





Movement. It opened at the Kunstverein fiir Rhineland
und Westfalen in Disseldorf in 1958 and traveled to
Frankfurt and Amsterdam, making the work of Dada and
Surrealist artists of great topical interest. Higgins remem-
bered long discussions in Wiesbaden related to how
Fluxus artists might frame the theoretical structure of
their art. “George Maciunas, myself, Alison Knowles, and,
occasionally, others,” he wrote, “would talk into the small
hours of the morning, trying to determine what would be
the theoretical nature of this tendency [Fluxus] to which
we were giving birth."® Robert Lebel's 1959 biography of
Marcel Duchamp was read widely by the same artists who
had likewise pored over Robert Motherwell's The Dada
Painters and Poets when it came out in 1951. Cage
belonged to Dada and Surrealist circles and directed his
students to study their practices, students like future
Fluxus artists George Brecht, Al Hansen, Jackson Mac Low,
and Higgins (who, according to Alison Knowles, showed
her these books in the 1960s).” Such books functioned as
manuals for the post-1945 avant-garde, and similarly, they
were the key interpretive references for Fluxus audiences
in the early 1960s, even if very little that might be
counted as iconoclastic took place in Fluxus. There are, of
course, exceptions: Nam June Paik’s early performances,
Wolf Vostell's dé/coll-age process and Happenings, the
intentional misinterpretation of Philip Corner's Piano
Activities, which resulted in the collective destruction of a
piano in Wiesbaden in 1962, and other works of art that
involved destruction.? But Fluxus almost never displays
the unbridled spectacle of iconoclasm (except perhaps in
its earliest European festivals); and the creation of “public
uproar,” as Ina Blom rightly observed, “was more in the
vein of Dada.”? In Maciunas's words, “It's [Fluxus is] more
like Zen than Dada.”' Even the career of Ben Vautier, a
key exception in terms of his self-conscious product of
spectacle, merged art and lifestyle in a simultaneous pre-
sentation and parody of spectacle in Vautier's obsessive
production of objects and texts.

If the context in which Fluxus emerged encouraged
a comparison with Dada and Surrealist iconoclasm, how
did Higgins actually use the term? “Fluxus ...was a com-
ing together of experimental artists,” he wrote, “[who]
mostly took an iconoclastic attitude towards the conven-
tions of the art establishments of their various countries,
and many have since paid the price of doing so, which is
obscurity and poverty.”" This sentence suggests that Hig-
gins wished to emphasize the suffering of experimental
artists at the hands of art establishments around the
world, and not that “experimental artists" per se—

Higgins's emphasis—were themselves iconoclastic in their
practices. Only their attitude vis-a-vis authority was “icon-
oclastic.” Friedman, therefore, correctly surmised that the
term was not accurate to describe Fluxus procedures. But,
again, its removal without replacement left a void. | pro-
pose to fill that space with the concept of "anomaly.”
Anomaly pertains to how Fluxus artists insisted upon
maintaining a relation to the normative while pushing
toward the atypical. For Fluxus, process and objects differ
remarkably from iconoclasm, however rooted in Surrealist
techniques for activating the extraordinary in the ordinary
and in Dada’s attention to the quotidian to disrupt and
mock authority. Fluxus never seeks to create the hyper-
real or surreal, or, again with few and marked exceptions,
to confront authority. Fluxus remains intently focused on
the unremarkable. Fluxus attends to the commonplace,
expanding its normative properties by making ordinary
objects and actions anomalous, thereby provoking, arous-
ing, and vexing the mind and simultaneously energizing
the body to animate novel ways and means to view and
experience the world. So, then, what is anomaly?

In Greek, anomalos means “abnormal,” “bumpy,”
“irreqular,” “uneven.” Pursuing its multiple and nuanced
denotations yields the following. “Abnormal” becomes
asynithis, or “odd,” “unusual” (and “abnormal). “Bumpy"
remains anomalos. “Irregular” is paratypos, or “atypical” (and
“irreqular”). “Uneven” renders up anisos and perittos. Anisos
means “unparalleled” and “incomparable,” while perittos
becomes “needless,” “odd,” “otiose,” “uneven,” "unneces-
sary,” "unwanted.” Finally “unparalleled” is aparamillos, or
“incomparable,” “nonpareil,” “nonesuch,” “unequaled,” “un-
exampled,” “unmatched,” “unrivaled,” “unsurpassed,” and
“unparalleled.” Taken together, these terms present a scale
of meaning ranging from the odd and abnormal (and
therefore commonly thought to be unnecessary and un-
wanted) to the incomparable, unrivaled, and unsurpassed.
In between these extremes, the normative and conven-
tional hold sway over the suffocating institutions that gov-
ern and control most of life. As the following examples

" show, Fluxus artists habitually located their subjects at the

extreme ends of convention, without ever directly rejecting
it, precisely to avoid and, simultaneously, to alter, the center.
Boundary Music (1963), an event score by Mieko
Shiomi, orchestrates an expression of “the faintest possi-
ble sound” and encapsulates some of what | mean by the
anomalous affect Fluxus discharges in the world:

Make the faintest possible sound
to a boundary condition whether the
sound is given birth to as a sound or
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Alison Knowles, River Stour from Peg-
well to Canterbury (Bread & Water),
1993, palladium print, 22 x 15 inches.
Collection Bracken Hendricks, 13

Bethesda, MD

The ghostly facsimiles of the bottoms of bread
appear as pale abstractions rousing dense webs of associ-
ations that Knowles augmented with pale swabs of color,
numbers, dates, words (hand-written and type-set), literary
fragments, and geographical and ecological information.
Even the ordinary names of the rivers and the places
where they intersect with other bodies of water and land
become exotic titles because of the anomalous relation-
ship between the bread and the rivers: The Amazon at
Belém, The Dnieper at the Black Seq, The Hudson at Jersey
City, Mud Flats Where the Nile Meets the Nibia, The Great
Lakes at Great Bear, River Stour From Pegwell to Canter-
bury, The Volga at the Caspian Sea, and Yangtze From Lake

Dongting to the Yellow Seq, etc. The list of Knowles's
sources reveals how her eclecticism contributes to anom-
alous experience, resulting in the visual poetics of these
stunning prints."" In Bread and Water, Knowles joins
bread, the fundamental sustenance of life, with water, the
predominant substance of life. Life appears anew and
anomalously, issuing from the most uncommon and
oblique angle through the most ordinary and basic things
otherwise taken for granted or forgotten. "We grow
acutely aware,” Henry Martin writes of Bread and Water,
“that the rivers of human experience have sources and
estuaries.”"® Knowles seems to point out that exploration
of the estuaries of life results in anomalous experiences
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George Maciunas and Billie Hutching, Flux Wedding, February 25, 1978, Grommet Art Theater, 537 Broadway, NYC. Larry Miller as
bridesmaid, Alison Knowles as best man and Geoffrey Hendricks as Flux Minister. Photos: Babette Mangolte
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a figure/ground relationship that included the artist. Lucio
Fontana had gestured toward what Dine explicitly visual-
ized in his punctured and slashed paintings dating from
1949 through the 1960s. Carolee Schneemann used her
body to literally extend Cézanne’s fragmented passages in
her series of photographic tableaux, Eye Body (1963), by
inserting her corporeal self into an assembled room envi-
ronment. In this way, she linked the eye that sees bodies to
the body that makes the bodies seen and, like Dine, drew
the figure through ground.

