?  

Where I fit into all of this….  I felt…connected to it, but wanted to find something that was my 

own statement and…in…-- well, in ’62 I was working with some Cornell-type constructions, in 

‘63/64 I had this thought of turning tires with artificial flowers into gardens, like one finds in 

farmyards; and the… (Feedback?  Grating almost musical sound.  Laughter)  It’s going to be an 

evening of many surprises, I think here.  Right.  That… That wasn’t part of my plan here, but…. 

(background comments, laughs) And… then… I had the thought of taking a stepladder and 

having a spectrum of flowers on the steps and a grayscale in the back….  And… called it 

“Landscape… Ladder Garden;” and… at the top it seemed to make sense to put some sky, and I 

painted the sky there… and… then that led on to making a landscape chair; I began thinking 

about the idea of, you know, you’d have a chair in the landscape-- what would it be like if you 

painted the landscape on the chair?  And so that evolved, and the sky again was more intriguing 

than the… land – the grass – the intangible quality of it; and… so that summer of ‘65 I was up in 

Cape Breton island in Nova Scotia, on a farm that I’d just…gotten. We went up the year – the 

summer before - looking for a place, first with my then-wife Bici, about eight months 

pregnant…. We didn’t connect with the place, though we looked at a few, and then came back to 

New York, “Tykey” was born… and went back up with her three weeks old, about, and found 

this place which is perfect, which I still have-- Maybe some of you will come up and visit me 

sometime there. And anyway, I found this old pair of work boots in the barn, painted sky on 

them – it was the first all-sky piece that I did – and I really loved the way the…the two 

interacted. Boots are about the earth, walking…traveling; and the sky dematerializes the boots, 

but it brings the sky and the earth in direct relationship, one with another. Artists are – Fluxus 
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artists are at heart nomads, too, so in a certain way the boot – the idea of the hiking, the walking, 

is kind of a fitting kind of image there too. So I began painting a lot of sky on a lot of things. A 

window, where the sky is inside, outside, on the window. The two are interplaying with each 

other. I wanted to move away from the idea of the canvas as the surface for painting, but painted 

different skies on different canvases, tied them together with rope, and then made the rope to 

dissolve into the canvas behind by painting it to match. With this particular “Two Skies, Double 

Skies” from the – these are from—both ‘65 – it was sent out to a show in Illinois…. The curator 

out there called the shipper and said, “What did you do, where’s the rope?”  The shipper had cut 

the rope, thrown it in his trash, wrapped each canvas separately and shipped them out. (laughter) 

The shipper said, “Luckily I didn’t throw away the trash,” and sent the cut rope on out; and it… 

became a little bit of history dealing with the legal problems of getting a little bit of a settlement 

for it. But it’s kind of fun when a work does get a history to it, too. A left turn sky-sign… I guess 

consciously pointing left…a railroad crossing sign….laundry-- sheets, pillowcases….both sides 

the same sky so that the… sort of conceptually the… object dissolves; and a shovel. which is 

again getting into the earth.  And that has another story;  it’s a work that went to a show in Tokyo 

in ‘68, and… the gallery – well, there was an anti-war exhibition that was being curated; and the 

gallery wondered if there was a work that I – Well, I wanted to donate a work, and… a shovel 

that I’d done seemed like a piece that would…go there. And since it was given to this benefit, the 

gallery went ahead for the return of the work, making a…rough facsimile… expoxying stones 

onto a shovel that they had; and that was packed up with the work that got returned. So for a long 

time it was just around in my studio; and then I decided I’d go ahead and paint a new sky over it. 

So it’s… the sky-shovel Japanese forgery. (laughter)  But….it… again, there’s a layered history 

there. In… At the time of the show I had at the “Inkinney” Gallery in the spring of ‘66, I realized 

that I wanted to have a billboard with sky…kind of a reaction to Pop Art,  which was there 

around me.  I looked and located a space on Fifth Avenue and 42nd  Street, diagonally across 

from the Public Library; and the traffic flow had just been shifted to downtown, so that it didn’t 

have the same visibility; and… the ad agency was…willing to let me have it at an affordable 

price.  And so I made a painting for it – their painter put it on. That’s it getting painted; that’s it 

finished.  A…couple of years later (laughter)… Claes Oldenburg was talking to me at Carolee 

Schneemann’s performance “Snows,” and was saying how the people in Stockholm were 

wanting him to do a billboard. This was…say ’67/68. And he said, “No, Geoff did a wonderful 
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billboard in New York… I’ll leave that.”  Which was a nice – really a wonderful complement 

and tribute.  Since then many billboards have been done – painted walls and so-forth; but I think 

that billboard of mine was possibly the first kind of…art…onto a space like that, but… denying 

the advertising quality of it. They said, “Don’t you want your name on it? Don’t you want the 

name of the gallery?”  “No…no…no…no, it’s the non-advertising… anti-advertising.”  Now, for 

Charlotte Moorman’s festival in….1968, her…sixth avant-garde festival up Central Park West – 

down Central Park West, a parade, I painted our Sky bus – our Volkswagen bus--which had 

taken us across the country the first year we were married… and… painted sky on it. This is it at 

its very end, up in Connecticut, where it had died a…kind of a worthy death. Bici and I were out 

at Tassajara, the Zen center in California… the car was in New York… the keys were with my 

brother, Allison Knowles and Phillip Corner – two Fluxus artists – had to get up to Boston to a 

performance there; and they said – convinced my brother John that I wouldn’t mind if they 

borrowed the car, and… they got up to Hartford; it began to smoke and sputter and so-forth.  I 

had another car that…I was waiting to get, and I knew that this would take one around the city, 

but it wouldn’t go for long distances.  So it…died there.  I went up in the new car with my 

daughter in the left, Hannah Higgins in the middle, who’s a – PhD Historian at the University of 

Illinois, Chicago campus (laughter)… writing on Fluxus, has a great new book coming 

out…there will be a publication party in Denmark for it, and… Jesse Higgins, her twin sister, to 

the right, who’s a performance artists. And… all three are mothers of young children a little 

younger than they are here (applause); but… they’re a great team, they grew up very close to 

each other. So Hannah and Jesse are the children of Dick Higgins and Allison Knowles. Now… 

that had a… you know, was a well-known object; and in ‘79 my dealer in Germany was having 

a… – bringing together an art festival at this shopping center Ruer Park outside Bokum, in the 

Ruer Valley, Ruer area. And suggested my making…another Sky Volkswagen. And so I did, and 

worked there. This is it painted; and I colored myself blue for the opening. The way we decided 

it would be disposed of, ‘cause the making of it had been taken care of, was to have a raffle, and 

so the different German museums were invited to enter their name – in chance – and it turned out 

the name I drew was the Lembrick museum in Deusburg, which was a museum that already had 

a number of works of mine.  So I think they’re the… collection with the greatest number of 

pieces of mine – at least in Germany.  Now, I was in Berlin in…’83, with one of the Berlin 

Artists’ programs – DAD sompendium – and there was a show forthcoming in the Noya Gallery 
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in Aachen – traveling show-- that was the first place it was going to be. And that was a Baroque 

hall – restored after the war – but there were sculpture, figures in the ceilings, and marble floor 

and everything; and I guess the…-- representing the four continents or whatever. Anyway, I 

thought, “A-hah, it would be nice to paint two big skies to flank the central space-- a sky to west, 

a sky to the east, and the washbasin that you see in the middle was an object that I used later in 

performance – it is integral to these two pieces. I went back to New York after that, and I had a 

show at the State Museum in Trenton….  And I took drawings and smaller works with me, but 

wanted to have some large skies for the show, and so I painted two new skies – “Sky to the 

North” and “Sky to the South” here… and… had a piece with that, two chairs tied together. One 

has a brass plate that says “For Looking at the Sky;” the other has a brass plate saying “For 

Introspection.”  Now…it was only after the fact that I realized that the two I painted in the 

United States – North and South – were how we were divided in the Civil War, and the East and 

West that I painted in Germany were how Germany was divided at that time, between east and 

west. But then again, this is just chance; it just…happened. On the left is the object that I had 

between the “Sky to the East, Sky to the West;” and for the openings to the different shows I did 

a performance there that entailed washing in the basin and…then…after various other things, 

going ahead and building a fire in it.  Because it reminded me, in a way, of some of the eternal 

flames, you know the… that elaborate structure there.  And it seemed also interesting to bring 

fire and water together.  This is a… piece – some later – for a show that was in Genoa; it’s in the 

collection of Juno DiMaggio in Milan, of a piano – “Sky Piano,” I guess, with…roots… rocks--

kind of my own Cage-ian prepared piano. And…for a show called “Piano Fortissimo.”  So this 

gives you an idea of how the painting of sky continued, went through a certain kind of change, 

generally interacting with other objects, even if they were just the simple large skies.   The two 

chairs tied were important to “North” and “South;” the washbasin to “East” and “West.”  I…was 

painting sky through all this period – I still paint the sky…. More watercolors – you’ll see later.  

