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EVENTS Y NEW MUSIC
MADRID, 12 NOVEMBER 1966

Henar Riviere Rios

For the second time in less than six months the Escuela Técnica Supe-
rior de Arquitectura ('Superior Technical School of Architecture') of
Madrid offered a concert of pieces by Fluxus artists. This time, however,
the setting was slightly different since the presentation took place in
the auditorium rather than in the foyer. Thus, the approximately 180
spectators could make themselves comfortable in soft seats instead

of having to sit in folding chairs. Another, more remarkable difference
was that two Fluxus artists, Alison Knowles and Dick Higgins, personally
put together the programme and presented it along with the Zaj artists,
whereas in the previous concert the Spanish group took care of every-
thing. Higgins had written Juan Hidalgo during the summer asking for
his assistance in arranging a concert for him and Knowles in Madrid.

At that point, the American and Spanish composers had not yet met
personally, but had begun an epistolary contact.' Higgins and Knowles
on the one side, and Hidalgo and Toméas Marco on the other, finally
got to know each other and would perform together in various events
arranged in Germany by Wolf Vostell, like the Fluxus- and Zaj-Concerts
in the Forum-Theater in Berlin that autumn.? For the two Americans,
the evening in Madrid would represent the final stage of their European
tour, while for the Spanish artists it might be seen as the closure of the
“second Zaj year".’

The programme was divided into two parts: the first part, set
up by Higgins, consisted of six pieces to be rendered consecutively; the
second part, put together by Knowles, was conceived as Interruption
Music - for J.C. (1966), “a sort of musical ‘collage’ with the simultane-
ous overlay of diverse easy pieces by different authors".*

The concert started with Tomas Marco sitting on a chair in the
middle of the stage. Knowles carefully proceeded, with the help of
Hidalgo, to entwine Marco with strings, coiling them around his head

and shoulders and knotting their ends to different structures on stage,



such as a table and a blackboard in the background. Intrigued, the
spectators quietly watched this version of Knowles's String Piece (1964),
unaware that the original event-score placed them, and not a co-per-
former, as the subject of these actions.®

With the strings still lying about on the stage floor, Knowles,
Higgins, Marchetti, Hidalgo and a released Tomas Marco got in line,
side by side, giving the viewers their widest grin. Then, in an extremely
slow process, their facial expression became more and more relaxed.
Each performer interpreted this DISAPPEARING MUSIC FOR FACE
(1964) by Mieko Shiomi at their own pace, exiting the stage once their
grin was gone.® When the last performer had left, the following piece,
Knowles's Shoes of Your Choice (1963), began. The author herself went
on stage and displayed several pairs of shoes, including those she
was wearing, on a small table. One by one, she took a shoe of each pair
and presented it to her audience by means of a physical description
and other relevant pieces of information such as its history and how she
felt about it (fig.1).” As envisioned in the score, the performance
involved the audience’s participation — once Knowles had packed her
shoes away and receded into the background, a man went on stage and,
putting his right foot on the table, he tied his shoe (fig. 2). Another
spectator spontaneously sat on the edge of the stage, lit up a cigarette
and, after taking several drags, used a shoe as an ashtray (fig. 3).
All in all, the performance lasted almost half an hour.®

Hidalgo and Knowles then walked separately from one side of the
stage to the other facing in opposite directions and passing by each
other, at the middle of their paths (fig. 4). This was probably their version
of George Brecht's STRING QUARTET (1962), whose instruction
read, “shaking hands".? Unlike in this free interpretation, the following
3 PIANO PIECES (1962) by the same composer were executed in
a literal way: Knowles sat down on a stool and stayed there for a while,
facing the audience ("sitting"), then she got up and stood for a little
while, again facing the audience ("standing”) (fig. 5)."°