In the cases of these artists, painting became a literal
object of the world to which psychosocial dimensions then
accrued. The same is true of many of Hendricks's paintings
in which he tied several canvases of “sky” together and
painted sky around the edges of the canvases and onto
other adjacent objects. Paintings became continuous with
things in the world in a similar manner to the ways in which
Stella, Fontana, Dine, Schneemann, and other artists during
this period moved out from painting into the world. The
social relations that these works then suggested implied
political realities. For when painting entered the region of
politics, it coincided with the anticommercial and antiwar
impulse representative of the years of the civil rights, youth,
sexual liberation, and antiwar movements. Fluxus artists

were among those who anticipated these directions in art
by attending to imperceptible meanings that underpin the
ordinary experience of ordinary objects and in connection
to the real and meaningful conditions of life. Fluxus artists
also were among the first to suggest the body as figure and
ground, as Hendricks's Sky Boots so astutely asserts,
paradoxically in a material and metaphysical way. The
figure/ground question that animated Hendricks's work
must be understood, thus, in the larger social situation
where painting sky on boots synthesized the art historical
problem as much as it led to rethinking the conditions of
painting in relation to the political issues of the period. In
short, Sky Boots enabled Hendricks—as a figure—to walk
upon the real ground of his political interactions, to bring
the sky of metaphysics and art into the social world as an
index of something else.

Hendricks expanded upon this theme in Sky Bus
(1968), when he painted his Volkswagen bus as sky for
Charlotte Moorman’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, Hendricks also
painted his body and clothing sky-blue with clouds,
becoming a picture of the sky driving the car across the

Geoffrey Hendricks in his Sky Car, 1979, painted Volkswagen. Collection Wilhelm Lehmbruck Museum, Duisburg, Germany
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ground. René Magritte’s many paintings of sky come to
mind in thinking about Hendricks's sky works. But the
principle difference between Magritte’s visual riddles and
Hendricks's object/actions (like Sky Car} is that Hendricks
painted the background as foreground in which one acts
in the world. Hannah Higgins has explained this function
of Hendricks's paintings in a different and significant way:

Hendricks's . . . sky paintings and the objects
that surround them testify to the recuperation of
a variety of practices within an avant-garde the-
matic. The uniform rejection of culture tradition-
ally associated with the historic avant-garde has
been given over to a nuanced and complex sys-
tem of affirmation (the paintings) and rejection
{the readymades that display them). ... In what
amounts to a conflation of the readymade and
painterly traditions of the twentieth century,
Hendrickss paintings seem to imply that all
modes can be appropriated to a traditional art-
object status [and] that all objects are represen-
tational insofar as lhe; represent a reality out-
side of the art context.*

Before leaving Hendricks's sky paintings, let us revisit
Schneemann’s painterly and corporeal comment on the
figure/ground question in Eye Body in order to place it,
and by extension Hendricks's works, in sexual and gen-
dered terms. Schneemann insisted that the artist’s sexuality
(in her case, female heterosexuality) is an integral part of
art, and she asserted a woman's right to represent herself
naked and erotic. While representations of sex pervade and
have always 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.:‘" 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 (Wlholes (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 like things together
rather than two different things,” he commented.®® The
canvases became anthropomorphic reflections of their
creator's imagination—personal projections on inanimate
objects—that recall comments in the / Ching hexagram of
Grace. “In human affairs, aesthetic form comes into being,
when traditions exist that, strong and abiding like
mountains, are made pleasing by a lucid beauty.” | would
suggest that Hendricks used the permissive anomalous
context of Fluxus to translate heterosexuality (held to be
tradition) into homosexuality, creating a new convention
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Geoffrey Hendricks, Sky on Sky, 1965, acrylic on canvas and rope,
36 x 24 inches. Collection the artist

for the contemplation of “a lucid beauty” that entails
broader sexual freedom.

A decade before gay, lesbian, and transgender sex-
uality became commonplace 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 ministered to the
social world, the subject of art. His emphasis on the
homosexual conditions of his artistic production, and the
gay mind that produced these images—pairing like with
like as an opposition to figure and ground—was excep-
tional even in the milieu of “camp” associated with Andy
Warhol, David Hockney, and others in the late 1960s and
early 1970s. While the moving forces at Rutgers were
Allan Kaprow and Robert Watts, the impact of Hendricks's
frank exploration of his sexuality in that community can-
not be underestimated. (Nor can Higgins's change in the
late 1960s from heterosexuality to homosexuality be over-
looked, as it enabled him to express his art and life more
clearly) Hendricks required viewers to grapple with the
sky in their mind's eye, with an innate knowledge that, in



the words of | Ching, “Itlhrough contemplation of the
forms existing in human society, it becomes possible to
shape the world.”

Sex

It stands to reason that sex would permeate Fluxus. Fluxus
emerged in and contributed to both the sexual revolution
and the feminist movement. Fluxus artists had been
tutored in Wilhelm Reich’s and Norman O. Brown's work in
the 1950s, and Everything You Always Wanted to Know
About Sex But Were Afraid to Ask, by David R. Reuben, and
Sexual Politics, by Fluxus artist Kate Millett, were both pub-
lished in 1969, just seven years after the first Fluxus Festival
in Wiesbaden. Men, particularly George Maciunas, domi-
nated the discussion of sex in Fluxus in the early 1960s,
even if Fluxus women more boldly presented sex in their
work (with, perhaps, the exception of Nam June Paik).
Moreover, sex in Fluxus was publicly presented as hetero-
sexual—even if its practitioners were not. Homosexuality,
long accepted in Fluxus, beginning with the group’s men-
tor John Cage, was not openly presented until Geoffrey
Hendricks came out in the late 1960s when Fluxus ritually
marked his homosexuality in his and Bici Hendricks's (also
known as Bici Forbes, now as Nye Ffarrabas) Flux Divorce,
June 24, 1971. Indeed, Hendricks's ceremonial exhibition of
his sexuality and overt inclusion of gay thematics in his
work had a powerful impact on the subsequent develop-
ment of Fluxus works. In terms of Maciunas’s sexual pro-
clivities, their manifestations in his art and Fluxus life may
only be described as “polymorphous perverse,” a term
Freud used with “no moral judgment . .. implied” to
describe the indiscriminate sexuality of children.® This
range of sexual interests informs the artworks, rituals, per-
formances, and celebrations of Fluxus.