But from the mid-Sixties I was also involved with performance; I was perhaps staying a little 

away feeling it was perhaps more of Allan Kaprow, Bob Whitman’s, others’ terrain, but… there 

were ideas that kept surfacing that were performance in nature. This is a piece for Charlotte’s 

seventh avant-garde festival in ‘69 that was in Ward’s Island… a place that’s…supports the 

Triboro Bridge, going from Manhattan to the Bronx to Queens. And…it’s a park. There’s – there 

seems to be a hospital on it, and so-forth.  And I had the idea that I wanted to cut down a tree 



 7

and…chop it up, just get involved in the regular ritual of cutting wood, chopping wood, which 

I’ve done really all my life; and… I found a dead sycamore – dead catalpa tree… that looked 

perfect, and one that they would have no… interest in keeping… and it wasn’t like…Central 

Park, anyway.  I spoke to Charlotte; she spoke to Park Department….  They finally did consent 

to let me…have it, but only after I signed this document that in effect said, “Even if I’m killed, I 

won’t hold the Park Department liable for it.”  And…so here I am sawing it down with Piet 

Sweval, who went on to become a… mini-rock star. He had a group the “Looking Glass” and 

there’s this piece, ”Brandy, ” that he did, that had got… the top…whatever. So here we are 

sawing it down, and then I-- the logs got chopped up. A lot of the kids from the South Bronx, 

from Harlem over there; it’s – they’re playing, and they really got interested in chopping wood… 

and then the chunks of wood got built into sculpture and so-forth, too. In 1970 there was a large 

show of Happenings in Fluxus in Cologne. It was the first show of this…new work in a museum, 

the Kunstverein.  It seemed to all of us a little ironic to put it into a museum.  I think we 

felt…some the same way when there was a show at the Museum of Modern Art in ‘68 of Dada 

and Surrealism.  And… at that point – in ‘68 – we circulated a kind of a little mimeographed 

sheet sort of proposing the idea of doing some things that would put the spirit of Dada and 

Surrealism into the exhibition. And…somehow or other the museum got wind of this and, I 

guess, notified the Police Department. When we arrived for the opening, it was solid riot police, 

both sides of 53rd Street from Fifth avenue to Sixth avenue… busses of police on Fifth Avenue 

ready to come roaring down when these crazy artists went wild… and other busses on Sixth 

Avenue ready to come up and block us. A couple of things happened – a chicken got smuggled 

in, I think by Raphael Ortiz and my brother,  (laughter) and got released there. A few eggs got 

placed on an Arp on a--in the dish where tickets are sold; but the big event – the performance – 

was done by the police department.  We didn’t have to do a thing. And I went on over to Japan 

from there, and it was one of the things that was a great story to tell, the other was about seeing 

“Hermann Nietzsche’s” work, which had just taken place in – at Eighty Worcester Street, the— 

George Maciunas’ space – before I went over. So anyway, we were in a museum, there was this 

show organized by Harold Szeemann and “Hans Zome” – great Fluxus collectors’ collections in 

the museum in Stuttgart. George Maciunas wanted to make a Flux toilet in one of the sort of 

railroad car structures that had multiple…toilets. And… they were to function in various ways: 

You would sit down and a jet of water would shoot up; you’d sit down and the National Anthem 
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would play (laughter); you’d close the door and then you’d have to figure out some combination 

to get it open – it might be hinged… so that it swung vertically, and so-forth. It never got fully 

functioning. There were a number of things in the show that never did quite fully work; and there 

was a lot of Fluxus/Happening chaos. Wolf Vostell, who was a prime organizer of it, wanted to 

have the whole show shut down because the Department of Health wanted to take his pregnant 

cow out  who he wanted to have give birth during the exhibition (laughter)….  But then Vautier 

and Harold Szeemann were determined to go on with the concert; I remember being part of that 

contingent.  There were…Vostelle was kind of keeping Boyce out because Boyce was 

Dusseldorf and Vostelle was Cologne; so Boyce was working kind of outside the museum and 

handing out leaflets and talking.  But… anyway, this is me at the opening… time of the opening. 

One of the posters that was there… George’s show….  I did a piece that was called “Flower 

Shovel;” I threw flowers into the Rhein, and then… throughout the city buried other flowers that 

I had, sort of going…some into water, some into earth; and… marked the locations on a map. 

And … then…. Actually, before the exhibition – that was late in 1970 – in February of 1970 – I 

was one the Assembly Board program at Douglass College, Voorhees Assembly Board; and… 

the assemblies that had been required had just been changed to voluntary, and the school was 

interested in finding events that would draw the students.   They didn’t want to have a whole 

series of programs that nobody came too. I had done a Happening there, called “Sky’s the 

Limit,” the previous year that had gotten a big crowd, and they-- I was sort of voted onto the 

board with those credentials.  And…So in talking about ideas I said, “Well…how about a Fluxus 

concert?” and described some of the humorous events that took place at Fluxus concerts; and 

they thought that sounded interesting, so I went and talked to George Maciunas; and he said, 

“It’s going to be in a Chapel!  Ah, we have to have a Flux Mass, (laughter) and… so… it all 

worked out that the committee agreed to have this Fluxus program; and since it was going to be 

called a Mass, okay, they didn’t know what was happening.  And George assiduously studied the 

Mass-- I guess growing up in Lithuania, although there was…Communism there, the old Eastern 

Orthodox Catholicism was also very much a part of his childhood. His father was a professor 

and… so-forth-- they were displaced in the war…. So anyway, he studied the Mass; he… 

followed it…religiously, if I can use that word (laughter)…and… made jokes of every element 

of it. And here’s the choir coming in under a large sheet of plastic – these are the acolytes we 

were all in Gorilla costume – Gorilla masks, and wearing fur coats. That’s Yoshi Wada, who was 
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the priest…and some of the Mass he was reciting in Japanese. This is… I think possibly me 

(laughter)…with an enema vessel filled with wine, offering wine to anybody who wants 

communal wine… and… that’s the choir who…had bird calls and… they had the Lord’s Prayer 

in a dozen different languages and so-forth. And this is Joe Jones, who made music machines; 

and he made the mechanical dove that went across on a wire and dumped a can of dirt onto this 

big paper mache loaf of bread that was there up in front to consecrate it. George, who was 

scatological in many ways – he had a wonderful shit collection – figured, well, how does a dove 

consecrate a loaf of bread?  And… yeah, my son “Bracken”, at one point up in Cape Breton, had 

collected grasshoppers in a jar, and had grass in there and so-forth; and after a while he realized 

that there was grasshopper shit there, and it was suddenly,  “Ah, I have to take this to George!” 

and so forth.  And he… took it; and it was there in George’s box with different shit for 

his…Fluxus Excretoriam… Box. So anyway, the… dove went across, consecrated the bread, the 

gorillas went at the loaf of bread with axes, clubs… and you can see them breaking the bread 

there… Yoshi…there on the left with a helmet….  There’s one point when he takes the 

dumbbells that you can see there and hits them on his head….  There are - were smoke bombs set 

off for candles and so-forth. It was a…lively occasion.  And… got me into some trouble. I got 

“Hermann Nietzsche” there the next fall…. They were asking about other ideas;  and Hermann 

asked was it possible to have a venue for him there. He’d done his piece in New York just a few 

years earlier, and… I said “Well, I’ll talk the to the Committee, and I succeeded in getting 

twenty-five dollars from our Department, from a kind of…stuffy chair that we had… that….  