The concreteness of Brecht's event scores was followed by the
complex elaboration required of Higgins's Musical Process No. 2 “Vocal
Composition, January 1959: The Sound of the Animal Dying Thirteen to
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One” (1959), in which the score(s) have to be composed by the per-
formers themselves. The performers are instructed to select thirteen
sounds, to include a “word, syllable, phoneme, morpheme, name of
somebody if it is not more than two syllables, or any representation of
any vocal sound of any kind”, and to set for each sound a pitch pattern
by means of a graphic design as well as a number of beats determined
by throwing a die. Then, they are to consult each other in order to make
sure they are capable of producing "the sounds called for” in the result-
ing score(s).” That Saturday evening of November in Madrid, there were
two resulting scores — written on two large panels and placed on stage
on two easels, so that they would be visible from a distance. In this man-
ner, Hidalgo, Higgins, Knowles, Marchetti and Marco could move freely
around the whole auditorium while reading them, emitting their sounds
in a rendition that truly amused them and their audience (fig. 6).

Two other pieces by Higgins, Celestials - for Bengt af Klintberg
(1962/1963) and Danger Music Number Three (1961), would close the
first part of the concert. In the first piece, together all five performers
acted according to the four different “sets of possibilities and systems”
suggested by the verbal instructions of Celestials: “In the first variant
everybody tries to feel as tall as possible and to stand rooted to the
spot where he was when the variant began. [...] In the second variant
the aesthetic is the same as in the first, but each performer does
simple things. [...] In the third performance a gentle litany is made
that praises the general tenor of life without anybody expressing too
strongly his own preferences. [...] In the fourth variant very slow gym-
nastics are the sole means of expression”."”

To change from one variant to another the performers were
to let themselves be guided by “cuing situations”, either “"observed
in the environment"” or “arranged [...] to occur”.” Some of the cues
concerned all of the interpreters at once and some cued each of them
individually. Thus, while Marchetti and Marco remained for the most
part standing, the former sporadically singing next to the blackboard
and the latter on the opposite end of the stage, the others moved
around. Hidalgo crossed the stage in slow and short steps (fig. 7) and

Knowles walked down the aisle between the two sections of seats of



the auditorium, bending down to touch the floor with her hands (fig. 8).
For his part, Higgins walked down the aisle as well, then returned to
the stage, where he remained “rooted to the spot” balancing his upper
body in a circular motion. After such a theatrical rendition - where the
visual component was predominant — came the olfactory experience

of the Danger Music Number Three. As the last performance before the
intermission, incense was burned in the darkness.™

The Interruption Music - for J.C. (1966) was the general structure
chosen by Alison Knowles for the second part of the evening. It had
been premiered in the Fluxus-Concert celebrated the preceding month
in the Forum-Theater in Berlin and involved a simultaneous rendition
of works by various artists, with two peculiarities: that it was the audience
who chose the pieces by picking numbered cards and that no activity
was brought to an end but overlapped with another.” The artists “bril-
liantly overcame” the subsequent performing challenges.'

Thus, the second part began, once the order of the pieces was
chosen, with Knowles sitting on a folding chair and manipulating
a small mechanism with deep concentration, perhaps performing a ver-
sion of Joe Jones's Steam Engine."” Higgins, standing on her right,
faced the audience, while on her left, Hidalgo looked at her and shook
his hand in the air. Marco, for his part, arranged a table with all of
the materials needed for the next performances (fig. 9).