In the early years, Fluxus exercised a sexist double
standard for men's and for women's art. Nam June Paik's
Serenade for Alison (1962), for example, called for Alison
Knowles to remove successive pairs of panties. A classic
photograph of her performance shows Knowles standing
on a table with her dress discretely pulled up, surrounded
by grinning males, as she performs the striptease that, in
true Fluxus anomalous fashion, enables her to be titillat-
ing while remaining dressed except for her panties. How-
ever seductive this action may have been, as Knowles
insists, one must take into account how “specific perform-
ers in specific situations” would change a score. So, for
example, though Paik’s score was very precise, instructing
Knowles to take off a series of different-colored panties
and do specific things with them—"put them on the

wall” “look at the audience through them,” “pull them
over the head of a snob"—she altered the score. This was
especially true of the instructions that read “Take off a
pair of blood-stained panties and stuff them in the mouth
of the worst music critic,” and the finale, in which she was
encouraged to “show them that you have no more pant-
ies on.” “What | did," Knowles wrote, “was change the
piece so | could do it":

Paik presented me with a Korean striped satin
bathrobe to wear. My hair was down mostly (not
in a bun on the top of my head as it often was).
What | added was a transistor radio around my
neck. [I] changed stations with each removal of
panties, threw each pair to the audience from
the table until the ritual no longer amused me,
then stepped down and led the audience out of
the Galerie Monet in Amsterdam over the dikes
of the town with the radio blasting the news.
The audience followed. | remember feeling
what a glorious evening it had been! | think it
was Tomas Schmit who spent that night in jail.
The director spent the whole time behind boxes
in the basement!>’

Though Knowles controlled the sexual content,
structure, and therefore reception of her performance,
women who introduced direct sexual content into their
work were criticized by Fluxus men. Shigeko Kubota
remembered that her colleagues hated her performance
Vagina Painting (1965). This ingenious work challenged
social proscription of female behavior, presented a ribald
commentary on the machismo of male action painting,
and asserted the power of female sexuality in menses in a
way that materialized the procreative/creative continuum
of real women over and above the patriarchal imagina-
tion of women as the female muse.3® Carolee Schnee-
mann made Kubota's discourse even more explicit and
directly political in Interior Scroll (1975). But Schneemann's
erotic display of sexuality in Eye Body (1963) and Meat Joy
(1964) had already earned her excommunication from
Fluxus by 1965 or 1966.3 Maciunas, who, in his self-
appointed authority over Fluxus membership, excluded
her because he opined that her “neobaroque . . . happen-
ings . . . are [the] exact opposite of flux-haiku-style
events"% Yoko Ono, too, described being rejected
because her work was “too animalist."#! Ono's instructions
for events are full of sex. Cut Piece (1964), for example,
reads as a discourse on aggression toward women, victim-
ization, abuse, sadomasochism, and self-denigration. Ono
internalized and externalized misogynistic patriarchy, put-
ting herself at risk in this piece. Most of her films are erot-
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Alison Knowles performing Nam June Paik’s Serenade for Alison, October 5, 1962, Galerie Monet, Amsterdam. Photos: Hans De Boer, courtesy
Gilbert & Lila Silverman Fluxus Collection, Detroit, MI
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ically charged if not explicitly sexual: Bottoms (1966), Rape
(1969), Fly (1970), and Freedom (1970). In their several 1969
Bed-In performances, Ono and John Lennon inverted the
privacy of honeymoon nuptial intercourse into a public
discourse on “peace and love,” and displayed the anoma-
lous (at the time) conjugal union of an aristocratic Asian
woman in bed with a working-class European man.

But when women's work did not flaunt female het-
erosexuality, Maciunas, in particular, embraced it. It is
ironic, therefore, that he supported Kate Millett's dispos-
able “throwaway” dinnerware, which cast gender out of
household labor, a work she created while writing her
powerful feminist manifesto, Sexual Politics* Maciunas
also would have liked Millett's He and She (1964-65) and
Loveseat (1965) because his interest in cross-dressing, to
which we shall return, was piqued by bending gender
roles. Similarly, Takako Saito’s Smell Chess (1965), which
brings the olfactory senses of the body into play, and
Chess Board Door (1973), which situates a person on
either side of a revolving toilet stall, would have interested
Maciunas for their scatological implications.? The same is
true of Knowles's early-1960s Glove to Be Worn While
Examining, which suggests the erotic attraction of a
vaginal or anal probe. Maciunas was particularly
invested in the erotic qualities of scatology, and for
Excreta Fluxorum (1972-TT), he collected the excrement
from a host of animals—"caterpillar, bird, turtle, hamster,
horse, cat, sheep, cockroach, lion, antelope”—droppings
that became “Flux objects.”

Though women's works were scrutinized, Fluxus
men enjoyed a wide range of uncensored proposals and
actions. Paik's work is steeped in sex. In Young Penis
Symphony (1962), Paik aimed to humorously flip a phallic
bird to the Orwellian world by staging the premiere of
this action in 1984. The piece calls for ten young men to
stand behind “a huge piece of white paper stretched
across the stage mouth ... and [for each to] stick his penis
out through the paper to the audience.” Paik's meta-
phoric fellatio also commingles oral and visual eroticism.
It underscores the sexual dimension of the voyeuristic/
exhibitionistic visual exchange in looking at and perform-
ing works of art. His Chronicle of a Beautiful Paintress
(1962) anticipated Kubota’s Vagina Painting by three years
and was probably the inspiration for her work. Dedicated
to Alison Knowles, Chronicle of a Beautiful Paintress calls
for a woman to stain the flags of selected world nations
“with your own monthly blood"” and afterward to “expose
them and yourself in a beautiful gallery.” Paik's 1962 man-
ifesto, “Towards a New Ontology of Music,” invests music

with the existential value of bodies.* His legendary col-
laborations with cellist Charlotte Moorman realized these
aims, especially in the many performances in which
Moorman held Paik’s body as though it were a cello while
playing a string stretched over his nude back. In the noto-
rious Opera Sextronique (1966), performed at the New
York Film-Makers' Cinematheque on February 9, 1967,
Moorman 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 fundamental sexism of the US. legal system.
Paik was found not guilty when the judge reasoned that it
was impossible to create “pornographic music.” As in
Paik’s work, heterosexual sex is also a staple in the Fluxus
art of Milan Knizak, Wolf Vostell, and Ben Vautier, whose
current Web site even contains a link to "Ben Sex
Maniac.”®® From this link, a second one connects to the
“spirale infernale,” which contains a series of porno-
graphic images. Such sexual titillation as Ay-O's many ver-
sions of Finger Box are also typical of Fluxus artworks.
Willem de Ridder made a career of sex, publishing erotic
magazines like Suck and God and establishing such enti-
ties as the Wet Dream Film Festival and the Academy for
the New Sexuality. Ben Patterson’s rollicking Lick
(Whipped Cream Piece) (1964) invited volunteers to lick
whipped cream off a person’s body. This was a favorite
score for both Fluxus and its audiences. (Letty Eisenhauer
was the first volunteer.) Moreover, the suggested violence
of Robert Watts's Branded Woman Thigh (described in a
1962 letter to Maciunas) takes the branding of a woman
(like a cow) beyond sexism into misogyny. 6