The Assembly Board had twenty-five dollars put in, and there was a Douglass literary magazine 

and the editor was on the Voorhees Assembly Board, and she contributed twenty-five dollars. So 

with the twenty-five dollars we were able to buy a live lamb that the college slaughter – 

slaughtered for us. Blood and….other things….  Paint, color, material that Nietzsche needed for 

his piece, and then twenty-five dollars to make posters. And that created even more controversy 

than the Flux Mass; and they’re two…Well, that I’m still here after forty-seven years is 

testament to the (clears throat) great quality of tenure. (laughter) And… (clears throat)I’m a 

hundred percent for it.  Now…in… 1970 was an important year; 1971 was perhaps even more 

important, in various ways, for me and my work.  I’d – well, in 1970 realized I was gay 

and…after Stonewall there was, you know, a whole ferment about… the…you know, Sexual 

Revolution, and kind of consciousness of coming to terms with who we are – the whole Feminist 
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Movement, and…women… saying, you know, we’re not going to be dominated in a patriarchal 

society here.  And… in–- there were, I guess, four pieces in 1971 that… reflect…that are, well, 

kind of a…series…rift…giving visual form to the changes I was experiencing and working into 

my art.  The first piece was called “Body Hair.” Billy Apple had a New Zealand artist who had 

some connections with Pop Art, also showed at “Inkinny Gallery” with me and Bob Watts, 

“Gary Keen”, worked with neon, among other things…. But he turned his loft – space on 23rd  

Street – into an area where we could do non-object work.  Temporal work.  Time--ephemeral 

work.  I had the space for a couple of weeks, and called the two weeks “Relics and Special 

Events;” and… this was one particular piece that was part of it – one day in it – and had the idea 

that I wanted to make relics of all the hair on my body, except it stayed an  invisible piece;  I 

didn’t get into removing my beard and my head-hair. That’s… second-- “Part II” a few years 

later. So I…settled down…it went on really the whole day, kind of eight hours– video 

documentation of it… shaved the hair… strained it.  Each part was labeled “Hair of the Left Arm 

of the Artist;” “Hair of the…Right Foot of the Artist” “Pubic Hair of the Artist.”  It ended up that 

the last pill bottle that I labeled was, I think, the “Left Foot of the Artist,” and it struck me as 

“Okay, sign it in the lower left….” And… those are the relics that got made, and they stayed 

there as part of the show. Then…. And that was kind of a shedding of… skin…removing… one 

aspect of myself to become another person, I guess… you might say… in sort of retrospect.  I 

had a little…kind of poem that I wrote for the announcement there, that goes, “A snake sheds it’s 

outgrown skin; the skin is left in the landscape. What do we know of the past? Fragments. What 

do we remember of the past? Fragments. A relic is like a dream.”  In June--June 24th, it was our 

tenth wedding anniversary; and… with both of us recognizing…that we 

were…gay…and…changes in our lives, we wondered how we’d celebrate it; and I tossed out the 

idea, “How about we have a Flux divorce?”  We’d… both been… involved with Fluxus from 

really the mid-Sixties right on… and so talked to George Maciunas; and we kind of 

choreographed an event for the house… divided – this is the from kitchen from the living room, 

with barbed wire. We… sewed overcoats back-to-back and then, out in the yard with a rope 

around me all the men pulled on me, all the women Bici. John Lennon, Yoko Ono were there; 

they arrived in a limousine… ‘cause they were at that point very much part of… what we were 

doing with  Fluxus.  Yoko had made a film called “Bottoms” that Bici and I were both in, before 

she went over to England to take part in the Destruction in Art Symposium, a DIAS 



 11

symposium….  And this was… a camera on a cart being pulled along evenly behind a person 

who walked across, through  a space, naked-- bare bottoms-- and it was just this undulating 

quadrant of buttocks and the tops of the legs… this sort of cross shape… moving back and forth-

- wonderful kind of humorous close-up.  And… she and John arrived in New York wanting to 

make a kind of sequel to it – Yoko did a longer version…over in England, actually, too. The film 

they were going to do was called “Up Your Legs Forever;” and it was to be a steady pan going 

up people’s legs…back.  And so there was a phone call, and we went down to meet them to be 

filmed there…at… some room in the Coliseum. And so that was my first meeting with John 

Lennon, which was thrilling and fun and….  They--John and Yoko both became part 

of…activities…that we were doing at that time. So anyway, we divided the house this way; 

we…. there was the separation. We… upstairs in the bedroom, cut the mattress in half…. cut the 

double bed in half with a circular saw….  I chopped this wicker loveseat that had come out of the 

trash in the street in half… we cut our wedding certificate in half…correspondence and things 

like that. And we…divided the property, an… after being separated. And then we had a party 

and… Bici had large cakes of ice in the backyard – sort of ice sculpture.  She’d been working 

with ice – she had a beautiful piece in a show she had at Judson Church that was little American 

flags in…ice cubes, and was…”Defrost the American Flag.”  It was… I think actually something 

that  she did for the Judson Flag Show which was, again, an interesting political event that led to 

the arrest of my brother, Faith Ringgold, and “John Toch”, and… went up all the way to the 

Supreme Court.  And together with them and a flag-burning at, I think, some Republican 

convention in…Texas, the Supreme Court said this was protected by the First Amendment, that 

burning a flag is free speech, but… that’s another aspect of this whole history. So anyway, this 

was division of property—template to divide the toilet, and I made a Flux Divorce Box – Flux 

Divorce Album with photographs of Peter Moore, great photographer/documenter of all of this 

work, and had relics in here, and… you see that on the… right. So that was an important event in 

‘71. Charlotte Moorman’s festival that fall… was going to be in the Armory, where the Armory 

show took place in 1913, with Duchamp’s “Nude Descending Staircase;” and where 

Rauschenburg and Billy Kluuver and EAT – Experiments in Art and Technology – had nine 

evenings of Art and Technology also. So it’s a space that as an interesting art history.  And by 

that time it was clear that Bici and I were going separate ways… and Charlotte said what did I 

want to do?  I said, “Well, is the center of the Armory free-- available?” She said, “Yes, what do 
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you want to do?”  I said I want to drop a truckload of dirt in the middle, bury my wedding ring in 

it, and sit on it for the twelve hours of the festival….  And so… George Maciunas was putting 

together a little object to hold the ring, together with ten bells for the ten years of our marriage; 

and… then decided he was going to…boycott everyone who took part in the festival, because he 

and Charlotte Moorman had a kind of ongoing war…. Charlotte was all-embracive of new art.  