Shortly after, Knowles and Higgins unrolled small paper scrolls
they had presumably taken out of one of her Bean Rolls (1963), a collec-
tion of canned books where tea cans had been used as containers for
printed scrolls. Reading them aloud, the performers provided the listen-
ers — most of whom probably did not understand a word - with all sorts
of information on beans (Simultaneous Bean Reading, 1964)."® In the
meantime, the three Zaj artists were rolling up their sleeves for Knowles
to spread Nivea Cream onto their hands. Then, the four performers
rubbed their hands for a while (fig. 10) without amplifying the sound of
their action with a microphone, as originally indicated by the American
in her Nivea Cream Piece - for Oscar Williams (1962)." After cleaning
off the excess cream from their hands with a cloth, she began direct-
ing her Newspaper Music (1965) by raising and lowering her arms,
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indicating to the interpreters to increase or decrease the intensity with
which their respective newspaper readings should be given (fig. 11).
Once again, Knowles moved among the spectators, this time
holding a tray, offering grapes and cheese (fig.12). This gentle gesture,
most likely corresponding to the first part of Geoffrey Hendricks's “For
A. Knowles - Eat - Gymnastics — Rest" (1966), was interrupted by
the three Zaj artists and Higgins unrolling paper rolls over the audience
seated in the stalls and box (fig. 13). After this performance of Ben
Patterson’'s PAPER PIECE (1960),° Knowles took up again her inter-
pretation of Hendricks's work, this time concentrating on its second part:
the gymnastics. With her shoulders on the stage floor, her hands hold-
ing her waist and her feet stretched upwards, she kicked her legs in the
air (fig. 14). According to Tomas Marco, she even shouted while doing
so, as though she were having an epileptic seizure.”’ Whether she rested
a little afterwards as prescribed by Hendricks we cannot know, since
the photographer then focused on Marco and Hidalgo, who were clean-
ing up the mess created during the concert — more than likely per-
forming a silent version of Arthur Kepcke's music while you work (1962)

(fig.15).% In such a tidy way, the evening came to an end.
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Fig.2 An audience member

performing Alison Knowles's
Shoes of Your Choice, 12 Novem-
ber 1966

Fig.1 Alison Knowles performing
her Shoes of Your Choice, 12 No-
vember 1966
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Fig.3 An audience member

423 performing Alison Knowles's
Shoes of Your Choice, 12 Novem-
ber 1966

Fig.4 Juan Hidalgo and Alison
Knowles performing George
Brecht's STRING QUARTET,
12 November 1966

By

photos: Alberto Schommer



Fig.7 Walter Marchetti, Dick
Higgins and Juan Hidalgo
performing Dick Higgins's
Celestials - for Bengt af Klintberg,
12 November 1966

Fig.5 Alison Knowles perform-
ing George Brecht's 3 PIANO
PIECES, 12 November 1966

Fig-6 Dick Higgins and Walter
Marchetti performing Dick Higgins's
Musical Process No. 2 “Vocal
Composition, January 1959: The
Sound of the Animal Dying Thir-
teen to One”, 12 November 1966
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Fig. 8 Alison Knowles performing
Dick Higgins's Celestials - for
Bengt af Klintberg, 12 November
1966

Fig.9 Dick Higgins, Alison

Knowles, Juan Hidalgo and

Tomas Marco performing dif-
ferent actions as part of Alison
Knowles's Interruption Music -
for]J.C., 12 November 1966

photos: Alberto Schommer



Fig.10 Alison Knowles, Juan
Hidalgo, Walter Marchetti and
Tomas Marco performing Alison
Knowles's Nivea Cream Piece - for
Oscar Williams, 12 November 1966

Fig.11 Tomés Marco, Juan
Hidalgo, Dick Higgins, Walter
Marchetti and Alison Knowles
(back to the camera) perform-
ing Alison Knowles's Newspaper
Music, 12 November 1966

Fig.12 Alison Knowles perform-
ing Geoffrey Hendricks's "For

A. Knowles - Eat - Gymnastics ~
Rest”, 12 November 1966
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Fig. 13 Audience members after
Benjamin Patterson’s PAPER
PIECE, 12 November 1966

photos: Alberto Schommer



Fig. 14 Alison Knowles performing
Geoffrey Hendricks's “For A.
Knowles - Eot - Gymnastics -
Rest”; Tomas Marco performing

an unidentified piece; in the

background, Dick Higgins and
Juan Hidalgo, 12 November 1966

Fig.15 Tomas Marco and Juan
Hidalgo performing Arthur
Kepcke's music while you work,
12 November 1966
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