Misogyny is also fundamental to the art and poli-
tics of Henry Flynt. Indeed, the literature about Fluxus
completely overlooks the fact that Flynt's analysis and
rejection of European-derived “serious culture” (a term
Maciunas often borrowed) came out of his consider-
ations of the personality of the sexual outsider.”*" Flynt,
in his own words, had been humiliated at summer music
camp when a girl who dubbed him a “creep” rejected
his adolescent advances. Flynt soon explored a rationale
for his position as a sexual outsider, as well as identified
with the civil rights movement, which provided a positive
example for the affirmation of otherwise despised identi-
ties. He also plunged into a study of the “positive creep
values” that individuals develop when consigned to sex-
ual isolation as social misfits. Flynt rapidly conflated his
anger at women with his sense of inferiority as a South-
erner (who liked and performed bluegrass, jazz, rhythm
and blues, and other vernacular forms of music), and he
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began to attack “serious culture." Maciunas often
adapted Flynt's term “serious culture,” and it became
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 many social,
political, and sexual guises.*® The link between sex, cul-
ture, and politics is particularly vivid in a small gesture
Flynt made when he used a print of the Mona Lisa as a
doormat before a lecture (“From Culture to Veramuse-
ment”) he gave at Walter De Maria’s loft on February 27,
1963. This lecture took place after his picket
demonstration against “serious culture” outside the Met-
ropolitan Museum of Art, which was then showing the
Mona Lisa to millions of viewers. In essence, Flynt used
the quintessential image of European culture (and a pic-
ture of a woman) as an object to be denigrated, an
object on which to wipe one’s feet.

George Maciunas's sexuality shaped the art-
historical picture of Fluxus in many ways as he sculpted
its historical context in Fluxus publications, multiples,
boxes, and other publications, as well as in rituals, cele-
brations, and games. Flux Stationary (1972) is a good
example of how Maciunas sexualized his work. He illus-
trated this stationary with such pairings as a fur coat and

Doctor Bob

Robert Watts, Dr. Bob (Flux Med), 1987 graphic. Published by Francesco
Conz Archive, Verona, Italy
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a naked woman, a glove and an ungloved male hand,
and a shoe and a bare male foot. Ironically, however, |
believe that it is easier and more direct to approach
Maciunas’s sexuality through Robert Watts's work, in
particular his Flux Med (1987), created nine years after
Maciunas's death. Quite simply, Flux Med overtly, and in
an uncomplicated manner, depicts aspects of Maciunas's
sexuality that remained more or less covert, however
intensely (and discretely) it remained a foundation for his
approach to Fluxus art.® The images Watts created in
Flux Med are composed of fractured and fragmented
human forms. They confuse corporeal imagery to create
strange sexual hybrid bodies that challenge conventional
notions of the body and sexual propriety. A number of
the images depict bodies distorted, tortured, and
engaged in unorthodox and sadomasochistic behavior.
The title of one print, for example, 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 plank that
appears to be some sort of torturous cranking device.
Watts used a similar position in another work entitled
Hospital Events. Sex and violence in Flux Med belongs to
the histories of bourgeois sexuality that have become
standard global commerce.®® Nevertheless, the images
are far removed from the raw, sexual abjection
celebrated in the 1980s when the prints were made, in
large measure because Watts culled the images from an
18th-century medical book of prints provided by
Francesco Cong, the Italian collector and publisher of the
suite. In this regard, Flux Med is stylistically indebted to
Dada collage like Max Ernst's FATAGAGAS (c. 1920), which
employed 19th- and early-20th-century prints in a way
that Maciunas and other Fluxus artists also often
adapted. What Flux Med does recall is Watts's fascination
with the displacement of pictures of body parts onto
commercial objects like Female Undershirt (1965), which
exhibits a pair of bare breasts. Male Undershirt (1965)
depicts a hairy chest. Female Underpants (1966) displays
pubic hair with a flower in place of the clitoris. Male
Underpants (1966) sports pubic hair and a penis. These
items of clothing may be appropriated and worn by
either gender. Watts also produced photographic studies
for Nude Waitress With 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 off and numbered. The word “joker”
is written over her abdomen. In Safe Post/K.UK. Feldpost/



Robert Watts, G.M. as a student of Dr. Hyde (Flux Med),
1987 graphic. Published by Francesco Conz Archive,
Verona, Italy

Jockpost (1962), Watts made a series of postage stamps
that juxtaposed women's breasts with pictures of various
kinds of hardware, like pliers, and in one stamp a woman
on her back holds something indistinguishable over her
pubis. In the end, such works are ambiguous in their sex-
ual politics. Flux Med appears to be an ironical visual
game and a contribution to the many Fluxus “medical”
works by “Dr. Bob”, as he identified himself in the suite. It
summons memories of Maciunas's polymorphous per-
verse sexuality and his penchant for cross-dressing.”'
Hendricks recalled, for example, that in the autumn of
1977, Maciunas invited him to a Flux Fest at New Marlbor-
ough, and that he instructed people to “come with a dif-
ferent identity.” “George became a blond woman in spike
heels,” Hendricks remembered.?

Flux Med also seems 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
example of the kinds of allusions to sadomasochism and
misogyny typical of their exchange. The event score reads
as follows:

G.M. as a student of Dr. Hyde

HOSPITAL EVENTS

Dedicated to gm

Also to passerbyes [sic]
Instructions:

Place on firm surface

Strike sharp blow with hammer and nail
On black dots

In sequence indicated by numbers >3

A set of seven large cards with a variety of images (such as
the Parthenon, city maps, a musical diagram culled from
old lithographs) provides visual instruction for where to
hammer. At least two of the cards display pictures of semi-
nude women. In one image, a topless woman wearing
what appears to be sheer pantyhose is shown lying on her
back on the floor with her legs bent under her and her
feet tucked under her buttocks (as in the example cited
above in the Flux Med suite). Exploding caps (in the form
of dots) appear on her body at intervals where the player
should “strike a sharp blow with hammer and nail." A dot
appears on her forehead almost between her eyes. There
are also dots on her breast, upper arm, thumb, side ribs,
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lower thigh just above the knee, and foot at the ankle, etc.
In essence, the performer is instructed to hammer the
nails into the caps, exploding parts of her body and nail-
ing her to the floor. (When the image is not a woman, the
player explodes the Parthenon, various places on maps,
etc.) Such works not only entertained Watts and Maciunas
but Fluxus audiences as well, if we are to believe Maciu-
nas, who apparently exhibited Hospital Events in Europe in
196334 Maciunas wrote to Watts, “The hospital event pic-
tures we exhibited in Wuppertal’s Gallery Parnass (Paik’s
exhibit) & visitors hammered so hard the pictures are
damaged.”® Maciunas, too, produced objects with sado-
masochistic qualities, such as a twelve-inch-long bicycle
pump 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 him during the final year of his
life. Billie reminisced how much Maciunas loved to cross-
dress with her and travel from Massachusetts (where they
lived at the time) down to New York, and “walk around
Canal Street where people knew him, but seemed not to
bat an eye. He didn't disguise his voice; he wore those
glz-n‘.'a(ef;'f“5 She also told art historian Susan Jarosi that
“one of George's fantasies was that we travel in Europe

as elegant sisters, as he put it. So he always saw us as
two women—as a couple. | think he just wanted to wear
a dress too." >