Somebody – graduate students would be doing interesting things,; she’d say “Come on, be part 

of the festival!”  And her list of participants in each avant-garde festival each year grew and 

grew and grew. George, on the other hand, was… very…catholic…in who was included; and if 

somebody showed too much ego, or went too independently, he’d excommunicate them from the 

list of Fluxus artists…. So, anyway, George naturally wanted to not participate in Charlotte’s 

festival; and at that point – and this was just a year or so after Yoko had had a big show at the 

Everson Museum in Syracuse, which was… kind of a… big spectacle with Warhol and 

superstars and Lennon and everybody there.  At that… George was helping Yoko make the 

objects, and he had a whole wall of… boxes; and they were all natural wood – Yoko wanted 

them all white….George said, “No, natural. You know, Fluxus boxes are natural wood!”   And 

Yoko said, “But my pieces are all white!”  And… so she got somebody to paint them white; 

George went back to New York in a huff, and then was not speaking to John and Yoko…really, 

after that.  And then gave--I wanted to try to accommodate George; and on the box that he made 

with the ring in it, I put a little label that said, “This was NOT buried in my mound of dirt at the 

avant-garde festival for twelve hours…” to…in a negative way… make it possible to not have it 

in.  And I put another little object that I made with my half of the wedding certificate and relics 

of the double bed, cut in half, and… the overcoats, the mattress, and stuff like that, layered, and 

sat on it, in tails, with a bell to ring and a journal to keep.  Now…after a while it turned out that 

white mice were appearing on my mound of dirt; and… you can see in the picture on the right, 

three of them there….  They were crawling up my sleeves; they were getting up onto my head. It 

helped make me really the center of attention, besides just being in the center; and the next issue 

of the Village Voice had a Fred McDarrah photo of me on the front page-- which was…fun to 

see, needless to say (laughter).  It turned that the white mice were a piece of Dick Higgins 

(laughter).  He had… spotted some mice at his place up in northern Vermont, and suddenly 

thought…”Okay, I’m going to have – there are mice all over the place; I’m going to have mice 

all over the place at Charlotte’s festival;” so he released a white mouse every half hour, so 
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twenty-four got released during those twelve hours, and I think probably they all found their way 

to me.  (laughter)So it was a wonderful coming together of Dick and…me, in the work. And 

Dick, right through, in addition to our children being very close friends, have been very, very 

close right through to Dick’s death, not--well, three--four years ago.  And that’s Al Hanson 

photographing me. He’s another figure in all of this, who…is Happening more than Fluxus…. 

He was in Cage’s class at the New School, and a…wild Norwegian Viking… fellow artist.  Then 

in December I had the space at Billy Apple’s again; and this time what I did was a piece that was 

simply forty-eight hours of sleeping, fasting, not speaking, silence, on a mattress in the middle of 

the space – single lamp on me – old dreams there for people to read, new dreams that I’d write 

would be just there… and thoughts, fantasies—whatever—would get written down,  and people 

could come and go as they chose.  And I was naked, just… there with the sheet and blanket over 

me.  I woke up at… was conscious at some point in the middle of the night that my brother at 

one point was there, that Al Hanson was there, at sort of odd hours. It turned out they were 

concerned about me, just being in an open space, day and night, for the forty-eight hours.…  I 

wasn’t concerned…. So anyway, they were sitting vigil; and when it was all over, Al Hanson 

took me over to his loft and fixed a great breakfast to break the fast.  So that was ‘71.  The… Our 

marriage definitely came to an end; I met young artist Stephen Varble in ‘72, who I was with for 

a few years, and we were doing thing together.  On the left is a piece that I did in Times Square, 

it was kind of carrying on from “Ring Piece;” it was called… “Meditation in Times Square…” 

where I was sitting for eight hours – a working day – just there, writing in a journal… in tails… 

silent. And on the right is another version of “Ring Piece.”  Having not buried my wedding ring, 

or been able to use this object that George made, I was-- we were invited to a sound festival in 

London called “Isis” in ’72;  and we redid the piece there. Charlotte was performing an Ice Cello 

of Jim McWilliams….  At the same time we made kind of a wonderful--and Stephen was in a 

wooden dress he made, you’ll see in a bit….  Then a little later I was having a showing at my 

gallery in “Babecker” in Brooklyn.   Steven performed with me at the opening there, and then we 

were in the museum in Aachen?, Noya Gallery, and I did a third version of silent meditation 

there, with my wedding ring buried underneath; and that’s Steven in this Sky God costume he 

made for me.  Now this is for a memorial for Ken Dewey, who was a great supporter of 

performance, and a performance artist himself; and Steven in his wooden dress, blindfolded; 

John and Yoko were across on the other side….  This is Steven and me in a slide cos – dress that 
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he made using old slides that I had quantities of…with a mouse in a hat--and I was blue. And…. 

In….  For New Year’s Day 1972, at Billy Apple’s, the group of us that were working there 

decided we would come up with statements about what we thought art was; and… have a little 

discussion about that. Also to come with scores we could go ahead and exchange. And the score 

that I drew was Jackie Apple’s score called “Identity Exchange,” to be the identity of another 

person – to exchange an identity with another person for a day. And so Steven became me and I 

became him; and those are – there we are outside the chapel at Douglass College… and…. You 

know, I was going to read a text that I have –two texts, actually – one which  I wrote for that 

gathering, about thoughts on are, the other some thoughts about being between two points that I 

wrote in connection with a book that….you’ll see images of soon. But time is moving fast. A 

collector in Italy – “Francesco Cantz” – was very interested in Fluxus, the Viennese Actionists, 

and so-forth; and invited me over to come and do a piece.   My father was taking the whole 

family to Norway – the first time in Norway, where his parents had come from, and the Solstice 

– Summer Solstice – was going to be then. And I knew I wanted to do a piece on a mountaintop 

in snow… and there I am making a circle in the snow as the sun’s going down;  I made another 

circle in the snow as the sun was coming up… for that brief moment…Cut trees that I’d carry to 

the top… made relics…and my brother John caught a fish in the harbor of Bergen that morning 

and gave it to me as a present.  I took it to the top of the mountain and tied hair and roots 

together, and… so-forth.  So then I went on down to Italy, and the day before the Fourth of July 

– the third – there was a full moon; and I did a piece on-- a companion piece on a hill in Oslo 

where Francesca was – where we all gathered…. And that it’s on the left, and then on the right 

I’m making a circle of sticks on the beach with a full sun the day after the Fourth of July – the 

fifth. And…these are relics. The end of that I colored myself – covered myself with branches, 

went into the sea, colored myself blue, and… went into the sea and washed myself off. So  I’ll 

skip the quotes but….try to move quicker.  The following…autumnal…Solstice I… had the 

space in the Clocktower in New York, and… thought I would throw dirt in the four directions at 

the time of the Solstice, and release pigeons in four directions; and that’s me just having thrown 

some dirt; and this is one of the pigeons flying off in front of the Twin Towers that are no more.  

A very different image than the plane that flew in another direction – in, that I saw not too long 

ago.  Then I was Naples, Italy with a piece called “La Capra” – “The Goat,” ending with myself 

tied to the goat – joined, milk and flour being poured on me… and a kind of Dionysian finale to 
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that. A little – that same… time – I did another piece in Rome for a festival….  Started out-- 

washed, covered myself with dirt, cut a chair in half, got signatures, hair from people… and cut 

the chair, rejoined it…. And then in…’76, in December, had the space of…that “Stefan Ines”, 

young artist-- not young anymore—Austrian artist-- had again for non-object type pieces. And… 

I’d realized that I… probably should have taken off my beard, shaved my head, when I took off 

my body hair some five years earlier… and….  So Ray Johnson, who people should know – he’s 

the founder of the New York Correspondence School, really the instigator of mail art – 

correspondence art… sent me – I’d talked to him about removing my hair, and ideas that I’d had; 

and he’d sent this packet with some hair from a RISD student, which was the beard that the 

RISD student had sent to Ray so he could identify him when they would meet. And… so I 

contacted Scott Mednick, and he came down on a surprise mission; my son came up 

from….wherever he was…--I guess maybe at that point he was with Bici and… his sister in 

Boston… and was part of it. I called it “Education of a Boy Child.”  That’s my late partner, 

Brian, who – the relationship with Steven came to an end when I went off for Italy for Norway 

from between two points…. And this is George Maciunas cutting my hair with Ray Johnson’s 

hat; and that’s George finishing the haircut. “Bracken”, my son, is there in the back, putting hair 

and signatures in the cabinet there… and these are hair and signatures from the people who gave 

hair tied to the chair that I was I was sitting on. The…kind of the arrangement was that… they 

would give a lock of their hair and a signature… and cut off a lock of my hair. And my hair went 

into the cabinet; their hair went onto the chair. And… I think Bracken was doing most of this as I 

was getting my hair cut. And that’s George Maciunas, as I said, giving me the haircut.  