At their Flux Wedding, the couple both wore bridal
gowns, but their marriage was never consummated in inter-
course, which she believed was due to “the pain and the
drugs he was taking.” She revealed much about Maciunas in
her diaries, and in an interview she states the following:

| accepted that his pain and the drugs he was
taking prevented love-making. Anyway, | knew ...
that his sexuality was at least as complicated as
mine. Still, G. was tender and delightfully imagi-
native in inventing games that would have
enlightened even the Marquis de Sade had he
been present. | regarded the relationship as
wholly suitable to both our temperaments,
though as time passed neither of us could help
being frustrated by the limitations. | had to laugh
at the idea of some of G's friends that he was
asexual, just because he didn't di the usual
readily understandable mating ritual.

In some of her diary entries, she is more explicit
about their sexual games:

Friday evening George brought me an evil look-
ing horsewhip and begged me to beat him. He
thinks that this will have a cathartic effect on
me. | gave him five or six. . . . | admired George

Flux S & M

Robert Watts, Flux S & M (Flux Med), 1987 graphic. Published by Francesco Conz Archive, Verona, Italy

74 CRITICAL MASS



especially whenrhe looked like a woman
dressed as a man.>?

And in her discussion with Jarosi, she explained
more about Maciunas'’s sexuality:

He said he was masochistic, He asked me if |
would sometimes slap him in public. If he found
it erotic | was willing to do it. It was a fun and
interesting kind of role for me to play. . .. But |
did start to have weird images more connected
with my own childhood or something, of scary
people in the attic and fears of being pushed
down the stairs and things like that. . . . | sensed
that the exploration of his feminine side, includ-
ing the cross-dressing and the masochism . . .
had something to do with his childhood. | know
one time he had appendicitis and had to be
operated on without anesthetic, and he was just
put on a table in the home and cut open, He
remembered it as extremely painful and fright-
ening and traumatic, and he talked about it sev-
eral times in relationship to enjoying pain. He
also said that he was in so much pain [with his
cancer at the end of his life] that the beating
distracted him from the pain, the internal pain.
Both things were going on.%0

Billie Hutching Maciunas’s account of Maciunas's sexuality
offers valuable and intimate insight into his art and his
behavior toward female Fluxus artists, and toward the cre-
ation of such works as Flux Med.

| have offered these cursory remarks about sex in
Fluxus in order to provide a glimpse of how sex inflects
Fluxus art, actions, politics, and worldview. Sex—as the
above examples vividly portray—is part of the very
structure of Fluxus subject matter, from medicine to food to
culture to politics. Biography is central to this discussion for
the role it plays in shaping the kinds of work produced
under the umbrella of Fluxus. Moreover an understanding
of biography is a central factor in grasping why and how
Larry Miller's work on the paranormal and parapsychologi-
cal, namely on anomaly, is so powerful as a strategy for art.

Psi

Larry Miller's 1973 video installation and performance
Mom-Me stands at the apex of sex and anomaly in
Fluxus.%" Miller was born in 1944 while his father was away
serving in World War |l. His parents divorced soon after
his father’s return, and his father moved to Oregon only to
return to Missouri to kidnap his two-year-old son, who was

George Maciunas and Billie Hutching performing Black & White,
February 25, 1978, Flux Cabaret, 537 Broadway, NYC. Photos: Babette
Mangolte
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Larry Miller, Mom Me, 1973,
document panel 2 (detail),
photograph and text on
board, Collection of the
artist.







ing Miller that such a process might be dangerous to him
and that he might suffer serious psychological damage by
dislodging psychic material with which he was not able, or
ready, to cope. Miller persisted and found a hypnotherapist
who would work with him. They had six sessions together,
five of which were audiotaped and the sixth and last of
which was videotaped. Miller believes that in the last ses-
sion he assumed his mother’s identity.

As the videotape begins, Miller explains in a voice-
over why he is being hypnotized:

| wanted to know what it would feel like to
become my mother, to lose consciousness of
my own identity through hypnosis and to
believe for a while that | was Mom. In six weekly
sessions with a professional hypnotherapist, |
was able to enter into progressively deeper hyp-
notic states until | became Mom in mind and
body. During this 90-minute session, Mom was
casually interviewed to evoke her persona, her
concept of self, of me, and of our relationship.

Once Miller is hypnotized, the therapist establishes that
he is speaking to "Mom” and begins to interview Miller-
as-Mom, asking her about her children and focusing on
her son Larry. Upon seeing a family photograph of his
mother holding him as a child, Miller—now speaking as
his mother (Miller-as-Mom}—describes her child as a
“chunky baby who cried a lot." But he was “a good kid."
The therapist then asks Miller-as-Mom to draw a life-size
picture of herself. Miller-as-Mom makes a very realistic
drawing of herself but leaves off her hands, an action that
is accompanied by the statement, “Maybe I'll just leave
the hands off.”

In the second phase of the interview, the questions
and photographs are directed more precisely to “Mom’s”
view of her relationship with her son. In a voice-over,
Miller says that “talking about herself had seemed man-
ageable,” but in discussing “the mother-son relationship,
she becomes disturbed and frequently escapes into a
sleep state.” In other words, Miller-as-Mom is unable to
maintain consciousness when asked to discuss her rela-
tionship to her son Larry. Recognizing that their relation-
ship is painful for Miller, the therapist tells Miller-as-Mom
that if she is “bothered” by any of the questions, she
should merely flick her wrist and the therapist will not
continue that line of questioning. The therapist then
shows Miller-as-Mom a number of photographs that
Miller had earlier selected and brought to the session.
Regarding a photograph of his mother at about the age
of eighteen, Miller-as-Mom remarks, “This reminds me of

Larry Miller, Mom Me, 1973, document panel 2 (detail), photograph and
text on board, Collection of the artist

Betty Grable.,” About a provocative image of Miller's
mother in a bra-top and grass skirt (the latter sent to her
by Miller’s father during the war), Miller-as-Mom com-
ments, “Clyde sent us these skirts from Hawaii ... I'm fond
of that picture.” The therapist also shows Miller-as-Mom a
conventional portrait snapshot of herself and one of
Miller in the late 1950s. Miller’s strikingly handsome
image strongly resembles the famous sultry portrait of
James Dean. Miller had taken the picture of himself in
1966, at the age of 22, when he was “interested in pro-
jecting thought “into” the phomgraph,BO Next, the thera-
pist asks Miller-as-Mom if she feels there are any
“similarities” between “"you and him?" Miller-as-Mom
responds that she wanted to say something but is unable
to remember what it was and begins to flex her wrist dra-
matically, signaling extreme discomfort. The therapist
asks, “Was it important?” Miller-as-Mom flicks her wrist
again. The therapist asks again, “Do you want to talk
about it? Do you want to find out what it is?” Miller-as-
Mom does not answer. The therapist then asks what
Miller-as-Mom thinks Larry might have been thinking
about in the picture. Miller-as-Mom answers, “Well, it's
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hard to say, it's kinda serious.” Finally, the therapist asks
Miller-as-Mom to draw a life-size picture of her son Larry
to accompany the realistic picture she has already drawn
of herself. Miller-as-Mom complies but says, “Oh, this is
silly. | don't like it too much,” as she draws. Though this
picture is realistically drawn, it also has no hands.

After several more exchanges, the therapist wakes
Miller up and immediately asks him to draw pictures of
himself and his mother. Unlike the realistic figurative pic-
tures that Miller-as-Mom drew during hypnosis, Miller's
drawings after hypnosis are abstract. He draws himself first,
using disconnected dots. The figure resembles a cocoon-
like mummy shape with a head topped with hair that
stands out like radiant, energy-filled tentacles, Next Miller
draws his mother. He depicts her as a round, fat figure with
tubular legs and a round head. This is a particularly strange
image of his mother, since in all the pictures he has used
during the session she is quite slender. What is most strik-
ing about Miller's drawings, however, and the element that
unites them with the drawings made under hypnosis, is
that they, too, do not have hands. When | pointed out this
obvious detail to Miller, he was surprised and stated that in
all the years since making Mom-Me, neither he nor anyone
else had ever noticed this correlation before.

Let us recall that Miller-as-Mom consciously, even
under hypnotism, decided, “Maybe ['ll just leave the hands
off.” “Hands off" is a powerful subtext of Mom-Me that sug-
gests a sublimated relationship to his and his mother’s
hands. Indeed, hands prevail throughout Miller's entire oeu-
vre, beginning with Revivified Self-Portrait No. 2 (1967-96)
and Lines to Grow (1973-85) and continuing into the
present with Finger Exercise (1983), Astro-Genetic Land-
scape (1989), and Geonomic License Series No. 6 (1995), Fin-
ger Exercise (Transplant) (1990-95) (in which Miller attaches
a fingernail clipping, removed from his hand, onto the fin-
ger of an audience volunteer) is a continuation of Miller's
activity of collecting both his own and his mother's nails.
(Miller also collected hair and other bodily samples from his
mother, who enjoyed “the special attention."/™ Of particu-
lar interest is the dialogue between Miller and his mother
in Mom’s Feet: My Hands (1972-74):

Larry Miller: What do you think about feet?

Mom: Feet don't do anything for me. . . . Now,
hands fascinate me. . . . Hands can tell you a lot.
Larry: Like what?

Mom: Oh, | can tell one thing about your hands.
You have a weak spot—but you don't like to show it.
Larry: A weak spot?

Mom: Just the way your fingers are structured.
You're holding in [sic] to something tight—things
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Larry Miller, Mom Me, 1973, ink on paper. Life-size portraits made by
the artist under hypnosis. Collection of the artist

that should be letting out. You got emotion that
you hide. It's a security form, a way of holding onto
something or holding in something. Turn it loose,

| say.

Larry: You're saying that from the hands, or from
having raised me?

Mom: No, the hands. Now, that's what I'd say.
Larry: What do you suppose I'm holding in?
Mom: | wouldn't know.

Larry: Well, you reared me, so.. ..
MormWelllwasbn.nsyarzeaﬁngyledidn'thave

time to study you too.

This conversation between mother and son brings
closer to the surface the discussion of the meaning of
hands that is pending between them. It haunts the artist's
work like a fetish or force of conscience as with Shake-
speare’s Lady Macbeth, who obsessively washes her blood-
stained hands. In his essay “Some Character-Types Met With
in Psycho-analytical Work” (1916) and in his book Civiliza-
tion and Its Discontents (1946), Sigmund Freud identified a
sense of quilt (as associated with hands) as the most impor-
tant problem in the development of civilization. Mom-Me
has many suppressed Oedipal and familial layers implied in
Miller's use of hands, and the avoidance and sublimation of



hands suggests traumatic experience played out in an
interest in the anomalous and the paranormal. "I wanted to
know what it would feel like to be my mother, to lose con-
sciousness of my own identity,” Miller has written, compar-
ing that experience to how a part of the whole might
“become the whole’ and observe all the subset parls."&
Miller's desire to "become the whole” further evinces the
fragmentation associated with traumatic subjectivity.

As already noted, Miller used photographs (some
taken when he was a baby and some shot by him of his
mother and of himself) as “preexisting readymades” in
Mom-Me. He also used drawings to make portraits that
he described as seen through “another’s eyes” (namely
the persona he assumed when he became "Mom” in the
hypnotic trance). In both the photographs and the draw-
ings, Miller dealt with portrait images, ostensibly from
both his conscious mind (the images he brought with
him to the session) and from his unconscious psyche (the
images he drew while hypnotized). These photographic
and graphic references point to the shifting positions of
subject-object and creator-viewer, suggesting how iden-
tity is both self- and socially constructed in the matura-
tion process. Mom-Me can be compared to the artistic
tradition of self-portraiture, Miller has pointed out, with
the addition that these portraits attempt to formally
materialize some aspect of the artist's dissociated mind
and therefore do not purport to represent only physical
appearance.3® Mom-Me also tries to visualize some aspect
of the mind of someone other than the artist: Miller
believes that he did enter the mind of his mother and that
she drew herself. Whether Miller realized his aim—whether
these drawings actually are pictures created by his mother
and communicated by his hands—is not the point. Even if
actuality were to concern us, it could not be proved. What
must oblige consideration is the truth of Miller's desire to
make such an image, and his belief that he accomplished
his aim. Miller shifts our attention from his intentions to the
history of self-portraiture (in the autobiographical tradi-
tion from Rembrandt to Duchamp) 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 some degree reflect Oedipal rela-
tionships, especially with the mother. Indeed, Miller’s
intelligent titte—Mom-Me—signifies the interconnection
between “me” and “mom” that adheres for most in the
appellation "mommy.” While Mom-Me is resoundingly
personal to Miller, many universal aspects of it visualize
the ways in which the Oedipal 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-Me seems to balance on a scale with ‘factual
events’ and narrative located at one pole and ‘internal
projection’ and pictures at the other.” In this regard,
Miller's work summons considerations of Henri Bergson's
concept of durée, which posits a continuous field of expe-
rience wherein no perception exists that is not full of
memories.% Miller writes:

Mom Me is autobiographical at both ends. . . .
We have a person sketching autobiographical
pictures, but from a removed vantage point in
the unconscious through hypnosis. This means
that the only factual biography present was in
the family photographs and the only factual
autobiography present was the self-portrait
photographs. The form and the content were
reflected by surrogates.