Now….Brian and I went off to Italy in the summer of ‘77, to  do a collaborative work with 

Francesco in Oslo….  There was performance festival in Bologna; and this is a piece we did 

there called “Tronco.”  We had the audience up on a balcony around so that the whole space 

down below was ours and… Well, maybe I can quickly read you a description of it.  Well… 

(appears to read the following) the summer we were in Italy realizing projects together. El 

Tronco was a performance festival at the Modern Museum of Bologna. We kept the audience up 

on the balcony, looking down, keeping the whole space for our performance in the center on 

gymnastic pads.  We were initially covered by sheets, removed by Peter Frank – art critic, now in 

LA – in a hunter’s costume. Two cages each with pairs of domestic fowl, a trunk filled with 

grass, sacks of sands or sawdust, and smaller items for the performance surrounded us.  Ropes on 
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pulleys allowed us, at the end, to raise up bundles of fresh-cut grass, my work boots, and Brian’s 

red vest – which he saw as kind of a little reference to Duchamp.  These then came back down 

on top of us (appears to discontinue reading) – Here’s the grass, the boots, the vest, and all of 

them on top of us. Now… Fluxus continues through all of this; and I was involved in various 

ways right along, besides “Flux Divorce,” and… this is one Fluxus banquet from Seventies, 

where the theme was “Rainbow Food;” and… George Maciunas has shaved hair and a vest on 

the left.  And there, kind of in the middle towards the back….  We had international food on a 

map, and… so-forth. Now in… nineteen-- well, in the winter of ‘77, George discovered that he 

had cancer of the pancreas and liver, and that it was inoperable; and…for a period of time there 

that winter we were up in “New Marlborough”, helping him finish projects and so-forth; and  he 

was then talking to me about how we’d had the “Flux Divorce,” how there should really be a 

“Flux Wedding.” And he was… together with “Billy Hutching”, in…and wanted to get married, 

and wanted to have a Flux marriage… and there they are – bride George’s veil askew, which 

upset him a great deal, and Billy with veil. Allison Knowles on the left in a tuxedo, Larry Miller 

on the right in… a formal dress; and I’m basically hidden behind as the minister.  George was 

very much into cross-dressing…kept it kind of secret for a long time, but toward the end…went 

at it in a very exuberant way.  And he was also wanted to be waitress at the Ear Inn on Spring 

Street (laughter), which is that-- there he is on the lower left – lower right – that’s George and 

Billy both as brides; you can see me as a minister with George, with his wig, in the middle on the 

left.  Erotic food in the middle-- the large phallic pate is Louise Bourgeois’ contribution, George 

in the wig with Jean Brown, a great Fluxus collection – now dead – and George writing the 

program for the Flux Cabaret; and… Larry Miller… licking off – and “Brian Busack”, licking 

whipped cream off of – I think it was maybe “Olga Digornia” and a piece of Ben Patterson’s, 

there. And then this is a composite of… the centerfold of this Fluxus newspaper I did as a 

memorial to George after he died, a… V Tre Extra that you can see there.  So that was dealing 

with George’s death.  Right around the same time – I guess it was the following year – my father 

died; and… after he died my brother John was saying,” Geoff, we should really make a death 

mask of Father.”  He’d had a death mask of his mother that was in a little valise that he’d carried 

around…that was around. And so, being the older brother – also artist;  John’s a wonderful artist, 

and rich… body of work too – it was there in my hands to go ahead and  find the means to make 

a death mask. So I talked to the undertaker—No, he’d made a death mask in undertaker school, 
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but he couldn’t do it.  I talked to the person who taught sculpture at Putney School…. She had 

some wonderful plaster for molds, but no, she couldn’t.  And… I thought, okay; so I called 

George Segal for advice, and got some plaster-soaked bandage… and-- or just got cheesecloth 

and plaster, and George was giving me advice on different things. And so I made two or three 

casts of my father’s face, a very moving, wonderful experience. After my sister had died, when I 

was…five – she was seven… I’d had scarlet fever… she came down with it…died basically of a 

mismatched blood transfusion…. Death…– blood had been taken from my father-- this was the 

early days of blood transfusion--   Death was sort of this…presence…there.  And… to deal with 

my-- the corpse of my father was a very rich and wonderful experience.  And…. This piece I 

gave to the museum in Norway, together with a sky ladder….  He wrote a poem called…”A 

Little Couplet:” I wish that were of me, a living soul a PhD.   It was bemoaning doctoral 

dissertations and so-forth; so the two masks are sort of referential to that, maybe. A trunk I made 

in Naples, sky inside, drawings, installation…. This is a collaborative piece that Brian and I 

made – a dream box – for…. taking to Francesco, when we were going to do collaborative boxes 

there. Then after Brian died of AIDS in ‘87, I was over in Italy, and discussing how we should 

handle the boxes that Brian and I’d made together.  And… we agreed that they should stay 

together; I said “Look, Francesco, I’ll make you a new group of boxes as a memorial to Brian,” 

and… did that; and also did another memorial piece a few years later, on the anniversary of his 

death.  And this is me performing with Alberto, who is an assistant of Francesco’s, climbing up a 

crazy ladder in this barn –  in this courtyard where it was done – coloring ourselves blue… 

coming down… pushing a cart with some chickens and doves in it out…. They were released – 

that’s the doves-- then we had fireworks at the end and so- forth. Now….in…..seventy – in ’92-- 

there was the thirtieth anniversary of Fluxus, and we were doing a lot of events over in 

Weisbaden; also there were to be some in Copenhagen.  I think the year – during the winter 

before that – I was talking to Jill Johnston.  She and Ingrid were at the house, and… I guess that 

maybe it was in ‘89 that Denmark had legalized same-sex marriages… and so they were talking 

about how interesting it would be to have a wedding in Denmark.  Ingrid’s Danish, and one of 

the partners had to be Danish for it to take place. And so first I tried to work it out at the time of 

the Fluxus events there….  That didn’t happen, but then I was having a show the next year in 

“Odinsea”, in ’93… and so I said to Ingrid, “How about coming, and I’ll work out a Fluxus 

celebration after your marriage in City Hall?”  And so this was done, and this is the procession 
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we had down through the city from the City Hall to Kunsthalle where my show was,  the 

morning after the opening. There are Jill and Ingrid… I’m there in blue with a…student of Ben 

Patterson’s from Hamburg – “Corg Shepka”, who came to be a partner for me; and Ben pulling a 

cart with the music he orchestrated, which was two tape decks, one playing the… Wedding 

Overture to the Wedding March of Lowengren, and the other, “Bambi” in Danish – Walt 

Disney’s “Bambi.” So the two were there side by side – there were two violists and… so-forth. 