To claim that a “surrogate” enacted his perfor-
mance implies that Miller actually made psychic contact
with, and became, his mother, which again is impossible
to prove or disprove. In the absence of such evidence, |
theorize that Mom-Me actualized something akin to a
visual depiction of the resolution of the false binaries that
Bergson found in the operations of memory. The philoso-
pher’s concept of the integral relationship between mem-
ory and consciousness suggests how mental binaries
linside/outside, part/whole, subject/object, and viewer/
maker) might disappear at points in the time-space con-
tinuum where the extendedness of images and the lack of
extension of ideas merge. Freud echoed this theory in his
essay "Screen Memories” three years later.%8 In both Berg-
son and Freud, consciousness and the psyche appear to
operate at cross-purposes, apparently in order to maintain

Larry Miller, still from video Mom Me, 1973,
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equilibrium between the mind/body, space/time duality
and to preserve psychological balance between the ego
functions of consciousness and the pathologies of uncon-
sciousness.™ In both models, consciousness balances
opposing states, operating similarly to dissociation (which
permits both blocking of some memories and access to
others). Reconstruction and reintegration of memory is
the aim of trauma therapy. Mom-Me functioned in this
sense as a healing agent for Miller, who claims that his
relationship with his mother and his memories of his fam-
ily life improved after completing the work. That he was
unable to draw hands and continues to be concerned
about hands in his works of art suggests another area of
psychological research for the artist.

Mom-Me might also be seen as a working model of
the site where a picture is exchanged over the shifting
image/screen of the gaze and the subject of representa-
tion discussed by Jacques Lacan.®® Mom-Me draws view-
ers (and Miller himself) into the moment in which images
pass into memories and vice versa, in the same way that
identities merge on the plane of psychical construction.
Miller compares Mom-Me to “elective surgery,” in which
he voluntarily opens his psyche and removes his mother,
who, in turn, then takes a look at him and at herself.
Miller wanted to make “an object” within the psyche both
accessible and external. He intended to make the psyche
an object for contemplation of the construction of self,
and thus he used hypnosis to make psychic contact with
his internalized notions about his mother's views of her-
self and of him. In his attempt to inhabit his mother's
psyche, Miller visualized his projection of an internalized
image of his mother, his longing for an understanding of
her and a grasp of what she thought of him, and for clo-
sure of his dissociated relationship with her.

Dissociation is key here. Often described as “the
compartmentalization of experience, identity, memory,
perception, and motor function,” traumatic dissociation
truncates aspects of consciousness from normative expe-
rience and memory, producing unconscious or subli-
mated memories that reappear or are enacted in altered
forms.®? Dissociation is frequently the primary instrument
for survival from trauma, providing a form of cognitive
homeostasis (however fragile) that enables severely trau-
matized individuals to live with experiences otherwise too
painful for consciousness to acknowledge. Among many
cognitive behaviors, dissociation includes derealization,
depersonalization, amnesia, confusion, and alterations in
identity in which various parts of the subsystems of mind
“disconnect in terms of information exchange or mutual
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control.”% This is especially true of dissociative identity
disorder (DID}—formerly called multiple-personality disor-
der (MPD)—a psychological behavior that is primarily
attributed to childhood sexual abuse. Dissociation is a sur-
vival mechanism that protects the psyche from exposure
to distressing memories and experiences. Moreover, trau-
matic subjectivity and dissociation are interconnected to
problems of memory.

Dissociation is associated with pathology, or survival
mechanisms, and with creativity, and it is part of the artis-
tic process itself.” In this regard, dissociation is a cognitive
behavior that is coded in the unconscious positively (when
it is associated with art and creativity) and negatively
(when it is associated with traumatic subjectivity and sur-
vivall. In this regard, artists are often described as “losing”
themselves in their work, which comes to “speak” for
them. This is especially true for artists with a traumatic his-
tory.®2 Many artists testify to this dissociative process
(whether or not traumatized). Arthur Rimbaud, Friedrich
Nietzsche, and Rainer Maria Rilke all accounted for their
artistic abilities as if they had been “spoken by another.”
Rimbaud observed, “Je est un autre”; Nietzsche's “es denkt”
names something “thinking in" him; and Rilke wrote,
“Where there is a poem, it is not mine but that of Orpheus
who comes to sing it.”93 Colin A. Ross, founder in 1995 of
the Colin A. Ross Institute for Psychological Trauma, notes
that “complex relationships among hypnosis, dissociation,
absorption, fantasy-proneness, somatization, and paranor-
mal experiences” exist in both artists and traumatized peo-
ple.g‘ In fact, researchers at Stanford Research Institute
found that “artistic talent, visual-spatial intelligence, and
creativity all tended to be associated with high remote-
viewing [psi and telepathy] scores”% My research for
twenty years on destruction, violence, and trauma in art
corroborates connections among creativity, trauma, and
multidimensional aspects of consciousness (the anoma-
lous or paranormal), and | have theorized that traumatic
subjectivity resides at the phenomenological center of
performance art, of which Fluxus is a genre. %

For thirty years Miller's work on psychic phenom-
ena has been doubly coded; it is both an expression of
traumatic subjectivity and a powerful form of creativity
harnessed as a survival technique. Mom-Me is the most
extensive work of art on anomalous knowledge in the
body of Fluxus works, although several Fluxus artists—
Ono, Watts, Schneemann, Hendricks, Nye Ffarrabas,
Robert Filliou, and others—have used psychic phenom-
ena in their work.”” When Miller created Mom-Me, how-
ever, he knew nothing about Fluxus artists’ use of psychic



phenomena in their work. He sought hypnosis first as a
means to produce a unique work of art and second as a
means to quiet his own mind. Finally, he also felt that
“something ‘therapeutic’ seems to transfer to certain peo-
ple from this piece.”® Sculptor Louise Bourgeois may
have been one of those people.

Miller first exhibited Mom-Me in 1973 at 112 Greene
Street in New York, where numerous artists saw it, includ-
ing Al Hansen, who Miller met there for the first time and
who told him, “Everybody is talking about your show!” But
significantly, it was Louise Bourgeois who showed the most
interest in Mom-Me. Miller remembered: "She was one of
the few people that sat through the hour-and-a-half
video.” She also encouraged him to continue his work with
hypnosis and even discussed “the possibility of a collabora-
tion” on several occasions.” The following year, Bourgeois
made Destruction of the Father (1974), a sculpture that
marked a turning point in her work, and she began system-
atically to depict the ambiguous and conflicting relation-
ship she had to her father and the network of childhood
relationships that motivated her art. What may only be
described as a higher level of self-consciousness about the
relationship between her art and her past, Bourgeois noted
in her diary April 1, 1974:

The search (pushing on) for truth is what has
kept me going. The secret of my anxiety. What is
it since childhood? It has to do with hostility—
what is wrong with me?'%?