And Laurie Steelink, who is a former student – my assistant-- carried the chair that I’d gotten to 

have as a wedding chair for Jill and Ingrid, and here in the context of my show there was an 

exchange of wedding rings.  I cut – they cut the chair in half; it got retied. Jill, in a text on me, 

for the ‘92 Wiesbaden catalogue, had talked about how my cutting chairs, recombining them, 

was kind of autobiographical, that it was expressive or reconfiguring life and… the parts of 

myself and… into a new entity; and so it seemed fitting to get a little chair for them. When the 

Sur and I got married two years later, in Judson Church, and this was in the context of a 

memorial service for Al Hanson, who you saw on….this side….of that ring piece picture views 

for the camera-- He died, and since we were – I was somehow given the job of being master of 

ceremonies, organizing the event, and Sur had shown Al’s work when he and Gracie Mansion  

were partners in East Village. And it was like… How do I introduce Sur?  And it was suddenly 

well, why don’t we get married?  And so I said “Will you marry me opening night?” and he said,  

“Sure!”  And so we orchestrated a wedding in the context of a Happening at the end of the 

memorial… which I’m sure Al would have been utterly delighted with. The minister at Judson is 

gay; he officiated….  We had a non-traditional ceremony, but I – in good Quaker fashion I 

formulated a document that all the people there signed, including Alan Ginsberg, who was in the 

audience, and… so, yeah…we’re… married…We exchanged rings, and Jill and Ingrid and 

Gracie Mansion, Sur’s partner for many years were the wedding party, and my son came up… 

from Washington to help perform.  Mt daughter would have come, but California was too far 

away. This is the wedding chair that we put together, Sur found this chair, covered it with silver 

Hershey wrappers –- Al…took Hershey bars… his kind of signature…collages were the letters 

of Hershey reconfigured to make all kinds of different texts….  And…silver maybe references 

Andy Warhol silver…thing of the factory that Billy Name did. But wedding bell snakes 

referencing Ray Johnson, watercolors that I made, and…  so we cut that in half and became part 

of the event.  In that spring--or winter-- College Art Association was having – the art journal was 
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having a queer issue: We’re Here; Gay and Lesbian Presence in Art; and… I was asked to do an 

artist’s page. We did it collaboratively, and this is with… text and…text on questions of gay 

marriage. And…(pause) these are a few slides showing more recent work… a show that I had at 

Emily Harvey Gallery in New York in ’99… a whole big wall of slates from room – my house 

on Greenwich Street that I’d taken off and realized, “Hey, this is just too nice to just throw away; 

I’ll find some use….” And then I began to speculate… muse about how it would be nice 

interplaying with watercolors of sky. And so the slates that are the roof that block out the sky, or 

maybe absorb the sky are there interfacing, and… they had a quality of being almost like little 

found landscapes…. There’s a detail from the lower left corner. There is a ladder from a little 

earlier with skies; I’ve done a number of ladders. There’s a bucket with two…two-sided skies so 

that he faces the moon that  pull up and down…  a  piece called “Circular Music” that you can 

see in… in a bit– in closer detail.  Also in the show I had two pieces that were memorial tributes 

to Ray Johnson, who I mentioned.  One was two balls for Ray, floating in a ball jar on a scale 

that I’d found on Greenwich Street, that had been thrown out… and put skies up in where the 

numbers are.  And….Ray ended his life on Friday the thirteenth of January, diving of the bridge 

of Sag Harbor, swimming out into the water and drowning… and found the next day.  Probably a 

suicide, and calculated, working with the idea of thirteen, which was a number which was 

interesting to him, which configures in many ways – he was sixty-seven, which combines into 

thirteen also. And… there were many kinds of messages sent out to people that suggested this. 

Actually, I was in Italy putting together a show… had a dream of Ray being at a big desk with a 

lot of collages and work of Ray, and…to see Ray, but he wasn’t there.  And…I think it was a 

roll-top desk that had…spoke some way. A day or so later I was in “Casso Franco”, and the 

person who was bringing the show together there said… he’d heard that Ray Johnson had died – 

or maybe he didn’t tell me that Ray had died; he said that there were two phone messages.  And I 

spoke to Allison Knowles and Henry Martin on the phone, and they… told me about it.  And 

then it was maybe the next day I thought back-- “Hmmm.”  I’d had this dream about Ray, and it 

was-- it felt kind of psychic in a certain way. Ray did these pieces that were called “Nothings.” 

The first one that I was conscious of was at this AG Gallery that George Maciunas had on 

Madison Avenue.  It was actually on July 30th, my birthday.  The piece was simply chance, 

throwing a bunch of dowels down the stairs…and he’d left before people were arriving.  The 

stone is one I…just had the idea that I wanted to go and get a stone from where he’d drowned;  
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so we drove out on the anniversary of his death to Sag harbor.  I found this stone, some others, 

and had the word “Nothing” carved on it. Referencing some “Void” stone that George Brecht 

made.  He made three… I think three or four for a big sculpture show in Muenster, which just 

had the word “Void.”  This is another piece that I made a year, maybe two years later on the 

anniversary-– another anniversary of Ray’s death,  gathering thirteen stones, and it’s a funny 

little wind-up bunny that Sur and I found in Venice when we were there with Biennale. And this 

is a piece called “Conversation with my Brother.”  It’s a dead mouse… that we found…that I 

gave him to go with a dead petrified cat that he’d given me…and then put it together in a box 

that was in the show at Emily Harvey’s. There’s the “Circular Music;” here’s a piece… 

“Compass with a Crescent Sky;” and… a couple of other pieces – this is “Digesting the Moon.” 

Three…(End disk one) 

 

(BRIEF BREAK IN CONTINUITY) 

 

 (Begin second disk) ...and he had one, and the person who had the Ultimate Academy sent me a 

telegram about that, and I wrote could I have a passport too, and I got a passport. So I gave a 

little talk about that before… sending Al into space. Al’s the little yellow spacesuit figure up on 

the… my feet, and the bucket is labeled “The Black Hole;” that was a bucket that became 

actually a pulley piece. On the right is doing a piece of Dick Higgins’ “Danger Music #2,” which 

is shaving one’s head, which Dick did in the first Fluxus concert in Weisbaden in ’62… and the 

V tre Extra is what I’m holding there—Sur is giving me the haircut.  And I also did a headstand 

there… and then this is a… headstand that I did in Salzburg “Heline”– Salzburg Summer 

Academy is a… interesting place-- in some ways maybe a little like Skowhegan, where people 

come from all over and work with a range of artists.  And…I came…the person who handled… 

tools and equipment and the whole… space had this little space that was the toilet of the 

Saltworks, and turned it into a gallery where a person would have a show – a different show each 

day.  And the show that I did--  the piece that I did was coming down a ladder, head and hands 

and feet blue, tying flowers to my legs, and…then going ahead and doing a headstand.  And…  

then the next year… --No, actually the same year at…the Sculpture Center, William Pope. L, 

who’s having a retrospective – mid-career retrospective –at the ICA at MECA down in 

Portland…opening in a few weeks’ time…organized for the Sculpture Center…an exhibition… 
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an event that was about performance, and since I was his teacher at Rutgers years before, and 

we’ve been good friends he wanted me, and we… I suggested for a third person Patty Chang… 

and… the three of us each performed in the space.  It was called “Soma, Soma, Soma” - Greek 

for body - and I’m here doing Yoga with “Christina Reed”, a person I’ve done some work with-- 

Feldenkrais method.  And behind me, in the environment, there were sky slides tiered, and then a 

film that I’d made early along when I was up in Cape Breton of a neighbor slaughtering a cow.  

And it was called “Breathing/Eating,” and … two basic forces of life; and I had bowl of rice-- 

brown rice-- that was the eating part.  These are two other views, and at this point I’m going to 

shift to a video, and end with a little finale event for you. So….. 

 

(VIDEO RUNS: THERE IS AN OVERLAY ON THE VIDEO OF ARTIST GEOFFREY 

HENDRICKS’ COMMENTARY, AS WELL AS COMMENTS BY OTHERS, BUT THESE 

HAVE NOT BEEN TRANSCRIBED) 

 

(applause… sound of bell ringing… laughter)  

 

Speaker: So… any questions? (laughter) (applause) 

 

Question: (unintelligible) 

 

Speaker: Oh, sure, you can. (bell ringing continues) 

 

Question: The transition from day skies to night skies—is there any sort of significant breaking 

point?  Or-- 

 

Speaker: Well actually it began when I was up in Berlin, it – uh, yeah, right-- sorry. And I hope I 

was talking into the mike enough; I sounded very loud up front, but I’m not sure whether it 

carried all the way to the back… and… they’re enough farther north so that, in the winter time 

one’s more conscious of the…moon, and then Caspar David Friedrich was an artist there that I 

like, and… was looking at a lot of his work, and… somehow pretty naturally it just evolved in.  

The question was about the transition from day sky to night sky; and I guess maybe there’s more 
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work with night sky. like the watercolors that you saw at the end, than day sky, but I work with 

day sky too.  Yeah.  Other questions?  Yes. 

 

Question: Could you talk about the role of humor in your work? 

 

Speaker: Okay…. The question was, “Would I talk about the role of humor in my work?” And… 

humor is an integral part of Fluxus; and… I’m possibly… a less humorous Fluxus artist than 

some; but… I think there are…aspects of humor that you might find. Perhaps a better thing to 

talk about would be… purposelessness… purposefulness… the whole question of intent. And… 

something that George Maciunas went at a lot was the idea of ego and people thinking too much 

of themselves. There was one Fluxus event that he did at Eighty Worcester Street where… he’d 

made slides of all the people that he thought were egocentric….and….I’m not sure whether…. 

“Claus Rink”, I recall….  There were certain… you know, sort of mainstream avant-garde artists 

that he respected and liked that weren’t on it; but there were others that were… he felt were 

egotistical.  And the event was simply…and it was advertised-- big names—and there was a 

picture from an old circus poster, or whatever, of a muscular person 19th century bodybuilder 

torso; and then all the names of these people around, you know, whether it was…. And the event 

was simply each person’s name made into a slide and projected as big as possible at Eighty 

Worcester Street –in the “Cinema-tech” on the wall; and it sat there for five minutes and then he 

put another one on. He was expecting people going there to see these people charging out in an 

outrage. It ended up being just the people who were kind of the Fluxus family who were going 

there and sitting and having a wonderful time and laughing and enjoying it.  But… I think you-- 

one needs to just sort of… try to find your center and see who you are, and work with it.  That…I 

think one of the things that was… a problem for Maciunas maybe…with ego…is that a person 

there is often off-center; it’s-- you know, is striving for that stardom…. His… actual center may 

be somewhere else.  But, I don’t know; you know, I think humor… I don’t… eliminate it, if it’s 

there, but I’m not—you know, it’s not kind of a main thread of my work. 

 

Question:(unintelligible) 
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Speaker: The question is: “What’s the relationship between my body and the sky?”  And… I 

think… it’s… about how the microcosm and the macrocosm are intimately connected…  that we 

each are individuals, but we’re, in a way, a little microcosm of everyone… and we’re grounded 

on the earth, in relationship to the sky; and the sky is this all-encompassing presence 

that’s…immaterial, but is very much there and tangible and…is this whole, you know, the whole 

universe that’s being explored and discovered. And that you really need to…you know, 

understanding one you understand the other in a certain way. They’re… you know, sort a 

yang/yin interaction…. And the idea of standing on my head and forming a point of focus—an 

you can only stand on your head if you find your center and are balanced-- is not so different 

from working with the solstice or the equinox, which is about…our position in relationship to 

this greater circle of the movements of the sun and the moon and so forth.  So…I guess, you 

know, painting myself blue is just… in a very obvious, sort of simplistic way…doing it, yeah, 

right. Yeah, other questions? Yeah, Barbara. 

 

Question: Tell us a little more about the interdisciplinary (unintelligible) 

 

Speaker: Right, yeah. I was also mentioning to… Linda that at some--I came with a good 

videotape that Larry Miller made called “Some Fluxus;” and it’s conceivable that some evening 

we can set up a time to just gather together and talk at length about Fluxus, see the video… I can 

bring some books and things like that.  And…I also have the video tape of Jill Johnson and 

Ingrid’s wedding and Sur’s and my wedding; and if we wanted to have another evening to 

discussing queer issues or something…that would also be a possibility.  And we can, before 

going down to see William’s show, maybe play “Soma, Soma, Soma,” and see William’s 

wonderful piece there, too, as preparation for that. Yeah…Fluxus is… Well, there is, there’s 

Fluxus and Happenings; and Happenings is a term that Alan Kaprow coined; Fluxus is a term 

that George Maciunas coined… and they emerged in the late Fifties, early Sixties…. Certainly 

John Cage and his ideas of chance, and…exam-- thinking about the nature of music – his “Four 

Minutes and Thirty-three Seconds of Silence” is framing a period of time, and the music is 

whatever sound is there, are of… you know, influential in all of this. George Maciunas was very 

much about not having painting be the top dog in all of this. He worked assiduously on these 

charts of culture, ideas, information… and painting was all some little cluster way down on the 
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bottom. But he was interested in bringing together all the different disciplines and areas of 

learning. The pieces that he made were clean and focused…-- even if they were messy – like the 

finale of the Flux Mass--  the concept was very focused.  He was –- would do concerts, he would 

do objects and boxes; and then there was the Mass, and we had the… divorce and the wedding 

and funeral that came after he died. And there were sports – Flux Olympiads.  And all of these 

were turning the different activities upside down; you’ll see this.  But…it was in a way like 

Fluxus could be anything; and his interests were just as much in planning a trip for the whole 

group of us to go around the world by… minesweeper… ‘cause he’d heard he could get a 

minesweeper inexpensively… – and it would be like everybody would have a special – a 

specialty… that would relate to where we were going. He’d want somebody who knew a lot 

about medicine, somebody who knew about electrical engineering or geography, or the history of 

Afghanistan or Mongolia or whatever; and… if there were areas that weren’t covered, he would 

expect people would study and gain the knowledge. He was interested in real estate and finding 

that the lofts in what became SoHo were very cheap because of the Lower Manhattan 

Expressway, and… bought buildings, got people together, co-oped them, was the really who was 

catalyst for Soho coming into being, I think in many ways.  The Silverman Collection is working 

on a publication that should be out in a few years about Maciunas and Flux lofts.  Allan Kaprow 

was…working with…out of studying with Cage, and… while working with the idea of getting 

away from the idea of object and working with site and activities that are structured within the 

space, he was much more structured in doing this, say,  than Al Hanson in his Happenings that 

were much more free-formed and lots of things… just took place.  But I was asking Allan to 

write a text – a kind of a reply to, or  a reflection back on, a text that he did in ‘58, that was 

called “Notes on the Creation of a Total Art;” and what he was saying… just last month in this 

note-- little text that he wrote-- was that he realized that where he was maybe wrong there was to 

even use the word “art,” and use the piece, that it was still putting himself in that mindset.  But at 

that period of time there was great dissatisfaction with what was going on in the art world, a 

serious feeling of need for basic change, and… a lot was going on. There was reaction to that – 

Conservatism came along later… but the potential for this open-endedness is, I think, always 

there; and I would say that somebody like Ray Johnson, who developed the New York 

Correspondence School, the idea of reaching out through the postal system and communicating 

with art, ideas feeding back and forth, you might even see as kind of anticipating the whole 
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world of internet and email and so forth too, where there is kind of free exchange of information 

and ideas back and forth between people.  Now, with Charlotte Moorman… she’s a cellist – she 

was a cellist, she died of breast cancer back…  late Seventies/Eighties—no, early Eighties, 

because she was alive when Brian died, and….   No, late Eighties, then, ‘cause Brian died in ‘87.  

But… she was a Julliard-trained cellist, played with the American Symphony under Leopold 

Stokowski, and… got – discovered new music – and got interested in bringing together some 

festivals of it; and the first ones were in Judson Hall across from Carnegie Hall; and it was 

composers primarily, but then the composers were moving away from compositions and the 

edges were getting very blurred, and it became clear that these should be festivals that included 

many different areas.  She brought together a production of Karl-Heinz Stockhausen’s 

“Originale,” which Allan Kaprow choreographed; and Nam June Paik and various Fluxus artists 

were in it, but you also at that concert had George Maciunas and Henry Flint who wrote an 

important text called “Concept Art…” early-- well before Conceptual Art was thought about….  