In December 1974, she exhibited her new work at
112 Greene, the same gallery where a year earlier she had
seen Miller's Mom-Me. In 1975, Lucy Lippard began to
write about the sources in childhood of Bourgeois's imag-
ery. Lippard's views exemplified the critical reception of
Bourgeois's new sculptural turn, especially in feminist
quarters, where the exploration of physical and sexual
violence against women had been a key trope since the
end of the 1960s.'"" Eight years later, in 1982, at the age
of seventy-one, Bourgeois created Child Abuse (Portfolio).
This photographic and textual spread in Artforum was one
of the earliest personal presentations of incest in art.’%2
Although Bourgeois does not mention the impact of
Mom-Me in the development of her work, it seems to
have stunned her with its invisible dissociated violence
hovering below the surface. Mom-Me is an extremely sen-
sitive and courageous work, and it may have played a piv-
otal role in helping Bourgeois recognize her own
dissociated consciousness, thereby giving her permission
to address it more directly in her art. Mom-Me, then, may

be understood to have built upon and expanded feminist
discourses about psychological and sexual abuse.'%3

While he acknowledges that the process gave him
some “personal benefit,” as | noted above, Miller does not
feel that an examination of his biography is “really neces-
sary to the ‘art’ construct presented to the viewer."'%4
Moreover, though he views his own “hands ... as a work
of art in progress,” Miller has “tried to minimize personal
biography 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 more
universal interests of art”'® Clearly, | disagree. The
eccentricity of Mom-Me demands contextualization within
the psychodynamics of the artist's life in order for its
strange focus and material (psi and hypnosis) to make
sense in terms of his trauma. In addition, an artwork such
as Mom-Me provides important aesthetic research on the
interrelation between art and healing, and therefore, it is
vital that its sources are clear. Miller's poignant, intrepid,
and unprecedented effort to unify his emotional/mental
construct of “Mom” (with his sublimated and dissociated
familial experiences and Oedipal relationship to her) is
singular in the history of art in its form and content and in
its voracious will to reconstruct memory. 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 mind that is simultaneously made by
that person who is inhabited by an artist. In both these
respects, Mom-Me deserves a great deal more attention in
the history of art.

“There are ‘tones’ of mental life,” Henri Bergson
observed. "Our psychic life may be lived at different
heights—now nearer to action, now further removed to
the degree of our attention to life [my emphasis)."10®
Miller's attention to anomaly not only represents an
extraordinary attention to life but a will to live in and
through art.’07

Afterword

Consciousness cannot be adequately explored until more
expanded conditions of knowing become commonplace
territories of research. In this regard, Robert G. Jahn and
Brenda J. Dunne, scientists associated with the Princeton
Engineering Anomalies Research (PEAR) Laboratory, opened
in 1979, have called for a “science of the subjective”:

The particular form of human observation, rea-
soning, and technical deployment [that] we
properly term ‘science’ has relied at least as
much on subjective experience and inspiration
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as it has on objective experiments and theories.
Only over the past few centuries has subjectivity
been progressively excluded from the practice
of science, leaving an essentially secular analyt-
ical paradigm. Quite recently, however, a com-
pounding constellation of newly inexplicable
physical evidence, coupled with a growing
scholarly interest in the nature and capability of
human consciousness, are beginning to suggest
that this sterilization of science may have been
excessive and could ultimately limit its episte-
mological reach and cultural relevance. .
Huge anomalies . . . cannot, in principle, be
accommodated by conventionaL orthodox mod-
els[oiscience}.Theyreqloéeabfeakwllh
current [scientific] thinking.”

In a humorous but also pointed observation, Ter-
ence McKenna once noted how the scientific model has
failed to account for the normativeness of anomaly in
everyday life:

No less a founder of modern scientific rational-
ism than René Descartes was set on the path
toward the ideals of modern science by an
angel who appeared to him in a dream and told
him that the conquest of nature was to be
achieved through measure and number. This
enunciation, which is really the battle cry of
modern science, first passed through the lips of
an angel! . . . This aspect of science, the fact that
much of its premises have been transferred to
mankind from the hidden realm of higher intel-
ligence, is completely suppressed in its own offi-
cial story. The official history tells the story of
rational thought, of conquering the dark world
of :rﬁupersl.ttit:u‘l.’o9

Fluxus provided remarkable models for a “science
of the subjective” in visualizing anomaly in works of art
and artistic processes, even if in its early years Fluxus men
often avoided acknowledging the very anomalous under-
pinnings of their own work, This failure to endorse its own
operations has many causes, not the least of which is the
connection between gender and expression associated
with women, 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 confirms the interconnection
between anomaly and gender:
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In those days, in Fluxus, it was not “cool” to use
anything that had to do with human psyche, |
think | am the first one who used things like
“Kehai” (music of pure vibration created by
human psyche) in her work. It's [the reason for
excluding such material in Fluxus] to do with
John Cage, who was more interested in mush-
rooms, nonsensical events, and chance. Conse-
quently, he broke down dramatic sequencing of
sounds and created chance music, which basi-
cally had nothing to do with human emotion,
which relies on emotion created in result of
sequential events. | was criticized for being too
emotional, dramatic, and uncool, so | might as
wellgrveyoutl'lissideofthesta'ytoo.

In other words, both anomaly and emotion were too
female. Some male Fluxus artists could not become
involved in the paranormal or admit (as Hendricks and
Miller did) their own personal expression of sexuality,
which they could only visualize through related or distant
nonpersonal sexist subject matter. | theorize that the radi-
cal shift that younger artists brought to Fluxus in the late
1960s and early 1970s was to make anomaly and sexuality
the very materiality and content of their work. It took a gay
man and a traumatized man to do so! Namely, Hendricks
and Miller were men willing to abandon the patriarchal
codes of control and machismo and dare to go where
Fluxus women had often been. Miller and Hendricks have
both created works with a heroic directness and a naive
openness. They risk what earlier Fluxus artists guarded,
even when, as in the case of Higgins and Pauline Oliveros,
they were openly gay, or, as in the case of Schneemann,
the art was full of the paranormal but carefully controlled
and presented so as not to appear “too crazy.” ™

Miller and Henm are two Fluxus artists who
have altered the official qualities of the Fluxus canon by
exploring the private existential conditions and complex
psychosexual and social dynamics that Fluxus women had
long entertained. In doing so, they also reflected the his-
torical and art historical tenor of the late 1960s and early
1970s. The fact that such aesthetic concerns were sanc-
tioned in their work, and not in women’s art, suggests the
underlying sexism in Fluxus, even though it is by far one
of the most socially, sexually, and racially tolerant of all
avant-garde movements.
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