And was not Fluxus but very close to Maciunas, and just… could have been but didn’t want 

to…. He felt that maybe George wasn’t pure enough in what he was doing, or whatever.  But 

anyway, they were outside protesting bourgeois art and… so forth and so on and so on…. And… 

it’s interesting… Stockhausen, when… nine – September 11th  – made the comment, that I guess 

was printed in the German press, that this was perhaps the greatest artwork, just…the concept of 

it all coming together and happening. He got huge flak for it… and later came up with some 

apology; there were various other considered statements, Susan Sontag, I guess, and others 

that… got flak; but… speaking up’s really important.  There was a Fluxus show at Art in General 

right after that; and I put up a large photo blowup that I had of Henry Flint and George 

demonstrating outside of Stockhausen’s piece, quietly referencing Stockhausen’s declaration of 

the World Trade Center disaster as art.  But anyway, we’ll have another evening to discuss this 

in further detail. Other questions? Yes…. 

 

Question: (unintelligible) 

 

Speaker: Yes. Yeah… right.  I was in and around the Pop Artists as it was emerging, and very 

conscious of it, but it… wasn’t a part of me and I didn’t, you know, feel – I loved it – I didn’t 

feel kinship, though, in terms of myself wanting to be a part of it. The idea of the billboard 
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came… kind of spontaneously.  I was going into the Holland Tunnel and there was this big 

billboard up in front of me, and it was blocking out sky and it was suddenly – and I by that time 

was working with sky, and it was “Hey, what would it be like if that was all painted with sky?”  

And so when I had this show forthcoming I thought… gee, it would be wonderful if I could get a 

billboard and paint it with sky, which I succeeded in doing.  The idea of it being reaction to Pop 

Art wasn’t something I was consciously doing, but I think, you know, a lot of pop imagery 

comes from billboards – Rosenquist was a sign painter – and so, to take this space, this area, and 

do something the opposite with it, was in a way like… well, negating it, or.. revitalizing that as 

space… re-appropriating it from the ad agencies or the…-- or the Pop artists.  In response to 

doing the billboard, the next year I made a group of postcards – picture postcards – of just sky. 

Some were of slides that I took, one was a stock sky that was there with the postcard maker, and 

this was, I guess, ‘67, and then when to Japan for the show they made two more postcards for me 

in ’68, the Spring of ’68.  So that was like wanting to make something very small – nickel art, 

free art, ‘cause postcards were generally a nickel then, and ... speaking of wanting… you know, 

critiquing the preciousness of art, negating that. Yeah, great. 

 

Question: (unintelligible) 

 

Speaker: Good question…. Yeah, and… we can make that the last question, maybe, ‘cause it’s 

probably time to….  What? Oh! Or maybe there are other questions, sure, fine. Yeah, we’ll keep 

on… I’m totally happy. The question was… talking about the other events outside of art that 

were going on at that time, and the show I’m working on bringing together at Rutgers called 

“Critical Mass: aHappenings, Fluxus, Performance, Intermedia: ‘58 to ‘72” is wanting to deal 

specifically with that.  The show “Off Limits” that was at the Newark Museum was organized by 

the curator at the museum and an art historian at Rutgers-- wonderful people, good friends, but 

going at this whole body of information as art historians and museum people.  And although 

there was a little consideration of parallel events outside, it wasn’t really responding to the 

environment that all of this happened in. And… it was certainly a time of serious change. When I 

went to…Japan in ‘68, which was following….the…”Destruction in Art” previews coming to 

New York, and this opening that I was describing to you at the Museum of Modern Art of the 

Dada and Surrealist show.  You had Martin Luther King being assassinated; you had Bobby 
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Kennedy soon after being assassinated; the Vietnam war was going on; there were – there was a 

whole mobilization of people about that… society.  There were things during this time period of 

the CIA overthrowing Allende in Chile, and artists responding to that… and… only recently is 

there – is that changing.  In ‘69 there was Stonewall, where some drag queens said, “We’re not 

going to be taken away by police for doing what we want to do;” and the whole beginning of gay 

liberation began then… and… a lot of activity there… right through the decade there were many 

things going on with women’s liberation, when there was the… well this-- I keep turning back to 

art here-- but when the Whitney Museum was having it’s bicentennial exhibition in nineteen…I 

guess it was 1976 there… they had – I don’t know that they had any blacks, and hardly any 

women; and there was a great mobilization of people-- artists protesting this; and some changes 

were made. When the Guggenheim opened downtown space again, it was a bunch of white 

males, and again there were demonstrations there, and there were… other activities… ACT UP 

got started later in term of responding to the AIDS epidemic…. 

 

Comment: (unintelligible)  

 

Speaker: The Guerrilla Girls… absolutely.  Sorry! They’re fabulous. And…Hm? 

 

Question: (unintelligible)  

 

Speaker: With the--yeah, the Flux Mass. Sure. But… you had…reactionary policies and acts at 

the top in the seats of government and industry and multi-national corporations that are still 

going too strong and need…fighting…. Yeah, and… the world feels more out of control today 

than it did even in the early Sixties or in the Seventies, say, but….   Anyway, does that answer 

your question some? You know, I’m sure there are all kind of that I’m not thinking about, but…. 

 

Question: (unintelligible) 

 

Speaker: The lifestyle of refusal?  

 

Question: (unintelligible) 
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Speaker: Right. The statement being made that Fluxus was about a lifestyle of refusal, not 

wanting to be part of….the Establishment, whether it’s art world establishment or public 

establishment, and…even the idea of Flux lofts, and George had the vision of a kind of Utopian 

community up in New Marlborough, Massachusetts – he’d gotten as far—I mean, he thought that 

each person would have their special space, and it would be whole… kind of creative center that 

never materialized ‘cause of his death.  But…..the…..idea of it being a refusal, the idea of work 

being a reaction against the negative reading that often gets placed on new work… that this Pop 

art was a reaction to negating or whatever. My own gut feeling is that more than being a reaction 

against, it’s out of an inner need to do… and that there’s the feeling of a….kind of a driving 

force to realize these ideas that are very different from what is the Establishment, which has 

become relatively boring; and so it’s filled with the energy of that, and if it makes fun of what’s 

been before, or looks like a reaction to, or a dismissal of… that in certain ways just peripheral. 

Other questions? 

 

Question:  (unintelligible) 

 

Speaker: Right, yes.  Did everybody hear the question, or…? Yeah. A question of how I changed 

from objects that have Pop-art relation – and they do – but it’s trying to find my own voice 

within that context.  I mentioned a text that I wasn’t going to read because I suddenly realized 

that time was getting late and I’d better rush through the slides; but I…in 1972 at Billy Apple’s 

loft this group of us that were working together New Year’s Day… talked about wanting to make 

some statements.  What I wrote then for the group was: “What is relevant for me in art isn’t 

objects, but what hovers in metaphysical space somewhere between the artist and the object he is 

grappling with. I find art where I least expect it.  What I see in galleries and museums often 

comes across to me as being about art – trying be art, but isn’t.  At my dream event Billy Apple 

asked some people to be silent.  I liked what he did not because of what he said, but because of 

the static of situation in counterpoint to my silence. Perhaps that static is art, or the space 

between that static and my silence – the static becomes part of the work, in a way just like the – 

all the sounds that are there with Cages ‘Four Minutes Thirty-three Seconds of Silence.’ Danger, 

thin ice, the unknown, discovery, a situation, context are words that hover around what I think is 
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relevant in art. Focus might be a good word, and corner turning another….  Art is about getting 

deep, deep into your personal self, working, struggling; but all of this is not art… and then 

suddenly you have left yourself for something universal. Art is that state-self situation going 

from you to the other.”  So this was my thinking thirty years ago, and right at that point where I 

was realizing… no, painting skies and making objects was not, at heart with what I wanted 

to…to say and do and… got into working with these other things, and… finding that… a lot of 

energy and… a strong feeling that doing the pieces. And it was a point that was real, both in my 

own personal life, and in my work, a really significant kind of turning point, I’d say. Yeah. 

(Applause) So this will be a nice basis for going ahead and seeing what you’re up to. Look 

forward to it. 

 

END OF RECORDING 

 

 


